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Abstract of DPhil Thesis  

This thesis concerns worship in the Krama or the cult of Guhyakālī 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drawing mainly on unpublished liturgical sources and Tantras for its analysis.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of the thesis is the edition of Vimalaprabodha’s previously unpublished Kālīkulakramārcana, 

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 Guhyakālī as visualised in several textual and visual sources, allowing 

us to assess the consistency of Guhyakālī’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 

Guhyakālī’s dhyāna from the Parātantra 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 

Kālīkulakramārcana’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 

Kālīkulakramārcana, especially the Mahāśivarātrividhi. These rites find their parallel in 

another text by Vimalaprabodha still unknown to scholarship - the Parvatrayavidhāna – 

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.  
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KKA 1                    Kālīkulakramārcana Manuscript, NGMPP A 148/10. 

KKA 2                    Kālīkulakramārcana Manuscript, NGMPP A 229/9. 

KMT                       Kubjikāmatatantra 

MBT                       Manthānabhairavatantra 
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                   MPP                        Mahārthakramapañcamantrapaddhati recorded in two MSS 

in the University of Cambridge Digital Library (see 

Bibliography) 

MPP 1                 Segment of MPP as found in Exposures 1 – 4 of  

 Nityanaimittikavidhi, Śivaśaktisamarasatyamahāmāyāstava  

 MS Add.1412.3 

MPP 2                     Segment of MPP as found in Exposures 1 – 9 of  

 Amṛtabhairavārcanavidhi MS Add.1412.2 

MS Manuscript 
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NGMPP Nepal-German Manuscript Preservation Project 

pc post correctionem 
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Introduction 

The purpose of this thesis is to document and examine certain practice-oriented 

aspects of the Śaiva cult known as the Krama or Uttarāmnāya 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 tāntrika 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 pūjāpaddhati (liturgy of worship) in the form of the Kālīkulakramārcana (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 Śaiva 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 

nyāsa and cakroddhāra, and will also explore the relationship between visual culture as it 
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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 Guhyakālī or Kaula traditions. The Newars were incredibly prolific writers and 

copyists of liturgies with Śākta 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 

Uttarāmnāya 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 Śākta 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 Śaiva traditions and some of its distinctive 

characteristics since the contextualisation of Śaiva traditions, including a description of the 

principal doctrines and practices of each cult, has already been extensively discussed in 

Sanderson’s seminal works mapping Śaivism’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 Śaivism known as the 

Mantramārga, more specifically the Kula division of this stream. The Mantramārga is 
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pursued mainly by householders and promises both liberation (mokṣa) and supernatural 

attainments (siddhi) as opposed to the traditions exclusively pursued by ascetics known as 

the Atimārga. Within the Mantramārga itself, two broad divisions emerged, that of the 

Śaiva Siddhānta which was veda-congruent in its practice and mostly dualistic in its 

philosophy centring around the worship of Sadāśiva and, secondly, the division based on 

the more diverse and heterodox Bhairavāgamas. The Tantras of the Bhairavāgamas are 

commonly divided into those whose central deities are male (the Mantrapīṭha), the principle 

cult being that of Svacchandabhairava and those which revolved around goddesses  

(the Vidyāpīṭha) whose deities are usually forms of Kālī. The closer one moves towards 

the wholly feminised forms of the Bhairavāgamas, the more transgressive its practices 

become. However, the division of Śaiva traditions did not end there and out of the 

Vidyāpīṭha emerges another path known as the Kulamārga which placed an even greater 

emphasis on transgression drawn, Sanderson proposes, from the Atimārga cult known as 

the Kāpālikas or Somasiddhāntins. These skull-bearing Kāpālikas were the last out of the 

three main Atimārga sects to develop and were distinct on account of their “great vow” 

(mahāvrata) which demanded that they roamed the cremation ground adorned with 

mortuary accouterments. As Sanderson explains: 

“As for the Kulamārga, its texts share with those of the non-Saiddhāntika Mantramārga  

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 Kāpālika Atimārga III… 

instead of the elaborate and time-consuming process of initiation through offerings into a 

consecrated fire (hautrī dīkṣā) seen throughout the Mantramārga, we see initiation through 

possession (āveśaḥ) by the Goddess and the consumption of ‘impure’ sacramental 

substances (caruprāśanam, vīrapānam). We also find sexual intercourse with a consecrated 
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consort (dūti) as a central element of private worship, sanguinary sacrifices, and collective 

orgiastic rites celebrated by assemblies of initiates and women of low caste.”1 

I cite this lengthy quote since we will see many of these practices being repeated in the 

Krama’s ritual procedure. The Kulamārga/Kaula was known as such on account of the family 

(kula) of yoginīs which formed the basis of its worship and at whose centre were the core 

divine couple of the cult known as the Kuleśvarī and Kuleśvara. The literature of the Kulamārga 

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 Pūrvāmnāya 

also known as the Trika on account of the triad of goddesses – Parā, Aparā and Parāparā – 

at its centre; the Uttarāmnāya, the cult that is the subject of this thesis; the Paścimāmnāya 

focused on the goddess Kubjikā; and the Dakṣiṇāmnāya, a tradition dedicated to 

Kāmeśvarī/Tripurasundarī who would eventually become the most popular Kaula goddess2.  

We shall now go into greater depth concerning the Krama/Uttarāmnāya which can 

also go by the name Mahānaya, Mahārtha, Devīnaya, or Kālīkula. According to Sanderson, 

the core extant scriptures of this tradition includes parts of the Jayadrathayāmala’s later Ṣaṭkas, 

the Kālikākulapañcaśataka,  Devīdvyardhaśatikā, the Kālīkulakramasadbhāva and the 

Yonigahvara3. Up until recently, all of these texts remained unpublished, making the 

Uttarāmnāya the least accessible of Kaula traditions to be studied. However, thanks to the 

work of Lamichhane (VS 2074), we now have editions of the Devīdvyardhaśatikā and 

Kālikākulapañcaśataka. These have been highly helpful in decoding terminology and for 

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

 
1 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. 
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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”4.  

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

the Kālikāstotra by Jñānanetranātha, commonly considered to be the first propagator 

(avatāraka) of the Krama scriptures revealed to him in Uḍḍiyāna, the sacred seat of the 

North, is comprised of the following cakras: 1) the Five Flows (Pañcavāha) 2) the Circle 

of Bliss (Ānandacakra) 3)  Circle of Light (Prakāśacakra) 4) the Circle of Embodiment 

(Mūrticakra) 5) the Circle of the Multitude (Vṛndacakra)5. The phases culminate in the 

worship of four (Sṛṣṭi, Sthiti, Samhāra, Anākhya ) or five Kālīs (with the addition of Bhāsā) 

depending on the tradition followed6. Moreover, it is common to preface these phases with 

the worship of Uḍḍiyāna alongside four associated elements as a separate step known as 

the Pīṭhaniketana. 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 Kālī7. Sanderson thus notes that the Krama is unique for 

“producing perhaps for the first time in Śaivism a model for a form of contemplative ritual 

entirely fashioned by and subservient to the terms of a doctrine of liberating gnosis8”.  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 Parātantra, Hāhārāvatantra and 

 
4 Sanderson (1988), p. 683 
5 For an extended discussion of Jñānanetranātha’s work, see Sanderson (2007b), pp. 270 – 273. 
6 The Kālīkulakramasadbhāva, for instance, teaches the sequence of five Kālīs while the 

Kālikākulapañcaśataka teaches four (See Sanderson (2007b), pp. 306-307).   
7 A detailed discussion of how the Krama creates this correspondence as described by the Anonymous 

Mahānayaprakāśa is found in Sanderson (1988), pp. 696 – 699. 
8 Sanderson (2007b), p. 273 
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Mahākālasaṃhitā 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 (Ṣaḍāmnāya) 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 Ṣaḍāmnāya is that in the latter, a nadir and zenith are added 

to the four cardinal points which are respectively occupied by Vajrayoginī and 

Tripurasundarī/Kāmeśvarī. Furthermore, the Eastern transmission, traditionally the abode 

of the Trika’s triad and the Southern transmission which is usually occupied by 

Tripurasundarī become in the Newar system the cults of the mysterious Pūrṇeśvarī and 

Niśeśvarī. These two deities, Sanderson conjectures, are artificial additions to the Kaula to 

fit this new schematization and possess no apparent independent cult of their own9. 

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

out the six transmissions in its first six paṭalas. 

Amongst the six, the two dominant transmissions were the Northern and the Western. 

It is the goddesses of these two traditions – Kubjikā (Western) and Guhyakālī/Siddhalakṣmī 

(Northern) – who are the most common subject of the Śākta Tantra liturgies extant in the 

NGMPP. Their predominance is further confirmed by how these goddesses were 

persistently cited amongst the lineage or chosen deities (kuladevī or sveṣṭadevī) of the 

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

 
9 Sanderson (2004), p. 368 
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Kubjikā the role of lineage deity of the lunar dynasty and Siddhalakṣmī, invariably spelt 

Siddhilakṣmī in the Kathmandu Valley, the role of tutelary deity of the solar dynasty. In 

addition to these statements by the Parātantra (v. 3.24 and 7.59), Sanderson affirms 

Siddhilakṣmī’s importance by showing through textual and anthropological evidence that 

she is the secret identity of Vatsalādevī, a goddess commonly considered the consort of 

Paśupatinātha, a deity viewed as the rāṣṭradevatā (state deity) of Nepal since at least the 

6th century10. Meanwhile, Dyczkowski (2000) provides additional proof of Kubjikā’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 āmnāyas11. 

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 out12. 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 Bhūpatīndramalla (r. 1696 – 1722)  

is dedicated to Siddhilakṣmī13 while the temple of Guhyeśvarī, long considered the most 

sacred Śākta site of the Valley has strong associations with both Kubjikā and Guhyakālī14. 

As for the time period in which the Uttarāmnāya 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 Kubjikā was already present in 

 
10 Ibid., pp. 369 - 371  
11 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 Siddhilakṣmī 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 Guhyeśvarī. 
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the Valley at a relatively early date as attested by a MS of the Laghvikāmnāya dated to 

1037/38 and four MS of the Kubjikāmata preceding the 13th century15. 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)16.  

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 Yakṣamalla (1482)  

as well as after the collapse of the Malla dynasty entirely after the conquest of Pṛthvī 

Nārāyaṇa Śāha in 1768. Proof for the former is found in the fact that several Malla kings 

openly advertised their tāntrika credentials not only as patrons of temples and rituals  

but by acting as poets and scribes of Uttarāmnāya-related works. Thus, from Bhaktapur, 

for example, we have King Jitāmitramalla’s (r. 1673 – 1696) composition of the 

Siddhilakṣmīmantrayantroddhārastotra, a hymn which extracts the mantras and maṇḍala 

of the Goddess Siddhilakṣmī17 and the Śākta liturgies copied by his own hand, especially 

one known as the Kubjikaguhyeśvarīpūjāpaddhati18. In Kathmandu, King Pratāpamalla, 

celebrated for his many compositions and religious endowments, composed the 

Sarvāparādhastotra19 to Siddhilakṣmī/Guhyakālī 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 Jitāmitramalla, all of 

which, as far as I 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. 
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construction of the Guhyeśvarī temple in its current location20. After the Malla dynasty, 

this practice of royal compositions of Kaula works continued with the most famous being 

the humongous compendium of Ṣaḍāmnāya worship known as the Puraścaryārṇava by 

King Pratāpa Siṃha Śāha (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 II) 

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 Kubjikā or 

Kālīkula schools21. Finally, some of the artworks depicting Guhyakālī 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 Guhyakālī’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 Uttarāmnāya 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. 
21 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 – yantroddhāra, nyāsa and 

dhyānas and elaborate kāmya rites – largely absent in the classical Tantras. The names of 

the ancillary deities of the Nityapūjācakras documented by the KKA also largely disappear 

to be replaced by goddesses who are amongst the locally popular forms of Durgā. 

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”22. 

Beyond its ritual significance, it is particularly essential to our project since it is the only 

Guhyakālī paddhati I 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 Nityapūjācakras 

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 12th 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 Bhāsācakra (p. 307, fn. 246), the Rakṣācatuṣka (p. 319, 

fn. 286) and Jñānasiddhacakra (p. 319, fn. 287). In this same work, Sanderson also provides 

an edition and analysis of close to the entire Cakrakrīḍā section of the KKA (pp. 282 – 284). 

Furthermore, Sanderson (2007a, p. 283, fn. 160) has deciphered the mantroddhāra at the 

end of the KKA’s Bhāsācakra and shows that it follows the Devīdvyardhaśatikā. 

The KKA is also frequently cited by Törzsök in her entries for the 

Tāntrikābhidhānakośa. The entries that make more extensive use of this paddhati include, 

from Vol. II, those on kuladravya (pp. 123 -124), kulayoginī (p. 128), cakra (p. 219), 

cakrakrīḍā (p. 221) and from Vol. III, those on dikcarī (p. 157), dravya (p. 206) and 

pādāṅguṣṭha (p. 430). Meanwhile, Dyczkowski (2009) draws on the KKA as a point of 

comparison for the 64 pīṭhas found in the Pīṭhastava in his edition of the Kumārikākhaṇḍa 

of the Manthānabhairavatantra. 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 Kālīs in the course of the Cakrakrīḍā. These utterances 

appear to convey the activities associated with these phases derived from Dravidian 

languages (Kannada, Malayalam, Tamil and Tulu)23. Likewise, Sanderson has also 

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

found in the Southern guru Maheśvarānanda’s works as well as two Kaula paddhatis of 

 
23 Sanderson (2007b), pp. 283 – 284, fn. 172 
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South Indian origin24. 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 Kubjikā 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 centuries25. 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 Amṛteśvaranityapūjāvidhi, a text for the worship of 

Amṛteśvara/Mṛtyuñjaya attributed to Abhayamalla where we are told that the MS was 

completed on June 8th, 1216 during the reign of King Arimalla, who had received his royal 

consecration through the grace of Vimalaprabodha (śrīmadvimalaprabodhapādaprasādāl 

labdhābhiṣeka)26. 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 Camatkārapura in Gurjjaradeśa (present day Vadnagar in 

Gujarat). 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 

 
24 See ibid., p. 320 as well as Sanderson’s lecture at OCHS titled “Śāktism among the Śaivas” (November, 2020) 

and handout. 
25 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 Āgamas and Siddhānta Tantras.”27 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 Gurjjaradeśa since we also have evidence 

of Vimalaprabodha being from outside of the Valley. 

As far as I 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 Alakācārya and an ekadaṇḍin 

as well as “having the nature of Śiva”. 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 Kālī. The fact that this secret oral transmission of the Kālīkula which should not be 

committed to writing has indeed been caused to descend by me, serving at the feet of his 

guru known as Ānandaśakti, the grandson of Prakāśaśakti, the blessed teacher, the Ekadaṇḍin 

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

 
27 The compound here is siddhāṃtatantrarahasyāgamārthavida 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 rahasyāgama most likely refers to the Tantras of the more 

esoteric (hence rahasya) Bhairava and Śākta streams. The pairing of this stream with the Siddhānta thus 

shows Vimalaprabodha to be learned in the entire Mantramārga. Dyczkowski states that this colophon reveals 

Vimalaprabodha to be the teacher of Harihara. However, this relationship is not spelt out and the abhiṣeka 

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 (śrīmadarimalladevapravarddhamānavijayarājye), 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 Ṣaḍanvaya should be forgiven by the teachers (of the tradition). Here ends the 

Kālīkulakramārcana composed by the Ācārya Vimalaprabodha, the Paramahaṃsa and 

wandering ascetic (parivrājaka).” 

2)  Parvatrayavidhāna (PTV) which concerns three naimittika rites of the Uttarāmnāya.  

It is as far as I 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: 

śrīmadalakācāryacaraṇavallabhena 

paramahaṃsavimalaprabodhenākṛṣṭaparvatrayavidhānam utta[end 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) Paścimārcanapaddhati This work covers the routine and occasional rites for the worship 

of the goddess Kubjikā. It is also attested by only one manuscript (NGMPP C 6-15; palm leaf; 

Newari script; 149 folios). In the same manuscript as the Paścimārcanapaddhati, we find 

another text by the same hand but with no proclaimed authorship known as the “Śrīkrama 

of the Mahārahasyasampradaya”. The colophon of the entire manuscript which comes at 

the end of this Śrīkrama gives its date as Samvat 331 (1210) during the reign of Arimalla 

(rājādhirājaparameśvaraparamabhaṭṭārakaśrīmadarimalladevasya vijaye), providing 

further proof in addition to the colophon of the Amṛteśvaranityapūjāvidhi 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 - 2r1 (introductory verses): guroḥ śrīsahadevasya praṇamya caraṇāmbujam/ 

                                                       śrīvimalaprabodho’ham paścimārcanapaddhatim// 

                                                       śrutvā śrīśāmbhavaṃ vākyaṃ saddeśikamukhāgatam/ 

                                                       vakṣye hitāya śiṣyāṇāṃ saṃkṣepāt trividhaṃ sphuṭam// 

2) 71v1 – 2: śrīvimalaprabodhena pavitrakārcanakaṃ kṛtam 

  3) 90r5 – v1: naimittikaṃ samuddiṣṭaṃ paścimārcanapaddhatau/  

                       srīvimalaprabodhena saṃkṣepā(n) na tu vistarāt //  

paramahaṃsaparivrājakaṣaḍanvayācāryaśrīvimalaprabodhaviracitāyāṃ dvitīyo vidhiḥ 

4) 100r2 – 5: iti śrīmatkramoddhāraṃ gaditaṃ svalpato mayā/  

ṣaḍanvayasamāmnāyāt samākṛṣya prayatnataḥ// 

paramahaṃsaparivrājakaṣaḍanvayācāryaśrīvimalaprabodhaviracitāyāṃ 

kramoddhāravidhiḥ 

5) 105: iti paramahaṃsaparivrājakaṣaḍanvayācāryaśrīvimalaprabodhaviracitāyāṃ 

dīpacaruvidhiḥ iti paścimārcanapaddhatiḥ samāptaḥ 

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 Paścimārcanapaddhati examined for the first time 

here, we can only say that it is highly likely that the Vimalaprabodha referred to in the 

Amṛteśvaranityapūjāvidhi 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 Paścimārcanapaddhati 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 Amṛteśvaranityapūjāvidhi.  
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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 Kālī Krama 

teacher called Prabodha mentioned in the Mahānayaprakāśa by Arṇasiṃha as the disciple 

of Cakrabhānu (verse 163) whom Rastogi (1979: 178) dates to the second half of the 11th 

century.”28 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 Alakācārya while in the concluding verses the 

name given to his guru is Ānandaśakti. 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 Paraśakti. Since his own adopted name is appended with śakti, it is probable that 

that of his guru will end with the same particle, meaning the name Ānandaśakti fits the bill 

as the esoteric/initiatory epithet of Alakācārya.  

Another important clue is found in how he calls himself the grandson of 

Prakāśaśakti, showing that ācāryas with names ending in śakti were not only related to 

Vimalaprabodha through a master-student lineage but also a familial one. This raises the 

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

 
28 Dyczkowski (2009), Vol. II, pp. 440 – 445 
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śivātmaka 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 Śiva. However, 

more prosaically, ātmaka can be used to mean “by the name/designation of”, indicating that 

the name Vimalaprabodha is appended with śiva (Vimalaprabodhaśiva). The second 

possibility would indicate that he belongs to a group of mendicants for whom their public 

names are appended with śiva and their esoteric names are appended with śakti. 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 Paścimāmnāya lineage known by the name Sahadeva as declared in the opening 

verses of the Paścimārcanapaddhati. 

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 Paścimārcanapaddhati) have the 

author describing himself as a paramahaṃsa, a pan-Hindu term used to denote an ascetic 

of high spiritual attainment. The qualification of parivrājaka, which denotes a generic 

wandering mendicant is found in the KKA and three points in the Paścimārcanapaddhati 

while the descriptor ekadaṇḍin (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 

tridaṇḍin 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 (Śaiva, Vaiṣṇava, Jaina 

and even Ājīvika) identified themselves as ekadaṇḍins29. Moreover, the term can be used 

for certain classes of yatis within a single tradition itself as seen in the way the Pāñcarātra 

Sanatkumārasaṃhitā classifies two of its yatis as ekadaṇḍins and the other two as 

 
29 See for instance Lorenzen (1991), p. 105 and Basham (2002) 
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tridaṇḍins30. Other traditions make a distinction between the intensity of ascetic practice 

through these two labels with the ekadaṇḍin 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’ maṭhas, many of whom, records show, found their way into the Kathmandu 

Valley before the 13th century31. 

From his composition of the above texts, we can consider Vimalaprabodha to have 

been a teacher of both the traditions of Guhyakālī and Kubjikā, the two Kaula schools that 

would come to dominate Śākta 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 Nityapūjā of the KKA (uttarāmnāyavedin)32. 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 Paścimārcanapaddhati as a ṣaḍanvayācārya33. This designation 

might at first bring to mind the Newar Ṣaḍamnāya 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 Paścimāmnāya 

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 Kubjikā worship 

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

 
30 See the entry for paramahaṃṣa and prabhu in TAK, Vol. III, pp. 389 - 390 and pp. 530 - 531 as well as 

Raghavan (1975), p. 75 for his discussion of ekadaṇḍin. 
31 See Regmi (2007), Vol I., pp. 558 - 559 for the evidence of wandering nāthas 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 Devīdvyardhaśatikā where he is called uttarānvayācārya. 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 Devīpañcaśatikā 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 Paścimārcanapaddhati. 
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Śambhu/Navātman over Kubjikā. 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 Tripurasundarī school of the Śaṅkarācāryas of Śṛṅgeri and formed “the esoteric content 

of the ever-popular Ānandalaharī”34. Although the specific term ṣaḍanvaya is not used in 

the KKA, we have the related characterisation of the author as śrīṣaḍāmnāyadeveśapūjaka 

(the worshipper of the Lord of the Blessed Ṣaḍāmnāya). We may use this as proof that the 

ṣaḍāmnāya/anvaya referred to in the two texts denotes the Ṣaḍanvayaśāmbava rather than 

the Newar sixfold transmission since the term deveśa makes clear that the central deity of 

this cult is male (Śambhu/Navātman) 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 Ṣaḍanvayaśāmbava 

variant of the Kubjikā cult. Such is also the case with Maheśvarānanda who proclaims this 

dual initiation in the opening verses of Mahārthamañjarīparimala35. Since, as already 

discussed, Maheśvarānanda’s tradition of the Krama is very close to Vimalaprabodha’s,  

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

Support for this hypothesis also comes in the form of the preliminary verses of the 

Paścimārcanapaddhati which indicates that the primary object of worship in this manual 

is Navātman rather than Kubjikā, a hallmark of the Ṣaḍanvayaśāmbava. Thus, the initial 

obeisance before the commencement of the text is made to Navātman (oṃ namaḥ śrīnavātmane) 

and the final part of the rather perplexing maṅgalācaraṇa shows this verse to clearly be 

dedicated to a male rather than female deity (1v3:..taṃ vande śrīnaveśaṃ kramakulavibhavaṃ…). 

Finally, the cited introductory verses also characterise the entire paddhati as pertaining to 

the speech of Śambhu (śrīśāmbhavaṃ vākyaṃ). This Paścimāmnāya aspect of Vimalaprabodha 

 
34 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 Parātantra 

The Parātantra (PT) is a scripture of the Kathmandu Valley that contains 582 verses 

mainly concerning the Uttarāmnāya; the three final and most prominent Paṭalas solely 

cover various aspects of the worship of Guhyakālī 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 Mahāvidyā goddesses and 

its description of a purity-congruent form of Tripurasundarī worship advocated by the 

Śaṅkarācārya Saṃnyāsins who were only present in the Valley from the reign of Ratnamalla 

(c. 1484 – 1530) onwards36. 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 Ṣaḍāmnāya and is thus 

a crucial source for this tradition 3) it is iconographically rich, documenting the visualisation 

of several forms of Guhyakālī, including rare visualisations of the Five Kālīs as well as an 

important Guhyakālīyantra. 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 

Caṇḍī 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 Siddhilakṣmī and Guhyakālī 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 Siddhilakṣmī (in her ten-armed 

and viśvarūpa forms), Guhyakālī (two paubhas), Kubjikā and Tripurasundarī 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 Guhyakālī illustrated as fig. 8 in Ch. 1. Even stronger 

proof for the mirroring of the PT’s dhyāna 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 Ṣaḍāmnāya, including the mysterious 

Niśeśvarī and Pūrṇeśvarī. 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 dhyāna 

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 dhyāna excerpt 

will be the first translation of an extensive segment of the Tantra. Scholars concur on the 

importance of the PT for Newar Kaulism37 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 Kubjikā 

tradition in Dyczkowski (2009). This thesis will therefore contribute to a better understanding 

of the text, especially its 7th Paṭala. However, the other Paṭalas in this Tantra contain 

content that is also of considerable interest for the study of the Ṣaḍāmnāya38. 

A second text of importance for our study of iconography is the Mahākālasaṃhitā 

(MKS), a vast Tantra whose two main subjects are the Goddess Kāmakalākālī39 and 

Guhyakālī and was most likely written in Mithila during the late medieval period40. This thesis 

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

 
37 Goudriaan and Gupta (1981), p. 77 call the PT “a most important source” of the Ṣaḍāmnāya system.   
38 The first three Paṭalas of this Tantra are concerned with the worship of Pūrṇeśvarī, Niśeśvarī and Kubjikā 

respectively, recording their visualisations, epithets, ancillary deities and the siddhis associated with each 

goddess. The fourth Paṭala is the first time the Tantra deals with the cult of Uttarāmnāya, which will be 

elaborated upon fully in Paṭalas 7-9. Here, Guhyakālī is worshipped in her three-faced, eight-armed form 

with her name undergoing a semantic analysis. Paṭala 5 concerns the Ūrdhvāmnāya of Tripurasundarī and, 

besides the Paṭalas on Guhyakālī, it is the longest in this Tantra. It discusses extensively the famous 16-

syllabled vidyā and Śrīcakra of this cult while also visualising her as a four-armed auspicious-looking deity. 

The brief sixth Paṭala deals with the goddess Vajrayoginī who is said by the Tantra to be worshipped by the 

Buddhists. Paṭala 7 is by far the work’s longest and its two principal subjects - the cakroddhāra and dhyāna 

of the Supreme Guhyakālī - will be analysed in detail in subsequent chapters of this thesis. Besides these 

subjects, the chapter also discusses the lineage of Guhyakālī worship, the importance of rendering service to 

a guru and mantroddhāras of the cult’s key vidyās. Paṭala 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 Paṭala has ritual as its theme, especially puraścaraṇa rites and rites 

for worldly benefits. The kāmya rites recorded here are highly diverse and extend well beyond the standard 

ṣaṭkarman (six traditional magical rites). 
39 A summary of the contents of the Kāmakalākhaṇḍa can be found in Goudriaan and Gupta (1981), pp. 78 – 80. 
40 See Sanderson (2014), p. 82 and Sanderson’s lecture at the OCHS titled “Śāktism among the Śaivas” 

(November, 2020) and accompanying handout 3, p. 17. 
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Nath Jha’s printed edition and covers such topics as the multiple dhyānas of the goddess 

according to the number of her faces and arms; the mantroddhāras according to mantras 

obtained by divine and mortal beings and for achieving specific goals; nyāsas corresponding 

to the forms of the goddess, important mantras, the six transmissions and ancillary deities 

like yoginīs, ḍākinīs and mātrkās, the five Kālīs and the pīṭhas; 24 yantroddhāras; 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 

Narasiṃha Thākura who played a key role in King Pratāpa Malla’s religious patronage as 

his royal preceptor41. 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 mantroddhāras and nyāsas as well as renderings of 

the 24 yantroddhāras. 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 Hāhārāvatantra 

 The next Tantra under discussion is the Hāhārāvatantra (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 Guhyakālī at three points in 

the text whereas the PT and MKS only give one such dhyāna.  Moreover, it contains a 

highly detailed description of the central Guhyakālīyantra in its 9th chapter and the most 

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

 
41 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 Valley42. 

Other unpublished sources 

Numerous other unpublished sources have helped supplement our understanding of the 

practice of the Guhyakālī cult. Key sources include paddhatis that proclaim a cycle of Nityapūjā 

that are allied to the KKA. These have been used in the verification of names of deities and their 

orientation in maṇḍalas. Sanderson cites the Mahārthakramapañcakamantrapaddhati (MPP) 

dated 1278 and listed under Pūjākāṇḍa MS AD 1412 in the Cambridge University Library 

as a source for the names and mantras of the Nityapūjā alongside the KKA43. This paddhati 

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

 
42 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. 
43 Sanderson (2014), p. 71 
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the Guhyakālīnirvāṇapūjāpaddhati (GNP) dated 1380 which adds material which the MPP 

lacks; the latter refrains from supplying the mantras for the Bhāsākālīcakra and composition 

of the Gurumaṇḍala. 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 nyāsa almost identical to what is found in the paripāṭi (preparatory 

rites) of the KKA (Pañcanavātmikanyāsa, Saptadaśākṣaranyāsa, Ṣaḍaṅganyāsa etc.) as well 

as several mantroddhāras and a yantroddhāra for the central goddess and five Kālīs and 

brief dhyānas of less complex forms of Guhyakālī. 

Finally, another unpublished manuscript frequently consulted is the 

Uttarāmnāyapavitrārohaṇavidhi (UPV) which contains liturgies, including the mantras, 

dhyānas and cakroddhāras, primarily concerned with the goddesses of the Northern 

transmission (Guhyakālī and Siddhilakṣmī), Kubjikā and Tripurasundarī. It is of value to 

us mainly for its detailed account of the cakroddhāra of a core Guhyakālīyantra. However, 

it is a fascinating text that should be studied in its own right beyond this thesis for containing 

the dhyānas of lesser-known Tantric deities, a witness to the mentioned Siddhilakṣmī hymn 

composed by Jitāmitramalla 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 Guhyakālīdevyarcana written on palm leaf in what 

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

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 Śaiva Exegesis of Kashmir (2007b) and his brief but valuable 

discussion on Newar Śaivism in The Śaiva 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 Śaivism, Sanderson 

charts in a short section the trajectory of Newar Śākta Tantra, especially the royal patronage  

of the cults of Kubjikā and Siddhilakṣmī 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 

Uttarāmnāya 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 Kubjikā in the Valley with some 

references to Guhyakālī and Siddhilakṣmī 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 Siddhalakṣmī cult, including her relationship 

with the goddess Taleju. Moreover, Michaels’ (2008) work has explored the history of 

Kaula/Tantric Śākta sites and their modern-day processions. His examination of the 

Guhyeśvarīyātrā 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 Guhyakālī 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 Parvatrayavidhāna. 

From the perspective of art history, secondary literature dealing with discrete images 

of Guhyakālī 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 Guhyakālī from the Zimmerman Collection in Pal (1991), pp. 81 - 82; 

the Walters Art Museum Guhyakālī paubha in Pal (2001), p. 224 corresponding to figure 2 

in Chapter 1 of this thesis; and two folios depicting Guhyakālī 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 Guhyakālī, 

the multiple dhyānas of this goddess and the relationship between these artworks and 

textual material44. This overarching and cross-cutting outlook is exactly the task of this 

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

 
44 Although studies specifically on Guhyakālī 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 Guhyakālī 

1.1 Introduction 

This chapter will focus on the visualisation of the 54-armed supreme form of the 

Goddess Guhyakālī by comparing texts containing this dhyāna alongside artworks from the 

Kathmandu Valley that largely date from the Malla period. The key sources are Paṭala 7 of 

the Parātantra (PT), which will be the primary focus of our analysis, the Hāhārāvatantra 

(three passages containing the nyāsa/dhyāna of this form of the goddess called here HRT 1, 

2 and 3), the Guhyakālīkhaṇḍa of Mahākālasaṃhitā (MKS) and the Kālīkulakramārcana 

(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 Guhyakālī 2) to prepare 

a translation and more accurate edition of the dhyāna section of Paṭala 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 dhyāna and nyāsa in the 

cult of Guhyakālī 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 Guhyakālī and why the dhyāna 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 

Guhyakālī 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 Guhyakālī, the nine-faced, 54-armed Pañcakālīs 

(Sṛṣṭi, Sthiti, Saṃhāra, Anākhya, Bhāsā forms) and another three-faced, eight-armed form 

known as Bālakumārī. Out of these, however, only the form we are concerned with is declared 

to be the unexcelled visualisation (dhyānayogam anuttamam) embodying the features of 

all other Kālīs. Her visualisation befittingly takes up by far the most space in the PT. Likewise, 

the MKS mentions many other forms of Guhyakālī from her one-faced form up to her  

100-faced form45. However, it is the 54-armed form propitiated by Bharata (Bharatopāsitā)46 

that receives the most attention (vv. 25 – 102), definitively proclaimed as the origin of all 

other dhyānas47 and forming the basis of several principle nyāsas. 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 dhyāna given for the central Guhyakālī 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 Ṣaḍāmnāya and its widespread reproduction. However, the significance 

of the dhyāna 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 dhyāna and is either drawn directly 

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

 
45 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 dhyānas all correspond to a mantra. The 16-syllabled mantra sought by Bharata is said to correspond to 

the ten-faced, 54-armed Guhyakālī. 
47 MKS 1.129 
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unpublished material such as visualisation passages unrelated to the KKA in the MS I call 

KKA 148 and A 150-149. These two manuscripts are mainly used in this thesis as witnesses 

for the KKA but in fact contain additional liturgical material on the Uttarāmnāya, including 

this very dhyāna, 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 Guhyakālītantra 

(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 Kālīs. Moreover, many common translated sources consulted by art historians 

for models of Tantric deities, such as the Mantramahodadhi, Prapañcasāra, Śāradātilaka, 

Tantrasāra (Kṛṣṇānanda Āgamavagīśa) and Śrīvidyārṇava amongst others, do not contain 

this particular form of Kālī. The translation of any Guhyakālī dhyāna 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 Guhyakālī,  

 
48 KKA 1, ff. 32v1 – 35r6. The dhyāna in both MSS mirror that of the PT almost word for word, omitting the 

section on the Five Kālīs, making them similar to the content of HRT 1. 
49 A 150-1, ff. 35v2 – 37r7 
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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 dhyāna but enhance our understanding of every other source as well. 

This is largely due to the differing styles in the presentation of the dhyāna. 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 nyāsa, I draw largely from both HRT 2 and 3, the KKA and, 

to a lesser degree, MKS50 since these are the texts that amalgamate dhyāna and nyāsa 

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 KKA and manages to 

incorporate every aspect of Guhyakālī’s appearance into its numerous nyāsas. Thus, for 

the more complex nyāsas, 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 (Paṭala 1, 

vv. 21 – 54 or C 30-3, ff. 2v1 - 4r2) and appears as a versified dhyāna describing the faces, 

implements, seats and adornments of the goddess very similar in style and content to the 

PT’s dhyāna except for the lack of description of the appearance of the Five Kālīs. Meanwhile, 

my abbreviation HRT 2 corresponds to a chapter known as the Guhyakālīpūjāpaṭala (ff. 28v2 

– 37r6 in A 204-06) concerned mainly with the cakroddhāra of the goddess. The two relevant 

 
50 MKS Paṭala 1 contains the principle dhyāna. However, Paṭalas 6 and 7 contain nyāsas related to this 

dhyāna. The reason why these are consulted less than the HRT will be explained. 
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parts of this Paṭala are those that precede and succeed the cakroddhāra. Before the 

cakroddhāra, we have a number of nyāsas, the most important of these being the vaktranyāsa 

(nyāsa of the faces of Guhyakālī found in f. 31r5 – 9) and an āsananyāsa (nyāsa of the seats 

of her throne of worship in ff. 31r9 – 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 

Guhyakālī’s seats, hand implements and faces are given (ff. 34v6 – 35r9).  

Meanwhile, HRT 3 appears towards the end of the entire Tantra in a section known 

as the Guhyakālikāṣoḍhānyāsa (ff.105v9 – 113r5) in which Bhairava proclaims a versified 

dhyāna of roughly 26 ślokas and a sixfold nyāsa that will enable the three worlds and even 

the gods to be at the command of the adept. The ślokas are very similar to the PT/HRT 1’s 

dhyāna 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 

vaktranyāsa and astranyāsas which incorporates all 54 hand implements of Guhyakālī 

(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 

Guhyakālī 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 Śāha period (15th – 

early 19th 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 Guhyakālī, 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 Guhyakālī, we should 

take a step back and offer a brief remark on the status of icons in general in the Uttarāmnāya. 

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 KKA, iconography is manifested in routine worship purely through ideation or 

visualisation rather than the creation of physical images (mūrti or pratimā).51. The verbs 

used when instructing the adept to manifest the forms of deities - √vicint (to observe or 

imagine) and √dhyai (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 Guhyakālī in the sanyāsadhyāna section of the KKA or by imagining 

them as present on various parts of the relevant maṇḍala 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 maṇḍala itself, which forms the support of this visualisation, 

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

 
51 It 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 

pīṭhas (discussed later) for which the KKA shares most of its steps with Kubjikā 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 √nirmā (to create or produce) and √samālikh (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 maṇḍala in the Maṇḍaloddhāravidhi of the KKA or 

instructions to fill certain features of the maṇḍala with colours after they are drawn as 

shown in the raising of the Prāyaścittamaṇḍala52.  

If the KKA 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 āsana 

(seat), arghapātra (water vessel), akṣamālā (rosary), dīpa (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 prāṇapratiṣṭhā or netronmīlana). 

Unsurprisingly, this apprehension concerning idols seems to extend to the physical spaces 

that house them (temples or shrines) as well53. 

 
52 For instance, we are to fill the drawn seeds inside the pericarp of the maṇḍala’s lotus black (bījaṃ 

śyāmena pūrayet) and told to fill the lines demarcating the enclosure with black pigment 

(prativāraṇarekhāṃ…ca kṛṣṇavarṇena pūrayet). 
53 Thus, on the rare occasions where sites of worship are enumerated, these are usually outdoor spaces free 

of any purpose-built structures. The Prāyaścittavidhi for instance prescribes cremation grounds, lone trees 

and the confluence of rivers as appropriate spots for worship. While when liṅgas are mentioned as sites of 

worship, such as in the Prāyaścittavidhi or the Niśāṭanavidhi, the liṅgas are most likely deconsecrated as 

their characteristation as lone liṅgas (ekaliṅga) or liṅgas devoid of the marks of worship 

(triśūlavṛṣabhojjhita) 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 Guhyakālī cult is in instructions for the cakroddhāra where the 

physical idol (pratimā) and the cloth (paṭa), 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 Guhyakālī works and their attitude towards dhyāna as a whole. 

The MKS for instance states that the three manners of conceptualising Guhyakālī corresponds 

to three types of worshippers (1.138). The categories are clearly in descending order of 

importance as the first class of worshippers comprise Maheśvara, Viṣṇu and Brahmā (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 dhyāna 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 dhyāna is the visualisation of the goddess in her virāḍrūpa 

where Guhyakālī’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 Brahmāṇḍa 

forms her head and five of the nāgalokas constitute five of her toes. It is only in the third 

type of dhyāna 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 Guhyakālī 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 Uttarāmnāya 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 Guhyakālī 

Now that we have covered the status of iconography in Krama literature in general 

and the principal sources for Guhyakālī’s iconography, we can begin to grapple with various 

aspects of Guhyakālī’s appearance. In this section, I attempt to compare the depictions of 

the nine/ten faces of Guhyakālī in the visualisations of the PT, HRT, MKS and KKA in 

order to understand the patterns in depicting this aspect of Guhyakālī 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 face54. 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 Guhyakālī’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 siṃhavadana 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 (ṛkṣavaktra) in MKS, KKA, HRT 2 and 3 

for the boar face (kola/sūkara) 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 garuḍa, 

makara, elephant and Kālī 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 Guhyakālī in her ten-faced form, whether sculpture or painting. 

The texts also share the same colour scheme for the faces of Guhyakālī. 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 

 
54 Jha’s edition of the MKS reads for the first upper face (v.61b) “ūrdhvavaktraṃ (dvīpikāsyaṃ) caṇḍayogeśvarīti hi”. 

The parentheses suggest the word is a conjecture on his part. This conjecture (dvīpika) seems to be derived 

from the term dvīpin, 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 dīpaka and the attestation 

of both the PT and HRT of dīpaka, 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 (jyotirmayamahāvaktram in v. 68 and jyotirmayam vaktram in v. 104). Further proof comes in 

the MKS’s own vaktranyāsa where this face is described as jvaladdīpakāriṇī (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 Guhyakālī, 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 mantras55. 

This association between forms of mantras and dhyānas of Guhyakālī is also acknowledged  

at the very beginning of the MKS56. Since the core mantra of the Uttarāmnāya is the nine-

syllabled vidyā (khphrem mahācaṇḍayogeśvari), 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 faces57. This form of the goddess has 54 arms which are divisible by nine 

but not by ten.  

 
55 For a discussion of the phenomenon of the correspondence between faces of deities and their mantric 

syllables, see Törzsök (2013a) 
56 guhyakālyās tu mantrāṇām aṣṭādaśabhidāḥ priye/ 

   sarvāgameṣu gopyās te na prakāśyāḥ kadācana// 1 

   mantrāṇāṃ bhedato dhyānabhedāḥ syur vividhās tathā/ 
57 Bühnemann (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 vaktranyāsa preceding the cakroddhāra 

does include the flame face as the upper face, the vaktramantras (f. 35r3 -9) after the 

cakroddhāra 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 Caṇḍayogeśvarī 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 

“ūrdhvavaktrasiṃha 1” and ends with the naravaktra enumerated as the 9th 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 Vārāhī who is worshipped by the Newars as part of the ubiquitous 

Aṣṭamāṭrkās but also as an independent goddess with her own Tantras and temple up to the 
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present day58. 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 Guhyakālī and the way they are ascribed, again highlighted in table 1. Both the PT and 

MKS describe the goddess as possessing 27 eyes (saptaviṃśatilocanā) while HRT 1 states 

that she is adorned with 30 eyes (triṃśallocanabhuṣitā). 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 Kālī face and those to her immediate left 

and right) are endowed with two eyes while the seven other faces have three59. 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 Kālī face as three-eyed in a later verse60.  

 
58 See for instance the several texts with the title Vārāhītantra 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, 

Vajravārāhī was also the predominant wrathful Buddhist Tantric goddess worshipped in conjunction with 

Cakrasaṃvara in the medieval Kathmandu Valley with many MSS and artworks attesting this. 
59 dvidvinetrayutāṃ vaktre vāmadakṣiṇasammukhe/ 

   saptasv anyeṣu vaktreṣu tritrilocanasaṃyutām// 
60 In PT 7.72, she is described as “…sarvadaṃṣtrākarālā ca trinetrā bhīmanādinī.” 
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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 Kālī 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 Śākta 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, Ūrdhva and Paścimāmnāyas. These include, for 

the Northern Transmission, epithets for Kālī (Saṃkarṣanī, Pratyaṅgirā) and Siddhilakṣmī 

(Siddhikālikā and Siddhiyogeśvarī); for the Upper Transmission, the goddess Śrīsundarī; 

and Kubjikā for the Western Transmission. Newar liturgies commonly combine the worship 

of these three transmissions in a single pantheon to create a synthesised ritual system61.  

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 īśvarī. 

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.  

 
61 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 (maholbaṇa); the 

lion face is radiant (subhāsvara) in the PT and terrifying (vibhīṣaṇa) in the MKS; while 

the garuḍa face is furnished with a beak in both Tantras (sacañcuka). 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 Trailokyaḍāmarā while the flame 

face is Caṇḍayogeśvarī, 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 Guhyakālī following the cakroddhāra. 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 Guhyakālī. The conceptual basis for this phenomenon has been 

extensively discussed by Timalsina (2015) using the example of the faces of Kubjikā62. 

Finally, we can analyse the nyāsa associated with the faces of the Guhyakālī to 

show how they facilitate the transformation of the sādhaka’s face into the many heads of 

the goddess. I wish to prove here that the nyāsa 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 nyāsa locations on the 

practitioner’s face. The passages where we find a vaktranyāsa are HRT 2 and 3 and the 

Sanyāsadhyānavidhi 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 – 4063. 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 Guhyakālī is deposited on the highest of ten nyāsa locations, 

the sahasrāra, 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 nyāsa follows the system that sees the sahasracakra as the subtle space above the 

human head rather than synonymous with its crown or aperture (brahmarandhra)64 since we 

cannot have two heads deposited in the same location. Following the dhyāna’s scheme of 

placing the jackal beneath the lion, the nyāsa correspondingly deposits this head directly 

below the aperture of the cranium on the forehead/brow (bhrū). 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 nyāsa with one exception follows the schema of the dhyāna  

with the central-most head – the human face – deposited on the central-most feature,  

the mouth65, and the faces to the immediate left and right of the centre, the garuḍa   

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 vaktranyāsa follow exactly the order in 

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

 
63 I do not delve into the vaktranyāsa 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 sahasrāra 
65 Although HRT 2, most likely by mistake, omits the nyāsa location for the human Kālī face, the nyāsa in 

HRT 3 and KKA 1 both proclaim it to be the mouth. 
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intention of the nyāsa to follow the layout of the dhyāna step by step. The sole exception 

to this is the nyāsas for the horse and elephant (the eighth and ninth nyāsas) which are the 

reverse of the order found in the dhyāna where the elephant is listed before the horse66. This 

means that their positioning in the nyāsa is most likely a scribal error. Discounting this error, 

we can see that the Uttārāmnāya 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 

Face Position Colour 

Number of 

Eyes 
Associated Deity 

MKS HRT1 HRT1 and HRT2 PT/MKS MS KKA 1 

1. Flame - uppermost 

(top row) for 

PT, HRT 1, MKS 

- face missing 

in HRT 3 and 

KKA 

Flame-

coloured 

3 3 Caṇḍayogeśvārī  

(mantra present 

in HRT 2 but not 

named as face) 

Caṇḍayogeśvārī - 

2. Lion  second row White 3 3 Siddhikālikā None Caṇḍamaheśvarī 

3. Jackal third row, 

centre 

Black 3 3 Saṃkarṣaṇī  Trailokyaḍamarā Mahāmaheśvarī 

4. Monkey third row, 

left 

Red 3 3 Kubjikā None Rāgacaṇḍeśvarī 

5. Boar    

(PT/HRT) 

Bear  

(MKS) 

third row, 

right 

Grey 3 3 Trailokyaḍamarā None Khagacaṇḍeśvarī 

6. Garuḍa fourth row, 

left of centre 

Red 2 3 Śrīsundarī None Caṇḍagaṇeśvarī 

7. Makara fourth row, 

right of centre 

Green 2 3 Mahājhaṃkāriṇī None Sāracaṇḍeśvarī 

8. Elephant fourth row, 

outer left 

White 3 3 Pratyaṅgirā None Caṇḍacaṇḍeśvarī67 

9. Horse fourth row, 

outer right 

Dark 3 3 Siddhiyogeśvarī None Caṇḍayogeśvarī 

10. Kālī fourth row, 

centre 

Multicoloured 

(MKS) 

2 2 Supreme 

Goddess 

Supreme Goddess Caṇḍacaṇḍeśvarī 

 
66 To elaborate, the order in which the faces are listed in the dhyāna 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) garuḍa 7) makara 8) elephant 9) horse 10) human. The order for the nyāsa 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 nyāsa locations for the elephant and horse, as I have done, would result in a 

consistent order. 
67 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 Guhyakālī 

In this section, I will discuss the 54 hand attributes of the goddess by drawing mainly 

on the list found in the PT’s dhyāna. I 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 Guhyakālī 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 Guhyakālī’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 nandyāvarta (right, 23). Although one finds nandyāvartas and svastikas 

in the iconography of other deities68, 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 “sarpaṃ ca kuṭṭanīvaṃśaṃ ṣaḍasraṃ ḍoḍikāṃ punaḥ.” Here, one is tempted to take 

ṣaḍasra (six-angled) as a descriptor of vaṃśa (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 aṣṭāra 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 nandyāvarta from this material below. 

 
68 For the presence of the svastika as an attribute, see for instance the visualisation of Agni in the 

Mantramahodadhi (Bühnemann 2016, Vol. I, pp. 79 - 80), the Prapañcasāra and Śāradatilaka (ibid., Vol. II, 

pp. 64, 176 and 244) 
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ṣaḍasra and aṣṭāra (figure 4)                               svastika (figure 4)                                 ṣaḍasra and aṣṭāra (figure 3)       
 

   

 

 

 

nandyāvarta and svastika (figure 3)                    ṣaḍasra and aṣṭāra (figure 8)                                 svastika (figure 8) 

The artworks show us how these implements are to be drawn. The ṣaḍasra 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 aṣṭāra 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 Guhyakālī’s cakra reproduced in her attributes since the ṣaḍasra and aṣṭāra are two shapes 

that recur in the PT’s Guhyakālīcakra and amongst the many Kālī cakras of the KKA and MKS69 . 

Animal Attributes 

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

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

 
69 For instance, four out of five of the Svatantrapañcakālīcakras contain an eight-sided shape while the 

Svatantrashiticakra has both shapes. The cakroddhāra in the PT contains the aṣṭāra but lacks the ṣaḍasra. 

Meanwhile, most of the 24 yantras of the MKS have the ṣaḍasra 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 padmadvīpamatodgamam without 

recording any variants while most of the available manuscripts examined in our edition 

that diverge from this have what resembles padmadvīpamatāṅgamaḥ. The usually unreliable 

D1 however has the most likely reading of padmadvīpamataṅgaja. If we discount padma 

(lotus) which is evidently an attribute on its own since it appears as a separate implement 

in all dhyānas, we are left with the pairing of dvīpamataṅgaja. We can be confident that 

the elephant (mataṅgaja) 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 mataṅgaja (10, left hand). However, how are we to decipher the ambivalent 

dvīpa? Although the manuscripts all read dvīpa with a long ī, I have decided to amend  

this to dvipa which is also a term for an elephant, a common etymology being that it 

drinks twice (dvābhyāṃ pibatīti dvipa) (once with its trunk and again with its mouth)70. 

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                      elephant in figure 8                            snake in figure 7 

 

 

 

                     

                  mongoose in figure 3                         lion in figure 8 

Macabre Attributes 

As befits Guhyakālī’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 Kāpālika 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 (māṃsakhaṇḍa) and fistful of dust (pāṃśumuṣṭi). 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 arghapātra, 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 (māṃsa) and human flesh (mahāmāmsa) are listed amongst 

the necessary eatables (bhakṣyāṇi) of Kaula ritual at the end of the KKA. Meanwhile, the 

recipe for the bali offerings calls for various kinds of meat (nānāmāṃsa). It should be added 

that artistic depictions of transgressive female deities, especially yoginīs, with lumps of 

meat are also common. The meat is sometimes raised to their mouths portraying the act of 

eager consumption71. Although it is difficult to identify the lump of meat in the visual 

sources of Guhyakālī, 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 

 

 
71 For images of female deities chewing lumps of meat, see for instance the celebrated group of 12 Yoginī 

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 Cāmuṇḍā on the gates of the Bhaktapur 

Taleju Temple. 
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As for the handful of dust (pāṃśumuṣṭi), the compound from which I get this 

interpretation reads paśupuṣṭibhayāpaham in the Nepali edition. The edition fails to record 

any variants. Variants, however, do exist in the form of N3 and 4’s paśumuṣṭibhayāpaham. 

This is the same as the reading in HRT 1 MS C 30-3. Meanwhile, HRT 1 MS A 204/6 

reads paśumuṣṭi ante-correctionem and parśuputrīṃ, which is even more unlikely, post-

correctionem. The fact that paśupuṣṭi/paśumuṣṭi should be amended to pāṃśumuṣṭi 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 pāṃśumuṣṭi as do HRT 2 and 3. By following the Nepali 

edition’s reading, we would have to understand paśupuṣṭibhayāpaham as adjectival, qualifying 

nandyāvarta, meaning that the nandyāvarta “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 pāṃśumuṣṭi also makes sense in a Tantric ritual context. 

Pāṃsu, or its more uncommon form pāṃśu, 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 Paṭala 9 of the PT which 

primarily deals with magical rites, several ingredients that could be classified as pāṃsu 

including gravel (śarkarā) 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 tatpuruṣa compound very similar to 

pāṃśumuṣṭi also appears in the HRT in the context of the procedure to cause uccāṭana 

(extirpation), one of the ṣaṭkarmans or six classical black magic rites. Here, the practitioner 

is told to oblate a number of ingredients and to scatter a fistful of ashes (bhaṣmamuṣṭi) of 
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these ingredients in the house of the victim who is to be extirpated72. 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” (bhayāpaham) is 

consonant with the protective rites in which it features. This implement therefore seems to 

point to Guhyakālī’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” (muṣṭi) 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 (vardhanī), 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 

(vaṃśa) (17), fire vessel (vahnipātra) (20), ghee ladle (22) and ḍamaru drum (27) and  

on the right, the ḍiṇḍima drum (17), the water jar (vardhanī) (20), water pot (kamaṇḍalu) 

(21), a second ghee ladle (22) and needle (27). The only attribute here that at first seems 

ambiguous is vaṃśa, 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 unmādavaṃśikā 

(17). Vaṃśikā in the feminine has the more specific meaning of a pipe or a flute. Paired 

with unmāda (intoxicating or enrapturing), it is likely that the MKS has an instrument in 

mind. We should therefore identify the other three texts’ vamśa 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), ḍoḍikā 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 cidratnavaṭikā, 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 viṣeśaṇakarmadhāraya 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, KKA 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 Kālīs later on, it instructs the adept to distinguish 

these five goddesses by dropping the cidratnavaṭikā in the Supreme Kālī’s principal left 

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

The astranyāsas 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 ratnamālā 

(garland of gems). Although the KKA’s list of implements for the central Guhyakālī lacks a 

comparable attribute, its instructions for the hand implements particular to each of the Five 

Kālīs appears to support our interpretation of this compound in the PT because, as will be 

discussed in the next chapter, Bhāsākālī is said to bear a pair of clusters of blossoms made 

of wish-fulfilling gems (cintāmaṇimayamañjarīdvayam) 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 cintāmaṇi) in the shape of a round pellet (vaṭikā). 

The visual sources back this understanding as one of the ancillary Kālīs 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 cidratnavaṭikā 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 abhayamudrā –  

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 abhayamudrā from figure 8 

Weapons 

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 pāśupata arrows (8), lance (12), cleaver (14) and javelin (15). 
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In this list, only the pāśupata 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”73. The elaboration 

of this attribute in the PT and MKS also deepens our reading of the KKA where the attribute is 

listed merely as bānam. 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 (paraśu) and mace (gadā), there are obscure missile-

type weapons (bhuśuṇḍi, bhindipāla, śataghnī, paṭṭiśa) as well. It is notable that the list of 

rarer weapons has large overlap with the weapons found in the Lalitopākhyāna, a text of the 

Tripurā school, as part of the arsenal of the daityas in their fight against Lalitā74. With the 

attested widespread borrowing of later Uttarāmnāya works from Tripurā sources75, it would 

not be peculiar that the MKS has made use of this list of weapons from the Lalitopākhyāna 

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 dhyāna material.  

This might also reflect the greater involvement of the Guhyakālī cult, and indeed Śākta 

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 

 
73 MKS v.79 pañca pāśupatān bānān śoṣakonmādamūrcchakān/ 

                    saṃhārakān mṛtyukarān evaṃ nāmapradhārinaḥ// 
74 The Lalitopākhyāna was eventually included in the fourth section of the Brahmāṇḍapurāṇa and is framed 

as a dialogue between Agastya and Hayagrīva on the Goddess’s conquest of Bhaṇḍāsura. In it, we also find 

the Lalitāsahasranāma and rites for propitiating Kāmākṣī. 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 13th century, most likely preceding the MKS. 
75 Goudriaan and Gupta (1981) p. 79 discuss the influence of the Tripurā school on the MKS, especially on 

the Kāmakalākhaṇḍa. The influence of Tripurā texts is also felt in the PT where there is much borrowing 

from this school, especially the Jñānārṇavatantra. 
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battle shifted from the male Aghora/Bhairava to goddesses, the Tantric forms of Kālī being 

predominant as various chapters of Jayadrathayāmalatantra concerning war magic show 

(2.16, 4.21 and 4.45)76. It is highly likely that our dhyānas, 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 Guhyakālī 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 HRT 2 and 3 

Left Hand 

1 wish-granting gem as a 

round pellet (cidratnavaṭikā) 

abhaya gesture rosary of gems 

(ratnamālā) 

abhaya 

gesture 

wish-fulfilling 

gem 

2 skull skull skull skull 

3 sword sword shield sword 

4 noose skull staff noose noose 

5 spear (śaktika) noose spear (śakti) spear 

6 skull staff spear (śaktika) skull staff skull staff 

7 chopped head chopped head chopped head chopped head 

8 bow bow bhuśuṇḍi 

(a type of mythical 

missile) 

bow 

9 discus discus bow discus 

10 bell bell discus bell 

11 dead child (bālapreta) dead child 

(bālapreta) 

bell dead child 

12 mountain (śaila) mountain (parvata) dead child (bālapreta) mountain 

13 skeleton skeleton mountain (śaila) skeleton 

14 mongoose mongoose skeleton mongoose 

15 snake snake mongoose snake 

16 chopper (kuṭṭanī) six-angled shape 

(ṣaḍasra) 

snake  chopper 

17 bamboo (flute) (vaṃśa) bamboo 

(flute)(vaṃśa) 

bamboo flute  

(vaṃśikā) 

flute 

18 six-angled shape 

(ṣaḍasra) 

chopper 

(kuṭṭanī) 

mallet  

(mudgara) 

six-angled shape 

19 ḍoḍikā fruit ḍoḍikā fruit fire vessel 

(vahnikuṇḍa) 

ḍoḍikā fruit 

20 fire vessel (vahnipātra) fire vessel 

(vahnipātra) 

ḍamaru drum  

 

fire vessel 

 

21 club three-pronged staff 

(tridaṇḍa) 

iron bludgeon 

(parigha) 

three-pronged staff 

 

22 ghee ladle garment short javelin 

(bhindipāla)  

ghee ladle 

 
76 Serbaeva (2022), pp. 1 - 3 and 6 - 11 
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 PT HRT 1 MKS KKA HRT 2 and 3 

23 eight-angled shape 

(aṣṭāra) 

mallet 

(mudgara) 

pestle 

(musala) 

eight-angled shape 

 

24 lion eight-angled shape 

(aṣṭāra) 

sharp-edged spear 

(paṭṭiśa) 

 

lion 

25 garment ghee ladle dart (prāsa) garment 

26 mallet ḍamaru drum bombarding weapon 

(śataghnī) 

mallet 

27 ḍamaru drum lion female jackal cub 

(śivāpota) 

ḍamaru drum 

Right Hand 

1 wish-granting gem as 

round pellet 

varada gesture rosary of gems abhaya 

gesture 

wish-fulfilling 

gem 

2 chopping knife  (kartṛ) chopping knife 

(kartṛ) 

chopping knife (kartṛ) chopping knife  (karttikā) 

3 tarjanī gesture tarjanī gesture sword tarjanī gesture 

4 elephant goad trident tarjanī gesture elephant goad 

5 club elephant goad elephant goad club 

6 pot full of gems 

(ratnapūrnakalaśa) 

club club pot 

7 trident  pot full of gems 

(ratnapurṇaghaṭa) 

pot of gems 

(ratnakumbha) 

trident 

8 five pāśupata arrows five arrows trident arrow 

9 lotus lotus  five pāśupata arrows lotus 

10 elephant elephant lance (kunta) book 

11 lance (kunta) mandāra flower Indian coral tree lance 

12 Indian coral tree cleaver 

(churikā) 

cleaver 

(churikā) 

Indian coral tree 

13 cleaver (churikā) lance (kunta) javelin (tomara) cleaver (churikā) 

14 javelin (tomara) javelin (tomara) garland of flowers  javelin (tomara) 

15 garland of flowers garland of flowers ḍiṇḍima drums garland of flowers 

16 ḍiṇḍima drum ḍiṇḍima drum vulture ḍiṇḍima drum 

17 vulture svastika water-pot (kamaṇḍalu) vulture 

18 svastika vulture piece of meat 

(māṃsakhaṇḍa) 

svastika 

19 water-jar (vardhanī)  water-jar (vardhanī) ghee ladle water-jar (vardhanī) 

20 water-pot (kamaṇḍalu) water-pot 

(kamaṇḍalu) 

citron fruit 

(bījapūra) 

water-pot 

(kamaṇḍalu) 

21 ghee ladle ghee ladle needle ghee ladle 

22 handful of dust 

(pāṃśumuṣṭi) 

handful of dust 

(pāṃśumuṣṭi) 

axe  handful of dust 

(pāṃśumuṣṭi) 

23 nandyāvarta nandyāvarta  mace (gadā) nandyāvarta 

24 earrings earrings staff (yaṣṭi) earrings 

25 piece of meat 

(māṃsakhaṇḍa) 

piece of meat 

(māṃsakhaṇḍa) 

handful (of dust) 

(muṣṭi) 

piece of meat 

26 citron fruit (bījapūra) citron fruit (bījapūra) corpse (kuṇapa) fruit 

27 needle (sūcī) needle (sūcī) lālana77 needle (sūcī) 

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

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

 
77 This attribute appears in compound as kunapalālanam. It is necessary to take lālana as a separate attribute 

for the list to amount to 27. The meaning of lālana here is cryptic and can mean a number of things 

including a caressing gesture or, according to the Suśrutasaṃhitā, a poisonous animal resembling a mouse. 
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treating these implements prove that the relationship between the sādhaka 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 dhyāna, nyāsa and mantra 

– becomes even more complex in relation to the hand implements since the additional element 

of mudrā 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 Guhyakālī’s faces (ff. 34v8 – 35r2). For the sake of brevity, I will not 

remark on all the variants but the main difference in presentation is slight; the KKA presents 

the mantras followed by the implements in the accusative (agreeing with nyāset) while the 

HRT presents the mantras with the implements in the dative often appended by the syllable 

oṃ (For instance for the skullcup implement in the KKA, we have saḥ kapālaṃ while in 

the HRT it is oṃ saḥ kapālāya). 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 mudrās for the hand implements meanwhile are not discussed in the KKA’s 

section on the nyāsas and dhyānas of the main goddess (Sanyāsadhyānavidhi) but in a 

section appearing much later called the Mudrāvidhi. The reason we can tell that these 

mudrās do correspond to the mantras and visualisation of the hand implements is that they 

are called the mudrās of the 54 hand implements (catuṣpañcāśāstramudrāḥ), astra being a 

common term which, in the context of dhyāna, refers not only specifically to weapons but 

any type of hand implement. Nine mudrās 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 mudrās. 

However, in this Mudrāvidhi, a tantalising clue concerning the importance of the mantras 

associated with the implements is also given. These mudrās are described as “accompanied by 

the own forms of all of the mantras of the Krama” (sarvakramamantrasvarūpasahitā), 

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 Guhyakālī cult. 

Finally, we can tackle the deposition of these implements onto the body of the 

sādhaka 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 installed78, that is to say the body part of the goddess subject to nyāsa 

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 nyāsa. However, without attempting to emend 

the problematic parts, a rough idea of how this nyāsa 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 astranyāsa and astradhyāna 

in the MKS since Guhyakālī’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 Guhyakālī’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 

(siṃhāsana) 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 (āsana or pīṭha) 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 Guhyakālī’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 Guhyakālī rests, principally comprise 1) Śiva/Bhairava 

2) the she-jackal 3) the pañcapretas 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 Pañcakālīcakra where the throne matches the model described above except 

for the absence of the last veda/yuga tier. Here, each kālāsana, 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 Svatantrakālīcakras 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 buddhi79 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 Śiva/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 pretas. The MKS 

describes both  Śiva and Bhairava tiers which are divided by the 16-petalled lotus as 

resting above these pretas. Śiva 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 ḍamaru 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 Śiva. In the 

PT, this tier is first explicitly assigned the name śivāsana but is also secondarily described 

as the unexcelled Bhairava tier (bhairavapīṭhaṃ…āsanam uttamam). The figure on this 

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

 
79 In his work on throne of worship in Śaivism, 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 yaśas, kāma, viveka and mokṣa. 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 Śiva, he is one-faced yet has the same hand attributes as the MKS Bhairava. 

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

We might posit that the PT and HRT 1’s first seat, part of a comparatively simpler 

throne, is thus a composite of the Śiva 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 14th 

century GNP where there is only one tier above the five pretas known as the Mahāśivāsana  

(f. 20r1 – 4) and the KKA where this single tier is interestingly also seen as a composite 

Bhairavaśivāsana in the prelude to the worship of the Five Kālīs. The reason we know that 

this compound (bhairavaśivāsanāya) 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 Bhairavaśiva). Notably, even 

in the 20-tiered version of the throne in the KKA, only one tier consisting of a male deity 

(Pheṭkārabhairava 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 pañcapretas, 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 Śiva and Bhairava seats. However, our remaining visual sources 

depict only the single composite Śiva/Bhairava figure and do so with remarkable consistency 

with the descriptions found in the PT and HRT 1. In these sources, Śiva/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 Śiva/Bhairava in 

both the Nepali edition and certain manuscripts of the PT as nādordhvalāñchanam (marked 

by the nādordhva symbol) which I have amended to nālordhvalāñchanam (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 Śiva/Bhairava’s navel, a concept prevalent 

in wider Hindu iconography. This is seen in how the navel of Viṣṇu is the locus from which 

Brahmā’s lotus emerges while in the Śivadharmottara, the adept is taught to imagine the 

visualisation of the throne originating from his navel as a lotus stalk80. This point is confirmed 

by the HRT manuscripts where the writing more closely resembles nālordhva than nādhordhva. 

This makes us confident that the Nepali edition has a corrupt reading. The similarities of the 

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

seen below. 

  Śiva seat with nālordhva in figures 2, 3 and 4 

 

 

 

 

 

 

 

 

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

The depiction of the pañcapretas as part of the presiding deity’s throne is a common 

feature in Śākta Tantras and is also found in the cults of Tripurā and Kubjikā. 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 (Brahmā, Viṣṇu, Rudra, Īśvara and Sadāśiva), 

who are often displayed crushed under the Goddess’s throne81. 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 Śaktitantras, including the Kaula, arise. The description of the pañcapretas 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 article82. Likewise, 

although figure 3 shows the five with just the tarjanī 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 tarjanīmukhanikṣiptāḥ and the KKA as vāmahastatarjanīmukhāni.  

 
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 mukhanyastatarjanīkāḥ. Nyasta and nikṣipta seem to have the same sense 

to describe the forefinger (tarjanī) 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 dhyāna 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 pañcapretas. When these five are summoned in the 

KKA as part of the Āsanapūjā as well as Damanakavidhi, the mantra chanted is hrīṃ śrīṃ 

samastakālakalāsanapāda, suggesting that they are identified with the entirety of cosmic 

principles known as kalās. This term is a highly polysemous one in Śaiva texts and in its 

most general sense suggests the “limited power to act” or “the first of the evolutes of primal 

matter (māyā) and the tattva from which all the other evolutes directly or indirectly derive.”83 

However, the term later came to connote the four or, more relevant to our discussion, five 

“modes/activities of the subtle sound-matter bindu (binduvṛttayah), each of which pervades a 

section of the cosmos”84, namely nivṛtti, pratiṣṭhā, vidyā, śānti and śāntyatītā. Thus, the 

36 tattvas or 108 bhuvanas can be assigned to each kalā. The KKA’s mantra for the pretas 

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

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

 
83 TAK Vol. II, p. 68 
84 Ibid., p. 71 
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grosser forms of the māyā are transcended by Bhairava and the Goddess who denote the 

non-dual union of śiva and śakti. 

Following the pañcapretas in the PT and HRT 1 comes a very notable aspect of 

Guhyakālī’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 Siddhānta and Bhairavatantra depictions 

and is perhaps unique to Guhyakālī. 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: 

piṅgaraktā triguṇyā hi phetkāraravabhīṣaṇā/ 

vajradaṃṣṭrānakhasparśā padmapṛṣṭhe śivottamā//7.92 

The crucial compound here is śivottamā which could be translated in two ways 

other than she-jackal. Firstly, one could understand this term as referring back to Guhyakālī in 

the sense of “the Supreme Śivā” (Śivā as the feminized form of Śiva and a common epithet 

of the Pārvatī).  However, it would be peculiar to find additional descriptions of her at this 

point in the dhyāna 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 śivottama as an ancillary form 

of Śiva because this epithet in canonical literature can refer to Śiva’s manifestation as the 

eight vidyeśvaras85. This too though is unlikely as the compound is in the feminine and the 

descriptions of śivottamā in the verse do not conform to what we know about these vidyeśvaras. 

 I therefore interpret the compound as a genitive tatpuruṣa meaning the “best of 

she-jackals” (śivānām uttamā). The use of the term śivā 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 deities86 

and there is evidence to suggest that this manifestation was especially revered in the 

Kathmandu Valley87. In fact, some texts explicitly describe Guhyakālī as the “Goddess 

with the Jackal as her Vehicle” (śṛgālavāhanā devī in the Guhyakālītantra88). Most importantly, 

the śivottamā of this verse is described as having teeth and nails with touch like lightning 

(vajradaṃṣṭrānakhasparśā)89 and terrifying with howling (phetkāraravabhīṣaṇā), both of 

which are characteristics of a wild animal rather than an anthropic figure. The same description 

is applied to the śivottamā found in the versified section of HRT 390. The description of 

this animal residing on a lotus (padmapṛṣṭhe) 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 Śiva/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 śivottama (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 Śiva seat is described. Since this description 

of teeth and nails is incongruous with Śiva and the śivottamā is a female figure in other 

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

 
86 This association with jackals is an ancient one and is found in the figure of Śivadūtī in the Devīmahātmya 

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 Vatsalā Festival in which the transgressive jackal god, 

Dhvādyaḥ is worshipped. He is sometimes considered the mount of Vatsalā much like the role of the jackal here 

in the PT, pp. 79-107 
88 C 51 – 2, f. 2v4 
89 I have translated this compound in this way as it appears in a similar form in v. 15 and 37 of the 

Apāmārjanastotra, part of the the Viṣṇudharmottarapurāṇa, when extolling Narasiṃha where it clearly 

refers to his thunder-like nails that tore apart Hiraṇyakaśipu. 
90 f. 108r7 
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scribe/redactor could have been tempted to embed this half-verse originally describing the 

jackal (śivā) from elsewhere within the several verses on Śiva while masculinising it in the 

process. This confusion could have arisen from the meaning of śiva which can be both a 

proper noun or the word for a jackal.  

The description of the jackal as triguṇya (endowed with three qualities) is not 

entirely clear but could be a reference to the three cosmic guṇas (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 guṇas. This would be consonant with 

the fact that the jackal rests above the five deities who, as the five kalās, represent the 

operation of mahāmāya in manifesting ever grosser forms of the cosmos. Traditionally in 

Indian cosmology, it is only through the participation of the three guṇas 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 maṇḍala 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 vāhanas of each guardian. Likewise, the inclusion of the vedas, upavedas91 and 

 
91 The upavedas are often a porous category with the classical formulation being Āyurveda (medicine), 

Gandharvaveda (music and dancing), Dhanurveda (archery) and Artha (administration/governance). The last 

upaveda, however, is sometimes substituted with either Sthāpatyaveda (architecture) or Śilpaśāstra (craft). If 
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yugas in the throne of a Tantric deity is not restricted to the cult of Guhyakālī and is even 

found beyond the Bhairavatantras in Siddhānta Śaivism and Pāñcarātra Vaiṣṇavism92. 

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 points93, 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 throne94. 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 āsananyāsa, then the classical formulation should be 

followed for our throne. 
92 Goodall (2011) discusses passages from the work of the 12th century Saiddhāntika Aghoraśiva (pp. 224-

228) and the Pāñcarātra Jayākhyasaṃhitā (pp. 228 -230), which include these two elements. 
93 MKS 1.40 “…svāṃ svāṃ diśam avaṣṭabhya sthitān paramaśobhanān” 
94 MKS 1.35 ratnasiṃhāsanaṃ divyaṃ hīramuktādinirmitam/ 

                 dhārayantaṃ catuṣkoṇe yugaṃ vedaṃ ca cintayet// 
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sources where the vedas/yugas are depicted as the heads of horses and bulls95. 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 muṇḍāsanas in the āsananyāsa of HRT 2 

(ff. 31r9 –  31v4). However, this tradition clearly precedes the HRT as it is also found in 

more ancient liturgies such as the 14th 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 vāhanas 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 (ūrdhvam) 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 

 
95 For instance, the Jayākhyasaṃhitā 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 Brahmā 

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 Brahmā. 

 

  

 

 

  

 

 

Having surveyed the key aspects of the throne of worship, we can briefly tackle the 

relationship between nyāsa and dhyāna with regard to the throne. The nyāsa 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 sādhaka which serves as the locus for the āsananyāsa96. It should be added 

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

 
96 Pangsrivongse (2023), p. 103 

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.) 
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and not just the five pretas. The nyāsa 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/ Śiva seat – into two separate seats, 

the Bhairavāsana and Mahāśivāsana. 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 mulādhara and Mahāśiva at the navel, the location of the svādhiṣṭhāna. 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 āsananyāsa covering MKS 6.620 – 663. However, like its 

vaktra and astranyāsas, 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 nyāsa 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 5 Tier 6 

PT/HRT 1 
Composite 

Śiva/Bhairava 
She-jackal Five Pretas Dikpatis 

Vedas and 

Yugas 
- 

MKS Śiva Bhairava She-jackal (?) Five Pretas Dikpatis 
Vedas and 

Yugas 

KKA 

(simplified 

throne) 

Composite 

Śiva/Bhairava 
Five Pretas Dikpatis - - - 
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1.6 Conclusion 

After an analysis of the major aspects of Guhyakālī’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 

Guhykālī 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 tāntrikas, Guhyakālī 

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 Guhyakālī, 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 
                                                                                                         
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                

 

 

 

 

 

 

 

 

 

 

Fig. 1 Guhyakālī 
 

Nepal; 17th century 
 

Bronze; height 26.5 cm 
 

Pergamon Museum, Berlin 
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Fig. 2 Guhyakālī 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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Figure 4 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3 Folio from an artist’s manual  

depicting Guhyakālī 

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 Guhyakālī 

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 Guhyakālī from paubha 

depicting Siddhilakṣmī 

Nepal; 1796 

Pigments on cloth; 84.5 x 61 cm 

Rubin Museum of Art, New York 
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Fig. 6 Guhyakālī  

Nepal; 15th 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 Guhyakālī from an illuminated manuscript 

Nepal; 17th century 

Watercolour on paper; 17.8 × 23.8 cm per folio (26 folios) 

Philadelphia Museum of Art, Philadelphia 
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Fig. 8 Guhyakālī 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 Nityapūjā 
 

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 Guhyakālī. The primary subject of 

this chapter will therefore be the ancillary deities from the eleven Nityapūjācakras of the 

Krama as well as the Five Kālīs 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 Nityapūjācakras as shown in the table at the 

end of this chapter 2) a close study of the visualisation of the Five Kālīs 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 KKA, I will largely make use of supporting 

evidence from four other texts. These are: the Parātantra for a comparison of the depiction of 

the Five Kālīs; the Mahākālasaṃhitā for our discussion of therianthropism; and the 

Guhyakālīnirvāṇapūjāpaddhati and Mahārthakramapañcakamantrapaddhati 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 Nityapūjā. This task is not merely a matter of 

translating visualisation instructions in the KKA 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, I have described in the footnotes the process of reasoning 

undergone to reach the conclusions in the table. 

2.2 How are the Five Kālīs distinct? 

It is well-known that the sequence of worship of the Krama culminates in the 

propitiation of four (Sṛṣṭi, Sthiti, Saṃhāra and Anākhya) or five Kālīs (with the addition of 

Bhāsā) depending on the scriptural tradition with each Kālī 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 Kālīs 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 Guhyakālī’s and that each of the five Kālīs 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 Guhyakālī 

are relatively abundant but amongst the Tantras and paddhatis I have come across, it is 

only the PT and KKA that shed light on the particularities of each of the five Kālīs. 

Through these two texts, I will demonstrate how each Kālī is distinct according to four 

factors, namely 1) their facial expressions 2) their poses (āsanas) 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 Kālīs’ distinctiveness 

come at two points in the text. The first is as part of the Sanyāsadhyānavidhi of the central 

Guhyakālī. Following the description of the nine faces of Guhyakālī, the sādhaka is instructed 

to imagine the facial expression of the central human face (madhyavaktram) changing 

according to each of the five phases. Then after listing Guhyakālī’s 54 hand implements, 

we have a section known as the bhāvanyāsa in which different poses are imagined for 

each Kālī. The second point where we are told about the five Kālīs’ appearance in the 

KKA is in the description of the cakras of the five Kālīs 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 Kālī at the centre of the particular cakra. 

In the PT, the description of the five Kālīs comes after the visualisation of the 

central Guhyakālī (vv. 7.103 - 119) which is included in my translation and edition of the 

PT’s dhyāna 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 Kālīs mimics the central 

Guhyakālī’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 Guhyakālī’s left and right 

hands – the pellet of wish-fulfilling gems (cidratnavaṭikā) – are to be replaced with two 

implements particular to each Kālī. By reading the PT alone, one might assume that the 

distinct portrayal of each Kālī 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 Kālī according to the 

four factors listed above beginning with Sṛṣṭikālī. The descriptions for this Kālī are almost 

identical in the KKA and PT. Her facial expression in the KKA is described as 
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aṭṭāṭṭahāsaṃ hasantaṃ (laughing with very loud laughter) which is reflected in the PT’s 

portrayal of her as aṭṭahāsasamanvitām (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 ūrdhva (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 

(candrasūryavidhāriṇīṃ). Her bodily appearance is depicted as pleasing in both sources, 

the KKA stating she is beautiful (lalitām) and the PT describing her body as slim, lovely 

and beautiful (cārulalitāṃ tanuvigrahām). 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 Kālī with the opposite function, saṃhāra, who possesses a haggard body. 

In the succeeding cakra, Sthitikālī’s facial expression varies slightly in the two texts, 

described as īṣatprahasitānanām (a face that is mildly laughing) in the PT and the KKA  

as lagnauṣṭhapuṭaṃ (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 Sṛṣṭikālī, reflecting the notion of stasis 

in conformity with this Kālī’s phase. Her poses once examined closely are the same. 

Sthitikālī’s pose is described by the KKA as vāmapādākuñcitadakṣiṇapādāvalambitam 

(the right foot pendant and the left foot bent) while the PT states she is in rājalīlāsana. 

The pose given by the KKA is in fact a detailed description of the rājalīlāsana, 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 vīṇā made out of the bones of Brahmā 

(brahmakaṅkālavīṇā) while her bodily appearance is crooked and pot-bellied (kharvāṃ 

lambodarīm) in our sources. This recalls the appearance of the gaṇas of Śiva 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 Saṃhārakālī 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 (svadantauṣṭhacarvantaṃ) and the PT states that a ball of flesh is 

ground from her lips by her teeth (dantauṣṭhaghṛṣṭapiṇḍikām). 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 carvaṇa or kālagrāsa97 instead of 

saṃhāra. Moreover, sources such as the MKS also use the imagery of consuming to describe 

Kālī 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 hunger98. As for Saṃhārakālī’s 

pose, she is described as having the archer’s āsana (pratyālīḍhāsana) 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 Brahmā and Viṣṇu (ajakeśavau in PT and 

ajaharī 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 (asthicarmāvaśeṣāṃ) 

while the PT similarly describes her as without any flesh and hollow bellied (nirmāṃsāṃ 

koṭarāmbikām). Such an appearance chimes with the iconography of Cāmuṇḍā and the 

Purāṇic Kālī and again emphasises her ravenous hunger. 

Anākhyakālī possesses the memorable facial expression in our two sources of 

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

 
97 See Dupuche (2003), pp. 59-60 
98 pralayo bhojanakālas tṛptis tena ca nālpikā…(MKS 2.169) 
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vāmadaṃṣṭrāgraṃ sparśantam). This might be understood as a gesture typically carried 

out after eating, the activity associated with the previous phase of Saṃhāra. Her pose in 

the PT matches that of the KKA where she is described as being in the bound lotus position 

(baddhapadmāsanam). 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 (karṇāntāyatamadaghurṇitadhyānalocanāṃ). The PT has a similar description  

with the compound describing this meditative rapture being slightly awkwardly arranged 

(madaghurṇitadīrghākṣīṃ dhyānalocanatatparām). 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 Bhāsākālī 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 

hūṃ (muktahūṃkārarāveṇa jihvāṃ lālayantaṃ). In the PT, the facial expression for Bhāsā 

is cryptically missing while the facial expression which is particular to Bhāsā in the KKA 

is transferred to Saṃhāra in the PT as an additional facial expression for Saṃhārakālī. The 

PT thus describes Saṃhāra as playing with her lolling tongue, resounding with the released 

sound of hūṃ (lelihānāṃ lalajjihvāṃ muktahūṃkārarāviṇīm). The solution I propose is 

that the half-verse where this activity appears in the PT99 is erroneously applied to Saṃhāra 

and should in fact apply to Bhāsā as per the KKA’s instructions. If this were otherwise, 

Saṃhāra would have two facial expressions that cannot be performed simultaneously  

(the act of chewing and that of releasing the sound of hūṃ with her tongue) while Bhāsā 

 
99 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 Kālīs 

being ascribed one. As for Bhāsā’s pose, another problem arises since the description of 

one is missing in the PT. In the KKA, she is portrayed as dancing (nṛtyamānāṃ) and I propose 

this too should be the case with the PT. In spite of the absence of any description, the 

central Guhyakālī described earlier in the PT is also said to be in this pose100. Since Bhāsā 

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

Concerning the hand implements and other aspects of Bhāsā’s appearance, 

however, the two texts do agree to an extent. The PT describes her two central hands as 

mañjarīdvayadhāriṇī or mañjīradvayadhāriṇī (a pair of cluster of blossoms/anklets 

depending on the manuscript). I have adopted the former reading since the mañjīra would 

be an awkward implement and mañjarī aligns with the KKA which reads 

cintāmaṇimayamañjarīdvayaṃ (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 

Guhyakālī in the PT who holds pellets of wish-fulfilling gems (cidratnavaṭikā). Finally, 

additional descriptions of Bhāsā’s appearance link her to her eponymous light with the 

KKA describing her as consisting of the light of all rays (sarvaraśmiprakāśamayīm) and 

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

To summarise, we might say that the iconographic identity of each of the five Kālīs 

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 13th century and the PT 

more tentatively to the 15th/16th101 – then we can also conclude that the tradition of 

 
100 sahasrasūryajvālāgram āsanaṃ parikīrtitam | padmoparisthitāṃ devīṃ nṛtyamānāṃ sadoditām ∥ 98 
101See the discussion in the Introduction for the dating of the PT. 
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visualising these five Kālīs 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 Kālīs 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 Kālīs 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 Kālīs 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 Guhyakālī, 

the complexity of the pantheon and maṇḍala of this cult has been streamlined with only 

one Guhyakālī maṇḍala surviving in Paṭala 7 102. Moreover, the iconographic variety is 

heavily reduced so that rather than portraying hundreds of visually distinct ancillary 

deities found in the KKA, we are given a mere seven visualisations from the Guhyakālī 

cult - the central Guhyakālī, five Kālīs and an eight-armed Kālī known as Bālakumārī.  

Nonetheless, an echo of this earlier cult of multiple cakras is present in the PT’s 

oblique references when describing the five Kālīs, a feature which would be indecipherable 

without the help of the KKA or other Krama material. Thus, Sṛṣṭikālī is described as 

yonipañcakamadhyasthāṃ (standing amidst the Five Yonis), a clear acknowledgement of 

the arrangement of the Sṛṣṭikālīcakra in the KKA where the Five Yonis and their consorts 

are arranged around Sṛṣṭikālī in the four cardinal directions and the Northeast. Sthitikālī in 

the PT is said to possess a sixteen-fold nature (ṣoḍaśātmikām), a clue to the sixteen petalled 

lotus that houses the 4 nāthas and 16 rājaputras of the Sthitikālīcakra. Saṃhāra is enjoined 

with 10 śaktis (daśaśaktisamāyuktām), namely the 10 goddesses known as Saṃhāriṇīs in the 

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

allusion to the 12 Kālīs surrounding her ending with Mahāghoracaṇḍabhairavagrasanakālī.  

However, the PT’s description of Bhāsākālī as ṣoḍaśāre pratiṣṭhitā (installed on 

the 16-sided shape) requires some deciphering. As can be seen from our iconography 

table, none of the three rings surrounding Bhāsākālī are comprised of 16 petals, the three 

being the 12 Kālīs in the seeds of the lotus, the 8 Kālīs of the pericarp and the 8 Raśmikālīs. 

Additional clues, however, exist in the first pada of the same verse which strangely tells us 

that Bhāsākālī is situated at the centre of the Anākhyacakra (anākhyacakramadhyasthā). 

Two traditions of the Anākhyacakra exist, a more common one ascribing it 12 ancillary 

deities as discussed above and another based on the Kālīkulakramasadbhāva, where 

sixteen Kālīs surround Anākhyā with four Kālīs being added to the twelve of the former103. 

This second tradition also makes its way into the Svatantrānākhyakālīcakra of the KKA,  

a cakra discussed in Ch. 3, where sixteen rather than twelve Kālīs are located on the seeds 

of the lotus surrounding the central Anākhyakālī104. What the PT therefore implies here is 

that Bhāsākālī’s cakra is nothing but the expanded cakra of Anākhya. It has united the Bhāsā 

with the Anākhyacakra in this way perhaps to create coherence between the distinct Krama 

traditions that preach four Kālīs and five Kālīs as well as those that teach 12 and 17 figures 

in the Anākhyacakra, 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 

Bhāsācakra go in the PT if this cakra has been supplanted by the 17 Anākhyakālīs. This 

question is answered in an earlier verse (v. 102) where the central Guhyakālī herself is said 

to be at the centre of this Bhāsācakra (bhāsākramasya madhyasthā cakreśī parameśvarī). 

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

 
103 For a discussion of these two traditions, see Sanderson (2007b), p. 353, fn. 406. 
104 KKA Svantrabhāsācakrapūjāvidhi: “...ṣoḍaśārake pūrvavat sṛṣṭikālyādidvādaśakaṃ tadante oṃ phāṃ 

phīṃ mahākṛṣakāli ambāpāda 13. sarvāntakālī 14. śivakālī 15. krodhakālī 16. pūrvād ārabhya 

vahnyantaṃ...” 
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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. 

Name 
Facial 

Expression 
Pose 

Characteristic 

Implement 

Bodily 

Appearance / 

Additional 

Details 

1. Sṛṣṭikālī wild laughter even-footed sun and moon  pleasing body 

2. Sthitikālī mild laughter 

(PT)/lips closed 

(KKA) 

pose of royal ease 

(rājalīlāsana) 

vīṇā made from 

Brahmā’s bones 

hunch-backed 

and pot-bellied 

3. Saṃhārakālī chewing her 

own lips 

archer’s pose 

(pratyālīḍhāsana) 

Brahmā and 

Viṣṇu 

emaciated 

4. Anākhyakālī licking the tip of 

her teeth 

bound lotus pose 

(baddhapadmāsana) 

wish-granting 

and fearlessness 

gesture 

eyes rolling with 

rapture 

5. Bhāsākālī releasing the 

sound hūṃ 

(KKA) 

dancing two clusters of 

wish-fulfilling 

gems 

emanating light 

 

2.3 Therianthropism in the Cult of Guhyakālī 

Having delineated the distinct iconography of the five central Kālīs, 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 

Narasiṃha or man-boar Varāha, are the central divinities of orthodox Hindu cults. Moreover, 

Śākta cults, even in early incarnations in texts such as the Devīmāhātmya and original 

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

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

who has published a thorough outline of therianthropism in early Śaivism105. In spite of 

 
105 Policardi (2016) has published an important article examining both textual and visual sources of 

therianthropism amongst yoginī 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 yoginī 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 

yoginī 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 

Śāktism undergoes in the Krama, it is helpful to refer briefly to an early instance of this 

phenomenon found in the original Skandapurāṇa 64.19 – 30 for comparison, a text which 

Bakker believes originated in Benares around the late 6th/early 7th century CE106. In this 

passage, a number of theriocephalic goddesses spring from Kauśikī’s limbs to battle the 

demons Śumbha and Niśumbha. Even at this early stage of systematic Śāktism, 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 hen107. 

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 Śāktism, 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. 
107 Skandapurāṇa, Volume III, 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 Guhyakālī are non-human, an 

element of her iconography already discussed in Ch.1. However, we have not yet examined 

the forms of Guhyakālī whose faces exceed ten for which the MKS is our most fertile 

source. Since, as far as I 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 Guhyakālī generally,  

I describe these dhyānas in some detail below.  

The predominance of animal heads amongst the faces of Guhyakālī continues in 

the MKS with the 30, 24, 36 and 100-faced forms, which are the forms of Guhyakālī 

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 sādhaka is required to attach an avian face (vaikireyam) 

to odd faces exceeding the traditional ten (faces 11, 13, 15 etc.) and a quadraped face 

(cātuṣpādam) to additional even faces (faces 12, 14 etc.)108. 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 vaikireyañ ca viṣame same cātuṣpadaṃ bhavet/ 

vihāya nāgaśarabhāv anantāṣṭapadau hi tau//38 

śikhihaṃsaśyenaśukakākolūkapadāyudhān/ 

krauñcasārasakaṅkāṃś ca viṣamāsye tu yojayet//39 

kharakolavṛṣājoṣṭramṛgasairibhapannagān/ 

viśvakadrumayāṅghrī ca same vaktre vinirdiśet//40 

I have amended khala in Jha’s edition to khara since the former yields no sense. There are one or two 

unclear animals listed. The padāyudha 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. Mayāṅghri 

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, kāraṇḍa duck and haritāla 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, śarabha and mule then prescribing an arrangement of the 

faces in ten columns of ten rows, totaling one hundred109. Since the uppermost flame 

(dīpakāsya) is one of the faces subtracted, this renders the 100-faced Guhyakālī even more 

theriocephalic than the other forms mentioned. Accompanying this information on 

Guhyakālī’s faces are highly complex instructions on the correspondence between numbers 

of faces and arms which merit further study110. Aside from the value of this section of the 

MKS for a deeper understanding of Guhyakālī, we can use this passage to deduce that the 

cult of Guhyakālī 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 Guhyakālī with animalian heads far exceeding the conventional ten is 

 
109 dhyānam asyā vidhehi tvaṃ kathyamānam ataḥ param/ 

śatavaktrā guhyakālī dordaṇḍāyutamaṇḍitā// 112 

siṃhebhavājiśarabhakapipherugarutmatām/ 

ṛkṣoṣṭrakharavaktrāṇāṃ prastāro’dhaḥ kramāt 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 

Guhyakālī 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 Pañcavāhacakra (cakra 3) where all of the deities bar the central deity 

(Vyomavāmeśvarī) bear animal faces; the Antaḥsiddhacakra (cakra 8) where out of the 25 

deities, only one has a human face (Antarīkṣaja in the Northeast); the Melāpacakra (cakra 9) 

where 12 out of 13 deities are partially theriocephalic112 (the exception is the central deity) 

and the Śāmbhavacakra (cakra 11) where only one of five, the central Caṇḍinī, has a human 

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

 
111 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 Guhyakālī cult in the Kathmandu Valley. However, no mention is made of the 

relationship between this artwork and Guhyakālī 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 

Guhyakālī 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 Guhyakālī. 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 garuḍa 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 Brahmayāmala, Siddhayogeśvarīmata 

and Kaulajñānanirṇaya, 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 Antaḥsiddhacakra. First, we should note that some of the animal hybrids 

deified here are already ubiquitous in mainstream Hinduism. Under this category, we 

might include Daṃṣṭriṇī, the tiger hybrid whose equivalent in other traditions would be 

Siṃhinī, the elephant-faced Umānandinī (Gaṇeśa), the snake-faced Sarvagā (the Nāgas), 

the many bird-faced goddesses who are comparable to Garuḍa or the goat-faced Vidyā 

(certain depictions of Agni or Naigameṣa) amongst others. Furthermore, many figures that 

are not found in the mainstream Hindu pantheon and appear bizarre to those unfamiliar 

with Śākta/yoginī cults do find their counterparts, albeit with different names or unnamed, 

in other Śākta textual sources. For instance, the bear-faced and donkey-faced deities 

known in the KKA as Jvālinī and Viccā113 are found in several yoginī texts while the dog-

faced Gāndhārī or cat-faced Dhūmrā already have their predecessors in the original 

Skandapurāṇa 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 Mahāmāyā, the lizard/alligator-faced Nityā114, the frog-faced Subhagānandinī and 

the mouse-faced Iḍāmarīcī115. Some of these animals, such as the frog or mouse, are 

 
113 See Policardi’s (2016) excerpts from the Brahmayāmala (p. 132) and Siddhayogeśvarīmata (p. 137) for 

examples of these. 
114 It is to be noted that although the Pratiṣṭhālakṣaṇasārasamuccaya as found in Bühnemann (2003) does record  

a deity called Godhāsya (lizard/alligator-faced) as the 183rd deity in its sixth chapter, Bühnemann 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 yoginīs through a theriomorphic relationship, meaning the 

yoginīs fully shape-shift into these animals, but a theriocephalic association is not 

found116. 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 yoginī temples, a rabbit-faced yoginī is identified in Lokhari117. 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 Antaḥsiddhacakra where three deities have the faces of a rākṣasa, 

kinnara and bhairava, although clearly not actually being identical to these beings. 

Likewise, the goddess Vajrapūtanā in the Śāmbhavasiddhacakra has the face of Carcikā. 

We have already noted that even in the early strata of Śākta therianthropism as 

seen in the original Skandapurāṇa, avian iconography predominates. This is an element of 

the goddess cult discussed by White in relation to Kushana era mātṛ deities118. 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 Antaḥsiddhacakra where the central deity of the cakra is 

the hen-faced Mahācaṇḍinī. Furthermore, we have noted how avian faces have a 

disproportionately high presence amongst the animal faces of the central Guhyakālī, 

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 Guhyakālī cult where many important 

 
116 See Policardi’s (2016) citation of a passage (pp. 139-140) on shapeshifting from the Kaulajñānanirṇaya. 
117 Dehejia (1986), pp. 156-162 
118 White (2003), p. 39 
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figures are referred to by avian-related names. Guhyeśvarī herself when aligned with her 

traditional sacred site, the Nepāla/Himālayapīṭha is called Khagānanā (the Bird-faced 

One), both within the Kaula tradition and outside of it119. Moreover, the first nātha of the 

Kaula transmission, portrayed in the KKA as the first figure in the Sthitikālīcakra 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 khecarīs (sky-farers) among categories of yoginīs120 and the belief that 

yoginīs 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 

Khecārī, one of the Pañcavāha deities, is said to have the face of a Bengal kite while Vyomakā 

in the Śāmbhavasiddhacakra, evidently equipped with sky-faring abilities given her name, 

has a garuḍa 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 mātṛs/grahas/yoginīs 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 

Guhyakālī, 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 

Śāktasiddhacakra while beyond the Śaiva milieu, we find this in several Buddhist tantric texts, such as the 

Vajravārāhīsādhana of Umāpatideva (Meditation Stage 4, para. 18 (English, 2002)). 
120 Policardi (2016), p. 141 
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scholars that, as Policardi phrases it, therianthropism amongst yoginīs 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 Mahākāla 

relating to the Goddess the reason for why the 23-faced theriocephalic form of Guhyakālī 

disappeared from common worship and was reviled by the Goddess herself. I have cited 

and translated this passage below: 

śruyatāṃ devadeveśi tanniṣedhasya kāraṇam/ 

adyāpi kenacin naiva rahasyaṃ jñāyate tv idam// 

na yāmalādau kathitam naivedaṃ vāmakeśvare/ 

tripuraghnas tu māṃ prāha rahasyam idam uttamam// 

trayoviṃśatyāsyayā hi guhyakālikayā purā/ 

svaśaktibhiḥ saṃvṛtayā krīḍantyā pitṛkānane// 

dauhitrān gautamasya rṣeḥ jārūthyāṃś trīn munīśvarān/ 

pailiṅgaṃ śaralomānaṃ palāśāyanam eva ca// 

saṃścikīrśūn mṛtaṃ tātaṃ samāyātān mahāniśi/ 

svecchayopasthitān vīkṣya viprān āpānamattayā// 

bhakṣitāḥ saśavā yadvad dvīpinyā śaśaśāvakāḥ/ 

kālacakranṛsiṃhena devīsannidhivarttinā// 
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tvayā kṛtā brahmahatyā sahāsamukham īritā/ 

vimṛśantyā tayā121 ceṣṭāṃ tataḥ sapitaras trayaḥ// 

te tasya jīvitā viprāḥ sañjātakṛpayā tayā/ 

jātanirvedayā proktā cāmuṇḍā bhairavī puraḥ// 

saśavā bhakṣitā viprā yādṛgākārayā mayā/ 

na kadāpi bhaviṣyāmi tādṛśākāradhāriṇī// (MKS 2.60-68) 

“Listen, O Goddess, to the cause of the repudiation of this (23-faced form of 

Guhyakālī). Even now, this secret is not known by anyone. It is not told in the Yāmalatantras 

nor in the Vāmakeśvarīmata. 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 śaktis beheld three fleshy Lords of Ascetics - Pailiṅga, 

Śaralomāna, and Palāśāyana - the grand-children of Gautama Rṣi, 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 Kālacakranṛsiṃha 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. Cāmuṇḍā Bhairavī (one of her śaktis) 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 I have taken the liberty of amending the word akṣayā which was the original reading of the edition in 

v.66b to tayā here since the former makes no sense in this context. 
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Brahminicide is of course a common trope in Śaiva mythology but here the Brahminicide 

is not a response to the disrespect of Brahmā towards Śiva as is the usual impetus in this 

Śaiva 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 upamā 

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 

Śiva takes here to chastise Kālī for her act is also a therianthropic one as the lion-headed 

Kālacakranṛsiṃha122.   

2.4 Inclusivism through Iconography 

In my discussion of Guhyakālī’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 Guhyakālī incorporates and subjugates orthodox 

Brahminical deities, a process which Goodall coins “aggressive inclusivism”123. 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 Kālīs 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 Narasiṃha with Kālī was an ancient 

tradition. Therefore, not only a theriocephalic central deity but also a theriocephalic consort was well-established 

in the cult of Guhyakālī. 
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 Guhyakālī’s throne (Brahmā, Viṣṇu, 

Sadāśiva, Rudra and Īśvara) in Ch.1. These deities are identified in the KKA as well as 

other texts by their characteristic weapons (daṇḍacakraśūlaśaktikhaṭvāṅgadharāṇi), their 

tarjanī gesture on their left hands pointed in front of their faces (vāmahastatarjanīmukhāni) 

and their colours (yellow, dark, red, grey and white (pītaśyāmaraktadhūmaśvetavarṇāni)). 

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), Nirṛti (South-West, sword), Varuṇa (West, noose), Vāyu 

(North-West, flagstaff), Kubera (North, mace) and Īśāna (North-East, trident).  

The appropriation of the dikpatis and pañcapretas occurs through the application 

of their characteristic weapon and locations (in the case of the dikpatis) to Tantric Śākta 

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

1. Mūrticakra: 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, 

Mahāsukhamūrti and Mahāśīlamūrti occupy the Eastern petals of the cakra displacing Indra and 

possessing his vajra as their distinguishing implement. Mahāsūryamūrti and Mahāsomamūrti in 

the South-East bear Agni’s spear while Mahānandamūrti and Prabhāmūrti are in the South with 

Yama’s staff and so on. Interestingly, the central deity, Mahācaṇḍamūrti, although not technically a 

dikpati due to her central location, appropriates elements of Viṣṇu’s iconography by having among 

her four implements, the discus and lotus, two objects invariably held by the Caturbhujaviṣṇu. 
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2. Sṛṣṭicakra: The ancillary deities of this cakra – the Pañcayonis and their five 

male consorts – have, in pairs, appropriated the characteristic weapons of the pañcapretas 

and are listed in this cakra in the sequence in which the pretas 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 Brahmā but instead of bearing the traditional daṇḍa, hold a lotus. 

This however is explicable as the lotus is closely associated with Brahmā as a hand-held 

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

3. Prāyaścittacakra: 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 kṣetras, upakṣetras and 

saṃdohas in total). There are eight kṣetras, upakṣetras and saṃdohas 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 kṣetras, for instance, begins with Veśyā, the Goddess 

of Prayāga occupying Indra’s Eastern quarter and bearing his thunderbolt and ends with Koṣatī 

representing Devīkoṭa occupying Īśāna’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 

kṣetra deities, blue lotus for upakṣetras and a cluster of gems (ratnamañjarī) for the saṃdohas. 

4. Svatantrasthiticakra: This cakra belongs to a section where the KKA prescribes 

the independent worship of the Five Kālīs (Svatantrakramapañcaka) 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 kṣetras, upakṣetras and saṃdohas of the Prāyaścittacakra 
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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 KKA gives us instructions to visualise these 40 in the same manner as the Prāyaścittacakra’s 

kṣetra deities (kṣetrāṣṭakasvarūpāḥ). 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 Guhyakālī 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 Viṣṇu or Śiva while retaining the outer 

circle of pan-Hindu dikpatis to show its penetration of mainstream Hinduism’s maṇḍalas. 

The Krama has in fact gone one step further by transforming the dikpatis themselves. 

Thus, these dikpatis acquire names relevant to Guhyakālī’s cult, take on new accoutrements 

suitable to the cremation ground setting, such as skulls124, and often become female to 

reflect the Śākta 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 Śākta transformation 

of orthodox iconography becomes complete. 

 2.4.2 Inclusivism through the Hand Implements of the Five Kālīs. 

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 Kālīs. Out of the five, three Kālīs hold implements suggesting 

the subservience of the orthodox mainstream; Sṛṣṭikālī 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 (kādya), skull cup 

(kapāla), chopped head (muṇḍa) and corpse (śava). Going by this understanding, only two out of 17 cakras 

examined (the Mūrticakra and Jñānasiddhacakra) do not have all or the majority of their deities holding at least one 

mortuary object. 
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Sthitikālī the vīṇā (lute) made from Brahmā’s bones and Saṃhārakālī holds Brahmā and 

Viṣṇu. It is notable that the Śaiva deities amongst the pañcapretas – Rudra, Sadāśiva and 

Īśvara – 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 Śaiva 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 Kālīs 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 (bhānavīkrama), linked to the mysterious tradition 

of the Skeleton of Kālī 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 Sṛṣṭikālī. 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 

related to the tryagni (the Sun, the Moon and the Fire)125. The elucidation of this trend would 

require a study in its own right but particularly evident examples are found in the Mūrticakra 

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 Bhāsācakra “raśmis” (rays), the number 

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

The hand implement I now wish to focus on closely though is the vīṇā of Sthitikālī, 

which is made out of Brahmā’s bones. The presence of the vīṇā alongside its material 

immediately links Sthitikālī to Sarasvatī, 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 maṇḍalas in the Maṇḍaloddhāravidhi and the Svatantrakramapañcaka, 

Arghapātravidhi and Tattvopadeśavidhi as well as the hymn chanted during Śivarātri known as the Kālīsūtra 

discussed in Ch.4. 
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the lalitāsana/rājalīlāsana, the pose also adopted by Sthitikālī. What we see here is a 

prototypical Vedic goddess transformed through a Krama visual idiom. In a shocking 

inversion of orthodox norms whereby Sarasvatī is subservient to Brahmā 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 mien126. 

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 Sarasvatī who typically holds the book, lute, rosary and water pot in her four 

hands are also represented in the retinue of Sthitikālī, many of whom hold the book and 

rosary as their distinctive implement. However, they too are a foil to Sarasvatī’s auspiciousness, 

also taking the form of hunchbacks. Thus, the appearance of Sthitikālī 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 Guhyakālī’s throne, especially the throne of worship found in the 

Svatantrakramapañcaka section, which is an elaborate version of Guhyakālī’s basic throne 

found elsewhere. The five tiers in the basic version now expand into twenty seats (viṃśatyāsanāni) 

as follows: 1) ādhāraśakti 2) kālāgnirudra 3) kuṣmāṇḍa 4) hāṭaka 5) madirārṇava  

6) kanda (lotus bulb) 7) nāla (stalk) 8) granthi (reed joint) 9) patra (leaf) 10) karṇikā 

(pericarp) 11) kesara (filament) 12) bīja (seed) 13) pañcayoni 14) indrādipretāsana  

15) Brahmā 16) Viṣṇu 17) Rudra 18) Īśvara 19) Sadāśiva 20) Phetkārabhairava.  

 
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 

Guhyakālī rules over by interweaving macrocosmic spheres and phenomena (tiers 1 – 5), 

the anatomy of the lotus which is Kālī’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 Śaiva universe by bookending these deities with unmistakably Śaiva elements. 

Thus, below the anatomy of the lotus and the orthodox deities, we find phenomena related 

to traditional Śaiva cosmology. First, there is the ādhāraśakti, the supporting power often 

invoked at the base of Śiva’s throne in the Siddhānta, conceived of as the seed of the impure 

worlds and deposited on the cosmic tortoise (kūrmaśilā) which bears the load of the universe 

according to Purāṇic conceptions of cosmology127. In the same segment of the throne and 

above the ādhāraśakti, we also find the three Rudras (kālāgnirudra, kuṣmāṇḍa, hāṭaka) 

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 Mṛgendrāgama’s section on the bhuvanādhvan 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 Mṛgendrāgama is Kālāgni 

(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 Śiva128. Above 

Kālāgni’s golden mansion are found the 32 hells which are ruled over by Kuṣmāṇḍa Rudra 

(tier 3 in the KKA) who is of terrifying appearance with protruding eyes129. Intervening 

between the hells and the pṛthvīloka (the earth) are the seven subterranean pātālalokas 

ruled by the next Rudra (tier 4) in our throne, Hāṭaka130. In the Mṛgendrāgama, after the 

 
127 See the entry for ādhāraśakti and kūrmaśīla in TAK, Vols. I and II respectively as well as SP, Vol. I, 3.47 

and Brunner’s notes on this verse. 
128 Mṛgendrāgama 13.9 – 12 and see also the entry for kālāgnirudra in TAK, Vol. II. 
129 Mṛgendrāgama 13.22cd - 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 pṛthvīloka, which in our throne is represented by tier 5 – the madirārṇava. The conception 

of the earth surrounded by seven oceans made of seven types of liquids is common to most 

Purāṇic accounts. However, we can argue that a Tantric Śaiva slant is added to this idea since 

the KKA describes the ocean as made out of the most transgressive liquid – liquor (madirā) – 

out of the seven traditional liquids that form this layer of the cosmos131. Concluding this Śaiva 

domination of the orthodox universe is Phetkārabhairava lying above the pañcapretas who, 

if we recall from our discussion of their mantras in Ch.1, may also be said to represent cosmic 

levels as the five kalās. It can be argued that this throne is more distinctly hierarchical than the 

five-tiered version as it does not place the pañcapretas together in a single tier but layers them 

one on top of the other so that there is no ambiguity that the exoteric Śaiva deities, Sadāśiva, 

Rudra and Īśvara, surpass the Brahminical Brahmā and Viṣṇu and are themselves transcended 

by the esoteric Phetkārabhairava.  

We should state that there is some ambiguity concerning the identity of tier 13, which I 

adopt as pañcayoni, due to the variants found in the two manuscript branches. The Stemma 

of KKA 1 reads pañcayoginī while KKA 2 reads pañcayoni. I have cautiously selected the 

latter reading as no explicit grouping of deities known as the pañcayoginī are elsewhere 

recorded in the KKA’s pantheon while the pañcayoni do exist as the ancillary deities of the 

Sṛṣṭicakra. A problem does arise, however, in preferencing pañcayoni as it begs the question 

of why these deities who appear close to the centre of the entire sequence of Guhyakālī’s 

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

 
131 The seven types of liquids vary according to sources but many Pūraṇic accounts contain liquor/wine as 

one of the liquids. For a comparison of these liquids amongst Purāṇas, see Sandahl (2012), p. 153. As for the 

Mṛgendrāgama, its list also includes a madyārṇava while the six other liquids are kṣāra (salt water), kṣīra 

(milk), dadhi (curds), sneha (grease), rasa (juice), and amṛta (ambrosia) found in 13.98. It should be noted 

that a number of deities have the ocean of liquor as their abode including Mātaṅgī and Nityā as per 

Bühnemann (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 Śākta 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 maṇḍala in 

its own right which is then embedded into the horizontal maṇḍala that is one of the cakras 

of the Svatantrakramapañcaka. Indeed, Törzsök (2003, p. 196 and pp. 222-224) has a useful 

discussion on the function of the vertical maṇḍala, which is a rare occurrence in wider Hindu 

iconography but is often represented in Tantric Śākta cults. Due to their verticality, such 

maṇḍalas 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 Kālī, 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 a result, 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 Nityapūjācakras 

A. Gaṇādicatuṣkacakra 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Mahākramagaṇapati South132 1. axe133 

2. spear 

3. sweet 

4. skull 

(kādya) 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

3. rosary134 

4. staff (daṇḍa) 

Not specified Black135 

2. Mahākramagaṇapativallabhā West Black 

3. Mahākramavaṭuka North Yellow 

4. Kramavaṭukavallabhā East Yellow 

1. Pīṭhaniketanacakra 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Uḍḍiyāṇapīṭha Centre 1. wish-granting 

gesture 

2.fearlessness 

gesture 

1. skull-cup 

2. trident 

Not specified 

Yellow 

2. Śrīmaṅgalādevī East 

3. Karavīraśmaśāna South 

4. Saṃhārabalotkaṭa- 

kṣetrapāla 

North 

5. Kālikāstra136 West 42 hands holding variety of 

weapons with the tarjanī 

gesture and thunderbolt 

specified 

Eleven faces 

adorned with 

crown of 

weapons 

Black 

 
132 The description of the orientation of the guardians is slightly cryptic. I assume that they are oriented around 
a vessel (arghapātra) since the term arghāgre dakṣiṇe is used to situate Mahākramagaṇapati. The taduttare 
describing Gaṇapativallabhā should be interpreted in the sense of “immediately succeeding/after that 
(Gaṇapati)” 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 (Vaṭuka and his consort) being at arghottare and pūrve, thus completing the four directions. 
133 When hand implements are given without specifying whether they belong to the left or right hand, I 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 KKA, this implement is described as jāpya, which I take as an abbreviation for jāpa/jāpyamālā (rosary), 
a common attribute of Ganeśa. For instance, see Rao (1914) pp. 51 – 63 for an overview of different forms of 
Gaṇapati and their implements, including the jāpamāla or Bühnemann (2016), pp. 31 - 34 for Tantric forms of Gaṇeśa. 
135 We are only given two colours for the four guardians (krṣṇapītavarṇāṇ). 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 Sṛṣṭikālīcakra) 
136 The personified weapon (āyudhapuruṣa) of Kālī is also described as flaming (jvalantaṃ) and having an 
ūrdhvaliṅga (erect penis), a common feature of wrathful Tantric deities, Buddhist and Hindu. This 
āyudhapuruṣa however is distinct from the archetypical āyudhapuruṣa as he has 42 hands against the 
conventional two hands (see Rao (1914), p. 288 for conventions of āyudhapuruṣas). 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 Kālikāstra, 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 (purvoktāstramaulinaṃ), 
rendering him an intensified version of the archetype. 
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2. Pañcavāhacakra 

 

Name of Deity Location 
Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Vyomavāmeśvarī Centre 1. sword 

2. chopping 

knife (kartṛ) 

 

1. skull 

2. lance (śūla) 

Human White 

2. Khecarī East Bengal Kite Smoky 

3. Dikcarī South Boar Red 

4. Gocarī North Cow Dark 

5. Bhūcarī West Snake Yellow 

 

3. Mūrticakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L137   R 

1. Mahāsukhamūrti East 1. thunderbolt 

2. tarjanī 

gesture 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

Not specified 

Yellow 

2. Mahāśīlamūrti East 1. thunderbolt 

2. tarjanī 

gesture 

Yellow 

3. Mahāsūryamūrti South-East 1. spear 

2. tarjanī 

gesture 

Red 

4. Mahāsomamūrti South-East 1. spear 

2. tarjanī 

gesture 

Red 

5. Mahānandamūrti South 1. staff 

2. tarjanī 

gesture 

Dark 

Blue 

(nīla) 

6. Mahāprabhāmūrti South 1. staff 

2. tarjanī 

gesture 

Dark 

Blue 

7.  Mahānabhomūrti South-West 1. sword 

2. tarjanī 

gesture 

Black 

8. Mahākṣīramūrti South-West 1. sword 

2. tarjanī 

gesture 

Black 

9. Mahārciṣāmūrti West 1. noose 

2. tarjanī 

gesture 

Dark 

10. Mahāketumūrti West 1. noose 

2. tarjanī 

gesture 

Dark 

11. Mahākuliśapraharaṇamūrti North-West 1. flagstaff 

2. tarjanī 

gesture 

Smoky 

 
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 tarjanī 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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Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L136 R 

12. Mahāpāṇḍuramūrti North-West 1. flagstaff 

2. tarjanī 

gesture 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

Not specified 

Smoky 

13. Mahātāpakīmūrti North 1. mace 

2. tarjanī 

gesture 

Bright138 

14. Mahārāsapīmūrti139 North 1. mace 

2. tarjanī 

gesture 

Bright 

15. Mahāṛkṣamūrti North-East 1. lance 

2. tarjanī 

gesture 

White 

16. Mahāsahasramūrti North-East 1. lance 

2. tarjanī 

gesture 

White 

17. Mahācaṇḍamūrti Centre 1. discus 

2. lotus 

Pinkish
140 

 

4. Prakāśacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1.Haṃsamati East 1. blue lotus 

2. lotus 

1 skull cup 

2. fearlessness 

gesture 

Not specified Pale 

2. Vimalamati East Pale 

3. Viṣṇumati South-East Pale 

4. Siṃhamati South Pale 

5. Khaṇḍamati South Red 

6. Vīracakramati South-West Red 

7.  Ahīramati West Red 

8.  Kṣatakharamati West Red 

9. Vicitramati North -

West 

Yellow 

10. Vīrasiṃhamati North Yellow 

11. Bhairavasiṃhamati North Yellow 

12. Jñānamati North-East Yellow 

13. Caṇḍaraśmimati141 Centre Not 

specified 

 

 

 

 

 
138 The term used here is gaura which could be translated as white in the same way as śveta 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. 
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5. Ānandacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

 1. Koṅkaṇāmbā East 1. wish-granting 

gesture 

2. fearlessness 

gesture 

1. skull 

2. rosary 

Not specified White 

 2. Iḍāmarīcī East White 

3. Sarvagā South-East White 

4. Divyagā South-East White 

5. Mīnā South Red 

6. Amṛtā South Red 

7.  Caṇḍinī142 South-West Red 

8. Vidyā South-West Red 

9. Bhumijā West Yellow 

10. Antarīkṣajā West Yellow 

11. Tejā North-West Yellow 

12. Siddhayogeśvarī North-West Yellow 

13. Ḍamā143 North Dark 

14. Bhaṭṭinī North Dark 

15. Āśigaganā North-East Dark 

16. Lambastanī North-East Dark 

17. Caṇḍinī Centre Dark 

Blue 

 
6. Jñānasiddhacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Maṅgalā  East 1. wish-

granting 

gesture 

2. fearlessness 

gesture 

 

1.thunderbolt 

2. tarjanī 

gesture 

Not specified  

 

 

 

 

Yellow 

2. Śauṇḍikī East 

3. Jyeṣṭhā South-East 

4. Kandukī  South-East 

5. Paṭṭakī South 

6. Kūrmī South 

7. Dhamanī South-West 

8. Gandhakālī South-West 

9. Mātaṅgī  West  

 

 

 

 

Red 

10. Caṃpakā West 

11. Kaivartanī North-West 

12. Mattakāminī North-West 

13. Śubhyakī North 

14. Bhakṣakī North 

15. Nabhakṣaki144 North-East 

16. Śrotikā North-East 

17. Rūpikā 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, l.1) 
144 I have kept this irregular name since it appears in all KKA MSS as well as the MPP (MPP 2, Exposure 1, 

l.6) and the GNP (f. 9v1). 
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7. Antaḥsiddhacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Daṃṣṭrinī 
 

East 

1. sword 

2. chopped 

head 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

tiger  

 

 

 

White 

2. Dhūmrā cat 

3. Jvālinī bear 

4. Gandhārī   

South-East 

dog 

5. Gaganeśvarī parrot 

6. Māyā heron (baka) 

7.  Mahāmāyā  
 

South 

rabbit 

8. Nityā lizard 

9. Śāntā peacock  

 

 

Red 

10. Viccā 

South-West 

donkey 

11. Kāmanandinī wagtail bird 
(khañjarīṭa) 

12. Umānandinī elephant 

13. Śriyānandinī 
 

West 

lion 

14. Subhagānandinī frog 
15. Mahālakṣmī monkey 

16. Iḍāmarīcī 

North- West 

mouse 

17. Sarvagā snake  

 

 

Yellow 

18. Vidyā goat 

19. Mīnajā 

 

North 

fish 

20. Amṛtā water-hen 

(ṭiṭṭibha) 

21. Caṇḍinī demon (rākṣasa) 

22. Antarikṣajā 
 

North-East 

human 

23. Siddhayoginī bhairava 

24. Vidyādharī kinnara 

25. Mahācaṇḍinī 
Centre hen (kukkuṭa) 

Dark 

Blue 

 
8. Melāpacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Mārutī East 

 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

1. chopped 

head 

2. chopping 

knife 

 

cow-eared145 

(human) 

 

White 

2. Śārvarī 

3. Ulkāmukhī South-East 

4. Trailokyamukhī South 

 5. Bhīmamukhī elephant-eared 

(human) 

Red 

6. Rākṣasamukhī South-West 

7. Madanamukhī West 

 8.  Caṇḍamukhī 

 
145 The two compounds in which the description of the faces appears are gogajāśvakarṇā manuṣyānanā. 

Although there is ambiguity concerning its meaning, I 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 yoginī iconography as 

Hatley (2014, p. 207) attests with the case of Gajakarṇa in the Brahmayāmalatantra or even with figures in 

Purāṇic literature such as Gokarṇa in the Bhāgavatapurāṇa, the namesake of the celebrated pilgrimage site. 
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Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

9. Anaṅgamukhī North -West 1. wish-granting 

gesture 

2. fearlessness 

gesture 

1. chopped 

head 

2. chopping 

knife 

horse-eared 

(human) 

Dark 

10. Vidyādharī 
North 

11. Manabhī 

12. Namanī North-East 

13. Caṇḍinī 
Centre 

unspecified 

/human146 

Dark 

Blue 

 

9. Śāktasiddhacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Durmanī East 1. wish-granting 

gesture 

2. fearlessness 

gesture 

1. elephant 

goad 

2. skull cup 

unspecified Red 

2. Sundarī South-East 

3. Viśvadalakī South 

4. Karālā South-West 

5. Cipiṭā West 

6. Bhīmā North-West 

7. Vikarālī North 

8. Khagānanā North-East 

9. Caṇḍinī Central Dark 

Blue 

 

10. Śāmbhavasiddhacakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Śṛgālī East 1. skull staff 

2. trident 

1. wish-granting 

gesture 

2. fearlessness 

gesture 

Jackal Yellow 

2. Vajrapūtanā 
South 

Carcikā147 Dark 

Blue 

3. Śārvarī West Owl White 

4. Vyomakā North Garuḍa Red 

5. Caṇḍinī 
Centre 

Human Dark 

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 

Antaḥsiddhacakra. 
147 This is the name of a deity often associated with Durgā who takes on different roles depending on the 

cult. For instance, in Durgāpūja, she is sometimes understood as one of the 64 mātṛkās while in the 

Manthānabhairavatantra, she is the goddess associated with Oṃkārapīṭha. 
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11. Parāṇavasiddhacakra148 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Maṅgalā  Centre 1. wish-granting 

gesture 

2. fearlessness 

gesture 

 

1. skull 

2. blue lotus 

Not specified Red 

 2. Mahāśivānanda 

3. Jñānadīpti East  

 

 

 

 

 

 

 

 

White 

4. Ānandadīpti 

5. Raktānandadīpti South-East 

6. Vicitrānandadīpti South 

 7.  Sahajānandadīpti 

8. Yogānandadīpti South-West 

9. Jvālānandadīpti West 

10. Samayānandadīpti 

11. Nityānandadīpti North-West 

12. Vimalānandadīpti North 

13. Ghūrṇānandadīpti 

14. Umānandadīpti North-East 

15. Svavimarṣānandadīpti Front of 

Centre 

 

12. Sṛṣṭikālīcakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Yoni North-East 1. wish-granting 

gesture 

2.fearlessness 

gesture 

1. skull 

2. lotus149 

4 faces as 

follows: 

Red (Left)  

Yellow (Right) 

Black (Upper) 

White (Central) 

Colour 

of body 

not 

stated 

2. Yonisiddha 

3. Mahāyoni East 1. skull 

2. discus 4. Mahāyonisiddha 

5. Śaṅkhayoni South 1. skull 

2. trident 6. Śaṅkhayonisiddha 

7. Divyayoni West 1. skull 

2. spear 8. Divyayonisiddha 

9. Padmayoni North 1. skull 

2. skull staff 10. Padmayonisiddha 

11. Sṛṣṭikālī Centre See section on iconography of Five Kālīs 

13. Sthitikālīcakra 

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

Parāṇavaisiddhacakra. KKA 2 and 150-3 list the goddess Maṅgalā as situated on the Southeastern petal and 

two male deities at the centre of the cakra, namely the first deity in the list, Mahāśivānanda and the last, 

Svavimarṣānanda. Meanwhile, KKA 1 and 150-1 present Maṅgalā in the centre with Mahāśivānanda as a 

pair and the last deity in the list, known in Stemma B as Vinayānanda, at the front of centre (madhyāgre). 

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 raktavarṇe parikrameṇa devyoḥ siddhāḥ śvetavarṇāḥ. From the 

feminine dual, we would expect at least one female deity in the cakra’s centre who is surrounded 

(parikrameṇa) by the (male) siddhas, an arrangement found in KKA 1 but not KKA 2. Further backing 

comes from the notion that Maṅgalā 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 madhyāgre. 
149A 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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Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Khagendra 

East 

skull blue lotus Not specified Red 

2. Bījā 
lotus book 

Redish 

White150 

3. Kūrma 

South 

skull blue lotus Black 

4. Maṅgalā 
lotus book 

Redish 

White 

5. Meṣa 

North 

skull blue lotus Pale 

6. Kāmamaṅgalā 
lotus book 

Redish 

White 

7.  Mīna 

West 

skull  blue lotus 
White 

(śveta) 

8. Koṅkanā 
lotus book 

Redish 

White 

9. Bhaṭṭa 
North-East 

wish-granting 

gesture 

fearlessness 

gesture 

Yellow 

10. Mahendra Dark 

11. Valkala 
North-West 

Red 

12. Ahīndra Smoky 

13. Gajendra 

South-West 

White 

(śukla) 

14. Mahīdhara Dark 

Blue 

15.  Amara 

South-East  

 

 

book 

 

 

 

rosary 

Dark 

Blue 

16. Varadeva White 

(śukla) 

17. Vicitra Smoky 

18. Ali South-West Red 

19. Cintya North-West Dark 

20. Guḍika North-East Yellow 

21. Sthitikālī Centre See section on Five Kālīs 

 

14. Saṃhārakālīcakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Mahābhakṣabhakṣaṇī 

Not 

specified151 

1. bow with 

arrows 

2. sword 

1. corpse 

2. lance 

Not specified Dark 

Blue152 2. Mahāsaṃhāriṇī 

3. Mahārakteśvarī 

4. Mahākṛtāntanāśanī 

5. Mahāyamabhakṣaṇī 

 
150 Here, the four female consorts are described as raktagaurāḥ 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 Saṃhārakālīcakra. However, if we follow the 

schema of the Sṛṣṭikālīcakra 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 (nīla), the lotus is described as multi-hued 

(pītaraktagauraśyāmakanakaśyāmaraktaraktakṛṣṇadhūmāruṇaśvetasaindhavavarṇadaśapatre sthitāḥ). 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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Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

6. Mahākālarātrīkālasaṃhāriṇī 

7. Mahācaṇḍacaṇḍeśvarī 

8. Mahāvīravīreśvarī 

9. Mahākālāgnirudrasaṃhāriṇī 

10. Mahābhairavasaṃhāriṇī 

11. Saṃhārakālī Centre See section on Five Kālīs 

 

15. Anākhyakālīcakra153 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

1. Mahāsṛṣṭikālī North 1. wish-

granting 

gesture 

2.trident 

1. lotus 

2. skull  

Not specified dark like 

a blue 

lotus154 
2. Mahāsthitikālī 

North-East 
3. Mahāsaṃhārakālī 

4. Mahāraktakālī West 

5. Mahāsukālikālī 
South-West 

6. Mahāyamakālī 

7. Mahāmṛtyukālī South 

8. Mahābhadrakālī 
South-East 

9. Mahāparamārkakālī 

10. Mahāmārtaṇḍakālī East 

11. Mahākālāgnirudrakālī 
North-East 

12. Mahākālakālī 

13. Mahāghoracaṇḍabhairavi- 

kālagrasanakālī155 
Centre See section on Five Kālīs 

 

16. Bhāsākālīcakra 

 

Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

12 Kālīs Located at Lotus Seeds 

1. Mahāmantrakālī On the seeds 

but compass 

direction 

unspecified
156 

1. wish-

granting 

gesture 

2. trident 

1. fearlessness 

gesture 

2. skull 

Not specified Red 

2. Mahāhaṃsakālī 

3. Mahākramakālī 

4. Mahājñānakālī 

5. Mahāḍāmarakālī Yellow 

6. Mahācakrakāli 

7. Mahauṃkārakālī 

8. Mahāgaganakālī 

9. Mahaikabhāsākālī White 

10. Mahāśabdakāli 

 
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 Kālīs 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 nāga as the head-band which ties 

their tawny, flying locks. They are decorated with anklets, vīra 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 13th Kālī (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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Name of Deity 
Location 

in Cakra 

Hand Implements Number/Identity 

of Faces 
Colour 

L R 

11. Mahāvarakālī On the seeds 

but compass 

direction 

unspecified 
155 

1. wish-

granting 

gesture 

2. trident 

1. fearlessness 

gesture 

2. skull 

Not specified White 

12. Mahārddhikālī 

8 Kālīs Located in the Pericarp 

1. Mahābhāsākālī North157 1. wish-

granting 

gesture 

2. 

fearlessness 

gesture 

1. lance 

2. lotus 

Not specified White 

2. Mahābhāsāhaṃsakālī North-West 

3. Mahābhāsācaṇḍakālī West 

4. Mahābhāsāḍāmarakālī South-West 

5. Mahābhāsāyogakālī South 

6. Mahābhāsāgaganakālī South-East 

7. Mahābhāsāsvarakālī East 

8. Mahābhāsārkṣakālī 

 

 

 

 

 

 

 

 

 

 

North-East 

7 Raśmicakra (location in lotus not given158) 
1. Sūryakālī (caṇḍaraśmi159) Not 

specified 

Not 

specified 

Not specified Not specified Not 

specified 2. Candrakālī 

(saumyaraśmi) 

3. Agnikālī 

(varṇaraśmi) 

4. Vāyukālī 

(nirgamaraśmi) 

5. Vyomakālī 

(vyāpakaraśmi) 

6. Manaḥkālī 

(amogharaśmi) 

7. Sarvakālī 

(sarvaraśmi) 

 

 

 

 
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 (kesarasthāne uttarād vāmāvartena). From this instruction, we can ascertain the 

locations of the other Kālīs. 
158 The location of the Raśmicakra has not been given. We can assume that these deities occupy the petals of 

the lotus since the petals are the maṇḍala’s most conspicuous part and their inhabitants have not been listed in 

the description of the Bhāsākālīcakra. 
159 The formula for the deities of the Raśmicakra is to give the mantra followed by the name of the Kālī 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 Guhyakālī 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 Guhyakālī cult which earlier went unnoticed. The first 

yantra tackled here is the cornerstone yantra for housing the central Guhyakālī 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 Svatantrakālikākramapañcaka 

(a ‘free-standing pentad of Kālikās’). Out of all the Guhyakālī material examined by me, 

they appear only in the KKA. Their function is the worship of each of the five Kālīs 

independently without ancillary cakras. 

3.1 The Central Guhyakālīyantra of the PT and MKS 

The reason for selecting this yantra for discussion is its centrality to the worship of 

Guhyakālī, 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 Guhyakālīyantra 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 
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worship of Guhyakālī, 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 cakroddhāra known as the Guhyakālīpūjāpaṭala (ff. 28v2 – 37r6)  

as already explained in Ch.1 of my thesis160. 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 ubiquity161. We are, however, now in a position to 

bridge this gap thanks to the availability of unpublished material, namely the HRT and the 

Uttarāmnāyapavitrārohaṇavidhi (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 KKA, 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 cakroddhāra 

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 Dakṣiṇakālīyantra but publishes an image of this 

Guhyakālīyantra on p. 151 stating, “Guhya-Kālī Yantra, used for meditation: the power-diagram of one of 

the nine esoteric aspects of Kālī with auspicious symbols. Nepal c 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 cakroddhāra 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, vetālas, caityas and liṅgas 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, I have therefore refrained from supplying the HRT’s here.  
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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 maṇḍala 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 (vṛttayoḥ) then (tadanu) surrounded by eight lotus petals 

(vasu), 12 lotus petals (arka) and 16 lotus petals (bhūpa). 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, Hārīta, Jabālaja and Dakṣa – 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 KKA in the Maṇḍaloddhāravidhi, which uses the skull bowl, one of the nine supports 

listed in the PT, as the surface for the drawing of its maṇḍala. 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 vīradravya which will be discussed later. 

Likewise, the implement for incision is described as a golden quill (kanakaśalākā). Examples 

of yantras on the entire range of materials presented by the PT can still be found today in 

Nepal162. A peculiarity for those not familiar with Tantric ritual will be the use of the consort 

 
162 It is also worth noting that the sword which is included amongst the permitted surfaces for drawing the 

yantra is particularly important in a Kālīkula 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 pīṭha) of the consort followed by the nyāsa 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 Brahmayāmalatantra and precedes almost every instance of ritual sex163 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” (śoṇitodena veṣṭitam). Ambiguity arises with the compound 

śoṇitodena which is comprised of the terms śoṇita (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 Purāṇic mythology,  

a phenomenon discussed in the previous chapter. Examples of this compound include 

kṣīroda to refer the sea of milk or kṣāroda to refer to the sea of salt water164. 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 

(1.26cd – 31ab), the island which is the home of Guhyakālī’s maṇḍala is described. Here, 

we are told that Guhyakālī’s island is full of blood and meat with bloody shores (raktabālukam) 

amidst an ocean of spurting blood that originates from the goddess’s own power 

(devīprabhāvotthaprocchaladraktavāridhim) 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 Kālasaṃkarṣaṇī has been extensively highlighted by Sanderson (2007a), pp. 288 - 295 using 

inscriptional and historical evidence from Nepal as well as descriptions in the Jayadrathayāmalatantra, 

Tantrāloka and Kālikākulapañcaśataka 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. 
163Clear examples of this are found for instance in Brahmayāmala 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 sādhaka.  
164 Again, see Sandahl (2012), p. 53 
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(uttuṅgottuṅgakallolaprapūritadigantaram). This is further confirmed by descriptions of this 

ocean in many of the other Guhyakālīmaṇḍalas in the MKS where the watery enclosure is 

various described as raktoda or raktārṇava.  

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 maṇḍala, 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 Guhyakālī 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 Tripurasundarī famously sees this island as made of gems 

(maṇidvīpa) and that of Kubjikā envisions it as an isle of moonstone (candradvīpa), 

Guhyakālī’s abode is fashioned exclusively from the polluting substances of the human 

body165. Moreover, the bloody sea becomes a horrifying inversion of the typical composition 

of mythical oceans in Purāṇic 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 (svādūdaka)166. 

 

 

 

 

 

 

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

 
165 Guhyakālī is not the only goddess said to be situated amidst an ocean of blood. Such a location is also 

commonly ascribed to Prāṇaśakti and Nityā (see respectively Bühnemann (2006), Vol. I, p. 73 and Vol. II, 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 maṇḍala. All of them are contained within the 

maṇḍala 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 maṇḍala’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 vṛttayor antare as “inside the two circles” 

qualifying aṣṭāra (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, aṣṭāra 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 maṇḍala and resolved some challenging 

elements, we can now turn to the residents of the maṇḍalas 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 Śaiva 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 Bühnemann’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 Karavīra, Jayāvaha, Kāladaṇḍa, Kālapāśa, 

Lakṣmīvana, Dhūmākula, Asipatra and Bhūtavāsa. The HRT (f. 33r9 – 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 Śaiva lists of charnel 

grounds, especially Lakṣmīvana and Karavīra, while others appear to be particular to the 

Guhyakālī tradition. These eight names are also not unique to this particular Guhyakālīyantra 

as they appear in other cakroddhāras, an example being a cakroddhāra in a Guhyakālīpaddhati 

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, vetālas, caityas and liṅgas. Several of the visual sources I have included 

for my study of Guhyakālī’s iconography in Ch.1 and those found in this Chapter incorporate 

many of the features from the PT167. Thus, in figure 2, we have a pyre, caitya, vetāla, Bhairava, 

owl and jackal. Meanwhile, in some depictions of these cremation grounds as seen in an 

illustrated segment of a paubha of the Cosmic Guhyakālī from the Zimmerman Collection 

(illustrated in Pal (1991), p. 81 and discussed in fn. 15 of Ch.2 of this thesis), a liṅga, 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     

Zimmerman Guhyakālī Paubha 

 

 

 

 

 

 

 

 

 

 

 

 

Bühnemann explains that the combination of the Buddhist caityas and Śaiva liṅgas 

in textual and visual depictions of the cremation grounds is possibly a uniquely Newar 

phenomenon that became popularised at least artistically in the 17th century168. She identifies 

the earliest recorded instance of this combination as a frieze in Patan’s celebrated Tusā 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 Bühnemann (2007a), p. 26 
168 Ibid., p. 32 
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of their appearance in texts is unclear169. The PT supplements Bühnemann’s analysis of the 

visual sources since the PT is a text that most likely post-dates the 15th century with most of 

its dated manuscripts written in the 17th century. Going by this evidence, we can tentatively 

say that the emergence in texts of the combination of caityas and liṅgas 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 maṇḍalas, 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 UPV, 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 Brahmā at the nadir and zenith) as well as a group of eight possibly unique to this 

tradition. This second group of eight are 1) Muṇḍa170 2) Kālākṣa 3) Kālarātri 4) Dhvaja  

5) Kaṅkāla 6) Mahogra 7) Mahānanda 8) Caṇḍeśvara. The last four are commonly found 

amongst other Śaiva 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: Kālākṣa and Kālarātri in the south; Mṛtyudhvaja and Vāmadhvaja in the 

East; Kaṅkāla and Mahāśva in the North; and Mahācandra and Candreśvarī in the West. 

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

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

 
169 Ibid., p. 28 
170 All eight figures have the mantra oṃ phreṃ hrīṃ before their name which is suffixed with the honorific 

dvārapālaśrīpāda. A mistake appears in the name of the first figure who is simply called muṇḍapāla instead 

of muṇḍadvārapāla and the second figure listed as kālākṣadvāla instead of kālākṣadvārapāla. 
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UPV and PT, perhaps because they surround (bandha) the earth (ka).171 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 prākāra 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 śūlāgrasthitakālī as the UPV describes them. An examination of the names 

of these Kālīs (ff. 18r11 – 18v7 in UPV and HRT ff. 33r12  - 33v1) show them to be the deities 

of the Antaḥsiddhacakra. Both texts prefix their names with Mahāmantra and suffix them 

with kālī. For instance, Daṃṣṭriṇī, the first deity of this cakra, becomes Mahāmantradaṃṣṭriṇīkālī. 

A few corruptions have also found their way into the list. Thus, in the UPV, both deities  

10 and 18 are called Vidyā while the list in the KKA and its allied paddhatis show us that  

the 10th deity should be called Viccā172. Moreover, although the UPV explicitly says that  

24 deities rest on the tips of these tridents (śūlāgracaturviṃśatikālī), it adds a 25th deity 

called Sūrānandinī between Subhagānandinī and Mahālakṣmī. This 25th deity is not found 

 
171 The term kabandha usually denotes a headless body epitomised by the famous rākṣasa by that name in 

the Rāmāyaṇa but I have interpreted it in the above manner as the visual sources very clearly show the 

kabandhas to be the opposite – a bodiless head. 
172 It is possible that their names are in fact the same, Vidyā being a Sanskrit equivalent of Prakrit Viccā. 
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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 Viccā and Vidyā is maintained in the HRT as well. 

Following the list of the 24 Antaḥsiddhacakra deities, the UPV and HRT record the 

kabandhas which are represented as chopped heads. The PT’s cakroddhāra 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 – 19r9) and the 

HRT (f. 33v1 – 10) both list 57 figures but vary on two names (Aṣṭakāmeśvarī and 

Ādirāmamati 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 Mūrticakra 

(cakra 3 of the Nityapūjācakras 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 (Maṇḍalamūrti as opposed to the 

KKA’s Pāṇḍuramūrti) 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 mūrtikālī but are not encountered in the traditional Mūrticakra 

of the KKA, showing the intention of the HRT and UPV to create a new set of mūrti 

goddesses of 27/28 rather than 16 deities. These additional deities are 17) Rāva 18) 

Bhīṣaṇa 19) Jñāna 20) Jyotis 21) Tattva 22) Vīra 23) Kāla 24) Jñāna 25) Ghora 26) 
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Trāsabhī173 27) Rākṣasī and 28) Aṣṭamakāmeśvarī according to the UPV. By examining 

the UPV alone, we might assume that the repetition of Jñāna is a mistake. However, the 

repeated Jñāna appears as Mahājñāna in the HRT showing deities 19 and 24 to in fact be 

distinct. Aṣṭamakāmeśvarī 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 dakṣiṇapaścimapaṅktau) beginning with the first mūrtikālī – 

Mahāsukhamūrti – in the Southeastern corner (āgneyād ārabhya). 

Following these 27/28 deities are a group of five that by and large correspond to 

the Pañcavāhacakra deities of the Nityapūjācakra (cakra 2). In the UPV, they are listed as 

1) Khecara 2) Dikcarī 3) Khecarī 4) Bhūcarī and 5) Rasacarī. The HRT calls the first figure 

Vyomavāmeśvarī which is again more likely as this allows us to avoid repetition (Khecara 

and Khecarī) while also including the central deity of the Pañcavāhacakra missing from 

the UPV’s list. Having established the presence of the four other deities of the Pañcavāhacakra, 

we can also tentatively propose that Rasacarī (appearing in both the UPV and HRT) is an 

alternate name or substitute for Gocarī, the traditional fifth Pañcavāha 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 Prakāśacakra. Thus, in line with the presentation of the 

Prakāśacakra in the KKA, these deities have mati appended to their names. In the UPV, we 

have the following figures: 1) Haṃsamati174 2) Vimalamati175 3) Viṣṇumati 4) Siṃhamati 

5) Khaṇḍamati 6) Vīracakramati 7) Ahīramati 8) Bhairavasiṃhamati. The HRT adds 

 
173 This name appears as Trāśabhī in the MS but since the palatal and dental sibilants are often 

interchangeable in such manuscripts, I have amended to Trāsabhī to make sense of the name. 
174 I have amended this from the UPV’s Haṃsacarī since Haṃsa is the first of the Prakāśacakra deities, all of 

whose names end in mati in the UPV and in the conventional list. The carī is a mistake that is perhaps caused by 

the preceding group of deities of the kabandhas, the Pañcavāhacakra, having carī 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 Prakāśacakra deity. 
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Ādirāmamati to the list. Both the UPV and the HRT omit three deities of the conventional 

Prakāśacakra that intervene between Ahīramati and Bhairavasiṃhamati in the KKA, 

showing that they possibly draw from an alternative tradition where these three do not 

feature. These Prakāśa 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 Guhyakālīmaṇḍala 

beginning with Śrīkaṇṭhanātha and ending with Hayagrīva (their names are given in the 

analysis of the Gurumaṇḍala 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 

(Vyomeśanātha) rather than female guru (Vyomeśadevī) 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 Guhyakālī literature with the following names:  

9) Garbhānandanātha 10) Bhadragaureśvaranātha 11) Gagananātha 12) Mahendranātha  

13) Vyomanātha 14) Jayadrathanātha 15) Khecaranātha 16) Siddhinātha. The HRT says 

these 16 make up the eastern row of the enclosure (ete pūrvamaṇḍalaprākāre). 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 Brahmayāmalatantra where they are sometimes described as criminals176. This is 

because it was customary for charnel grounds to be the location where the bodies of 

wrongdoers were disposed of in gruesome ways177. The Guhyakālī 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 Antaḥsiddhacakra 

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 – 34r5178). These 16 

petals again house the Mūrticakra, 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 Mahājñāna while the HRT prefixes a few with Jñāna. The names 

themselves by and large conform to the standard list in the KKA with a few deviations or 

corruptions. In both texts, the second mūrti goddess is now known as Agnimūrti rather 

than Śīlamūrti while the name of the 9th is Umārci rather than Arciṣā. Meanwhile, the 

names of deities 10 and 16 in the UPV also deviate from the standard Mūrticakra. Instead 

of Ketumūrti as the 10th deity, the name listed is Mahājñānaprabhāmūrti 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 Jñāna before the former and not the latter (Jñānaprabhāmūrti vs. 

 
176 See Brahmayāmala, Vol. II, p. 187 – 195 (vv. 3.63 – 135) for this Tantra’s description of the cremation 

grounds including impaled criminals. 
177 Li (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 dhyāna 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 

maṇḍala was not previously known then the reader could be easily lost at this point. 
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Prabhāmūrti). As for the 16th and final deity, the UPV calls her Sukhamukhīmūrti and not 

Sahasramūrti 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 Sahasramūrti as articulated in 

the HRT: oṃ hrīṃ haṃ saḥ śrīmahājñānasukhakāli sahasramukhakāli 2 mūrti ambāpāda 

huṃ pheṃ namaḥ. Overall, we can say that the clear difference in three names (Agni vs. 

Śīla, Umārci vs. Arciṣā and Jñānaprabhā vs Ketu) and which are shared by both UPV and 

HRT again suggest an alternative list of Mūrticakra deities. 

The next layer of lotus petals number 12 and contain the 12 Melāpacakra deities 

(cakra 8 of the Nityapūjācakras). 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 dvādaśadale…iti 

dvādaśadale). Moreover, whereas the UPV largely follows the order of the traditional 

Melāpacakra with three exceptions in nomenclature, the HRT’s list, even at points where 

the names are comparable to the traditional Melāpacakra, 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 Mārutī of the KKA for one known as Melāpakālī. 

After the 12-petalled lotus comes a set enshrined on eight petals not found amongst 

the Nityapūjācakras of the KKA but which is also a feature of the Guhyakālīcakra found in 

the GNP179, 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 See f. 29v of the GNP MS. 



135 
 

 

yoginīs180. The list is as follows: 1) Brahmavatī on Asitāṅga; 2) Rudravatī on Ruru;  

3) Kumāravatī on Caṇḍa 4) Viṣṇumatī on Krodha; 5) Ghoṇavatī (Vārāhī) on Unmatta;  

6) Mahendrā on Kapāla; 7) Carcikā (Cāmuṇḍā) on Bhīṣaṇa and 8) Mahālakṣmī on Saṃhāra. 

In the GNP, the exact same pairings are found but the status of the Bhairavas as the mātṛkās’ 

seats is missing. It is noteworthy that unlike most Tantric and Purāṇic lists that assign each 

mother a set of eight yoginīs in order to reach the classic number of 64, in this yantra, we 

have all 64 belonging to each mātṛkā thus giving a total of 512. It can be argued that the 

yantra therefore represents the eight Mothers as a mirror image of the central Guhyakālī. 

As already discussed, this Guhyakālī is also seated on a Bhairava like the eight Mothers 

and is similarly surrounded by 64 yoginīs, either in the form of the 64 goddesses of the sacred 

sites or the 64 goddesses known as the Vṛndacakra or the Siddhayoginīs 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 Kālīs that I have not encountered elsewhere in 

Guhyakālī literature. These are: 1) Muṇḍinīkālī 2) Mudgarākālī 3) Daṃṣṭriṇīkālī 4) Śṛgālīkālī 

5) Śūlinīkālī 6) Vajriṇīkālī 7) Pāśinīkālī  and 8) Aṅkuśinī. The closest list in Kaula literature to 

these eight Kālīs I know of is a group of nine dūtīs who form part of the Dūtīcakra in the 

Kubjikāmatatantra, the second out of the Five Cakras of the subtle body. The Dūtīcakra 

has 81 deities comprising nine groups of nine goddesses each presided over by a Bhairava.  

The seventh group of dūtīs are mostly named after weapons and implements much like our 

class of eight Kālīs with three names being identical (Vajriṇī, Pāśinī and Śūlinī). Heilijgers-

Seelen in her edition and study of the Five Cakras of the Kubjikāmatatantra181 proposes 

that the names of these yoginīs 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, Brahmavatī’s mantras is as follows: oṃ hrīṃ hūṃ cchrīṃ phreṃ namaḥ 

asitāṅgabhairavāsanāya aṣṭāṣṭakayoginīsahitāya brahmavatīkālī 2 ambāpāda hūṃ phreṃ namaḥ. 
181 Heilijgers-Seelen (1994), p. 76 
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association with certain mudrās given that their presiding Bhairava is known as Mudreśa. 

This might also be the case with our list given that two of the names of these Kālīs appear 

as mudrās in the KKA (Daṃṣṭriṇī and Vajriṇī) while the installation of personified mudrās 

in a maṇḍala is a common practice in this cult (see for instance the eight-petalled lotus of 

the Svatantrasthitimaṇḍala 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 Nityapūjācakras of the KKA. These are 1) Śvetakālī 2) Raktakālī  

3) Jhaṃkālī (UPV) or Jhaṃkārī (HRT) 4) Suvarṇakoṭi 5) Rājarājeśvarī 6) Siddhipadmā  

7) Guhyakubjā 8) Vajrakālī (UPV) or Vajrā (HRT) 9) Śrīsundarī (UPV) or Sundarī (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 Raktakālī who is found in the 

Anākhyakālīcakra as its third deity. Several of the other goddesses seemingly represent the 

central deities of other transmissions within the Newari Ṣaḍāmnāya. Therefore, we have 

the Guhyakubjā/Kubjikā of the Western Transmission, Sundarī of the Upper Transmission 

and Vajrakālī/Vajrayoginī of the Lower Transmission. If we take Padmā in the name 

Siddhipadmā as an epithet of Lakṣmī then we can also include the other key deity of the 

Northern Transmission – Siddhilakṣmī. Two amongst the remaining goddesses meanwhile 

are those with popular cults in medieval Nepal – Jhaṃkāriṇī and Rājarājeśvarī. We therefore 

have all the goddesses of the Ṣaḍāmnāya who have active cults, the goddesses Pūrṇeśvarī 

and Niśeśvarī 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 Śākta 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 

(navayoniparā). 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 maṇḍala. This element of the 

maṇḍala is 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 Kālīs occupying the five corners of the pentagon as the UPV informs us. They in 

turn surround the root goddess (mūladevī). Like the illustration of the nonagon, the pentagon 

is drawn so that five discrete triangles emerge. Paired with the central triangle, this allows 

each Kālī 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 Kālīs of the octagon who are 

personifications of mudrās/astras and the nine Yonis on the nonagon. Meanwhile minor 

changes are made to the nomenclature of the Antaḥsiddhacakra and the Pañcavāhacakra 

and major changes are found in the Mūrticakra (the addition of 11 or 12 new mūrti goddesses) 

and the Prakāśacakra (the omission of three deities), both of whom are grouped amongst 

the kabandhas. There is also the peculiar repetition of the Mūrticakra 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 

yantra 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 Nityapūjācakras of the classical 

Krama. This evidence again tantalisingly shows us that the Uttarāmnāya was a tradition of 

far greater diversity than initially conceived. 

Feature of the Yantra Inhabitants 
Main Correspondence 

with/Divergence from KKA 

Eight Cremation Grounds Animals, supernatural beings 

and objects of worship listed 

in PT 

6 out of 8 names of the 

cremation grounds not found 

in KKA 

Gates of the yantra UPV: 

 8 traditional 

dikpatis and 

8 largely 

unique 

guardians 

HRT: 

8 largely 

unique 

guardians in 

the cardinal 

directions 

Names of the non-traditional 

guardians not found in KKA 

24 prongs of the spear 

enclosure 

24 Antaḥsiddhacakra deities Almost identical (some 

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 Mūrtikālīs 

16 Mūrticakra deities largely 

the same with an additional 

11/12 novel deities. 

Northern row: 

8 Prakāśacakra deities and the 

5 Pañcavāha deities 

3 Prakāśacakra deities 

dropped and Gocarī replaced 

with Rasacarī for Pañcavāha 

Western row: 

16 gurus 

Guru lineage not found in 

KKA but half is the same as 

GNP’s 

16-petalled lotus 16 Mūrticakra deities Identical except for 3 main 

replacements 

12-petalled lotus 12 Melāpacakra deities 

(UPV) 

Replacement of first deity 

and some possible 

corruptions 

8-petalled lotus 8 mātṛkās atop 8 Bhairavas 

each surrounded by 64 

yoginīs 

Not found in KKA but found 

in GNP 

Octagon 8 mudrā/astra goddesses Not found as a set of 8 in 

KKA 

Nonagon 9 Yonis Not found in KKA 

Pentagon 5 Kālīs  Same 5 Kālīs 

Bindu                                           mūladevī 

 

 

 

Fig. 1 Detail of from a Guhyakālī 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 Guhyakālīyantra which is part of MS 10054 

Nepal; 1765 

Collection of the Bhārat Kalā Bhavan, Vārāṇasī 

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

Nepal; 17th century 

Watercolour on paper; 17.8 × 23.8 cm per folio (26 folios) 

Philadelphia Museum of Art, Philadelphia 
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Fig. 5 Illustration of Guhyakālīyantra (4) from Jha’s Edition of the MKS (Appendix, p.172) 

3.2 The Svatantrakālikākramapañcaka 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 Svatantrakālikākramapañcaka, 

possibly even surpassing the earlier discussed Guhyakālīyantra in their intricacy. Since 

these cakras are only described in the KKA 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 Guhyakālī cult generally to unlock their arrangement. However, before tackling 

the cryptic cakroddhāra instructions, let us examine their function. In the two verses introducing 

these cakras, Vimalaprabodha explains their purpose, stating that these Kālī cakras are 

proclaimed for the sake of those who are unable to worship the sequence of five Kālīs 

alongside the 11 preceding cakras as preached by Maheśvara in the Dvīpamata (a now lost 

Krama work) of 24,000 verses. They are therefore designed for the sādhaka who wishes to 

worship the five Kālīs independently, hence their characterization as svatantra. Here, I have 

interpreted the compound rudracakrasamāyuktam which qualifies kālikākramapañcakaṃ in the 

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

These five maṇḍalas are comprised both of elements drawn from the generic  

five Kālī cakras and ancillary cakras but also include entirely novel features. Before 

drawing each maṇḍala, the adept is first instructed to carry out three of the four paripāṭis 

(preliminary rites), namely the Ātmapūjā, Āsanapūjā and Sanyāsadhyānavidhi. After this, 

we are told to lay out the maṇḍala in a suitable location. The difficulty in ascertaining the 

arrangement of the maṇḍala 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 maṇḍala’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 maṇḍala 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 Kālī and the subtle 



144 
 

 

references to their orientation can be helpful. My reconstruction of these maṇḍalas 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 Kālī cakras of the Nityapūjā, it is advisable for the reader to consult 

the table in Ch.2 as we progress through the Svatantracakras. For the Svatantrasṛṣṭimaṇḍala,  

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 yonipañcaka 

of the conventional Sṛṣṭicakra, 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 Svatantrasṛṣṭicakra and the generic 

Sṛṣṭikālīcakra. 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 Sṛṣṭikālī herself to occupy the centre of the maṇḍala. Since Sṛṣṭikālī’s position 

in the Svatantrasṛṣṭicakra 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 Sṛṣṭicakra’s 

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

2. The agnimaṇḍala (a lotus of eight petals) on which we install the eight ṛddhis 

or magical powers. The ṛddhis in Tantric literature are usually understood as a group of eight 

whose exact composition depends on the cult or context involved182. The KKA’s list includes 

1) the ability to shrink the body (aṇiman) 2) to lighten the body (gariman) 3) to enlarge  

the body (mahiman) 4) lordship over phenomena (īśitva) 5) the power of attainment (prāpti) 

 
182 For a discussion on the composition of these ṛddhis, see for instance Padoux (2013), p. 166, fn. 39 and  

p. 175, fn. 9. 
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6) irresistibility (prākāmya) 7) the power to enjoy the fruits of the world (bhukti) and  

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

as the locus for these eight is made explicit in the installation instructions “patrāṣṭake 

agnisthāne… ṛddhyaṣṭakam”. The ṛddhis can sometimes be personified so they are perhaps 

installed as such here, although their visualisations are not given. We are told to begin with 

aṇiman in the Northeast and to install them counter-clockwise ending with icchā in the East. 

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

find the 16 Ānandacakra deities. 

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

Mūrticakra deities.   

5. Two maṇḍalas of five petals each located at the Northeastern and Northwestern 

corners of the square of the overarching maṇḍala on which are installed the Pañcapīṭha 

and Pañcavāha deities. The identification of these cakras as the locus of the Pañcapītha 

and Pañcavāha 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 (pṛṣṭhabhāge) of the Svatantrasṛṣṭicakra, which concurs with the 

idea of these two maṇḍalas being in the Northeast and Northwest of the Svatantrasṛṣṭicakra 

(īśānavāyupañcapadmadvayayuktaṃ), two background locations removed from the 

overarching maṇḍala’s centre. 

6. The square on whose (inner and outer) sides are placed the four dūtīs said to arise 

out of a corpse (a new component not encountered earlier in the KKA) and the four rakṣā 

deities headed by Gaṇapati. Although the specific location of the rakṣācatuṣkam is not give 

(they are said to be in their appropriate place [yathāsthane]), I 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 maṇḍala. Meanwhile, the dūtīs are explicitly said to be on the square for the 

Svatantrasṛṣṭicakra. The names, locations and visualisations of these dūtīs are revealed later in 

the Svatantrasaṃhāracakra. It should also be said that amongst the five cakras, their 

locations do vary. 

The adept is said to draw this maṇḍala while reciting the three own vidyās 

(svavidyātrayeṇa). It is highly likely that these refer to the three vidyās of the generic 

Sṛṣṭicakra which are the standard nine-syllabled vidyā accompanied by the 17-syllabled 

vidyā and the 100-syllabled samayahṛdaya mantra particular to Sṛṣṭi. The worshipper then 

installs the arghapātra preceded by the astramantra and displays the śaṅkhamudrā to the 

arghapātra. He recites a Krama inflected version of the Gāyatrīmantra and sprinkles the 

three maṇḍalas (probably a reference to the three component shapes known as the agni, 

soma and sūrya maṇḍalas). At this point, the installation of the above-mentioned inhabitants 

of the maṇḍala is performed, beginning with layers 3 - 6. This is then followed by the 

summoning of the central goddess of the maṇḍala 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 ṛddhis (layers 1 and 2). The sādhaka 

should then worship the goddess with various offerings beginning with five substances 

(unguents, lamps, eatables, betel and argha) and four principal mudrās (padma, śaṅkha, 

bimba and yoni mudrās) followed by a threefold bali offering to Vaṭuka, the guardians and 

yoginīs (the sequence and mantra for these offerings were earlier elaborated in the balividhi) 

succeeded by further recitations. The worship concludes by causing Sṛṣṭi to dissolve into her 

resting place, possibly a reference to the practice of dissolving each Kālī into her successive 

phase (or into Sthiti in the case of Sṛṣṭi) as was described in similar terms in both the 

Ātmapūjā and Tarpaṇavidhi. 
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Svatantrasthitimaṇḍala 

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

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

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

2) Eight-petalled lotus inhabited by the four Yuganāthas found in the generic 

Sthiticakra (Khagendra, Kūrma, Meṣa and Mīna) alongside their dūtīs in the cardinal 

directions. The installation begins with Khagendranātha and Bījā on the Western petal and 

ends with Mīnanātha and Koṅkanā 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 mudrās. Although the installation of these mudrās comes towards the end of 

the cakra’s worship long after the instructions for Yuganāthas, I justify them being on the 

same lotus since we are given the mudrās’ location as aṣṭadala īśānādivahnyantapatre  

(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 Yuganāthas’ abode. This is consolidated by the fact that 

the Yuganātha couples each share a cardinal direction, leaving the intermediate directions 

free for the mudrās. 

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

Melāpacakra (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 kṣetras, upakṣetras and saṃdohas) found in the 

Prāyaścittavidhi. Since this complex ritual will only be fleshed out in the next chapter,  

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

pīṭhas 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 maṇḍala then as part of a nyāsa. 

The list of 24 (divided into eight kṣetras, upakṣetras and saṃdohas) to which the 40 sites 

are added to form the 64-petalled lotus are the set worshipped in the maṇḍala (beginning with 

Aṭṭahāsa and ending with Rājagṛha as the KKA informs us) rather than the nyāsa. These 

additional 40 sites (pīṭhas 25 - 64) begin with Nepālapīṭha occupied by Guhyeśvarī, an 

important reference since, as Sanderson notes, it aligns Nepal with this patron goddess of 

the Newars even at this early stage183. The list ends with Hiraṇyapura occupied by Mahāparā. 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 kṣetra 

goddesses listed in the Prāyaścittavidhi (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 (caturthāṣṭakasthāḥ) 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 (tarjadharāḥ) and the eighth a bell. 

5) 16-petalled lotus occupied by the 12 remaining figures (the 12 Rājaputras) of 

the generic Sthiticakra alongside the four pīṭhas and four yugas. The partition of these 

figures is into four sets of four petals. In each set, three petals are occupied by three 

Rājaputras while the fourth petal houses both a pīṭha and yuga. Each set is in one of the four 

cardinal directions. Thus, for instance, on the four Western petals, three petals house the 

Rājaputras known as Bhaṭṭa, Mahendra and Valkala while the fourth represents 

Uḍḍiyāṇapīṭha and the Satyayuga. 

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

corners within the square of the maṇḍala where we find the Pañcapīṭha and Pañcavāha 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 

dūtīs and the four rakṣā deities. I have assumed that the location of the dūtīs remains the 

same due to the instruction sṛṣṭivat (“as per the Sṛṣṭicakra”) after listing the Pañcapīṭha, 

Pañcavāha and the dūtīs in the description of the maṇḍala’s shapes. 

Following the raising of the maṇḍala, the sequence of worship closely follows that 

of the Sṛṣṭicakra. The difference is that the mudrā used for worshipping the arghapātra is 

now the bhagaliṅgamudrā. 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 mudrās, 

the threefold bali offering, the concluding recitations and the dissolution of Sthiti into her 

resting place remain the same. 

Svantantrasaṃhāracakra 

Out of the five Svatantracakras, the arrangement of the Saṃhāracakra is possibly 

the least problematic. It is uniquely described as having the shape of the peepal leaf 

containing the entire universe (aśvatthapatrākṛtiviśvasahitaṃ maṇḍalam). I interpret its 

installation as follows: 

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

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

2) Eight-petalled lotus occupied by the four personified mūdrās in the four 

intermediate directions, namely Tarjanī, Kapālī, Daṃṣṭriṇī and Lelihā in the Southwest to 

the Southeast and the four dūtīs on the petals at the cardinal directions. I take the dūtīs to 

share this layer with the mudrās since the dūtīs are explicitly said to be on petals in the 

four cardinal directions (Śavaniṣkramaṇī, Śavarī, Pāśakuṇḍā, Kālaverā in the South, West, 

North and Eastern petals respectively) while no separate four-petalled shape is specified. 
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Moreover, without the dūtīs, the cardinal directions of this lotus would be left empty, the mudrās 

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 tarjanī gesture and, respectively, a sword, thunderbolt, discus and axe. 

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

corners within the square of the maṇḍala where we find the Pañcapīṭha and Pañcavāha deities. 

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

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

prescribed for Sṛṣṭi and Sthiti. 

Svatantrānākhyacakra 

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

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

symbol system184. 

2) 16-sided shape with the 12 Kālīs of the original Anākhyacakra and an additional 

5 Kālīs known as Kṛṣakālī, Sarvāntakālī, Śivakālī and Krodhakālī installed in the East to 

Northeast with Mahābhairavaghoracaṇḍagrasanakālī in the centre. The sequence of 17 rather 

than 13 Kālīs belongs to the tradition of the now fragmentary Kramasadbhāva as Sanderson 

explains185. Before the installation of the central Kālī, 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 kalā) which are widely 

believed in Tantric literature to be the elongation of the anusvāra at the end of a seed syllable as it becomes 

increasingly subtle (see the entry for kalā in TAK, Vol. II, pp. 70 - 71). 
185 See a discussion on these Kālīs, including a reference to the attestation of the KKA, in Sanderson 

(2007c), pp. 101 - 102, fn. 20 
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the syllables āṃ phāṃ phīṃ since this is the mantra given before the names of the Kālīs 

(13-16) in this cakra as well as the previous 12 Kālīs in the original Anākhyacakra.   

An additional complication arises concerning the orientation of the central Kālī in relation 

to the three above symbols. She too is worshipped in the centre of the maṇḍala (madhye 

saṃpūjya) 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 Jñānasiddhacakra, 24 of the 

Antaḥsiddha, 12 of the Melāpasiddha, eight of the Śāktasiddha and four Śāṃbhavasiddha. 

It is to be noted that all these figures are female and therefore they are collectively called 

the 64 Siddhayoginīs (catuḥṣaṣṭisiddhayoginyaḥ) also known in other sources as the 

Vṛndacakra186. 

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

is not stated. 

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

corners within the square of the maṇḍala where we find the Pañcapīṭha and Pañcavāha deities. 

7) Although the rakṣā deities are not specifically mentioned in this cakra, I assume 

that they are in the same location on the square. Meanwhile, the instructions also make no 

mention of the four dūtīs. 

 
186 See Sanderson (1988), pp. 697 - 698 
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The rites preceding and succeeding the installation of the maṇḍala are as per the 

formula discussed for previous cakras with the exception that the mudrās shown at the 

conclusion of the worship are the nirbhayā, varadā, śaṅkhinī and vajriṇī. 

Svatantrabhāsācakra 

The design for the Svantrabhāsācakra 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 Kālīs which were in 

the lotus seeds of the original Bhāsācakra. I have interpreted the pericarp in this way as we 

are told to install the deities beginning with Mantra (mantrādi) in the place of the twelve 

nādas (mantrādi dvādaśanādasthāne). Because the pericarp is described as adorned with 

twelve nādabindus (dvādaśabindunādakalālaṃkṛtaṃ) when the elements of the cakra are 

being listed before their installation, the pericarp must be understood as this nādasthāna. 

Meanwhile, we are in no doubt that the group “beginning with Mantra” should be these 12 

Kālīs of the original Bhāsācakra since we have no other group of 12 beginning with this 

name in the KKA. 

2. 24 filaments representing the 24 Antaḥsiddha 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 vṛttād bahiḥ (outside of the circle) 

suggesting that there is a circle separating the petals from the pericarp and the compound 

vṛttabindukarṇikam when listing the pericarp, which I take to mean a pericarp with bindus 

and a circle.  

4. Eight petals representing each of the eight Kālīs originally found in the pericarp 

of the generic Bhāsācakra beginning with Mahābhāsā 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 dūtīs in the intermediate directions and a new set of deities 

known as the Pratihārikās in the cardinal direction. These are called 1. Bhaṭṭinī 2. Peśvarī  

3. Caṇḍinī 4. Siddhayoginī, beginning in the Southeast and ending in the Northeast.  

I interpret the circle to be located beyond the petals due to the compound vṛttaikaveṣṭitaṃ 

(surrounded by a single circle) used to qualify the eight-petalled lotus. Meanwhile,  

the locations of the dūtīs and Pratihārikās are inferred from the description of the former  

as agnipatrordhvavṛttasthānād ārabhya (beginning in the place of the circle above the 

Southeastern petal [of the eight-petalled lotus]) and the latter as pūrvapatrād ūrdhvavṛttasthāne 

(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 Pratihārikas that states dūtīnāṃ paṅktau pūrvād dakṣiṇāntaṃ 

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

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

corners within the square of the maṇḍala where we find the Pañcapīṭha and Pañcavāha deities. 

7. The square with the four rakṣā deities headed by Gaṇapati. I have amended the 

first compound in the listing of the component shapes (catuṣkoṇāṣṭadalakamalodaraṃ) by 

splitting it into two words (catuṣkoṇam aṣṭadalakamalodaraṃ) which would suggest that 

the square is surrounding the eight-petalled lotus and is the outermost shape in the 

maṇḍala as reflected in the cakras of all other Kālīs. 

The worship concludes in a similar manner with the set of four mudrās, this time 

round being the jvālinī, śaśinī, bhāsvarī and vispharā mudrās. 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 “mahāmanthānateja 1. khphreṃ ma phaṭ 2. 5. 5” 
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followed by the instruction to worship with the Five Paravidyās 

(raśmikevalasthūlasūkṣmamiśraparavidyāpañcakena). 

General Observations on the Cakras 

As can be seen from the above arrangements, the way in which the 

Svatantrakālīcakras enable the worship of the entire sequence of the Krama through 

merely five cakras is by embedding the deities from the 11 ancillary Nityapūjācakras  

in their own maṇḍalas. We therefore find several groups of Nityapūjā deities that are 

common to all five maṇḍalas, namely the four rakṣās, the Pañcapīṭhas and Pañcavāha,  

which form the outer structures of each Svatantrakālī maṇḍala. Other groups drawn from 

the Nityapūjā are found in one or two of these maṇḍalas. These are the Ānanda and Mūrti 

cakras found in the Svatantrasṛṣṭicakra alone; the Melāpacakra (Sthiti and Anākhya); the 

Antaḥsiddhacakra (Anākhya and Bhāsa); and the Jñānasiddha, Śāktasiddha and 

Śāmbhavasiddha cakras which appear in the Svatantrānākhyacakra. This leaves only two 

cakras that are not represented –the 12 deities of the Prakāśacakra and the 15 of the 

Parāṇavasiddhacakra. It is possible that these could have been placed amongst some of the 

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

Another point of interest is the manner in which the Krama engages with the 

widespread Śākta concept of 64 yoginīs. Although the number of yoginīs amongst Śākta 

cults varied highly to begin with, later texts, both Tantric and Purāṇic, tended to strive for 

64 yoginīs 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 

yoginī cults. These 64 yoginīs in the KKA are formed by adding 40 sacred sites and their 

resident goddesses to the existing 24 sites/goddesses found in the maṇḍala of the 

Prāyaścittavidhi. 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 Svatantrānākhyacakra, located on the  

64 filaments.  

A thorough comparison of the mode of worship of the 24 sites of the Prāyaścittavidhi 

of the KKA 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 pīṭhas, he states that there are only two texts in addition to 

the KKA which he knows of to record a list of 64 sites, namely the Ambāmatasaṃhitā and 

the Kumārikākhaṇḍa of the Manthānabhairavatantra (MBT)187. 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 pīṭhanyāsa of the 

Guhyakālikāṣoḍhānyāsapaṭala188. 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 nyāsa for 

only the 24 sites of the Prāyaścittavidhi, 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 nyāsa found in the KKA as we saw with its treatment of the faces, arms 

and seats of Guhyakālī. 

Furthermore, Dyczkowski does note that the 64 pīṭhas 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 II, pp. 440 – 445. 
188  This is found in ff. 111r2 – 112r6. 
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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 kṣetra, 

upakṣetra and saṃdoha. However, since additional site categories are not found for the 

additional 40 pīṭhas, 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 yoginī 

literature of classifying the 64 yoginīs under eight groups. 

Finally, a subtle mirroring of this set of 64 site-specific yoginīs with another group 

of 64 yoginīs takes place in the Svatantrānākhyacakra. The 64 goddesses of 5 ancillary 

cakras preceding the Five Kālīs known collectively in some Krama literature as the Vṛndacakra 

and labelled here the Siddhayoginīs are deposited in a ring of petals. They form a natural 

pair with the 64 pīṭha yoginīs 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 Vṛndacakra) and the 

more generic Śākta conceptualisation of yoginīs (the pīṭha goddesses). The Vṛndacakra, 

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 

consciousness189. They are therefore interior phenomena. The pīṭhayoginīs 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 yoginīs found in other Kaula texts and common to much of Śākta 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 KKA 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 TAK190, this categorisation adopted by Śaiva literature and common to 

Hindu works on ritual in general is derived from the Mīmāṃsā system of the “fourfold 

categorisation of ritual into nitya, that which is regularly obligatory (e.g., sandhyopāsana, 

daily worship); naimittika, that which is obligatory but enjoined on particular occasions 

(e.g., dīksā); kāmya191; and niṣiddha, that which is forbidden”. In the KKA, all rites up to 

and including the Nirālambārcana come under the rubric of nitya as indicated by the 

concluding statement of this section (iti saṃpūrṇanityārcanavidhiḥ) while the naimittika 

begins with the Damanakavidhi.  

 
190 TAK Vol. II, 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 kāmya rites - the eight ṛddhis - 

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 term192 is not valid for the KKA which 

includes rites, such as the Cakrakrīḍā, which given how elaborate and time-consuming 

they are, could not be replicated daily. A rite such as the Cakrakrīḍā 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 Mahāśivarātri for instance. Furthermore, we see that the 

KKA does not have any instructions for initiation (dīkṣā) 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 dīkṣā 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) explains193. 

Finally, we see the complete omission of the category of kāmya 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 Śiva and Śakti alongside his line of gurus 

beginning with Śrīnātha194, the original revealer of the Krama scriptures, and ending with 

 
192 Ibid., Vol. II, p. 296 
193 Sanderson (1995), pp. 85 - 86 and 88 - 89 
194 Śrīnātha, as Sanderson (2007b, p. 263 – 265) states, is an alias for Jñānanetra or Śivānanda, considered 

the promulgator (avatāraka) of a number of Krama scriptures in the tradition. 



159 
 

 

his own guru, he presents an intriguing maṅgalācaraṇa. 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 maṅgalācaraṇa with the five verses that are prescribed 

as a chant for the Mahāśivarātrividhi in the KKA known to Vimalaprabodha as the Kālīsūtra 

to form a six-versed hymn (the maṅgalācaraṇa of the KKA acting as v.1 and the five verses 

of Mahāśivarātri 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 Kālīsūtra at 

the culmination of its sequence of worship195. The very same hymn is attested in a manuscript 

which is a collection of hymns known as the Stotrasaṃgraha where the six verses are 

called the Śrīkālikādevīnityastuti196.  

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 maṅgalācaraṇa 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 Kālīsūtra, further proof that these two verse 

segments were once separate is found in the fact that several other Uttarāmnāya liturgies 

continue to record the hymn as five verses as per its appearance in the Mahāśivarātrividhi of the 

KKA. These liturgies include the Siddhilakṣmyadhivāsanasthaṇḍilārcanavidhi and the 

Siddhilakṣmīkramasthaṇḍilārcanavidhi197. I will not digress further into the compositional 

history of the Kālīsūtra since this is dealt with in detail in my forthcoming publication but 

our short treatment here goes to show that the KKA’s maṅgalācaraṇa did gain widespread 

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

 
195 GNP, ff. 35r1 – 36r1 
196 Stotrasaṃgraha, f. 40v1 – 8 
197 See Siddhilakṣmyadhivāsanasthaṇḍilārcanavidhi (ff. 89v3 – 90r5) and 

Siddhilakṣmīkramasthaṇḍilārcanavidhi (ff. 166v7 – 167r7). 
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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 maṅgalācaraṇa of the Devīdvyardhaśatikā,  

the Kālikākulapañcaśataka and Yonigahvara, three early important Tantras of the 

Krama198. This very verse also serves as the first verse of the Mahāśivarātri chant in the 

Parvatrayavidhāna (PTV) and appears as a line in a hymn to Siddhilakṣmī in a paddhati 

called the Siddhilakṣmyārātrikavidhi199. A thorough examination of Guhyakālī literature 

would doubtlessly uncover far more citations of this verse. 

Let us now return to the maṅgalācaraṇa of the KKA itself, which seems to describe 

Guhyakālī in her manifestation as each of the Five Kālīs by describing their functions and 

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

yā candre bhūtabhinnā ravihavisadane gotracandraiś ca rudrair 

hṛnnābhau kandacakre tridahanakuhare dvādaśaikena saṃsthā| 

sṛṣṭisthairyāntakartrī trikalakhakhayutāṃ sarvatattvaikavṛttiṃ 

tāṃ kālīṃ naumi nityaṃ paramapadamayīṃ satsadānandadātrīm||1 

“She is present in the moon (Sṛṣṭikālī) as divided into the Five, in the sun (Sthitikālī) 

and the abode of the oblation (Saṃhārakālī) 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 (Anākhyakālī) 

as 13, the enacter of emission, maintenance and dissolution (Anākhya), I always pay 

homage to her who is joined with that which is the void of the void of the three kalās 

(Sṛṣṭi, Sthiti, Saṃhāra), 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 Kālīsūtra 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, l. 1-3. 
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Certain words act as common codes for numbers in this verse200 while the three 

fires are symbolic of Sṛṣṭi, Sthiti and Saṃhāra. By pairing these veiled terms together,  

we see that the verse in fact describes the basic arrangement of the cakras of the five 

Kālīs. The links between the three fires and three Kālīs is made explicit at two points in the 

Kālikākulapañcaśataka (vv 4.3 - 7 and vv. 7.36 – 39)201 where the three Kālīs are imagined 

in a column with Sṛṣṭi at the top represented as the moon, Sthiti known in this scripture 

known as Avatāraka as the sun and Saṃhāra at the base as the Fire of Time. The first 

coded association in the verse is between candra (Sṛṣṭikālī) and the numeric code bhūta. 

Since bhūta can mean the (five) elements and commonly denotes “five”, we can understand 

this association as a reference to the Five Yonis who surround Sṛṣṭikālī in her cakra.  

Next is ravi (Sthitikālī) 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 Sthitikālī (the four Yuganāthas plus the twelve Rājaputras). 

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 Saṃhāracakra.  

These three are said in the maṅgalācaraṇa 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 Kālīs 

described in the Kālikākulapañcaśataka 7.36 - 39 with Sṛṣṭi at the top (heart), Sthiti in the 

middle (navel) and Saṃhāra at the base (root cakra). A fourth location – tridahanakuhara 

– is also given in this verse, which must correspond to Anākhya. 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 Kālīs as the three fires, the most 

explicit associations come at 4.6b – 7a (candraṃ sṛṣṭim vijānīyād agniḥ samhāra ucyate// avatāro raviḥ 

prokto madhyasthaḥ parameśvara/)  
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the fact that this Kālī is said to be present as thirteen, given in uncoded form as dvādaśaikena, 

in this location, which is a reference to the thirteen Kālīs of the Anākhyacakra. Her location as 

the void of the three fires also conforms with the Krama idea that each of the Five Kālīs is 

subsumed by the succeeding Kālī. Anākhya is thus the void or point of dissolution of the 

Moon, Sun and Fire or the three preceding Kālīs. Moreover, the descriptor sṛṣṭisthairyāntakartrī 

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 Bhāsākālī to be located in the verse? The verse appears to be neatly 

split so that the qualifiers of the four Kālīs are declined in the nominative agreeing with 

the relative pronoun yā while all descriptors of Bhāsākālī are declined in the accusative 

becoming the direct object of naumi and following tām. First, Bhāsā is aptly described as 

trikalakhakhayutām. Following the principle that each Kālī dissolves into her successor,  

I interpret this as Bhāsā being “the void of the void of the three Kālīs”. We have already 

seen the use of tridahanakuhara (the void of the three fires) as a descriptor for Anākhya.  

If we interpret trikala/trikalā202 as a reference to Sṛṣṭi, Sthiti and Saṃhāra then trikalakha 

must be the equivalent of tridahanakuhara (Anākhya). Since Bhāsā transcends and absorbs 

Anākhya 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 Kālī in a synonymous manner, such as 

śūnyaśūnyataram (“more empty than the empty”), are commonly found in Krama canonical 

literature203. 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 Śaiva system and 

 
202 Across all Śaiva traditions, the kalās are often considered the first evolutes of māyāśakti from which the 

other tattvas arise. They are therefore associated with the conventional cosmic processes which fit the roles 

of creation, maintenance and dissolution played by the first three Kālīs. It is therefore reasonable to imagine 

this śloka using trikala/kalā to describe the Kālīs 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 Kālikākulapañcaśataka vv. 2.33 – 34 and 5.21. 
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indeed outside it204. Meanwhile, the three other descriptors attached to Bhāsākālī merely 

emphasise her supremacy. 

After this verse, Vimalaprabodha goes on to list the gurus of his lineage comprised 

of  Viśvāmitra, Vasiṣṭha, Śrīkaṇṭha, Kuṇḍalīśvara, Śrīkrodha, Mīna and Tālāṅka and pays 

obseisance to his own guru Alakācārya. Issues related to this list of gurus will be discussed 

in greater detail in the Gurumaṇḍala section of my analysis. He then names all 35 sections 

of the KKA saying that after observing the now lost Pañcacāmaraśekhara205, he has been 

able to proclaim this sequence of worship. These 35 encompass the six preparatory rites 

(paripāṭi), the 11 ancillary Nityapūjācakras, the Viśeṣārghapātrapūjā, the worship of the 

Five Kālīs, the Gurumaṇḍalapūjā, ten methods of worship associated with the Nityapūjā 

and finally five naimittika rites. 

Ātmapūjā 

The first part of the paripāṭi, the Ātmapūjā requires the deposition (nyāsa) of the 

11 ancillary Nityapūjācakras onto the body. The adept is instructed to cause the śakti 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 śakti, split into the 11 ancillary cakras beginning with the 

Pañcapīṭhacakra and ending with the fifteen figures of the Parāṇavasiddhacakra, 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 kaja206, the red navel, 

the dark region above the navel, the white heart, the grey region above it, the black cavity 

of his throat, his joints207 which have the colour of lightning, his palate the colour of lac 

 
204 Khasvarūpā (“possessing own nature of the void”) and khamadhyasthā (“situated in the middle of the void”) 

are amongst the descriptors of the supreme Kālī in the Kālikākulapañcaśataka. 
205 Sanderson (2007b, p. 342, fn. 363) understands Pañcacāmaraśekhara as a text. 
206 The term kajādhāra is not entirely clear but since one of the meanings of kaja is lotus and the lotus is 

associated with the navel, the root (ādhāra) 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 suṣumnā 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 Pañcapīṭhacakra, dissolving two by two with the single utterance of a 

mantra into the Five Kālīs while worshipping them with the mahāmṛta whose sequence is 

the Fire, Sun, Moon, Air and Ether and with offerings such as flowers. The mahāmṛta 

most likely refers to the pañcāmṛta which will be explained in this chapter in the section 

on the Samayaguṭikāvidhi. 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 Viśeṣārghapātra and here there might be a subtle reference to the laying out of water 

vessels for the sprinkling of the liquid pañcāmṛta. However, this would suggest that we 

have a third arghapātra beyond the Sāmānya and Viśeṣārghapātras. Nonetheless, the next 

stage of the Ātmapūjā is clear; each of the Five Kālīs themselves should dissolve into the 

succeeding Kālī (Sṛṣṭi into Sthiti, Sthiti into Saṃhāra and so on) until we reach Bhāsā who is 

said to be present in all Kālīs (sarvasthe). The Ātmapūjā concludes with the worship of the 

self with a single flower. 

Āsanapūjā 

We are then instructed on the second paripāṭi, the worship of the seat. The seat 

should be 36 aṅgulas in perimetre, three aṅgulas thick and with a border of one aṅgula, 

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 – hrīṃ śrīṃ samastakālakālāsanapāda - and with flowers.  

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

naragajamṛgabṛhadvyāghracitrakachāgacarmamayam 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 nyāsa, 

suggesting this could be the location of the unspecified granthi of the Ātmapūjā. 
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bṛhad can be understood as qualifying vyāghra 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 

kālāsanas (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 āsana. In such a case, we would have to interpret bṛhat as an 

independent animal. A possibility would be to understand it as an abbreviation for bṛhadrāvin, 

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 bṛhat as a 

corruption of an orthographically similar word for another more suitable animal such as 

pṛṣat (spotted antelope). 

Sanyāsadhyānavidhi 

We now come to the third paripāṭi, the Sanyāsadhyānavidhi, of which there are 

eight parts as follows: the nine-syllabled nyāsa (navākṣaranyāsa), seventeen-syllabled 

nyāsa (saptadaśākṣara), the sixfold aṅganyāsa, the facial nyāsa followed by the dhyānas 

for the faces, weapons, poses and seats of Guhyakālī. The first of these is the nyāsa 

involving the nine-syllabled mantra, which both the KKA and other Krama texts articulate 

as khphreṃ mahācaṇḍayogeśvarī. 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) kandacakra208 3) heart 4) throat  

5) palate 6) bindu 5) crown of the head 8) tripatha209 and 9) dhūmaśikhā210. This deposition 

 
208 See TAK, Vol. II (p. 44) for definition of the kanda as the bulb which forms the base of the suṣumnā. 
209 Törzsök has used this nyāsa 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 nāḍīs, 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 akṣaras of Mahācaṇḍeśvarī should be placed,” TAK Vol. III, p. 125). 
210 Törzsök understands this term, citing this section of the KKA and Kṣemaraja, as possibly denoting the 

dvādaśānta or a location above that (see TAK, Vol. III, p. 236). 
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occurs five times for each of the five Kālīs with the sequence of nyāsa also changing for 

each Kālī. For Sṛṣṭi, we are told that the sequence is in reverse (vyatyayāt) meaning the 

nyāsa begins with the ninth body part (dhūmaśikhā) and ends with the first (guhya).  

The sequence for Sthiti is said to begin at the navel (nābhyādau). This is problematic since 

nābhi 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 nābhi,  

I have assumed that nābhi refers to the kanda of our list. Saṃhāra’s nyāsa follows the 

listed sequence beginning with the private parts. Anākhya’s sequence starts at the palate 

while Bhāsā’s begins at the bindu. 

The nyāsa for the seventeen-syllabled vidyā proceeds along the same lines as the 

preceding nyāsa with the 17 body parts for this vidyā said to be: 1) penis 2) meḍhra211  

3) navel 4) heart 5) hollow of the throat 6) the knot (granthi) of the throat212 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) śiraḥsandhi213 17) the tip of the head’s crest 

(śikhānta). From the term yathākrameṇa, we can assume that the sequence for each Kālī is 

different beginning at the point specified in the previous nyāsa. This is by and large 

unproblematic as the body parts that are the starting point particular to Sthiti and Anākhya 

are also on the seventeen-syllabled nyāsa’s list (nābhi and tālu) while for Sṛṣṭi and Saṃhāra, 

the previous principle of reversing the order and following the listed order can be applied. 

For Bhāsā, whose sequence should begin at the bindu which is lacking in this list,  

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

 
211 Meḍhra also means penis so the distinction between this term and the preceding liṅga is still unclear to me. 
212 See Hatley (2022), pp. 822 - 826 for elaboration on the meaning of granthi. 
213 The locations of the śiraḥsandhi and śikhānta are problematic since the highest point on the head has 

already been listed (brahmarandhra). This means that the nyāsa 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 

śiraḥsandhi and śikhānta 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. 



167 
 

 

Another problem arises in identifying the seventeen-syllabled mantra. The KKA gives  

five versions of this mantra particular to each Kālī as elaborated in the section on the 

Pañcakālīcakra. Therefore, the author could intend for us to use a separate seventeen-

syllabled vidyā for each Kālī’s sequence. However, if he intended for only one version to 

be used, this would most likely be the form associated with Bhāsā which is the nine–

syllabled vidyā with its conjuncts split into seventeen syllables as will be described.  

It should be noted that this fivefold nyāsa of the nine and seventeen–syllabled vidyās 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 nyāsa and has incomplete instructions 

for the seventeen-syllabled nyāsa. Where the instructions are extant, these are also 

identical with those found in the KKA. 

After this, we have the ṣaḍaṅganyāsa, a practice highly prevalent to Buddhist and 

Hindu Tantras whose purpose is largely protective. The standard list of locations for the 

nyāsa 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 (diśāsu). In the Krama 

version, the deities deposited are goddesses whose names end with īśvarī and preceded by 

the seed syllable KHPHREM. This is followed by a vaktranyāsa in which another set of 

Īśvarīs, this time nine, are deposited on various facial features. Again, both the aṅga and 

vaktranyāsas 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 vaktranyāsa with the different animalian heads of Guhyakālī. This also 

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

Following the nyāsas, we have four dhyānas on the faces, implements, poses and 

seats of the central Guhyakālī and the Five Kālīs. 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 

arghapātra. The arghapātra 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 arghapātras are consecrated, the first being used for the  

11 ancillary cakras of the Nityapūjā and the second – known as the viśeṣārghapātra –  

is reserved for the five Kālīs. The KKA gives a list of materials out of which the vessel can 

be made. These are a human skull, conch shell, coconut shell214, 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 maṇḍala accompanied 

by the chanting of hrīṃ. With his two little fingers, the adept should rotate the vessel three 

times anticlockwise and clockwise chanting hrīṃ for the former and hūṃ for the latter.  

He should then draw the samayahṛdayavidyā215 at its centre, display the lelihamudrā 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 

Kālīs and which conclude their worship in the Pañcakālīcakras. He should then place a 

 
214 The term viśvāmitra 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 pātra 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. 

Maṇḍaloddhāravidhi 

Succeeding the arghapātra, we have one of the most challenging sections of the 

KKA known as the Maṇḍaloddhāravidhi. The maṇḍala 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 maṇḍala due to the use of code 

words. Just as problematically, the relationship between this maṇḍala, both conceptual and 

spatial, with the following cakras of the Nityapūjā 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 Pañcapīṭhacakra, we are told 

yathāpūrvottaramaṇḍale and preceding the Pañcavāhacakra, taddakṣamaṇḍale 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 maṇḍala is inscribed and the arrangement of the first five 

layers and the periphery of the maṇḍala. Having enchanted the space with mantras, a 

square of 36 aṅgulas should be installed on top of which one places an āsana. We can 

presume this āsana 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 (tadabhāvād 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 vīradravya which is a mixture of the pañcāmṛta with 
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seven additional ingredients216. Stemma B expands upon this mixture, adding ground 

camphor, saffron, deer musk, sandalwood and red vermillion. The maṇḍala is thereafter 

inscribed on to the paste with, according to Stemma B, a golden śalākā. 

 We then come to the core of the maṇḍala 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 

given the set of letters beginning with “a” and ending in “r” accompanied by the anusvāra 

(akārādirephāntaṃ sānusvāraṃ). This gives us 44 letters if we include “kṣa” to the list of 

consonants before the semi-vowels beginning with “l” (16 vowels including the anusvāra 

and visarga, 25 stops, kṣa and “y” and “r”) , the inclusion of “kṣa” being a convention in 

the Śaiva syllabary217. 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 Śaiva syllabary are deposited at the centre (madhye 

śeṣaṣaṭkaṃ) and at the very centre of those six comes “the letter passed down by tradition” 

(madhye pāramparyākṣaram). The remaining group of six are “l”, “v”, the three sibilants 

and “h” while the letter at the very centre should be the root vidyā of the cult, which is 

KHPHREM. Going by the remaining shapes in the maṇḍala, 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 Śaiva system218, often 

 
216 See Sanderson (2005), pp. 112 - 113 for the identity of these substances. 
217 See Törzsök (2016) for the development of the Śaiva syllabary and TAK, Vol. II, p. 152 for the 

significance of kṣa. For a discussion of the composition of this syllabary alongside its deposition, see Padoux 

(1978), pp. 68 and 82 - 83 
218 See for instance Vijñānabhairavatantra v. 24. 
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representing the enlivening force as the apāna, 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, sūrya 

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 (upadeśavarṇasahitaṃ). 

Even though the terms vahni/sūrya/soma cakras or the maṇḍalas of the three fires 

(maṇḍalatrayam) have common currency in Kaula texts, their exact meaning varies 

according to traditions and even within the same tradition219. We cannot be sure of the 

KKA’s intention for this terminology. We should note, however, that this terminology of 

the triple-fire maṇḍala recurs in the Svatantrasthiticakra where they refer to an eight-

petalled (agni) and two 16-petalled lotuses (soma and sūrya) containing respectively the 

eight ṛddhis, 16 Ānandacakra deities and 16 Mūrticakra 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 kṣecakra while KKA 2 calls it the khecakra, the latter perhaps 

being preferable as an abbreviation of khecarīcakra (the confusion of kṣa and kha being 

easily made in Newari script). A text that might provide insight into the appearance of a 

khecarīcakra as well as maṇḍalas of the three fires is the Kubjikāmatatantra (KMT) 

where the Khecarīcakra is the last and highest out of the Five Cakras of the subtle human 

body and is comprised of the maṇḍalas of the three fires embedded in one another.  

These three maṇḍalas contain multiple Khecarīs on the 24 petals of the sūryamaṇḍala,  

16 petals of the soma and 8 petals of the vahni. In addition, similar to the instructions in 

the KKA to draw these three maṇḍalas accompanied by letters, in the KMT, we have the 

 
219 See the entry for dhāmatraya in TAK, Vol. II 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 

maṇḍalas220. 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 (tadbahiḥ 

khecakraṃ). Finally, the maṇḍala is completed with a square and three circular cakras 

each in the cardinal directions of this square inscribed with four syllables each (jūṃ śrīṃ 

saḥ phaṭ; hūṃ hūṃ āṃ kroṃ; and hrīṃ oṃ kṣauṃ glauṃ).  

Viśeṣārghapātravidhi and the Pañcakālīcakras 

The Maṇḍaloddhāravidhi is followed by the listing of and instructions for orienting 

the Rakṣācatuṣka and the 11 Nityapūjācakras. 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 

(yoginīguruvīraśrīkālikātrayatriṃśādhikaśataikam) and by instructing us to prepare the 

viśeṣārghapātra alongside the gurumaṇḍala. For the viśeṣārghapātra, the adept is first 

told to chant the samaya and guhyasamayahṛdaya mantras. He then “brings about” 

(niṣpādya) a flame which is a heap of rays moving clockwise and anticlockwise with the 

syllable phreṃ and prepares the ritual ground with the syllable hūṃ. 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 pātra to consist of soma, sūrya, 

agni, vāyu and vyoman, he lays out five pātras representing each of these elements and 

worships them as follows: Soma in the North; Sūrya in the East; Agni in the South; Vāyu 

 
220 See Heilijgers-Seelen’s (1994) study of the cakras of the Kubjikāmata (pp. 161 – 180). Although this text 

is from a different Kaula tradition to the KKA, much material, especially maṇḍalic, is borrowed from it as 

we will show in our discussion of the KKA’s list of 24 pīṭhas. 
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in the West; and Vyoman in the Centre. The pātras are appended with the honorific 

amṛtapāda suggesting they contain the so-called pañcāmṛta of the Kaula. They are then 

worshipped for a second time, this time seen as the divine couple who commonly represent 

liquor, Ānandabhairava and Ānandabhairavī221, and three principal mantras of the Krama 

(the samayaḥrdaya, guhyasamayahṛdaya and mahāsamayahṛdaya). The adept then chants 

a 129 syllabled mantra222. Having worshipped the pātra again with the rudramantras and 

having perfumed it while chanting the mahāsamayahṛdayamantra, he concludes the rite 

by displaying five mudrās (śaṅkhapadmatarjanīvisphurākaraṅkinīmudrāpañcaka). 

Once the viśeṣārghapātra is prepared, the adept is fit to worship the Five Kālīs. We will 

only touch briefly upon the worship of the phases of the Five Kālīs since the arrangement 

of their cakras and visualisations are discussed at length in Ch. 2. Before the elaboration 

of these cakras, the sādhaka 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 āsana section of the Sanyāsadhyānavidhi while the mantra for the Bhairavaśiva seat is 

given here for the first time (phaḥ phuḥ phreṃ haḥ hūṃ phaṭ). Then comes a highly cryptic 

instruction to worship the goddess - probably the Supreme Guhyakālī in the form visualised 

earlier in the Sanyāsadhyānavidhi (pūrvoktadevīsvarūpam) - as flashing forth from the five 

maṇḍalas (most likely the maṇḍalas of the Five Kālīs) accompanied by the movement of 

letters (añjikākṣarasaṃcārapañcamaṇḍalavikaśatpūrvoktadevīsvarūpaṃ). Particularly 

problematic here is the seemingly meaningless term añjika recorded by all MSS. The compound 

which presumably furnishes more information on subsidiary components out of which this 

central Kālī is manifested is equally puzzling 

 
221 This deification of liquor contained in the arghapātra is a common phenomenon in Kaula practice and is 

recorded numerous times in the TA. See Sanderson (1995), p. 82.  
222 KKA 1 adds phaṭ svāha 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 Nityapūjācakras but 

some of these syllables have been lost or are corrupt. 
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(daśacakranavacakrasaptadaśākṣaranavākṣarasṛṣṭisaṃhāraprayogeṇa). As examined in 

Ch.3, the core Guhyakālīyantra of the HRT, MKS and PT do contain the central Guhyakālī 

surrounded by the Five Kālīs 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 Guhyakālīyantra 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 Guhyakālīyantra of the GNP (ff. 14r3 - 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 Kālīs beginning with the Sṛṣṭikālīcakra on the Eastern corner and 

ending with Bhāsā on the Northeastern. The sixth corner in the Northwest is occupied by 

the Kālikāstra whose identity we discussed in Ch. 2. The supreme Guhyakālī is at the 

centre of this hexagon and is encircled by the thousand-syllabled vidyā. 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 Guhykālī alongside letters may be conceived. 

Following this enigmatic section is the description of each of the Kālī 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 Kālī of that cakra. Then comes the 17-syllabled mantra and 100-syllabled 

mantra particular to that Kālī and the conclusion of the worship with the generic nine-

syllabled vidyā. The only divergence from this pattern is the instructions at the end of the 

Bhāsākālīcakra where a mantroddhāra is provided. However, as Sanderson has shown in 

relation to the KKA and four other texts223, this mantroddhāra is merely the code for the 

 
223 Sanderson (2007a), p. 83, fn. 160 and p. 279 
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17-syllabled vidyā specified earlier which is in the form of the nine-syllabled vidyā with 

its conjunct letters separated (ma-e-kha-pha-ra-ma-hā-ca-ṇa-ḍa-ya-o-ga-e-śa-va-ṛ). At the 

conclusion of the Bhāsākālīcakra, we are told to proceed on to Gurupaṅktyarcanavidhi. 

Gurupaṅktyarcanavidhi 

The Gurupaṅktyarcanavidhi 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.Viśvāmitra 2. Vasiṣṭha 3. Śrīkaṇṭha 4. Kuṇḍalīśvara 5. Śrīkrodha 6. Mīna 7. Tālāṅka 

The second list occurs in the Gurupaṅktyarcanavidhi itself and comprises the group 

to be installed onto the Gurumaṇḍala as follows: 

1. Anādigurunāthapāda 2. Śrīkaṇṭhanātha/ Śrīkalāmbā  

3. Bhīṣmabhairava/Bhīṣmabhairavī  4. Śivanātha/Ambā 5. Vīranātha/Candavīreśvarī   

6. Viśvāmitra/Cetanā. 7. Vasiṣṭhaguru/Arundhatī 8. Anantanātha/Kālakaṇṭhā  

9. Guhyasiddha/Rakteśvarī.  

These are described as the revealers of the Pañcacāmara, 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 maṇḍala 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 Gurumaṇḍala 

comprising the following five figures: 

1. Bhairava 2. Bhairavī 3. Yoginīcakra 4. Mīnanātha 5. Varadeva 
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In these lists, we find a mix between Vedic rṣis such as Vasiṣtha, Viśvāmitra and 

Durvāsas (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, Śrīkaṇṭhanātha224, 

Śiva’s manifestation on earth as a human guru to propagate the Mantramārga scriptures,  

is found. Likewise, in the second and third lists, Mīnanātha225, 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 Varadevanātha, one of the Rājaputras (prince) who propagate 

the lineage after Mīnanātha226 as well as the Yoginīcakra, most likely a reference to the 

clan of yoginīs helmed by Maṅgalā who passed the Krama teaching on to human teachers 

in the Uḍḍiyānapīṭha.   

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 

Vasiṣṭha precedes Viśvāmitra who both precede Śrīkaṇṭhanātha. 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 maṇḍala. 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 Pañcacāmara 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 Śaiva 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 Rājaputras are found as figures 9 – 20 in the Sthiticakra as seen in table 13 of Ch.2. Moreover, a 

chart of the Rājaputras and their details can be found in Dyczkowski (1988), p. 70. 



177 
 

 

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 Guhyakālīmaṇḍala 

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 Guhyakālīcakra 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) Śrīkaṇṭhanātha (eight disciples)  

2) Durvāsa (16 disciples) 3) Vyomeśadevī (15 disciples) 4) Vasiṣṭha (20 disciples)  

5) Andhaka (16 disciples) 6) Daśakanda (5 disciples) 7) Mīnanātha (three disciples)  

8) Hayagrīva (29 disciples). As we can see, four names match those found in other lists 

while four others are unique to this list. 

Mudrāvidhi and Jāpavidhi 

Following the worship of the Gurumaṇḍala comes the Mudrāvidhi. Here, the adept 

is told to display 54 mudrās to the goddess accompanied by their specific mantra. Since 

the mudrās are called astramudrā and they number 54, we can assume that they somehow 

correspond to the 54 hand implements of Guhyakālī and their mantras are also those said 

to accompany these implements in the Sanyāsadhyānavidhi. Only nine mudrās are listed 

here (daṃṣṭriṇī, lelihā, kapālinī, kālasaṃkarṣaṇī, samayakarī, vikarālā, bhramaṇī, 

kuṇḍalā and viśvakalā), 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 Jāpavidhi 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 (gopucchākāram).  

Or alternatively, the beads are made from other materials (pearl, rudrākṣa, crystal, lapis 

lazuli, coral, gajamuktā227, putrajīva 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 śakti 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. 

Dīpavidhi 

The next rite discussed is the Dīpavidhi, 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 

Dīpavidhi and Carukavidhi which will include instructions for the creation of lamps, 

piṇḍa, mudrā and bali offerings are given at this point is because these upacāras will be 

used in the complex rites that follow this section of the KKA, including the Cakrakrīḍā, 

Kumārīvaṭukārcana, offerings at the end of the Svatantrapañcakālīcakras and the 

Mahāśivarātri rites. Likewise, the Tarpaṇavidhi is described here since subsequent rites 

will often conclude with the libations (tarpaṇa) to satiate deities. 

 First, we begin with the lamps. These lamps in many ways resemble those in other 

Kaula contexts, including the Tantrāloka’s (TA) 29th Āhnika where the lamp is significant 

enough to be amongst the trirahasya (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 dhāman (earth) and arghapātra228). 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 ghee229. 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 mahāpaśupratinidhitvāt dīpacaror eva 

prādhānyam230), in the KKA, the flesh becomes an actual core ingredient of the piṇḍa 

offering on which the lamp is eventually placed, although the māṃsa mentioned here 

might refer to beef rather than human flesh. Likewise, the lamp is to be fed with cow ghee 

in TA 29231 while here, an option for the wick oil is human fat (naraghṛta), an ingredient 

which is no longer optional but essential when it comes to the lamps of the Mahāśivarātri 

(described there as mahātaila). The KKA therefore lays greater emphasis on the 

antinomian character of the dīpa. Indeed, Sanderson has noted the intensification of 

heteropraxy of the TA’s offering of lamps by other Kaula texts (Kaulāvalīnirṇaya, 

Sarvollāsatantra and Uttaracaruvidhāna)232. 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 trikaṭu (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 

mean round, since their roundness (vartula)233 is also mentioned in the TA. Then the red 

wick should be lit with oil made from either cow or goat ghee or human fat. I have understood 

the nara in the compound naragochāgaghṛtena to mean human fat rather than human ghee 

 
228  TA 29. 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 
233 TAV 29.72 
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as the production of the latter seems implausible while the lamps in the Mahaśivarātrividhi 

are described as lit with human fat (mahātailapradīptadīpāṣṭakaṃ). They are then sprinkled 

with liquor. The compound madyāstreṇa 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 piṇḍa ground with flesh and 

its fluids (māṃsarasamarditapiṇḍa) and containing a list of rare ingredients that include 

three parts camphor, musk, aloe and siṃhanāda (a type of guggul used in āyurvedic recipes) 

mixed with human, cow, goat, buffalo and rhinoceros semen. He should then light this 

piṇḍa with the flame of the lamp and place each lamp on top of one of the five piṇḍas.  

He should chant the 17-syllabled mantra234 five hundred times while stabilising the container for 

the piṇḍa and lamps atop his head235. Once the chanting is complete (samāptau), he should 

move in a circle five times anticlockwise. Each time, he places a pair of piṇḍa and dīpa 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 

mudrā and bali offerings are made. These will be paired with the lamps and piṇḍas.  

The caru/caruka is usually understood as “a rice offering, which is then rendered more 

powerful through the addition of impure substances such as human flesh, meat and wine”236. 

It is possible that the five carukas in the KKA are known as mudrāpañcakam because  

 
234 The reason for seeing this unnamed vidyā as the fivefold 17-syllabled mantra particular to each Kālī is 

account of the qualification dīpavat (“as with the lamps”) after the instructions for the chanting of this now 

mentioned mantra before the installation of the piṇḍas. 
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. III, p. 595 
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the base with which the impure/more rarefied ingredients is mixed is made from grain, 

mudrā being a common Tantric code for grain and cooked grain being one of the 

admissible primary ingredients for this offering237. The adept is instructed to create these five 

offerings from a mixture of various meats, fish, foods, clarified butter, sesame oil, kaṭu238, 

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 Kālīs and then 

installs them in the same way as the lamps (dīpavat). He does so by first chanting the five 

100-syllabled mantras. Once complete, he then moves in a circle, this time clockwise, 

placing the mudrās 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 (carukoddhṛtena), 

possibly meaning small pieces of bali are broken from the piṇḍa and mudrā. 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 Gaṇeśa alongside his consort, 

who is described as an elephant in rut surrounded by the buzzing of a group of bees 

(bhramarālijhāṅkāronmatta). The second mantra is to Vaṭuka who is described as having 

flying tawny locks with wild laughter and drunk on liquor. This is followed by the offering 

to the Bhūtas, Yoginīs, Mātṛs, Ḍākinīs and the goddesses of the Pañcavāhacakra (Khecarī, 

Dikcarī, Gocarī, Vyomeśī and Bhūcarī who is here called Bhūtapatnī). The peculiarity of 

this mantra is it ends with krauṃ instead of the traditional svāhā found in the other mantras. 

Finally, comes the mantras to Kṣetrapāla. It should be noted that the offerings are oriented 

to face the deity to which they belong as denoted by the preposition agre. Moreover,  

 
237 TAK, Vol. II, 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). 

Tarpaṇavidhi 

After this comes the Tarpaṇavidhi. 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 Kālīs 

in sequence with his five fingers beginning with Sṛṣṭi associated with his ring finger and 

ending in Bhāsā 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 Kālīs is a common one and is found extensively in the GNP. In 

this text, following the installation of each Kālī cakra, two fingers are used to worship 

each Kālī, the two thumbs for Bhāsā, the two forefingers for Anākhya, the two index 

fingers for Saṃhāra 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 yoginīs. He imagines the five Kālīs as one and recites the samayavidyā 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 Bhāsā. 

Following this comes instructions that are somewhat cryptic (trikūṭīṃ dhyātvā parāṅmukham 

arghaṃ dattvā). I 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 



183 
 

 

while placing it downward is left unanswered. He then enjoins all deities in Bhāsā.  

He thus imagines each of the five Kālīs dissolving into the succeeding Kālī sequence until  

we reach Bhāsā. The description bhāsā bhāsāyām indicating that Bhāsā is absorbed into 

herself is confusing and seems to be an explanatory statement that since there are no 

further Kālīs for Bhāsā to be absorbed into, we should see her merging with the central 

Guhyakālī (bhāsā guhyakālyām eva). Meanwhile, the puzzling ekadhā, dvidhā etc. after 

each Kālī 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 Sṛṣṭi and is increased by one for 

each following dissolution. 

Cakrakrīḍāvidhi 

Vimalaprabodha now gives us instructions for one of the lengthiest and most 

important rites, the Cakrakrīḍā or orgiastic worship. This is carried out by inviting groups 

of worshippers of different classes to a site occupied by human yoginīs. 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 KKA’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) vīras, bhairavas, nāthas, kṣetrapālas, bhūtas and ḍamaras who 

are said to dwell in all the various categories of sacred sites 2) a reconfiguration of the 

Pañcavāha deities so that they become six by excluding Vyomeśī and including Mantracarī 

and Vidyacarī (these are said to dwell in the cakras of worship) 3) the central goddess here 

called by her archaic names Caṇḍayogeśvarī and Saṃkarṣaṇakālī who is said to occupy 

the cult’s maṇḍala and embodies its vidyās 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. 

Kumārīvaṭukārcanavidhi 

Vimalaprabodha instructs those who are unable to carry out the cakrakrīḍā to 

undertake worship of Kumārī and Vaṭuka, the source for which he claims is a now lost 

scripture known as the Haṭṭa239 preached by Śrīkaṇṭhanātha. The worship of Kumārīs was 

a pervasive practice as seen through the references and descriptions of this worship in 

multiple scriptures, especially those of the Kubjikā tradition240. The sādhaka summons the 

Kumārī and Vaṭuka 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 Kālas on the Kumārī seat and the sun, moon and 

fire lotuses on the Vaṭuka seat. The Five Kālas on the Kumārī seat evidently refer to the 

Five Brahminical deities at the base of Guhyakālī’s throne but the identity of the triple fire 

lotus is not entirely clear. As already noted in the Maṇḍaloddhāravidhi, 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 Ānandacakra, Mūrticakra and 8 ṛddhis. 

The adept proceeds to worship the two with the ānandakūṭa mantra 

(hasakṣamalavarayūṃ) 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 Kumārī and the 

Pañcapīṭhas (cakra 1) in front of Vaṭuka 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 Śrīhaṭṭa, 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 Śākta 

Tantra worship. 
240 TAK, Vol. II, pp. 115 - 116 
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(possibly the bali whose method was prescribed earlier), Vaṭuka being propitiated through 

the sequence of the 11 Nityapūjācakras that precede the 5 Kālīs and Kumārī with the 

cakras of the 5 Kālīs. Then comes an elliptical statement (kālāgnirudrasthāne sthirīkṛtya) 

which translated literally means “having stabilised/fixed (them) in the place of the 

kālāgnirudra (the toe)”. Given that a similar prescription is found in the Jāpavidhi in 

which the adept is told to imagine his body from the toe upwards pervaded by śakti 

(kālāgnirudrasthānād yāvac chivāyatanaṃ śaktijvālāprakāśitaṃ mantranāḍikāsvarūpaṃ 

dhyātvā), we might propose an analogous interpretation here. It is possible that the adept 

should imagine Kumārī and Vaṭuka 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 

Dvīpamata, states the benefits of the Kumārīvaṭukārcana. It is said that the specific fruits 

derived from worship of Vīras, Bhairavas and Siddhas are also received by worshipping 

the Kumārīvaṭuka. This is because Kumārī is Kālī and Vaṭuka is Bhairava while all cakras 

are pervaded by their emanations. 

Prāyaścittavidhi 

Vimalaprabodha then proclaims the method for vidhilupta (transgression in practice) 

spoken of in a text known as the Rājeśvara241 in order to make amends for a defect in ritual 

due to the complacency of the sādhaka. The worship should be performed where there is a 

lone tree, lone liṅga, cremation ground, the confluence of rivers242 or in front of a sacred 

scripture243. 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 saṃgama 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 I understand vidyāpīṭha as sacred scripture since worship in front of book on various occasions is known 

as Vidyapīṭhapūjā. See TAK, Vol. III, p. 488. The compound kramāgre, however, is more ambiguous and has 

not been understood by me. 
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alluded to in Ch. 3 – the drawing of a maṇḍala on purified ground and the deposition of 

elements of this maṇḍala onto the worshipper’s body parts. The arrangement of the 

maṇḍala, as far as I can ascertain, is from the centre as follows: 

1) Black seeds. It is possible to understand the Five Kālīs as located on these seeds 

since we are told in vv. 9 – 11 of the Prāyaścittavidhi to worship these Five beginning with 

the Raśmis, which is another name for Kālīs of the Bhāsācakra, followed by the sequence 

of Sṛṣṭi to Anākhya after one has worshipped the Five Kālāsanas who are located on the 

lotus’s pericarp. Since the location of the Five Kālīs in the maṇḍala is not given while the 

seeds, which are the central–most element of the maṇḍala, remain unoccupied, it is highly 

likely that they are located here. 

2) A yellow pericarp comprised of the Pañcakālāsanas. 

3) Top, middle and lower filaments that are white, yellow and red occupied by the 

four vedas, four pīṭhas of the Kaula inhabited by their resident goddesses (Uḍḍiyāna with 

Chippiṇī, Jālandhara with Dhīvarī, Pūrṇagiri with Pulindī and Kāmarūpa with Ḍombī) 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 gādīn in v. 9ab.  

One interpretation is this compound could be an abbreviation due to metre for yugādīn.  

The yugas are commonly paired with the pīṭhas in other maṇḍalas 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 Rakṣācatuṣka since ga according to lexicographers244 can mean 

Gaṇeśa, thereby causing gādīn to mean “the group which begins with Gaṇeśa”, Gaṇapati 

 
244 See entry for ga in Monier-Williams Dictionary. 
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being the first out of the four guardian deities worshipped as the Rakṣācatuṣka (see table A 

in Ch.2). A final interpretation is to see gādīn as a shortened form of ṛgādīn due to the 

constraints of metre in which case it would correspond to the later compound vedapīṭhakaṃ, 

giving the sense that the four pīṭhas and vedas ‘beginning with the Ṛgveda’ 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 kṣetras which are 1) Prayāgakṣetra occupied by Veśyā 2) Vārāṇasī with 

Śauṇḍinī 3) Kollāpura with Kaivartī 4) Aṭṭahāsa with Khaṭṭikī 5) Jayantī with Rajakī 6) Caritra 

with Chippikā 7) Ekāmra with Kandukī 8) Devīkoṭa with Kośaṭī. 

 4.2) The upakṣetras which are 1) Viraja inhabited by Ambikā 2) Eruḍa by 

Agnivaktrā 3) Hastināpura by Piṅgākṣī 4) Elāpura with Kharānanā 5) Gokarṇa with 

Gokarṇī 6) Marūka with Maṇī 7) Śrīnagara with Vetrā 8) Pūṇḍavardhana with Cāmuṇḍā. 

 4.3) The saṃdohas which are 1) Purastīra inhabited by Prasannā 2) Pṛṣṭhāpura 

by Vidyunmukhī 3) Kulūta by Balā 4) Sūrpāra with Brahmānanā 5) Kṣīrika with 

Lokamatā 6) Māyāpurī with Kapilā 7) Āmrātikeśvara with Maṇī 8) Rājagṛha with 

Bhagnanāsā. 

5) Eight doors presided over by the eight dikpatis starting from Indra in the East 

respectively coloured red, flame-coloured, black, dark (nīla), dark (śyāma), grey, pale 

(pāṇḍu) and white. 

6) On the outer enclosure of the maṇḍala is a black protective line 

(prativāraṇarekhāṃ) with golden gopuras with red borders. 
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An additional, eight doors representing the gateways to the pīṭhas, upapīṭhas, 

kṣetras, upakṣetras, saṃdohas, upasaṃdohas, melāpas and upamelāpas are also worshipped. 

The locations of these on the maṇḍala are not given so their worship could be purely mental. 

Following the drawing of the maṇḍala, the adept then installs the 28 sacred sites 

found in the pericarp (four pīṭhas) and the lotus petals of the maṇḍala (the 24 kṣetras, 

upakṣetras and saṃdohas) on his body parts. He starts with the four pīṭhas on his face in 

an order that is different to the way they are listed in the maṇḍala beginning with Kāmarūpa 

on his two eyes and ending with Uḍḍiyāna on his two ears. This is followed by the installation 

of the eight kṣetras, 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 (kṣetra, 

upakṣetra and saṃdoha). The kṣetras are placed on the body parts beginning with Aṭṭahāsa on 

the crest of his head and ending with Śrīpīṭha on his two shoulders. After these are the 

upakṣetras starting with Viraja on his throat and ending with Pauṇḍa/Puṇḍavardhana on 

his left testicle. Finally, he installs the Saṃdohas which start with Purastīra on the left 

shoulder and end with Rājagṛha on the left ankle.  

Among the kṣetras in the nyāsa, Ujjayinī/Ujjainī245 (5) and Śrīpīṭha (8) replace 

Ekāmra and Devīkoṭa from the maṇḍala. For the upakṣetras, we have Alaṃpura (11) 

instead of Hastināpura, although these could be synonymous. Meanwhile, Kuṇḍakeśi in 

the nyāsa for the saṃdohas replaces Kulūta. There are also a few variants in spelling 

between the two lists which are clearly to be taken as identical sites (Pauṇḍa/Puṇḍa and 

Supara/Saupāra 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 maṇḍaloddhāra and nyāsa sections of 

 
245 This is found with the variant spellings Ujjenī and Ujjanī in KKA 1 and 2 respectively. 
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this chapter as suggested by the epilogue of the Prāyaścittavidhi discussed later. A list of 

24 sacred sites whose composition is largely similar to the two groups found in the KKA’s 

Prāyaścittavidhi is a prevalent feature of Kaula literature. In the notes to his edition of the 

Kumārikākhaṇḍa of the MBT, Dyczkowski has closely compared seven texts containing 

the 24 sites – the MBT, Jayadrathayāmalatantra, KMT, Kularatnoddyota, Śrīmatottara, 

Ṣaṭsahasrasaṃhitā as well as the two versions (maṇḍala and nyāsa) 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 

interested can refer to Dyczkowski (2009)246 in which an analysis of sources that also 

contain 24 as well as the full 64 sacred sites, including the KKA, 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 pīṭhas appear as part of the 

Pīṭhastava (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 yoginīs of the sacred sites has been touched upon in our section on the colonisation of 

orthodox iconography. It should be further added that the KKA 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 yoginīs 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 II, pp. 421 - 445 
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the eight dikpatis. These eight are the same as the yoginīs who are residents of the kṣetras 

in the KKA but they are not labelled under the category of kṣetra in the KMT. In spite of 

this, the remaining 16 yoginīs of the KMT are no longer assigned hand implements in 

accordance with the dikpatis. Moreover, most of the KMT’s 24 yoginīs 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 KKA 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 yoginīs in Ch.3. 

As for the function and the method of carrying out this pīṭha worship, we can again 

compare the KKA with the KMT. For certain texts, these pīṭhas and their nyāsa are 

incorporated without any reference to prāyascitta 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)247. However, the KMT shows that the expiatory nature 

of these pīṭhas must have been pan-Kaula. Thus, the context for the proclamation of the 

Pīṭhastava in the KMT is Kubjikā’s question to Bhairava as to how a sādhaka who has 

caused the maṇḍala of the tradition to become defective as a result of his complacency and 

thus is plagued with obstacles should become pure again.248 The same reasoning is to be found 

in the Kumārikākhaṇḍa of the MBT (16.24 – 27) whose pīṭha worship mirrors the KMT’s. 

After the stava, the expiatory results of the pīṭhas are again emphasised by the KMT which 

states that even those joined with heinous sins (yukto’ pi pātakair ghorair) may be 

esteemed again249. 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 

 
247 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 (samayacyutaḥ) or defectiveness in mantra recitation 

(mantrācāravilupto’ pi). Arguably, the KMT and the KKA show that the Kaula draws on 

the more ancient and pan-Hindu traditions of tīrthayātrā 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 (sādhakasya śuddhir bhavati. abhīṣṭaphalalābho bhavati). We are not told 

what this “desired fruit” that the sādhaka 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 abhīṣṭaphala in our text.  

This list is enumerated more extensively still in the Kumārikākhaṇḍa (16.30 – 16.37) and 

Ṣaṭsahasrasaṃhitā 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 maṇḍala for the 24 sacred sites found 

in the KKA with the versions of the KMT and Ṣaṭsahasrasaṃhitā, the latter two being 

largely similar. Several differences exist in the versions presented by the KKA on the one 

hand and the KMT/ Ṣaṭsahasrasaṃhitā on the other. Firstly, according to the KMT  

(22.55 – 58) and Ṣaṭsahasrasaṃhitā (34.63-68), the 24 sites are distributed into groups of 

six, each located at the cardinal directions of the maṇḍala. 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 kṣetras, 

upakṣetras and saṃdohas, 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 maṇḍala. Thus, the centremost space of the 

maṇḍala - the seeds – is occupied by the Five Kālīs replacing the pīṭha of Hiraṇyapura 

which is at the centre of the maṇḍala in the two Kubjikā texts. After this comes the inhabitants 

of the pericarp also exclusive to the KKA -  the Pañcakālāsanas or deities at the base of 

Guhyakālī’s throne. The two known groups in the lotus’ filaments – the four principal 

sacred sites (Uḍḍiyāna, Jālandhara, Pūrṇagiri and Kāmarūpa) and the four vedas –  

are likewise absent from the KMT’s pīṭhamaṇḍala. These four principal sites, however, 

are found in the Ṣaṭsahasrasaṃhitā whose maṇḍala is more elaborate than the KMT’s.  

In this Tantra, they are arranged on the sides of a square enclosing the maṇḍala’s centre. 

Missing from the two Kubjikā versions are also the eight guardian deities present in the 

KKA who are placed at the maṇḍala’s doors which are coloured according to their 

compass points. Finally, the Kubjikā versions of this rite prescribe ritual paraphernalia 

missing from the KKA. In the two Kubjikā Tantras, lamps are installed in the locations of 

the 24 pīthas in the outer rim of the maṇḍala while a jar is placed at the centre250. All of 

the above differences prove that although the KKA may have been deeply influenced by 

the Paścimāmnāya 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 nyāsa of the 24 sites ends with the chanting of the 24 Pīṭhaślokas 

learnt from the mouth of the guru. This is likely a reference to the versified list of pīṭhas 

known as the Pīṭhastava in the KMT. The KKA also provides an alternative to the 24-fold 

 
250 See Ṣaṭsahasrasaṃhitā 34.125b – 26a and KMT 22.58b -59. 
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nyāsa in the form of the worship of all 64 sites followed by their extolment in ślokas. 

Presumably, these sites are those that will be enumerated in the Svatantrasthiticakra. 

Although no ślokas are articulated in the KKA, an idea of them can be gained from the 

hymn praising 64 sites found in Kumārikākhaṇḍa 251. A more cryptic element is the 

statement that the rewards of the rite will be reaped after the cakrakrīḍā (cakrakrīḍānte).  

I interpret this to mean the enactment of the Cakrakrīḍāvidhi 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 Ṣaṭsahasrasaṃhitā’s rite where the adept offers 

blessings then begins to “play” (krīḍāṃ samārabhet), attracting the yoginīs and their 

consorts who possess their human hosts252. The ṭīkā to this passage makes it evident that 

this play is a sexual one. The interpretation that ritual intercourse should complete the 

Prāyaścittavidhi 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 Mahāśivarātrividhis.  

Finally, in the concluding verse (v. 14), the KKA tells us its source for this rite is 

the fourth ṣaṭka of the Jayadrathayāmalatantra where we also find a pīṭhanyāsa. 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 pīṭhas in this section with the Jayadrathayāmalatantra’s list closely 

corresponding to the second, nyāsa list but not the first maṇḍalic one, which is possibly based 

off the text known as the Rājeśvara mentioned at the beginning of this section. Moreover, in 

spite of its proximity to the KKA’s nyāsa 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. II, Part II, p. 423. 
252 Ṣaṭsahasrasaṃhitā 34.127 – 129 and ṭīkā as well as the interpretation of this as sexual in Dyczkowski 

(2009), Vol. II, Part II, p. 341, fn. 184. 
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the Jayadrathayāmalatantra’s list or at least a recension/version of this Tantra divergent 

from the one now available to us was used by the KKA.  

Tattvopadeśavidhi 

Following the Prāyaścittavidhi, Vimalaprabodha introduces the Tattvopadeśavidhi, 

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 Bhairavāgamas. 

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 (nāsti) and that which is 

distinct (vyatiriktam); the supportless, that which is with support and that which is other; 

presence (bhāva), absence (abhāva) 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 5cd – 7cd. However, there is very little sense I 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 Kālī on account of her relationship with the notion of “parts” 

(kalā) since she is both partless (akalā) and that in which parts are absorbed (kalasaṃlīnā). She is 

called Saṃkarṣaṇī (dragging/drawing out) since she draws one to the supreme state 

(ākarṣayet paraṃ sthānaṃ). She is known as Parā because she rests at the highest point of 

the subtle body (dvādaśānte sthitā). 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 Kālī. 

Samayaguṭikāvidhi 

In the Samayaguṭikāvidhi, the adept creates a pellet which ensures the success of 

the pledge-holders’ activities (samayācāra), the purification of the arghapātra and unspecified 

benefits for the sādhaka. The use of pills or pellets, known variously as vaṭikā, guṭikā or 

guḍikā, 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 

distances253. 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 arghapātra 

similarly made from antinomian substances254. In the case of the KKA, a total of 16 ingredients 

are given. The first five ingredients are denoted through codes corresponding to the names 

of the Pañcapretas (Sadāśiva, Īśvara, Rudra, Viṣṇu and Brahmā). As Sanderson has shown 

with reference to the Ūrmikaulārṇava 3.75c -78255, the substances meant by these five 

deities are the pañcāmṛta 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 (rocanā), 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 

(pañcādikevalāntam). However, the significance of this division is unclear to me as well as 

 
253 See TAK, Vol. II, p.198  
254 Sanderson (2007b), p. 287, fn. 178 
255 Sanderson (2005) p. 112 



196 
 

 

the connotation of the compound “pūrvamānavat” (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 vaṭikā, all defects in ritual will be neutralized. After this,  

the instructions again become cryptic, we are told to offer siddhavṛttāmbu (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 (pānta 

according to KKA 2) or vessels (pātra according to KKA 1) are mixed with meat.  

We cannot be certain whether these drinks/vessels are synonymous with or contain the 

siddhavṛttāmbu and why they are multiple in number. Moreover, we can only posit the 

relationship between this siddhavṛttāmbu and the pellet including whether the pellet is 

dissolved in this liquid. Then comes an instruction for the substitution of ingredients 

compounded as rudrādityakasturī with whatever one wishes in the case of their absence. 

Rudra is the code for blood but the identity of āditya is unknown to me. 

Niśāṭanavidhi and Mahācaturdaśīvidhi 

The next three rites after the Samayaguṭikāvidhi are the three most important 

naimittika rites of the KKA and arguably the most complex (Pavitrakavidhi, Damanakavidhi 

and Mahāśivarātri). They are also the subject of the Parvatrayavidhāna 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 Niśāṭanavidhi. The KKA 

tells us that its Niśāṭanavidhi (Method for Night Roaming) is proclaimed in the (now lost) 

Mahārthakramabheda. 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 

candrasūryābhyām instead of the genitive candrasūryayoḥ with grahaṇe). 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 Brahmā and Viṣṇu (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 liṅga that is devoid of the triśūla and bull. The liṅga’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 (pañcaśatika) until the 

(end) of the third watch of the night. It is unclear whether these five mantras are the five 

Kālī samayavidyāmantras (each of one hundred verses) that conclude the worship of each of 

the five Kālī cakras or some other mantra. It is said that the site of niśāṭana worship is 

perfected for the sake of manifesting a bhūcarī256 who arrives in human form. The term 

bhūcarī is likely used here generically to mean a divine yoginī who roams the earth.  

The adept, keeping in mind that there will be trouble if she (bhūcarī) is not manifested, 

should constantly recite (the mantra) until she arrives. If she is present, she should be 

persistently desired257. The rather loose term kāmayet is used but could indicate that  

he should seek out sexual union with her as is the common culmination of such meetings 

with yoginīs. Having roamed about enjoined with this perfected being, he will receive the 

divine union (divyamelāpaka). Presumably, this divine union is the meeting of groups of 

divine beings such as siddhas, yoginīs, ḍākinis and bhūtas commonly found in Śākta Tantras258 

from which the human worshipper can attain siddhis and receive revelatory knowledge259. 

The next rite follows on from the Niśāṭana and appears to describe what occurs 

once the adept has joined the divine melaka/melāpa. Participation in this circle is said to 

take place on the 14th night of the dark fortnight of Āśvina. The last step of the previous 

rite is repeated here when the KKA states that the adept roaming with “her” (“tayā” denoting 

 
256 The bahuvrīhi agreeing with bhūcarī should have the reverse word order “saṃsiddhasthānā” (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. 
257 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/melāpa. 
259 See TAK Vol. III, p. 568 (entry for priyamelāpa). 
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the bhūcarī of the previous rite) by means of this previously prescribed method (pūrvayuktyā 

referring to the method of aṭana 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 yoginī 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 

mahāmāṃsavikraya (barter in human flesh) in relation to vetāla 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 Siddhayogeśvarīmata and Svacchandatantra and secular 

works such as Bhavabhūti’s Mālatīmādhava260. In fact, in the Siddhayogeśvarīmata,  

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 14th night of the dark fortnight and the sādhaka is 

adorned in a similar way to the KKA’s prescription, described as naked with hair unbound. 

The appearance of the yoginīs is also brought about by the repetition of a mantra, here the 

Parāparā 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 yoginīs 

through night wandering (niśāṭana) 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 karmagaṇam to mean the 

additional tasks demanded by the yoginī of the adept. Another source discussed by Dezso 

 
260 Dezso (2010), p. 397 
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concerning mahāmāṃsavikraya is Uddyotana’s Prakrit novel, the Kuvalayamālā. 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 offered261. This hints at some of 

the additional “tasks” the KKA might have had in mind. 

Dravyagaṇavyavasthā 

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 (bhakṣya). The KKA tells 

us that these are to be used for all types of rites (nitya, naimittika and kāmya). Törzsök 

briefly discusses the eight dravyas but not the peyas and bhakṣyas in her entry for 

“dravya” in TAK as follows: 

“The dravyas are the following: onion (palāṇḍu, for palāṇḍa ms.), garlic (laśuna), 

small red onion or garlic (?gṛñjana, for gṛja ms.), lambuṣa (? = alābu, a sort of gourd), 

nutmeg or cloves (?lava), tarkvasāṃ (?), menstrual blood (?vāmāpuṣpa) and puṣpabandha 

(something related to menstrual blood?).”262 

As we can see, many of the ingredients have unclear meanings. We might add that 

KKA 2 supplies a reading which confirms Törzsök’s emendation of palāṇda to palāṇḍu 

(the MS available to her is KKA 1). Then comes the list of liquids which is easier to 

interpret and is as follows: urine (śivāmbu), wine (surā), blood (rakta), liquor (madya), 

human fat (mahātaila), sīdhuka (spirituous liquor distilled from molasses), mixed male 

 
261 Ibid., pp. 410 - 411  
262 TAK, Vol. III, p. 106 
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and female seminal fluids (kuṇḍagolodbhava) and semen (śukra). 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 (surā, madya and 

sīdhuka) rather than listing just one term to cover all types gives an insight into how 

different alcoholic beverages must have had different connotations263. The last list of 

ingredients is the so-called edibles and comprises fish, meat, mahāgottha 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 mahāgottha/goccha is 

unclear to me. Moreover, all ingredients should technically be proscribed substances and 

since sthalajā and kaśmīraja 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 

(grahyā), 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: mātaṅga outcaste, 

collyrium girl (karjjalī), butcher (śauṇḍī264), barber (kaṇḍukī265), a leather-worker (carminī), 

liquor-seller (dhvajā), a dyer (chippī266) and courtesan (veśyā). 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 

(kṣetras). 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 Chippī in TAK, Vol. II, p. 258. 
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the eight kṣetras found earlier in the KKA in the Prāyaścittacakra. However, a few of the 

names do align while some others appear as the resident yoginīs of other sites amongst the 

64 pīṭhas listed in the Svatantrasthiticakra. Thus, Śauṇḍī/ Śauṇḍinī is the resident deity of 

Vārāṇasī (kṣetra 2), Kaṇḍukī is the yoginī of Ekāmra (pīṭha 6) and Veśyā inhabits Prayāga 

(kṣetra 1). Variants of the name Chippī – Chippikā and Chippinī - appear as the resident 

deities of Caritra (kṣetra 6) and Uḍḍiyāna (mahāpīṭha 1) respectively while Mātaṅgī is the 

yoginī of Ekavīra (pīṭha 41).  

Another list of deities in the KKA to contain many of these names is the 

Jñānasiddhacakra (cakra 6 of the Nityapūjācakras) where we find Śauṇḍī (deity 2), 

Kaṇḍukī (deity 4) and Mātaṅgī (deity 9). Moreover, the Cakrakrīḍāvidhi of the KKA 

includes some of these names in the uttamayoginīkula, a list of 16 yoginīs who should be 

invited to the rite. These are Mātaṅgī, Śauṇḍī, Carminī, Dhvajā, Chippī and Veśyā. It should 

also be noted that the eight yoginīs found in TA 29’s section called the Navayāga as 

elaborated by Jayaratha is very similar to the KKA’s list. The Navayāga is the ritual in which 

eight deities each associated with a kṣetra are installed in a circle around Cakriṇī (the potter) 

as part of the worship associated with the Krama phase of Sṛṣṭi 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 (Kaṇḍukī, Chippī and Veśyā) are replaced by Kārmukī, 

Asthividāriṇī and Dhīvarī267. 

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 (vīrakṣetre) 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 sādhaka in a number of rites, especially the Niśāṭanavidhi and Mahācaturdaśīvidhi. 

The adept and his consort should worship268 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 Mīnamaṇḍala269, 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 Mīṇamaṇḍala is not obvious but Mīṇa could be an abbreviation of Mīṇanātha, the 

progenitor of the Kaula teaching in which case the couple might imagine themselves surrounded by the 

Kaula lineage of siddhas and nāthas. 
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Chapter 5 

An Analysis of the Three Last Rites of the KKA  

in light of the Parvatrayavidhāna 

In this chapter, I will examine Vimalaprabodha’s treatment of three rites -  

the Damanakapūjā, Pavitrārohaṇa and Śivarātripūjā. These are the three naimittika rites 

described in the greatest detail in the KKA, clearly rendering them the most significant out 

of the five (the other two are the Niśāṭanavidhi and Mahācaturdaśīvidhi). 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 Śaiva authors as to whether the 

above three rites were regarded as nitya or naimittika. For some Śaiva ritualists, there was 

the further qualification that the term naimittika applied to rites that were obligatory but  

“for which there is no fixed schedule”270. For this reason, Jñānaśambhu classified the 

Pavitrārohaṇa, a rite with a fixed annual date, as a nitya rite271. However, the view that 

rites such as the pavitraka are naimittika as per Vimalaprabodha’s definition are by no 

means rare in Mantramārgic literature272. 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. III, p. 336 
271 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. III, p. 337 and 338 which cite the Īśānaśivagurudevapaddhati and Somaśambhu 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 Kramodghāta for the Damanaka;  

the Kharapucchāgama for the Pavitraka; and the Kaulakalmala273 for the Mahāśivarātri.  

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” 

(ākṛṣṭa) by Vimalaprabodha. To this are added the descriptors of the author also found in 

the KKA denoting that he is an ascetic (paramahaṃsa) and naming his guru as Alakācārya 

(śrīmadalakācāryacaraṇavallabha), 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 uttarāmnāyavedinā, a title also found as a descriptor of Vimalaprabodha at 

the end of the Nityapūjā 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 Paścimārcanapaddhati whose colophon has been discussed 

gives us a tentative date of the 13th 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 

Mahāśivarātrividhi 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 Śivarātri 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 pavitrāropaṇa/pavitrārohaṇa 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”274. 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 Śaiva 

one with its early appearance in the Śaiva canon being in the Kiraṇatantra (pre-10th century) 

and Mohacūḍottara according to Goodall275.  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 undertaken276, 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. III, p. 416 
275 Goodall (2019), p. 395 
276 The most extensive study and translation of the Tantric Śaiva version of this rite is found in Brunner’s 

edition of the SP which will be discussed below. However, for a treatment of the Pāñcarātra version of the 

Pavitrakavidhi, see Hikita’s (1991) annotated translation of Chapters 14 - 15 of the Sāttvatasaṃhitā. 
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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 Kharapucchāgama, the 6,000 versed scripture, for the sake 

of the worship of Kālikā. The worshipper is told to make a pavitraka after obtaining a new 

nine-fold thread277 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 

devyadhivāsana pavitraka, should have 9 cords, each cord containing 1 knot and of  

9 finger-lengths. The second, the sarvadevyadhivāsana 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” (dvitīya) 

pavitraka should have 234 cords, 13 knots and be 13 finger-lengths. The “third” (tṛtīya) 

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 sarvadevadevī 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 aṅgulas for the first two pavitrakas  

are nine and five which possibly refer to the nine central Kālīs of the Bhāsācakra (the eight 

Raśmis and the central Bhāsākālī) and the five core Kālīs 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 Kālīs in the Krama, 

namely five, 13 (the number of Kālīs as per the conventional Anākhyakālīcakra) 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 Kālīs of Anākhya as found in the Svatantrānākhyacakra).  

The number of cords for the prathama, dvitīya and tṛtīya 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 tṛtīya pavitraka. By doubling this, we reach 

the number of cords for the dvitīya 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 śrīkula pavitraka which has 81 cords, 

81 knots and is of 81 finger-lengths. Finally, the cakrakrīḍājana 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 7th suggesting that it can be 

worn by pledge-holders during the Cakrakrīḍā rite. 

After the creation of the pavitrakas comes the instructions for their adhivāsana. 

This is the practice of causing something to dwell overnight in order to invite deities or 

spirits to inhabit that object. The adhivāsana 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 samayahṛdaya 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 guhyahṛdaya mantra, he carries out the adhivāsana. I cautiously take the instruction 
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damanavidhānena pūjākrameṇa (“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 adhivāsana as was described in the Damanakavidhi 

(this will be elaborated by me later).  

The perplexing part of this step however comes with the compound 

ātmādiṣoḍaśadravya with ambiguity arising over why the mixed 16 substances should be 

qualified as “beginning with/such as the self”. A conjecture is that ātmādi 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 tarpaṇa. The time prescription for 

these offerings is ambiguous given the fact that sandhyāsamaye could refer to the break of 

dawn after the adhivāsana or the dusk that precedes the night on which the presentation of 

the pavitrakas is to take place278. The adept begins this presentation by perfuming the 

pavitraka with guggula mixed with skull powder and by uttering of saṭpīṭhavidyā279 

followed by the display of the yonimudrā. 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 (tarpaṇāntarāntareṇa). However, it is not entirely clear what the 

qualification ātmādikrameṇa indicates here280. Nonetheless, the practitioner is then 

enjoined to enact ritual intercourse (cakrapūjā) after which he should offer the 

kulapavitraka (the last category of pavitraka) with the samayahṛdaya mantra. It is thus 

 
278 By pavitrakaṃ kuryāt, the KKA most likely means the pavitrāropaṇa (the ritual of offering and 

installation of the pavitrakas) as opposed to the pavitrakādhivāsana or their creation which was the first step 

documented. 
279 The identity of this vidyā 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 

ātmapavitraka, a type that comes under the category of samayapavitraka, it is possible that the term 

ātmādikrameṇa 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. 
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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 Kharapucchāgāma 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 hṛdaya 

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 Śiva 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 absolute281.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 adhivāsapavitraka 

(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 adhivāsana  

of the cords. During this process we are told to chant the 108 syllabled hṛdaya mantra,  

to sprinkle liquid from the argha and then chant the samayavidyā followed by the mantra for 

 
281  TAK Vol. III, pp. 121 -122 
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adhivāsana. The point of confusion lies with the clause “adhivāsanapavitrakaṃ gṛhītvā” 

(having grasped the adhivāsana 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 adhivāsana. If we were to understand the compound as referring to only 

one category of pavitraka then this would mean the others do not undergo adhivāsana 

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 Śaiva texts split the 

pavitrakas into two categories – the śuddhapavitrakas which undergo adhivāsana and the 

gandhapavitrakas which do not dwell overnight but are offered on the day of the adhivāsana 

of the former282. 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 adhivāsana, and having perfumed (the cords), should carry out the offering of the 

pavitrakas. He first grasps the akula pavitraka, chants the samayavidyā 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 offerings.  

He then places a pavitraka on his own guru with the gurumantra, having offered dakṣiṇā 

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 mūlavidyā. He should then carry out 

kumārī worship and the worship of the pledge-holders (ritual participants). Having satisfied 

 
282 TAK Vol. III, p. 415 



211 
 

 

the pledge-holders, having created the caruka283 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 Āśvina and never in the bright half. If unable to do so,  

it should be done on such occasions as in Āṣādha. According to the PTV, the rite is proclaimed 

in the four different recensions of the Kharapucchāgama (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 Śaiva 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 adhivāsana. 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 Kharapucchāgama, 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 KKA’s proclamation 

that its version of the Kharapucchāgama 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 Kharapucchāgama 

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 Uttarāmnāya’s Pavitrakavidhi, this can be 

discussed by comparing it with other published pavitraka literature in the Śaiva canon.  

I use the examples of two Kaula versions as cited by Abhinavagupta in the Tantrāloka 

(28th Āhnika) and commented on by Jayaratha and a Saiddhāntika version found in the 

Somaśambhupaddhati (SP) for this purpose. The former two Pavitrakavidhis are drawn 

from the now lost Trika works, the Kularatnamālā and Triśirobhairava, and should at least 

provide a point of comparison within a similarly Śākta context. Somaśambhu’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 Saiddhāntika 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 Śiva is beseeched to forgive any 

faults. Likewise, the introduction to the Pavitraka rite in the Kularatnamālā version extols 

its purificatory power which is more powerful than ten crores of sacrifices (28.19).  

The Triśirobhairava 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 (samastakriyādoṣapūraṇeśa).  

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 KKA’s version where the adept is merely said to receive the fruits of the Pavitrakavidhi 

(pavitrakaphalam āpnotīti pavitrakavidhiḥ). This rather glaring absence could point to the 

fact that by the time this rite was popularised in the Uttarāmnāya, 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 Śaiva literature. As the TAK explains, amongst 

Śaiva literature, “the four-month period in which Viṣṇu is said to sleep is typically 

recommended, particularly the month of Āṣāḍha”284. This is similar to the prescription 

found in the SP where the 14th of the first fortnight of Āṣāḍha is the preferred date but the 

14th or 8th of any fortnight in Śrāvaṇa or Bhadra are also permissible (SP 1.2)285. As for 

the Kularatnamālā, 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 Āṣāḍha and Kārttika 

(TA 28.121 – 122) which corresponds to the traditional four month period. Meanwhile,  

the Triśirobhairava restricts the period to any day in a bright fortnight between Śrāvaṇa 

and Kārttika. 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 

 
284 TAK, p. 417 
285 See fn. 1, p. 6 of Brunner’s edition for preference for Āṣāḍha. 
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which prescribes the rainy season as the appropriate season chimes with the Kularatnamālā.  

It is interesting, however, to note that the PTV overturns the Triśirobhairava’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 Kṛṣṇā (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 Āśvina but permissibility of Āṣāḍha amongst other months – means it also 

subscribes to the cāturmāsya 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 (sūtra) is 

made with a ninefold thread (navaguṇīkṛtya). This is also the case with the SP where the 

cord is described as three threads tripled (triguṇaṃ triguṇīkṛtam) and also the Kularatnamālā 

(28.134b) and Triśirobhairava (28.152a) where the triplication of three threads is also 

mentioned286. This is of course inherited from the yajñopavīta which in its classical form, 

as Manusmṛti 2.44 tells us, should also be nine-threaded. Although the material for the 

pavitrakas in the Uttarāmnāya 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 adhivāsana. This is as opposed to some types of  pavitraka which are made 

out of gold or silver mentioned by the Kularatnamālā (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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Kularatnamālā, if not using precious metals, are silk, linen or cotton while the 

Triśirobhairava account lists 4 common fibres depending on the āśrama of the offerer287. 

With regards to the physical specifications for each category of pavitraka offering 

(the number of strings/cords as well as the aṅgulas 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 padādhvan and varṇas in the varṇādhavan while the third corresponds to the 

kalās of Sadāśiva288. These adhvans or paths are two amongst the six that will come to be 

known as the ṣaḍadhvan, 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” (kalādhvan) made up of 

mantra, varṇa and pada and the “pathways of space” (deśādhvan) comprised of kalā, 

tattva and bhuvana289. As for the number of knots for the principal pavitrakas in the SP, 

these correspond to the number of śaktis – nine or ten – in the Saiddhāntika system  

(SP 1.22 – 23). Likewise, the ṣaḍadhvan system plays an important role in determining the 

 
287 These four are pāṭṭasūtram, kauśeyam, kārpāsam and kṣaumam. 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 āśramas (cāturāśramikāṇām) interpreted by Jayaratha to mean the four classes of initiates (putraka, 

ācārya, sādhaka 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 Kularatnamālā 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 kalās, 36 tattvas or 108 bhuvanas in the deśādhvan of the 

ṣaḍadhvan. 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 Śaiva 

traditions (ṣaḍadhvan cosmology) to one that comprehensible only to the Krama worshipper 

(17, 13 and 9 Kālīs). 

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 Triśirobhairava (TA 28.144b) prescribes either the use of a mixture of ingredients 

known as the catuḥsama, “a term for an equal mixture of four fragrant substances 

(sandalwood, agaru, camphor, and kuṅkuma)290” or simply kuṅkuma on its own.  

The Kularatnamālā 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 (mahāraktamadyaprakṣālitasūtram) then, preceding the adhivāsana, the cords are 

soaked with human blood and sprinkled with liquor and finally undergo adhivāsana 

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. II, 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 Kularatnamālā’s ritual which concludes with the cakrayāga, a form of 

worship that often involves orgiastic activity291. 

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 Cakrakrīḍā 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 Kularatnamālā. This too is reflected in the Triśirobhairava 

(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 adhivāsana 

and those that are simply offered without adhivāsana is not explicitly stated in the Krama 

version, traces of the categorisation of the principal śuddhapavitrakas (those that undergo 

adhivāsana) still remain. In the SP, the three main śuddhapavitrakas 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 ātmatattva, vidyātattva and 

 
291 See TAK, Vol. II, p. 223 
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śivatattva (SP2 1.97-102))”292. In the KKA, we have three unnamed pavitrakas simply 

referred to as the prathama, dvitīya and tṛtīya. 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 Śaiva 

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 Damanāropaṇa is a rite common to both the 

Siddhānta and Bhairava streams of Tantric Śaivism 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 Śaiva texts appears to be expiatory as a means of countering 

any transgressions. A full study of this rite across Śaiva traditions has not been undertaken 

and published sources that include the Damanāropaṇa are much rarer than those featuring 

the Pavitrakavidhi. A highly useful discussion of this rite as it appears in several Saiddhāntika 

texts and its place in the wider Mantramārga canon is found in Goodall (2019). Moreover, 

 
292 Ibid., 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 

Damanāropaṇa 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 Kramodghāta. 

He begins by listing the ingredients used for soaking of the damanaka parts during its 

adhivāsana 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, jatukā (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 hṛdayamantra. 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 adhivāsana. Although the way the instructions for the adhivāsana 

is laid out is highly unclear, it appears that the KKA intends for the three types of 

damanakādhivāsana (viśeṣārghapātrādhivāsana, devyadhivāsana and gurvadhivāsana) to 

mirror the sequence of the last three phases of the Nityapūjā. For the viśeṣārghapātrādhivāsana, 

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 Kālīs. This is comprised of mantras associated with 

the three paripāṭis, the four rakṣās293 and the 11 succeeding ancillary cakras of the Nityapūjā. 

 
293 The number 18 is reached because the rakṣās each peculiarly have their own mantras. 
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At first, it might seem curious that he excludes the 5 Kālīs from this mantra sequence. 

However, upon closer inspection, the text’s reasoning becomes clear. In the Nityapūjā, the 

Viśeṣārghapātravidhi occurs after the propitiation of all 11 ancillary cakras as a preliminary to 

the Five Kālīs294. Since this first adhivāsana concerns the viśeṣārghapātra alone, it therefore 

mirrors this sequence. After this comes instructions for orienting the damanaka, most 

probably inside a maṇḍala 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 

arghapātra mantra. The middle of the plant at the maṇḍala’s centre is blessed with the 

Bhairavabhairavī mantra and the tip placed in the South is enchanted with the hṛdayamantra. 

These mantras all relate to the principal elements of the worship of the viśeṣārghapātra in 

the Nityapūjā. As we will recall, in the Viśeṣārghapātravidhi, the pātras are five in number 

and worshipped twice. The first time round, they are said to represent the three fires together 

with vāyu and vyoman. The second time, three of them become the embodiment of three 

types of hṛdayamantra while two are worshipped as the personification of liquor known as 

Ānandabhairava and Ānandabhairavī. During this second round of worship, each pātra 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 pātras.  

The enchantment at the base of the plant with the fivefold arghapātra mantra should refer 

to the five unique mantras that precede the name of the five pātras. The enchantment of 

the middle of the plant with the Bhairavabhairavī mantra clearly refers to the two out of 

the five pātras which are installed as the personification of liquor. Finally, the enchantment  

of the tip with the hṛdayamantra connects this adhivāsana to the worship of the remaining 

three pātras which are enshrined as the personification of three types of hṛdayamantras. 

 
294 It will be recalled that two arghapātras are detailed in the KKA, the first used for worshipping the 

ancillary deities (sāmānyārghapātra) and the second for the Five Kālīs (viśeṣārghapātra). 
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For the next adhivāsana related to the Goddess, the instructions tell us to cut the 

damanaka plant from top to bottom up to “sixteen” (ṣoḍaśāntam) 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 devyadhivāsana to follow the same pattern as the viśeṣārghapātrādhivāsana of the 

damanaka. In the same way that the previous adhivāsana had as many mantras as the 

phases of worship up to the viśeṣārghapātravidhi in the Nityapūjā, for the adhivāsana of 

the central Goddess, the number of offerings also reflect the number of phases of worship 

up to Bhāsākālī (16 = 11 ancillary cakras + 5 Kālīcakras). The plant or its parts are then 

enchanted at the base, middle and tip like in the previous adhivāsana. 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 adhivāsana 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 Kālī cakras of the Nityapūjā.  

Just as the Viśeṣārghapātravidhi and the Pañcakālīcakra in the Nityapūjā is followed 

by the Gurupaṅktyarcana so too is this the case with the adhivāsanas of the damanaka. 

However, unlike the two previous adhivāsanas, the steps for the enchantment of the plant 

in the gurvadhivāsana is not given and we are simply instructed to cause the successive 

lineage of gurus to dwell overnight by means of the damana parts (damanakavikareṇa). 

We are also told all three adhivāsanas take place after sunset and conclude with offerings 

of food, drink, scents and unguents. I tentatively take the clause “atha yathā 
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rātrāvadhivāsite krameṇa sakṛd damanakataruṇā gurumaṇḍalāntaṃ” to be simply a 

statement summarising all three adhivāsanas since gurumaṇḍalāntaṃ indicates the 

previously described process ending with the gurumaṇḍala295. If 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 Cakrakrīḍā, 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 adhivāsana 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 

karmadhāraya (red sandalwood) rather than a dvandva (blood and sandalwood). Having 

enchanted this mixture eight times with the hṛdayamantra, a beautiful damanaka plant is 

brought forth again accompanied by (the chanting of) the hṛdayamantra a hundred times. 

Once the damanaka is sprinkled with this mixture using the astramantra, the adept should 

worship Kālī as per the routine worship. After this step, the ritual diverges entirely from 

the framework found in the KKA. 

Having chanted the hṛdayamantra 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 

 
295 We may understand gurumaṇḍalāntam in an adverbial sense (“up to the gurumaṇḍala”) going with the 

locative absolute adhivāsite while sakṛt (“at once” or “simultaneously”) could suggest that all three 

adhivāsanas 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 gurumaṇḍala 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 affixed with oṃ hrīṃ hūṃ phreṃ namo bhagavatī at the beginning 

and ends with śrīguhyakālike hūṃ (thrice) phreṃ (thrice) adhivāsayāmi. 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 Caṇḍī and Bhairavī. The second 

describes her with terrifying teeth and names her Raudrī and the third refers to her flying 

hair and lolling tongue. Since we have adhivāsayāmi in the mantra, we can be certain that 

this is the chanting done during the adhivāsana. 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 aṅgulas is then cast into a vessel and offered as argha (to the Goddess?)  

with the hṛdayamantra. 

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 aṅgulas) 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 Kaulaguhyakālikā who is first addressed as “akulakulakaulaguhyakālī”. 
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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 samayavidyā, he may offer 

(the plants) to all of the deities at once in a single place. Then having uttered the 

mūlavidyā, he should offer argha in the form of human blood to the goddess. Having 

carried out the lakṣayāga296 to the best of his ability, he should worship the feet of his guru 

with a damanaka plant.  The fact that the term yathāśaktyā (to the best of one’s ability)297 

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 dakṣiṇā. He is then told to 

worship the cakras such as that of the Kumārī. It is still unclear to me what exactly is 

meant by the Kumārīcakra and whether or not this refers to the kumārīpūjā as found in the 

KKA. Nonetheless, the ritual ends with a sexual rite (samarasayoga) and the dismissal of 

the maṇḍala 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 adhivāsana 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 

 
296 This is traditionally understood as the ritual in which a lakh of oblations is offered. 
297 We may note the unconventional use of yathāśaktyā in the feminine instrumental rather than the more 

correct yathāśakti declined adverbially in the neuter nominative singular. 
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methods are supposedly extracted from the same text (the Kramodghāta) 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 Mantramārga which according to Goodall is a 

relatively late addition. Goodall argues that utsavas are generally absent from the earliest 

strata of Mantramārgic literature and that they must originally have had no soteriological 

function298. According to him, the earliest known textual account of the Damanakapūjā in 

the Mantramārga appears in the SP, usually dated to the late 11th century299. Since our two 

texts can be confidently dated to the beginning of the 13th century, we can say that within 

less than two centuries, this rite which was extraneous to the Mantramārgic Śaivism had 

not only penetrated the Śaivasiddhānta but was firmly lodged in Śākta traditions as well. 

This is further reinforced by its elevation by Vimalaprabodha to become amongst the three 

most important naimittika rites in Guhyakālī worship. Given the divergence in the instructions 

for this rite, not only between the Saiddhāntika and Krama versions but within the Krama 

itself, the practice was not only swiftly entrenched in the Mantramārga 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 Kāmadeva who is traditionally associated with 

spring. Vestiges of this association with Kāmadeva are found in both the aetiological 

justification and the common date for the rite. For instance, the 12th century Saiddhāntika 

guru, Jñānaśambhu in his Jñānaratnāvalī describes the Damanapūjā’s origins as linked to 

 
298 Goodall (2019), p. 410 
299 Ibid., p. 389 
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the episode of Śiva burning Kāmadeva. Meanwhile, most traditions prescribe the 13th 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 tithis (lunar days) to deities 

as found in Gṛhyasūtra literature, the thirteenth lunar day is associated with Kāmadeva 

while Caitra is widely known as Kāmadeva’s month300. Although in Somaśambu’s version 

of this rite, the plant is connected to a Bhairava known as Damana instead of the God of 

Love301, the prescription of the 13th lunar day of Caitra for the date remains.  

In the Krama version of this rite as found in our two texts, this link with Kāmadeva, 

both calendrical and aetiological, is entirely expurgated. Unlike the Saiddhāntika 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 Nityapūjā in the KKA 

and to three manifestations of the Goddess and to Kālī as akula/kula/kaula in the PTV) 

and their mantras are also self-referential of the cult of Guhyakālī and do not refer to 

anything extraneous. Like the Pavitrakavidhi, this rite which was originally an exoteric 

festival celebrated across sectarian lines302 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. II, 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 vṛtāṅga 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 

Sadāśiva. Each part/compass point is accompanied by a unique mantra as found in the PTV 

and KKA303. As already mentioned, instructions for orienting the plants in the KKA and PTV 

pose several issues. The devyadhivāsana 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 Śaiva 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 

Pavitrārohaṇa”304. Our two texts, especially the PTV, provide additional evidence for this 

calquing since the basic structure of the Damanakapūjā 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 adhivāsana followed 

 
303 SP, Vol. II, 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 adhivāsana 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/kaulaguhyakālike” into the damanaka mantras. 

5.3 Mahāśivarātri 

The Mahāśivarātri 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 Cakrakrīḍā, the longest section in the Nityapūjā, 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 Mahāśivarātri 

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 Mahāśivarātri 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 Māgha, which is the traditional date for this 

festival found in pan-Śaiva 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” (pūrvoktasamayam) and instructing us 

to summon them to the best of our abilities (yathāśaktyā). The PTV tells us that the 

participants are 81 couples of pledge-holders (ekāśītiyāmalasamayam). 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 samayahṛdayamantra chanted 12, 9  

or 3 times305. 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 (vāmahaste dhṛtvā). I 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 

“vāmapārśvāropitapīnonnatapayodharaśaktisamanvitaṃ” or “varacaṇḍālīm...vāmakare 

dhṛtvā”).   

The PTV also adds that the sponsor should then invite kumārīs of the same number 

as the pledge-holders (samayasaṃkhyayā) with the previously mentioned offerings (betel 

and tilaka), having recited the hṛdayamantra or the hṛdaya. The question raised by the 

presence of this additional element not found in the KKA is whether these kumārīs are to 

be understood as one half of the 81 couples who are required to perform the sexual rite as 

an epithet for śakti or dūti or whether they are independent of these couples. The text itself 

 
305 Here, I have understood the numbers dvātrimśakam etc. to have neuter singular endings as adverbs 

qualifying the chanting of the samayavidyā. However, it is also possible to take them as separate mantras 

which are alternatives to the samayavidyā 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 kumārīs. They are instead called 

śaktis or yoginīs in other sections involving sexual practice. Moreover, there is the widespread 

connotation of kumārī 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 nyāsa 

that will be performed on this group which will be discussed later. 

 No matter the interpretation we prefer, while examining the passages where these 

kumārīs feature, we should keep in mind both possibilities. In the KKA, this section dealing 

with the invitation of the kumārīs 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 aṅgulas 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 liquor306 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 utthāpya (causing to get up) 

while the PTV uses āhuya (having called), adding that they are preceded by the kumārīs. 

The participants are then offered blood as argha and liquor as ācamana. The adept causes 

the entire delegation to enter the cakra chanting the hṛdayamantra. 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 kapāla. See for instance the entry for 

this term in Boehtlingk Sanskrit-German Dictionary. 
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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 kamalamudrā. The PTV elaborates 

upon the seat and mudrā. The seat is made from either goatskin or mahāmṛdu. The identity 

of this material is not clear but since mṛdu can refer to any material that is soft or tender 

while mahā added before a term for an ingredient commonly denotes that it is a product of 

the human body in the KKA307 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 Āsanapūjā of the KKA. Meanwhile, the mudrā 

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 mahāmudrā.  

After this, the KKA tells us obliquely that he should carry out the remaining practice 

as proclaimed in the previous cakra (śeṣaṃ yathāpūrvacakroktopacāraṃ). Since the KKA 

has omitted the kumārī 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 nyāsa of the 

kumārīs. This constitutes depositing the root vidyā on the head of the kumārī, the hṛdaya 

on her heart and the samayavidyā over her entire body. At this point, the identification of 

the kumārī 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 nyāsa 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 sanyāsadhyāna as part of the preparatory rites. In this passage 

 
307 See the repeated use of mahārakta/mahākṣataja for blood, mahātaila for human fat and mahāśaṅkha 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 Kālī through the deposition of these vidyās.  

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 aṅgulas 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 Dīpavidhi 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 samayavidyā 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 KKA, we have the absolutive bhūtvā (“having become”)  

at this point in the instructions but no further term to qualify what the sādhaka should 

become. However, we know bhūjanukaḥ (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 sphārayet 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 Kālīsūtra, as already discussed in my treatment of the maṅgalācaraṇa 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 Kālīsūtra and the maṅgalācaraṇa 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 

Vasantatilakā of the Kālīsūtra to Anuṣṭubh and has been seen by me nowhere else in 

Guhyakālī literature.  

After this recitation, the worshipper places the lamps in front of the cakra. The KKA 

gives this location in coded terms as antarīkṣasthane, the meaning of which is made clear 

by the PTV’s description of the location as cakrāgre. The sponsor then offers the lamps for 

consumption to each of the participants alongside the skull vessels. The KKA 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 hṛdayamantra, sipped with the hṛdaya and 

deposited again with the chaṭāmudrā followed by the chanting of the samayavidyā. 

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 samayamudrā”. 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 (ānandabhedākṣarakṣaṇena) 

remains unclear to me. 

Unlike the KKA, 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 is a mystical explanation of the bliss generated from it in 17 verses derived 

from a text known as the Kālikāmata. 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 (namaskṛtikramam) is confusingly 

described as “beginning with one and ending with a lakh” (ekādilakṣāntam) and “eventually 

nine lakhs” (navalakṣaṃ krameṇa). 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 Śivarātri.  

The first consists of worshiping the goddess as per the correct sequence followed by filling 

a pitcher with liquor. A black kumārī is then placed atop a red eight-petalled lotus and 

worshipped with the samayavidyā. After the kumārī is offered such gifts as clothes, 

ornaments and gold, the adept chants the root vidyā three times and creates the set of 

offerings beginning with the lamp. The ādi in the compound suggests that other offerings 

besides the lamp are made. Basing our interpretation off the Dīpavidhi of the KKA, these 

additional offerings should refer to the piṇḍa and the mudrā 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 piṇḍa, mudrā and dīpa while the ali can mean, according to some lexicographers308, 

 
308 See the entry in Monier-Williams Dictionary for ali. 
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liquor. The adept then performs either a full bath (plavasnānam) 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 Kumārīvaṭukārcana in the KKA are observed here.  

In this section of the KKA, the worship of the kumārī is similarly prescribed for the 

sādhaka who is unable to carry out a more elaborate rite involving ritual intercourse 

(Cakrakrīḍā). The kumārī’s seat there is also conceived of as a lotus and the kumārī 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 

Śivarātri 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 Śivarātri Rite 

Before examining the specifics of this rite, we should briefly touch upon popular 

versions of Mahāśivarātri and the history of this rite in Nepal to locate the place of this 

Śākta Tantric version in the religious landscape. Axel Michaels has done a brief but 

helpful survey of the literature surrounding Mahāśivarātri in Nepal309. 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 śivaliṅga 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 Śivarātripūjā). According to Michaels, the practice of Śivarātri 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.310. 

Meanwhile, he argues, “it seems a justified conclusion that in Nepal Śivarātri is of a 

comparatively late origin and is not strongly rooted in her (Newar) tradition” while citing 

the 18th century date of most sources as proof of this311. Michaels importantly adds that 

this dating “perhaps only holds true for the non-dīkṣita i.e. pauranic śaivas since various 

early manuscripts of āgamic texts can be found in the National Archives, Kathmandu.”312 

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 Śivarātri was performed in Nepal in its Tantric 

form much earlier than in its Pauraṇic counterpart if Michaels’ chronology of the latter is 

correct. Moreover, given Vimalaprabodha’s confirmed dates at the beginning of the 13th 

century, the attestation of Śivarātri in our sources not only pushes back evidence for 

Śivarātri worship in Nepal but brings Tantric Śivarātri 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 Pauraṇic 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 Śiva or a liṅga 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 (śivārūpaṃ dhṛtaṃ devyā) as one who was 

thousand-eyed. I have understood śivā as jackal rather than the common epithet for Pārvatī 

 
310 Ibid., p. 188 
311 Ibid., 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 Śivarātri, 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 

Kālīsūtra 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 (niḥśaṅkā) 

resulting from the dichotomy of pure and impure then there seems to be no greater arena 

for this than the Krama version of the Śivarātri. Moreover, we again observe in this rite the 

Krama tendency to take an element already found in Śāktism - 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 Śākta 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 āsava. 

The predominance of red for certain types of rites is derived from earlier Śākta Tantra 

practice and is found in sources as ancient as the Brahmayāmalatantra where a Red 

Observance313 is associated with the Goddess Karālī. 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 vidyā observances that the sādhaka undertakes at the start of his career. See 

Brahmayāmala, Vol. II, p. 220 - 221 
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(2020) shows concerning the cult of Kāmeśvarī, with rites which emphasise passion and 

desire314. Likewise, attraction (ākarṣaṇa) is said to be one of the two main boons of the 

Red Observance in the Brahmayāmala. This makes this colour especially apt for the 

Śivarātri 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 dhyāna and nyāsa 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 Śivarātri rite contain instructions 

for how the sādhaka’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 aṅgulas from the centre.” 

 The consort is additionally described in the PTV as bearing the same form as the 

adept (ātmarūpadhāriṇīṃ), which I take to mean that she is dressed and adorned in the 

same way. I will show that most features of the appearance of the sādhaka and consort 

described here correspond to ways in which Kālī 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 
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information concerning minor aspects of Guhyakālī’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 (vāmapārśvāropita) and additionally the adept holds the consort 

with his left hand. This is the most common pose adopted by depictions of divine Śaiva 

couples, whether in their exoteric form as Umā-Mahésvara or as the esoteric Bhairava-Kālī.  

2) The adept’s hair which is described unbound (muktakeśa). This reflects the 

depictions of Kālī and other deities’ hair throughout the KKA and beyond. Thus, the PT 

and HRT describe Guhyakālī’s hair as “a mass of matted tawny locks flying upwards” 

(piṅgalordhvajaṭāṭopa)315 while a similar compound denoting loose hair is ascribed to 

Sṛṣṭikālī, Anākhyakālī as well as Vaṭuka in the KKA (piṅgordhvakeśa). 

3) The adept is instructed to wear a dagger on his waist (kaṭikaṭṭārakānvitam).  

This too is an aspect of Guhyakālī’s appearance as shown by the dagger adorning Guhyakālī’s 

waist in the PT (kāñcīkaṭṭārakopetakaṭi) in v. 7.84ab. It should be noted that this dagger is 

not symbolic but could also be of functional value since in Mahācaturdaśīvidhi described 

later in the KKA, the adept is said to cut himself on his left arm as an offering to the yoginīs. 

4) The red garland worn by the sādhaka 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 

javā 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 

Guhyakālī wearing a red lotus garland and a garland of heads hanging to her feet in v. 7.83 

while the MKS list the javā flower as one of her adornments (v. 1.82). 

 
315 See for instance PT 7.73a 



241 
 

 

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 arghapātra and the ingredients for the 

dīpa, piṇḍa, 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.”316 

He also points to the characterisation of the goddess and human worshipper in Kaula Tantras 

as having their mouths full of paan317. 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 Sṛṣṭikālī’s appearance in the KKA. 

6) Both the KKA and PTV describe the consort as bearing prominent breasts  

using the compound (pīnonnatapayodhara). This same compound was used to describe  

the appearance of Saṃhārakālī in the KKA as well as the supreme form of Guhyakālī  

in v. 7.109 of the PT. A similar description also occurs in MKS v. 1.72 

(kaṭhorapīvaratuṅgavakṣojayugalānvitaṃ). 

These factors show that the appearance of the adept and his dūtī as similar to  

the divine couple is not coincidental but intentional. Although the transformation of  

the human couple into Śiva-Śakti 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 

“śivaśaktyātmakaṃ rūpaṃ bhāvayec ca parasparaṃ”). The Brahmayāmala 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 Paṭala318.  

Moreover, we should observe that other than the positioning of the dūtī, the similarities 

between the goddess and the human worshipper is not restricted by gender. Both the 

female and male worshippers share aspects of Guhyakālī’s appearance. This sexual 

ambiguity is consistent with prescriptions in other Śākta Tantric texts where the male adept 

is transvestite in appearance319. 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 Brahmayāmala during the discussion on the basic ritual of the tālaka, 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 

works320.  

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 dhyāna where the mind becomes 

a fitting receptacle for the goddess. At the subtle bodily level, this is performed through 

nyāsa whereby the touch of the mantra-enchanted hands has turned one’s body parts into 

the locus of Guhyakālī 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 Brahmayāmala Vol. II, pp. 225 -226 
319 Sanderson (2014) cites numerous examples of this, especially from the Jayadrathayāmalatantra. 
320 See Brahmayāmala Vol. II, p. 258 
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5.3.4 The Sexual Aspect of the Mahāśivarātri 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 Mahāśivarātri. 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 KKA where the need for ritual sex is 

largely only hinted at. We can take the example of the Cakrakrīḍā where orgiastic activity 

plays a prime role. Here, it is the simple clause yathāsukhena śrīkramasadbhāvoktakrameṇa 

cakrakrīḍā (“the cakrakrīḍā is as one pleases through the method proclaimed in the 

Kramasadbhāva”) that is used to indicate this. As Sanderson (2007b) has shown, we must 

look to other texts such as the Jayadrathayāmalatantra 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 cakrapūjā 

or cakrakrīḍā as is the case with the Prāyaścittavidhi (cakrakrīḍānte sādhakasya śuddhir 

bhavati), the Pavitraka (cakrapūjāṃ vidhāya) and Damanaka (cakrakrīḍāntaṃ vidhāya). 

Even in the Mahāśivarātri of the KKA, 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 Brahmayāmalatantra whose Chapter 45 largely concerns sexual rites in the 

course of nitya, naimittika and kāmyaka worship enacted by the class of sādhaka who is 

qualified to undertake these practices known as the tālaka.  
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Although the descriptions of copulation in Brahmayāmala 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 śakti’s 

genitalia, the installation of the śakti 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 sādhaka as an example (vv. 45.200 – 202). Here, I use the edition and 

translation by Kiss (2015): 

“He should project the whole pantheon (yāga) there (her genitalia) by the 

aforementioned method. He should make a throne (āsana) with a small seat on its top  

on the ground. The sādhaka 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 kṣubh in this 

excerpt and indicated elsewhere through this same verbal form or through its noun 

derivation kṣobham 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 kṣip/vinikṣip/praviś 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 Aiśa form īṣic cālanam (45.332a, 314a) or conventional 

manāk cālanam (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 śakti: 
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“Having held the Best of Caṇḍālīs 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 hṛdaya, 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 aṅkurasthāna, twelve 

aṅgulas 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 hṛdaya 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 samayavidyā, he slowly carries out the churning.” 

First of all, we can see that the pattern found in the Brahmayāmala 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 (kṣobham) 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 

Brahmayāmala 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 Brahmayāmala. 

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 

Kālikāmata 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 Aiśa and the vocative “maheśvari” in v. 14d which shows that the 

narrative frame for these verses must have been a dialogue between Śiva and Pārvatī 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 Yoginītantras’ 

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 (sādhāram) and that which is supportless (nirādhāram). The former is the product 

of sexual contact (yonisamparkāt) while the latter arises without intercourse (tadvinā).  

The former is transient (lasting half a muhūrta 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” (sthūlam) and is at first carried out for  

the sake of siddhis. Meanwhile, according to Bhairava’s words (bhairavaṃ vacaḥ), the subtle 

(sūkṣmakam) 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 (turyadhā taken here as a non-standard synonym of caturdhā formed from turya), 

totalling eight forms of bliss. At this point, the verses become highly esoteric but what can 



247 
 

 

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) ānanda (bliss) 2) sahajānanda (the co-emergent bliss)  

3) paramānanda (supreme bliss) and 4) viramānanda (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 Yoginītantras 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 10th century onwards321. In this 

Tantra, we find two different sequences of these blisses which are, according to the first 

version, 1) ānanda 2) paramānanda 3) viramānanda and 4) sahajānanda while the second 

sequence reverses the order of the last two blisses so that viramānanda becomes the 

ultimate bliss322. 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 Abhayākaragupta and the 

masters of the Kālacakra tradition while Maitreyanātha, Rāmapāla and Ratnākaraśānti  

are amongst the followers of the second323.  

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 

Maitreyanātha’s Sekanirdeśa and its pañjikā commentary by Rāmapāla, 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 

Sekanirdeśa is to defend the sequence which ends with the viramānanda. 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 avadhūtī (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 reversed324. As we can see, the system propounded by the 

Kālikāmata, 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 Kālikāmata is closer to the sequence adopted by Maitreyanātha 

amongst others which sees viramānanda rather than sahajānanda as the ultimate bliss. 

However, its main point of difference is in switching the orders of the third and second 

blisses so that the sahajānanda is inferior to the paramānanda. 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 

Mahāyānist 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 Nāropa. 
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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.”325 Although my interpretation is speculative, a similar scheme might be mapped 

onto the four categories of the Kālikāmata. Thus, in v. 5cd – 6ab, regarding the first 

category of bliss, the semen is characterized as stable (bindu sthāne sthiraṃ yadā) and thus 

this bliss might be associated with the preliminaries to coition. The terms udyāme and 

utthāne, 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/śaśī are common codes for śukra/bindu326), is said to reach the peak (yāti 

paraṃ śaśī) but does not fall into the vagina (na pated yoginīvaktre). The peak likely 

refers to the glans of the penis also known as its jewel (maṇi) 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 Vajrayāna’s third type of bliss. Finally,  

the fourth bliss of the Kālikāmata, again in line with the Buddhist description, occurs 

when the seed falls into the “mouth” (adhyuṣṭabindusampatān mukhe), the mouth being a 

 
325 Sferra and Isaacson (2014), p. 100 as well as Maitreyanātha’s discussion of this in the Caturmudropadeśa 

which is appended to their edition of the Sekanirdeśa (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 dvibinduś ca...).  

It should also be remarked that the Kālikāmata, unlike the Buddhist sources, subdivides 

virama into two types, the fifth coming about on account of a state of intense passion 

(viśeṣād rāgabhāvataḥ). 

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 sūkṣmaṃ 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 viyatsthāna (the place of ether/the 

sky) and the verbal root “ram” in its sense of “play” (ramukrīḍāprayogena). 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 śiva, no śakti, 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 (sthūlābhyāsena) can one reach this subtle bliss which is the 

state of supreme emptiness (khakhatā 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 Kālikāmata, 

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 Maitripā 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 conceptual327. We may conclude by saying that the PTV by including these 

Kālikāmata verses is valuable on account of bringing to light new shared material between 

Buddhist Yoginītantras 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 

Śākta and Vajrayāna 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 

who could grant magical attainments to the worshipper328. Once a more systematic non-

 
327 Stenzel (2015), pp. 201 – 203 provides an account of Maitrīpa’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 (vastudharmaḥ) 

but purely subjective (pramātṛdharmaḥ)329.” 

In this way, once the tāntrika 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 Sanderson330: 

“Wine (madyam), meat (māṃsaḥ) 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 Śaiva traditions in the Introduction to this thesis, we might classify the 

first justification as pertaining to a Kāpālika 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 Kālikāmata 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 Śivarātri but also transformed into processed products such as the dīpa, 

piṇḍa 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 

(ārambhe), we must see this function of ritual sex as subordinate. 

Because the 17 verses based on the Kālikāmata 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 sādhaka 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 (nirādhāraṃ sadā 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 khakhatā (v. 17cd), 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 Mahāśivarātrividhi, 

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 Amṛteśvaranityapūjāvidhi where he is called the royal 

preceptor to Arimalla. It is likewise probable that the KKA 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. It 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 from331. 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 Mahāśivarātri 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 caṇḍāla 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 history332. The arrangement 

of a rite of the scale and expense of the Mahāśivarātri 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 Mahāśivarātri must have been a significant 

financial burden on the sponsor. Depending, as discussed, on how we interpret the kumārīs 

in the PTV, the Śivarātri could contain up to 243 participants (162 participants from  

81 couples plus 81 kumārīs). 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 ācamana. 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 Cakrakrīḍā, involving 16 yoginīs 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 arghapātra include 

tortoise shell, pearl, gold and silver. Likewise, in the Āsanavidhi, 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 Maṇḍaloddhāravidhi of the paripāṭi 

where all three of the stated ingredients are used to draw the maṇḍala. The complexity and 

size of this maṇḍala, measuring 36 aṅgulas on each side, means a large volume of these 

ingredients was needed. Similarly, the mixture with which one performs the adhivāsana 

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 tāntrikas 

but proudly advertised their Tantric credentials, endowing temples and composing or even 

copying Śākta 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 KKA, 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 pūjāpaddhati 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 maṇḍalic 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 13th 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 ātmanyāsa is to be performed or on the ingredients for the paste for the raising of the 

maṇḍala). 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 Dravyagaṇavyavasthā, 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 (khānapānastriyā hīnaṃ) 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 Cakrakrīḍā whereby we are told that this rite can be substituted for the 

Kumārīvaṭukapūjā for those unable to perform the former. Although the substituted rite 

does not contain ritual sex which is the key element of the Cakrakrīḍā, its instructions 

nonetheless heavily involve transgression. The offerings made to the Kumārī and Vaṭuka 

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 Mahāśivarātrividhi, the adept is permitted to worship a Kumārī, 

a rite which again involves transgressive substances including a pitcher of liquor and the 

offering of pledge lamps accompanied by piṇḍa and mudrā, offerings which contain flesh, 

liquor, seminal fluids and human fat. Although a further substitution for this Kumārīpūjā  

is given in which the adept merely imagines the full Mahāśivarātri worship, even here an 

element of transgression remains in the prescription for the adept to circumambulate the 
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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 (Cakrakrīḍā and Mahāśivarātri) 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 Törzsök (2014a). In this article,  

she shows how the substitution of less impure substances in ritual instructions in some 

early Śākta Tantras is often indicative of how strict a text’s viewpoint on transgression is. 

For instance, in a seemingly highly transgressive Tantra like the Siddhayogeśvarīmata, 

substitution for impure substances is permitted but these substitutions are believed to be 

less powerful333. 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 former334.  

This pattern of substitutions in such early yoginītantras has led Törzsök to conclude that 

“the prescription of impurity is not always as strong and exclusive as it is usually assumed.”335  

In the case of the KKA, 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 Törzsök (2014a), pp. 202 – 203 
334 Ibid., p. 202 
335 Ibid., p. 220 
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ingredient/material substitution are to be found in the construction of the āsana, arghapātra 

and the jāpyamālā 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.336 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 pañcāmṛta (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 Dīpavidhi, Carukavidhi, 

Cakrakrīḍāvidhi 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 Samayavaṭikāvidhi where three ingredients – 

rudra (blood), the mysterious āditya, and kastūrī (musk) – can be replaced with whatever 

one wishes in the case of their absence. Even if we accept that āditya 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 āditya in the mix, 

the pill which includes another 14 largely impure ingredients, such as the five amṛtas, 

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 Vīṇāśikhatantra 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 Törzsök (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 adhivāsana 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 Dīpavidhi, 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 Guhyakālī 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 

Guhyakālī 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 Śaiva cults to explicitly and consistently express a non-dualistic 

philosophy337. Meanwhile, what is often perceived as the non-dualism of other cults, 

including Śākta ones, may be put down to the interpretative viewpoints of exegetes under 

the influence of the Pratyabhijñā school338. 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 

Mālinīvijayottaratantra of the Trika which was viewed by exegetes as the essence of non-dualism. 



265 
 

 

begin to have the classical formulation of associating the godhead with an ultimate 

consciousness (cit/saṃvit) which grounds all phenomena339. As already touched upon in 

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 enlightenment”340. 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 

Pratyabhijñā341. However, more importantly for an assessment of the non-dualism of the 

KKA, the scriptures of the Krama which are believed by Sanderson and Törzsök342  

to contain unequivocally non-dual material – the Kālikākulapañcaśataka, 

Kālīkulakramasadbhāva and Jayadrathayāmala  – 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 Törzsök (2014a), p .220 
340 Sanderson (1985), p. 91 
341 Ibid., p. 91 
342 Törzsök (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, Törzsök’s (2014a) study of early Śākta 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 Lord343. 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 individual344.  

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 Törzsök 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 Tattvopadeśavidhi 

where the Goddess is said to transcend several sets of false dichotomies. It will be recalled 

that the KKA’s maṅgalācaraṇa 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 

Kālīs of Sṛṣṭi, Sthiti, Saṃhāra and Anākhya and their associated cosmic functions within 

the body of the worshipper. Moreover, these four Kālīs are then said to be ultimately 

subsumed in the void of the supreme Kālī (trikalakhakhayutām) who is characterised as 

the sole ground of phenomenal reality (sarvatattvaikavṛttim). The same mode of expressing 

 
343 See particularly Törzsök (2014a), p. 206. 
344 Ibid., p. 207 
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non-duality is continued more extensively still in the Kālīsūtra of the Mahāśivarātri. 

Indeed, it is potentially the consistency between the ontological non-dualism of the 

maṅgalācaraṇa and the Kālīsūtra 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 maṅgalācaraṇa, the Tattvopadeśavidhi and the Mahāśivaratri - display an 

ontological non-dualism may mean that such a doctrine is the guiding spirit of the entire text.  

Since the contents of the Kālīsūtra were not examined by us in the previous 

chapter, we may return to it to show how non-dualism is established there. Since the sūtra 

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, Guhyakālī 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” 

(antakāgnikuharotthitabhāsvarūpā) in v.1. As with the KKA’s maṅgalācaraṇa, we see 

Kālī’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 (antakāgni), 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 Kālī345. This is paired with her descriptor as “one whose nature 

is that reality which is the cause of Emission, Stasis and Dissolution” 

(sṛṣṭisthitipralayakāraṇatattvarūpā) 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 Kālikākramapañcāśikā which forms part of 

chapter seven of the twelfth century Ciñcinīmatasārasamuccaya. 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 Kṣemarāja explains in 

Pratyabhijñāhṛdayam, Sūtra 14 and autocommentary. 
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she pervades the phenomenal universe since she is “split into the multiplicity of material 

existence” (sakalabhāvavibhāgabhinnā). 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 Kālī as the 

foundation of the individual’s experience of consciousness as well as pure consciousness 

per se. Thus, she is described as consciousness itself (jñānātmikā) 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” (ciccetyacittaviṣayākṣavilīnabhāvā in v. 1). If we 

interpret cit, cetya and citta as equivalent to the triad of knower (pramātṛ), object of 

knowledge (prameya) and means of knowledge (pramāṇa) that is said by traditional 

Indian epistemology to be the necessary conditions for cognition then, in fact, the non-

dualism of the Kālīsūtra comes very close to the classic ontological position of Pratyabhijña, 

which argues that this triad are one and the same once unified in the supreme consciousness 

that is Śiva. Of course, the ambiguous nature of this compound describing Kālī 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 Kālī346. 

Without digressing too much, we may also add that the type of non-dualism propounded 

by the Kālīsūtra further parallels Pratyabhijñā 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 Kālīsūtra. 
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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 

paripāṭi right up to the last naimittika rite. In this chapter, we showed that transgression, 

especially pertaining to ritual intercourse, is not impelled by what Törzsök 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) highlights347. 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 Siddhānta as exemplified by the Somaśambhupaddhati, 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 Śiva348. The identification performed in the Guhyakālī 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 Guhyakālī through image (dhyāna), sound (mantra), physical gesture (mudrā) 

and bodily identification (nyāsa). Although, visualisation in which we find nyāsa accompanied 

by mantra is a common feature in many Tantric cults, Guhyakālī 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 Guhyakālī 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 Śaiva 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 

Nityapūjā 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 Prāyaścittavidhi sees the worshipper bringing the 

entire sacred geography of the cosmos (the pīṭhas, kṣetras, upakṣetras and saṃdohas)  

into a diagram before absorbing this cosmos into his own body through the Pīṭhanyāsa.  

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 Pīṭhamaṇḍala is a feature of the 

Kubjikā tradition, it is only the Krama that prescribes a nyāsa over and above the 

maṇḍaloddhāra. It is also no coincidence that this very same Pīṭhanyāsa invoked by 

Abhinavagupta, who also declares its source to be the Jayadrathayāmalatantra, 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 (kartṛ) but also extends to the other factors 

of ritual (kāraka). We have already discussed the creation and enchantment of ritual 

apparatuses, especially the seat (āsana) and types of vessels (arghapātra), 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 (karaṇam) 

and the substrate (adhikaraṇam), 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 Tantrasāra 13349. According to Abhinavagupta, ritual grants liberatory knowledge 

since it forces the factors of ritual to undergo saṃskāra whereby these factors are divinised. 

The ritual sphere forces the worshipper to enter a space where he is immersed in things 

 
349 Tantrasāra, Āhnika 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 thus350: 

“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 Śiva worships Śiva with Śiva on Śiva 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 Śaiva 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 KKA, 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 Mahānayaprakāśa, 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 (saṃvit-krama) in the perceptible sequence of 

worship (pūjā-krama)”351. 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 
351 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 Anākhya or Bhāsā.  

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 Bhāsā. Therefore, in the Ātmapūjā, for example, the cakras of routine 

worship, after their nyāsa, are imagined as dissolving into the Five Kālīs and each Kālī is 

made to dissolve into her successor until we reach Bhāsā who is said to be present in all 

Kālīs (sarvasthe). This worship acts as the ritual corollary to the Krama doctrine that the 

Supreme Kālī 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 Kālīs. We see this same 

pattern of successive absorption or kramalayam as the KKA calls it recurring at other 

points in our text, including the Tarpaṇavidhi and the Svatantrapañcakālīcakra. In the 

former, we are told to enjoin all 11 cakras of routine worship into Bhāsā (bhāsāyāṃ 

niyojayet) and then to repeat the sequence of successive absorption of the Five Kālīs until 

we reach Bhāsā who can be absorbed no further because she is one and the same as the 

supreme Guhyakālī (bhāsā guhyakālyām 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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Ṣaḍāmnāya (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 Guhyakālī – 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 Guhyakālī cult. In the area of iconography, a systematic 

comparison of the core dimensions of the cult’s visual culture (dhyāna, nyāsa and 

cakroddhāra) covering both its central deities (various forms of the central Guhyakālī  

and the Five Kālīs) and its expansive pantheon (the figures of the Nityapūjācakra,  

the Prāyaścittacakra and the Svatantrapañcakālīcakras) 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 Guhyakālī besides the central forms recorded by us. 

Meanwhile, the additional liturgies found in KKA 1 as well as the GNP record 

cakroddhāras for less popular but albeit equally complex yantras of the Five Kālīs. 

Likewise, the visual material presented here is a fraction of the total number of artworks 

depicting Guhyakālī, 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 Uttarāmnāya in Nepal not covered 

in our thesis should be mentioned. They include an increased engagement with kāmya 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 Paṭala 

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 (kalaśa),  

the offering of homa and bali, worship using lamps (dīpayāga) or instructions for bathing 

and worship at junctures of the day (snānasandhyāvidhi)352. 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 Stotrasaṃgraha – we find nine hymns to 

 
352 See for instance, the MSS known as Uttarāmnāyasuvarṇakalaśārohaṇapratiṣṭhāpūjanahomapaddhati 

(NGMPP B 177-10), Uttarāmnāyahomavidhi (NGMPP A 614-4), 

Uttarāmnāyanirvāṇaguhyakālīpūjābalimantra (NGMPP H 243-32), Uttarāmnāyasnānasandhyāvidhi 

(NGMPP H 343-5) amongst many other such specialised liturgies located in the NGMPP. 
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Guhyakālī (ff. 39b – 50a), giving an idea of how prolific this tradition was. Finally, we 

have barely touched upon the other deities allied with the Uttarāmnāya, such as Siddhilakṣmī 

and Ugracaṇḍī, who arguably became even more popular than Guhyakālī 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 

Uttarāmnāya 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 KKA1 

Name 
Context and Content 

of Reference 
Type of Reference Additional Details 

Pañcacāmaraśekhara  Reference occurs at 

the prologue of KKA 

which states that the 

division of Krama 

worship by means of 

35 sections is derived 

from this text. 

Citation without 

quote 

A list of gurus given in the 

Gurupaṅktyarcanavidhi is 

said to be the revealers of 

this scripture 

(pañcacāmaraprakāśakāḥ). 

Śrīhaṭṭa Instructions for the 

Kumārīvaṭukārcana 

drawn from this 

scripture 

Citation without 

quote 

The Tantra belongs to the 

Kālikā School (kālikāgame) 

and was proclaimed by 

Śrīkaṇṭhanātha. 

Dvīpamata 12 Cited in the context of 

the fruits gained from 

worshipping the 

Kumārī and Vaṭuka 

Possible quotation 

of two anuṣṭubh 

verses (vv. 3 – 4 of 

Kumārīvaṭukārcana

-vidhi) 

Tantra belongs to 

Northern School 

(uttarāgame) and is six 

thousand-versed. 

Rājeśvara3 Cited as source for the 

raising of the 24 pīṭha 

maṇḍala of the 

Prāyaścittavidhi 

Possible quotation 

of 11 anuṣṭubh 

verses (vv. 2 -11 in 

this section) 

- 

 

 

 
1 Most of the names in this Appendix are given in Sanderson (2014), pp. 63 - 64. The new information I have 

added here is the context of their occurrence in the KKA and additional information on their content. 
2 It is likely that the Dvīpamata referred to in the Kumārīvaṭukārcanavidhi and the Svatantrakramapañcaka 

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 Kharapucchāgama as explained in the PTV. A very similar phenonemon involving extant texts is witnessed  

in the Paścimāmnāya. In this tradition, the six thousand-versed Ṣaṭsāhasrasaṃhitā is considered a longer 

version of the 3,500 verses of the KMT whose version is styled the Kulālikāmnāya. 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 

Dvīpamata 1 and 2 can therefore also be understood as symbolic. 
3 Although this could conceivably be the epithet of several extant Tantras, none that I know of possess content 

that matches what is found in this part of the KKA. The KKA’s Prāyaścittavidhi is split into a pīṭha maṇḍala 

and pīṭha nyāsa section as explained in Ch. 4. The latter is said to be derived from the Jayadrathayāmalatantra. 

We may be tempted to assume that the Rājeśvara is none other than this text. However, we are prevented 

from doing so because the Jayadrathayāmalatantra contains only a pīṭha nyāsa which resembles the KKA’s 

(see Dyczkowski (2009), Notes on Text and Translation, Vol. II, pp. 421) and not a pīṭha maṇḍala. 



Name 
Context and Content 

of Reference 
Type of Reference Additional Details 

Dvīpamata 2 Cited as the source of the 

Svatantrakramapañcaka 

at the beginning of this 

section 

Citation without 

quote 

Tantra contains a chapter 

called the Śāktakhaṇḍa 

(the source of the 

Svatantrakramapañcaka) 

and is in total comprised 

of 24,000 verses. The 

interlocutor is Maheśa. 

Śaktikaulika Cited as another 

source of the 

Svatantrakramapañcaka 

at the end of this 

section (v. 1ab of the 

epilogue of this section) 

Citation without 

quote 

- 

Kramodghāta Cited as source of the 

Damanakavidhi 

Possible quotation 

of six verses (vv. 3 

– 8 in this section) 

The text could have had 

more than one recension 

as it is said to be the basis 

of a very different 

Damanakavidhi in the 

PTV (see Ch. 6).  

Kharapuccha Cited as source of 

Pavitrakavidhi 

Citation without 

quote 

The version cited by the 

KKA has six thousand 

verses. See Ch. 6 for the 

other recensions 

referenced by the PTV. 

Kaulakalmala Basis of the 

Mahaśivarātrividhi 

Citation without 

quotation 

Tantra proclaimed by 

Bhairava and is also the 

basis for the PTV’s 

version of this rite. 

Mahārthakramabheda Basis of Niśāṭana and 

Mahācaturdaśīvidhi  

Quotation of four 

and a half verse 

(vv. 1cd – 5 of this 

section) 

Tantra contains 1,200 

verses4 

 

 
4 The compound from which I derive this figure in the edition of the KKA is śatadvādaśasaṃkhyake. 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. 



काल̣कुलक्रमाचर्नम्
The Kālīkulakramārcana of Vimalaprabodha

Editorial Policies
The principle editorial policy of my edition, which is not a critical
edition, is to record the reading supplied bymy principal witness -
KKA2 (A 229/9) -while emendingwhere KKA2 is problematic. For
such emendations, I either supply an alternative reading offered
by KKA1 (A 148/10) or my own emendation when KKA1 does
not present a viable solution. In cases when I preference KKA1 or
my own emendation is provided, variants of both MSS have been
recorded. However, where I deem KKA2 to be accurate and un-
problematic, variants among themanuscripts have not been given.
Therefore,my edition relies on twomainmanuscripts, both ofwhich
happen to be those consulted by scholars in the past in their cita-
tions of the text.i

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 KKA2 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 anymajor divergences in readings nor
are there any large segments of the text available to onemanuscript
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 KKA2 while A 150-1 follows KKA1. As such,
we can split our manuscript sources into two stemmas, namely
what is called byme StemmaA epresented byKKA2 and StemmaB
represented byKKA2 . This split is confirmed by how each stemma
iFor instance, Törzsök in TAK (Vol. II and III) and Dyczkowski (2009) use KKA1
while Sanderson (2014) cites KKA2



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 KKA1 and A 150-1 provide the sameminor additions missing
in KKA2 and A 150-3. These include for instance spelling out of
the nine-syllabled mantra before the Sanyāsadhyānavidhi (f. 3r5 in
KKA1 and ff. 3r8 – v1 in A 150-1), the correspondence between the
Vaktranyāsa (f.3v4 -7 in KKA1 and ff. 3v8 – 4r2 in A 150-1) and the
animalian faces of Guhyakālī and the more detailed list of ingre-
dients for the paste used for the Maṇḍaloddhāravidhi (f.5r1-2 for
KKA1 and f. 5v6 in A 150-1).

Justification for the use of KKA2

Having briefly explainedmy editorial principle and themanuscript
stemmas, we should now address the reason for why KKA2 and
consequently Stemma A is the main source for the edition. An im-
portant justification for selecting KKA2 over KKA1 is because the
former presents more accurate lists of names, in terms of three ele-
ments 1) names of deities involved in routineworship 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 KKA2 ’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 andmantras
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 KKA2 and KKA1 are a frequent occurrence, the
two early sources backing the reading of KKA2 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 KKA2
for the following names: Mahārāsapī (12th deity of Mūrticakra)
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as opposed to Mahārāsavī; two deities of the Jñānasiddhacakra -
Maṅgalā (1st deity) over Maṇḍalā and Kandukī (4th) over Vaṭukī;
Namanī (12th in Melāpacakra) over Namabhī; Svavimarṣānanda
over Vinayānanda (15th deity of the Parāṇavasiddhacakra); and
Varakālī over Balakālī (the 10th Kālī of the 12 Kālīs of the Bhāsā-
cakra).

As for the names of sacred sites and their inhabitants as it ap-
pears in the Prāyaścittavidhi (the first 24 sites) and the Svatantra-
sthiticakra (the remaining 40 sites), we can confirm KKA2 ’s more
accurate reading by looking at the table comparing the pīṭhas 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 Prāyaścittavidhi. Only KKA1 was available
to Dyczkowski and therefore he notes significant variants between
the KKA’s list and those of the six other Śākta Tantra texts which
list 24 pīṭhas. However, if KKA2 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 KKA2
has a reading that conflicts with KKA1 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) Aṭṭahāsa
(1st site) in KKA2 over KKA1 ‘s Aṣṭahāsai 2) Eruḍa (10th site) over
Eruṇḍa 3) Nagara (15th site) vs Naraṃga 4) Kuṇḍakeśī (19th site)
over Kuṇḍakelī 5) Saupāra (20th site) vs Sūryārama 6) Kṣīrika (21st
site) over Kṣārikā.

With regard to the remaining 40 sites, Dyczkowski cites two
other texts that contain such a list (the Ambāmatasaṃhitā and the
Kumārikākhaṇḍa of the MBT). For some of these sites too, KKA2 ’s
readings, which are again unrecorded by Dyczkowski, are more
consonant with other literature. For instance, the two other texts
agree with KKA2 in naming the 47th site as Hakkaḍokka while
KKA1 diverges in calling it Hakkaḍa and in calling the 63rd site
Arbuda while KKA1 names it Arvadaṇḍa. However, for these 40
sites, we also see KKA2 listing names of resident deities that are
closer to these two texts than KKA1. Three amongst several ex-
amples include: 1) Chinnamuṇḍā (deity 38) for KKA2 /Ambāmata-
saṃhitā/MBT vs Chinnamastā for KKA1 ; 2) Kamalakṣmī (deity 39)
iThe 24 sites appear twice in the Prāyaścittavidhi as explained in the thesis. For
these names and the order in which they appear, I have used the second list.
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vs Mahālakṣmī; 3) Tribhuvanā (deity 60) vs Bhuvanāmbā.
Regarding the names of the cakras of routine worship, KKA1

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 nameAntaḥsiddhacakra as backed by theMPP, GNP
and KKA2 , KKA1 calls this circle of deities the “Antaṃsiddhaca
[sic]” (f. 8v2) then simply the “Siddhicakra” (f. 9r5). The next cakra,
instead of being called the Melāpacakra, is known as the Siddha-
melāpacakra (f. 9v3) while the Parāṇavasiddhacakra is called the
“Parānnavacakra [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 KKA2 over KKA1 is because my
research is largely concerned with iconography, including the rais-
ing of maṇḍalas. In this area, KKA2 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 casewithKKA1 (this is seen for instance in its treat-
ment of the Prakāśacakra (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 maṇḍala and the geo-
metric shapes which house them. In relation to the latter, KKA1
presents problematic readings for the raising of the maṇḍala in the
Maṇḍaloddhāravidhi (ff. 6r7 – v7) as well as in some of the four
latter cakras of the Svatantrapañcaka.

For instance, KKA1 ‘s Maṇḍaloddhāravidhi, 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 thismaṇḍalawhich serves as an akṣarayantra. Like-
wise, in the Svatantrasṛṣṭicakra, it replaces one ofKKA2 ’s 16-petalled
lotus with a 12-petalled one (f. 23v7), meaning there are insuffi-
cient petals for the 16 deities of the Mūrticakra to be installed in
the cakra. In the Svatantrānākhyacakra, the location for the instal-
lation of the 64 sacred sites of the maṇḍala is vaguely supplied as
catuḥṣaṣṭisthāneṣu or “on the 64 places” (f. 27r6) against KKA2 ’s
more specific instructions to deposit these sites on the 64 filaments
of the lotus of themaṇḍala. In this cakra, KKA1 also supplies the in-
correct reading of caturdvayam (f. 27v5) rather than KKA2 ’s cakrad-
vayam in relation to the two shapes that are meant to house the
Pañcapīṭhaniketana and Pañcavāhacakra, again resulting in insuf-
ficient space for their installation. As for the Bhāsācakra, KKA1
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confusingly amalgamates two discrete sets of deities (the 24 deities
of the Antaḥsiddhacakra and the 12 Kālīs of the original Bhāsā-
cakra beginning withMantrakālī) through the compound siddhiyo-
ginīmantrādi (f. 28r2), meaning instructions for their distribution
amongst the maṇḍala’s shapes cannot be followed.

Finally, beyond these more major points, with the rites that fol-
low the Nityapūjā which become more complex, KKA2 appears
to make considerably fewer orthographical and grammatical mis-
takes. This is especially the case if we examine the Tarpaṇa and
Dīpavidhi as documented in KKA1. KKA1 also seems more liable
to interpolation given that it frequently includes the Newari term
thvate (“thus is” or “this is”)while KKA2 contains noNewari terms.

Additional information on MSS
KKA2 (paper; Newari script; 67 folios) contains a colophon which
gives the year of writing in a chronogram (nepālahāyane jāte 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.

KKA1 (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, KKA1 is a compilation of several pūjāvidhis, which beyond
theKKA, covers further ritual procedures for the goddessesGuhya-
kālī as well as those for Siddhilakṣmī, Tripurasundarī, Ugracaṇḍī,
Harasiddhi and Kumārī. 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 Siddhilakṣmī is lost. The
additional content on the Uttarāmnāya in this MS (ff. 33r – 60r) in-
cludes a dhyāna resembling the PT’s, furthermantroddhāras, nyāsas,
yantroddhāras 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-
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rors (yādṛśaṃ pustakaṃ dṛṣṭaṃ tādṛśaṃ likhitaṃ mayā| yadi śuddham
aśuddhaṃ vā mama doṣo na dīyate||). As per KKA2 , no additional
material beyond the KKA is recorded.

A 150-1 (paper; Newari script; 45 folios) ends with a colophon
whichdates it to 1698C.E andnames the scribe (KarmācāryaCakra-
siṃha). The additional material in this MS is identical to the addi-
tional content on the Uttarāmnāya of KKA1. This means the text
in ff. 35v – 61v of this MS mirrors ff. 33r – 60r of KKA1

The fact that the same additional material is transmitted in A
150-1 and KKA1 while KKA2 andA 150-3 have nomaterial 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 KKA2. 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 fewminor 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 “ṃ” (anusvāra) at the end of words is
haphazard in theMSSwithout regard for conventional sandhi rules.
These have been silently normalised in themain text and apparatus
to conform to external sandhi.

2) The adoption of anusvāra where the use of palatal ñ (paṃca
instead of pañca or raṃjayitvā instead of rañjayitvā) or velar ṅ (aṃga
instead of aṅga or liṃga instead of liṅga) is more conventional has
been emended to follow the standardised spellings of words.
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3) The letters ś 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” (āvarta to āvartta or varṇa to varṇṇa
etc.) which is almost normal practice in Newari script and have
silently removed the geminations.

5) The letters n and ṇ are at times used interchangeably. Where
retroflexion is called for on account of internal sandhi, I have silently
emended the text.
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मङ्गलम,् उपक्रमҔ
ओंशीपरमिशवशितशीशीनाथाशषेपारंपाय र्कमं वगरुुपादाबजुं यावत1् पणौिम।

या चे भतूिभना रिवहिवसदन े गोतचशै च् रुदरै ्
हृनाभौ कदचके ितदहनकुहरे वादशकेैन संथा |
सिृटथयैा र्तकती ितकलखखयतुां सव र्तकैविृंत
तां कालीं नौिम िनयं परमपदमयीं ससदानददातीम ∥्(१)
िववािमत2ं विसटं च शीकण्ठं कुण्डलीवरम |्
शीकोधं मीनतालाकौ वदे शीधम र्दशेकान ∥्(२)
पणय अलकाचाय र्पादपमiं सभुिततः |
शीिवमलपबोधोऽ हमकेदण्डी िशवामकः ∥(३)
सवंीय िविधवावा पचचामरशखेरम |्
पचिंतशितiiभदेायं वये शीकािलकाच र्नम ∥्(४)
चकैकादशसयंंुत कमपचिवभिूषतम |्
पिरपािटकमणेवै सोपदशें सिुसधये ∥(५)

आमयागिविधः १ आसनपजूािविधः २ सयासयानिविधः ३ अघ र्पातपजूािविधः ४ मण्डलोधार-
िविधः ५ गणािदचतुकाच र्निविधः ६ इित पिरपािटः।

अथ पचपीठिनकेतनपजूािविधः १ पचवाहचकपजूािविधः २ षोडशमिूतचकपजूािविधः ३ वादशप-
काशचकपजूािविधः3 ४ षोडशानदचकपजूािविधः ५ षोडशज्ञानिसधचकपजूािविधः ६ चतिुवशयतः-
िसधचकपजूािविधः ७ वादशमलेापिसधचकपजूािविधः ८ अटशातिसधचकपजूािविधः ९ चतःुशाभव-
िसधचकपजूािविधः १० पचदशपराणविसधचकपजूािविधः ११ इयकेादशचकािण।

७ िवशषेाघ र्पातपजूािविधः ८ अथ शीमहाथ र्सिृटकमपजूािविधः १ शीमहाथ र्िथितकमपजूािविधः २
शीमहाथ र्सहंारकमपजूािविधः ३ शीमहाथा र्नायकमपजूािविधः ४ शीमहाथ र्भासाकमपजूािविधः ५ इित
शीमहाथ र्पचचकािण ९

गरुुपिपजूािविधः १० मदुािविधः ११ जायिविधः १२ दीपिविधः १३ चरुकिविधः १४ तप र्णिविधः
१५ चककीडािविधः १६ कुमारीवटुकाच र्निविधः १७ पायिचतिविधः १८ उपदशेिविधः १९ समयविटका-
िविधः २० इित िनयाच र्निविधः।

अथ दमनकिविधः २१ पिवतकिविधः २२ िशवराितिविधः २३ िनशाटनिविधः २४ महाचतदु र्शीिविधः
२५ इित निैमितकाच र्निविधः।
1◦कमं वगरुुपादाबजुं यावत]् em., ◦कमवगरुुपादाबजुं यावत K्KA2KKA1 2िववािमत]ं KKA1, िवविमतं
KKA2 3वादशपकाशचकपजूािविधः] KKA1, वादशचकपजूािविधः KKA2

iIt is evident that, for metri causa, the author has dissolved the sandhi between
praṇamya and alakācarya. iiThe conventional form should be pañcatriṃśat but
the author has possibly adopted pañcatriṃśati on account of metri causa. All
manuscripts record this so I have left it unemended.
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आπपजूा
पथमं तावत ्गरंुु नमृकय यथोपदशेकमणे वथानाछितमुथाय बमरं यावनीवा पनुरागय
िवशाय पीतं गुयाधार1ेi १. रंत गुय े २. रतगौरं कजाधारे ३. अरुणं नाभौ ४. श्यामं तदूवे ५.
हृिद वतें ६. धमूं तदूवे ७. नीलं कण्ठकूप े ८. िवयदुाभं गथौ ९. अलताभं तालुिन १०. शंुल िबदौ ११.
पचकािदपचदशातंचकैकादशं िनपाय एकोचारणे िविवः पीठिनकेतनं िवहायोपित2िथितसहंारानाय-
भासाकमषे3ु लयं कुया र्त य्थाकमथानािन. अिनसयू र्सोमवावाकाशकमणे महामतृने सतंयर्तथा पुपािद-
िभः सपंूयकमलयं कुया र्द ्यथा -- सिृटकमं िथतौ. िथितकमंसहंार.े सहंारकमम अ्नाय.े अनायकमं
भासाया4ं. भासाकमं सव र्थ इित5 लयं कृवा पुपकेैनामानंसपंूयासनं पजूयदे6् इितआमपजूािविधः।

आसनपजूा
षिंशागलंु सव र्िवतारंयगलुोयंएकागलुातंनरगजमगृबहृाघिचतकछागचमर्मयमासनम ्. अभावा-
दतवमयं सवा र्भावाभावमयं -हीं शीं समतकालकलासनपाद- इित मणे यथापुपःै सपंूय यासं
कुया र्िदयासनपजूािविधः।

सЇासϧानम्
ख्फें महाचण्डयोगेविर. एतने नवाक्षरणे हतयोः पचधा करतलयोर ् िवययii गुय े १.7iii कदे २.
हृदय े ३. कण्ठे ४. तालुिन ५. िबदौ ६. बमरे ७. ितपथ े ८. धमूिशखायाम ्९. एतषे ु नवथानषे ु
यययात ्सिृटः. नायादौ िथितः. गुयादौ सहंारः. तावदौ अनायः. िबादौ भासा - इित
पचनवािमका।

यासानतरं गदु े १. िलेग २. मढे8े ३. नाभौ ४. हृदय े ५. कण्ठकूप े ६. कण्ठगथौ ७. तालुकाधारे
८. तालुिन ९. नािसकाग े १०. भवुाम ्११. ललाटे १२. सीमायाम ्१३. तदूवे १४. बमरे १५.
िशरसधौ १६. िशखाते १७. यथाकमणे पचसतदशाक्षरयासः।
1पीतं गुयाधार]े em., पीत गुयाधारे KKA2, KKA1 2िवहयोपित] em., िवहाया उपित KKA2, िवहाय सिृट
KKA1 3भासाकमषे]ु KKA1, भाकमषे ुKKA2 4भासाया]ं KKA1, भासां KKA2 5सवर्थ इित] em.,
सव र्थे ित KKA2, KKA1 6सपंूयासनं पजूयदे]् KKA2 (MSpc)., KKA1, सपंजूयदे ्KKA2 (MSac).
7गुय]े em., गुय KKA1, KKA2 8मढे]े em., मढे KKA1, मदे KKA2

iThe manuscripts alternate between presenting the colours for the bodily loca-
tions of the nyāsa in the uninflected form (pīta guhyādhāre) or in the neuter (dhū-
mam tadūrdhve). Since the majority of colours are declined in the latter manner, I
have followed this for the sake of consistency. Nyāsa locations 1 - 4 have thus been
emended accordingly. However, since all manuscripts present nyāsa 5 (hṛd) with
the order of the colour and bodily location reversed, this anomaly is maintained.
iiFor the preamble to the pañcanavātmikānyāsa section, I have used KKA1 to pro-
vide a fuller understanding for the reader as it states the navākṣara mantra and
gives additional instructions as opposed to KKA2 ’s simplified version (yathā pañ-
cadhā navākṣarīvidyāṃ hastayoḥ) iiiSince this nyāsa calls for the depositing of each
of the nine syllables of the navākṣarīvidyā onto nine body parts, I have emended
the endings for the body parts from their prātipadika forms to loc. The emenda-
tion applies to all body parts in the pañcanavātmikānyāsa as well as the pañcasap-
tadaśākṣaranyāsa but is noted only once here.
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अथ ख्फें महेविर हृिद. ख्फें हंसेविर िशरिस. ख्फें चण्डेविर िशखाया.ं ख्फें दण्डेविर कवच.े ख्फें
योगेविर नते.े ख्फें गणेविर िदशास ु इयगयासः।

ख्फें महाचण्डमोहेविर िशखायाम ्. ख्फें महाचण्डहंसेविर िबले. ख्फें महाचण्डचण्डेविर1 मखु.े
ख्फें महाचण्डदण्डेविर वामकणे. ख्फें महायोगयोगेविर दक्षकणे. ख्फें महाचण्डगणेविर वामनते.े ख्फें
महामरचण्डेविर दक्षनते.े ख्फें महारागचण्डेविर वामनासायाम ्. ख्फें महाखगचण्डेविर दक्षनासायाम ्
इित वयासः।i

एतािनवतेिंसहकृणिशवनीलनरगौरगजश्यामाविपगगरुडहिरतमकररतमकर्टधमूभूलकमखुाया-
मनो ययेािन िवकटोकटदंाकरालािन वजाितशदमुतािन. मयवं अटटहासं हसतं सृटौ. िथतौ
लनौठपटुम ्. सहंारे वदतौठं चव र्तम ्. अनाये िजवागणे वामदंागं पशर्तम ्. भासायां मुतहंूकार-
रावणे िजवां लालयतं िविचतयते।्

अथ वामे जूकंारोऽ भयं १. सः कपालं २. हंू खगं ३. आं पाशं ४. हीं शिंत2ii ५. क्षौं खवांग ६.
फें मणु्डं ७. धूं धनःु ८. भःु चकं ९. हं घण्टां १०. फें बालपतें ११. लीं शलैकं १२. हःे ककालं १३. हीं
नकुलं १४. फः सपं १५. ओ ं कुटनीं १६. हीं वशंं १७. षट ्षडसं १८. आः डोिडका3ं १९. लीं विनपातं
२०. हीः ितदण्डं २१. वौषट ्सवुं २२. सः अटारं २३ ां िंसहं २४. पौं वं २५. भां मुगरं २६. खें डमरंु
२७. दिक्षणे शींकारो ऽ भयं १. फट ्कितकां २. हुं तज र्नीं ३. कों अकशं ४. डं दण्डं ५. ल ूं कलशं ६. सौं
ितशलंू ७. हंू बाणं ८. हः पमं ९. गं पुतकं १०. तं कंुतं ११. श्यां पािरजातं १२. फूः छुिरकां १३. धीः
तोमरं १४. शः पुपमालां १५. ंूल िडिण्डमं १६. च्लीं गधृं १७. भौं वितकं १८. ीं वध र्नीं १९. लें
कमण्डलंु २० वषट ्सचु4ं २१. ग्लौं पाशंमुिुंट २२. हीं नावतं २३. कट कुण्डलं २४. ओ ं मासंखण्डं
२५. अः फलं २६. धीं सिूंच5iii २७. एतािन चतःुपचाशदािण मदुावरुपणे यसते।्

अथ सृटौ समपदं ठः. िथतौ वामपादाकुिचतदिक्षणपादावलिबत6ं ीं. सहंारे पयालीढं क्षौं.
अनाये बधपमासन7ं हा.ं भासायां नृयमान ं फें . सव र्त नीलं ययेम इ्ित भावयासः।

अथ हं बमकालासनiv पादमलेू. िंह िवणकुालासन पादतले. हुं रुदकालासन पादमय.े हें
ईवर8कालासन पादागुटमलेू. हों सदािशवकालासन पादागुटाग.े पादवय े यसनीयम इ्यासनयासः.
एतािन पीतश्यामरतधमूवतेवणा र्िन दण्डचकशलूशितखवागधरािण. वामहततज र्नीमखुािन ितनते-
मुतजटाकलापािन िदगबरािण वासन ेययेािन आसनवरूपािण. अथ पचशताक्षरं सपंठन ्विशरिस
1महाचण्डचण्डेविर]KKA1, महाचण्डचण्डेवKKA2 2शिंत] em., शितKKA2,KKA1 3डोिडका]ं em.,
डोिडका KKA2, KKA1 4सचु]ं em., सकंु KKA2, KKA1 5सिूंच] em., शिूचः KKA2, शचूीः KKA1
6◦वलिबत]ं em., ◦वलिबतः KKA2, KKA1 7बधपमासन]ं em., बधमासनं KKA2, KKA1 8ईवर]
KKA1, इवर KKA2

iKKA1 gives additional information by linking each of the 9 Īśvarīs to not only a
part of the sādhaka’s face but also the theriomorphic faces of Guhyakālī. This is
discussed in my analysis of the iconography of Guhyakālī in Chapter 1. iiWhere
necessary, I have emended the attributes to accusative singular for the sake of
consistency and to agree with nyāset as both manuscripts list some in acc. sg.
and others in nom. sg. These changes will not be noted individually. iiiI have
emended to sūciṃ as this is consistentwith the last attribute found in theHRT and
PT’s right hand list and ś and s are often interchangeable in Newari orthography.
ivI have assumed that the author intends for the kālāsanas to be declined in the
voc. as part of the mantra as is the case with the aṅganyāsa and vaktranyāsa so
these endings have been left unemended.
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ितलकपवू र्कं दा अघ र्पातसंकारं1 कुया र्द ् इित सयासाटयानिविधः।2

अघईइपात्रपजूा
यथा नकृपालशखिववािमतकूम र्मुतासवुण र्तारमयािदयो मये मयमासंरतचदनपुपाक्षतािदिभः पिूरतं
कृवा चतुकोणमण्डलोपिर हींकारणेथापियवा किनठावयसयंोगने हींकारहंूकारणे वामावत र्दिक्षणावतेन
वारतयं आलोडयते ्. तमये समयहृदयं समािलय लेिलहां िवधाय पचनवाक्षरणे पचपुपािण मये
पिक्षय तदसने नािभहृदयकण्ठललाटमिुन ितलकं कृवा हींकारणे सवं सचेयते इ्यघ र्पातपजूािविधः।

मΦलोद्धारהवזधः
अथमणेायुय षिंशागलुपमाणंचतुकोणंमण्डलं िवधाय तदुपिर रतवणं भदासनंसमारोयतदभावाद ्
रतवं तदुपिर यथोिचतवणर्भाजनं वीरदयणेोपिलय ततi यसं तबाय े पचपतं षोडशपतं वादशपतं
षोडशपतiंi ईशानािदकमणेाकारािदरफेातं सानुवारं मयेशषेषंक च समािलय ईशानािदकमणे. मये
पारपया र्क्षरम ्. ततः पचमण्डलाद ्बिहः विनचकं सयू र्चकं सोमचकं पवशेगया उपदशेवण र्सिहतं समा-
िलखते ्. तबिहः खचेकं तबिहचतुकोणं समािलय पवू र्दिक्षणोतरपिचमषेiुii तीिण तीिण चकमण्डलािन
ववबीजने जूं शीं सः फट ्हंू हंू आं कों हीं ओ ंक्षौं ग्लौं सयंतुािन वृताकारािण कुया र्त ्. तबिहः फें कारणेiv
वृततयं समािलय मये योिगनीहृदयने पुपं दयाद ् इित मण्डलं िनपाय गणािदचतंुक पजूयिेदित
मण्डलोधारिविधः।
1संकारं] KKA1, संकार KKA2 2सयासाटयानिविधः] em., ससंयासाटयानिविधः KKA2,
संयासाटयानिविधः KKA1

iKKA1 gives the composition of the vīradravyawithwhich to smear the vessel and
the tool used to inscribe the maṇḍala, stating ‘vīradravyāghṛṣṭakarpūraghusṛṇaku-
raṅgamadamalayajaraktacaṇḍanenopalepya tatra kanakaśalākayā’. iiUp until this
point, KKA1 gives a different design for the maṇḍala, instructing us ‘tryasraṃ tad-
bāhye pañcāsraṃ ṣoḍaśapatraṃ daśapatraṃ dvādaśapatraṃ’. The reason why I concur
with KKA2 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
Śaiva syllabary once we have embedded 44 letters in three circles of petals (16 +
12 + 16 according to KKA2 ). Since KKA1 substitutes one 16-petalled circle with a
ten-petalled one, we end up having space for only 38 letters. iiiThe conventional
manner of declining compass points would be in the fem. to agree with the fem.
noun diś. However, here, as is also the case with the declensions of directions in
the ekādaśacakrāṇi, 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 koṇa (the corner of the maṇḍala) and in the case of the 11 cakras should be
pattra (the petals of the concentric lotus). ivHere, KKA1 reads phreṃ since both
pheṃ and phreṃ are commonly found in the KKA, I have left KKA2 ’s reading
unemended for the time being.
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रक्षाचतҠुम्

हीं शीं महाकमगणपितनाथपाद. अघा र्ग े दिक्षण.े हीं शीं महाकमगणपितवलभा-अबापादi . तदुतर.े हीं
शीं महाकमवटुकनाथपाद. अघा र्गोतर.े हीं शीं महाकमवटुकवलभा-अबापाद. पवूे. एतान कृ्णपीत-
वणा र्न प्रशशुलूलडकायाभयवरदजायदण्डधरान ग्धपुपधपूदीपनवैेयािदसिहतःै सपंूय पीठिनकेतनं
पजूयिेदित गणािदचतुकाच र्निविधः।

एकादशचक्राחण
यथाii पवूोतरमण्डले. हीं शीं हंू महा-उिडयाणपीठपाद. मये १. हीं शीं हंू महापदीितचकेवरी-
शीमगलादवेी-अबापाद. पवूे २. हीं शीं हंू महाकरवीरश्मशानपाद. दक्ष े३. हीं शीं हंू महासहंारबलोकट-
क्षतेपालनाथपाद. उतरे ४. ह्ज्सौं महाकािलकापाद1पिचमे ५. एतान प्ीतवणा र्न व्रदाभयकपालित-
शलूहतान ्िंक वं कृणवणं एकादशमखुं पवूोतामौिलनं वाचवािंरशद2्भजुं ऊवर्िलंग नृयमान ं
वजतज र्धरं नानापहरणसिहतं वलतं यावा पजूयदे ् इित. अघ र्पातणे एवं संयय3 महासमयहृदयं
चिेत पीठिनकेतनचकपजूािविधः।

अथ तदक्षमण्डले. हीं शीं हंू महायोमवामेवरी-अबापाद मय.े हीं शीं हंूiii महाखचेरी-अबापाद
पवूे २. हीं शीं हंू महािदचरी-अबापाद दक्ष.े हीं शीं हंू महागोचरी-अबापाद उतरे ४. हीं शीं हंू
महाभचूरी-अबापाद पिचमे ५. एता नरिचलवराहगोसपा र्याः वतेधमूरतश्यामपीतवणा र्श च्तभु ुर्जाः
खगकतृ र्कायशलूधािरणीश 4्िचतियवा मिूतचकं पजूयिेदित पचवाहचकपजूािविधः।

यथा हीं शीं हंू महासखुमिूत-अबापाद १. हीं शीं हंू महाशीलमिूत-अबापाद २. हीं शीं हंू
महासयू र्मिूत-अबापाद ३. हीं शीं हंू महासोममिूत-अबापाद ४. हीं शीं हंू महानदमिूत-अबापाद
५. हीं शीं हंू महापभामिूत-अबापाद ६. हीं शीं हंू महानभोमिूत-अबापाद ७. हीं शीं हंू महाक्षीरमिूत-
अबापाद ८. हीं शीं हंू महािचषामिूत-अबापाद ९. हीं शीं हंू महाकेतमुिूत-अबापाद १०. हीं शीं हंू
महाकुिलशपहरणमिूत-अबापाद ११. हीं शीं हंू महापाण्डुरमिूत-अबापाद १२. हीं शीं हंू महातापकीमिूत-
अबापाद १३. हीं शीं हंू महारासपीमिूत-अबापादiv १४. हीं शीं हंू महाऋक्षमिूत-अबापाद १५. हीं
1महाकािलकापाद ] KKA1, महाकािलपाद KKA2 2वाचवािंरशद]् em., वाचवािंरशित KKA1, KKA2
3एवं संयय] KKA1, एन सयय KKA2 4धािरणीश]् em., धािरण्यश K्KA2, KKA1

iThe 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 byme. As with the declension for certain nyāsas, I have assumed
that the endings of pāda throughout the ekādaśacakrāṇi are voc. and are also left
unemended. iiThe author’s usage of yathā 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. iiiInstead of repeating hrīṃ śrīṃ hūṃ before each name,
KKA2 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 KKA2 in several cakras. Further occasions have not been noted while
I have given the full mantra each time to avoid confusion. ivKKA1 records the
name of this deity as Mahārāsavī. However, the MPP1 (Exposure 3, l.5) and GNP
(f. 7v2) agree with KKA2 ’s reading of Rāsapī.
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शीं हंू महासहसमिूत-अबापाद १६. हीं शीं हंू महाचण्डमिूत-अबापाद १७. एता इादीशानातं
एकैकथान ेवे वे पीतरतनीलकृणश्यामधमूगौरवते वणा र्ः. वजाशितदण्डखगपाशवजगदाशलूतज र्करा
वरदाभयहताः. मये सैधवाभां चकपमवरदाभयकरां यावा पकाशचकं पजूयिेदित मिूतचकपजूा-
िविधः।

यथा हीं शीं हंू महाहंसमितनाथपाद1 १. हीं शीं हंू महािवमलमितनाथपाद पवूे २. हीं शीं हंू
महािवणमुितनाथपाद अनौ ३. हीं शीं हंू महािंसहमितनाथपाद ४. हीं शीं हंू महाखण्डमितनाथपाद
दिक्षणे ५. हीं शीं हंू महावीरचकमितनाथपाद नरैृत े ६. हीं शीं हंू महा-अहीरमितनाथपाद ७. हीं
शीं हंू महाक्षतखरमितनाथपाद पिचमे ८. हीं शीं हंू महािविचतमितनाथपाद वायये ९. हीं शीं हंू
महावीरिंसहमितनाथपाद १०. हीं शीं हंू महाभरैविंसहमितनाथपाद उतरे ११. हीं शीं हंू महाज्ञानमितनाथ-
पाद ईशान े १२. हीं शीं हंू महाचण्डरिश्ममितनाथपाद मये १३. एत े िशतरतपीतवणा र् नीलोपलपम-
कपालाभयकराः. एवं यावा सपंूयानदचकं पजूयिेदित पकाशचकपजूािविधः।

यथा मण्डलदिक्षणे पवू र्मण्डले. हीं शीं हं सः महाकोकणा-अबापाद १. हीं शीं खः खः महा-
इडामरीची-अबापाद २. पवूे. हीं शीं िह िह महासव र्गा-अबापाद ३. हीं शीं हीं हंू महािदयगा-अबापाद
४. अनौ. हीं शीं वािह वािह महामीना-अबापाद ५. हीं शीं कािह कािह महामतृा-अबापाद ६. दिक्षण.े
हीं शीं खािह खािह महाचिण्डनी-अबापाद ७. हीं शीं ख े हंू महािवया-अबापाद ८. नरैृत.े हीं शीं ला खां
महाभिूमजा-अबापाद ९. हीं शीं खां लां महातरीक्षजा-अबापाद १०. पिचम.े हीं शीं इं हंू महातजेा-
अबापाद ११. हीं शीं हां वां महािसधयोगेवरी-अबापाद १२. वायय.े हीं शीं हीं शीं महाडमा-अबापाद
१३. हीं शीं हंू सौं महाभिटनी-अबापाद १४. उतर.े हीं शीं फं हं महािशगगना-अबापाद १५. हीं शीं
हंू हंू महालबतनी2-अबापाद १६. ईशान.े हीं शीं महाचिण्डनी-अबापाद १७. मय.े एताः वतेरत-
पीतश्यामवणा र् वरदाभयकायाक्षसतूधराः. मये नीलवणा र्. एवं यावा सपंूय ज्ञानिसधचकं पजूयिेदित
षोडशानदचकपजूािविधः।

यथा पिचममण्डले. हीं शीं महामगला-अबापादi १. हीं शीं शौिण्डकी-अबापाद पवूे २. हीं
शीं येठा-अबापाद ३. हीं शीं कुकी-अबापाद अनौii ४. हीं शीं पटकी अबापादiii ५. हीं शीं
कूमी-अबापाद दिक्षणे ६. हीं शीं धमनी-अबापाद ७. हीं शीं गधकाली-अबापाद नरैृत े ८. हीं शीं
मातगी-अबापाद ९. हीं शीं चपका-अबापाद पिचमे १०. हीं शीं कैवत र्नी-अबापाद ११. हीं शीं
मतकािमनी-अबापाद वायये १२. हीं शीं शुयकी-अबापाद १३. हीं शीं भक्षकी-अबापाद उतरे १४.
हीं शीं नभक्षकी-अबापाद १५. हीं शीं शोितका-अबापाद ईशान े१६. हीं शीं रूिपका-अबापाद मये१७.
एताः पीतरता वरदाभयवजतज र्नीधराः. मये नीलवणा र्. एवं यावा सपंूयातःिसधचकं पजूयिेदित
ज्ञानिसधचकपजूािविधः।

यथा तमण्डलोतरे पवू र्मण्डले. हीं शीं दिंणी-अबापाद3iv १. हीं शीं धमूा-अबापाद २. हीं शीं
1महाहंसमितनाथपाद] KKA1, महाहंसमितनाथ-आबपाद KKA2 2महालबतनी] KKA1, लबतनी KKA2
3दिंणी] em., दिणी KKA2, KKA1

iHere, KKA1 records Maṇḍalāmbā instead of Maṅgalā. However, both the GNP
(f. 9r2) and MPP1 (Exposure 3, l.3) record Maṅgalā iiHere, KKA1 has Vaṭukī
but KKA2 ’s version seems more likely as this is the name also found in the GNP
(f. 9r2) and MPP1 (Exposure 3, l.4). iiiKKA1 has Paṭukī and so does the MPP1
(Exposure 3, l.4) but Paṭṭakī is also found in the GNP (f. 9r3). ivI have emended
her name to Daṃṣṭrinī since this is a common name for yoginīs and the anusvāra
is often inadvertently dropped in such manuscripts. It is to be noted that GNP
(f. 9v3) records Daṃṣṭinī while MPP2 (Exposure 1, l.1) appears to read Daṃṣṭrinī
but the anusvāra is very faint.
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वािलनी-अबापाद ३. पवूे. हीं शीं गधारी-अबापाद ४. हीं शीं गगनेवरी-अबापाद ५. हीं शीं माया-
अबापाद ६. अनौ. हीं शीं महामाया-अबापाद ७. हीं शीं िनया-अबापाद ८. हीं शीं शाता-अबापाद
९. दिक्षण.े हीं शीं िवचा-अबापाद १०. हीं शीं कामनिदनी-अबापाद ११. हीं शीं उमानिदनी-
अबापाद १२. नरैृत.े हीं शीं िशयानिदनी-अबापाद १३. हीं शीं सभुगानिदनी-अबापादा १४. हीं
शीं महालमी-अबापाद १५. पिचम.े हीं शीं इडामरीची-अबापाद १६. हीं शीं सव र्गा-अबापाद १७.
हीं शीं िवया-अबापाद १८. वायय.े हीं शीं मीनजा-अबापाद १९. हीं शीं अमतृा-अबापाद २०. हीं
शीं चिण्डनी-अबापाद २१. उतर.े हीं शीं अतिरक्षजा-अबापाद २२. हीं शीं िसधयोिगनी-अबापाद
२३. हीं शीं िवयाधारी-अबापाद २४. ईशान.े हीं शीं महाचिण्डनी-अबापाद २५. मय.े एता याघ-
माजा र्रभूलकवानशकुबकशशकगोधामयरुरासभखजरीटहितिंसहभकेमकर्टमषूकछागसप र्मीनिटिटभ1-
राक्षसमनुयभरैविकनरवदना मयेकुुकटमखुा. वतेरतपीतवणा र्मयेनीलवणा र्. खगमणु्डवरदाभयकराः.
एवं यावा सपंूय मलेापचकं पजूयिेदयतःिसधचकपजूािविधः।

यथा तपिचम.े हीं शीं मारुती-अबापाद १. हीं शीं शाव र्री-अबापाद २. पवूे. हीं शीं उकामखुी-
अबापाद ३. अनौ. हीं शीं तलैोयमखुी-अबापाद ४. हीं शीं भीममखुी-अबापाद ५. दिक्षण.े हीं
शीं राक्षसमखुी-अबापाद ६. नरैृत.े हीं शीं मदनमखुी-अबापाद ७. हीं शीं चण्डमखुी-अबापाद ८.
पिचम.े हीं शीं अनगमखुी-अबापाद ९. वायय.े हीं शीं िवयाधरी-अबापापाद १०. हीं शीं मनभी-
अबापाद ११. उतर.े हीं शीं नमनी-अबापाद १२.i ईशान.े हीं शीं चिण्डनी अबापाद १३.मय.े एताः
वतेरतश्यामवणा र् गोगजावकणा र् मनुयानना वरदाभयमणु्डकतृ र्कराः. मये नीलवणा र्. एवं यावा
सपंूय शातिसधचकं पजूयिेदित वादशमलेापचकपजूािविधः।

यथा तपिचम.े हीं शीं दुमनी-अबापाद पवूे १. हीं शीं सुदरी-अबापाद अनौ २. हीं शीं
िववदलकी-अबापाद दिक्षणे ३. हीं शीं कराला-अबापाद नरैृत े ४. हीं शीं िचिपटा-अबापाद पिचमे
५. हीं शीं भीमा-अबापाद वायये ६. हीं शीं िवकराली-अबापाद उतरे ७. हीं शीं खगानना-अबापाद
ईशान े ८. हीं शीं चिण्डनी-अबापाद मये ९. एता रतवणा र् वरदाभयाकशकपालहताः. मये नीला.
एवं यावा सपंूय शाभविसधचकं पजूयदे ् इित शातिसधचकपजूािविधः।

यथा मण्डलपिचमे उतरमण्डले. हीं शीं शृगाली-अबापाद पवूे १. हीं शीं वजपतूनी-अबापाद
दिक्षणे २. हीं शीं शाव र्री-अबापाद पिचमiेi ३. हीं शीं योमका-अबापाद उतरे ४. हीं शीं चिण्डनी-
अबापाद मये५. एताः शृगालचिचकोलूकगरुडमखुाः पीतनीलवतेरतवणा र्ः खवागितशलूवरदाभयकराः.
मये नीला. एवं यावा सपंूय पराणविसधचकं पजूयदे ् इित शाभविसधचकपजूािविधः।

यथा दिक्षण.े हीं शीं महामगलादीित-अबापाद १. हीं शीं महािशवानददीितनाथपाद २. मयiेii.
1िटिटभ] KKA1, िटटीभ KKA2

iKKA1 has Namabhī for deity 12. It should be noted, however, that GNP (f. 10v5)
and MPP2 (Exposure 2, l.3) records Namanī in line with KKA2 iiKKA2 records
Śārvarī in the North and Vyomakā in the West while their locations are reversed
in KKA1. 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 ‘pūrvādimadhyāntam’ iiiKKA2 has two points of difference with
KKA1 , the location of Maṅgalā which is recorded as in the centre in KKA1 and
the name and location of the fifteenth deity on the list. Since the GNP (f. 12r3)
and MPP2 (Exposure 3, l.6) both back KKA2 ’s reading of Svavimarṣānandadīpt-
inātha, I have adopted this name. However, I follow KKA1 in its ascription of
locations, my reasoning for which is explained in the deities’ iconography table
for the Parāṇavasiddhacakra.
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हीं शीं ज्ञानदीित-अबापाद ३. हीं शीं आनददीितनाथपाद ४. पवूे. हीं शीं रतानददीितनाथपाद
५. अनौ. हीं शीं िविचतानददीितनाथपाद ६. हीं शीं सहजानददीितनाथपाद ७. दिक्षण.े हीं शीं
योगानददीितनाथपाद ८. नरैृत.े हीं शीं वालानददीितनाथपाद ९. हीं शीं समयानददीितनाथपाद
१०. पिचम.े हीं शीं िनयानददीितनाथपाद ११. वायय.े हीं शीं िवमलानददीितनाथपाद १२. हीं शीं
घणूा र्नददीितनाथपाद १३. उतर.े हीं शीं उमानददीितनाथपाद १४. ईशान.े हीं शींविवमशा र्नददीित-
नाथपाद. मयाग1े १५. देयौ रतवणे पिरकमणे देयोः िसधाः वतेवणा र्ः. वरदाभयकपालनीलोपलधराः.
एवं सिंच पजूियवा गरुुमण्डलं पजूयदे ् इित पराणविसधचकपजूािविधः।

यथा दिक्षण.े ख्फें अशषेपिगरुुमण्डलपाद. ितधामवरूपं िचतियवा गरुुमण्डलं पजूयिेदयकेा-
दशसमयिसधयोिगनीगरुुवीरशीकािलकातयिंतशािधकशतकंै चककुलं सपंूय गरुुमण्डलसमतें िवशषेाघ र्-
पातं कुया र्त य्था

वषशेाघईइपात्रपजूाה
समयहृदयं गुयसमयहृदयं समुचाय र् वामावत र्दक्षावत र्रिश्मकदबं फें कारणे वलनं हंूकारणे पीठं िनपाय
सोमसयूा र्िनवायुयोममयं िचतियवा अघ र्पातमये पचधाघ र्पातं पजूयते ्. हीं शीं सोमामतृपाद. उतर.े
हीं शीं सयूा र्मतृपाद. पवूे. हीं शीं अमतृपाद. दिक्षण.े हीं शीं वावमतृपाद. पिचम.े हीं शीं
योमामतृपाद. मय.े पनुः. ख्फें हसक्षमलवरयू2ंiआनदभरैवपाद. ह्स्ख्फें आनदभरैवीकायबापाद.
ख्फें समयहृदयपाद. फें हसक्फें महासमयहृदयपाद. फें गुयसमयहृदयपाद. हीं शीं चकयोगेविर
चपीठ योमकािल मातिगिन भीमकािल कामरूिपिण िसधकािल पणू र्िगिर चकािल जालधिर चण्ड-
कािल उिडयािन रतकािल सवर्समयचकलाभं कुरु कुरु सिुसधे सपुसर सपुसर शीपसर शीपसर हैं सः खः
खः िह िह हीं हंू वािह वािह कािह कािह खािह खािह खे हंू लां खां खां लां ईं हंू हां वां हीं शीं हंू सौं फें हं
हंू हंू फें ii . रुदमःै पातं सपंूय महासमयहृदयने धपूियवा शखपमतज र्नीिवुफराकरिकनीमदुापचकं
िवधाय शीमहाथ र्कमपचकं पजूयिेदित िवशषेाघ र्पजूािविधः।

श्रीमहाथईइप΋कपजूा
यथाणं इकालासनाय पवू र्पचकं च फः फुः फें हः हंू फट ् भरैविशवासनाय - इित सतासनािन या
दश3चकनवचकसतदशाक्षरनवाक्षरसिृटसहंारपयोगणेािजकाक्षरसचंारपचमण्डलिवकसपवूोतदवेीवरूपं
1विवमषा र्नददीितनाथपाद. मयाग े ] em., विवमषा र्नददीितनाथपाद. मयेKKA2, िवनयानददीितनाथपाद. मयाग े
KKA1 2ख्फें हसक्षमलवरयूं ] KKA1, हरक्षमलयूंKKA2 3या दश...] KKA1, यादश... KKA2

iI have chosen KKA1 ’s reading since hasakṣamalavarayūm is a common mantra
found in both Buddhist and Śaiva tantras while KKA2 ’s version is unfamiliar.
iiKKA1 and KKA2 have significantly different versions of this mantra with KKA1
’s ending in the traditional phaṭ svāhā thus adding three syllables.
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कममण्डलमये सकमं यावाi िवयातयणेाच र्ियवा कमं पजूयदे ्यथा--

हीं शीं फें योिन-अबापाद १. हीं शीं फें योिनिसधनाथपाद ईशपत1े २. हीं शीं फें महायोिन-
अबापाद ३. हीं शीं फें महायोिनिसधनाथपाद पवूे ४. हीं शीं फें शखयोिन-अबापाद ५. हीं शीं फें
शखयोिनिसधनाथपाद दिक्षणे ६. हीं शीं फें िदययोिन-अबापाद ७. हीं शीं फें िदययोिनिसधनाथपाद
पिचमे८. हीं शीं फें पमयोिन-अबापाद ९. हीं शीं फें पमयोिनिसधनाथपाद उतरे १०. एत ेरतपचपतथा-
चतमु ुर्खाचतभु ुर्जा लिलताः. वाम े रता दक्षे पीता ऊवे नीला समखु े वतेवणा र्2ii वरदाभयकपालधराः
सवे पमचकितशलूशितखवागधरा िवलोमने देयुसगसिहताः सव र्तजेोिनधानाः. सिृटकमणे सिंच
मयेदवेीं लिलतां वरदाभयकरणे चसयू र्िवधािरणीम ्. िपगोवर्केशजटाबधशुकमणु्डमालाधरींiii यावद-्
रनािथ3सप र्वणर्4भषूणां महाकालकृतोतरीया5ं याघचमर्परीधानां सिंच पजूयते ्. यथा आं ख्फें फीं
फां महासिृटकािल कालगसनकािल १७. ख्फें महािचतामतृ े िनराचारे िचचण्डे खचेरचरे िशवे अकुले
कुले भिरतभरैिवरवे िनतरेग परे परापरे सवा र्िधके कलाकले शूयेशाते मनोमिन कैवये केवले िनवा र्ण े
शुधबुधे नरैूये उपमारिहत े िनरवकाशपकािशके सृटीविर ख्फें फट ्वाहा १००. अनया समयिवयया
ितधा सपंूय नवाक्षरणेािप यथायायने पजूियवा िथितकमं पजूयदे ् इित सिृटकमपजूािविधः।

हीं शीं खगेनाथपाद १. हीं शीं बीजा-अबापाद पवूे २. हीं शीं कूम र्नाथपाद ३. हीं शीं मगला-
अबापाद दिक्षणे ४. हीं शीं मषेनाथपाद ५. हीं शीं काममगला-अबापाद उतरे ६. हीं शीं मीननाथपाद
७. हीं शीं कोकणा-अबापाद पिचमे ८. हीं शीं भटनाथपाद ९. हीं शीं महेनाथपाद ईशान े १०.
हीं शीं वकलनाथपाद ११. हीं शीं अहीनाथपाद वायये १२. हीं शीं गजेनाथपाद १३. हीं
शीं महीधरनाथपाद नरैृये १४. हीं शीं अमरनाथपाद १५. हीं शीं वरदवेनाथपाद अनौ १६. हीं शीं
िविचतनाथपाद अनौ १७. हीं शीं अिलनाथपाद नरैृये १८. हीं शीं िचनाथपाद वायये १९. हीं शीं
गिुटकनाथपाद ईशान े२०. एत ेपीठषोडशाध र्कमपमिथताः. पवू र्दिक्षणोतरपिचमदलिसधा रतकृणगौर-
वतेवणा र् िवभजुकैमखुाः कपालनीलोपलधराः. देयो रतगौराः पमपुतकधराः. भटािदषट ि्नरिधकाराः-
पीतश्यामरतधमूशुलनीलवणा र्ः. अमरािदगिुटकाताः षट ् सािधकारा िवलोमवणा र्ः. चतुकोणपतषे ु
तययः. आयाः षट ्वरदाभयहताः शषेाः पुतकाक्षसतूधराः खवर्लंबोदराः. मये दवेीं खव र्लबोदरीं
बमककालवीणां वादयतींयावा पजूयते ्. यथा फां ख्फें फीं फीं महािथितकािल कािल कमणकािल १७.
1ईश] em., इश KKA2, ईशान KKA1 2वामे रता दक्षे पीता ऊवे नीला समखु े वतेवणा र्] em., वाम े रत दक्षे
पीत ऊवर् नील मखुाः वतेवणा र्KKA2,KKA1 3यावदनािथ]KKA1, यावदनाथेKKA2 4वणर्]KKA1,
वल KKA2 5महाकालकृतोतरीया]ं em., महाकालकृतरीयांKKA2, महाकालकृवोतरीयांKKA1

iIn the prelude to the worship of the Five Kālīs, the sādhaka is instructed to ven-
erate the 7 kālāsanas of Kālī followed by the visualisation of a central goddess
emerging from a maṇḍala of letters. The latter half is still unclear to me, espe-
cially the usage of the term añjikākṣara present in all manuscripts. The GNP does
provide more straighforward instructions for the visualisation of a maṇḍala com-
posed of letters and the arrangement of the central Guhyakālī and Five Kālīs in
such a maṇḍala in its section on the śrīmahārthapañcaka, which I briefly delineate
in my DPhil Thesis, although the GNP’s versionmight diverge significantly from
the KKA’s. iiHere, 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 sṛṣṭicakra. I 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. iiiI have amended this compound to acc. sg. in line
with KKA1.
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ख्फें महाभरैिव सवा र्यायनकािरिण िथितबोधसपंणू र्लक्षिण भवबधिनसदूिन1 परमिसधे शुधबुधवरूप े
मनोमिन िशवे शावते शाते सवेविर घोरे िवच े धवु े अपिरिमत े तजेोिनधान े महाबलपराकमे परे योम-
वािहिन अवताररूप े ऐ ं लीं सौःं वाहा १००. अनया समयिवयया नवाक्षरणेािप ितधा पजूियवा यथोत-
कमणे सहंारकमं पजूयदे ् इित िथितकमपजूािविधः।

यथा हंू फट ्महाभक्षभक्षिण-अबापाद १.i हंू फट ्महासहंािरिण-अबापाद २. हंू फट ्महारेतविर-
अबापाद ३. हंू फट ् महाकृतातनाशिन-अबापाद ४. हंू फट ् महायमभक्षिण-अबापाद ५. हंू फट ्
महाकालराितकालसहंािरिण-अबापाद ६. हंू फट ्महाचण्डचण्डेविर-अबापाद ७. हंू फट ्महावीरवीर-े
विर-अबापाद ८. हंू फट ्महाकालािनरुदसहंािरिण-अबापाद ९. हंू फट ्महाभरैवसहंािरिण-अबापाद
१०. एताः पीतरतगौरश्यामकनकश्यामरतरतकृणधमूारुणवतेसैधववण र्दशपते िथताः. नीलवणा र्श ्
चतभु ुर्जाः सशरधनःुखगशवशलूधराः. मये भगवतीं अिथचमा र्वशषेां हतायां अजहरी िबभाणां
यावा पजूयते ्. ख्फें फां फीं महासहंारकालगसनकािल हंू फट ्१७. ख्फें महाचण्डेविर चण्डकमर्साधिन
सवर्गासघमिरजगोडीकरिण महाकालिवगहसकंमिण महाभक्षभक्षिण रुदकोधिन सवर्शतपुमदर्िन महा-
पापपमोचिन योगिसिधपदाियिन भोगमोक्षपदे हीं फट ् ख्फें फट ् हंू ऋज्तीं फट ् भगवित सहंारेविर ख्फें
फट ्वाहा १००. अनया समयिवयया नवाक्षरणेािप यथोतिविधना ितधा सपंूयानायकम2ं पजूयदे ्
इित सहंारकमपजूािविधः।

यथा ख्फें आं फां हीं महासिृटकािल कािल-अबापादii उतरे १. ख्फें आं फां हीं महािथितकािल
कािल-अबापाद वायये २. ख्फें आं फां हीं महासहंारकािल कािल-अबापद वायये ३. ख्फें आं फां
हीं महारतकािल कािल3-अबापाद पिचमे ४. ख्फें आं फां हीं महासकुािल कािल-अबापाद नरैृत े
५. ख्फें आं फां हीं महायमकािल कािल-अबापाद नरैृये ६. ख्फें आं फां हीं महामृयकुािल कािल-
अबापाद दिक्षणे ७. ख्फें आं फां हीं महाभदकािल कािल4iii-अबापाद अनौ ८. ख्फें आं फां हीं
महापरमाकर्कािल कािल-अबापाद अनौ ९. ख्फें आं फां हीं महामात र्ण्डकािल कािल-अबापाद पवूे १०.
ख्फें आं फां हीं महाकालािनरुदकािल कािल-अबापाद ईशान े११. ख्फें आं फां हीं महाकालकािल कािल-
अबापाद ईशान े १२. ख्फें आं फां हीं महाघोरचण्डभरैिवकािल गसनकािल कािल-अबापादiv मये
१३. एता रतवण र्वादशारपमथा नीलोपलदलश्यामाः. चतभु ुर्जा वरितशलूपमकायधराः. रिश्मरूपा
1भवबधिनसदूिन ] KKA2pcKKA1, वबधिनसदूिन KKA2 (MSac). 2सपंूयानायकम]ं KKA1,
सपंूयनायकमं KKA2 3महारतकािल कािल] KKA1, मरतकािल कािलका KKA2 4महाभदकािलकािल]
KKA1, मरुदकािलकािल KKA2

iIt will be noted that unlike previous cakras, the names of deities appearing before
the honorific ambapāda 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. iiOur main
witnesses add an extra kāli to the name of all of the goddesses of the Anākhya-
cakra. This has therefore been left unemended. iiiI have emended the name to
Bhadrakālī as attested in KKA1 as she is the 8th Kālī in the standard list of 12 or 13
Kālīs that appears elsewhere in Krama literature. The adoption of KKA2 ’s read-
ing would also result in the problem of 2 Rudrakālīs on our list. ivKKA1 records
the name and mantra for the 13th Kālī as ‘khphreṃ āṃ phāṃ phīṃ mahāghora-
caṇḍabhairavikāli kāli grasanakāli kāli ambāpāda’, thereby adding an extra kāli,
a formula shared by A 150-1 while A 150-3 drops grasanakālī from her name. Our
manuscripts therefore present a version of the name of the 13thKālī that is slightly
different from how it appears in other sources (See Sanderson (2007), p. 353 for
the 13th Kālī’s name as Mahābhairavaghoracaṇḍagrasanakālī).
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गलमणु्डमालोपशोिभताः1 शुकसतकपालिशरोमालाधराः िपगोवर्केशनागबधमौिलचाध र्भिूषता न-ू
परुवीरघण्टािकिकणीजालमिण्डतािनतेायाघचमर्िनवसना गौरशवारूढाः. ईदृगपू ं पीठिनकेतनािदसहंार-
कमपय र्तं दवेदवेीनां च बोधयम ्. वादशवैं सिंचमयेभगवतीं कृशोदरीं पीनोनतपयोधरीं2 कणा र्ता-
यतमदघिूणतयानलोचनां वरदाभयकरां यावा तयोदशमणे ऊवर्िंसहाननं या दवेीं पजूयते ्. ख्फें
फां फीं महाचण्डयोगेविर कािल कािल हंू फट ् १७. ख्फें फट ् महाचण्डे चण्डमिुख चण्डयोगेविर
फट ्चण्डमखुिवमोचिन सवर्समयलोपिवघातिन तजेोमिय अमतृमतूे अिसधसाधिन िसिधऋिधपदे नाशय
सवर्दोषान अ्िभमतं म ेपयछसवे सव र्ग ेअरूप ेसव र्रूप ेहीं फट ख््फें फट हं्ू कौं क्षां सव र्िवयेविर फट ्वाहा
१००. अनया समयिवयया नवाक्षरणेािप यथोतिवधानने ितधा सपंूय पचकालायगपय र्तं पजूियवा
लयथान.े यथायायने सपंूय भासाकमं पजूयदे ् इित अनायकमपजूािविधः।

यथा वादशबीजथान े वामावतेन. ख्फें महामकािल-अबापाद ख्फें १. ख्पें महाहंसकािल-
अबापाद ख्फें २. ख्फें महाकमकािल-अबापाद ख्फें ३. ख्फें महाज्ञानकािल-अबापाद ख्फें ४. ख्फें
महाडामरकािल-अबापाद ख्फें ५. ख्फें महाचककािल-अबापाद ख्फें ६. ख्फें महा-ओकंारकािल-
अबापाद ख्फें ७. ख्फें महागगनकािल-अबापाद ख्फें ८. ख्फें महा-एकभासाकािल-अबापाद ख्फें ९.
ख्फें महाशदकािल-अबापाद ख्फें १०. ख्फें महावरकािल-अबापाद ख्फें i ११. ख्फें महा-ऋिधकािल-
अबापाद ख्फें १२. एता रतपीतवतेवणा र्श ्चतभु ुर्जा वरदितशलूाभयकपालधािरण्यः. एवं यावा
पजूयते म्पभाभदेने चतिुवशितवा र्।

ततः केसरथान ेउतरावामावतेन. ख्फें महाभासाकािलf-अबापाद ख्फें १. ख्फें महाभासाहंसकािल-
अबापाद ख्फें २. ख्फें महाभासाचण्डकािल-अबापाद ख्फें ३. ख्फें महाभासाडामरकािल-अबापाद
ख्फें ४. ख्फें महाभासायोगकािल-अबापाद ख्फें ५. ख्फें महाभासागगनकािल-अबापाद ख्फें ६. ख्फें
महाभासावरकािल-अबापाद ख्फें ७. ख्फें महाभासा-ऋक्षकािल-अबापाद ख्फें ८. एताः वतेवणा र्
नृयमाना वरदाभयशलूकमलधािरण्यः पजूियवा रिश्मचकं पजूयते।्

आं फां फीं लः सयू र्कािल-अबापाद चण्डरिश्मष ु १. आं फां फीं वः चकािल-अबापाद सौय-
रिश्मष ु २. आं फां फीं शः अिनकािल-अबापाद वण र्रिश्मष ु ३. आं फां फीं षः वायकुािल-अबापाद
िनग र्मरिश्मष ु ४. आं फां फीं सः योमकािल-अबापाद यापकरिश्मष ु ५. आं फां फीं हः मनःकािल-
अबापाद अमोघरिश्मष ु ६. आं फां फीं क्षः सवर्कािल-अबापाद सवर्रिश्मष ु ७. सव र्रिश्मपकाशमयीं
वरदाभयहतायां िचतामिणमयमजरीवय3ं िबभतींयावा समयहृदयनेाघं4 गुयसमयहृदयने पायंमहा-
समयहृदयनेाचमनं नवाक्षरणे धपू ं िंसहने दीपं भरैवणे नवैेयं हींकारणे पातं दा शींकारणे पुपािदकं
गहृीवा. म-ए-ख-फ-र-म-हा-च-ण-ड-य-ओ-ग-ए-श-व-ऋ १७. ख्फें फट ्महातजेोवित सवा र्यायन-
कारिक सवर्पकाशिकसवेविर एयिेह कला वादश पिरवत र्य मतजेःवरूप ेपरे ज्ञानपदे रिश्मरूप ेतातीत े
अवणे वण र्िवगहे िवयावभासिक भासय भासय खे रे री खा रे ख े फुः फुः फः फः हठ हठ पूये भासाते
वाहा १००. अनया समयिवयया नवाक्षरणेािप यथा. वराग िवहग शरू पुज परुुष काल सवर्गत दारण
1शोिभताः]KKA1, शोिभताKKA2 2पीनोनतपयोधरीं ]KKA1, पीनोनतपयोधरीKKA2 3मजरीवय]ंKKA1,
मजरीवय KKA2 4अघं] KKA1, अघ र्KKA2

iHere, KKA1 records Mahābalakālī while the GNP (f. 20v3) and MPP2 (Exposure
8, l.9) follows KKA2 in calling the 10th Kālī Varakālī.
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ततृीयाय तरुग डािकणीमम र् पवननवम तजेस ्तजेोगहृ लमीवशे्म उदिध सोमसतमयोगात ्i पचचक-
सामायनवाक्षरिवयां समुचाय र् ितधा सपंूय गरुुपिं पजूयदे ् इित भासाकमपजूािविधः।

गरुुपङ्̛चईइनהवזधः
यथा गरुुमण्डले सतादश. किणकाया.ं हीं शीं अनािदगरुुनाथपाद १.1ii पवू र्दले. हीं शीं शीकण्ठनाथगरुु-
शीकला-अबासिहतपादiii २. उतरदले. हीं शीं भीमभरैवभीमभरैवी-अबासिहतपाद ३. पिचमदले.
हीं शीं िशवनाथगरुुपि-अबासिहतपाद ४. दिक्षणदले. हीं शीं वीरनाथगरुुचण्डवीरेवरी-अबासिहतपाद
५. अिनदले. हीं शीं िववािमतगरुुचतेना-अबासिहतपाद. ६ नरैृयदले. हीं शीं विसठगवु र्रुधती-
अबासिहतपाद ७. वाययदले. हीं शीं अनतनाथगरुुकालकण्ठा-अबासिहतपाद ८. ईशानदले.
हीं शीं गुयिसधनाथगरुुरेतवरी-अबासिहतपाद. ९. एत े पचचामरपकाशका योितःवरूपा एकय
िशयाः. एषां सतितः2 ववदवेतागमयायने गरुुकमो बोधयः.3 हीं शीं शीभरैवनाथपाद १. हीं शीं
शीभरैवी-अबापाद २. हीं शीं शीयोिगनीचकपाद ३. हीं शीं मीननाथपाद ४. हीं शीं वरददवेनाथपाद
५. एतपानायने पारपय र्कमणे वगरुुपय र्तं पुपधपूदीपगधनवैेयािदिभर य्थाथान े पजूियवा मदुां
बधियवा जपं कुया र्द ् इित गरुुपचर्निविधः।

मदु्राהवזधः
यथा दिंणी १. लेिलहाiv २. कपािलनी ३. कालसकंष र्णी ४. समयकरी ५. िवकराला ६. भमणी ७.
कुण्डला ८. िववकला ९. चतुपचाशामदुाः4 सवर्कममवरूपसिहता गरुुमखुपारपय र्कमणे ज्ञावा
देय ै दश र्यते।्
1यथा गरुुमण्डले सतादश. किणकाया.ं हीं शीं अनािदगरुुनाथपाद १.] em., यथा गरुुमण्डले. किणकाया.ं हीं शीं
सतदशानािदगरुुनाथपाद १. KKA1KKA2 2सतितः] em., सतित KKA2, KKA1 3गरुुकमो बोधयः]
em., गरुुकमं बोधयंKKA2,KKA1 4चतुपचाशामदुाः] em., चतःुपचंाशामदुाःKKA2, चतःुपचंाशमदुाः
KKA1

iI have followed Sanderson (2007a, p. 283, fn. 160) in recording this mantra. He
has accurately noted it by comparing the version found in KKA1 with that of four
other sources (p. 279). The umemended version found in KKA2 is as follows:
varāṅga vihaga sūra puñja puruṣa kāla sarvagata dāru tṛtiyādya turaga ḍākinī pavana
navama tejas tejaḥ śrīveśma somasaptamayogāt. See my analysis of this section for
how themantroddhāra should proceed. iiIn order to make sense of the schema of
the gurumaṇḍala, we have to reorder the structure of the instructions. If we place
the term saptādaśa after gurumaṇḍale thenwe canmake 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
Anādi who is without a partner. Moreover, we could then interpret karnikāyāṃ
preceding the Anādiguru 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
theAnādiguru should be placed on the pericarp and the other gurus on the petals.
iiiAgain formost cases, sandhi between the names of the consorts and the honorific
ambāsahitapāda is not observed in the MSS for the clear articulation of the name
so this convention is followed. ivIn KKA1 , the mantras - hrīṃ śrīṃ - are given
before themudrā which are appended with the honorificmudrāpādamissing from
KKA2 so for the second mudrā for instance, we have hrīṃ śrīṃ lelihāmudrāpāda.
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जापהवזधः
अथ सयो महाशखाक्षसतूं पटसतूगिथतं समरंेु गोपुछाकारं मयपोिक्षतं शखमयं वा मुतामयं वा रौदाक्ष-
मयं फािटकमयं राजावत र्मयं पवालमयं वदैूय र्मयं गजमुतामयiं पतुजीवमयं अटोतरशतपमाणं तदधं
वा वामहतनेागुटायां गहृीवा कालािनरुदथानाद ्याविछवायतनंशितवालापकािशतं मनािडका-
वरूपं यावा यथाशा पचदशाक्षरींii जपदे ् इित जापिविधः।

दीपהवזधः
अथ रतशािलिपट1ंiii वारुणीमधमुिदतं ितकटुसिमशं कृवा तने पिरिधपचदीपान ि्नमा र्य नरगोछाग-
घतृने रतवित पबोय समयहृदयने मयाणे सपंोय रतशािलमण्डलभाजन े संथाय तत पितदीप े
नरगोछागमिहषगण्डरजोिमिशतितगणुिंसहनादागरुुकतरूीकपू र्रगिभतवितिपण्डं तने दीपविनना पवाय
पित पित2iv मासंरसमिदतिपण्डोपिरv िनवशे्य पचशतावतं3 यावत ्वकोपिर िथरीकृवा वामावतेन
समातौ पचवारान स्भंाय ईशपवू र्दिक्षणोतरपिचमिदशास ु वयम ्वयम ्थापयदे ् इित दीपिविधः।

चरुकהवזधः
अथनानामासंमानायतलैकटुसगुधक्षारिमिशतमदुापचकं कृवा ततकैैकमदुोपिर यंुत रतपुपंआरोय
सतदशाक्षर4पचकेनायायुय दीपवत स्ंथाय पचशताक्षरं समावय र् दिक्षणावतेन पिरसमातौ सभंाय
दीपथान ेसंथापयते ्. अथाघा र्ग ेगणपरुतः. हीं शीं ख्फें दवेीपतु महाबलपराकम गजमखु सवर्िवनोछदे-
कर झं झं झं भमरािलझाकारोमत वणर्वलभासिहत इमां बिंल पजूां गृन गृन वाहा. पनुर ्वटुकाग.े
हीं शीं ख्फें दवेीपतुवटुकनाथ िपगोवर्केश मुताटहास अिलपानमत मम िवनान ्क्षः क्षः क्षः महुुम ुर्हुः
तलैोयडामरािधपत5ेvi इमां पजूां बिंल गृन गृनवाहा. मय.े ख्फें ख्फें ख्फें महाभतूेयो महायोिगनीयो
महासव र्मातृयो महासव र्डािकनीयो महासव र्भतूपनीयो महाखचेरीयो महािदचरीयो महागोचरीयो
महायोमशेीयो महामलेापककािरणीयो महावरूपदाियनीय इमां बिंल पजूां गृन गृन हीं हीं हीं हंू हंू
1रतशािलिपट]ं em., रतशािलिपट (in compound with what follows) KKA2, KKA1 2पित पित]
KKA1, पितKKA2 3पचशतावतं] em., पदंशतावत र्न ंKKA2, पचशतावतेनKKA1 4सतदशाक्षर]KKA1,
सतदशाक्ष KKA2 5तलैोयडामरािधपत े ] em., तलैोयडामरािधपतयेKKA2, तलैोयडामरािधपित KKA1

iKKA1 is missing gajamuktā as one of the alternative materials for the rosary
beads. iiHere, KKA1 instructs us to recite the 17 syllabled mantra and not the
15 syllabled. KKA2 ’s reference to the 15 syllabled mantra is peculiar as such a
mantra occurs nowhere else in the KKA. iiiI 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 sammiśram
can then qualify it. ivI have opted for KKA1 ‘s doubling of prati as it seems
to be meant in the sense of ‘each and every lamp’ corresponding to one piṇḍa.
This is reinforced by dvayam dvayam that appears later. vKKA1 reads māṃsara-
soparasamarditapiṇḍopari thus adding to uparasa (secondary fluid) to the mixture
for the piṇḍa. This suggests that KKA1 sees two types of fluid ground with the
meat, upa giving the sense that the second fluid is a derivative of the former. viI
have amended to voc. in line with the case endings in all other nouns in this
mantra.
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हंू फट ्वाहा कौंi . तपृठे हीं शीं क्षें थानक्षतेािधपत े मम िसिधपदो भव सवर्वीयेण रक्ष रक्ष इमां पजूां
बिंल गृन गृन वाहा इित बिलचतंुक चरुकोृधतने दीपसिहतं दातयम इ्ित चरुकिविधः।

तपईइणהवזधः
अथ सिंथताघ र्दयणे ववमलूिवयया पीठिनकेतनािदपचदशातं दक्षहततले कृवा वामपािणनागुटा-
नामयाii परोयानतरम अ्घ र्थने किनठानािमकामयमातज र्यगुठाकमणे सृािदभासातं यथाकमणे
तप र्ियवाविजवाग े िबुतयं दातुवा नमृकय कुलयोिगनीचकपजूां कृवा शीकमपचकमकेीभावने
सिंचसमयिवयां ितधा समावय र्वामहतने पुपकंै गहृीवा भासासतादशाक्षरणे एकादशचकं िवलोम-
कमणे वामहतम ्सभंाय ितकूटीं यावा परामखुम ्अघं दा भासायां िनजोयजते ्. उपितरकेधा
िथतौ.1iii िथितर2् िवधा सहंार.े सहंारिधानाय.े अनायश च्तधुा र् भासाया.ं भासा भासायामवे.
भासा गुयकायामवे. सबायायतरकमणे सिंनयोय लीनं िचतयदे ् इित तप र्णिविधः।

चक्रक्रीडाהवזधः
अथाचाय र्साधकपतुकसमियजनान ्iv योिगनीकुलसिहतान ्आमयते ्. यथा बामणी पोकसी विजनी
अजा चिकणी िछिपणी सोनकी क्षितणी मातगी चम र्कारी धीवरी महामितःv शदूी वशै्यी वशे्या
धावकी नत र्की इयुतमयोिगनीकुलं. धीवरी विजनी िछिपणी पोकसी चमर्कारी अजा नटी वशे्या
इित मयमयोिगनीकुलं. धीवरी विजनी िछिपणी पोकसी इयधमयोिगनीकुलं. यथा शोभनगहृे कंुभं
सम्थायवेटकमसिहतां तत दवेीं सपंूय पचवाहमण्डलोपिर बिलपातं िनवशे्य समयहृदयने ताडनपोक्षण-
िनरीक्षणायकु्षणसमीकरणािदकंथानय कृवाआसनािन संथाय पयकैेकासन ेपचकालासनान स्पंूय
गुयहृदयने पादपक्षालनपवू र्कं ततासन े उपवशेयते ्. उपिवट े सित महासमयहृदयने वामावत र्कमणे वाराद ्
1उपितरकेधा िथतौ ] em., उपितरकेधा तौKKA2, सृटौरकेधाKKA1 2िथितर]् em., ितिथर K्KA2, िथित
KKA1

isvāha usually signifies the end of themantra so it is peculiar to have krauṃ after it
but I have recorded it as per theMSS. iiIf this compoundwere an itaretaradvandva,
we would expect the dual declension anāmikābhyāṃ but the singular feminine
anamayā is possibly due to it silently qualifying the feminine mudrā. iiiI have
amended this way since the other Kālīs dissolve into the succeeding one until
we reach Bhāsā who is absorbed into Guhyakālī herself while KKA1 ’s reading
does not make sense. ivThe MSS read athācāryasāmayikajanān but this has been
amended to athācāryasādhakaputrakasamayijanān as per Sanderson (2007b), p.282
- 283, fn. 168 since the two other categories of worshippers do feature later in
this section and to conformwith 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 KKA1 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. Pokkasī (MSS)
vs. Paukkasī (Sanderson’s source) or Sonakī vs. Saunakī) then I have kept these
to remain faithful to the MSS. vSee the fn. 170 in Sanderson (2007b) for why
Mahāmati in this list should not be understood as one of the yoginīs but rather an
epithet for devī declined in the vocative.
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वारं यावद ् अिविछनां सरुाधारा1ं दयात ्. तत आचायं2 गरुुपरंपरायातं िसधकमणे सपंूय साधकान ्
वीरकमणे पतुकान प्ीठकमणे समियनः क्षतेकमणे योिगनीश3् चतःुकमायतरे पयकैेकं कमकेैन पजूयते ्.
ितलककजलिसूरपुपवालंकारं यथाकमणे वविवयया दा पातािण येठानकुमणे पचामतृािद-
सिहतािन पचवाहमण्डलोपिर परुतःथापयते ्. खानपानलेयचोयािदकं गुयहृदयािभमितं परुतःथाप-
ियवा समयछोमकं सवैः सह भाषदे ् यथा हा हा सृटौ. िहिट िहिट िथतौ. के के सहंार.े आर आर
अनाय.े कुलुरु कुलुरु भासाया.ं उपसहंारसंयाकमने दवेतातप र्णं कृवा समयबिंल दयात य्था. हीं शीं
ख्फें पीठोपपीठक्षतेोपक्षतेसदंोहोपसदंोहमलेापोपमलेापचवरोपचवरथानोपथान वारोपवारश्मशानोप-
श्मशानतलैोयसिंथतेयो वीरभरैवनाथक्षतेपभतूडामरेयःखचेरभचूरिदचरगोचरमचरिवयाचरयोिग-
नीयचकिनवािसनीयो नमः. तयथा ीं हीं हंू हां फें कौं तीं सूं हः फट ् क्षः भूं हंू हंू हंू िहः एयिेह
सवर्समयमण्डलचकथेवीरमगणिवयासमाकुले िहिर िहिर िभिर िभिर रुदरौिद सवर्मातगृणसिहत ेकम-
िसधचण्डसकंष र्णकालकािल उगबले हीं हीं हीं हें हें हें हंू हंू हंू सवा र्भीटपदे इमां समयबिलपजूां गृन गृन
अवतर अवतर तरुु तरुु मरुु मरुु खः खः लः लः महाचण्डयोगेविर समथा भव हंू फट ्वाहा. इित
समयबिलः. ततः पवूोतां व ै भाषा4ं समुचाय र् पातािण दापयते ्. वामहतने गृनीयात ्. अदौ शेतस ्
तदनतरं सवेषा.ं एवं ितधा. पवू र्सृंकतचरुकं लेिलहामदुया पदीप5ं च भक्षणीय.ं तदते यथासखुने
शीकमसभावोतकमणे चककीडा. समातेपचवाहं सपंूय दक्षावतेन धारां िनपायमयातेसमयबिंल
दा चकथानं गोमयनेोपिलय पुपणे पजूयदे ् इित चककीडािविधः।

कुमारْवटुकाचईइनהवזधः
एतचकमशतय कुमारीवटुकाच र्नम |्
उंत शीकण्ठनाथने हटाये कािलकागमे ∥(१)

कुमारीवटुकौ कृणगौरौ आम नतेयौ. ताडनपोक्षणिनरीक्षणायकु्षणािदकं शभुथान े समयहृद-
यने कृवाआसन ेसंथाय कुमाया र्सन ेपचकालान स्पंूय वटुकासन ेसोमसयूा र्िनकमलं पजूियवा नवाक्षरा-
नदकूटेन वौ सपंूय पादपक्षालनपवू र्कम आ्सन े उपवशे्य पचवाहमण्डलं कुमाय र्ग े पीठिनकेतनं वटुकाग े
अघ र्पवू र्कं ितलकािदिभवौ सपंूय एकादशचककमणे वटुकं कमपचकमणे कुमािरकां समयबिलपवू र्कं मय-
मासंािदिभः सतंोय नमृकय समयहृदयने मान आ्कृय कालािनरुदथान े िथरीकृय कुमारीवटुकौ
िवसज र्यते।्

शीशीवीपमतोिदटं कुमारीवटुकाच र्न े |
यत फ्लं तत प्वयािम तथवै लोकतो ऽ धनुा ∥(२)
वीरभरैविसधानां पजूनात य्त फ्लं मतं |
तत फ्लं पायते सयक् कुमारीवटुकाच र्नात ∥्(३)
यमात कु्मािरका काली वटुकः स च भरैवः |
उभायां सव र्चकािण यातािन िवभवने6 व ै∥(४)
इयंुत षसहसे च शीवीप े उतरागमे |
िविधसिंसिधहेवथं गिदतं कयकाच र्नम ∥्(५) इित कुमारीवटुकाच र्निविधः।

1सरुाधारां ] KKA1, Sanderson (2007b), सरुधारांKKA2 2आचायं] KKA1 , Sanderson (2007b),
आचाय र्KKA2 3योिगनीश]् em. in line with Sanderson (2007b)), योिगनी KKA2, KKA1
4पवूोतां व ै भाषा]ं em. according to Sanderson (2007b), पवूोतवभासां KKA2, KKA1 5पदीप]ं
em. according to Sanderson (2007b), पिरदीपं KKA2, KKA1 6िवभवने] KKA1, िवभवािन
KKA2
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प्रायחҔεהवזधः
पमादासमयलुतसाधकय1i िवशुधय2े |
उंत राजेवरे चवै पजून ं तद ्भणायहम ∥्(१)
एकिलेग श्मशान े च एकवकृ्ष े च सगंमे |
िवयापीठे3ii कमाग े वा तत प्जून ं समाचरते ∥्(२)
सशुुधे भपूदशे े च अटपं सकिणकम |्
वारोपवारसयंंुत िलखदे ्गरुूपदशेतः ∥(३)
किणकायां पीतं कायं4 बीज5ं श्यामने परूयते |्
रतपीतिसताश6् चवै मलूमयागकेसराः ∥(४)
अटपं भवदे ् रंत किणकामानसिंमतं |
पितवारणरखेा7ं च कृणवणेन परूयते ∥्(५)
परंु च हमेवणा र्भं पिटका रितका भवते |्
पवू र्वारं भवदे ्गौरं रतवणं च विनजम ∥्(६)
कृणनीलौ दक्षरक्षौ श्यामधमूौ जलािनलौ |
पाण्डुवतेौ यक्षरुदौ वारौ चवै पकपयते ∥्(७)
यथाशोभं बिहः कृवा ततो यजनम आ्रभते |्
आमपीठयासपातचतुकाचा र्यवत8्iii परुः ∥(८)
कृवा समच र्यते ग्ादीन ्iv केसरे वदेपीठकम |्
पजूियवा पचकालान क्िणकायां पपजूयते ∥्(९)
रश्मीश च् पजूयते प्चात स्ृािद यपुदशेतः |
शताक्षरीं अनायशेीं कालीं सपंजूयिेधा ∥(१०)
क्षतेोपक्षतेसदंोहा अग े मये च मलूके |
दलं पित तयः पूयातासां मं च िलयते ∥(११)

1समयलुतसाधकय] em., समयलुतय साधकय KKA1 , KKA2 2िवशुधय े ] KKA1, वशुधय े KKA2
3िवयापीठे] em., िवयापीठKKA1 ,KKA2 4पीतं कायं] em., ितका काया र्KKA2, पीत काया र्KKA1 5बीज]ं
em., बीजा KKA2, बीज KKA1 6िसताश]् KKA1, िशवाश K्KA2 7पितवारणरखेा]ं em., पितवारणरखेा
KKA2, KKA1 8चतुकाचा र्यवत]् em., चकानायवत K्KA2, चतुकानायवत K्KA1

iI have compounded samayaluptasya and sādhakasya so that this half verse con-
forms to metre. iiI have tentatively separated vidyāpīṭha as a separate locus since
carrying out worship in front of a book denoted by the term vidyāpīṭha is a com-
mon occurence (see TAK, Vol. III, p. 488) iiiAlthough this is a heavy-handed
emendation, it seems tome that the author intends for the four rites of the paripāṭi
(ātmapīṭhanyāsapātra) to be carried out before the worship of the other features of
the maṇḍala. The term arcā is the only word I can find which fits both metre and
meaning without being too divergent to variants found in the MSS. ivAll MSS
read gādīn here but the term yields little sense. See my analysis of the Prāyaścit-
tavidhi for further elaboration on the possible meanings.
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हीं शीं शी-उिडयानमहापीठे िछिपणी-अबापाद १.i हीं शीं शीजालधरमहापीठे धीवरी-अबापाद
२. हीं शीं शीपणू र्िगिरमहापीठे पिुलदी-अबापाद ३. हीं शीं शीकामरूपपीठे डोबी-अबापाद ४. एताः
पीतश्यामरतधमूवणा र् वजपाशशितवजवरदाभयकराः कपालहताश च्तभु ुर्जाः पीठदेयः पवू र्दिक्षणो-
तरपिचमकेसरषे ु पजूयदे ् इित पीठचतुकम।्

हीं शीं शीपयागक्षते े वशे्या-अबापाद १. हीं शीं शीवाराणसीमहाक्षते े शौिण्डनी-अबापाद २. हीं
शीं शीकोलापरुमहाक्षते े कैवती-अबापाद ३. हीं शीं शी-अटहासमहाक्षते े खिटकी-अबापाद ४. हीं शीं
शीजयतीमहाक्षते े रजकी-अबापाद ५. हीं शीं शीचिरतमहाक्षते े िछिपका-अबापाद ६. हीं शीं शी-
एकाममहाक्षते ेकुकी-अबापाद ७. हीं शीं शीदवेीकोटमहाक्षते ेकोशटी-अबापाद ८. एताः पीतरतनील-
कृणश्यामधमूपाण्डुशुलवणा र् वजशितदण्डखगपाशवजगदाशलूवरददिक्षणबाहुयगुले धािरण्यः. वामे
अभयपमधराः पवूा र्दीशातपते िचतनीयाः. इित क्षतेकुलाटकपजूािविधः।

हीं शीं शीिवरजमहोपक्षते ेअिबका-अबापाद १. हीं शीं शी-एरुडमहोपक्षते ेअिनवा-अबापाद २.
हीं शीं शीहितनापरुमहोपक्षते े िपगाक्षी-अबापाद ३. हीं शीं शी-एलापरुमहोपक्षते े खरानना-अबापाद
४. हीं शीं शीगोकण र्महोपक्षते े गोकणी-अबापाद ५. हीं शीं शीमरूकमहोपक्षते े मणी-अबापाद ६. हीं
शीं शीनगरमहोपक्षते े वतेा-अबापाद ७. हीं शीं शीपणु्डवध र्नमहोपक्षते े चामणु्डा-अबापाद ८. एताः
क्षतेाटकवरूपाः1 िंक त ु पमहते नीलोपलधराः पवूा र्िदपतमये सिंथता ययेाः. इयपुक्षतेयोिगयट-
कपजूािविधः।

हीं शीं शीपरुतीरमहासदंोहे पसना-अबापाद १. हीं शीं शीपृठापरुमहासदंोहे िवयुमखुी-आबापाद
२. हीं शीं शीकुलूतमहासदंोहे बला-अबापाद ३. हीं शीं शीसपूा र्रमहासदंोहे बमानना-अबापाद ४. हीं
शीं शीक्षीिरकमहासदंोहे लोकमता-अबापाद ५. हीं शीं शीमायापरुीमहासदंोहे किपला-अबापाद ६. हीं
शीं शी-आमाितकेवरमहासदंोहे पतूना-अबापाद ७. हीं शीं शीराजगहृमहासदंोहे भननासा-अबापाद
८. एता उपक्षतेाटकवरूपाः िंक त ु नीलोपलहतरनमजरीधिरण्यः पवूा र्िदपतमलूसिंथता यातयाः.
इित सदंोहशटकिविधः।

एवं कमणे सपंूय अटािंवशितमातरः |
वारांच पजूयते प्चात म्ैयेतःै कमणे त ु∥(१२)

हीं शीं पीठवारपाद १. हीं शीं उपपीठवारपाद २. हीं शीं क्षतेवारपाद ३. हीं शीं उपक्षतेवारपाद ४.
हीं शीं सदंोहवारपाद ५. हीं शीं उपसदंोहवारपाद ६. हीं शीं मलेापवारपाद ७. हीं शीं उपमलेापवारपाद
८.

पवूा र्दीशानपय र्तं सदंोहाबावरुिपणः |
यावा पजूा पकत र्या संयापचोपचारकैः ∥(१३)
मये सपंूय तां दवेीं अटोतरशतं जपते |्
जपातेयासकं कूया र्द ्यथा तकथयायहम ∥्(१४)

1वरूपाः ] em., वरूपः KKA2, वपा र्ः KKA1

iI have not given KKA1 ’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 KKA1 for the names from the KKA. This list is analysed in
the section on the Prāyaścittavidhi of this thesis and mentioned in the Editorial
Principles for this edition of the KKA.
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सवा र्ेग िवयसदे ्दवेीं. कामरूपं चक्षुवर्योः १i. पणू र्िगिंर नािसकायाम २्. जालधरं मखु े ३. उिडयाणं
कण र्योः ४. अटहासं िशखायां १ii. चिरतम ्बमरे २. कोलािगिंर दक्षकणे ३. जयतीं वामकणे ४.
उजनीं भमूये ५. पयागं वे ६. वाराणसीं हृिद ७. शीपीठं कधवये ८. िवरजं कण्ठे ९. एरुडम उ्दरे
१०. अलंपरंु नाभौ ११. एलापरंु मदेिस १२. गोकणं गदु े १३. मरंु िलेग १४. नगरं दक्षाण्डे १५. पौण्डवध र्न ं
वामाण्डे १६. परुतीरं वामकधे १७. पृठापरंु दक्षकधे १८. कुण्डकेशीं जानमुये १९. सौपारं तदधः1
२०. क्षीिरकं वामहते २१. मायापरंु दक्षहते २२. अमाितकेवरं दक्षगेुफ २३. राजगहंृ वामगेुफ
२४ इित या चतिुवशिततिुतलोकािन गरुुमखुलधािन पठनीयािन. अथवा चतःुषिटपीठािन सपंूय
पठनीयािन. इित िनवयर् चककीडाते साधकय शिुधभ र्वित. अभीटफललाभो भवित।

पायिचतिविधचवै उिदतो दिेवकाकुले |
शीमजयदथ े त े चतथु र्षकके ुफटम ∥्(१४) इित पायिचतिविधः।

तθोपदेशהवזधः
अथ लधं मखुानायं भरैवागमसागरात |्
िनम र्य रनवत ज््ञान ं षकसबंधरािवणम ∥्(१)
अित नाित मखुज्ञान ेयितिरंत च केवलं |
तयाणां मयतः िंकिचच ि्चचतेिचतधिमणां ∥(२)
िनरालबं च सालबं इतरं तत क्मतयम |्
भावाभाववयोर ्िमशं यत त्तृीयं मनोमनः2 ∥(३)
मनोमनस त्दा पोंत यदा योगम ्वयोर ्भवते |्
चसयूा र्मको गौिर यद ्अिनसोमवान इ्ित ∥(४)
कमभदेाच च् सालबं चतःुषिटपभदेतः |
िनरालबश च्रुिवधौ रुदसंय3ं तथतेरं ∥(५)
िसधधमूाथ र्सहंारकलािततयपवू र्कं |
चतिुकेण सिभनं चतथुं यत प्कीिततम ∥्(६)
कमसजं्ञािवभदेने कलािततयिवगहा |
सखुायामय मये त ु कलयते क्ािलकाकमम ∥्(७)
अकला कलसलंीना आरुढा4 ईवरे पदे |
महायोमात स्मुपना तने कालीित चोयते ∥(८)
आकष र्यते प्रं थानं खयेात प्ीडयते य्दा |
पबोधं कुरुत े यमात त्मात स्कंष र्णी मतृा ∥(९)
याता च वत र्त े यमात प्ाणापानिववाहकी |
वादशाते िथता यमात त्मात क्ाली परा मतृा ∥(१०)

1तदधः ] em., तदधिसKKA2, तदध ेKKA1 2मनोमनः]KKA1, मनोमनम K्KA2 3संय]ं em., संय
KKA2, KKA1 4आरुढा] KKA1, अरूपा KKA2

iKKA1 appends hrīṃ śrīṃ to each of the 24 nyāsas. Moreover, it declines the pīṭhas
in voc. Since KKA2 declines most of the pīthas 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. iiAfter the list of 4 principal
pīṭhas comes the 24 additional pīṭhas, after each of which KKA1 suffixes pīṭhapāda.
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सजं्ञाभदेात क्मं ज्ञावा भासानाययेसहंृित- |
-थयैोपितिवभागने यतं तिवलक्षयते ∥्(११) इित तोपदशेिविधः।

समयगुהटकाהवזधः
िनयाघ र्पातशुथं समयाचारिसधये |
समयायां वटीं1 वये साधकानां िहताय व ै∥(१)
बमा िवणसु त्था रुद ईवरश च् सदािशवः |
कुण्डगोलं पलाण्डुं च लसनु ं चाटमं मतृम ∥्(२)
सरुा मयं च कपू र्रं रोचना कुकमं तथा |
कतरूी च महातलंै चदनं चािप चाटमम ∥्(३)
पचािदकेवलातं त ु गृनीयात प्वू र्पचकम |्
शषेितकं ितपवू र्वच छ्शेाटौ पवू र्मानवत ∥्(४)
एवं कृवा वटीं कूया र्द ् बदरािथससुिंमताम |्
शुकीकृय2 सगुधय सदा मये िनधापयते ∥्(५)
अिछदं भवते सवं यत ि्ंकिचत ि्कयते िवधौ |
तुयते दवेताचकं िसधवृताबदुानतः ∥(६)
ततृीयं पचमं पातiं नवमं पलिमिशतम |्
रुदािदयकतरूी च अभावात ्वेछया वटी ∥(७) इित समयगिुटकािविधः।

ӌतϴक्रमप΋कम्
ӌतϴसृהҢचक्रम्

रुदचकसमायंुत कािलकाकमपचकम3् |
चतिुवशितसाहसे शीमीपमतोिदतम ∥्(१)
शातखण्डे महशेने न शनोित िह पिूजतमु |्
सततं यस त्य वयािम वतं कमपचकम ∥्(२)

ततादौ सिृटकमणे वयागासनयासचतंुक िवधाय यथोिचतथान ेचतदु र्लाटदलािनमण्डलषोडश-
चमण्डलषोडशसयू र्मण्डलतयविेटतचतुकोणमय4 ईशानवायपुचपमवययंुत सिृटमण्डलं िनमा र्यव-
िवयातयणे कािलकापवू र्कं अघ र्पातं िवधाय शखमदुां कृवा शखाघ र्मय5े ख्फें महामातृ िवमहे काल-
सकंष र्िण धीमहे योगेविर पचोदयात इ्ित गायतीं6मृवा िततयंसचेियवा हीं शीं पवू र्कं पवू र्वद ्रक्षाचतंुक
1वटीं] em., वटीKKA2,KKA1 2शुकीकृय]KKA1, शुकाकृयKKA2 3पचकं]KKA1, पचकKKA2
4चतुकोणमय] em., चतुकोणमयेKKA2,KKA1 5शखाघ र्मय]ेKKA1, शखागाघ र्मय]ेKKA2 6गायतीं]
em., गायती] KKA2, KKA1

iHere, KKA1 reads pātram. The meaning of the instructions at this point is still
unclear but the use of either pāntam or pātram backed by the siddhavṛttāmbudānataḥ
appearing in both MSS suggest that the pellet is deployed by being placed in
liquid.

26



पीठिनकेतनं पचवाहचकं पृठभाग े पारंपय र्गरुुकमं षोडशमिूतचकं षोडशानदचकं सयू र्सोममण्डले शव-
िनमणीं दूतीं1 चतरुसपवू र्2 आधारशित-कालािनरुद-कुमाण्ड-हाटक-मिदराण र्व-कद-नाल-गिथ-
पत-किणका-केसर-बीज-पचयोिन-इािदपतेासन3-बम-िवण-ुरुद-ईवर-सदािशव-फेकारभरैव-िंवश-
यासनािनi सपंूय दवेीं समावाय ितधा ितिवयया सपंूय मयपवू र्दिक्षणोतरपिचमपते योनौ योिनकमं
पजूियवा बिहःपताटके ऽिनथान े ऽिणमा4-लिघमा-मिहमा-ईिशव-पाित-पाकाय5-भिुत-इछा-ईशा-
नािदपवूा र्तiंi ऋटकं सपंूय दवेीं च धपूदीपनवैेयताबलूाघ र्पमशखिबबयोिनमदुाचतंुक दशर्ियवा
वटुकक्षतेयोिगनीबिलतयपवू र्कं जपं कूया र्त य्थाथान े लयं िवधायिेत सिृटकमपजूासतूिविधः।

ӌतϴנҾהतचक्रम्
पवू र्वचतंुक िथितकमणे कृवा यथोिचतथान े षडसं अटासं तबिहः षोडशारं वादशारं चतःुषिटदलं
चमण्डलमये गतं चतुकोणातसिंथितकममण्डलं िवधाय भगिलगकैमदुां वामहतनेाघ र्पातमये
िनिक्षय तजलं तज र्छोिटकया वमणे िनिक्षय हीं-हंू-शीं-पवू र्कं रक्षाचतंुक यथाथान े शबरीदूितकां
पचवाहचकं पीठिनकेतनं च सिृटकमविंवशयासनािन सपंूय वादशार6पिचमदलादारय दिक्षणावतेन
वादशमलेापकं सपंूय सययगु े खगेनाथिवजाबापादं पिचमदल7 एवं अटदलकमले मीनकोकणातं
सपंूय ततश च्तःुषिटदले ऽटहासािदराजगहृात8ं चतिुवशितक्षतेोपक्षतेसदंोहथान ेमहापीठशदं दवेीपवूं
च पवू र्वद ्अपरचवािंरशितपीठािन ज्ञयेािन. यथा हीं शीं हंू नपेालमहापीठे महागुयेवरी-अबापाद २५.iii
काश्मीरे शारदा9-अबापाद २६. गिदहरणे पाव र्ती-अबापाद २७. कुलूते जयेवरी-अबापाद २८.
िसधतुीरे कुलाली-अबापाद २९. भोजपरुे हिलनी-अबापाद ३०. ीराये अिबका-अबापाद ३१.
महेे महामया-अबापाद ३२. अतवेया1ं0 रता-अबापाद ३३. कुरके महाकाली-अबापाद ३४.
महाश्मशान ेघण्टािल-अबापाद ३५. कदबे िचिचणी-अबापाद ३६. करवीरे ऊवर्केशी-अबापाद ३७.
लगडुे िछनमणु्डा-अबापाद ३८. कामेवरे कामलमी-अबापाद ३९. एककोणे ितकोणा-अबापाद ४०.
एकवीरे मातगी-अबापाद ४१. डोहरे िशवदूती-अबापाद ४२. शीपव र्त े िसधा-अबापाद ४३. ओणके
शित-अबापाद ४४. छायाछते चण्डा-अबापाद ४५. शलेै ितजटा-अबापाद ४६. हकडोेक ितशित-
अबापाद ४७. दिेवकोटे महामात-ृअबापाद ४८. महामातवृन े कापािलनी-अबापाद ४९. मेपरुे
कुलमािलनी-अबापाद ५०. मलये मेवरी-अबापाद ५१. मालवे उगकाली-अबापाद ५२. केदारे
1शविनमणीं दूतीं] KKA1, शविनमणीदूतीं ] KKA2 2चतरुसपवू र्] em., चतसपवूे] KKA2, चतसं पवू र्
KKA1 3इािदपतेासन] KKA1, इपतेासन ] KKA2 4बिहःपताटके ऽिनथान े ऽिणमा] em., बिहःपताटके
अिनथान े अिणमा KKA2, बिहःपताटके अिनथानािदष ु अिणमा KKA1 5पाकाय] em., पाकामा KKA2,
KKA1 6वादशार] KKA1, वादश KKA2 7पिचमदल] em., पिचमदले KKA2, KKA1 8दले ऽट...]
em., दले अट... KKA2, KKA1 9शारदा] em., सारदा KKA2, KKA1 10अतवेया]ं em., अतवेया
KKA2, अतवेया महामण्डलपीठे KKA1

iI have written this compound without sandhi as per the MSS which perhaps do
so for ease of vigraha. iiAs is the case with the compound for the vimśatyāsanāni,
I have followed the MSS in dissolving sandhi for ease of vigraha and the discern-
ment of the ṛddhyaṣṭakam’s component parts. Note also how the first three ṛd-
dhis are declined as nominatives rather than in their compound forms. iiiAfter
Guhyeśvarī, KKA2 has shortened the honorific ambāpāda for the other goddesses
to merely aṃ. I have however given the suffix in full to avoid confusion. It is also
to be noted that KKA1 has the term mahāmaṇḍalapīṭhe affixed to each place name
but this has not been recorded by me. Once again, the sites and deities accord-
ing to KKA1 can be found in Dyczkowski (2009) so I have refrained from giving
them.
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रतमािलनी-अबापाद ५३. महालमीवन े महालमी-अबापाद ५४. चवीप े कुलाली-अबापाद ५५.
उिडयाणे रतचण्डा-अबापाद ५६. जालधरे कामलमी-अबापादi ५७. पणू र्िगरौ महागीवा-अबापाद
५८. कामरूप ेमनोभवा-अबापाद ५९. ितशोत1े ितभवुना-अबापाद ६०. एकचतू े सभुटा-अबापाद ६१.
कामकोटे मनोहरा-अबापाद ६२. अब ुर्द े अवरा-अबापाद ६३. िहरण्यपरुमहापीठे महापरा-अबापाद
६४. एताश च्तःुषिटपीठयोिगयःक्षतेाटकवरूपाः. िंक त ुपमहतेरतवधराचतथुा र्टकथाः. मणु्डधराः
पचमाटकथाः. पचेकधराः षटाटकथाः. तज र्धराः सताटकथाः. घण्टाधरा अटमाटकथाः. एवं
चतःुषिटदले पिचमादारय पिचमातं चतःुषिटकमले ऽटहासपीठाद2् आरय िहरण्यपरुपीठातं यावद ्
यािपनीः पजूयते ्. ततः षोडशारपिचमदले सययगु े उिडपीठपाद तछषेितके भटमहेवकलितकम ्.
दिक्षणपते ततेायगु े जालपीठपाद अहीगजेमहीधरितकम ्. पवू र्दले वापरयगु े पणू र्पीठपाद अमरवरद-
िविचतितकम ्. उतरदले किलयगु ेकामपीठपादअिलिवगिुटकितकम ्. सपंूयअटदल3 ईशानािदव-
तपते योिनमदुापममदुाशखमदुाकंुभमदुाचतुटयं सपंूय दवेीं िवयातयणे सपंूय धपूािदकं दा बिलतयं
दा मदुाचतुकपवू र्कं जपं िवधाय वथान े लयं कुया र्द ् इित िथितकमपजूािविधः।

ӌतϴसहंारचक्रम्
अथ सहंारकमपजूािवधौ पथमं सहंारकमणेामयागासनयासितकं िवधाय अघ र्पातं च पवू र्वच च्तरुस-
मण्डलं4 तमये अटदलं दशारचककिणकं मये अवथपताकृितिववसिहतं मण्डलं िनमा र्य. फें -हंू-
फकारकमणे रक्षाचतंुक चकिवकं सपंूय दिक्षणदले हें हंू फट ्शविनमणीदूती5-अबापाद फें हंू फट.्
एवं पिचमदले शबरीदूती उतरदले पाशतणु्डादूतीii पवू र्दले कालवरेादूती कृणधमूनीलधसूरवणा र् िवभजुाः.
वामहते तज र्नीधराः. दक्षहते खगवजचकपशुर्धािरण्यः. एवं यावा सपंूय आधारशािदिंवशया-
सनािन च दवेीं समावाय ितिवयया या दशारके दिक्षणारकं समराय अतपयर्तंथानiेii कािलका-
दशकं यथाकमणे पवू र्वत स्पंूयाटदले रक्षवाव6्ईशानािनदलेष ु तज र्नीकपालीदिंणीलेिलहामदुाचतंुक
सपंूय धपूदीपािदबिलमदुापवू र्कं जपं िवधाय सहंारचकं लयं कुया र्द ् इित सहंारचकपजूासतूिविधः।

ӌतϴाना̿चक्रम्
अथानायकमाच र्निवधौ अनायकमणे आमाच र्नािदचतंुक िवधायाघ र्पातं च. यथोतथान े चतुकोणं
तमये वृततयं चतःुषिटपतकमलोदरं तमये षोडशारचकं नादिबध र्चोदरं समािलय ओ-ंफा-ं
1ितशोत]े KKA1, ितशोत ेKKA2 2ऽटहासपीठाद ् ] em., अटहासपीठाद ्KKA2, KKA1 3अटदल] em.,
अटदले KKA2, KKA1 4चतरुसमण्डलं] em., चतसमण्डलं KKA2, KKA1 5शविनमणीदूती] em.,
शविनःकमणीदूती KKA2, शविरःकमणीदूती KKA1 6वाव]् em., वाय ुKKA2, KKA1

iAlthough this name is repeated from the 39th deity, this repetition is also made
by the other texts recording the 64 pīṭhas recorded by Dyczkowski (2009). I have
therefore left it unemended. iiKKA1 records the name of this dūtī as Pāśakuṇḍā.
iiiKKA2 repeats the word sthāne. I have removed the repetition.
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फीं-महा-पवू र्कं चतंुक ईशे वायये पवूोतचकवयं मये िंवशयासनािन यथाकमणे या िवरटज्ञानाश1्i
चतिुवशयतःिसधा वादशमलेापिसधा अटौ शातिसधाश च्तःुशाभंविसधा एवं चतःुषिटिसधयोिगयः
पवू र्दलादारयािनदलातं चतःुषिटदले पवू र्वरूपाः सिंचपजूयते ्. तदनतरंवचकथानासमावाय
िंवशयासनोपिर संथाय दवेीं िवयातयणे ितधा या चतःुषिटकेसरथान ेपवूोतचतःुषिटपीठगणं सपंूय
षोडशारके पवू र्वत स्िृटकायािदवादशकं तदतेओ ंफां फींii महाकृशकाली-अबापाद १३. सवा र्तकाली
१४. िशवकाली १५. कोधकाली १६. पवूा र्द ्आरय वत.ं ३. महाभरैवघोरचण्डगसनकाली १७ मये
सपंूय. ख्फें फट ् कािल कािल फट.् पवू र्िवयातयणेाघ र्पायाचमनधपूदीपािदिभः सपंूय िनभ र्यावरदा-
शिखनीविजणीमदुाचतंुक च बिलतयपवू र्कं जपं िवधायाघं नवाक्षरणे िनवेय यथाकमथान े लयं कुया र्द ्
इयनायकमपजूासतूिविधः।

ӌतϴभासाचक्रम्
अथभासाकमिवधाननेामयागासनयासाघ र्पातसंकारं कृवा चतुकोणमटदलकमलोदरं2iii वृतकैविेटतं
वृतिबुकिणकं वादशिबुनादकलालंकृतं समािलय. ख्फें फट ् हंू महापवू र्रक्षाचतंुक चकवयं च.
अिनपतोवर्वृतथानादारय ईशातं दूतीचतंुक िंवशयासनािन या दवेीं समावाय ितर म्हामथानतजे
१. ख्फें म फट २्. ५. ५.iv रिश्मकेवलथलूसूमिमशपरिवयापचकेन पजूियवा पवू र्पताद ्ऊवर्वृतथान े
भिटनी १. पेवरी २ चिण्डनी ३ िसधयोिगनी ४. दूतीनां पौ पवूा र्द ् दिक्षणातं पितहािरकाचतंुक
पीतवतेश्यामकृणवणं िवभजुं तज र्कपालधरं यावा सपंूय केसरथान े हुताशािदहुताशातं चतिुवश-
यतःिसधयोिगनीगणं मािद वादशनादथान े ऽािदपते महामहाभासाकाययटकंv वृताद ् बिहः
पवूा र्िदकमणे वािलनीशिशनीभावरीिवफरामदुाचतंुक या बिलतयपवू र्कं सोपचारं जपं िवधाय यथा-
कमणे पणय वथान े लयं नयिेदित भासाकमपजूासतूिविधः।

एवं पचकमं पोंत वतं शितकौिलके |
सिूचतं वीपसजं्ञ े च पजूाथं साधकामनाम ∥्(१)
इित िनयाच र्न ं पोंत सालबं शीकमागतम |्
अलकाचाय र्िशयणे उतरानायविेदना ∥(२)
आमनः पणु्यलाभाय नणृां िसधकैहतेवे |

1िवरटज्ञानाश]् em., िवरटमतू र्यः KKA2, िवरटमतू र्यश ् KKA1 2चतुकोणम ् अटदलकमलोदरं] em.,
चतुकोणाटदलकमलोदरं KKA2, KKA1

iAlthough thismay seem a heavy-handed emendation, I justify it on the basis that
we are told that the 64 petals should house the Siddhayoginīs. These should be
the 5 groups of 64 female deities collectively known as the Vṛndacakra andwhose
group names endwith siddha, namely the Jñānasiddha, Antaḥsiddha, Melāpasid-
dha, Śāktasiddha and Śāṃbhavasiddha, the first of these being the only group
amongst the Siddhayoginī which is missing in this section. Moreover, the fact
that the Mūrticakra and Jñānasiddhacakra both have 16 deities (dviraṣṭa) makes
the confusion between the two possible. iiKKA1 adds oṃ phāṃ phīṃ in front of all
the additional Kālīs while this mantra is given only once in KKA2 iiiSeemy anal-
ysis of this cakra for why I have chosen not to compound catuṣkoṇa. 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 daṇḍas in all MSS. vThere is the repetition of Mahā
in all MSS, which is retained by me.
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सपंणू र्िविधना सयग1् दिेशकेनकैदिण्डना2 ∥(३)

नरालыाचईइनम्ה
िनरालबाच र्न ं यच केवलं ज्ञानमातकम |्
िचनभः परमसूमं खचेरीणां मखुागमे ∥(१)
नात पजूा नमकारंi न जपो यानम ए्व च |
न मदुा नवै चोचारं नावान ं न िवसज र्नम ∥्(२)
अगासनिविनम ुर्ंत अरूपं रूपलिक्षतम |्
कौिलकं कपनामातं िनरालबम उ्दाहृतम ∥्(३)
सालबचर्नाशतय3 िनरालबा गितः मतृा 4 |
कुलाकुलिवभागने कौिलकं5 शीकमाच र्नम ∥्(४) इित सपंणू र्िनयाच र्निविधः।

दमनकהवזधः
पनुः पणय तां दवेीं कालीम क्ालक्षयकंरीं6 |
निैमितकपवर्गणं लेशतः कथयायहम ∥्(१)
चतैमािस िसते पक्ष े चतुयां चवै दामनम |्
कमोघातागमे पोंत कृणाया िविधपवू र्कम ∥्(२)
रतचदनकपू र्रं कतरूीकुकमं तथा |
शीखण्डं रतमयं च कुण्डगोलाटमं मतृम ∥्(३)
गोरोचनम7् अलंत च िहगलुकैादशं मतृम |्
जातीफलं च कुठं च गिथपणं चतदु र्शम ∥्(४)
एला कृणागरंुु चवै िवरटौ पिरकीिततम8् |
एिभर ्िमशीकृतं पातं आपणूं मितं हृदा ∥(५)
दमनं यत स्मानीतं तने तं पोक्षयते ि्तधा |
िनयवत प्जून ं कृवा ततस त्नेािधवासयते ् ∥(६)
आमासन े यघ र्पातगणािदपीठकेतनम |्
पचवाहमिूतचकं पकाशानदज्ञानकम9्ii ∥(७)
अतमेलापकं चवै शांत शाभवम आ्णवम |्

1सयग ् ] em., सयक् KKA2, KKA1 2दिेशकेनकैदिण्डना] em., दिेशकेनकेदिण्डना KKA2, KKA1
3सालबाच र्नाशतय] em., सालबाच र्नशतय KKA2, KKA1 4गितः मतृा] em., गितः मतृः KKA2,
गितमतृाKKA1 5कौिलकं] em., कौलवंKKA2,KKA1 6कालीम क्ालक्षयकंरीं] em., कालीम क्ालक्षयकंरी
KKA2, कालीम ्काक्षयकंरीं KKA1 7गोरोचनम]् em., गोलोचनंKKA2, KKA1 8पिरकीितत]ं KKA1,
पिरकीितता KKA2 9पकाशानदज्ञानकं] em., पकाशानददायकं KKA1, षोडाशानदज्ञानकं KKA2

iNamaskāra 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 Aiśa phenomenon of mixed genders, the original reading is retained. The
same is also the case with uccāra in this verse. iiI have amended in this way as
by following either KKA2 or KKA1’s version, wewould bemissing one cakra, the
Prakāśacakra in the case of KKA2 and the Jñānasiddhacakra in the case of KKA1
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शितमं समुचाय र्वनाना दशपच व ै∥(८)

यथा हीं शीं लींi आमज्ञानभरैवपाद १. हीं शीं लीं समतकालकलासनपाद २. हीं शीं लीं
अघ र्पातपाद ३. हीं शीं लीं महाकमगणपितनाथपाद ४. हीं शीं लीं महाकमगणपितनाथवलभाबापाद1
५. हीं शीं लीं महाकमवटुकनाथपाद ६. हीं शीं लीं महाकमवटुकनाथवलभाबापाद ७. हीं शीं लीं
पचिनकेतनचकपाद १. हीं शीं लीं पचवाहचकपाद2 २. हीं शीं लीं षोडशमिूतचकपाद ३. हीं शीं
लीं वादशपकाशचकपाद ४. हीं शीं लीं षोडशानदचकपाद ५. हीं शीं लीं षोडशज्ञानिसधचकपाद
६. हीं शीं लीं चतिुवशयतःिसधचकपाद ७. हीं शीं लीं वादशमलेापिसधचकपाद ८. हीं शीं लीं
अटशातिसधचकपाद ९. हीं शीं लीं चतःुशाभविसधचकपाद १०. हीं शीं लीं पचदशपराणविसधचकपाद
११. दमनकपुपफलपतिवकरं षोडशदयपोिक्षतं गहृीवा अटादशमरै ्यथाकमणेािधवासयते ्. ततस ्
तथवै मलंू गहृीवा अघ र्पातमपचकेन उतरे पनुर ्मयं गहृीवा भरैवभरैवीमणे मय.े पनुर ्अग े
गहृीवा हृदयमणे दिक्षण3 इित िवशषेाघ र्पातािधवासनं कुया र्त ्. अथ दमनकतरंु षोडशातं ऊवा र्न ्
मलंू यावत प्यकेकमं दवेीनां िछा दापयते ्. ततो नवाक्षरणे मलेून सतदशाक्षरणे मयने शताक्षरणेागणे
देया अिधवासन4ं कुया र्त ्. ततो गरुुमण्डले पारंपय र्गरुुपिकमं दमनकिवकरणेािधवासयते ्. ततःखानपान-
गधधपूािदिभस त्ोषयदे ्इित िवगताकर्काले5 ऽिधवासनं कुया र्त ्. अथ यथा राताविधवािसत6े कमणे सकृद ्
दमनकतरुणा गरुुमण्डलातंसपंूय षोडशदयणे भगवतीमच र्ियवा पजूाकमणे चककीडातं िवधाय गरंुु
यथापातनानादयःै पतोषयदे ् इित दमनकिविधः।

पהवत्रकהवזधः
खरपुछागमे पोंत षसहसािभधानके |
कािलकाच र्नहेवथं पावृकाले7 पिवतकं ∥(१)

यथा महारतमयपक्षािलतसतूं नवं नवगणुीकृय समयहृदयने पिवतं कुया र्त ्. नवसतूम ९् नवागलुम ्
९ एकगिथ १ देयिधवासनपिवतकम ्.ii पचसतूम ५् पचागलुम ५् एकगिथ १ सवर्दवेदवेीनां अिधवास-
पिवतकम ्.8 अटषिधकशतचतःुसतूःै ४६८ सतदशागलुःै १७ सतदशगिथयंुत १७ पथमपिवतकम ्.
चतिुंशयिधकशतवयसतूःै २३४ तयोदशागलुःै १३ तयोदशगिथयुतम १्३ िवतीयपिवतकम ्. सतदशा-
िधकशतकैसतूःै ११७ नवागलुःै ९ नवगिथयुतम ९् ततृीयपिवतकम इ्ित देय ैपिवतकतयम ्. चतिुवशित-
सतूःै २४ पचागलुःै ५ गिथचतुटयोपतेम ्४ सवेषां दवेदवेीनां पिवत9ंiii कुया र्त ्. एकाशीितसतूःै ८१
1वलभाबापाद] KKA1, वलभापंाद KKA2 2पचवाहचकपाद] KKA1, पचहकपाद KKA2 3दिक्षण]
em., दिक्षणे KKA2, KKA1 4देया अिधवासन]ं em., देय ै अिधवासनं KKA2, देय अिधवासनं KKA1
5िवगताकर्काले] KKA1, िवगताका र्ले KKA2 6अिधवािसत]े KKA1, अिधवास े तं KKA2 7पावृकाले] em.,
पावदृ्काले KKA2, KKA1 8अिधवासपिवतकं] KKA1, अिधवासपिवतकान K्KA2 9पिवत]ं em., पिवतािण
KKA2, KKA1

iIt should be noted that KKA2 and KKA1 have different mantras with KKA2 ‘s
being hrīṃ śrīṃ hrīṃ and KKA1 hrīṃ śrīṃ klīṃ. I have adopted the latter as it is a
more common formulation in Tantric texts. iiIn the instructions for the first two
types of pavitrakas, I have amended sūtra and aṅgula (these words appear in their
prātipadika forms in KKA2 and KKA1) to their neuter forms as bahuvrīhis to agree
with pavitrakaṃ as per their declension in the formula for the last pavitraka known
as the cakrakrīḍājanapavitraka. In the formulas for the other pavitrakas, sūtra and
aṅgula appear in the MSS in the instrumental plural which I have kept. iiiI have
amended the ending to sing. so that it agrees with the formulas for the other
pavitrakas as well as granthicatuṣṭayopetaṃ

31



एकाशीयगलुःै ८१ एकाशीितगिथिभर1् युतम ्८१ शीकुलपिवतकम ्. नवसतूम ्९ वािंतशयगलुम ्
३२ वािंतशितगिथयुतम ्३२ चककीडाजनानां पिवतम2् इित पिवतािण िनमा र्य महारतकुकमािदिभः
समयहृदयने रजियवा अटयां चतदु र्श्यां वा अिधवासनं कुया र्त ्. िनयवद ् दवेीं यथोतिवधानने सपंूय
देया अ3ं समुचाय र्पिवतकान स्रुािदिभः पोक्षयते ्. गुयहृदयने सतािभमित4ंआमािदषोडशदयात-
पिवतकम ए्कैकेन5 दमनिवधानने पजूा6कमणेािधवाय सासमये तप र्णािदिभः सतंोय रातौ पिवतकं
कुया र्त ्. महाकपालचणू र्सिहतगगु्गलंु धपूियवा षपीठिवयां समुचय र्योिनमदुां बामािदकमणे तप र्णात-
रातरणे पिवतकैः पजूियवा चकपजूां िवधाय कुलपिवतकं समयिवयया दयात ्. ततः वगरंुु सतंोय
नमृकय पिवतकफलमानोतीित पिवतकिविधः।

महाחशवराהत्रהवזध
कौलकमलसजं्ञ े च आगमे िविधपवू र्कम |्
उंत भरैवनाथने िशवरातिवधानकम ∥्(१)

माघकृण7चतदु र्श्यां पवूोतसमयं यथाशा समाम िवगताकर्काले सामगीं आनीय8i देया
िवशषेयागं कुया र्द ्यथा. महािनशायां िसूरोूधिलतसवा र्गमुतकेशरतवावतृं रतमालाधरं किटकटारका-
िवतंमयोमतंमहाफगषुतृतंताबलूमखुपणूं वामपावा र्रोिपतपीनोनतपयोधरशितसमायतुं रतषिंशा-
गलुपमाणासनोपिवटमवेरंूपमामानं िनमा र्य महाक्षतजमयिमिशतिविलतभमूौ षिंशागलुपमाणं रतासन-
मारोयतपावेमहाकरोटं महारतमयमासंपणू र्म अ्घा र्थ र्म आ्रोय िदशाटकेष ुमयकदलाटकम आ्रोय
कदलोपिर महातलैपदीतदीपाटकं दयात ्. ततो यथोतकमणे िनयवद ् दवेीं सपंूय मयमहामासंतलै-
िविमिशतगगु्गलेुन धपूयते।्

ततआमितसमयगणमुथायमहारेतनाघ र्ियवा मयनेाचमनंदा हृदयम9ं समुचाय र्समयचके
सवा र्न प्वशेयते ्. पयकैेकं यथोिचतासनोपिर कमलमदुया10 संथायापादमधूा र्त1ं1 महामदुया समयहृदयने
समंखुीकृय शषें यथापवू र्चकोतोपचारं कुया र्त।्

ततः कुण्डगोलिविमिशतं गोधमूवणं मयमहारेतन समंय र् श्मशानानौ िनपाय समयपदीपकगणं
यसं यगलंु िनमा र्यारोय भाजनोपिर मयपणू र्महापातय चतिुदक्ष ु दीपकगणं िनवशे्य िसूरछटायोगने
महातलेैन पवायसमयिवययािभमभजूानकुोii भूवा कालीसतूम उ्चरन ह्तायां गहृीवा वामावतेन
भामयते -् ए ं ख्फें हीं ख्फें शीं ख्फें ुफः फट ्हंू ख्फें फुः।

या सातकािनकुहरोिथतभावरूपा सोमाकर्विनितपथोदरमयसंथा |
1एकाशीितगिथिभर]् KKA1, एकशीितिभर ्गिथ] KKA2 2पिवत]ं em., पिवतािण KKA2, KKA1 3देया
अ]ं em., देयां KKA2, देया अ KKA1 4 सतािभमित]ं KKA1, सतािभम KKA2 5पिवतकम ्
एकैकेन ] em., पिवतकैकैकेन KKA2, KKA1 6पजूा] em., पूया KKA2, पजूाया KKA1 7माघकृण]
KKA1, माघकृकृण KKA2 8सामगीं आनीय] em., समानीय KKA2, KKA1 9हृदयम]ं em., हृदयम
KKA2, KKA1 10कमलमदुया] KKA1, कमलमदुाया KKA2 11मधूा र्त]ं KKA1, मूना र्तंKKA2

iI have supplied sāmagrīm as we need an object for the verb samānīya/ānīya. There
is the possibility that a syllable was dropped in the process of recording. Restor-
ing a syllable (grīm) would give us a verb and object. iiIn all MSS of the KKA, we
have no word acting as the object of bhūtvā. However, we know bhūjānuko (“knee
bent to the ground”) to be the correct missing term as it appears in the identical
equivalent passage of the PTV.

32



िचचेयिचतिवषयाक्षिवलीनभावा1i सिृटिथितपलयकारणतरूपा ∥(१)
ज्ञानािमका सकलभाविवभागिभना आनदनिदतसदापरमाथ र्लीना |
नाडीकलाकिलतिवगहमरूपा सतदशाक्षरगता खलु िछदवणा र् ∥(२)
िवयाशताक्षरवरा कुलकमर्चण्डा तलैोयलपटवरा कुलसघंिसधा |
एका यनकेगितचकवरपपूया ससगिसधवरiiभरैवपिूजता या ∥(३)
काली कलाकिलतकालकलोिमवाहा शीचकमय2िनलया नवभदेिभना |
पणूा र् शशाककिलता कुलभानरुूपा िवज्ञानिसिधवरविनकुलपिसधा ∥(४)
आलबखचेरपदा परमपचण्डा चककमे गिदतममहाथ र्वलेा |
ससगयोगिनरता कुलिसिधदाती वाभावभािविकपरां पणमािम कालीं ∥(५)

अतरीक्षथान े संथाय नमृकय सचरंु सपातम ्एकैकयोपयोगाथं समयहृदयने दयात ्. तत
आययागकमणेानदभदेाक्षरक्षणने कुदगोलोभवने दवेीं सतंयर् शभुं कुया र्द ् इित िशवरातिवधानम।्

,धःזवהनशाटनה महाचतदुईइशीהवזधҔ
महाथ र्कमभदेाये पोंत िनशाटनकमम |्
गहणे चसयूा र्यां िसधमलेापहतेवे ∥(१)
सिंलय बमिवणुयां पथमे चिकागमे |
िदग्वासा मुतकेशश च् कपू र्रािजतलोचनः ∥(२)
दिक्षणािभमखु े िलेग ितशलूवषृभोिझते |
आवतेत प्चशितकां यावद ्अयुटयामकम ∥्(३)
आयाित थानसिंसधा भचूरी नरधिमणी3 |
यदा थान े च सा नाित तदा वके च वदेना ∥(४)
इित मवायसेजयं अित चते क्ामयदे ्भशृम |्
अटनं िसधायतुं कृवा िदयमलेापकं लभते ∥्(५) िनशाटनिविधः।
आिवन े कृणपक्षे या महा पोता चतदु र्शी |
तया सह भमन प्श्यते प्वू र्युा च मलेकम ∥् (६)
अघं दयें पयनने िभा वामागम आ्मनः |
खचेरवं लभते व्ाथ वयात क्म र्गणं लभते ∥्(७)
इयपुायवयं पोंत साधकानां िहताय व ै |
महाथ र्कमभदेाये शतवादशसंयके ∥(८) इित महाचतदु र्शीिविधः। 4

1िचचेयिचतिवषयाक्षिवलीनभावा ] em., िचचतेिचतिवषयाक्षिवलीनभावा KKA1 KKA2 2शीचकमय] KKA1,
शीचकचक KKA2 3नरधिमणी] KKA1, रधिमणी KKA2 4महाचतदु र्शीिविधः] KKA1, महाचद र्शीिविधः
KKA2

iThis compound is amended so that it conforms with the way it appears in the
maṅgalācaraṇa of the critical editions of the Kālikākulapañcaśataka and Devidvyard-
haśatikā, a versewhich two segments of theKālīsūtra closelymirror. Seemy article
on the philosophy of the Kālīsūtra (Pangsrivongse, 2023b) which is an expansion
of my analysis of this Sūtra 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 Sūtra and the maṅgalācaraṇa of the two
Tantras. iiKKA2 is missing vara which is present in KKA1 . We need these two
syllables here for the half-verse to be metrical.
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द्रҎगणҎवҾा
अथ िनयनिैमितककायाच र्न े कुलदयगणं िलयत।े

पलाण्डुं लशनु ं गृज1ंi लबषुं लवतकर्सौ2ii |
वामापुपं पुपबधं अटौ दयािन कौिलके ∥(१)
िशवाब ुं च सरुां रंत मयं तलंै3iii च सीधकंु |
कुण्डगोलोभवं शकंु पयेायटौ कुलागमे ∥(२)
मं मासं ं महागोथं थलजा काशमीरजiंv |
महामासं ं मगृ ं चवै भयाण्यटौ कुलकमे ∥(३)
मातगी कज र्ली शौण्डी कण्डुकी चिमणी वजा |
िछपी वशे्या ससुबधा गायतैाः कािलकाकुले ∥(४)
िनःशकाचारमागेण पजून ं च भवदे ्यिद |
तदासौ िसयते दिेव तभै ुर्ंत भािवतं यिद ∥(५)
तपानपशर्नाहारात प्ाशछदेकरी मतृा |
गोिपत4ं तन म्या पवूं अवतैाचारशोभनम ∥्(६)
कौलोपदशेयुता य े गवुा र्चाररताश च् य े |
ते च शुधाः पिवताश च्ापिवताः पशवः मतृाः ∥(७)
अननेाहारयोगनेv अज्ञावा नरकं वजते |्
ज्ञानभावगताः सयक् वजित गगनातरम ∥्(८)
खानपानिया हीन5ं यः कुया र्त क्मपजूनम |्
स न िसयित दवेिेश िवरुधं च फलं लभते ∥्(९)
सगुुत े िनज र्न े रये वीरक्षते े ऽ थ िसिधष ु |
िदग्वासो हीिविनम ुर्तो अवतैकुलपजूकः ∥(१०)
परपरं यजदे ्दहेौ खानपानािदसिेवतौ |
परपरं त ु रितनौ कुण्डगोलािदसयंतुौ ∥(११)
मीनमण्डल6सयंुतौ भोतारौ च परपरौ |
वाद ्वेष ु चोयतौ भोजनं पानचुबनम ∥्(१२)
ईदृशं कािलकाचकं पजूयदे ् िविधपवू र्कम |्
यायादीक्षािधकारं च यागं कुया र्त स्िुसधये ∥(१३) इित दयगणयवथा।

1गृज]ं em., गजंKKA2, गजृKKA1 2लवतकर्सौ] em., लवतकर्सांKKA2,KKA1 3तलंै] em., महातलंै
KKA2, KKA1 4गोिपत]ं em., गोिपतसै ्KKA2, KKA1 5हीन]ं em., िहन ं KKA2, हीन KKA1
6मण्डल] KKA1, मण्डक KKA2

iI have emended this way as gṛñja or gṛñjana 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. iiI have
emended this to the dual as we need this compound to consist of two ingredients
for the list of eight to be complete. iiiI have dropped mahā 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 themahā. Moreover, it is to be noted thatmadya
ismissing fromKKA1 meaning it has accidentally dropped one ingredient. ivThe
peculiarity in the spelling of kāśmīra is due to metri causa. vSandhi is dissolved
here for metri causa.
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उपसहंारः
िनयनिैमितकं पोंत उतरानायसमतम |्
िनिवनं िसिधदं प ुसंां भतानां कािलकामानाम ∥्(१)
शीमदानदशायगरुुपादिनषिेवना |
पकाशशितना शीदिेशकेनकैदिण्डनाi ∥(२)
िवमलपबोधनाना परशितससुिम्ज्ञना |
शीषडानायदवेशेपजूकेन मया खलु ∥(३)
क्षतयं दिेशकैचात गुयं यद ्अवतािरतम |्
कालीकुलमखुानायं यन लेयं िह पुतके ∥(४)
वतुसवर्जगतां िछदं मा भदू ्अिंकचन |
सा एव रक्षत ु जनान द्वेदवेी करिकणी ∥(५)

इितश्रीपरमहसंप̟रव्राजकाचायर्श्रीिवमलप्रबोधपादिवर̠चतंकािलकाकुलक्रमाचर्नं समाձम् ॥

iFrom aikadaṇḍinā up to deśikaiś of verse 4b, the writing in KKA2 is inserted at the
very bottom of the folio.
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पवर्त्रयिवधानम्
The Parvatrayavidhāna of Vimalaprabodha

Editorial Policies
The PTV is, as far as I am aware, a codex unicusmeaning that the ed-
itorial principle for this edition is straightforward. Where I feel the
MSS abbreviated PTV supplies a defective reading, I 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 conjecturewhile the normalisations
follow those set out in the KKA edition.

Introductory Verses
ओंनमो महाभरैवाय।

खरपुछागमे पोंत शीगुयायाः पिवतकम |्
कमोघातागमे चोंत दामनं भरैवणे त ु∥(१)
तदवें पटमाकृय1 िलयते िविधवन म्या |
िशवराितिवधान ं च यथोंत कौलकमले ∥(२)

पהवत्रकהवזधः
तयथा महारतमयपक्षािलतसतूं नवं नवगणुीकृय हृदयने पिवतकतयं कुया र्त ्. एकिंवशािधकं शतसतूं
१२१i षषगलुपमाणं ६६ षषिटगिथसमतें ६६ शीपथमं अकुलपिवतकम।् वाचवािंरशािधकं िवशतसतूं
२४२ तयिंशागलुपमाणं ३३ तयिंशिथसमिवतं ३३ िवतीयं कुलपिवतकम।् षिंवशािधकसतशतसतूं
७२६ षोडशागलुपमाणं १६ षोडशगिथसमिवतं १६ ततृीयं कौलपिवतकिमित अकुलकुलकौलपिवत-
कतयम।् चतःुषिटसतूं ६४ नवागलुपमाणं ९ एकगिथसमतें १ अिधवासपिवतकम।् नवसतूं ९ चतःुष-
गलुपमाणं ६४ अटगिथसमतें ८ समयपिवतकम।्आमपिवतकं2 गरुुपिवतकं3 यावदामितपिवतािदकं
समयपिवतकवातयिमित।

िनमा र्य अटोतरशतहृदयने अिभम अघा र्भसा सपंोय अिधवासनपिवतकं गहृीवा समयिवयां
समुचाय र् तदते - हंू समयां अिधवासयािम हंू ३ फें ३ नमः - इित दा समतचकं पथृक ् पथृक ् कमणे
1आकृय] em., अकृयMS 2आमपिवतकं] em., आमपिवतकMS 3गरुुपिवतकं] em., गरुुपिवतकMS
iSince the numbers appear both aswords and numerals in theMS, this is recorded
by me in the edition.



अिधवासनने सतंयर् सधंूय पिवतकं कुया र्त।् ततोऽ कुलपिवतकं1 गहृीवा हृदयमं समुचाय र् तदते
- हंू कुलकाली चण्डरोिषणी हंू ३ फें ३ नमः - इित दा समतं सतंयर् ततः कुलपिवतकं गहृीवा
समयिवयां समुचाय र्तदते - हंू चण्डकराली िकिट २ हंू ३ फें ३ नमः - इित दा सतंयर्ततः कौलपिवतकं
गहृीवा मलूिवयां समुचाय र्तदते - हंू अकुलकुलकौलगुयकाली हंू ३ फें ३ नमः - इित दा सतंयर्ततः
समयपिवतकं गहृीवा समयं सभंाय हृदयने दयािदित पितपिवतके2 समयतप र्णं कुया र्त।् ततः वगरुोः
पिवतकं यथागरुुमणे आरोय वणा र्िददिक्षणां सालंकारां शिंत च समयर् सतंयर् नमृकयामनः
पिवतकं मलूिवयया िवधाय कुमािरकाच र्न ं कुया र्त स्मयाच र्न ं च। समयं सतंयर्चरुकािदकं िनमा र्य सतंयर्
समरसयोगं कुया र्त।् ततः पभात ेवा पजूाचकं िवसयर्पणमिेदित। सवं पिवतकिवधान ंआिवनकृणपक्षय
चतदु र्श्यामटयां वा करणीयम।् सव र्था शुलपक्षे न करणीयम।् अभावात आ्षाढािदष ुकत र्यम।्

साध र्पचसहसे च खरपुछागमे मतम |्
तयोदशशते चवै ितशते पचशते तथा3 ∥(२)

इित खरपुМागमचतुः प्रتानो;ं पिवत्रकिवधानं समाձम् ।

दमनकהवזधः
चतैमािस शुलपक्षे चतुयां चवै दामनम |्
कमोघातागमे पोंत कृणाया4i िविधपवू र्कम ∥्(१)
रतचदन5ं १ कपू र्रं २ कतरूी ३ कुकमं तथा ४ |
शीखण्डं ५ रंत ६ मयं च ७ कुण्डगोलाटमं मतृम ८् ∥(२)
गोरोचनं ९ अलंत च १० िहगलुकैादशं मतृम १्१ |
जातीफलं च १२ कुठं च १३ गिथपणं चतदु र्शम १्४ ∥(३)
एला १५ कृणागरंुु चवै १६ िवरटः पिरकीिततः |

एिभिमशीभतूःै पातमापयू र्हृदयमणेाटधा अिभमहृदयने शतधा तनेानीतं दमनकं शोभनंअ-े
णािभिषय िनयवत कृ्णां सपंूय हृदयं नवधा चोचाय र् दमनकमलंू गहृीवा - ओ ंहीं हंू फें नमो भगवती
चिण्ड भरैवी शीगुयकािलके हंू ३ फें ३ अिधवासयािम - वायये दयात ्. दमनकमयं गहृीवा - ओ ं
हीं हंू फें नमो भगवती िवकटोकटदंा रौदी शीगुयकािलके हंू ३ फें ३ अिधवासयािम - ईशे दयात ्ii
. दमनकागं गहृीवा - ओ ं हीं हंू फें नमो भगवती ऊवर्केशी लोलिजवे शीगुयकािलके हंू ३ फें ३
अिधवासयािम - दिक्षण6 इित दा दमनकतरंु हृदयने षोडशागम अ्घ र्पात7ेiii िनिक्षय हृदयनेाघ र्यते ्.
ततो नवतरंु गहृीवा हृदयमं समुचाय र् तदते - हंू कुलकाली चण्डरोिषणी हंू ३ फें ३ अकुलगुयकािलके
नमः - इित पिठवा मये दयात ्. ततो अटादशतरंु गहृीवा समयिवयां समुचाय र् तदते - हंू चण्डकराली
1ततो ऽकुलपिवतकं ] em., ततः अकुलपिवतकंMS 2पितपिवतके ] em., पितपितपिवतकेMS 3पचशते तथा ]
em., पचशत इितMS 4कृणाया ] em., कृणायMS 5रतचदनं ] em., रतचदनMS 6दिक्षण] em.,
दिक्षणेMS 7षोडशागम अ्घ र्पात]े em., षोडशागंाघ र्पात ेMS
ikṛṣṇāyā is also the reading found in the equivalent section of the KKA. iiA finite
verb is required here so I have supplied dadyāt in line with the instructions for
the root and tip of the damanaka. iiiI am cautiously splitting these two terms so
that ṣoḍaśāṅgam can agree with damanakataruṃ since in the Damanakavidhi of the
KKA, the plant is conceived as having 16 parts, possibly corresponding to the 16
Nityapūjācakras.
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िकिट िकिट हंू ३ फें ३ कुलगुयकािलके नमः -इित पिठवा मये दयात ्. ततः सतािंवशिततरंु गहृीवा
मलूिवयां समुचाय र् तदते - हंू अकुलकुलकौलगुयकाली हंू ३ फें ३ कौलगुयकािलके नमः - इित पिठवा
मये दयात ्. ततः पथृक ् पथृक ् दवेेय एकैकं दमनकतरंु ववमणे दयात ्. अथवा समयिवयां
समुचाय र् एकिमन ्थान े सवेयो दयात ्. ततो मलूिवयां समुचाय र् भगवतीं महारेतन अघ र्यते ्. लक्षयागं
यथाशा कृवा गरुोः पादौ दमनकेनाच र्यते ्. शिंत सवा र्भरणभिूषतां गरुव े समयर् दिक्षणािंद दा
कुमाया र्िदचकं सपंूय समरसयोगं िवधाय यथाकमणे पजूामण्डलं िवसज र्यिेदित।

क्रमोद्घातागमो;ं श्रीकृؑादमनकिवधानं समाձम् ।

महाחशवराהत्रהवזधः
अथ कौलकमलागमोंत िशवराितिवधान ं कयत।े माघ े कृणचतदु र्श्यां एकाशीितयामलसमयमाम
वािंतशकं वा नवकं वा ितकं वा समयिवयां पिठवा वामहतेधृवा ताबलंू ितलकं दयात।् समयसंयया
कुमारीगणं हृदयममावय र्हृदयं वा पवू र्पकारणेामयते।् ततो महािनशायां िसूरोूधिलतसवा र्ंग मुत-
केशं रतवावतृं रतमालाधरं किटकटारकािवतं मयोमतं महाफगषुतृतं ताबलूमखुपणूं वामपावा र्-
रोिपतपीनोनतपयोधरशितसमिवतं रतषिंशागलुपमाणासनोपिवटमवेरंूपम आ्मानं िनमा र्य महाक्षत-
जमयिविमिशतिविलतभमूौ षिंशागलुपमान ं रतासनमारोय तदुपिर महाकरोटं महारतमयमासंपणू र्म-
घा र्थ र्मारोय िदशाटकेष ुमयकदलाटकमारोय कदलोपिर महातलैपदीतदीपाटकं दयात।् ततो यथोत-
कमणे िनयवद ्दवेीं सपंूय मयमहामासंतलैिविमिशतगगु्गलेुन धपूयते।् ततआमितसमयगणं कुमािर-
कापवू र्माहूय महारेतनाघ र्यते म्यनेाचमनं दयात।् हृदयं समुचरन स्मयचके सवा र्न प्वशेयते ्. पयकंे
महामदृुपीठोपिरथंछागोपिरथंवा तज र्मयचालनने िबबवत ह्ृदयनेोपवशे्यआपादमधूा र्त1ं महामदुया
हृदयने समंखुीकृय योिनमदुया हृदयने सधंूय समयिवयया पजूयते।् ततः कुमािरकामतके मलूिवयां
यासते ्. हृदय े हृदयमंयासते।् सवा र्ेग समयिवयां यसते।् िनयममणे सपंूय पणमते।् ततः सवेषां
चरुकािदकं दा दीपसमयं कूया र्त।् कुण्डगोलिविमिशतं गोधमूचणूं मयमहारेतन समंय र् श्मशानानौ
िनपाय समयपदीपकं यगलंु यसं िनमा र्य मयपणू र्महापातय चतिुदक्ष ुदीपकगणमारोय िसूरछटा-
योगने महातलेैन पवाय समयिवयया अिभम भजूानकुो भूवा दीपौघं फारयते।्

या सातकािनकुहरोिथतभावरूपा
सोमाकर्विनितपथोदरमयसंथा |
िचचेयिचतिवषयाक्षिवलीनभावा2i
वाभावभािविकपरां पणमािम3ii कालीं ∥(१)
कािलका कलनासता षकारकलोयता |
नमािम िशरसा दवेीं4 गुयभरैववलभा5ं ∥(२)

1मधूा र्त]ं em., मूना र्तं MS 2िचचेयिचतिवषयाक्षिवलीनभावा ] em., िचचतेिचतिवषयातिवलीनभावा MS
3पणमािम ] em., नमािमMS 4दवेीं] em., दवेीMS 5वलभां ] em., वलभाMS
iI have emended this compound so that it conforms with my emendation of the
equivalent segment of the Kālīsūtra in the KKA as well as the way this com-
pound appears in the maṅgalācaraṇa of the critical editions of the Kālikākulapañ-
caśataka and Devidvyardhaśatikā. See my article on the philosophy of the Kālīsūtra
(Pangsrivongse, 2023b) for my reasoning behind this as well as the several inter-
pretations of this compound. iiThis is amended for the sake of metre as the MSS
supplies one too few syllables.
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इित पठनावय र् चकाग े थापयते।् ततः ववकमणे िनवेय हृदयने समयमदुापकारणे आहरते।्
हृदयमणे पातमुतुय हृदयनेोपयुय छटामदुापयोगणेारोय समयिवयां आवत र्यते।् ततो लक्षािदम ्
एकातं लक्षं िवभाय िनपाय पतनावथं ितवरूपं िवभाय समयमदुां कारयते।् ततो वरचण्डालीम ्
उतानाम ्आमरूपधािरणीं हृदयने वामकरे धृवा िनयममणे आिलय हृदयने सचंु वकिनठां
िनन र्खां ितवलीवादशागुटाधो ऽकरथान े शितमखुपमाणने मखुाधोवे ऊवीकृय कपू र्रिविलतां चतथु र्-
पव र्िण यावत ्हृदयने पवशे्य एकिंवशितवारावामावत र्दक्षावत र्कमणे हृदयने घटयते1् । ततः वगोलं
किनठामाकृय पिक्षय समयिवयां आवत र्यन श्नःै शनमै र्थन ं कुया र्त।्

हृदय े पथमं िवात क्ण्ठे चवैं िवतीयकम |्
ततृीयं नािभकाधारे नासाते त ु चतथु र्कम ∥्(१)
साधारं च िनराधारं आनदं िविवधं मतम |्
साधारं योिनसपका र्न2् िनराधारं च तिवना ∥(२)
साधारं च महुूता र्धं िनराधारं सदा भवते |्
आरभे त ु सहाधारं3i कत र्यं िसिधहतेवे ∥(३)
साधारणे िनराधारं पायते भरैवं वचः |
साधारं तयु र्धा थलंू िनराधारं च सूमकम ∥्(४)
एवं वाटिवधं पोंत आनदं कािलकामते |
पतनापतनावथं िबुः थान े िथरं यदा ∥(५)
सहजानदय लयो ऽयं पथमः पिरकीिततःii |
सहजयादौ आनदः स िवतीयोऽ त गीयते ∥(६)
उयामे चवै चोथान े एकमातं महेविर |
आनदसहजयोम र्ये यदा याित परं शशी ∥(७)
न पतेयोिगनीवे परमानदं ततृीयकम |्
एकिबुिविबुच ितिबुचाध र्कं िपय े ∥(८)
अयुटिबुसपंातान म्खु े िवरमiii तयु र्कः |
पचमं िवरमं पोंत िवशषेाद ् रागभावतः ∥(९)

1घटयते]् em., घातयते M्S 2योिनसपका र्न]् em., योिनसपका र्त M्S 3सहाधारं] em., सदाधारंMS
iI have amended to sahādharamwhich would be the equivalent of sādharam 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. iiHypermetricality can be observed in several padas in
this segment (6a, 7c, 8b and 14b). I have left these unemended. iiiThere is the
use of the prātipadika form of the subject noun in several verses of this passage,
including lakṣaṇa in v. 13 and ānanda in v. 14. A few other peculiarities of Sanskrit
in line with common deviations in Aiśa 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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अक्षयं तभवेदिेव पचमं कािलकामते |
इित थलंू समिुदटं तयु र्धानदलक्षणम ∥्(१०)
अनने लयते सूमं लक्षणं तय चोयते |
िथरीभतूय वातयआनदकैः पशयते ∥(११)
िचतने सहसं योगात स्हजानदकं भवते |्
याकुलवं यदा नाित तदा योगं तयोर ्भवते ∥्(१२)
लक्षणतैत स्मायातं िनिचतं कािलकामते |
उभायां च समायोगात य्दा चोदयो भवते ∥्(१३)
आनद तनतुां याित परमानदः पकीिततः |
रमकुीडापयोगणे िवयान े महेविर ∥(१४)
महानदपदं िविध िवरमं तमहासखुम |्
एतमये पिवटय नाहं न वं पजायते ∥(१५)
न िशवो नािप शितच न ीपरुुषकपना |
न षण्डो रूपवान क्िचत अ्मातः सवर्मातवान ∥्(१६)
एतत स्ूमं समायातं थलूायासने लयते |
तमात ्थलंू महशेािन पाक ् िच खखतां लभते ∥्(१७)

तततने सभंतूने सवा र्न ्तप र्यते ्ततचोथाय भगवतीसमयं नमुकया र्त।् एकािदलक्षातं नवलक्षं
कमणे नमृकितकमं ततः समयं यथाशा दिक्षणया अययर्यथोतकमणे चकं िवसयर्सखुी भवित।
अथवा यथोतकमणे दवेीं सपंूय कलशं मयने सपंयू र्अटदलरतकमलोपिर चारोय कुमारीं कृणां समय-
िवयया सपंूय वालंकारवणा र्िददिक्षणां दा मलूिवयां ितरुचाय र् दीपािदगणं कुया र्त।् तततिृतपय र्तं
अिलबिलकिलितपकारणे सखुी भूवा ततः कुभोभवने लवनानं वा सचेन ं वा कुया र्त।् यथा कमणे दवेीं
िवसज र्यते।् अथवा

अभावात स्व र्वतनूां याववैं पिरकपयते |्
रातौ पदिक्षणां कुया र्त ्वथानय श्मशानके ∥(१८)
माघफगनुयोम र्ये कृणा या च चतदु र्शी |
िशवारूपं धतृं देया सहसाया परुा इित ∥(१९)
तदथं कारयेयागं िशवासमयमण्डलम |्
अकृते समयभगः यात भ्रैवणेोिदतं परुा ∥(२०)

इित श्रीकौलकםलो;ं ̠शवराित्रिवधानं समाձम् ।
श्रीमदलकाचायर्चरणवנभेन परमहसंिवमलप्रबोधेनाकृ؊पवर्त्रयिवधानं उҬ folio lost.
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परातԡोद्धतंृ गुह्यकाल̣Ԅानम्
Guhyakālīdhyāna Section of the Parātantra

(Paṭala 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 dhyāna in spite
of the presence of Lamichhane’s recent edition (2018) is threefold.
Firstly, my examination of dhyānas 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 fourMSS (called क,
ख, ग, and घ by Lamichhane). Three of these newMSS are in Newari
script and are labelled by me N2(NGMPP A 182-5: paper; dated
1686 in the colophon), N3(NGMPP A 181 – 6: paper; undated) and
N4(NGMPP A 181-4: paper; dated 1761). Another MS in Devanā-
garī script has also been consulted which I call D1(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-
vanāgarī 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 Kālīkulakrama rather than
Parātantra.

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 fourwitnesses 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 क by Lamichhane but listed
as N1(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 N1left 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 Guhyakālī (six implements are emended in the
Nepali edition) 2) the description of the tiers of Guhyakālī’s throne
(see for instance, emendations to the description of the Śiva/Bhairava
seat in v. 86 or of Vāyu in v. 94) 3) the distinctive appearance of the
Five Kālīs (these include amongst others more meaningful read-
ings related to instructions for dropping the cidratnavaṭikā of the
Supreme Guhyakālī in v. 110, the replacement of the brahmavīṇā
attribute by Sṛṣṭikālī 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 Guhyakālī would be incomplete.
Therefore, this dhyāna 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 Aiśa is far less prounounced in the PT than in
many other Śākta 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.

Edition:

तासा1ं यानं पवयािम शणु ु पापभयापहम |्
अथ वये महादेया यानयोगमनुतमम ∥्(६४)

1तासां ] Ed N1N2D1, एषांN3, एकंN4

2



योग1iिवज्ञातमातणे साधकः िसिधभाभवते |्
नीलोपलदलश्यामा नीलरनिविनिमता 2 ∥(६५)

ज्ञानरिश्मछटाटोपा योितम र्ण्डलसभवा3* |
दशवा महाकाली सतिंवशितलोचना ∥(६६)

अटोतरशताधैश4् च भजुदण्डरै5् नरानना |
दीपकमूवर्कं वं6चण्डयोगेवरी मतम ∥्(६७)

योितम र्यमहावं िनवा र्णपददाियनी7ii |
तदधः8 िंसहवदन9ं वतेवणं सभुावरम ∥्(६८)

फेरुवं च तदधः10 कृणं तलैोयडामरम |्
कपीय मखुं वाम े रतवणं महोबणम ∥्(६९)

कोलवं भवदे ् दक्षं धमूवणं भयानकम1्1 |
तायर्वं च वामं च12िपगवणं सचचकुम ∥्(७०)

दिक्षणे मकरायं च हिरताभं पकीिततम1्3 |
गजायं वामके पोंत गौरवणं महोबणम ∥्
हयायं दिक्षणे कायाः14 श्यामवणं िविचतयते |्(७१)

सव र्दंाकराला15 च ितनतेा भीमनािदनी |
1योग ] N1N2N3N4D1, यने Ed 2िविनिमता ] Ed N1N2D1, िवभिुषता N3N4 3योितर ् ]
Ed N1N2N3N4, योित D1 4शताधैश ् ] em. , शताधं Ed N1N3N4D1, शताधर् N2 5 भजुदण्डरै ्
] Ed N3N4, भजुादण्डरै ् N1N2भजुदण्डै D1 6ऊवर्कं वं ] Ed N1N3N4D1, ऊवर्वं च N2

7िनवा र्णपददाियनी ] N1N2D1, िनवा र्णपददायकम E्d , िनवा र्णपददायीतत N्3N4 8तदधः ] Ed N3N4, तदध
N1D1, दधतः N2 9वदनं ] Ed N1N3N4D1, वं च N2 10तदधः ] Ed N1N2N3N4, तदध D1

11धमूवणं भयानकम ]् Ed N1N2N3D1, धमूवणं भयानकाम N्4 12वामं च ]N1N2N3N4D1, वाम ेयात E्d
13पकीिततम ]् Ed N1N2N3D1, पकीितताN4 14कायाः ] Ed N3N4, कायाN1N2D1 15सवर्दंाकराला
(in comp.) ] N1N4D1, सवर्दंा कराला Ed , सव र्दंाकलालाN2, सव र्दंाकलाराN3

iThe Ed does not record the reading yoga shown by N1 iiThe Ed has not listed
the more feasible reading nirvāṇapadadāyinī found in N1. If we apply the matam
from the previous verse, it is still possible to keep the feminine (dāyinī) without
emending to neuter (dāyakam) 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
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भभूगकुिटला भीमा कालाया शीमखुोतमा ∥(७२)

िपगलोवर्जटाटोपचाधर्कृतशखेरा1 |*
नानारनैच घिटता2 वतेकायािलमािलनी3 ∥(७३)

सतिंवशितमणु्डशै4्च रतिवपषुसयंतुा5 |
वजािलपुपसयंुता6 िशरोमाला पकीितता ∥(७४)

िचदनविटकाकायं खगपाशं च शिततम |्
खवागमणु्डधनषुं चकं7i घण्टां च सुवना8ं ∥(७५)

बालपतें च शलंै च ककालनकुलं9 तथा |
सपं च कुिटनीवशंं षडस1ं0 डोिडका1ं1 पनुः ∥(७६)

विनपातं च दण्डं च सवुं अटारकेशरी12ii |
व1ं3iii मुगरडमरंु14 िबभती वामबाहुिभः ∥(७७)

िचदनविटकाकतृ र्तज र्यकशदण्डकम |्
रनपणूं च15 कलशं ितशलंू दुटनाशनम1्6 ∥(७८)

पच पाशपुतान ब्ाणान1्7पमिवपमतगजम1्8iv |
1शखेरा ] Ed N1N2D1, शषेरा N3N4 2घिटता ] Ed N1N2N3N4, घिटका D1 3मािलनी
] Ed N1N2N3D1, िलमानी N4 4सतिंवशितमणु्डशै ् ] N1N2N3N4D1, सतिंवशितमणु्डाश ् Ed
5रतिवपषुसयंतुा ] em. , रतिवपषुसयंतुाः Ed , रतिवलषुसयंतुा N1N2N3N4, D1 6वजािलपुपसयंुता ]
Ed N2N3, वजािलपुपसयंंुत N1D1, वजापुपसयंुता N4 7चकं ] N1D1, चक Ed N2, N4N3 8घण्टां
च सुवनां ] em. , घण्टा च सुवना Ed N1N3, घण्टा चरवना N2, घण्टा च सुवा N4, घण्टं च सुवना D1

9ककालनकुलं ] N1N2N3N4, ककालं नकुलं Ed , ककारनकुलं D1 10कुिटनीवशंं ] N2N3N4, कुटनीवशं N1,
D1, कुटनी वशंंEd • षडसं ]N1D1Ed , षडसN2N3N4 11डोिडकां ] em. , डोिडकाEd N1N2N3N4D1

12शवुं अटारकेशरी ] Ed N2N4D1, शवुटारकेशरी N1, शवुं अटादकेशरी N3 13वं ] N1, वम ्Ed , व
N2D1, वकN3, वN4 14मुगरडमरंु ]Ed N1N2D1, मरुडमरुकंN3N4 15रनपणूं च ]Ed N2N3N4D1,
रनपणू र्N1 16ितशलंू दुटनाशनम ्] Ed N2N4D1, ितशलूदुटनाशनम ्N1N3 17पाशपुतान ]् em. , पाशपुता
N1N2N3N4, पशपुदाD1, पाशपुतंEd • बाणान ]् em. , बाणंN1N2N3N4D1Ed 18िवपमतगजम ]् em. ,
वीपमतोगमम E्d , वीपमतागमःN1N2, वीपततोगमःN3, दीपततोगमःN4, वीपमतगजःD1

iAs 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 bibhratī
in vv. 77 and 80. iiThe 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. iiiVastram 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 muṇḍa 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. ivSee my explanation for emendation to dvipamataṅgajam in
hand atrributes section of analysis.
*MKS 1.90ab
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कुतं च पािरजातं च छुिरकातोमरं तथा ∥
पुपमालािडिण्डमं च गधृं वितकवध र्नी1i |(७९)

कमण्डलुशवु2ं चवै पाशंमुिुटभयापहम3्ii |
नावतं4 कुण्डलं च मासंखण्डसशुोभनम5् ∥
बीजपरूफलं सचूीं6iii िबभती दक्षबाहुिभः |(८०)

याघचमर्परीधाना कालचमोतरीयका |
िकिकणीजालशोभाया वीरघण्टािननािदनी * ∥(८१)

नपूरुा7राविनघोषा घघ र्रारावभीषणा |
कटकागदकेयरूा8iv महािथकृतशोभना† ∥(८२)

मणु्डमाला गले9 देया आपदातावलिबनी10 |
रतपममयी माला11 शुककायािलका12 तथा‡ ∥(८३)

काचीकटारकोपतेकिटदेया13 िवरािजता14 |
बमसतूोलकण्ठा योगपटोतरीयका§ ∥(८४)

सौयागभषूणरै1्5 युता नागराजायलकता16 |
1वध र्नी ]N1N2, विधनींEd , विधनीN3N4D1 2कमण्डलुशवुं ]N1N2N3D1, कमण्डलंु शवुंEd , कमण्डलुशवुां
D1 3पाशंमुिुटभयापहम ् ] em. , पशपुिुटभयापहम ्Ed N1N2, पशमुिुटभयापहम ्N3N4, पपिुटभयापहम ्
D1 4नावतं ] em. , नयावतं Ed N2N3D1, नयावत र् N1N4 5सशुोभनम ् ] Ed N1N2N4D1,
सुवभान ं N3 6सचूीं ] em. , शचूी Ed N2, ची N1, सचूी N3N4D1 7नपूरुा ] Ed N2N3N4, नौपरुा
N1D1 8कटकागदकेयरुा ] N2, कनकागदकेयरुा Ed N1N3N4D1 9गले ] Ed N1N3N4D1, गला
N2 10आपदातावलिबनी ] N2N3N4, आपदातिवलिबनी Ed D1, आपदातािवलिबनी N1 11माला ]
Ed N3N4, मालां N1N2D1 12कायािलका ] em. , कायािलकास ्Ed N1, N2N3, वायािलकास ्N4,
कायिलकास ्D1 13काचीकटारकोपतेकिटर ् (in comp.) devyā ] em. , काचीकटारकोपतेा कितदेया (in
comp.) Ed N2N3N4D1, काचीकटारकोपने कितदेयाN1 14िवरािजता ] Ed N1N3N4D1, िवरारािजताः
N2 15सौयागभषूणरै ् ] N3N4D1, सौयोगभषूणरै ् Ed , सौयागभषूण ै N1N2 16नागराजायलकता ]
Ed N1N3N4D1, नागराजयलकताN2

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 vardhanī is the correct reading. Again note the
peculiar declension of the itaretara dvandva as per aṣṭārakeśarī in v. 77. iiSee my
analysis of this implement as well as its appearance in all MSS of the KKA for the
reasoning behind the emendation. iiiFor my reasoning behind this emendation,
other than three MSS’s attestation, see sūcī in the HRT 1, 2 and 3, MKS and KKA
in the hand attributes table in the analysis. ivI have gone with N2’s reading of
kaṭaka 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 †MKS v.87cd - 88ab ‡MKS v.87cd is a combination of PT
83ab and 83cd §MKS v.89
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रतकुण्डलकणर्शीः पचकालासनिथता* ∥(८५)

िशवासनं तदूवं च नीलं1 नालोवर्लाछनम2्i |
महाघ र्रनमालं3ii च कृणवणं चतभु ुर्जम ∥्(८६)

एकवं ितनयन4ं भरैवाभरणािवतम |्
कतृ र्कपालहतं च डमरुखवागधािरणम5् ∥(८७)

एवं भरैवपीठं त ु देया आसनमुतमम |्(८८)

पचपतें च तदधो6 बमायाः पचकारणाः7 |
बमा िवणुच रुदच ईवरच सदािशवः ∥(८९)

पीतश्यामरतधमूवतेाभाः8 पचकारणाः |
दण्डचकशितशलूखवागायधुधारकाः9 ∥(९०)

तज र्नीमखुिनिक्षताः10 िशवाधथास1्1 ितलोचनाः |(९१)

िपगरता ितगणु्या िह12iii फेकाररवभीषणा13 |
वजदंानखपशा र्iv पमपृठे िशवोतमा14 ∥(९२)

1नीलं ]Ed N1N3N4D1, नीलांN2 2नालोवर्लाछनं ] em. , नादोवर्लाछनंEd N1N3N4, नादोवर्लािछता
N2, नालोवर्लोचनं D1 3महाघ र्रनमालं ] N3N4, महाघ र्रनमासं ं Ed N1D1, मघ र्रनमासं ं N2 4ितनयनं ]
Ed N1N3N4D1, ितनतें चN2 5धािरणम ]् Ed N1N2N3N4, धािरणीम D्1 6तदधो ] Ed N1N3N4,
दधतःN2, तदधःD1 7पचकारणाः ] Ed N1N4D1, पचभतुयःN2, पचकारणाN3 8पीतश्यामरतधमूवतेाभाः
] Ed , पीतश्यामरतधमूं वतेाभाN1, पीतश्यामं रतधमूं वतेाभाN2, पीतश्यामं रतधमूं वतेाभंN3, पीतश्यामरतधमूं
वतेाभंN4, पीतश्यामरतधमूं वतेाभावं D1 9दण्डचकशितशलूखवागायधुधारकाः ] Ed N1N3N4D1, दण्डचकं
शितशलंू खवागायधुधारका N2 10िनिक्षताः ] em. , िनःिक्षता Ed N1N2N3N4D1 11िशवाधथास ्] N3,
िशवाधथा Ed N1N2N4D1 12िपगरता ितगणु्या िह ] em. िपगरतितगुया िहN1D1, िपगरतितगणुा िह Ed ,
िपगरता ितगणु्यािदN2, िपगरत ितगणुः यात N्3N4 13भीषणा ] Ed N1N2N3D1, भीषणाःN4 14िशवोतमा
] Ed N3N4, िशवोतमाःN1N2D1

iSee the analysis in the section on the Śiva/Bhairava seat for reasoning behind this
emendation. iiOther thanN3’s reading, see paralellwithMKS 54cd formy reason
behind emendation. Moreover, it would be strange for his flesh to be said to be
made out of jewels. iiiI have selected this reading triguṇyā due to its appearance
in the equivalent verse ofHRT (1.46) aswell as itmakingmore sense in the context
of this seat as explained in the relevant section of Chapter 1. ivAll MSS read
vajradaṃṣṭrānakhasparśā but I 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
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शचीपयािद रन1ं च िदगवण र्सवण र्कम2्i |
इं3ii पीतभ4ं वजं च विंन रंत सशितकम5् ∥(९३)

यमं कृणं च दण्डाय6ं धमू7ं िनरृयऽ 8iii खगकं |
वरुण9ं पाशशभुाय1ं0 वाय ु1ं1 श्यामं करवजम1्2 ∥(९४)

कुबरंे कुकमऽ गदाम1्3 शुलमीशान ऽivशलूकम |्
िदगटपतयो ज्ञयेा14 आसनं पिरकीिततम1्5 ∥(९५)

शंुल कृतयगु1ं6 ज्ञये1ं7 पीत1ं8 ततेायगु1ं9 मतृम |्
वापरं20 चारुणं वणं श्याम2ं1 चवै22 किल23 मतृम2्4 ∥(९६)

ऋग्वदें शुलवणं25 च यजःु26 पीत2ं7 सवुण र्वत |्
साम28 रतम2्9 इित यातं कृणाथव र्णमुयते ∥

1शचीपयािद रनं ]N1N2N3N4, शचीपयािदरनं (in comp.) Ed 2िदगवण र्सवण र्कम ]्N1N2D1, िदग्वणं
च सवण र्कम E्d , िदगवणं सवण र्कम N्3N4 3इं ]N2N3N4D1, इः Ed , इN1 4पीतभं ] em. , पीतभ
Ed N1N2N3N4D1 5विंन रतम स्शितकम ]्N1N2N3N4D1, विन रतः सशितकः Ed 6यमं कृणं च
दण्डायं ] N1N2N3N4D1, यमः कृणः च दण्डायः Ed 7धमूं ] em. , धमूो Ed , धमू N1N2N3N4D1

8िनरृयऽ ]N1N2N3D1, िनरृित Ed , नरैृयऽN4 9वरुणं ]N1N2N3N4D1, वरुणः Ed 10पाशशभुायं
] Ed N2N4, पाशशभुाय N1D1, पाशभायंN3 11 वाय ुं ] N2, वायःु Ed , वाय ुN1N3N4D1 12श्यामं
करवजम ]्N1, यामकरे वजेEd , श्याम करे वजंN2, श्यामं करे ऽकशंN3N4, श्यामं कलवज D1 13कुबरंे
कुकमऽ गदाम ्] N1N2D1, कुबरेः कुकमगदः Ed , कौबरंे कुकम गदं N3N4 14िदगटपतयो ज्ञयेा ] Ed N3,
िदगटपतये ज्ञयें N1N2, िदगटपतयो ज्ञ N4, िदगटपटय ज्ञयें D1 15पिरकीिततम ्] Ed N1N2N3, पिरकीितता
N4, पितकीिततं D1 16कृतयगुं ] Ed N1N2N3N4, कृतं यगु ं D1 17ज्ञयें ] Ed N2N3N4, ज्ञये N1D1

18पीतं ] Ed N1N2N3N4, पीत D1 19ततेायगुं ] Ed N1N3N4D1, ततेायगुN2 20वापरं ] Ed N3N4,
वापरN1N2D1 21श्यामं ] Ed N1N2, श्यामN3D1, श्यामश N्4 22चवै ] Ed N2N3N4D1, च ै (with-
out va) N1 23किल ]N1N2N3N4D1, किलः Ed 24मतृम ]् Ed N1N2N3, मतृाN4 25ऋग्वदें
शुलवणं ]N1N2N3N4D1, ऋग्वदेः शुलवण र्ःEd 26यजःु ]Ed , ययरु N्1N2, यय ुN3D1, यज ुN4 27पीतं ]
Ed N1N2, पीतN3N4, पिंतD1 28साम ]N1N2N4, सामंEd , यामN3 29रतम ]् Ed N1N2N3N4,
रताम D्1

iI have 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. iiThe witnesses vary between having the figures
in the bottom two tiers of the throne in their prātipadika form or in the accusative.
Meanwhile, the Nepali edition has left some in the prātipadika form (pītabha in
v.92), the accusative (pāśaśubhrāsyaṃ in v.94) or nominative (most instances). This
inconsistency might have arisen due to the confusing syntax of this dhyāna 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. iiiNirṛtya seemingly has its anusvāra removed for metrical reasons
as the author needs a light syllable here. This is a phenomenon that occurs sev-
eral times. ivIn the cases of both īśāna and kuṅkuma, we see the dropping of the
anusvāra for metri causa as noted previously.7



उपवदेास1् तथावणा र्2 एवम3् आसनम उ्यत4े |(९७)

सहससयू र्वालागमासनं पिरकीिततम |्
पमोपिरिथतां दवेीं नृयमानां सदोिदताम5्* ∥(९८)
अथवा सखुमासीना6ं सवर्दवेािधयिताम7्† |
सहससयू र्पितभा8ं दुिनरीया9ं दुरासदाम1्0 ∥(९९)

सव र्दवेाशया1ं1 िनयां मािलनीं12 जयमगलाम1्3 |
मुतहूकारिजवाग1ं4 लालयतीं15 िविचतयते1्6‡ ∥(१००)

पयालीढपदा1ं7 वािप नृयमानामिप18 मरते |्
सवर्ममयी धीरा सव र्लमीर1्9 जयेवरी20 ∥(१०१)

एवं ययेा महाकाली-म-्21i उिभननवयौवना22ii§ |
भासाकमय23 मयथा चकेशी परमेवरी24 ∥(१०२)

पच कालीपभदेास2्5 त ु िवशषें शृण ु पाव र्ित |
नववा26 महाकाली सतिंवशितलोचना ∥(१०३)

ऊवं योितम र्यं वं चण्डयोगेवरीऽिभधम ्iii |
िचदनविटकामदुा27 मलूदेयात ु एव सा ∥

1उपवदेास ]् Ed N2N3N4, उपवदेस N्1D1 2तथावणा र् (in comp.) ] N1N2D1, तथा वणा र्Ed , तथावणा र्न ्
N3N4 3एवम ]् Ed N3N4, नवंN1N2D1 4आसनम उ्यते ] Ed N1N2D1,N3omits उयत,े आसनम ्
उतमंN4 5दवेीं and all descriptors in acc. ] Ed , devī and all descriptors in nom. in
N1N2N3N4D1 6आसीनां ] Ed , आसीन ंN1N2N3N4D1 7अिधयिताम ्] N1, अिभविदताम ्Ed ,
अिधयिता N2N3N4D1 8पितभां ] Ed N1N3N4, पितभा N2, पितिभ D1 9दुिनरीयां ] N1, दुिनरीक्षां
Ed N2N3N4, दुिनरीक्षाD1 10दुरासदाम ]् Ed N1N2N4D1, रुदासदाम N्3 11सवर्दवेाशयां ] Ed N1N3,
सव र्देयाशयांN2, सव र्दवेाशयाN4, सव र्दवेाशयीD1 12मािलनीं ]Ed N2, मािलनीN1N3N4D1 13जयमगलाम ्
] Ed N1N2N3, जयमगला N4D1 14िजवागं ] Ed N1, िजवाग े N2N3, वाग N4D1 15लालयतीं
] Ed , लालयतं N1N2N4D1, लालयत N3 16िविचतयते ्] Ed N1N2D1, िविचतयेN3, िविचिततम ्
N4 17पयालीढपदां ] Ed , पयालीढपदा N1N2N3N4D1 18नृयमानाम ्अिप ] em. , नृयमानािप वा
Ed N1N2D1, नृयमानािद वा N3N4 19सवर्लमीर ् ] Ed , सव र्लमी N1N2N3N4D1 20जयेवरी ]
Ed N2N3N4D1, ययविर N1 21महाकाली-म-् ] N1N3N4D1, महाकाली Ed N2 22उिभननवयौवना
] N1N3N4D1, पोिभननवयौवना Ed , उिभनजौवना N2 23कमय ] Ed N1N2N3D1, चकय N4

24परमेवरी ] Ed N1N2D1, भवुनेवरीN3N4 25पच कालीपभदेास ]्N1N2D1, पचकालीपभदेस (्in comp.)
Ed N3, पचंकालीपभदेस N्4 26नववा ] Ed N2N3N4D1, नवाN1 27िचदनविटका ] Ed N1N2D1,
िचदनघिटकाN3N4

iThe author most likely added the extra “m” so that we would not lose a syllable
due to sandhi preceding udbhinna in the form of mahākālyudbhinna iiudbhinna is
preferred as seen in HRT 1.54 iiiThe “a” in abhidham has been dropped for metri
causa.
*MKS v.91ab †MKS v.91cd ‡MKS v.92ab §MKS v.101ab
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वैकं1i रनमदुां च िवहीना पचकािलका |(१०४)

वं शं भजुं माला2 आसनािन कमणे3 च |
भषूणादीिन वणा र्िन यथा शीगुयकािलका ∥(१०५)

सिृटः4 िथितच5 सहंार अनाययेा6ii महेवरी |
भासा कायास7्त ु रूपािण8 िवशषें सव र्तः9 शणु ु∥(१०६)

िवशिेषका10 िवशषेणे तद ्वयािम कमणे त ु |(१०७)

नीलजीमतूसकंाशा नववा11 महेवरी |
पवूोतयानराजैत ु तुया चाया महेवरी ∥(१०८)

बधपमासनां दवेीं पीनोनतपयोधरा1ं2 |
िजवागणे वामदंा1ं3iii पशर्यतीं14 ितभिगका1ं5 ∥(१०९)

मदघिूणतदीघा र्क्षीं16 यानलोचनतपराम1्7 |
िचदनविटकां यय18iv वरदाभयपािणनीम1्9 ∥(११०)

तज र्यगे िथतं वजं मिूतवलनसपभाम2्0 |
रिश्मवादशसयंुतामनायशेीं21 मरते स्दा ∥(१११)

1वैकं ]N2N3N4D1, वैकEd , वैकैवN1 2भजुं माला ]Ed N2, भजुं मालांN1D1, भजुा मालांN3, text
between भ ुandआसनािनmissing in N4 3कमणे ] Ed N1, कमािणN2N3N4D1 4सिृटः ] em. ,
सिृट Ed N1N2N3N4D1 5िथितच ] N3N4, िथती च Ed N1, िथयतच N2 6अनाययेा ] em. ,
अनाया या Ed , अनायायांN1N2, अनायायाN3N4D1 7भासा कायास ]्N1N3N4, भासाकायास (्in
comp.) Ed , भासा कायाN2D1 8त ु रुपािण ] Ed N1N2N4, तुयरूपाN3D1 9सवर्तः ] Ed , सचतान ्
N1D1, यचताN2, सव र्तN3N4 10िवशिेषका ]Ed N1N3N4D1, वशैिेषN2 11नववा ]Ed N3D1, नवा
N1N2N4 12बधपमासनां दवेीं पीनोनतपयोधरां ] Ed , बधपमासना दवेी पीनोनतपयोधराःN1N2N4, बधपमासना
दवेी पीनोनतपयोधरांN3, बधपमासना दवेी पीनोनतपयोधराD1 13वामदंां ] Ed N1N4D1, वामदाN2, वामदंा
N3 14पशर्यतीं ] Ed N1, दशयि N2, पशर्यती N3N4, दश र्यतं D1 15ितभिगकां ] Ed N2D1,
ितभिगकांN1, ितभिगका N3N4 16मदघिुणतदीघा र्क्षीं ] Ed , मदघिुणतदीघा र्क्षी N1N3N4D1, महाघिुणतदीघा र्क्षी
N2 17तपराम ]्Ed , तपराN1N2N3N4D1 18-विटकांयय ] em. , -विटकास ्ययाN1N2D1, -विटकां
यायां Ed , -कोिटका यया N3N4 19वरदाभयपािणनीम ]् Ed , वरदाभयपािणनी N1N2N3D1, वरिणनी N4

20मिूतवलनसपभाम ्] Ed N3N4D1, मिूत वलनसपभम ्N1, मिूतज्ञं वलनपभम ्N2 21अनायशेीं ] Ed ,
अनाक्षशेींN1D1, अनाक्षशेीN2, अनायशेीN3N4

iI have adopted vaktraikam since N1’s reading has too many syllables and, given
the following ca, it makes more sense not to compound this term with ratnamu-
drāṃ. iiIt appears that visarga sandhi between saṃhāraḥ and anākhyeyā has not
been observed formetri causa. iiiThe text between payodharām and vāmadamṣṭrāṃ
missing in N4 ivI understand this as a shortened form of parityajyawhich the au-
thor has decided to use instead of the conventional tyaktvā
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सहंारचकमयथा1ं िनमांसां कोटरािबकाम2् |
पयालीढपदां दवेीं3 दतोठघृटिपिण्डकाम4् ∥(११२)

लेिलहानां ललिजवां मुतहंूकाररािवणीम5् |
वरदान ं पिरयय िबभाणाम6् अजकेशवौ7 ∥
दशशितसमायुतां िववसहंारकािरणीम8् |(११३)

िथितकमय मयथाम9् ईषहिसताननाम1्0 |
खवां लबोदरीं दवेीं11 राजलीलासनिथताम ∥्(११४)

अजकृणौ पिरयय12 बमककालवलकीम1्3 |
वादयतीं महाकालीं14 िथितथां षोडशािमकाम1्5 ∥(११५)

सिृटकमय16 मयथाम अ्टहाससमिवताम1्7 |
ऊवां समपदा1ं8i चारुलिलतां तनिुवगहाम1्9 ∥(११६)

िवहाय20 बमवीणा2ं1ii च िबभतीं22 चभाकरौ |
1मयथां ] Ed , मयथंN1D1, तमेयथा N2, मये था N3, text between सहंार and िनमांसांmiss-
ing in N4 2कोटरािबकाम ् ] Ed N1D1, कोटरािबका N2N3, कोतलािंबका N4 3पयालीढपदां दवेीं
] N1, पयालीढपदा दवेी Ed N2N3N4D1 4दतोठघृटिपिण्डकाम ् ] Ed N2, दतोठपृटिपिण्डका N1D1,
रतोठघृटिपिण्डका N3N4 5N1, N2, N3, N4and D1have all these in the nom. I have
amended all three words to acc. in line with the Ed . Moreover, the text be-
tween हंू and नीम ् is missing in N4 6िबभाणाम ् ] N1N2D1, िवभाणाम ्Ed , िबभाणा N3N4

7अजकेशवौ ] Ed N1N2D1, बमकेशवौN3N4 8िववसहंारकािरणीम ]् Ed , िववसहंारकािरणीN1N3N4D1,
िवसहंारकािरणीं N2 9मयथाम ् ] Ed , मयथा N1N2N3D1, text between िथित and मयथा
missing in N4 10ईषहिसताननाम ्(in comp.) ] em. , ईषत ्पहिसताननाम ्Ed , ईषहिसतानना
N1N2N3N4D1 11Again I have amended दवेीं and her descriptors in this verse,
which are in the nom. in N1N2N3N4and D1to acc. in line with Ed 12पिरयय ]
Ed N3N4D1, पिरययंN1N2 13बमककालवलकीम ्] Ed N1N2N3, text after बमकङ्missing
in N4, बमकंकारवलेकम D्1 14वादयतीं महाकालीं ] Ed , वादयती महाकालीN1N2N3D1, वादती महाकाली
N4 15षोडशािमकाम ]् Ed N1N2N3D1, षोडशािंवकांN4 16सिृटकमय ] Ed N1N2N3N4, सिृतकमय
D1 17अटहाससमिवताम ्] Ed N3, अटहाससमिवताम ्N1, अटहाससमिवतम ्N2, अटहासंसमिवताम ्N4,
अतहाससमिवतांD1 18ऊवां समपदां ] em. , ऊवां समयदांEd , ऊवा र्समयदाN1N2D1, ऊवा र्समपदाN3,
ऊवर् पदाN4 19चारुलिलतां तनिुवगहाम ]् em. , चारु लिलतातनिुवगहाम E्d , चारुलिलता तनिुवगहाN1N4D1,
चारलिलतनिुवगहा N2, चलुिलता तनिुवगहा N3 20िवहाय ] Ed N1N2N3D1, िवगहाय N4 21बमवीणां ]
N1N2N3N4D1, बमिवणुं Ed 22िबभतीं ]N1N3D1, िवभतीं Ed , िबभतीN2N4

iI have amended to samapadāṃ (even-footed) in line with N3but rendered in the
acc. since in the KKA, this is the posture ascribed to Sṛṣṭikālī. Moreover, in
adopting the Ed ’s samayadāṃ over our reading, a description of Sṛṣṭikālī’s pos-
ture would be missing which would make her inconsistent with the other Kālīs
whose postures are all listed. iiBrahmavīṇāṃ is preferable since each goddess is
meant to discard the preceding goddess’s distinctive attribute which in this case
would be the vallakī/vīṇā.
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योिनपचक1मयथां यायते स्ृकैहतेव2े ∥(११७)

अनायचकमयथा3 भासादवेी4 जगमयी |
सवर्कालीसतृा5 दवेी षोडशारे पितिठता ∥(११८)

चसयूौ6 पिरयय मजरीवयधािरणी7i |
जगद ्भासयते भासाकाली िवणसुमुभवा ∥(११९)

बाला कुमारी या काली सव र्ससंिृतरूिपणी8 |
ितमखुाटभजुा9 दवेी कपालमालसयंतुा ∥(१२०)

िपबती10 रुिधरं िदयं कृणवणा र्11 ितलोचना12 |
पाशाकशं वजशलंू खवांग मुगरं तथा13 ∥(१२१)

मतृबाल14मणु्डहतं कपालं रतपिूरतम |्
एवं यावा महादवेी नानाभोगफलपदा ∥(१२२)

1योिनपचक ] Ed N1N2D1, योिनपचम N3N4 2सृकैहतेवे ] Ed N3D1, सृटकैहतेवे N1, सृटवैहतेवं
N2, सिृटकहतेवे N4 3अनायचकमयथा ] Ed N2N3N4D1, अनायचकमय N1 4भासादवेी
] Ed N1N2N3D1, सासादवेी N4 5सवर्कालीसतृा ] N4D1, सव र्कालीिशता ] N2, सवा र् कालीसतृा
Ed N1,N3 6चसयूौ ] Ed , चसयू र्N1N2N3N4D1 7मजरी ] N2, मजीर Ed N1N3N4, मजीरे
D1 8सवर्ससंिृतरूिपणी ] Ed N3N4, सव र्ससंतृरूिपणीN1N2D1 9ितमखुाटभजुा ] Ed N2D1, ितमखुाटाभजुा
N1N4, ितमखुाटागयुाN3 10िपबती ] Ed N4, िपबत ुN1D1, िपबितN2N3 11कृणवणा र् ] Ed N3N4,
कृणवणं N1D1, कृणवणं N2 12ितलोचना ] Ed N3N4, ितलोचनं N1N2D1 13N4 misses मुगरं
14मतृबाल ] Ed N1N2N3, वतृबालंN4

imañjarī is preferred as it is the term used in the visualisation of Bhāsākālī in the
KKA.
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Translation:

64: I shall nowproclaim the visualisation of these (the fiveKālīs).
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 sādhaka should
become an enjoyer of attainments. She (Guhyakālī) is dark like the
petals of the blue lotus and made of sapphires.

66: Mahākālī is the expansion of themultitude of rays of knowl-
edge arising out of amaṇḍala 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 asCaṇḍayo-
geśvarī.

68: That great face consists of light and grants the stage ofNirvāṇa.
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 andwarding
off danger. (Below those), to the (immediate) left (of the central Kālī
face) is the Garuḍa 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 Kālī is the dark horse face.

72: The most important blessed face, the face of Kālī gapes
open (showing) all her fangs and is three-eyed, making a terrifying
sound and crooked with a frown.

73: Hermass 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 vajrāli 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 ḍoḍikā 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 ḍamaru
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 tarjanī gesture 4) an elephant goad
5) a club 9) a pot full of gems 7) a trident destroying evil

79: 8) five pāśupata 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 ḍiṇḍima 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 nandyāvarta 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 Mahākāla. 1 She is furnished with the lustre of a net
of tinkling bells and resounds with the sound of the vīra 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 yogapaṭṭa.

85: She is endowed with beautiful and prime ornaments and is
adorned with such things as the Nāga King. The resplendence of
her ears is from her red earrings and she is seated on the 5 Kālas.

86: At the top is the Śiva seat, dark andmarkedwith 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 ḍamaru drum and a skull staff.

88: Thus is the excellent Bhairava seat of the Goddess.
89: Below him are the five pretaswho are the Five Causes begin-

ning with Brahmā - Brahmā, Viṣṇu, Rudra, Īśvara and Sadāśiva.
90: The Five Causes appear yellow, dark, red, grey and white,

bearing weapons which are a club, discus, spear, trident and skull
staff.

1The description of her upper garment as kālacarmottarīyakā is ambiguous and
might simply imply that it is made from a dark skin. However, we know kāla to
be a proper noun referring to Mahākāla since this garment is elaborated upon in
the KKA as mahākālakṛtottarīyāṃ
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91: They have their forefingers pointed in front of their faces,
stationed beneath the She-jackal (śivā) and are three-eyed.

92: While the Best of She-jackals, tawny red and representing
the three guṇas, is on the surface of the lotus, terrifying with her
howling, the touch of her fangs and nails like lightning.2

93: (The next seat is) the group beginning with Indra alongside
their gems, their colour being the colour of their respective direc-
tions.3 Indra is yellow with a vajra; Agni is red with a spear.

94: Yama is black and furnished with a staff; Nirṛti is grey with
a sword; Varuṇa has a noose and is white; Vāyu is dark and in his
hand is a flagstaff;

95: Kubera is orange with a mace; Īśāna 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 Kṛtayuga is known as white; the Tretā is remembered
as yellow; the Dvāpara red in colour and the Kali indeed recalled
as black;

97: the Ṛgveda white, the Yajur golden yellow; the Sāma 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 bywhom all the deities are controlled4 is seatedwith
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 (pratyālīḍha) pose
or dancing as well. She consists of all mantras, the profound one,

2The description piṅgaraktā triguṇyā is highly cryptic. My translation conjec-
tures that the she-jackal is meant to represent the three guṇas 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.

3The jumbled grammar in this verse makes my interpretation of the above
half-verse tentative.

4The PT’s register of Sanskrit often displays bahuvrīhi compounds with the
correct order of components reversed. Thus, instead of adhiyantritasarvadevām,
we have sarvadevādhiyantritām but since this is a common grammatical anomaly,
we can assume the above interpretation. Another instance of such a compound
is the description of Bhāsākālī as sarvakālīsṛtā
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possessing all fortune, the Goddess of Victory.
102: Thus, the Supreme Goddess, the Mistress of the Circle, sit-

uated in themiddle of the Sequence of Light should beworshipped
as Mahākālī, she whose bloom of youth has just broken forth.

103: But (as for) the five divisions of Kālīs, O Pārvatī, listen to
the distinction (of their forms)! (They are) the Great Kālī (but) with
nine faces and twenty-seven eyes.

104: The upward face consisting of light known as Caṇḍayo-
geśvarī and the attribute which is the pellet of wish-granting gems
belongs alone to the original Goddess; the five Kālīs 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) Guhyakālī.

106: Emission, Maintenance, Withdrawal, the Nameless and
the Great Goddess who is Light are but the forms of Kālī. 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 is (all but) the same as the previously described supreme
dhyānas (of Guhyakālī) 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-
haṅga.

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 vajra is fixed to the top of the hand that is in the tarjanī
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.5

5My reasoning for interpreting the confusing compound dantoṣṭhaghṛṣ-
tapiṇḍikām 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 hūṃ. Hav-
ing abandoned the varada and abhaya gestures, she, enjoined with
10 śaktis and the cause of thewithdrawal of all, instead holds Brahmā
and Kṛṣṇa.

114: Shewho stands in themiddle of the Circle ofMaintenance,
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 Brahmā and Kṛṣṇa, she is playing a lute
made out of the bones of Brahmā. This Mahākālī situated in Main-
tenance has a sixteen-fold nature.

116: Shewho is standing in theMiddle 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 Brahmā 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 Bhāsā, consisting of the universe, stands in
the middle of the Sequence of the Nameless. She is the goddess
out of whom all the Kālīs 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. Bhāsākālī illumines the entire world as the one out of
whom Viṣṇu emerges.

120: That Kālī 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 drinkingdivine 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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