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PREFACE

The Saundaryalahari is a Sanskrit poem belonging to Tantric Hindu
Saktism, or Srividya, and generally ascribed to the great Sankara-
carya. Its length varies in the manuscripts, in my observation, from
a minimum of 98 stanzas to a maximum of 103.! It is entirely com-
posed in the $ikharini metre.

This work is one of the most widely used devotional texts of modern
Hinduism. Many people employ it daily throughout the year; large
numbers know some or all of its stanzas by heart. Manuscripts of it
abound in every part of the country — north, south, east, west, cen-
tral — and it is one of the relatively few works which have been em-
bellished with manuscript paintings. There are numerous lists of magic
diagrams (yantra) and mystic seed syllables (bijaksara) for use with
the separate stanzas and prescriptions of accessory paraphernalia and
methods of reciting the stanzas. The work, in whole or in part, has.at
least thirty-six Sanskrit comments'i‘;‘ies,2 of which the oldest is consx.d-
ered to be that by Laksmidhara, an author probably of the ez.lrly six-

“teenth century,® though he has also been assigned to the thl.rteenifh
or fourteenth century.! The Sanskrit text has often been published in
India, sometimes with commeﬁ{;éry; the most easily procur?d and best
prepared and printed is the 'Z‘M'ysore edition,”” which contams. t.he text
and Laksmidhara’s commentary.® There are also many editions of

! Some manuscripts add postcolophonic stanzas; fora planuscript with 107 stanzas,
see the Catalogue of the MSS of the Royal Asiatic Society of Bengal, vol. VIII, ii,

}-,’k No. 6679.

2 See Theodor A alogus Catalogorum, Part I, p. 48; Part II, p. 9; Part

IIL, p. 11. Also A::ﬁiihkviﬁjn (gSir John %\’oodroﬁ'e), The Serpent Power (London,
' 1919), pp. 12, 14f.

* P. K. Gode in B. I. S. Mandal Quarterly, vol. 21 (1940), p. 4; and cf. remark
by H. R. Rangaswami Iyengar in the Preface to the Mysore (3rd) e,d‘uo.n (f9r.WhICh
see footnote 5), p. iv: . . . the writers who ascribe the work to him (i.e. Sankara)
belong to the 16th and 17th centuries.” ] . .

* For these two datin gs see J. N. Farquhar, Qutline of the Rehg}ous. ther.'ature f’f
India (London, 1920), p. 266; and “A.M.” (initials not otherwise identified) in
Preface to Mysore (2nd) edition, reprinted in Mysore (8rd) edition, p. iv (second

roman enumeration). , , : ksmidhara’
5 Saundaryalahari of Sri Sankardchdrya, with Laksmidhara’s Commentary,

Bhavanopanisat . . . and Devi Paiicastavi, 2nd edition. Efiltefi by N. N. Swami
Ghanapathi (University of Mysore, Oriental Library Pubh.cgtxonS, Sahskrit Series
no. 11/85, Mysore Government Branch Press, 1945; 8rd edition, revised for reprint
by Pandit S. Narayanaswami Sastry, No. 11/85/91, 1953).
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vi Preface

translations in various modern languages of India, generally accom-
panied by commentaries in those languages. The great popularity of
the Saundaryalahari seems to rest on the fact that it presents widely
held belief in a context of rich religious emotion expressed with high
poetic quality.

But though so greatly venerated in India, the Saundaryalahari has
rarely been translated, described, or analyzed in any European lan-
guage. Only two complete editions of text and translation in a Kuro-
pean language are known to me. One translation is in French and was
published in 1841.6 The other translation is in English and is referred
to in the present volume as the “Adyar edition.” 7 An edition of the
first 41 stanzas with English translation and commentary was also
published in London in 1917.8 Of the many other editions of the
Anandalahari the most useful is the ““Srirangam edition.” ¢

None of the various Indian editions and translations can be con-
sidered fully satisfactory. Though in a number of cases the editor
reports that he has consulted more than one manuscript, no edition
is critical. The translations have the failings of the editions. All have
been made primarily for religious use, only secondarily or not at al]
for scientific study. They all interpret the work to conform to modern
sectarian notions and draw inferences not substantiated by the overt
content of the text. Few other Sanskrit works have become so much
encrusted with extraneous dogma, which its users defend as being
unexpressed in the text because esoteric, but neverthless implied and

therefore valid.

6 The work was published under the title “Anandalahari” by A. Troyer in the
Journal Asiatique, 1841 (3rd series, no. 12), pp- 273-336, 401-440. . .

" Saundarya-Lahari of Sri Sam/cara-Bhagavat-Pdda3 with transhteratlon,) Enghsh
translation, commentary, diagrams, and an appendix on prayoga, by Pandit S.
Subrahmanya Sastri, F. T. S. and T. R. érini\.'isa Ayyangar, B. A, L. T, (Adyar,
Theosophical Publishing House, 1937; 2nd edition, 1948).

8 Arthur Avalon (Sir John Woodroffe), Wave of Bliss (London, Luzac and Co.,
1917; republished in expanded form, Madras, Ganesh and Co., 4th' edition, 1953).

® “Saundaryalahari, Laksmidhari Saubhagyavardhini Arunz‘xmodmi‘vyakhyatra_
yopeta,” The Journgl of the Sri Sankaragurukulam, Srirangam. Pu?)hs‘hed serially
In this journal, starting with vol. III, no. 9 (April-J une 1?4-!) and continuing to no. 21
(no date). This extends only through stanza 41, that is, 1t includes only the Ananda-
lahari. The separate sections were afterwards collected and lss'ued in a single volume
as Srirangam Sri Sankaragurukula Series No. 18, with the title: Saundaryalaharz,
Prathamo bhagak, Anandalahari, Srisamkarabhagavatpdddcaryavzrc_zmta, Laksmidhara-
Pranitaya Laksmidharakhyavyikhaya Kaivalyaéramikrtaya Saubhagyavardhanitikaya
Kamesvarasiriviracitena Arunamodinivyakhyanena ca sahita $ri Srigeri éri Jagadguru
mahésvimibhih anugrhitena Srimukhena samullasita (Srirangam, Sri Vani Vilas Press,

1953).



Preface vii

In my work here I present a text edited from a large number of
manuscripts representing many different regions of India. The text
is accompanied by a critical apparatus. I have also rendered the
Sanskrit into English, trying to translate as literally as possible without
becoming unintelligible. The author of the Saundaryalahari had a
command of those high rhetorical devices, elegancies of expression,
figures of speech, literary and religious allusions, double meanings,
assonance, which are included under the general head of alamkara.
These a translation can never hope to reproduce. Nor could a transla-
tor, unless himself a poet, produce by a free translation an English
literary effect commensurate with that of the Sanskrit original. I
have aimed to exclude from my rendering anything not explicitly
indicated in the original or else unmistakably implied. In printing
the text I have put each of the four feet of each $ikharini stanza on a
separate line, and as far as I have been able I have made my translation
correspond line by line with the text.

In my introductory sections I systematize the philosophic and re-
ligious teaching of the text, again trying not to read into the text more
than is justified. I also discuss the puzzling question of date a;nd
authorship, with what I believe are of necessity only inconclusive
results.

Finally, T reproduce illustrations from the two manuscripts known
to me which accompany the stanzas with paintings. These I endeavor
to deseribe and interpret as independent, or semi-iudepen.dfent, docu-
ments, since they are considerably later than the composition of the
poem in point of time, though how much later I cannot say, and
occasionally seem to have meanings not clearly indicated by the text,
if even so much as implied. )

My study of the Saundaryalahari has been materially aided by grants
from three sources: (1) the University of Pennsylvania’s Faculty Com-
mittee for the Advancement of Research; (2) the Committee on Re-
search of the American Philosophical Society held at Philadelphia for
the promotion of useful knowledge; (3) the United States Educational
Foundation in India, under which I held a Fulbright research award in
India 1954-55. I have also had valuable assistance in locating and
appraising manuscripts, getting access to them, and having them
copied or collated, from Professor V. Raghavan, Head of the Sanskrit
Department of the University of Madras, who is preparing the new
Catalogus Catalogorum of Sanskrit Manuscripts and gave me the
benefit of his lists. I must further acknowledge the friendly assistance
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I have received at.the Adyar Library, the Oriental Research Institute
of the Mysore Umversity, the Maharaja’s Palace Library in T'rivan-
drum, the Ul.uversity Manuscripts Library in Trivandrum, the
T'M'S'S'M- Library in Tanjore, the Bhandarkar Oriental Rescarch
Institute in Poona, the Oriental Institute of the University of Baroda,
the .Baroda Museum, the Sarasvati Bhavana in Banaras, the Asiatic
Society of Bengal’s Library in Calcutta. Besides these institutions,
there are a number of persons who have put manuscripts at my dis-
posal. All these sources of manuscripts supplement the libraries of
the University of Pennsylvania and Harvard University, whose hold-
ings gave me my first critical readings of the text.

It is also a pleasure to acknowledge my debt to Sri C. Sankara
Ramasastry of Madras, with whom I had a number of long discussions
concerning the text, and also to Dr. Ravi Varma of Trivandrum, with
whom I also discussed the text and Srividya practices. Each of these
scholars is profoundly versed in Srividya literature and thought.

In the end I wish to express my appreciation of the generosity of the
Bollingen Foundation for financing the cost of including the illustra-
tions, and the Harvard Oriental Series for undertaking the publication
of the completed study.

W. N. B.
Moylan, Pennsylvania

November 28, 1955
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INTRODUCTION

1. THE ARGUMENT

The Saundaryalahari as here edited has 100 stanzas in Sikharini
meter and consists of three parts. The first comprises stanzas 1-41,
is frequently viewed as a separate work known as the Anandalahari,
“Flood of Bliss,” and as such is regarded as the most important part
of the whole work. It has often been published separately. It is
devoted to two principal topics. One of these is Devi’s supreme and
all-embracing character as $akti, or feminine power. The other is a
description of her and Siva, first as they appear together in her mansion
at the top or source of the cosmos, which is represented by the diagram
known as the éricakra (holy circle, or level or plane), and secondly
of them together as they appear in the six cosmic cakras, that is, the
six levels or planes of evolution of the material universe.

The second part comprises stanzas 42-91 and is a eulogy of Devi’s
beauty; hence it is often specifically designated as the Saundarya-
lahari, “Flood of Beauty.” It describes her in detail, starting with
her diadem and treating separate parts of her body, ending with her
feet and a prayer that the poet may drink the water in which they are
laved, followed by a compliment to her graceful gait.

The third part comprises stanzas 92-99, and is the poet’s prayer
that he may receive Devi’s grace, have the vision of her supernal
form, achieve self-realization, and savor the sweetness of supreme
brahman (parabrahman, neuter), which she is.

In the final stanza (100) the poet disclaims any power of creativity;
his words after all have their source in Devi.

1. The Anandalahari

The poem opens with a statement of Devi’s supreme power as $akti
and a profession of the author’s unworthiness to offer her praise and
reverence (1). The trinity of the gods Brahma, Visnu, and Siva are
inferior to her (2). She dispenses intelligence, wealth, salvation (3),

and grants boons without even an overt gesture of her hands but only
1
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b th Saundaryalahari
y the grac .
ol Mihinei of her feet (4). The god Visnu, in the seductive female

the greatest ;fa;gdi{?é?z’ god of love, exercise t]‘l(‘il‘ p()\\'?rs.t() snbdue

The poet. then jyog. o . (1 World by her grace (3, €).
with its attribyte ) okes the.vmon of D.cw,' four-a_rmed, cach han
couch composed f<% seated in her mansion m.thc isle of {;.c-ms, on a
mattress (8) Sho Iva and the other gods, with Paramasiva as her
petalled lOtl;s) e aS(fends by the kula path to the Si.l]lzlsl‘i_ll'il (t?musand—
of the Universe’ (;ausmg her kundalini power to ])lCl'CC.th six cakras
along the same ). Thence she returns at the proper time by descent
Sleeps in the { path to her place in the kulakunda h.ollow,i where she

Her mansioﬁr'm of 2 serpent in three and'a half coils (10). . .
loakin 1s the §ricakra, the mystic diagram, composed of inter-
oexing upward- and downward-pointing triangles, surrounded by three
circles, 0}1t51de which are three squares, the whole pierced in the center
by the blndu. (drop, spot) (11). Devi’s beauty is beyond the power of
poets to depict (12). If 5 glance from her falls upon even the most ill-
favort?d a-nd unlikely male, it renders him irresistible to all women (13).
She sits in the sahasrarg, above the six cakras, from each of which
emanate rays, to the total of 360 (14). The sight of her inspires the
good to utterances laden with the sweetness of honey, milk, and
grapes (15), poetic and profound (16), and the utterers are fashioners
of noble poems (17). One who can bring her beauties to mind sub-
dues all women, even the heavenly courtesans, Urvasi included (18).
Even more, by conceiving her fully he flusters the cosmos conceived
as a woman (19). If he views her with cooling nectar streaming from
her limbs he assuages fever (20). The sight of her in the sahasrara
brings to those few mighty ones who gain it supreme joy (21). Let
the author but have this ecstatic vision and achieve identity with
her (22)!

Devi has not only her own feminine characteristics but the special
characteristics of Sambhu as well (23). By a mere flicker of her eye-
brows she instructg Sadasiva. who combines in himself the functions
of Brahma, the creator Vi,snu the preserver, and Siva, the de-
stroyer (24), a triad | orr; of }'n.er ’three gunas (the constituent strands
of mat’ger) and ever reverencing her (25). These gods and others
perish in the great dissolution, when the cosmos comes to an end,
all except Siva, who is prese’rved only through her wifely devo-
tion (26). Oh let my every activity, s2YSs the poet, be worship of

you (27)! .Let e immerse myself with all Y six senses in your foot,
like a bee in a blossom (28)!
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"Yet Denvi, paragon of supreme power, is devoted to her husband
vaa; when the other gods perish in the great dissolution, she preserves
h{m (.99). If he comes to visit her, she rushes impetuously to greet
hl{n, 1gnoring the peril of tripping over the crowns of the other gods
lying prostrate before her (80).

Hers is a single and independent tantra which supplants the 64 sepa-
rate and dependent tantras used by Pasupati to control the uni-
.Vers.e (81). To mutter her most secret mantra, for which a prescription
1s given, Is to bring to oneself boundless and intense bliss (32, 33).

She is all of Bhava, (Siva as the cosmos and the process of its evo-
lution) as well as herself; they two are one as complement and
essence (34). She is the universe in its full evolution, and intelli-
gence (cit) and bliss (ananda) as well (35). On every cakra she is
S&.ktl united with Sjva (36—41); these levels in descending order are
mind (36), ether (37), air (38), fire (39), water (40), earth (41).

2. Devi’s Beauty (Saundaryalahari)

The poet now turns to extolling the beauty of the various parts
of Devl’s body: her diadem (42); her hair, which dispels our inner
fiarkness (48); the part in her hair (44); her smiling lotus-like fact?,
In which Siva’s eyes revel like bees (45); her forehead, which 1is
shaped like a half-moon (46); her eyebrows, which with her long eyes
1(30k like Kama’s bow with drawn shaft (47); her three eyes, which
give birth to day, night, and twilight (48); her glance, which has the
Qualities contained in the auspicious names of eight cities (49);
her ears, which are ever intent upon enjoying the compositions of
pboets (50).

Her glance varies toward other beings; to the poet it is always
full of compassion (51). Her long eyes reaching back to her ears
seem like Kama’s arrows, feathered, tipped, and full drawn (52);
they are of different colors — white, red, and black — which are the
colors of the three gunas — and they shine forth to recreate the gods
Brahma, Visnu, and Siva (53); they are a conjunction of the three
great rivers, goals of pilgrimage, the white Ganga, the golden Sona,
and the dark Yamuna (54); their beauty shames the $apharika fish
and the blye night lotus (565); from their closing and opening the
universe is dissolved and recreated (56); let them, the poet begs,
bathe even him in compassion (57). Her eyebrows are curved like
Kama’s bow (58); her earrings, reflected in her smooth cheeks, look

like the four wheels of his chariot (59).
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When Sarasvati sings, Devi’s earrings tinkle in time to the music
and give a response (60). Devi’s nose holds pearls formed by her cool
breath (61). Her lips are redder than coral or the bimba fruit (62).
The sweetness of her smile sates the cakoras’ beaks as they drink it
and they seek the corrective nectar of the moon’s beams, tart by
comparison (63). Her red tongue, ever reciting Siva's deeds, changes
the clear color of Sarasvati to ruby, as she sits listening at its tip (64).
From Devi’s mouth drop cooling flakes of betel and camphor, which
the gods, heated by hattle with the demons, snatch up (65). When
Sarasvati was singing Siva’s heroism, Dev1’s applause outdid the clear
tones of Sarasvati’s vina, which the latter then softly returned to its
case (66).

Dev?’s matchless chin seems to be a handle to the mirror of her
face for Sambhu to grasp as he tilts it in the kiss (67). Her neck
seems like a stalk for her lotus face (68); its three creases scem to
mark the limits of the three musical scales (69).

Her four arms are besought by Brahmai to grant his four heads the
gesture of immunity from harm and so save them from Siva’s violence,
which has destroyed his other head (70). Her hands surpass the glow
of the newly opened lotus or the red lotus on which Laksini sports (71).

Her breasts, with which she suckles her sons Skanda and Ganesa,
are as perfectly formed as the temporal bosses on Ganeia’s elephant
head (72); they are jars filled with nectar, which her two sons cannot
forego; hence these boys do not grow up (73). The pearls which she
wears upon her breasts grew in the forehead of the elephant demon
which Siva slew (74). The milk of her breasts is an ocean of the milk
of poesy, which the Dravida child tasted and so became the laureate
of master poets (75).

Devi’s navel is a deep pool, into which Kama, when his body was
on fire, dived to escape Siva’s wrath, and her line of abdominal hair
is the smoke rising from it (76). That same line of abdominal hair
looks like the sky squeezed thin between her jar-like breasts and
entering her cavernoyg navel ('77),‘ which last is a whirlpool of the
Ganga become motionless, a sacrificial pit, the goal of Siva’s eyes (78).
Her slender waist seepm; to be cracking at the navel and its abdominal
creases (79); to save jt from breaking under the weight of her breasts
Kama bf)und it thrice with a creeper so that it has three folds (80).

_Hel‘ hips and buttocks outweigh and conceal the earth (81). Her
thighs are like elephants’ trunks. her knees like their temporal
bosses (82). Her shanks with the’ir ten toes seem like two quivers
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filled with Kama’s arrows to conquer Siva (83). The poet prays that
Devi’s two feet may be set upon his head (84); Siva is jealous lest
her feet kick the budding kankeli tree in springtime to satisfyv its
longing due to pregnancy (85); vet by teasingly calling Devi by a
false name he provokes a kick from them, whereupon Kama in the
tinkling of her anklets peals forth his triumphant revenge for the pain
of the fire with which Siva consumed his body (86). Her feet surpass
the lotus in their powers (87). Her forefoot, so soft and beautiful,
should not be compared to a hard tortoise shell; and how, too, at the
time of marriage, could Siva set it on the rough millstone (88)? Her
feet, with toenails like moons, ever give blessings even to the poor (89).
The author would drink of the water in which they are laved, which
turns mutes into poets (90). When Devi walks, the kalahamsas

imitate her gait (91).

3. Prayer for Devi’s Favor

May Devi save the world (92)! She whom even the gods find it
difficult to reach (93), whose couch and bedspread consist of the great
gods (94), for whose use Fate (Vidhi) daily fills the moon with calnp}.lor
slivers (95) — she, for one who gains the vision of her and worships
her constantly, makes the fire of the universal dissolution 'but the
evening light-waving ceremony (96). But herself none attains save

iva, unlike the case with the somewhat promiscuous wives of Brahma
and Visnu (97). She is the three great goddesses — Sarasvatl, Laksmi,
Parvati — but also an ineffable fourth beyond them; she is the great
creative power (mahamiya), which puts the unive}'se throu.gh its
revolution of appearances (98). Her devoté sports with the wives of
Brahma, Visnu, and Kama, and savors the sweetness called supreme

brahman (99).

Colophon
This hymn of praise, says the poet, like an offering of fire to the sun,
which is the source of fire, or of liquid from the moonstone to the

moon itself or of water to the ocean, is composed only of words which
come from you (100).



2. THE TEACHING OF THE SAUNDARYALAHARI

Because the Saundaryalahari is a stotra, that is, a devotional hymn
of praise, and not a work of instruction, it does not profess to expound
dogma. It is far less didactic than the Bhagavad Gita. What it says
about the material universe, god or the gods, the soul, and man’s
destiny is said incidentally. Nevertheless it is possible to put together
in an ordered relationship ideas appearing disconnectedly in the work
and so reconstruct a fair body of teaching, which at least touches
many high spots of a system of thought. These ideas, in summary,
are as follows.

The feminine principle, or $akti (power), personified as the goddess
Devi, is the first and supreme principle of the universe. It includes
both the spiritual and the material principles and hence may be
understood to comprise both soul (purusa) and nature (prakrti) of
the Samkhya system. As such it is equivalent to the neuter brahman
of advaita thought. The feminine principle in conjunction with the
masculine principle, or bindu (or in the personified forms of Devi
and Siva), but with the masculine principle always secondary and
subordinate to the feminine, creates the cosmos by exercising its power
to produce change (maya).

The cosmos evolves in six stages, which are described anthropo-
morphically as six cakras (circles) in the cosmos conceived as DevI’s
body. At the top of the universe, or anthropomorphically probably
at the top of Devi’s head, is a region known as the sahasrara, or
thousand-petalled lotus, in which the feminine and masculine principles
coexist before the evolution of the material universe begins. She
dwells there with Siva in her mansion, which is described as the mystic
diagram called éricakra. In the cosmos conceived as Devi’s body
the feminine principle or power ($akti), that is, Devi’s own power,
exists as a sleeping serpent called kundalini in three and a half coils
in the kunda hollow at the bottom of the six cakras. This power
can be aroused and caused to ascend by the kula path through the
six cakras to the sahasrara.

Man’s highest goal is to achieve the vision of Devi in her mansion,
to become assimilated to Devi, that is, to beéome identified with the
absolute principle. This he can do by winning Devi’s grace through

6
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devotion and through use of the mantra, magic formula, which con-
stitutes the Srividya or Holy Science.

These ideas as revealed in the text are presented in detail in the
following sections, with references to pertinent passages.

The Sources of Knowledge

Knowledge has its source in divine revelation, that is, in authority;
the text gives no weight to direct sense perception or inference. Devi
may, if she wishes, grant insight directly to her worshipper (16, 43, 90;
cf. 3, 96, 99). Or a seeker may acquire knowledge from texts (tantra)
which have emanated from her and Siva (31, 38). Devi has a single
all-embracing and absolute tantra, which at her command Siva
brought to the surface of the earth to supersede the sixty-four separate
and secondary tantras with which he had been controlling the entire
world (31). In another passage Devi and Siva are pictured as a pair
of hamsas gliding over the minds of the great ones, the sages, as
though over a lake and ululating the eighteen sciences (38). Truth
is contained in Devi’s Seripture (agama), which its knowers pro-
claim (98). Tt is implied that one can acquire knowledge from .those
who are in the train of tradition leading back to Devi as the ultimate
revealer of truth.

The M aterial Universe .

The material universe is called world (jagat 6, 24, 41, 56, 92, jagati
37, 56, bhuvana 31, 47) or regions (lokah 2, 4, 39). It evolves from
the great feminine principle, wife of the supreme brahman (p‘ara-
brahman), which in its creative aspect is called mahz‘zméyi .(96), a
term to be understood in that passage, I believe, not as illusion but
as the power to produce change. The Saundaryalahari’ does not ex-
plicitly state that the material universe has become manifest (vyak'ta)
by evolution from an unmanifest (avyakta) state but perhaps im-
plies so. .

The universe has the three qualities or strands (gupa) of .purlty
(sattva), passion (rajas), and darkness (tamas), as is spe.cxﬁcally
stated twice (25, 53). These have respectively the colors white, red,
and black, and belong to Devi as the colors of .her' three eyes (53).
The three Puranic gods, Druhina (Brahma), Hari (Visnu), and Rudra
(Siva), preside over creation, preservation, and destruction (53).

The constituent elements of matter evolve in the order common
to the Samkhya, Vaiesika, and Uttaramimamsa systems, that is
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(9, 14, 35): mind (manas), ether or space (akada, div, vyoman), air
or wind (anila, marut), fire (hutavaha, hutia$a, marutsarathi), water
(ka, udaka, apas), earth (mahi, ksiti, bhimi). Each of these six
evolves in a separate cakra (circle, level, plane). With their total
consisting of 360 rays or spokes, earth has 56, water 52, fire 62, air 54,
ether 72, mind 64 (14). This order of the elements corresponds to
an apparent or assumed structure of our universe. The earth is the
base; above it is the heavenly ocean (the samudra of the Rig Veda);
above that, the fire of the sun; still higher, air; in the distance be-
yond it, ether; and, finally, above all the cosmic mind or intelligence.

The human mind and the five senses, which the text mentions col-
lectively as the six senses (28), may be understood to operate upon
the cosmic mind, ether, air, fire, water, and earth.

The cosmos is tripartite and has the form of a woman with the sun
and moon as her breasts (19; cf. 34). The text does not designate
the three parts specifically, as to whether, for example, they are the
earth, atmosphere, and sky of the Vedas or conform to the later
notion of earth, with heavens above and hells below.

Periodically the universe is subject to a great dissolution (2, 24, 26,
29, 53, 56, 96), which may occur through pulverization by Siva (2),
conflagration by Siva (96; cf. 33, 39), extinction by Time (29), or
the closing of Devi’s eyes (56). At this time even Brahma, Visnu,
and Rudra are obliterated (53). In due course recreation of these
gods follows when Devi’s eyes shine forth again (53) and then of the
material universe (2, 24, 41, 56), either by act of Brahma (2, 24) or
by the joint creative dance of Siva and Devi (41) or by the reopening
of DevI’s eyes (56).

It is possible that Dev’s diagram, the éricakra, should be under-
stood as a symbol of the precreation state before the material universe
has evolved. In stanza11it is called her mansion (carana or bhavana)
31}(1 1s descnbe.d as consisting of upward- and downward-pointing
trlangles, superimposed upon one another, and in the middle of these
the bindu (drop), .Which seems here as elsewhere in Tantric literature
to be the masculine element. The superimposed triangles produce
forty-three angles. Around them are two lotuses, the inner of eight
petals, the outer of sixteen. Outside these are three circles, and finally
outsldf',‘ t?le latter are three squares. The diagram is illustrated in
the paintings accompanying stanza 11.

Th§ Saundaryalahari attaches a special metaphysical value to sound.
This idea harks back to Rigvedic passages (cf. hymns RV 10.125;
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10.71), where it is stated that the gods, by uttering the names of
things, caused their creation, while throughout the Veda the sounds
of the correctly performed sacrifice have a metaphysical potency. In
the Saundaryalahari realization of Devi and consequent bliss for the
realizer comes from using her mantra (32, 33), which is the Srividya.
The prescription for this mantra is given, and it is considered today
to be the most important item in the whole of Sakta teaching.

Devi is herself the mistress of sound. Poesy comes as a gift to one
who drinks of Devi’s milk (75). The three scales of sound, encompass-
ing its entire range, both earthly and heavenly, lie in Devi’s throat (69).
The tinkling of her anklets, though apparently trifling, is meaningful
and gives instruction to her kalahamsas in their own art of walk-
ing (91). There are special deities, ““ Vasini and the others,” possibly
in charge of the sounds of the alphabet, who are inspirers of poetic
utterance (17).

The Supreme Soul

The text is not explicit in identifying Devi with a world soul but
the implication of identity is so strong as to justify that conclusion.
It is stated that when a devoté utters words meaning “May I be you!”
Devi at that moment grants him a condition of identity with her (22).
This must mean that his individual soul becomes one with her as the
supreme soul. In another stanza the author asks that his being (jiva)
may immerse itself in Devi’s foot by means of the six senses operating
as though they were feet, in just the same way as the six-footed
creature, that is, the bee, immerses itself in a flower (28). Again,
it is said, that for him who worships Devi in pure meditation the fire
of the universal dissolution is but the evening light-waving cere-
mony (96), and from this we may infer that the worshipper’s soul has
become one with Devi, and the worshipper therefore continues to
exist beyond the great dissolution which comes at the closc? of Devi’s
day (cf. 56). Finally, the devoté of Devi dissolves the union of soul
and bond and savors the sweetness called supreme brahman (99),
a statement which implies that the human soul is separate from the
supreme soul and is held in bondage, presumably through association
with non-soul, but can be absorbed in the supreme soul (parabrahman),
which she is.

When the text (41) refers to Siva as the soul of the universe, calling
him Navitman or Bhavitman, we should probably not regard the
epithets as implying literal dogma but rather as a loose use of familiar
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expressions; for we know from remarks which will be cited below
that Siva is considered to be entirely dependent upon Devi.

Deities

In the highly poetic conceptions and phraseology applied to deities
it is not always easy to differentiate between the symbolic, the figura-
tive, and the literal. This is especially true of the anthropomorphic
descriptions of Devi.

Devi has many names. Besides Devi (37, 72, 80, 88) and Sakti (1,
40), she is called Aruna (16, 92), Aparna (55), Parvati (81), Candi (89),
Uma (47, 71, App. 2), Bhavani (22), Sati (26, 97). As Sakti she is
called Paracit (36) and Samaya (89, 41). She is addressed by three
epithets meaning mother: janani (17, 29, 32, 39, 51, 64, 76, 77),
matr (65, 84, 90), amba (74). In addition she receives many epithets
referring to her parentage or her wifehood.

Devi’s supreme position among the gods or as the first principle
of the universe is affirmed in many statements. The Scriptures
(§ruti) wear her feet as their crest (84). She is mind and the five
elements, namely, ether, air, fire, water, earth, which collectively
seem equivalent to the Sat or existent created world of the Rig Veda,
though the text does not employ the term; she is also Cit (intelli-
gence) and Ananda (bliss); thus she is the entire cosmos (35; cf. 8),
and we may understand that she comprises in herself Saccidinanda.
She is maya or mahamaya, the creative principle, and puts the uni-
verse through its revolution of appearances (98). He who conceives
her in her true form can control the cosmos (19), the inference being
that he becomes one with Devi, who is the cosmos. The three gunas
(qualities, strands) which permeate the universe are hers (25, 53). Her
three eyes have the colors of the gunas — white, red, and black (53).
Their mere closing and opening cause dissolution and recreation of the
un.iverse (56). When they open to produce creation they bring into
existence Brahma, Visnu, and Rudra (53), who respectively have
these colors. Her eyes are compared to the three rivers Ganga, which
is white, Sona, which is golden, and Yamuna, which is dark (54).
In spite of all the power lying in her eyes, her glance is cooling and
compassionate to one who wins her grace (39, 57). She is greater than
the earth (vasumati); her buttocks, which her father, the lord of the
mountains (ksitidharapati), cut from his own foothills and bestowed
upon her as dowry, conceal and outweigh it (81). She is composed of
the essence of sun, moon, and fire, and is like lightning (21). Her
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color is red; with it she suffuses the wide sky (18), which elsewhere is
stated to seem to those of pure insight to be the line of her abdominal
hair squeezed thin between her jar-like breasts and entering her
navel (77). Her tongue is redder than the China rose (64); her lips
redder than coral or the bimba fruit (62), and when they are reflected
in the pearl necklace lying on her breast the effect is like a combination
of Siva’s clear glory with his glowing valor (74). Her breasts flow
for her worshippers (72); their milk is nectar (78).

Hers is the sum total of love, and this idea is often specified in erotic
terms. She inspires the god of love (Kama, Manmatha) and gives him
his power (5, 6). Merely to fall into one of her side glances will
convert a worn-out old man, distasteful to the sight and grown
sluggish in love’s art, to an irresistible youth, whom young women
pursue by the hundreds, their hair ribbons flying loose, the bodices
slipped from their jar-like breasts, their girdles violently bursting,
their garments dropped down (13). Kama dwells in her navel (76),
which seems to be the entrance to a cave where Siva’s eyes, like a
yogi seeking a place for his high activities, may achieve their goal (78).
She bestows upon her worshipper such power in love that the heavenly
courtesans (apsarases), Urvadi included, fall under his spell (18) and
even the cosmic woman, who consists of the three worlds and bears
the sun and moon as her breasts, is flustered by him (19). Her
arched eyebrows look like Kama’s bow (47, 58); her long eyes or her
glances like his full-drawn shafts (52, 58); her smooth cheeks, in which
her round earrings are reflected, like his four-wheeled chariot (5.9).
She is indeed the whole power of creative love, from which everything
springs, and in consequence the erotic imagery in which she is con-
ceived and described dominates the poem and gives it its very name
of Saundaryalahari, “Flood of Beauty.”

Second to Devi, but a very poor second, is her husband. He is
called Siva (1, 85, 37, 51, 94, and elsewhere), Bhava or Bhavatman
(80, 84), Navatman (41), Paéupati (81, 54, 66, 84), Hara (19, 40, 51,
76, App. 2), Girisa (12, 51, 78), Isana (53, 86), Sambhu (29, 34, 36,
92), Sarva (60), Rudra (83), Mahadeva (97). Sometimes he has an
appellation to indicate a transcendent form: Sadapirva (24), Sa-
dasiva (98), Paramasiva (8). In color he is as clear as flawless crystal;
he is the parent of the ether (37). Whether as Siva or Sadasiva, he is
entirely inferior to or dependent upon Devi. He can perform his
functions only when united with her as Sakti (1); he receives his
instructions from the flickering of her eyebrows (24); at her com-
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mand he brought to earth her single all-embracing, self-sufficient and
independent tantra, which superseded the sixty-four separate, second-
ary and dependent tantras with which he had been controlling the
universe (31); though he consumes the universe with his fire (39,
cf. 33), he himself escapes extinction in the great dissolution only
through her favor (26) or through the power of her ear-ornaments (29).

Devi and Siva are anthropomorphically portrayed as an ideal
married couple. They are ever together in the cosmic sahasrira (9)
and in all the six cosmic cakras (36-41). Devi won Siva with Kiama’s
aid (5, 6, 59, 83). She is fully devoted to him (34, 51, 54), is unwearied
in repeated celebration of his many achievements (64) and in singing
his heroism (66), and is ever impassioned by him (67, 68). Her well-
rounded knees are calloused from her prostrations before him (82).
She is completely faithful to him, being the truest of true wives
(satl satinam), and is thus unlike Sarasvati, wife of Brahma, goddess
of letters, who has been possessed by innumerable poets, and Sri,
wife of Visnu, goddess of prosperity, who has taken as lord anyone
with riches; rather, she bestows the embrace of her breasts upon
Mahadeva alone; not even the kuravaka tree receives it to satisfy
its longing due to pregnancy (97). Siva ever carries an image of her
in his mind created by Kama (App. 2). Their mutual love is dashed
with a mild jealousy: Devi is wrathful toward Gangi, who lives in
Siva’s matted locks (51), and he resents the kankeli (a$oka) tree in
springtime when she kicks it and satisfies its pregnancy longing (85).

Though these notions seem to be poetic conceits, the intent is per-
haps literal when the text states that she as the Samaya (Comple-
fnental‘}’) Sakti and Siva unite in the dance of creation, she performing
in the delicate feminine lasya style and he in the vigorous tandava
masculine style (41); for the dance of creation is as old as the Rig
Veda, where Indra or the gods in unison perfor a it (RV 2. 22. 4; 10. 72.
6; 10. 124. 9). Similarly when Siva is the eternal consuming Samvarta
fire, she is the cooling Samaya sakti, which is its antidote (39). Devi
and Siva are described as merged, that is, he is merged in her so
that she has his characteristics as well as her own — his redness, his
thre.e.eyeg, his moon crest (28). The two of them become one,
reahz?ng each other as complement and essence, a union in which they
expe_l;lence .bliss with equal savor (34). This idea may symbolize
Dt?Vl.s position as the single unseconded (advaita) and absolute
principle of the Universe.

The association of Devi and Siva has a cosmic significance or sym-
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bolism. They are represented as united in the various stages of
evolution from the precreation state through the six stages in which
the constituent elements of the material universe are produced, she
as the feminine principle and he as the masculine. The association is
specified in stanzas 86—+1, where the stages of evolution of the material
universe are described as taking place in Devi’s six cakras, that is,
within Devi as constituting in herself the non-material or non-created
universe as well as the material or created. The point of view of the
text is that of an observer viewing all the different stages of the evolu-
tion. In a preceding passage (11) Devi’s mansion has been depicted
as the $ricakra, with the bindu (male seminal principle) as a dot in
its center. Anthropomorphically this is paralleled when Devi and
Siva are shown together in Devi’s sahasrara (9, 34), Devi herself
comprising the entire universe (35).

The evolution of the universe then takes place in six stages in Devi’s
cakras, in each of which Devi and Siva unite in the creative act. In
the first stage of evolution, in Devi’s Ajiia cakra (which is usually
considered to be located in the individual human being conceived as a
microcosm between the eyebrows), the supreme Sambhu united vs.rith
Devi as supreme consciousness (paracit) creates a realm which,
though beyond the range of sun, moon, and fire and unlighted from
outside, is flooded with self-created radiance (36). In this realm
intelligence or mind (manas), the first evolute, functions. The name
of this cakra, which is Ajid, means “command” in classical Sanskrit,
but should perhaps be understood here in a more primary sense of
“perception, cognition, understanding,” belonging to the sphere of
meaning which the verb a jia has in Vedic literature.

In Devi’s next cakra, the Visuddhi (said to be located in the ind?-
vidual human being in the throat), Siva, clear as flawless crystal, is
united with Devi to produce the ether (vyom.an). Together the,y
create a lovely splendor which traverses a course like that of the' moon’s
beams, and in the midst of it the world, its inner darkness dispelled,
seems like a cakora bird drinking the moonlight (87). In the ether,
sight functions, and the name of the cakra, Viuddhi, seems to mean
“clearness, transparency,” and to refer to the perfect clearness of
the ether.

The third stage of evolution takes place in Devi’s Anahata cakra
(generally considered to be located in the individual human being
in the heart region), where Siva and Devi are described as a pair of
hamsas gliding over the minds (punningly, Lake Manasa) of the
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great ones, Subsisting only on the honey of wisdom, separating the
valuable from, the orthless just as hamsas drink apart milk from
adul.terant Water, thejp ululations produciﬁg the eighteen sciences (38).
Tl}elr utterances, We should doubtless understand, constitute that
prlmeval,. Pure, *Pontaneous sound or noise which is produced without
the dafhmg of objects and hence is called anihatanada, “unstruck
sound, Sometimeg €quated with the mystic syllable om. This woul.d
be the.basis for the Name of the cakra as Anihata, “unstruck.” This
f:akra IS that ip v, ich air or wind (anila, marut, viyu) is evolved and
1n which sound functions,

stage of evolution is in Devi’s Svadhisthina cakra,
; Permanently Siva’s fierce samvarta fire, the fire of the
great dlssolution, the archetype of all fire. Devi is associated with
him there ¢ his Complementary or Associative (samaya) $akti; her
gl.ance, moist with Pity, provides a cooling antidote to that fire (3.9)-
Fire is the next evolute after air in the usual Hindu order of evo]utlo_n
of the elements, and the Saundaryalahari locates fire in the Svi-
dhisthana cakra, which here and elsewhere it assigns to the fourth
place among the cakras, This is shown in stanza 9, with supplementary
material in stanza 35 44 well as in the sequence 36-41. But the usual
order of the Tantric textg gives the fourth position among the cakras
to the Manipry, which the Saundaryalahari assigns to the fifth place,
and gives the fifth place to the Svadhisthina. Some manuscrlp‘ts an.d
editions of the Saundaryalahari follow the usual order of Tantric
texts and reverge our stanzas 39 and 40, but this seems clearly to
be secondary ang Wrong as is shown by stanza 9. If the .Saund.al‘y ale?,-
hari follows the usyg) Tantric opinion that the cakra in which ﬁl?:
evolves exists in the human individual at the region of the n.a,vel_ or
abdomen, it Would imply that the location of Devl’s Svﬁdhlsthansi,
is at her nave]. Her belly as the seat of the cosmic fire would. ,pa:rallfa
the human belly a5 the place where the digestive fire, vai§vanara

or jatharagni, c0oks one’s food (Brhadaranyaka Up. 5. 9; Maitrayana
Up. 26). ’

The significy
Possibly the §
“universal gis

iva’s fire lyin

wherein resides

nce of svadhisthiana as name of the .cakra is not.cleari.:
Ist clue lies in the word samvarta in the meanng o
solution,” which the Saundaryalahari as.socw.t.es \iv1th
8 Within that cakra. The next clue may lie in adhlSt.h ana,
the second bart of the compound svadhisthana. The verb adhi §tha
in the Rig Veda alm ost invariably means to take one’s stance: espemally
on a chariot; houn adhigthana, which is rare in the Rig Veda, is
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the act of taking one’s stance. Svadhisthina might then refer to this
cakra, the place of the great or archetypal fire, as Siva’s own place,
§ince that fire belongs to him. This suggestion is at best only con-
Jectural. Laksmidhara (on 9) considers the Sviadhisthina to be
Bhagavatr’s (Devi’s) own place, the kundalini hollow, though he
admits that this is regularly in the Muladhara.

The fifth stage of cosmic evolution is represented as being located in
Devr’s Manipira cakra, which in the individual is here probably to
be considered as located at the base of the sex organ (where in usual
modern Tantric descriptions the Sviadhisthina is located, as was
Pointed out above). In this cakra (40) Siva as Pasupati appears as
a dark cloud, accompanied by his $akti the Lightning (saudamini)
and wearing a rainbow of sparkling ornaments composed of many
kinds of jewels (-nanaratna-), while he sheds showers upon the worlds
sun-scorched by Hara, another of Siva’s forms. The term Manipiira
as name of this cakra, meaning “‘stream or flood of jewels,” may
Possibly allude to the rain cloud with the rainbow. Laksmidhara
(on 9) thinks the name signifies that Devi fills this cakra with jewels.

The sixth and final stage of cosmic evolution is in Devi’s Miuladhara
cakra, which is usually considered in the microcosmic individual
.hllman being to be located at the anus or base of the spine. There,
In the cakra in which earth is evolved as the final one of the elements,
the universe takes jts completed form in the joint dancing of Navatman
(Siva) performing in the vigorous masculine style (tandava) and his
Complementary (samaya) $akti performing in the delicate feminine
Style (lasya, 41). The name of the cakra means something like
“foundation support,” and refers to the notion, as old as the Rig
Veda, of the earth as the support of the universe.

Though the Saundaryalahari lays so much stress upon Siva and Devi
as a loving married couple, it gives only scanty notice to their role
as parents. Their two sons, Ganeéa and Skanda, get only passing
Mmention, being alluded to as ever suckled by Devi (72) and as never
having drunk the sweet drink of intercourse with woman, which is
obviously inferior to their mother’s milk, and so as having always
remained children (73). Heramba (Gane$a) is represented as arousing
amusement by being unable to distinguish his mother’s breasts from
the bosses on his own temples, so perfectly are her breasts shaped (72).

The usual theistic trinity of the Puranas — Brahma the Creator,
Yisr.lu the Preserver, Siva the .Destroyer—is regularly represented
in the Saundaryalahari as inferior to Devi. In one stanza (24) they
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are considered to be merged in I$a, while he in turn conceals his own
form in Sadasiva. The Puranic triad is born from her three gunas (23).
Those three gods propitiate her (1), ever worship at her feet (25),
and function under Sadasiva at her command (24). After being oblit-
erated in the great dissolution they are reborn when Devi’s three eves
shine forth again bearing the colors white, red, and black of the three
gunas, which her eyes respectively embody (53). Brahma creates the
world from a speck of dust on Devi’s foot; it is so heavy that Visnu’s
serpent Sauri can barely support it; Siva pulverizes it to use in dusting
his body (2).

Some or all of this triad and other gods as well are elsewhere men-
tioned as subject to Devi. Visnu, Brahmai, and Indra ever bow before
her, their crests being like waving lamps before her feet (22). As they
lie prostrate, their crowns are a hazard when she rushes impetuously
to greet her husband approaching her mansion (30). In the great
dissolution Brahmai, Visnu, Yama, Kubera, Indra perish, and so too
would Siva but for the fact that Devi in wifely devotion saves him (26).
Similarly, Vidhi (Brahma), Indra, and the other gods, though they
have drunk of the nectar of immortality, perish in the great dissolu-
tion, but Sambhu, in spite of having swallowed the fearful halahala
poison, still continues to exist, merely through the power of Devi’s
ear-ornaments (29). Viéakha (Skanda, or variantly Virifici = Brahma),
Indra, and Upendra (Visnu), heated by battle, snatch at the cooling
flakes of betel which fall from Devl’s mouth (65). The gods with
Indra as their leader, though firm in the performance of sacrifice,
wait with but scant success at Devi’s door to offer her worship (93).
The four gods Druhina (Brahma), Hari, Rudra, and I$vara, as DevT’s
servants, constitute her couch (94; cf. 8), and Siva (94) or Parama-
§iva (8) is her mattress. Brahma seeks her protection from Siva,
who in rage has already torn off one of Brahma’s original five heads
with his fingernails (70). It is as subject to Devi that Kama, though
armed in anything but military equipment, exercises his power to
produce illusion in mighty sages (5) and conquers the world (6),
including Siva, who had the earth as his chariot with the sun and moon
as its wheels (59). Hari (Visnu), after propitiating Devi, became a
female (Mohini) and agitated Siva (5). The three goddesses Sarasvati,

wife of Brahma, Padma, wife of Visnu, and Parvati, wife of Siva, are

less than Devi, who is an ineffable fourth above them (98). Sarasvati

cannot compete with Devi in her own art of poetry and song (60,

64, 66); doubtless this is a by-product of Dev1’s supremacy in sound
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(see earlier section, The Material Universe). When Sarasvati was
singing Padupati’s praises, the tones of Devi’s applause so far excelled
the notes of Sarasvati’s lute (vind) that Sarasvati softly slipped it into
its case (66).

Human Self-fulfillment

Man in this world is submerged in the ocean of rebirth (8); heis
a creature (pasu) in bonds (pasa), presumably those of karma (99).
It is implied that the bondage consists of the association of his soul
with matter. He can escape from bondage with Devl’s aid (3, 99).
His highest goal is assimilation to Devi, as is explicitly indicated in
two stanzas (22, 28) and implied in another (96). Besides addressing
Devi throughout by epithets meaning “Mother” the poet speaks
directly of her mother-like compassion to her worshipper (51, 75).
A devoté (bhajanavant), on attaining assimilation to her, becomes a
rival of Vidhi (Brahma), Hari (Visnu), and Kama, sporting with their
wives Sarasvati, Laksmi, and Rati, dissolving the union of himself
(pasu) with bond (pasa) and savoring the sweetness called supreme
brahman (99).

Two ways are explicitly mentioned for attaining assimilation to
Devi: (a) the winning of Devi’s grace through devotion; (b) the use
of verbal formulae or spells (mantra).

(a) A worshipper wins Devi’s grace and achieves identity with her
when he utters the words, “Do yvou, O lady (bhavani), extend to me,
your slave, a compassionate glance!” (22). There is a pun in this
statement, for the words “you, O lady” (bhavani tvam) also mean
“may I become you.” Again, one who meditates upon Devi with the
words “You, O eternal one, I worship,” is assimilated to her so that
the fire of the universal dissolution is but the evening light-waving
ceremony before him (96). In another stanza the author prays that
his being (jiva) with its six senses may immerse itself in Devi’s (lower-
like) foot like a bee immersing itself with its six feet in a blossom (28).
The fullness of devotion with which one should worship Devi is specified
in a beautiful and oft-quoted prayer (27).

(b) The use of verbal formulae or mantras to win to Devi is based
upon an ancient belief in the metaphysical power of sound (see p. 8).
A prescription for constructing two versions of such a formula is given
in slightly veiled form in a pair of stanzas (32, 33). These two versions,
as they have been given me by a devoté, are as follows: (a) hasa-
kalahrin hasakahalahri sakalahra $rim; (b) the same but with sub-
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stitution of ka e I for the first three syllables. Adherents to Srividya
esteem this mantra as the most profound and most potent item in
the whole teaching. It is, I have been told, the Holy Science ($rividya)
itself in essence. It is presumably the most secret of the doctrine’s
secrets, the most esoteric of its mysteries. If recited correctly with the
use of rosaries of wishing-jewels as beads and accompanied by the
necessary oblations, the worshipper tastes boundless intense bliss (83),
probably that of identification with Devi.

Certain practices of Srividya associated with the Saundaryalahari
all over India today find no overt support in the teaching of the text
itself. These are the assignment to each stanza of a seed-syllable
(bijaksara) as its essence and the use in connection with each stanza
of a special mystic diagram (yantra). Some manuscripts of the text
add appendixes listing the seed=syllables and illustrating the diagrams,
with prescriptions for their use, but how these have come to be asso-
ciated with the text is not revealed. The Tantric tradition is that they
constitute a form of esoteric knowledge which has accompanied the
text since its composition.

A third means of achieving self-fulfillment is recognized by modern
adherents of Srividya and is considered by them to be taught in the
Saundaryalahari. This is by arousing the individual’s kundalini
power or $akti. The notion is a part of the teaching concerning the
cakras, centers of energy, situated in the human body, and pierced
by a path called the kula path, leading from the lowest of the cakras
through the topmost to the place at the top of the skull which the
Tantras call the sahasrara (thousand-petalled lotus). The cakras
vary in number according to different schools of Tantric teaching, but
the usual number is six. In the lowest cakra the kundalini power
lies asleep as a serpent in three and a half coils. The devoté endeavors
to awake it, generally by employing hatha yoga. As he becomes adept
he causes it to ascend until finally he causes it to go the whole way to
the sahasrara. This constitutes self-fulfillment.

Users of the Saundaryalahari hold that stanzas 3641 embody this
teaching, but if the teaching actually exists there, it does so by impli-
cation alone. The stanzas describe Devi and Siva together in Devi’s
six cakras. They should be viewed in relation to the text as it has
preceded them. In stanzas 7-8 the poet has invoked the vision of
Devi in her mansion, where a few lucky ones see and worship her.
She has reached this mansion by piercing the kula path and arriving
in the sahasrara (9); in due time she reverses the track and returns
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to the kulakunda hollow at the bottom of the path to resume her sleep
as a serpent in three and a half coils (10). The poem then describes
her mansion at the top of the universe (11), and three stanzas later
speaks of her presence in each of the six elements of which the uni-
verse is composed (14). For a number of stanzas (15-81) it deals with
her perfections and powers, and then in two stanzas (32, 83) prescribes
the mantra for attaining her. As seen, she combines the qualities of
Siva with her own and is united with him, each realizing the other as
complement and essence (34). She is, the poet then declares, all the
six elements of the universe — mind, space, air, fire, water, earth.
When she has evolved into these there is nothing beyond her; she is
the universe, consciousness, and bliss, all combined (85). At this
point the poem describes the process of evolution by the divine pair,
Devi and Siva, as they jointly operate in the six cosmic cakras, or as
these are called in the text, her own cakras. In each cakra one element
is evolved — mind in the Ajiia cakra, ether in the Visuddhi cakra, air
in the Anahata cakra, fire in the Svadhisthina cakra, water in the
Manipira cakra, and earth in the Miladhara cakra (836—41). This
completes the evolution; that is, creation is complete: the world is
born having Devi and Siva as mother and father (41). The apparent
paradox of having her appear in her own cakras is no problem; being the
whole (85), she is also all the parts, and as the absolute, in which space
and time are not valid categories, she can be whole and part at once.

Sakta adherents assume that when the text speaks of her in the six
cakras, it means that she can be viewed in the human individual’s six
cakras, once he arouses his own kundalini power. This, however, the
text never says, and it may be a question that it even imp.lies it. The
text attaches to the names of the cakras words meaning “your”
(Devi’s), namely, tava (36, 39, 40, 41) and te (837). There is probably
an implication that just as she has cakras so too her creatures have
cakras, but the text never equates her presence in the cosmic cakra-ts
with any presence of her in human individual, even microcosmic
human individual, cakras. To assume that this is the intention of the
text requires one to transcend the wording of the text itself. It has
been argued with me that this intention was communicated only
esoterically from the time of the composition of the text because of its
mystic character. But it seems improbable that this idea should have
been completely reserved for esoteric communication when, as pointed
out above, the more important idea of the mantra for achieving Devi
is just short of spelled out (32, 33).
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As part of the supreme bliss of attaining to Devi are mentioned
a number of specific gains for her devotés, some of which secem a little
anti-climactic. These gains are the following: wealth and blessing,
granted to the poor so that they are like the rich and fortunate (3, 4,
15, 28); welfare or safety from danger (4, 15, 29, 44, 70); the power
to assuage others’ fever (20); the experience of beauty (28); the ex-
perience of Devi’s compassion (51, 57, 84); purification (54); the gift
of surpassing intelligence (3, 43); the power of supreme poetic ut-
terance (15, 16, 17, 75, 90); success with the opposite sex (5, 13, 18,
19; cf. 78, 83); power over the gods or even over the universe (6, 59);
release from rebirth (8); experience of a flood of supreme joy (para-
mahladalahari 21).

Inconststencies with Current Tantric Doctrine

If the teaching of the Saundaryalahari as revealed in the text and
described above is compared with that of most Srividya or Hindu
Tantric texts and as expounded in modern treatises based upon them,!
it will be apparent that there is no complete or even approximate
correspondence. First, much of the human anatomy and physiology
assumed in standard Tantric texts and teaching is absent. There is,
for example, no mention of the system of nadis, nor even of the
susumnd, the ida, and the pingala arteries. Secondly, there is no
explicit reference to yoga practice, especially to the type of hatha
yoga taught by current Hindu Tantrism, which includes the utilization
of various kinds of sexual excitation to induce mystic experience.
Thirdly, few of the current technical terms of Tantrism appear; some
notable omissions are sidhana, sadhaka, vicya and viacaka S$akti,
nigama, dgama as contrasted with nigama, nyasa, bhiatasuddhi, pra-

1 A number of works have been published by Arthur Avalon (pen name for Sir John
Woodroffe) and his associates, including treatises, texts, translations. Important
ones are: Tantrik Texts, a series under the general editorship of Arthur Avalon;
Arthur Avalon, The Serpent Power (London, 1919); Arthur Avalon, Shalkti and Shakta.
(2nd ed., London, 1920); Arthur Avalon, Principles of Tantra, 2 vols. (London, 1914,
1916); Arthur Avalon, Tantra of the Great Liberation (Mahanirviana Tantra; London,
1918); Arthur Avalon and Ellep, Avalon, Hymns to the Goddess (London, 1913).

" 21?;;10;1;? ;mdlicilé;fie;d work is Vasant G. Rele, The Mysterious Kundalini (Bombay,

For a brief synopsis of Tantric §akta belief, carefully described, see George W.
Briggs, Gorakhnath and the Kanphata Yogis (London, 1938), chapters 8, 13, 15, 16.

A furthe{' exposition is by Gopinath Kaviraj in History of Philosophy Eastern and
Western, edited by S. Radhakrishnan (London, 1952), chap. 15, pp. 401-428.
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sada, mahaprasada, kalivoga, vibhiti, updisana, tapas, yantra, bi-
jaksara — an exhaustive list would be very extensive. Fourthly,
though Dev’s six cakras are mentioned, being equivalent to levels of
creation of the cosmos, no mention is made of cakras in the individual
human body. Neither are Devi’s cakras said to have the form of
lotuses, nor are the letters of the alphabet assigned to the petals of
such lotuses. The order of the cakras in the Saundaryalahari also
does not correspond with the usual order of the cakras in the Tantric
texts; as has been pointed out above, the fourth and fifth cakras
are transposed.

Explanation of these many inconsistencies might vary. It might be
said that the Saundaryalahari, though omitting mention of many
notions and teachings, does not by that mere omission deny them.
The omission might be only accidental. The author of the Saun-
daryalahari might have been familiar with them, assumed their
existence and validity, and hence implied their use by devotés. This
is the position of the commentators and modern adherents, and it
would be impossible to disprove it. Some of the ideas involved must
surely have been known and may have been taken as valid — for
example, belief in the susumna, ida, and pingala arteries, which is
recorded early in Upanishadic thinking. It is also possible that the
author believed that just as Devi had six cakras and a sahasrara, so
too did the individual human being; the use of the possessive forms
for “your” in connection with her cakras may imply a corresponding
existence of the cakras in other beings. It seems less likely that the
same functions would be ascribed to the cakras of the individual
human body as are ascribed to hers; there is nothing in the manner of
referring to her kundalini power and its ascent by the kula path to
intimate that the same sort of process can take place in the individual
human being. There is, in a larger sense, no correlation of the human
body with Devi’s body as of microcosm with macrocosm, and no hint,
however slight, that this was part of the author’s belief.

To eliminate all the inconsistencies mentioned above by reading
Implications of the missing doctrinal points into the text is an under-
taking of such scope as is likely to leave a non-adherent to Srividya
unconvinced.

Another explanation of the inconsistencies might seem more plausible
to one who is not an adherent of Saktism. This is, first, to view
Saktism as a system of belief and practice which has had a historical
development and, secondly, to seek the place of the teaching of the
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Saundaryalahari in that development.? The explicit teaching of the
Saundaryalahari is a much simpler body of doctrine than that of
current Tantric teaching. That fact may be taken to imply that
the Saundaryalahari is earlier in the evolution of Tantric thought;
it is indeed, from the standpoint of its thought, one of the least com-
plex of Hindu Sakta texts, whatever may have been the date of its
composition. If the text is considered as it stands and is left free
of interpretative implications, it fits in fairly well with the late Yoga
or Saiva Upanishads.® In those works the kundalini or kundali
is mentioned (Yogacidamani 36-44; TriSikhibrahmana 61 (63);
Sandilya 1. 4. 8; Saubhagyalaksmi 3; Srijabaladar$ana 4; Yogakun-
dali 1. 9-18; Varaha 5. 22, 30). It is sometimes called, or associated
with, $akti (Yogakundali 1.7, 82; Varaha 5.51). It isa form of prakrti
(Srijabala 4. 11; Yogaciidamani 38). It knows punya (Yogakundali
1. 38), sleeps (¢bid. 1. 65), has the form of amrta (Tripura 2. 1). Its
location in the human body, however, varies widely in these different
works. Nor do these texts state that it sleeps coiled around a phallus
representing Siva, as modern Tantric treatises assert. The cakras,
too, are first mentioned in the Yoga Upanishads, where their order
is that usual in modern Tantric teaching rather than that of the
Saundaryalahari. These works describe the cakras as lotuses, though
they often vary from the Tantric texts in the locations they assign
them in the human body.® The Saundaryalahari seems, in general,
to have a simpler view of the ideas of the kundalini and the cakras
than do the Yoga Upanishads as a whole. It would, therefore, appear
to belong to a level of thinking earlier than most of the thinking in
the Yoga Upanishads, and still earlier than the thinking of the Tantric
texts now current. Unfortunately, all this deduction, even if sound,
leaves us still uninformed about the actual date of the Saundaryala-
hari, since the time of composition of the Yoga Upanishads is quite
unknown. It gives us only a very crude relative chronology.

If we are to attach any importance to the silence of the Saundaryala-

2 There is a tradition that the first 41 stanzas of the Saundaryalahari, known as
the Anandalahari, are “but an enlargement of the work called Subhagodaya by
Gaudapada, who is the Guru of the author’s Guru” (Avalon, Serpent Power, pp. 12f).

3 On the age and history of these works see J. N. Farquhar, Outline of the Religious
Literature of India (London, 1920), pp. 94f. Many of these Upanishads are trans-
lated by T. R. Srinivasa Ayyangir and S. Subrahamanya SQStﬁ, The Yoga Upanisads
(Adyar, 1938).

* Cf. George William Brown, The Human Body in the Upanishads (Jubbulpore,
1921), pp. 15, 173f.

® G. W. Brown, The Human Body, pp. 42ft.
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harl concerning the nidis and concerning the presence of the cakras
and the sahasrira in the human body and the functions which Tan-
trism assigns to them, then we might think of the text as operating
on a more rational level than does current Tantrism. The anatomy
and physiology of the nadis, the cakras, and the sahasrira have no
scientific justification. At best they rise from identification with real
parts of the human body, which were so improperly understood and
came to be so fantastically conceived and described that they are
now unidentifiable.® The contemporary efforts of Tantric proponents
to rationalize them cannot be taken seriously. It seems more likely
that these conceptions owe their origin to an underlying notion that
the human body is a microcosm reproducing in itself the features of
the cosmos.” The structure of the cosmos was essentially the same in
Samkhya, Vedinta, and VaiSesika teaching, as far as concerns its
material elements and the order of their development. In Tantric
thought these elements and the levels of their origin were conceived
as appearing in the body of the supreme all-embracing deity, whether

iva or Devi. It is at this point that the Saundaryalahari fits in.
Later, at least in the evolution of Tantric thought, the Tantric texts
come to view the human body as corresponding to the cosmic body.
By this line of reasoning the inconsistencies of the Saundaryalahari
with contemporary Tantric thinking would not be entirely the result
of casual or accidental omission. They might be so in part. But they
would also be due in part to the fact that the Saundaryalahari presents
an earlier and simpler form of Tantric Saktism.

Modern Sakta cults are fairly well divided between the Samayin or
daksinacari (right-hand) school and the Kaula or vamacari (left-hand)
school. Each claims the Saundaryalahari as peculiarly its own. As
the text stands it seems to conform more closely to Samayin doctrine
than to Kaula,? though it is not really very close to either. The ques-
tion of which school first had the text is perhaps irrevelant. It is
possible that when the Saundaryalaharl was composed the distinction
between them was not so sharp as at present. Further we know very
little about the stages by which Sakti worship made its way into the
Brahmanical community. Tantric and Sakta ideas may be very

® G. W. Brown, The Human Body, pp. 157-168. Cf. S. Dasgupta, 4 History of
Indian Philosophy, vol. 2 (Cambridge, 1932), pp. 355ff.

" G. W. Brown, The Human Body, pp. 224-227. Cf. L. Renou, Religions of Ancient
India (London, 1953), p- 60.

8 ?f. Avalon, Serpent Power, p. 12; also the Adyar edition of the Saundaryalahari,
pp. 1f.
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ancient; Sir John Marshall may be correct in his Wm'k.on Mohenjo
Daro and the Indus Civilization in finding some of the ideas present
in the Harappa culture of the third millennium B.c. But they appear
to have won Brahmanic acceptance by slow steps; it is only with the
aid of dubious esoteric interpretation, for example, that they can be
glimpsed at all in the Vedas and the older Upanishads, an(.l again hints
of them are scarcely apparent in the traditional philosoplu'cs. Though
they may have existed among the folk during the period of these
various works, they seem not to have achieved the respectability of
literary representation until medieval times. The Saundaryalahari
is far from displaying Tantric and Sikta notions in full. It accepts
and exploits the idea of bhakti or devotion and conceives of the uni-
verse as animated and controlled by feminine power. It even believes
in mantras for use in realizing the nature of that power. But beyvond
that it does not go. The elaboration of the later Tantric and Sikta
(.:ults is possibly hinted in respect to a few points. DBut the rest is
ignored and may not have been accepted.



3. AUTHORSHIP

It is not possible to determine the authorship of the Saundaryalahari.
Tradition almost unanimously ascribes it to *“Sankaricarya,” though
there are dissident traditions attributing it to other human or to divine
authorship.! The attribution to a divine author is in itself equivalent
to an admission by the commentators making it that they knew no
convincing attribution to any human author.

The designation **Sankaracirya™ is understood to indicate the great
advaitin philosopher Sankara, author of the commentary (bhasyva-
kira) on the Brahmasatra, who was born at Kaladi in the present
Travancore and Cochin State. Many manuscripts used in preparation
of this edition use the form Sankaricarya.? Some add the epithet
paramahamsaparivriajaka.? Some others prefix his name with mention
of érimadgovindabhagavatpadapijya,® that is, they associate him with
Govinda, who was the guru of Sankara bhasyakara. Still others
characterize Sankaracarya as dravidavisavamandana ‘“ornament of
the Dravida land.” ® These various epithets and characterizations
regularly apply to Sankara bhasyakara, as Paul Hacker has reported.®
There can be no doubt that the tradition which ascribes the work to
Sankaracarya means the great Sankara bhasyakira and no other.

The dissident human ascription is found in the commentary called
Sudhavidyotini, whose author’s name is variously given as Arijit or
Aricchit.” He says that the Saundaryalahari was composed by his
father Pravara or Pravarasena, a king in the Dramida country, son
of a king named Dramida by his learned (vedavati) wife; this king
had a minister named Suka. Even this tradition has its miraculous
elements.8 King Pravara is otherwise unknown to me and Arijit’s
claim cannot be strengthened by supplementary evidence.

! For these traditions see the Adyar edition, pp. xff, 213ff; Mysore edition, p. iii.
> See next chapter, ‘“Manuscripts Used,” MSS S, Bhl, B, H1, H2, H5, H6, H7,
HS, P, O.
“Manuscripts Used,” MSS B4, B3, P2, O.
“Manuscripts Used,”” MSS P3, O.
“Manuscripts Used,” MS H6.
New Indian Antiquary, vol. 9 (1947), nos. 4-6. .
See V. Raghavan, New Catalogus Catalogorum, vol. I, University of Madras,
1949, p. 273, s. v. Aricchit; also Pt. V. V. Sharma in Journal of the Oriental Institute,
Baroda, vol. 2 (1952), p. 30; also Adyar edition, p. x.
8 Adyar edition, p. 215

> o e w

7

25



26
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teenth century” or “early 1S Varyingly given as ‘“‘end of the thir-
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Laksmidhara flourisheq in tﬁ Specific evidence, feels positive that
Even the earliest date assig, Z first part of the sixteenth century.!
later than Sankara’s that }% €@ to Laksmidhara is so many centuries
; IS ascript; ill b ~
doubt. His and the other o Ption would still be open to grave
be viewed skeptically. OMmMentators’ testimony must, therefore,
A good deal of argume
nt ab :
hari has centered around stan out the 'authorshlp of the Saundary a.la-
hild (dravidagis Za 75, which says that, when the Dravida
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flowed from Dev1’s breasts he b ocean of the milk of poesy whic
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tion is whether or not “Dpax. 1 kamaniyah kavayita). The ques-
ravida child” Sankara.ll 1d
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to himself in this somewh e Saundaryalahari, have referre
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an arahs ame ha reached' its zenith. Or might the reference be to
some other person, a figure in a well-known legend? Various person-
ages are said to have been suckled by Devi, whereupon they burst
mtf) poetl? utterance: for example, the Pravara mentioned above,
Sankara hlms?lf, and the Tamil Sajva poet saint Jiidnasambandha.?
The .allu.swn in stzf.nza 75 is so uncertain and capable of so many
varying interpretations that it seems to be worthless as evidence con-
cerning the poem’s authorship.

A different method of assessing the tradition that Sankara composed
the Saundaryalahari lies in examining the work for anachronisms.
Sankara’s dates are usually given as A.p. 788-820 or 788-850.* Possi-
bly he may be earlier by “at least two generations (of spiritual de-

Saundaryalahari

® J. N. Farqubar, Qutline of the Religious Literature of India (London, 1920),
p- 266; and “A. M.” in Mysore (3rd) edition, p. iv (secox}d roman enumeration).

1 B. I. S. Mandal Quarterly, vol. 21 (1940), p. 4, and literature cited there.

1 Adyar edition, p. 213ff; cf. M. Seshagiri Sastri, Report on a Search for Sanskrit
and Tamil Manuscripts for the year 1893-94 (Madras, 1899), no. 2, pp. 97f.

12 Adyar edition, p. 215. L .
13 D. H. H. Ingalls, “Sankara’s Arguments against the Buddhists,” Philosophy East

and West, vol. 3 (1954), p. 292; Farquhar, Outline, pp. 171, 367.
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The range for composition of the work, if by Sankara,
-850. In that case the poem would contain at

least two possible anachronisms. One of these concerns the rasas,
which are mentioned twice (41, 50). In both cases they are said to be

It has been claimed that before the ninth century the number
The time difference involved is

scent).”” 1
would be roughly 750

nine.
. - 15
of the rasas is given as only eight.

so little, however, that there may be. n Mor
weighty seems to be a point concerning the nose-ornament which is

mentioned in stanza 61. Mr. P. K. Gode in two papers has shown
good reason for believing that the nose-ornament appears in Indian
history and culture about the year 1000 A.D. and that in view of that
likelihood the Saundaryalahari could not have been composed by
Sankara but was ‘“composed after A.D. 1000.” ¢ It should be noted
that stanza 61, which mentions the nose-ornament, and so too stanzas
41 and 50, which mention the nine rasas, all are well established in the
poem, no manuscript omitting any of them, and they cannot be re-
garded as interpolations.’

A further criterion for judging the tradition of Sankara’s authorship
lies in the matter of the work’s consistency or inconsistency with the
works that can without question be ascribed to Sankara. The editors
of the Adyar edition are convinced that the work is by him.”® Simi-
larly, in the introduction to the second Mysore edition, an “A. M.,”
not otherwise identified, states that Sankara was in his day a reformer
of the Sakta cult, that Sakti-worship exists today in all the Advaita
Mutts, that the hymn refers to the Vedanta as Sruti (84), that the
hymn endeavors to reconcile the opposing sects of the Samaya and
Kaula margas of Srividya practice, and finally that such writers as
Laksmidhara and Bhaskararaja accept Sankara as author, and on the
basis of these considerations he says that he “incline(s) to believe
that the hymn is a genuine work of Sri-Sankaracharya.” 19

Some other scholars, however, are skeptical. Farquhar rejects

o anachronism at all. More

14 Ingalls, “Sankara’s Arguments,” his results agreeing with those of Hajime Naka-
mura.
15 A. B. Keith, History of Sanskrit Literature (Oxford, 1928), p. 383; cf. V. Ra
havan, The Number of Rasas (Adyar, 1940), especially pp. 15ff. - nag-
16 Annals of the Bhandarkar Oriental Research Institute, vol. 19, pp. 313-332. B 1.8
Mandal Quarterly, vol. 21 (1940), pp- 1-9. R
17 See below in this work, pp. 106, 108, 110.
18 Adyar edition, pp. xff, especially p. xii, “We are, therefore, of opinj
this stotra is the genuine work of sri-Samkara, Bhagavatpada, who lised ci)g t.h. . that
century A.D.” e eighth
19 Mysore (3rd) edition, pp. iii-iv.
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Sankara’s authorship #? and Gode’s rejection has been reported above.
It does not seem to me possible to reconcile the teaching of the Saun-
daryalahari, as I have sketched it, with the teaching of Sankara.
There are four works which seem incontestably to be by Sankara:
the commentaries on the Brahmasitra, the Brhadaranyaka Upanisad,
and the Taittiriya Upanisad, and the UpadeSasihasri.®® These works
do not, as far as I am aware, support the idea of the six cosmic cakras,
situated in Devi’s body, the worship of Devl, and the other important
features of the Saundaryalahari’s thought.”> The nearest approach
lies in the possibility that Sankara may have reconciled worship of
Devi under the designation of parabrahman (99) with his doctrine of
nirguna brahman. .

A very good appraisal of the situation is given by H. R. Rangaswami
Iyengar, then Superintendent of the One,ntal Research Institute,
Mysore, and General Editor of the Institute's Series, in the Preface to

the third Mysore edition (1953), pp- i-ii:

Tradition ascribes Saundaryalahari to Sri Sankarﬁchﬁrya, the
great exponent of the Advaita Vedanta. The commentators of
the work excepting Pravarasena and a few others ascribe the
work to Sankara. Bhaskararaya, a great authority on Tantra,
states more than once in his commentary on the Lalstq Sahas-
ranama that the work is by Sal.lkara. Jnanaéivicarya, of the
16th century, author of Saivaparibhasa, a work on Soyth Indian
Saivism, while quoting the 24th stanza of the. Saundaryalaham' in
support of the theory of the Pancakrtyas of SlVfl, explicitly states
that Saundaryalahart is by Sri Sankara; the Srividyarnava Tantra
by Pragalbhicarya mentions Sankara as the founder of a Tantra
School. All these incline us to subscribe to the traditional view.

But it does not seem safe to conclude that the work has been
rightly accredited depending on the words of writers who lived
in days far removed from those of Sankara. Whjle Sankara is
generally assigned to the 8th century A.D., the writers who ascribe
the work to him belong to the 16th and 17th centuries. No
reference to this work has been met with in the genuine works of

* Farquhar, Qutline, p. 266. )
™ Ingalls in Annals of the Bhandarkar Oriental Research Institute, vol. 33 (1952),

p- 6.
2 Arthur Avalon (Sir John Woodroffe), Principles of Tantra, vol. 1 (London, 1914),
p. xlv, says that Sankara in his commentary on the Brahmasitra (Sarirakabhasya)
recognizes the six cakras (“‘Tantrik Shatcakra’), but gives no citation. I have been

unable to confirm this.



Introduction 29

Sankara or in the works of early writers. The list of teachers
and disciples in the Srwvidyarnava Tantra hardly helps us in the
matter. It seems to differ from the lists preserved in the several
mutts of the Sankara School. It is not possible to say which of
these lists is genuine and which spurious. It seems rather doubtful
that the Vedantic teacher Sankara, an ardent advocate of Absolute
Idealism, should have written this Tantra work. It is common
knowledge that, in the history of all religions, works are attributed
to great names to gain for them an authenticity; and doubtless
there are some works, which are not really written by Sankara,
but go under his name. Saundaryalahar: may be one of such
works.

It seems, in summary, that the Saundaryalahari draws upon the
type of thought expressed in the Yoga and Saiva Upanisads, which
are late but undatable.?® It was probably composed after 1000 a.p.,
how much later it is impossible to say. The author cannot be identi-
fied. Its ascription to Sankara was to win it prestige.

Any theory of false ascription of a literary or religious work gains in
plausibility if one can suggest a motive, however speculative, that
gives the ascription point. Such a speculative theory can here be
suggested. In the Sankara mutts, as has been pointed out, Sakti
worship exists now and doubtless has long existed. Yet that worship
is out of harmony with Sankara’s teaching, though Sankara does not
seem to have attacked it explicitly. It must for some time, how-
ever, have been in a position where it needed authority. ‘By ascribing
works of Sakti-worship to Sankara, the cult gained such authority.
Conceivably a poet, let us say a most competent poet, could have
composed the Saundaryalahari and ascribed it to Sankara, a pro-
ceeding which a true and sincere believer in Saktism, who was also an
admirer of Sankara, might rationalize on the ground that, though
Sankara might not actually have composed such a work, he would
have done so if the idea had occurred to him. Or it is conceivable
that a suitable work not originally ascribed to Sankara somehow
came to be so ascribed. The most likely place of composition, or at
least fo}- the as(?ription to occur, would be one of the Sankara mutts,
but which one is not to be said.** If the Saundaryalahari happened

2 See above in this work, p. 22.
** Such an ascription actually appears in an occasional manu

the colophon of the Telugu MS 3386-C of the Travancore U v For example,

niversity Manuscripts
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to be composed in one of the mutts by one of the heads of the mutt,
all of whom assume the name Sankara, it would have been relatively
easy at some later time for it to gain ascription to the great San-
karacarya bhasyakiara. From one mutt it would have spread to all
the others and to the Saiva-Sakti cults generally. This theory, being
only a theory, may have small merit, but it is perhaps better than no
theory at all.

In any case, the Saundaryalahari, whoever wrote it, is a great work
of religious literature.

Library, says that the author of the Saundaryalahari is ém‘nkuricﬁrya, head of the
Sarasvatipitha at Srividyanagara (communication from V. Raghavan).



4. MANUSCRIPTS USED

The manuscripts used in the preparation of the text of the Saun-
daryalahari, with their sigla, are the following:

A Seven manuscripts in the collection of the Adyar Library and
Research Centre, Adyar. Three of these have text only; three
have text and commentary; one is commentary only. The
collation was prepared for me at the library itself by a member
of the library staff. He transliterated MS Al into Devanagari
script and collated the text and commentaries of the other
manuscripts with it, citing readings as variants of the Al read-
ings. In some cases the collation does not make clear the dif-
ference between the reading of the text and a preferred or re-
jected reading by the compiler of the commentary.

Al No. 34 O 34. Grantha script, palm leaf, 11 folios, 11 in.
by 114 in., 9 lines to a side. Begins: harih om. Ends:
ériramganatho raksatu. Then follows a postcolophonic
stanza, after which come the words: $ubham astu. sid-
dharthe nama samvatsare cipamase visinaksatre Sukravare
likhitam pirnam.

A2 No. VB 1182. Grantha script, palm leaf, 12 folios, 12 in.
by 114 in., 8 lines to a side. No beginning or end cited.

A3 No. 191 17. Malayalam script, palm leaf, 11 folios, 8237 in.
by 115 in., 8 lines to a side. Begins: harih Sriganapataye
namah. avighnam astu. Ends: $rigane$aya namah.

A4 No. 33 B 23. Oriya (Udiya) script, palm leaf, 78 folios,
14 in. by 114 in., 4 lines to a side. Text with commentary
by an unnamed author. Begins: om namah §ivaya. Text
ends: iti &ankaracaryaviracitd anandalahari samapta.
Commentary ends: §iva raksa. bhimasyapi rane bhango
muner api matibhramah / yadi $uddham a$uddham va
mama doso na vidyate.

A4c Citations from the commentary in A4.

A5 No. 35 B 125. Devanagarl script, paper, 62 folios, 11 in.
31
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by 5 in., 10 lines to a side. Text with commentary of
Gaurikanta. No beginning or end cited.

Asc Citations from the commentary in A5.

A6 No. 41 A 12 (also cited as No. 41 A 32). Devanagari script,
paper, 63 folios, 814 in. by 434 in., 11 lines to a side. Com-
mentary of Gaurikanta without text (except for three
stanzas). No beginning cited. Ends: samvat 1804 ta
varse $ake 1669 pravarttamane érivanamaise Suddhapakse
dasamyam 10 bhaumavasare samipto ‘yam gramthah.
§lokasamkhya 1550 patratrayasasthah. pustakam dasa-
putra govimdabhattasya. likhitam lekhakena. $ritripura-
sumdaryyai namah. érih. [A.p. 1726]

A7 No. 38 F 8. Devanagari script, paper, 178 folios, 814 in.
by 634 in., 14 lines to a side. Text with commentary of
Dindima. A Devanéagari transcript from a Telugu MS.
Incomplete; ends with our stanza 95. No beginning cited.

A7c Citations from the commentary of A7.

Five manuscripts in Baroda. Of these B1 belongs to the Baroda

Museum, B2, B4, and B5 belong to the Oriental Institute of the

University of Baroda, and B3 belongs to Shri M. D. Desai. I

photographed B1, B2, B4, and B5, and borrowed B3 for collation

purposes.

Bl In the Baroda Museum. Devanigarl script, paper, 53 fo-
lios, 814 in. by 434 in., one stanza to a side accompanied
by a miniature painting at the right-hand side illustrating
the stanza. The verso side of the final folio has a colophon
and a painting. The text has 103 stanzas and with colophon
fills 52 folios, which are numbered from 1 to 52. There is
an introductory folio with a full-page illustration, which
also bears the number 1 and is possibly a late addition to
the manuscript. Above the full-page illustration are the
words: aim. om namah $riganeSaya. sakalatraya. sa-
putriya. The first folio of text begins: om Sivah Saktya
etc. The colophon reads: iti érisamkaracaryaviracitam
saumdaryahala (corrected by superior numerals 1 and 2 to
read °laha) ristotram sapratimam samaptim agamad de-
vikrpatah. cha. etat pathakasya sada Sam bhayad iti
devyagir jhatavya. §ri. éri. Srl $ri.
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Oriental Institute No. 7356. Devanagarl script, paper,
53 folios, 813 in. by 431 in., one stanza to a side accom-
panied by a miniature painting at the right-hand side
illustrating the stanza. The verso side of the final folio
has a colophon without a painting. The text has 103
stanzas and with colophon fills 52 folios, which are num-
bered from 1 to 52, and a final unnumbered folio on which
the colophon is finished. There is an introductory folio
with a full-page painting, bearing at the top the words:
Srigane$iyva namah. S$risarasvatyai namah. The text be-
gins: $ivah Saktya etc. Ends: iti Sriparamahamsaparivra-
jaka$amkaracaryaviracitam saumdaryalaharinimna $ivara
(corrected by numerals 1 and 2 below the aksaras ra and
va so as to give the aksara kha but still not giving the
correct reading $ikhari) nivrttena $rijaganmatrkastuti sam-
pirnam. $ubham bhavatu. S$rir astu.

From collection of Shri M. D. Desai, Baroda. Devanagari
script, paper, 15 folios, 814 in. by 5 in., 9 lines to a side.
No date, probably late eighteenth century. Opens: $ri-
mahiaganesambikibhyam namah. S$ivah Saktya etc. Ends:
iti Samkaracaryaviracita saumdaryalahari samapta. $rija-
gadambarpanam astu. $ribhagavatyai namah. bhaurapat-
tanavisina bha® s$ambhuramaurasabha® jivanarameneyam
saumdaryalahari $rigaurikarunartham bha® raghunathaya
likhitvadatta. kalyai namah.

Baroda Oriental Institute, No. 3513. Devanagari script,
paper, 11 folios, 914 in. by 414 in., 9 or 10 lines to a side.
Begins: om namah. érisivadigurave namah. Sivah Saktya
etc. Ends: iti $riparamahamsaparibhrajakacarnacakra-
cﬁdz‘unaniéamkarz‘zciryaviracitam $risaumdaryalaharisto-
tram smaptam §ivam astu. adya $rinatapadravastavyam
abhyamtarajnatiyatrapadividyadharasutakrsnaji sarathia
paramartha likhitam samvat 1658 varse philgunavadi 8
dine. [A.p. 1601]

Baroda Oriental Institute, No. 5393. Devanagari script,
paper, 9 folios, 10 in. by 454 in., 10 or 11 lines to a side.
No date. Has a tippani for the first 41 stanzas (Ananda-
lahari). Begins: namas te Srijagadambajayah. sivah
Saktya etc. Ends: iti érimatparamahamsaparivréjaké.-
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caryasriSamkarabhagavatah. e(?)tau saumdaryalaharisto-
tra sampiirnah. $ri cha. yadrSam pustakam drstam
tadréam likhitam mayam. yadi $uddham a$uddham va
mama doso na diyatam.

Bh Two manuscripts photographed by me at the Bhandarkar Orien-
tal Research Institute, Poona.

Bh1 No. 483 of 1887-1891. Devanagari script, paper, 14 folios,

Bh2

8in. by 414 in., 10 or 11 lines to a side. Begins: Sriganesaya
namah. §ivah $aktya etc. Ends: iti $riSamkaracaryavira-
citam saumdaryalaharistotram sampirnam. Samvat 1739
varse karttikamise krsnapakse amiavisyidyam Saniviisare
likhitam pamditaramakrsnasutajayaSamkarena. Subham
astu. [A.p. 1682]

No. 498 of 1895-1902. Devandagari script, paper, 19 folios
(final folio wrongly numbered 20), 8 in. by 414 in., 8 lines
to a side, with a tippani. Begins: SriganeSiya namabh.
Ends with vacam stu of final stanza, omitting the closing
aksaras tiriyam. Presumably there was once another folio
with a colophon.

C MS No. G. 3694, Asiatic Society of Bengal, Calcutta. Bengali

script, paper, 36 folios, 14 in. by 3 in., 5-7 lines to a side.
With commentary of Govinda TarkavagiSa. The stanzas
of this MS were transcribed for me in Devanagarl script
by a pandit at the Society’s library. Introduction not
given. Ends: ériséphalyaramadevaéarmano likhanam pus-
takam ca. $akabdah 1674. [A-D- 1751-52]

G Five manuscripts belonging to the Madras Government Oriental

G1

by a pandit under the dire

Manuscrints 1. , Madras. These were collated for me
seripts Library ction of Professor V. Raghavan.

MT. 1415 (m). Grantha script,.palm leaf, 1.8 folios,
1154 in. by 114 in., 6 lines to @ Slde.. The entire codex
contains 25 works; this one occupies folios 68—-85. No date.
Text only. Begins: harih om. $risaundaryalahari. $ivaya
gurave namah. svasti ¢riparama$ivanandanathasamvi-
dimbé.éripédul;am pijayami namah. $Subham astu. om.
asya, érisaundaryalaharistotramahémantrasya Sriparama-
SIVanandanatha rsih. anustup chandah. érirajaraje$vari-
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mahatripurasundariparadaktir devata. $rirajarije$varima-
hatripurasundariprityarthe S$risaundaryalaharistotramaha-
mantrajape viniyogah. dhydinam. om. madanasamhari
karunalocani paramasambhavi duritamocini / natanavadini
kumudavisini tarunabhisvari caranasa$vati // Sivasama-
nini jayavidhdyini paramapavini puranivesini / namata
sannatam namata sannatam tripurasundaricaranapanka-
jam // §ivaSaktya etc. Ends: ... haristotram sampiirnam.

D. 10862. Telugu script, palm leaf, 6 folios, 18 in. by 15¢ in.,
10 lines to a side. This text is one of many in a large codex.
No date, but “appears old” (collator’s comment). Text
only. Begins: saundaryalahari. S$rivedavyasasukavadhu-
taparamahamsasrigurave namah. $rigurudattatreyapara-
mitmaparabrahmasadgurave namah.  $rigajendrayogi-
gurave namah. $rikalkiramagurave namah. S$rlanandala-
harisaundaryalaharistotram. asya $rianandalaharisaun-
daryalaharistotramahiamantrasya sadasiva rsih. anustup
chandah. $rimahatripurasundariparamanandariipininipra-
nasaktih devata. $iva$ $aktya iti bijam. sudhasindhor
madhyeti Saktih. kvanatkafcidama iti dhyanam. manas
tvam vyoma tvam iti pallavam. sphatikamanir amrtam
ausadham. §rimahatripurasundariprasadasiddhyarthe jape
viniyogah. nyasah. [Then follow devotional syllables ad-
dressed to the fingers, front and back of hand, heart, head,
topknot, amulet, triad of eyes, astra, the name of the
syllable phat, followed by a charm to ensure safety from all
the directions. After this follow three stanzas addressed to
Devi.] érigurave namah. S$ivaé saktya etc. Ends: $rian-
andalahari sampiirnamu. $ririmendrayogigurave namah.
srih. 238. trayodasavrttih likhita.

MD. 10857. Telugu script, palm leaf, 8 folios, 1134 in.
by 114 in., 5 lines to a side. No date, but “modern”
(collator’s comment). Begins: $ubham astu. S$iva$ Saktya
etc. Ends: a stanza beginning avyadhigatram . .. §ritri-
purasundaridevyai namah. &ridattatreyagurave gatih, $ri-
ramacaranaravindame gati, veiikateSagurave namah.

MT. 2520. Purchased in Amritsar 1917-18. Devanagari
script, paper, 32 folios, 12 in. by 531 in., 14 lines to a side.
No date. Text with commentary Candriki of Rama
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Thakkura, son of Sirya of the Dirghaghosa family and
king of Mithila. Begins: om S$riganeSiya namah. om
namah tripurasundaryai. $ivah Saktya etc. Inds: krteyam
kavina kelitika paramadurlabhd / na mantra likhita yas-
yaim tasyam sarvopari sthitd / yatharuci ruceh S$restha
sevaniyd $ivepsayd / raimdrtham ramacandrena candrika
prakatikrta // iti §rimanmahamahopadhyaya vidusendra-
bhattarakadiromaniéririmathakkuraviraciteyam bhavani-
svariipasaundaryastika balabodhinusiarini samipteti.

Commentary contained in G4, quoted when it disagrees
with text.

MD. 10873. Nandinagari script, palm leaf, 57 folios, di-
mensions not given, 6 lines to a side. No date but “old”
(collator’s comment). Text (with last stanza missing) and
commentary Vidvanmanorama, whose author is not named.
Begins: $risaradagurubhyo namah. saundaryalahari. $ivah
$aktya etc. Ends: $riumamahe$vararpanam astu. Sri.

Commentary contained in MS G5, quoted when its readings
differ from those of the stanzas.

Eight manuscripts belonging to the Indic MSS collection of the
Harvard University Library.

Hi

H2

H3

No. 304. Devanagari script, paper, 11 folios, 834 in. by
4 in., 10 lines to a side. Begins: aim. $ribhavanyai namah.
Ends: iti §risamkaracaryaviracitam saumdaryalaharistotra
sampirnnam. ayam pustaka lisatam laksmipuramadhye
vaisnavaramakrsnapathanarthe jivarijamasanam mise
uttamamase krsnapakse tithau patipratavara budhavira
samvata 1818 ka varse. [A.p. 1761]

No. 311. Devanagari script, paper, 8 folios, 937 in. by
414 in., 10 lines to a side. Begins: S$rigane$aya namah.
Ends: iti ériSamkaracaryaviracitd saumdaryalahari sa-
mapta samvat 1801 varse $uci mase likhitam sahajaramena.
[A.D. 1744]

No. 1140. Devanagari script, paper, 32 folios, 10 in. by
434 in., 12 lines to a side. Contains commentary by Vi§vam-
bhara. Begins: ériganesaya namah. Then follow four
introductory stanzas. Ends: iti kavipamditarajoddamatar-
kanavadyavidyavasatrimadiériviSvambharaviracita saum-



H4

H5

Heé6

H7

Introduction 37

daryalaharivyakhyi samiiptim agit. $ubham astu. samvat
1792 $rirama jaya rama $ririma. [A.p. 1735]

No. 514. Devanagarl script, paper, 11 folios, 714 in. by

51in., 11 lines to a side. Begins: $riganesiya namah §ri x x x
namah. Ends without colophon.

No. 881, with notation “Jaipur.” Devanagarl script,
paper, 11 folios, 10 in. by 414 in., 9 lines to a side. Begins:
atha saumdaryalahari likhyate. om S$ribhavani$amkara-
bhyim namah. Then follow two stanzas of invocation ad-
dressed to Devi, after which the text begins. Ends: iti éri-
matSamkardcaryyaviracitam saumdaryalaharl samptrnam
samvatsare vanavasumunimdumite 1785 caitramise Su-
klapakse pamecamidivase udayapuranagare $rimilasamghe
Srisambhavanathacyaityalaye bhattarakaji $rijagatkirttis
tatpatte bhattarakakotikotirakoti ratnidhikasaumdarya-
sahficaryacaryaparyapravarya sajjanapratimati bhattaraka
§r1 108 $ridevemdrakirttijisnu sarvabhaumanam bhattara-
kasérijagatkirtti jitasahisnuvadatakirttijaitadhavalitakhila-
digvalayapraptimeyamahimavirajitemdriyayatanavidvad-
ganaSobhikarana pamditaganagaganabho manisamana-
pamdita$iromanipamditajisthasimvasijitas tachisyasisana-
kiri pamdelanakaraneneyam saumdaryalahari svapatha-
niartham likhita svahastena. $am bhiyat vacakini. [A.D.
1728]

No. 882, with notation “from Surat.” Devanagari script,
paper, 8 folios, 1014 in. by 414 in., 11-13 lines to a side.
Begins: $riganesaya namah. Ends: iti $ridravidavisaya-
mamdanenz‘tkhamdakavimamdalakhamda“ena $risamkara-
caryyena viraciti saumdaryyalaharl samiptd. Subham
bhiiyad idam $rigauriSamkarabhyam namah. &ih.  &rih.
§rih. &rth.  érih.

No. 883. Devanagari script, paper, 25 folios, 1231 in. by
514 in., 13 or 14 lines to a side. Has an anonymous com-
mentary. Begins: $riganesaya namah. Srisarasvatyai
namah. érilaksminrsimhaji namah. Srigurubhyo namah.
$ribhavanyai namah. $ribhavaniSamkarabhyam namah.
$rimadbhavanya iti na kim cid asamajasam iti prakrtam
anuprasikama paramaéistaéiromani ériéamkaricarya para-
brahminu sabhana ripamamgalamm acarati. Ends: &i-
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macchamkaracaryaviracitinamdalaharisaumdaryalaharisa-
mapta. samvat 1834 varse miargasSiramise Suklapakse ti-
thau 11 budhaviasare. lisatam $ivaji bhatamailapurima-
dhye. pathanartham ci® sitairamah balamukamdah. &ri-
savaiprthvisimharajyeh. Subham bhiiyat. kalyanam astu.
§rir astu. $ri laksminrsimhaji sasachaji Sriradhakrsnaji.
[a.p. 1777]

H8 No. 1189. Devanagari script, paper, 5 folios, 914 in. by
51in., 15 to 18 lines to a side. Begins: $rigane$aya namal.
Ends: iti $riSamkaracaryaviracitam saumdaryalahari sam-
pirnam samvat 1863. $ubham astu. [A.p. 18067

Madras University MS RKS 128. This MS originally belonged
to the late Shri R. Krishnaswami Sastri, a specialist in Advaita
and Srividya (see mention of him in the Adyar edition of the
Saundaryalahari, 2nd ed., Introduction, p. xv). Grantha script,
palm leaf, originally 26 folios, of which nos. 2, 16-24 are now
missing, 8 in. by 134 in., 2 stanzas to a page accompanied by
vantras for use with the stanzas in worship. No date. Begins:
harih om. anandalahari. &ivah $aktya etc. Ends: 1020 antu
krodhivarsam makaramasam irupatti onnam teti yantrasahitam
saundaryalahari samaptam. harih om. $ubham astu. The col-
lator informs me that the date given is in the Malabar era and
corresponds to February 1845. Collated for me by a pandit in
Madras under the supervision of Professor V. Raghavan.

Four manuscripts of the University of Mysore, Oriental Research
Institute, Mysore. The basic text of one of these (M1) was
transcribed in Devanagari and the basic texts of the three others
were collated with this. The transcription and collation were
then provided me by the Oriental Research Institute and I

used them for my own collation.

M1 An unregistered MS. Nandinagarl script, palm leaf, 85 fo-
lios, 514 in. by 2% in., 15 lines to a side. Text with a
kannada commentary by Jakkanamatya son of Vitthala-
radhya (vitthalaradhyasutah jakkanamatyah). Begins:
Sridaradagurubhyo namah. nirvighnam astu. $risitala-
ksmal.labharataéatrughnahanumatsametaériramacandragu-
ravenamah. saundaryalahariya bareyuvadakke nivighnam
astu.  saundaryalahariyenisuva saundara vara saundara
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saptakamtaradedegum. yadduva dariya korusayaidom-
dara cakradipavidubudhajanargam. Ends: durmukhibde
grismartau dasamyam S$uklapaksake / devadesikavare ca
prakrta gih prapiranam. $risimhasanadasena nardyanasya
sinuna likhitvd saumdaryalahariyam samptrpa. S$rivela-
purl some$variya namah. The date in the colophon, given
as Thursday (devadedikavara), 10th of the light fortnight
of the summer season in the year called durmukha, is not
clear, but the pandits at the Oriental Research Institute
suggested that it corresponds to Thursday, May 26, 1836 A.D.
The name of this year, however, also appears in P1, where
it corresponds to Saka 1638 (a.p. 1715-16).

M2 No. K. B. 92. Xannada script, paper, 84 folios, 734 in.
by 614 in., 12 lines to a side. Text with the same com-
mentary as that in M1. No date. Begins: $rigurubasa-
valingiya namah. saundaryalaharikanda. saundaryala-
hariyenisuva etc. as in M1 (above). Ends: bhaktiyinda
ninu kottavakkinali ninna madidevendaru. 1 satcakradi-
pikeyemba kannadatiku sampirna.

M3 No. 2347. Grantha script, palm leaf, 16 folios, 7% in. by
114 in., 9 lines to a side. Text only. No date. Begins:
sivah S$aktya etc. Ends: iti saundaryalaharisatakam.
gurubhyo namah. $rirajarajeé$varisahdyam karakrtam apa-
radham ksantum arhanti santah.

M4 No. 1015. Nandinagari script, palm leaf, 163 folios, 514 in.
by 214 in., 15 lines to a side. Text with Lakémidhara’s
commentary. Begins: $ubham astu. SriganeSasarada-
gurubhyo namah. harih om. Then comes a verse, after
which the text starts. Commentary ends: asmin saun-
daryalaharigataslokasatake samanitah samudbhitasthiila-
stanabharam iti nidhe nityeti ca $lokatrayam vartate. tat
bhagavatpadakrtam na bhavatiti kena cit praksiptam iti
na vyakhyatam. $ake 1754 vartamanavadanandanasam-
vatsarada aévij éuddha dvitiya budhavaradivasa sayam-
kiladalli lekhanasamaptiyagi érideviprasada 1 pustaka bara-
data candigila narasimhagastri. §rl ramarpanam astu.
The date corresponds to September 26, 1832 A.p.

O MS No. G. 4289A, Asiatic Society of Bengal, Calcutta. Udiya
script, palm leaf, folios 18, 14 in. by 1 in., 3-5 lines to a side. No
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date. The text of this MS was collated against that of MS C
by Professor Siddheshwar Hota, Principal of the Sadasiva San-
skrit College, Puri. The beginning of this MS was not given.
Ends: iti $rimadgovindabhagavatpijyapidasi$vasrimatparama-
hamsaparivrajakacaryasrisafikarabhagavatkrtir ~ anandalahari-
stutih samapta. $ri.

Five manuscripts belonging to the University of Pennsylvania
Library.

P1

P2

P3

P4

Ps

No. 2478. Devanagari script, paper, 37 folios, 6 in. by
314 in., 6 lines to a side. Begins: S$riganeSiya namal.
$risarasvatyai namah. S$rigurubhyo namah. Ends: iti
Srimachamkaracaryaviracitam saumdaryalah aristotrar.n
sampirnam. $ake 1638 durmukhanamasamvatsare. vai-
$akhasuddhatrayodasyam iduvirena likhitam idam pus-
takam samiaptim agamat. S$rir astu. $ubham bhavatu.
érisamkararpanam astu. cha. &éri. cha. &ri. [A.p. 1715]

No. 384. Devanagari script, paper, 22 folios, 8 in. by
414 in., 8 lines to a side. Begins: aim. $rigane$aya namah.
Ends: iti érimatparamahamsaparivrajakacaryasridamkara-
caryyaviracitam saumdaryyalaharistotram samparnam.
§rir astu. sam 1800. &4rih. $a 1666. Srikalyanam astu.
[A.p. 1743]

No. 434. Devanagari script, paper, 26 folios, 9 in. by 314 iI.l'i
5 lines to a side. Begins: ériganesiya namah. End§: 1’.c1
érimadgovindabhagavatpﬁdapﬁjyaériéamkar&cz.‘u'yawrac1-
tam saumdaryyalaharistotram sampurnam. Sivam ﬁs.tu-
samvat 1820 adhikajyesthakrsna 13 guruvasare taddine
likhitam lalajisarmaneévartham ramacandraya namah.
Sri. §ri. 4. [a.p. 1763]

No. 581. Devanagari script, 13 fOliOS: paper, 9 in. by
834 in., 9 lines to a side. Begins without invocation. Ends:
iti §risamkaracaryaviracitam saumdaryyalaharistotram
sampurnam samaptam.

No. 2693. Devanagari script, paper, 16 folios, 615 in. by
4in., 7 lines to a side. Begins: $riganesaya namah. Ends:
1ti §risamkaracaryaviracitam saumdaryalaharistotram sam-
PUrnam. $ubham bhavatu mamgalam astu.
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A MS belonging to Dr. L. A. Ravi Varma, Retired Surgeon and
Honorary Superintendent of the Palace Library, Trivandrum.
Malayalam seript, palm leaf, 18 folios, 434 in. by 15¢ in., 11 lines
to a side. No date, but appears to be 150-200 years old. Be-
gins: harih $riganapataye namah. avighnam astu. $ivah Saktya
etc.  After the close of stanza 100 (stutir iyam) appear five addi-
tional stanzas followed by the Malayalam words aficu slokam
adhikam *“five extra stanzas,” and then the words $rimitre
namah. The first of the five extra stanzas appears also in TUS,
the second is our App. 1, the third is our App. 2, the fourth is
our App. 3.

Three manuscripts belonging to the Sarasvati Bhavana Library,
Government Sanskrit College, Banaras, which I photographed.

S1  No. 4+3/1234. Devanagari script, paper, 14 folios, 914 in. by
414 1n., 9 or 10 lines to a side. Begins: $rigane$iya namah.
Sriyoge$varyai namah. $ivah Saktya ete. Ends: iti $ri-
Samkaricaryaviraciti saumdaryalahari samapta. idam
pustakam diksitopaniama vi§vambharabhatasya suta S$ri-
patibhattena likhitam $rijagadambarpanam astu. S$rigam-
giprasana. $§rivimika rsisthinena likhitam. cha. brahma-
vartaviranaksetre tirananamasamvatsare bhrguva.

S2 No. A529+4. Devanagari script, paper, 16 folios, 931 in.
by 4 in., 7-10 lines to a side. The handwriting is Western
Indian. Begins: aim. om namah. $rigane$iya namabh.
$ribhavanyai namah. §ivah Saktya etc. Ends: iti $ri-
machamkaracaryyaviracitam saumdaryyalaharistotram
sampirnam. $ri. samvat 1745 varse dsadhamase Sukla-
pakse trayodaséitithau guruvisare sampiirnam. [A.p. 1688 ]

S3  No. 19/1517. Devanigari script, paper, 15 folios, 714 in.
by 4 in., 10 or 11 lines to a side. Begins: gane$aya namah.
$ribhavanisamkarabhyam namah. $ivah $aktya etc. Ends:
§ri. éri. éri. chah. $ri. itiériSamkaracaryaviracitam saum-
daryalaharistotram sampurnam. samvat 1729 varse jestha-
badya 10 gurau lisitam ramakrsnalekhaka pathayo. bra-
hmacarivi$vaniathapathanartham. $r1. bhavaniSamkaraya
namah. [A.p. 1672]

T Three manuscripts in the Tanjore Maharajah Serfogi’s Saras-

wathi Mahal Library, Tanjore. These were photographed by
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me and the photographs were used for collation of the text by a
pandit in Madras engaged for this purpose by Professor V. Ra-
ghavan.

T1

T2

T3

Malayalam script, palm leaf, 10 folios (numbered 4-13),
514 in. by 134 in., 11 or 12 lines to a side. Preceding this
text is another work (Vimé$atistotra) and following it still
another. No date. Begins: siva$ Saktya etc. Ends:
saundaryalahari samapta.

Malayalam script, palm leaf, 10 folios, 7 in. by 13g in.,
8 to 11 lines to a side. No date, but about 150 years old,
perhaps more. Begins: ériganapataye namah. Sivas$ Saktya
etc. Ends: $ubham astu. avighnam astu. Then follow a
number of postcolophonic stanzas. The photographing was
defective and the left-hand sixth of the text on each folio
is missing, with the result that at those points there is no

reading from this MS.

Grantha script, palm leaf, 19 folios, 614 in. by 11§ in,
8 lines to a side. The MS is worm-eaten and damaged. No
date, but perhaps as much as 250 years old. Begins: $iva$
éaktya etc. Ends: harih om. $ubham astu. umayai

satatan namah.

Three manuseripts belonging to H. H. the Maharaja’s Palace
Library, Trivandrum. Photographed by me and collated from
the photographs by a pandit in Madras.

Tr1

Tre

No. 1272 A. Malayalam script, palm leaf, 19 folios, 5 in.
by 214 in., 10 or 11 lines to a side. Text only (the first
of 15 stotras all addressed to Devi contained in a single
codex). No date. Begins: harih Sriganapataye namah.
avighnam astu. $ivaé Saktya etc. Ends: saundaryalahari
samapta.

No. 1279. Malayalam script, palm leaf, 12 folios, 8 in. by
114 in., 8 to 10 lines to a side. The manuscript is undated
but appears to be 150 to 200 years old. Text only. Begins:
harih ériganapataye namah. avighnam astu. §iva$ Saktya
etc. Ends: éri sadankuresaya namah. (The collator calls
attention to the fact that sadankura is a Sanskritized form
of the name of the town Aranmiila in Central Travancore,
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where there is a famous temple dedicated to Krishna
[aru = “six,” mula = “sprout’].)

Tr3 No. 1271. Malayalam script, palm leaf, 25 folios, 7 in. by
13§ in., 7 lines to a side. The MS appears to be old, per-
haps 200 vears. Text only. Begins: harih $riganapataye
namah. avighnam astu. $iva$ Saktya etc. Ends: $ubham
astu. krsnan raksikka.

TU Three manuscripts in the University Manuscripts Library,
University of Travancore, Trivandrum. The basic text of one
of these (TU1) was transcribed in Devanagarl script, accom-
panied by the variant readings in the other two MSS, and the
transcription was supplied to me by the library.

TU1 No. L. 27. Malayalam script, palm leaf, number and di-
mensions of folios not noted. No date. Text with Saha-
jananda’s commentary. Begins: $ivah saktya etc. Ends:
iti saundaryalaharivyikhyanam saméaptam

TU2 No. L. 1178 D. Malayalam script, palm leaf, 10 fo.lios,
75¢ in. by 114 in. No date. Text only. Begins: Sivah
saktya etc. Ends: saundaryalahari samapta

TUS3 No. L. 750 B. Malayalam script, palm leaf, 10 fo.lios,
1015 in. by 176 in. No date. Text only. Begins: $ivah
Saktya ete. Ends: $ubham astu.

The interrelationships of the manuscripts used in preparing the
text here published are not easy to determine. The principal difficulty
comes from the fact that the Saundaryalahari is so popular and so well
known that many persons quote its stanzas from memory. Hence a
reading in a manuscript may be erased or glossed by a user of the
manuscript in favor of another reading which he knows and prefers.
Such instances are copiously noted in the critical apparatus. When a
copyist undertakes to copy a manuscript which has been so treated,
the result is bound to be a mixture of traditions. There are, therefore,
numerous cases in which a certain number of manuscripts will agree
on a reading against a certain number of other manuscripts which
agree on another reading. But on the next point of difference the
alignment of manuscripts will be entirely different. About the only
successful classification of manuscripts that can be made on the basis
of variant textual readings is to differentiate the manuseripts into two
large groups. One of these groups consists of the manuscripts listed
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below under the designation N, and the other consists of those listed
under the designation D. N and D constitute two fairly well-defined
recensions, a Northern and a Dravidian (or Southern). Even of them
the separation is seldom absolutely exact. The case is at most likely
to be that nearly all of the N or D manuscripts will agree against nearly
all of the manuscripts in the other group. There are, it happens, a
number of such cases beginning with 2d, 3a, and continuing passim
throughout the work. But it is almost never possible to carry the classi-
fication of manuscripts beyond this point. Within either D or N,
subgroups cannot be identified on the basis of variant textual readings.

Relationships among the manuscripts seem best defined by varia-
tions in the number and order of stanzas. The normal number is 100,
and these are the stanzas presented in this edition as the text. Three
other stanzas appear frequently in the manuscripts; these are pre-
sented in this edition as appendixes. There are a few other stanzas
which appear isolated in single manuscripts and one which appears in
two manuscripts, and these I have omitted entirely from my edition.
Study of the data concerning the number and order of stanzas leads
to the following classification of manuscripts.

D Manuscripts

These are manuscripts which have the original 100 stanzas as their
text, except as some add one or more of the three appendixes at the
end of the work or in some other way indicate that the stanza has an
inferior status in the text. These manuscripts are all written in Dra-
vidian scripts, with the exception of two, namely, A7, which is a
Devanagari transcript of a manuscript written in Telugu script, and S1.
In addition the D manuscripts transfer stanza 28 to position 90/91
(except for Tre, which omits it, and S1, which gives it twice, that is,
as both 28 and 90), and reverse the order of stanzas 55 and 56 (except
for Trg, S1, and A7 which preserve the original order).

The D manuscripts are T1, T2, T8, M1, M2, M3, M4, TU1, TU®,
TUS, Tr1, Tre, Trs, RV, K, G2, G3, S1, Al, A2, A3, A7.

Five N manuscripts also transfer stanza 28 to position 90/91: G1,
ch’l P3, A5, A6. No N manuscript reverses the order of stanzas 55
and 56,

Da Manusecripts of the D category which transfer stanza 96 to posi-

tion‘ 28/80 and rearrange the order of stanzas 28, 90-100.
These are: T1, Te, T3, M3, M4, TU1, TU2, TUS, Trl, Tre,
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Tr3, RV, K, G2, G3, A1, A2, A3. [S1 omits the stanza entirely;
A7 obviously had it as No. 96, since it does not have it as No. 30,
but because the MS breaks off after stanza 95 does not show it.]

The rearrangement is usually in the following order: 28, 91,
94, 92, 95, 93, 97, 98, 99, 100: T1, Te, T3, TU1, TU?2, TUS,
Trl, Tr3, RV, K (after lacuna reads 92, 95 etc.), G3, S1, Al,
A2, A3.

D' Manuscripts which preserve the original order: M1, M2, A7.
Variations of the order are:
28, 91, 94, 92, 95, 93, 90, 97, 98, 99, 100: Ma3.
28, 91, 94, 92, 95, 93, 97, 98, 99, 100, 90: M.
90, 28, 91, 94, 92, 95, 93, 97, 98, 99, 100: Tr2 G2.

N Manuscripts

These are manuscripts which add App. 2 and App. 3.

These are G1, G4, G5, S2, S3, Bhl, Bhe, B1, B2, B3, B4, B3, H1,
He, H3, H4, H5, H6, H7, HS, P1, P2, P3, P4, P5, C, O, A4 (omits
App. 2), A5, A6. [G1 also transfers 28 to position between our 91
and 92 and inserts App. 1 between our 92 and 93. G5 breaks off after
our 99 and so omits App. 3 and 100.]

App. 2 regularly follows stanza 96 and App. 3 regularly follows
stanza 99.

The N manuscripts are all in Devanagari script except the following:
G1 (Grantha), G5 (Nandinigari), C (Bengali), O and A4 (Udiya).

The following D manuscripts add App. 2: T1 (after our 100); T2
and TUS (between our 98 and 90); M4 (after our 90); TU1 (between
our 97 and 98); TU2 (after our 100, App. 1); G2 (between our 95
and 93); RV (at end).

The following D manuscripts add App. 3: T1, T2, and TU2 (after
our 100, App. 1, App. 2); M4 (after our 100, 90, App. 2); TUS (be-
tween our 99 and 100); RV, G3, and A2 (after our 100), G2 (between
our 97 and 98).

Na Manuscripts of category N which arrange stanzas 85-87 in the
order 87, 85, 86. These are: [G1] G4, G5, 52, H3, H4, H5, He,
H7, HS, P1, P3, P4, C, O, A4, A5, A6.
[G1 does not rearrange 85-87, but has the features of Nb,
which is a subgroup of Na. Bhg, belonging to category Ne, and
A7, belonging to category D (and D) also have this order. O
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Na G1, G4, G5, S2, H3, H4, H5, H6, H7, HS, P1, P3, P4, C, O,
r’\*l-, A5, AG
Nb G1, H3, P3, A5, A6
Nc G4, G5, S?, Hs, H7, HS, P1, P4, C, O, A4
Nd H4, He, P1
Ne S3, Bh, B, H1, H2, P2, P5
Nf S3, Bhl, P5
Ne! Bh2, B, H1, H2, P2

Diagram of manuscript relationships

SII,*

|
Na Ne

] l | |

l
|
Da D! Nb Ne Nd Nf Ne!

Only one methodological principle for the textual criticism of the
Saundaryalahari seems to follow from this study of manuscript rela-
tionships. This is that a reading found in all, or nearly all, of D or N,
which is also represented in the other major group, has a presumption
in its favor as a reading of the original text. This principle has been
applied fairly generally in editing the text. Unfortunately it does
not apply often enough to be a guide in all critical cases. It has
therefore been necessary to decide many cases by balancing, as well
as possible, the different variant readings, and in some cases by se-
lecting, on what are probably subjective grounds, the one reading
that seems more plausible or more suitable than the others.!

1 Besides the variations in stanza order used here to classify the manuscripts, there
is another variation which has been ignored. This is reversal of the order of stanzas
39 and 40. The following manuscripts make this reversal: G1, S, Bh, B, H1, He,
H3, H4, HS, P2, P4, P5, C, O, A4.

The distribution among the manuscripts of this reversal conforms to that of no
other variation in stanza order and may reasonably be understood to come from a
widespread belief that the correct order of the six cakras sets svadhisthana between
manipiira and milidhara. However, the order of the Saundaryalahari is guaranteed
from the order in stanza 9. The reversal of stanzas 39 and 40 must therefore be
considered arbitrary and without critical significance.



THE FLOOD OF BEAUTY

If Siva is united with Sakti, he is able to exert his powers as lord;

if not, the god is not able to stir.
Hence to you, who must be propitiated by Hari, Hara, Virafci,

and the other [gods],
how can one who has not acquired merit be fit to offer reverence

and praise?

The tiniest speck of dust from your lotus feet
Virafici (Brahma) collects and fashions into the worlds in their

entirety;
Sauri (Visnu’s serpent) barely supports it with his thousand heads;
Hara shatters it and uses it to dust himself as with ashes.

For the ignorant you are the island city of the sun,
for the mentally stagnant you are a waterfall of streams of nectar

[flowing] from bouquets of intelligence,
for the poor you are a rosary of wishing-jewels; for those who in

the ocean of birth
are submerged you are the tusk of that boar (Visnu incarnate)

who was the enemy of Mura, your ladyship.

Other than you the host of gods grant freedom from danger and

gifts with their hands;
you alone make no overt gesture of gift and immunity;
for to save from danger and to grant a reward even beyond desire,

O you who are the refuge of the worlds, your two feet alone are

adequate.

48
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5 Hari, after propitiating you, who are the mother of welfare for
folk bowed in worship,
once became a female and agitated him (Siva) who is the enemy
of the cities;
Smara (Kama) himself, after bowing to you with his body that is
worthy of being caressed by the eyes of Rati,
has the power to produce illusion within even mighty sages.

6 His bow is made of flowers, the bowstring of bees, five are his
arrows, .
Vasanta (Spring) is his adjutant, the Malaya breeze his war
chariot, .
and yet, by himself, O daughter of the snow mountain, when but a

bit of compassion ) -
he has got from a side glance of yours, the Bodiless One (Kama)

conquers this world entire.

7 Banded with a tinkling girdle, heavy with breasts like the frontal
lobes of young elephants,
slender of waist, with face like the full moon of autumn,
bearing on the palms of her hands bow, arrows, noose, and g‘o.ad,
let there be seated before us the pride of him who shook the cities.

8 In the midst of the Ocean of Nectar, [where] covered with groves
of heavenly wishing trees L Cy .
[is] the Isle of Gems, in the mansion of wishing jewels with its

grove of nipa trees, .
on a couch composed of [the four gods] ’S.lVa [and the others],
your seat a mattress which is Paramasiva — ' (cit)
some few lucky ones worship you, a flood of consciousness (ci

and bliss (ananda).

9 The earth in the miladhara, the water in the manipiira, the fire
situated in the svadhisthana, the air in the heart, and the ether
above it,
the mind between the eyebrows — in short, having pierced the
entire kylg, path, . )
in the thousand-petalled lotus you sport in secret with your lord.

50
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10 With streams of nectar flowing from between your feet

11

12

13

14

sprinkling the universe, [recreating | through the power of reciting
the sacred texts that produce the six [cakras which had been
dissolved when Devi regressed to the sahasrara by the kula
path], again

you reach your own abode and into the form of a serpent in three
and a half coils

you convert yourself and sleep in the kulakunda hollow.

By reason of the four [triangles called] $rikanthas and the five
[triangles called] $ivayuvatis, .

which are pierced by the bindu and constitute the nine [basic
triangles of the $ricakra called] milaprakrtis,

forty-three — along with the lotuses of eight and sixteen petals
[outside the triangles] and the three circles [outside the
lotuses]] )

and the three lines [outside the circles] — angles of your dwelling
place are evolved.

To equal your beauty, O daughter of the snowy mountain,

master poets, Virifici and the rest, can scarcely succeed;

the heavenly courtesans, when they have glimpsed it, through
their longing [to enjoy it] pass in imagination

to identity with the Mountain-dweller (Siva), who is hard to
attain even by ascetic practices.

A worn-out old man, distasteful to the sight, sluggish in love’s a}'t,
if he but fall within a side glance from you, there run after him
by the hundreds, o
with hair ribbons flying loose and clothes slipped from their jar-

like breasts,
young women, their girdles violently bursting and their garments
dropped down.

In earth (miladhara) fifty-six, fifty-two in Waf:er (manipiira),

in fire (svadhisthana) sixty-two, fifty-four in air (anél.lata),

in ether (visuddhi) seventy-two, and in mind (ajha) sixty-four —
these [3607] are

the rays; above them [in the sahasrara] is the pair of your lotus
feet.
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15

16

17

18

19

Bright as the autumn moonlight, wearing a crest of plaited and
coiled hair with the moon on it,

with your [four] hands respectively bestowing gifts, granting
freedom from fear, holding a crystal rosary and a book,

if to you as such the good should bow only once, how would they
fail to have

utterances laden with the sweetness of honey, milk, and grapes?

As the loveliness of the morning sun to [open] the lotus clusters
of the minds of master poets —

our lady Aruna (the glowing red) — those rare wise ones who
worship you as such,

with utterances profound with a flood of the ever fresh passion of
Virafici’s beloved (Sarasvati),

give delight to the wise.

The inspirers of utterances, who are bright as slivers of moonstone,

Vasini and the others — whoever contemplates you with them,
O mother,

becomes a fashioner of noble poems, with aptly phrased

expressions, sweet with fragrance from the lotus mouth of the
Queen of Speech (Sarasvati).

The beauties of your body are like paths of splendor from the fresh
sun;

whoever brings to mind the sky and the whole wide earth im-
mersed in a red glow from them —

there would be among the heavenly courtesans, whose eyes are
as shy as those of timid forest deer,

scarcely one unsubjected to his spell, Urvasi included.

Conceiving the dot [in the syllable hrim] as your face, the part
below that as your pair of breasts, and the part below the
latter

as the [female] half of Hara (punningly, as half of the conjunct
form of the letters ha and ra), whoever, O queen of Hara,
should so meditate upon your element of Manmatha (Kama,
Love),

in a moment drives women to distraction — this is but a slight
thing.

But he also suddenly flusters the [cosmic] Woman, who consists

of the three worlds and bears the sun and moon as her breasts.
54
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Diffusing from your limbs nectar in innumerable rays,

an image of moonstone — whoever fixes you so in his heart,

just as the king of birds (Garuda) tames the pride of serpents,

with a glance streaming with showers of nectar, he assuages those
inflamed with fever.

Slender as a streak of lightning, composed of the essence of sun,
moon, and fire,

situated above the six lotuses (cakras), the manifestation of you

in the forest of great lotuses, those with mind free of stain and
illusion

who view it, mighty ones, experience a flood of supreme joy.

“Do you, O lady (bhavani), extend to me, your slave, a compas-
sionate glance!” —

when one desiring to praise you utters the words “you, O lady”
(which also mean, “May I be you),

at that moment you grant him a state of identity with you,

with your feet illuminated [as in the evening waving of lights
before a god’s image] by the crests of Mukunda (Visnu),
Brahma, and Indra.

After you had stolen the left half [of the hermaphrodite form of
Siva] but your mind was still unsatisfied,

the other half, too, of Sambhu’s body was taken [by you], I think;

and so your form is all red and has three eyes,

is slightly bent with a pair of breasts and is incrested with the
sickle of the moon.

Dhatr (Brahma) creates the world, Hari preserves it, Rudra
destroys it.

Nullifying this [triad], Isa [into whom the triad has merged]
conceals even his own form [in Sadasiva],

And Siva as Sadapiurva (the primeval) approves this entire process,

having caught the command of your creeper-like eyebrows as they
flickered for a moment.
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The three gods born of your three gunas, O .rnate of Sl.va —
worship offered at your feet would .be worship of them;
for before the jeweled footstool which supports your feet

they ever stand with crests formed of their hands [joined] like
buds.

Virafici dissolves into the five element§, _Ha“ ceises EJO exllét,b ra)

Kinasa (Yama) suffers dissolution (vinisa), Dhanada (Kube
goes to destruction (nidhana); ‘ ‘

even the total of mighty Indra’s [thousand] eyes grows weary and
closes — .

in that great dissolution, O devoted wife, that husband of yours
[alone] is visible.

Let my idle chatter be the' mut}::e:iitrllﬁ1 101;; g‘t&;};eel,', my every manual

my v’;;?l‘{’;r;le; zetliine:rfiz;tcl?rr::uomambulation, my eating and other

my la)"(?:gt};:);iego:?:;’?ss’ i? worsl?ip, my every pleasure [en-
. i icati self,

let le?Zva]e? ;t}iigfgylci:t:r(;?n: bI:Zome form of worship of you.

Ever granting to the needy wealth equal to thei{'khogf:, honey of
untiringly scattering an abundance of beauty like

flowers .

’ — in that

bestowing blessings like a cluster of coral-tree blossoms — in

foot of yours let ) .
my being, immersing itself, reach a state like lt)ha,t of th;ef stll}lce

footed one [the bee plunged into a flower], by means

[six] senses as though they were feet.

Though they have drunk the nectar which wards off danger, old
age, death, o )

all thg gods who dwell in heaven perish, Vidhi (Brahma), the
Hundred-sacrificer (Indra), and the rest; ‘ o

the fact that, after swallowing the fearful poison, extinction by
Time .

does not befall Sambhu, O mother, has its cause in the power of
your ear-ornaments.
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“Keep off Virifici’s crown in front of you! The Kaitabha-crush-

hardf;zsi‘;iosz li::l)l trip over! Look out for the diadem of Jambha’s

whilee ri:lilerz Elgl(l)gzajl)l!;;f prostrate, you impetuously, as there came

Bha\f;) }(Ig?\fal)l,la::(i:;:_ whereupon this warning rang out from
your retinue.

After he had been controlling the entire universe with the sixty-

Whicfloiie:t aslllltkl)‘ils';linate, each producing its separate accomplish-

furthTzn;’tI;ajsf z;"Itlisistence, the [tantra] which alone effects all

this,hyli)rlrllf‘1 r;arillgg?ti;ich is absolute, brought down to the earth’s
surface.

Siva, Sakti, Kama, Ksiti; then Ravi, Sitalimzf; -a, Hari — [the
Smara, Hansa, Sakra; and after the(x;leﬁl a, Mara,
sequences of syllables represented byJ i .
these [czhree groupsy] when completed at their [respective] termi
nations with the three syllables hri, ame. O mother.
as letters become the components of your »

inni - mantra
Smara, Yoni, Laksmi, this triad at the b;eg‘lm}l?g oz your ma
some place, O eternal one, tasting b<?und ess }n enfs ' ~hin’g-jewels
and mutter [the mantra]] to you, using rosaries of wis
0 Deads, i : lations
while making offerings in Siva’s fire with hundreds of ob

b 1
consisting of streams of ghee from Surabhi (the heavenly
wish-cow).

* pair
You are the body of Sambhu with the sun and moon as your p
of breasts,

your self T take to be the flawless self of Bhava, O blessed lady;

i i mplement and
hence, as you reciprocally realize each other as comp
essence, this

i i senci iss with equal
union exists of you two experiencing supreme bliss q
savor,
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You are mind, you are space, you are wind, you are the one (fire)
for whom the wind is charioteer,

you are the cosmic waters, you are the earth; when you are
evolved [into these forms ] there is nothing more.

You only, to effect evolution of yourself in the form of the uni-
verse,

O young bride of Siva, through your very nature bear the form of
consciousness and bliss.

Located in your Ajiia cakra, shedding a light equal to that of ten
million suns and moons,

the supreme Sambhu I worship, embraced on his left side by su-
preme consciousness (paracit, that is, Devi as the Cit Sakti);

when worshipping him with devotion, [in a region] beyond the

range of sun, moon, and fire, .
the world dwells in a realm which receives no light yet is flooded

with radiance.

In your Visuddhi, [where he is] clear as flawless crystal, parent
of the ether,

Siva I worship, and Devi too, equally active with Siva;

in the lovely splendor of those two, which travels a course like

that of the moon’s beams,
the world, with her inner darkness dispelled, seems like a female

cakora bird [which drinks moonlight].

Subsisting only on honey from wisdom as though it were an
opening lotus [the Anahata],

that pair of hamsas (Siva and Devi) I worship, as they glide over
the minds of the great ones [as though over Lake Manasa J;

from their ululations evolve the eighteen sciences;

they separate all the valuable from the worthless as [hamsas

drink apart] milk from water.

The fire residing permanently in your Svadhisthana, . )
the Samvarta (fire), that I praise, O mother, and its mighty

[Sakti called] Complementary; . .
when his fierce gaze filled with anger is burning up the worlds,

your glance, moist with pity, provides a cooling antidote.
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Flashing with lightning from his Sakti, who is a radiance to check
the gloom,

and bearing a rainbow of sparkling ornaments composed of many
kinds of jewels,

he (Pasupati) seems to be a dark cloud abiding only in your
Manipura;

it I worship as it sheds its showers upon the three worlds sun-
scorched by Hara.

In your Miladhara, accompanied by [his Sakti called] Comple-
mentary, Who concentrates on the [feminine] lisya dance,

Navitman (Soul of the nine aesthetic sentiments) I worship, who
dances the great [masculine] tandava dance informed with
the nine rases (aesthetic sentiments);

from these two0, S they engaged in their common rite and with

compassion . .
were filled, was born this world, having [them as] father and

mother.

Studded with the gems of the sky (the constellations) as though
they were jewels,
whoever praises your golden crown, O daughter of the snowy

mountain,
would he not, on seeing it shaped like the crescent moon and vari-
colored from the insets of nestling beauties,

conceive it to be the rainbow?

Let there dispel our inner darkness the cluster of full-blown blue
lotuses,

[which is] the mass of your hair, thick, sleek, smooth, O wife of
Siva;

to gain its innate fragrance, blossoms

from the trees in the garden of [Indra] the crusher of Vala seem
to abide in it.

Bearing [a mark of] vermilion so that the impenetrable darkness
of your thick locks

with the hosts of their beauties makes it seem like an imprisoned
ray of the new-risen sun,

may there bring welfare to us, as though the flood of beauty of
your face

had a channel to flow in, the streak which is the part in your hair.
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With naturally curly locks as beautiful as young bees

encircling it, your [lotus-like] face shames the beauty of the lotus;

in it, when it smiles slightly, shows in its white teeth the brightness
of lotus stamens,

and breathes a sweet perfume, the eyes of Smara’s vanquisher
revel like bees.

Your forehead, which shines beautiful and pure in its brilliance,

I take to be a second half-moon to the half-moon in your crest;

if the two were transposed, put together, and joined,

then cemented with nectar as though with an unguent, they would
become a [soma-filled] full moon.

When your eyebrows are slightly arched, O you who are devoted
to banishing the fear of the worlds,

and strung with your two eyes, which are like bees,

I think T see the Lord of Passion’s bow gripped in his left hand,

his wrist and fist concealing the hidden middle [of the bow with
its string’], O Uma.

Your right eye, because it has the sun as its essence, gives birth
to the day;

your left eye, which has the moon as its substance, produces the
night;

*:your third eye, which resembles a golden lotus slightly opened,

creates the twilight intervening between day and night.

Far-extending (visala), Auspicious (kalyani), its sudden beauty
Uncontested (ayodhya) by blue lotuses,

a Shower (dhara) of streams of compassion, Honeyed (madhura),
as it were, Fortunate (bhogavatika),

Helpful (avanti), Victorious (vijayd) over an array of many cities

1S your glance;
orever does it prevail, conforming to the characteristic of each

Separate [city ] name.
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Intent upon relishing the nectar of poets’ flower-like composi-
tions is

your pair of ears; your two eyes diverted toward them with side-
long glances like two young bees

do not forego them, eagerly hovering to savor the nine flavors
(sentiments). When it sees [the two eyes],

the third eye, from a rush of jealousy, becomes a bit red.

Tender with passion towards Siva, disdainful of others,

wrathful toward Ganga, amazed at the exploits of Girida,

fear-stricken by Hara’s serpents, victorious over the loveliness
of the lotus,

smiling toward your companions is your glance, O mother, and
to me it is full of compassion.

Extending as far as your ears, with the eyelashes as feathering,

having tips (phala) whose effect (phala) is to dissipate the senti-
ment of tranquillity in the breast of him who destroyed the
cities,

these two eyes of yours, O crowning bud of the mountain king’s

family,
have the appearance of Smara’s shafts full drawn to your ears.

It has three separate colors and by reason of the blue antimony

eyesalve (representing the primordial ocean)

the triad of your eyes here, O beloved of I$ana, shines forth

as if to recreate the gods Druhina (Brahma), Hari, and Rudra,
who were obliterated [in the great dissolution],

and wears, in bearing rajas (red), sattva (white), and tamas

(black), the triad of the gunas.

To purify us, O you whose heart is devoted to Pasupati,

by means of your compassionate €yes, which are red, white, and
dark,

of the rivers Sona (the golden), Ganga (the white), and the
daughter of the sun (Yamuna, the dark),.unfailingly

you provide a conjunction of three goals of pilgrimage, O sinless
one.
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O Aparna, alarmed lest they be maligned [for inferior beauty]
by your eyes which [are so long as to seem to] mutter tales
in your ears,

the Sapharika fish ever hide unwinking in the water,

and Sri here, when the blue night lotus folds up the cover of its
petals like a door

at dawn, deserts it, and at night, when it reopens, enters it.

From the closing and opening of your eyes the earth is dissolved
and created,

so say the wise, O daughter of the mountains’ king;

this world, which had its creation entire from the opening of your
eyes — from dissolution

as if to save it, your eyes refrain from closing.

With your long-extended eye, which is like a slightly opened blue
lotus,
O wife of Siva, in compassion bathe even me, distant and wretched;

by that [bathing] this person [I] becomes rich, and through such
a [small] thing there is no loss to you;
the cocling moon sheds its beams alike on grove and palace.

O daughter of the mountains’ chief, the curved pair of your lines

(eyebrows)
who would not take to be a wondrous show of the flower-arrowed

god’s bow, .
while appearing to leap transverse to it along the path to the ears
your long side glance of love gives the effect of drawing an arrow?

With the pair of your [circular] earrings reflected in the shining

expanse of your cheeks, .
vour face here I take to be the four-wheeled chariot of Man-

matha,
mounted on which he attacked him who had mounted the earth

as his chariot with the sun and moon as wheels;
Mara, the great hero, [attacked] the lord of the Pramathas, who

had conquered himself [through asceticism ].
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60 The sweet songs of Sarasvati, which bring welfare in waves of

61

62

63

64

nectar,

as you constantly drink them with your ears as though they were
hollowed hands, O wife of Sarva,

and nod your head in time in wonder and delight, your ear
ornaments

with their high-pitched tinkling seem to give [an equivalent]
response.

O banner on the staff of the mountain’s lineage (vams$a), may that
nose-tube (vams$a)

of yours bear very near to us the fruit which we desire;

inside, it holds pearls created by your cool breath,

and because these are so abundant it also supports some pearls
outside.

For the beauty of your lips, which are red by nature, O you with

lovely teeth,
I shall [try to] proclaim a match. Let the coral bear fruit!

Would not the [red] bimba fruit, which is [further] reddened
when [as you bite it] it receives a reflection from their disk
(bimba),

be somewhat embarrassed at being compared with them in any
degree?

As they drank the net of rays from the smile of your moon-like

face
the cakoras’ beaks grew sated from the oversweetness;
and so, because they want something tart, the stream of nectar

from the cool-rayed (moon) . .
they drink each night to their fill at their pleasure, as though it

were fermented rice water.

Unweariedly muttering (japa) in repetition tales of your lord’s
" many achievements,

your tongue, O mother, lovely as the China rose (japa), is supreme;

as Sarasvatl sits at its tip, her beauteous crystal-clear

form changes until it looks like a ruby.
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65 After conquering the Daityas in battle and still in armor but with

helmets doffed,

when they had returned and had averted themselves from the
remnants of the destruction of the three cities which were
like the hot-rayed [sun] (and punningly, from the remnants
of the sacrifice offered to Tripurahara [Siva], the scorcher),

Viéakha (Skanda), Indra, and Upendra (Visnu), [seeing as cooling
antidotes] the bits of betel, with flakes of camphor white
as the moon,

[falling] from your mouth, O mother, snatched them up.

66 While she (Sarasvati) was singing to the vini the varied heroism
of Pasupati
and you (Devi) with head nodding in time began to give applause,
when the clear notes of its strings were outdone by your sweet
tones,
Vani (Sarasvati) softly slipped her lute (vina) into its case.

67 ! Touched with his finger in fatherly affection by the lord of the
snowy mountain (Himalaya),
tilted up repeatedly in the passion of the kiss by the lord of the
mountains (Siva),
a handle to the mirror of your face fit for Sambhu to grasp, O
daughter of the mountain —
how shall we describe your matchless chin?

68 Constantly horripilated [in joy] from the embrace of him who
vanquished the cities,
your neck here has the beauty of a stalk for your lotus face.
Though naturally white, yet [now] dark from the thick mud-like
paste of black aloes,
the pearl necklace below your neck has the grace of the tender
filaments on a lotus stalk.

69 The three creases in your neck, O you who are skilled without
compare in [the triple art of singing] theme, ornament, and
song,

which correspond to the number of strands in the triple thread
knotted [on your neck] at the time of marriage,
shine forth so that for those mines of manifold sweet musical
modes,
the three kinds of basic scales, they seem to be lines for defining
the [respective] limits.
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Of your four creeper-like arms soft as the filaments on a lotus stalk

he who was born in a lotus (Brahma) praises the beauty with his
four heads;

terrified because his first (or fifth) head was destroyved by the nails
of him (Sadasiva) who is Andhaka’s foe,

he hopes to win from them (your four hands) simultaneously
gestures of immunity for his four [remaining] heads.

Surpassing the glow of the newly opened lotus with the lustre
of their nails,

tell us how we, O Uma, can describe the loveliness of your hands;

or let the red lotus claim similarity in some small degree,

provided its petals have gained [additional] redness from the lac
on the soles of Laksmi’s feet as she sports upon it.

O Devi, the pair of your breasts simultaneously sucked by Skanda
and the elephant-faced one (Ganesa),

may it here remove our distress, its nipples ever flowing;

on seeing it, with heart confused by doubt, inciting laughter,

Heramba (Ganesa) suddenly touched the two bosses on his fore-
head with his trunk.

Those breasts of yours are ruby jars of nectar (amrta);

there is not a flicker of doubt of this in our mind, O banner of the
mountain king;

"wherefore the two [sons of yours] drinking [from them] and never
having tasted the sweet drink of intercourse with women,

.the elephant-headed one and the crusher of Mount Krauifica,
are still children.

O mother, originating in the forehead bo§ses of the elephant
demon Stamberama (who was slain by Siva)

are the pearls strung as the flawless necklace

which the curve of your breasts makes appear speckled within by
reflections from your lower lip, red as a bimba,

like the [clear] glory of the city-conqueror mixed with his glowing
valor.
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The milk of your breasts, O daughter of the mountain, I think is
as if from your heart

there flowed an ocean of the milk of poesy; o

when the Dravida child tasted this as you gave it to him in com-
passion,

he became the poet laureate of the master poets.

With his body limned with a line of flame from Haya’s wrath,

the mind-born one (Kama) entered the deep pool of your n'a,vel;

thence, O daughter of the mountain, there arose gmoke like a
creeper; .

this, O mother, folk know as the line of your abdomjnal hair.

That [line of abdominal hair], O spouse of Siva, which looks
here like a tiny ripple on the [blue] Yamuna,

a slight thing at your slender waist, O mother, appears to those of
pure insight .

as if, caught between your jar-like breasts as they rub against
each other,

the wide sky, squeezed thin, were entering your cayernous navel.

A whirlpool of the Ganga become motionless; for the creeper
which is your line of abdominal hair and terminates in your
bud-like breasts .

a cistern of your element [of love = Kama?]; a pit for the
sacrificial fire of the splendor of him (Kama) whose arrows
are flowers;

a bower for passion’s sport — as some such your navel, O moun-
tain-born, .

appears, the entrance to a cave where Girisa’s eyes [like a yogi]
may achieve their goal.

Slender by nature, wearied from the burden of your overhanging
breasts, .

with bent form that seems to be cracking slightly at the navel and

. the abdominal creases — .

LeVer to your waist, which no more than a tree on the trembling

. rim of a torrent

‘has any stability, may there be safety, O daughter of the moun-
tain,
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When your breasts, wh;j . .
. ’ ch haq sudd burst your bodice as it
urst Yo
met their (your breasts’) Swenti :{r;lgurves,

two golden jars, were ryhh; . : i ima’
forcing, bblng against your armpits at his (Kama’s)

Kama, trying to save
bound it, three-folded
creeper.

you.r Waist from breaking, O Devi,
S 1t s, triply as with withes of the lavall

The lord of the mountains, O Parvati, weight and width from his
own ’

buttocks (punningly,
you as dowry;

hence the entire earth this wide and weighty

expanse of your buttocks conceals gand outweighs.

mountain spurs) cut off and bestowed on

The trunks of lordly elephants ang a cluster of golden plantain
stalks,

both alike your ladyship has excelled with your pair of thighs;

with your two well-rounded knees, O daughter of the mountain,
calloused from prostrations hefore your husband,

you have also surpassed the pair of temporal bosses on [Airavata]
the elephant of the gods. '

To conquer Rudra, O daughter of the mountain, a pair of doubly
arrow-filled

quivers the god who uses an unequal number of arrows (Kama)
has surely made of your two shanks;

at their ends appear ten arrow tips, which on your pair of feet

masquerade as toenails preéminently sharpened by whetstones
composed of the crowns of [prostrate] gods.

Your two feet, which the apexes of the holy scripture (the Vedanta)
wear as their crest,

these, O mother, in your mercy set upon my head as well;

the water in which they are laved is the stream in PaSupati’s
matted hair,

the lustrous lac on them is the glory of the red jewel which is
Hari’s crest.
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Reverence we voice to that eye-delighting pair of your feet,

whose manifest beauty has been enhanced with liquid lac;

when it (the kankeli) yearns for a kick from that [pair of feet],
jealous beyond measure is

the lord of creatures at the kankeli (a$oka) tree in your pleasure
grove.

When feigningly he called you by a false name and then bowed in
embarrassment,

and your lotus foot struck your lord on his forehead,

then, pulling out the thorn long suffered in his heart from the fire
[of Siva’s third eye],

the enemy of Isana (Kama) pealed out his triumph in the tinkling
of your anklets.

In the snow it perishes, [but] they are capable of treading upon
the slopes of snowy peaks;

at night it folds in sleep, [but] they are bright by night as well as
by day;

it is only a vessel to receive Laksmi ($r1, prosperity), [but] they
shower prosperity ($ri) in profusion upon your suppliants —

what wonder is there here, mother, that your two feet surpass
the lotus?

Your forefoot, O Devi, which is the abode of beauties and no
place for harshnesses —

how could the wise compare it with the hard shell of the female
tortoise?

Or how could the city-wrecker, at the time of marriage, with his
two hands

take it and [inconsiderately] set it on the [rough] millstone, he
whose heart is compassionate?

With toenails that are like moons to make the heavenly women
fold their hands [in homage] as though they were lotuses
[which fold in the moonlight],

your feet, O Candi, seem to mock the heavenly [wishing] trees,

which give fruits with their finger-like branches [only] to the
well-to-do,

while the' former (your feet) continuously and promptly grant
blessing and wealth to the poor.
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Tell me, mother, when in proper season the lac-mixed

water in which your feet have been laved I may drink, eager for
knowledge,

which water, from its quality of turning even born mutes into
poets,

has the character of betel juice from Vani’s lotus mouth.

As though with minds intent upon cultivating the art of graceful
step,

the kalahamsas of your household go swinging along and do not
stray from

your lotus foot, which in its fine carelessness, with a pretence of
jingling its charming jewelled anklets,

delivers instruction to them, O you with elegant gait.

Curly of hair, naturally straightforward in her gentle smile,

[delicate] like the &irisa in her mind, firm as a rock in the curves
of her breasts,

inexpressibly slender in her waist, wide in the regions of her breasts
and hips,

let her, the compassion of Sambhu, the ineffable [$akti] Aruna,
be victorious to save the world.

You are the purdah queen of the cities’ enemy (Siva); hence at
your feet

it is impossible for those of unsteady senses to gain the goal of
doing worship;

thus it is that these gods, with him who performed the hundred
sacrifices (Indra) at their head, attain their incomparable
magic power

along with Anima and the rest, whose place is outside your door.

Druhina, Hari, Rudra, and Iévara, as servants, form your couch;

Siva, as a counterfeit bedspread, [normally ] of clear white sheen,

becomes red from receiving the reflection of your glow

and as though he were the erotic sentiment incarnate draws
wonder from your eyes.
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The [moon’s] spot is musk; the night-maker’s disk, composed of
water,

is an emerald casket packed with camphor slivers, which are the
moon’s [sixteen ] digits;

hence when this each day becomes an empty cavity from your use

Vidhi (Fate, Brahma) again and again promptly fills it for your
sake.

With the rays Anima and the others that spring from your own
body [surrounding you] on all sides,

O you who are eternally to be worshipped, whoever thus con-
stantly meditates upon you with the thought “It is I” —

what wonder is it that before him, who counts as grass the riches
of the three-eyed one (Siva),

the fire of the universal dissolution performs the evening light-
waving ceremony?

How many poets have not possessed Vidhatr’s wife (Sarasvati)?
Or wélo with any riches at all does not become lord of the goddess
ri?
Except for Mahadeva, O true wife (sati), first among true wives
(satinam),
an embrace from your breasts is unattainable even for the kura-
vaka tree.

The knowers of the Scripture (agama) speak of Druhina’s wife
(Sarasvati), the goddess of speech, [as you,]

Padma (Laksmi), the wife of Hari, [as you,] the mountain’s
daughter (Parvati), Hara’s mate, [as you, |

you are an ineffable fourth [beyond these three], hard to reach,
with power unbounded [by space, time, cause and effect,
substance),

O great power of creation (mahamaya), O wife of the supreme
brahman (Sadasiva), you put the universe through its revo-
lution of appearances.

As arival of Vidhi and Hari, he sports with [ their wives ] Sarasvati
and Laksmi,

with his charming form he loosens Rati’s devotion to her husband,

long living, he dissolves the union of soul and bond

and savors the sweetness called supreme brahman — he, your
devoté
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' 100 No more than a ceremony of light-waving before the sun with

lamp-flames [ which have the sun as their source],

[only] an offering of water with liquid drops from the moonstone
to the [moon which is the very] source of nectar,

[nought but] a rite of gratification with his own waters to [the
ocean which is] the depository of floods,

is this my hymn of praise, O mother of speech, composed with
words that come from you.
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APPENDIX

Al The jewel of the sky (the sun) has been converted to a jewelled

A3

mirror by your feet
and from fear [of the brilliance of your face] has retracted and

stilled the multitude of its rays so that it stays mild;
it holds your [lotus] face reflected as though it were the freshly

opened
lotus of its own heart untroubled by the moon [before which

the lotus closes].

A bosom heavy with the massive breasts that have developed on

it, a sweet smile,
love in a sidelong glance, a figure with the beauty of a blossoming

kadamba —
Madana has created a counterfeit of you in Hara’s mind;
this is the final evolution of those who are your ladyship’s devotés,

O Uma.

O treasure, ever smiling, with qualities that have no limitations,

skilled in politic conduct,
of unimpaired wisdom, constantly abiding in those whose minds

never deviate from the rules,
independent of necessity, the object of praise in all the Upani-

shads,

not subject to fear, eternal, approve this my hymn of praise.



APPENDIX

T R AOEIRA=RAIR
SR EASIE R CTU e
e TR | Al

FETTRIERAR Efd
FIR TR FYWTHRGAIAL: |
@ AFa A S AR
A ¥ v AR ) A2

9 fra faatee S
frreaTe FaRERERE |
fraer fge FRefmragine
fas A e wf QR A3



NOTES TO THE TR[\NSLA\'FION
(References are to the stanzas)

dhm' The tgamhtlon of rasimnayamahasa is conjectural. Laksm!”
h ara r(.fads sah (abl.) and understands the expl‘CSSi(m to mean ‘from
e region of the moon™ (candrasakasat) and

rasimna % =
asimnayamahahsabdo Yamalesu kalanidhau

Sudhflya amnayo gunanim adhikyam iti yavat taditmakam mahalt
kantir yasya sa rasimnayamaha iti vvutpz'xtteh. Kaivalyasrama ¢2 °
the rasamnayah six directions or stations (sthanal

adds in explanation
M LaeVa
pmsuldhah, rasasyé

1i) of the universe:
east3 south, west, north, zenith, nadir. Bhaskarardya \lakhin in the
Varivasyarahasya in a passage generally echoing this part of the

Saundaryalahari, i ibi "
yalahari, in describing the ascent to the sal

return, says (2. 105-106) that Devi causes the stream of amrta to flo%¢
the regions of the vyoman and the §asimandala and then, intoxicate
by a draught of that amrta, returns to her own place to enter into
sleep: svayam api tatpinava$an matta bhatva puna$ ca tenaiva
margena pardvrtya svasmin sthiane sukham svapiti. (For text an

English translation see Varwasya-rahasya of Sri Bhaskararaya Ma-
k.hin with his own commentary ‘ Prakasa,” edited with English U'ﬂﬂsla—.
t19n etc., by Pandit S. Subrahmanya Sastri, Adyar 1948, The Ady®?
Library Series, No. 28.) h

= e
Jasriara and th

12. The heavenly courtesans, desirous of enjoying Devi’s beauld’

can at best only imagine themselves identical with Siva so as to enjoy
1t while he is enjoying it. .

29. For kalakalana “extinction by Time,” of. Bhagavad Gitd
10’-_’30 and Tévara Gita 7. 16 and see the notes Y P.—E. Dumont
L’'I$varagita (Baltimore and Paris, 1933), p. 101, and F. Edgerto™
Bhagaad-Gitd, Part 1 (Cambridge, Mass., 1944, Harvard Orient?
Series, vol. 38), p. 185. These scholars understarld the expl'esswn
k?al‘ah kalayatam to mean “ Parmi les forces qui pOUSS‘f!‘ﬂt (qui pressent:C
qui contraignent) je suis le Temps™ and «] am Time of the impellffn
f0.1‘ces.” Laksmidhara on the Saundaryalaharl passage in dealin®
with kalakalana says: kalena avasinakalena kaland aV&CChefiah’
maranam iti yavat. ‘Power of your ear-omamentS”I a Hindu wido¥
Wears no ornaments; the implication here is that so long as Devi does
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Notes to the Translation 93

not discard her ear-ornaments she cannot become a widow; hence

Siva’s existence is perpetuated. . ) 5 ) .,
31. The difference between abhisamdhaya, “having controlled,

of this edition and the variant reading atisamdhaya, “having‘misled,”
generates a certain amount of heat among adherents to the Srividya.
Users of the former reading in discussing.the passage Wit.h me have
seemed to regard it as sacrilege or something akin to sacrilege to say
that Siva had been practising deceit. .

32,33. The mantra here designated is considered to be the heart of
ated in the preceding stanza. Each of the
names refers to a svllable. The twelve syllables of the mantra as
indicated in stanza ég are divided into three groups, the first of four
syllables, the second of five syvllables, and the. third of three. At the
end of each group the syllable hrin (or llll'ill.l) 1s to be appende'd. The
result is a series of fifteen syllables. It is understood that a sixteenth
syllable is to be added to these fifteen, but this is to be communicated
by the guru to an adept pupil only in secret. One school says that
Siva represents ha, Sakti sa, Kama ka, Ksiti la; hence the first group
would be hasakala, to which must be appended hri, giving hasaka-
lahrn. The second part of the mantra, in similar fashion, is hasaka-
halahrn, and the third part is sakalahrn. The sixteenth, secret,
syllable was communicated to me, with some slight reluctance, as
The whole mantra then became: hasakalahrin hasakahalahrn
The variant form of the mantra mentioned in
values of ka e 1 to the names Smara, Yoni,
p of syllables would be kaeilahrn. Other-
wise the mantra is the same. But other schools have still other
interpretations of the symbolism of the names. For an exposition
of the mantra in the variant form of stanza 33 and using hrim instead
of hrn see C. Sankara Rama Sastri, Srividyd Khadgamdla (Madras,

Sri Balamanorama Press, 1954). The same form of the mantra is

discussed by Bhaiskararaya Makhin in the Varwasyd-rahasya, pp. 1.

9 ff. :
34. Possibly the text alludes punningly to consideration of formal

logic in using the words S$esa “renlailldel:,” $esin “principal,” sa-
dharana / sadharanata ‘““common / community,” and sambandha ““as-
sociation.” The meaning would be “Hence, by reason of the identity
of both so that remainder equals principal, there exists association

Srividya and is that indic

Srim.
sakalahrn $rim.
stanza 33 attaches the
Laksmi, and the first grou

bR

of you two . o
35. Devi is described as consisting of both the external material



94 Saundaryalahart

universe (sat) and the inner properties of consciousness (cit) and
bliss (inanda). She is, therefore, saccidananda. Ip a somewhat
similar context Bhaskararaya Makhin in the Varivasyg-rahasya 2- 108,
describes Devi as vi§va, cit, and ananda.

89,40. These stanzas, in the order here used, reverse the usual order
of the Svadhisthana and Manipiira cakras as they are found In cur-
rent Tantric teaching. Many manuscripts have the usual order.
But the order of the Saundaryalahari is unmistakable; see the order
of the cakras in stanza 9 and the order of the elements genel‘ated in
the cakras as presented in stanzas 14 and 35.

41. The commentators vary widely in interpreting the word na-
vatman. Besides the interpretation adopted in this translation they
give “soul of Siva’s nine vyahas” (kala, kula, niman, jAana, citta,
nada, bindu, kala, jiva), “soul of Sakti’s nine vyihas* (vama, jyestha,
raudri, ambika, iccha, jiiana, kriyd, $anti, para), “goul of the nine
elements of the éricakra’ (the four érikanthas and the five givayuvatis;
cf. stanza 11). See also in the Adyar edition, p. 139.

42. This edition adopts the D reading in spite of the difficulty in
deriving the stem nideya (not otherwise recorded); it may be com-
pared with sabheya (Panini 4. 4. 106) and S$ileya (Panini 5. 3. 102),
though these are both derived from feminine stems (sabha, $ila).
The N manuscripts are badly confused.

4.9. Laksmidhara remarks that these eight adjectives, besides indi-
cating names of cities, also designate kinds of glances which women
employ.

51. DevI’s eight glances represent eight of the nine aesthetic senti-
ments (rasa) in the following order: $riigara (love), bibhatsa (disgust),
r atudra (fury), adbhuta (wonder), bhayanaka (terror), vira (heroism),
hasy'a (mirth), karuna (pity). The ninth (8anta, “tranquillity ) is
Possibly referred to in the next stanza by the word pragama, though
not as a quality of Devi’s glance.

56. For a discussion of the idea that the existence of the universe
depftnds upon the opening of Devi’s (or Brahma’s) eyes while their
closing causes its extinction, see W. N. Brown in Journal of the Ameri-
gz)Omental Soctety, vol. 67 (1947), pp. 209-214 (especially pp. 213-
Safgév'ﬂ}}s stanza can be taken to refer .to Dfevi’s songs rather than
Tt would lt;, and some commentators take it so, 1ncludn.1g Lal::smidhara.
i waves Fn mean: “The sweet songs [of yqurs], which bring welfare

O nectar, Sarasvati constantly drinks through her ears as
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though they were hollowed hands, O wife of Sarva; as she nods time
with her head in wonder and delight, her ear-ornaments with their
high-pitched tinkling seem to give a response to you.” Devi’s mastery
of words and song are celebrated elsewhere in the poem: stanzas 16,
17, 64, 66, 69, 75, 100. The interpretation which makes Devi the
listener, which is adopted in our translation, shows a situation anal-
ogous to that in stanzas 50 and 66 (which latter seems to support
both interpretations).

61. The bamboo by a poetic conceit is considered to bear pearls
inside its stem (vams$a).

69. M. Alain Danielou, Director of the Adyar Library and dis-
tinguished authority on Indian music, has given me the following note
on this stanza.

For gatigamakagitaikanipuna I suggest “expert in singing the
theme, the ornaments, the songs”; for raga “musical modes™;
for grama ‘““basic scales.”

The meaning of the term gati is given by most commentators
as alapa, i.e., the prelude or exposition of the theme of a raga:
gatih alapah (Gaurikanta); gatir alapena ragasamdarbhah (Din-
dima); gati kahiye aliapa (Gauriséamkar, Hindi commentary).
An anonymous commentator (Adyar Library MS 11, D7) gives
tenaka, which also means ‘“the first exposition of the theme
sung on the syllables ‘tena, tena.’” The meaning given by
Laksmidhara, who takes gati as referring to the two kinds of
music marga and desl (traditional and popular), does not ap-
pear justifiable. In any case the authority of Bharata cannot
be invoked since Bharata does not divide music in marga and
desi. T suggest that the authority of Bharata is brought in [by
Laksmidhara] only in regard to the number of gamakas as fifteen.
The term deéi is, however, known in that sense to Nandike$vara
in his Bharatarnava as well as to Matanga (Brhaddesi). Sarnga-
deva, whom Laksmidhara otherwise quotes, takes gati as an
equivalent of laya “tempo” (slow or fast): evam miSrair layais
tu param trayam drutamadhyadikam gatitrayam bhavati (Kal-
linatha comm. on 4. 185-199). On the other hand Pundarika
Vitthala takes gati to mean the ““altered” form of notes in opposi-
tion to sthiti, which is their natural position. He uses gati as a
synonym of §ruti or microtonal “interva}” ; thus gandhara,
which has two érutis, rising by one éruti becomes trigatika.



96

Saundaryalahart

Being associated [in our stanza] with gamaka “ornament’ and
gita “song” gati seems most likely to mean alipa (the vocal
presentation of the musical theme without words). The text
would then mean “expert in singing the theme, the ornaments,
the songs.” “Intervals ($ruti),” however, would be another ac-
ceptable translation of gati. Laksmidhara’s meaning scems un-
likely in association with the two other terms.

By gamaka is meant the ornamentation of the notes, any varia-
tion of pitch used to make the sound more expressive. The
number of gamakas varies according to authors but fifteen is a
commonly given number: svarasya kampo gamakah S$rotreit-
tasukhavahah . . . paficadagaite parikirtitah (Sarflgadeva, Sangita
Ratnakara 2. 3. 87-89); gamakah sa ca paficadasa smrta iti
bharate (Laksmidhara); in commentaries on the Saundaryala-
hari: gamakam sthayisvarasya paritah samcarah (Gaurikinta);
gamako mukhyanadasya paribhdvo rasitmakah (ibid.) “expres-
sive fluctuations of the main sound”; gamakah sthiyisvarasya
punahpunahposanam (Dindima) “coming back again and again
to the main note”; gamak kahiye sthayi ras ko sarvatahsamcar
(Gauriéamkar, Hindi) “a constant variation from the main ex-
pression.”

Gita means a song, a musical composition or piece. Laksmi-
dhara quotes the Sangita Ratnakara 3. 2 saying that the song
(gita) has two components, the words (mitu) and the melody
(dhatu). Other commentaries take gita to mean “musical com-
position” (prabandha): gitam prabandharadhartham rafjana
raktir isyate (Gaurikinta); gitam samucitarthaprabandhasam-
darbhah (Dindima); git kahiye prabandh (Gaurisamkar, Hindi).

All commentaries agree that the term raga refers to ‘““musical
modes.”

Grama was the name given to the three different tunings of the
harp, probably originally referring to the three genera of Greek
music: diatonic, chromatic, and enharmonic. The three gramas
are known as sadja, madhyama, gandhara. In the available
literature this meaning is already obsolete. Bharata appears to
take the sa grama and ma grama as the two main forms of the
diatonic, that is, the Pythagorean diatonic (arrived at by con-
sonance of fifths) and the Harmonic diatonic. The three basic
scales cannot be the scales obtained by taking as starting point
the note by which they are named, since in each grama each note
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can be taken as tonic to form plagal scales or mirchanas. Most
writers declare that the third scale, the gandhara grama, has gone
to the abode of the gods, since it is no longer found on earth.
Present-day traditional music knows only the sadja grama. The
commentary of Kaivalyasrami mentions the three griamas as
sadja, madhyama, and paiicama grama. The last name is most
unusual. Gaurisamkar in his commentary quotes as a “‘san-
gitadastra” the Gitialamkara attributed to Bharata, a work with
a very special terminology rarely mentioned in other works on
music (the reading is almost exactly that given in the Natya-
ciidamani 188) : nandyavarto (Gita® MS nandavartte) *tha jimitah
(MS °tah) Subhako gramakas trayah (MS subhadras tu triti-
yakah) / sadjamadhyamagindharas trayanam janmahetavah (MS
tesam [ca] laksanam spastam kathayisye prthakprthak) //.
GauriS$amkar says: madhur manohar nisad rsabh adi sapta svaron
men sambaddha jo rig vasant gaud gurjari adik tin ki ankur
utpatti ki bhit yane khani hain. Laksmidhara: gramasabdah
samihavicakah svaras tredhd samhatih sadjagrimo madhya-
gramo gandharagrama iti. [Regarding the three scales (grama)
sadja is now current in our world, madhyama used to be current
in it, gandhara has existed only in heaven or as some say has
ceased to be in vogue on earth and has gone to heaven. W.N.B.]

For the triple thread in marriage, see Margaret Stevenson, Rites of
the Twice Born (London, Oxford University Press, 1920), p. 82;
Laksmidhara also reports use of the triple thread.

78. The conjectural reading and translation (-kala® *‘love’s or
Kiama’s element”) is based upon an idea taken from Bhaskararaya
Makhin’s Variasyd-rahasya and his commentary (2. 164; text with
translation in Adyar Library edition, p. 128). The text reads: bijan
miilam milotksetrasyantahsthabahyavistarau / yady apy anayoh sam-
yam pradhianyam athapi cantarangasya //. The commentary reads:
bijat kamakalaripad dhanyadirtipac ca / milam vrksapado mantra$
ca / ksetrasya Sarirasya kedarasya ca / yady apy anayoh simyam bi-
jajanyatvavidesat; tatha ’pi ‘“‘antaranganase bahyangasahitavrksana-
$ah, bahyangamatranase ’pi na vrksasya na vi ‘ntarangasya nasah”
ity asya prasiddhatvad iti bhavah. The translation is: “Out of the
seed (Kama-kala-bija) evolves the root (Mila-mantra); out of the
root (Mula-mantra) evolve the parts of the plant (human body),
above and below the soil (external and internal). Though both of
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them are of equal importance, more importance has to be attached
to the subsoil (internal) parts.”

85. In spring the adoka tree, filled with a longing due to its pregnancy
(dohada), blooms only when kicked by a beautiful young woman; see
articles by Maurice Bloomfield (Journal of the American Oriental So-
ciety, vol. 40, 1920, pp. 1-24) and K. R. Pisharoti (Journal of the
Indian Society of Oriental Art, vol. 3, no. 2, December 1935, pp. 110—
124).

88. It is a poetic cliché to compare a woman’s forefoot to a tortoise
shell.

93. The stanza seems to mean that neither the siddhas nor the gods,
Indra and the rest, have access to Devi, yet all gain their exceptional
magic power (siddhi) merely by standing at Devt’s door.

95. A day of Devi seems to be equivalent to a month of human time.
The camphorated water is for Devi’s feet (Laksmidhara calls it
pannira “footwater”).

97. The same conceit exists of the kuravaka as of the aéoka tree;
see note to stanza 85.



CRITICAL APPARATUS

In this Critical Apparatus the manuscripts are cited by the sigla
indicated in the section entitled “Manuscripts Used.” Where all
manuscripts from a single repository or in a single group agree the
citation is of the symbol used for that group. For example, D refers
to all the D manuscripts, N refers to all the N manuscripts, T refers
to all three T manuscripts, but T1 refers to only one manuscript of
the T group, T2 to another, and T8 to another. The same principle
distinguishes M from M1, M2, M3, M4, B from B1, B2, B3, B4, B35,
and similarly with TU, Tr, G, S, Bh, H, P, A, and the individual

manuscripts belonging to those groups.

1

c

S2 S3 Bh H3 H5 H8 P2 P4 °virificya®, D (except T3 S1 A3)
G1 G5 A7 °viriiica®, H7 A3 °virafica®

B1 B4 H2 H7 P4 C O A4 A5 A6 pam$um

T M3 TU2 TU3 Trl Tr2 G1 G3 virificah, M1 M2 M4 TU1
S1 (by correction of °ficah) S2 H3 H5 Hé H8 P2 P4 C O
Al A2 A3 A7 virificih; H3 H6 P5 (corrects to °lam) A7
avikalan

H6 etan
D (except M2 M4 K G3 A7) G1 G4c G5 (G5c °ksubhyai®)

samksudyainam, M4 K A7 samksudhyai®, B4 samksudbhyai®;
H6 samksubhyaitan

G1 G4 G5 S1 S2 B2 B3 H (H5 corrects to °radvipanagari)
P2 P3 (by correction of °radvipanagarl) P4 C O Ad4c(var)
A5 A6 °mihiroddipanakari

G4 G5 S1 S2 Bh B3 B4 B5 H1 H2 H4 H5 H7 H8 P3 (with
marginal gloss sru®) P4 P5 C O A5 A6 °$ruti®, G1 °srati®,
P1 A4 °4rti°, G5c P2 °smrti®, B1 °stuti®; N MSS read °$ira
except the following: G1 S3 P5 (in marginal gloss on °$ira)
°jhari, O °jiiaéa (for jhari?), H2 H3 H6 H7 °sira, H1 °sirah
[i.e. °jhari is reading of all D MSS and of G1 S3 P5 gloss
O(?) A5c A6]]

D (except TU3 S1 A2) G1 G5 S2 Bhl H4 P2 bhavati, A7

bhavasi
99
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d H1 punyanam (for lokanam)

[K has lacuna of stanzas 5-8]

b

d

S

e o &, o

G4 G5 B1 B2 B3 H1 H3 H5 H7 H8 P3 (by correction of
purari®) P4 A5 smararipum, P2 surari®
H5 ca (for hi)

B1 B4 atanvanam (for ekah sarvam)

D (except Trl Tr2) Bhl P5 (with marginal gloss °bhard) A4
°stananata

H5 atha (for api)
H2 smaranti (for bhajanti)

H6 urasi (for upari)

D (except M2 M4 Tr3 RV G2 A1) G4c S2 (in marginal cor-
rection of bhittva) S3 (with marginal correction to bh{°)
Bh2 B3 B5 P2 P3 (with gloss bhi®) P5 (with gloss bh}:)
A7c jitva (for bhittva), H3 (corrects in margin to bhi®)
B1 hitva; M1 M2 kulapadam

D (except T3 M2 G3) G5 S2 S3 Bh1 H2 P2 P4 viharase

H8 svadhadhara®; G4 S2 H7 H8 P4 caranakamalantar

D (except M4 Tr2) Bh1 P5 (by correction of °sam) °mahasah,
G1 S3 Bh2 B3 H3 H8 P3 P5 (corrects to °sah) mahasam
T2 TU3 Bh2 °stanilayam )
M1 M2 M3 A2 kuharinim, M4 TU1 G1 S1 (by correction
of °ni) Bh2 B1 H4 H5 P1 P3 (with marginal correction to
°ni) A1 A3 °ni, C O °ne, H8 °nim, Bh1 °ranim

S1 H1 H3 H4 H6 P4 C O A4 A5 A6 adhah (for api), H2
atha

T M3 M4 Trl Tr2 RV K G1 G2 G3 G5 A1 A2 A3 A7 ap1
(for iti), M1 M2 H6 P5 (by correction of iti) atha

T8 M1 M2 TU3 RV G5 Bh1 B4 B5 P5 (in marginal gloss on
trayaSca®) A1 A7 (A7c trayaéca®) catuScatva®, T1 Sreya-
$acatva® (T2 no reading); S1 S3 Bh B1 B2 B4 B5 H2 P5
(with marginal correction to °kalabjatri®) °kalasratri®, G4
(G4ec, °kalasratri®) G5 S2 B3 H (except H2) P (P5 in marginal
correction of °kalasra®) A4 A5 A6 °kalabjatri®, C O °kama-
labjatri®, S2 §3 Bh1 B3 H1 H8 P1 P2 P5 A4 °trivalayam,
H4 H6 °valaya, K °valayas

d C O trilekha®; T T3 M TU2 Trl RV G2 Bhl (corrects to
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carana®) Al Saranako®, G4 G5 S1 S2 H1 H3 H4 H5 (with
marginal gloss carana®) H6 H7 H8 P2 P3 P4 P5 (by marginal
correction of carana®) A4 A5c A6c bhavanako®

H1 H5 H7 H8 P4 P5 (in marginal gloss on tulayi®) kavayitum,
G4 kathayi® (G4c tulayi®)

T TU Trl Tr2 RV K G1 G3 A2 A8 virificapra®, S1 S3 Bhl
B H4 H7 P (except P2) A4 A5 viraiicipra®

T1 T3 (T2 no reading) M3 Trl Tr3 RV K G2 G3 yad
dlokautsu®

T3 Tr1 G2 A2 °tsnisuddham

T1 T2 M TU Trl RV G2 G3 H2 °sphutika®; D (except
M2 M4 G2 S1 T2 [no reading]) °ghutika®, M2 M4 G2
Bh1 (corrects to °gati®) °ghatika®; T1 (T2 no reading) TU2
TU3 Tr2 Tr3 RV G1 S2 (corrects to °karam) S3 Bhl B
(except B3) H2 H3 H4 H6 HS P1 P2 P3 pustakadharam
M1 M2 K G5 A4 na tvam natva, M4 G1 G4 S2 Bh2 B (except
B1) H (except H2 H4 HG6) P1 P2 A5 A6 A7 natva na tvam;
H6 sakrt tu tvam natva; N (except G5 Bhl H3 P5) G3
S1 katham api

TU1 K °dhurinam; M1 M2 M4 K G1 G2 G3 S1 A1 A2 A7
phanitayah

T2 H4 H5 H7 °vanamalatapa®

K Bh2 bhajanti; G1 H4 bhavati, G3 °t1

T1 T2 M3 TU2 TU3 Trl Tr2 RV G1 A2 A3 Crificapre’,
A4, °raficapre®, H2 (by correction of °ra®) H3 H5 H6 HS
P2 P4 C O Al A7 °rificipre®, K °rificyapre®, M1 M2 M4
virificih priya®, Bh °rificih pre®, TU1 °rificah pre®; Tr G1
S1 S2 (in correction of tarunatara®) S3 Bh2 B1 B2 B4 B3
H1 H2 H4 He6 HS P2 P3 P4 P5 (with marginal gloss taruna®)
A4 A5 A6 A7 taralatara®; S1 S2 H4 H8 P5 °laharim

B2 B5 A4 sabha (for satam), C O A5 sabham

Trl G4 S2 Bh1 B4 H5 H7 H8 P1 P3 (as interlinear correction
of °bhanga®) P4 A4 A7 °bhangiruci®, T2 B2 B5 “bhangasuci®
T3 M3 TU1 Tr2 G2 B2 P5 (as marginal correction of bha-
ngisu®) Al A3 A7 (A7c¢ °subha®) bhangirucibhir, K bha-
ngisubhage, B5 bhangasubhagair

G3 G4 S2 tarunataruni®, Bh2 H1 tarunatarani®, G2 P2
tarunitarani®
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G3 G5 H3 H5 H7 dadhato (for tadadho)

G1 G4 (G4c harardham) H2 H4 C O A4 hakarardham dhayed
dharama®, G8 hitaurardham dhya® dharama®

T3 B2 H1 H4 P5 (corrects to °ta) vanitam ity, B4 vanitasvity;
B2 H1 P5 atilaghustri®

M TU S1 H2 H3 H6 P4 A1 A2 A3 A7 (A7c °kura®) °niku-
rumba®, K nikurumbam

G1 G4 S2 S3 H1 H4 H7 P3 P4 himagirisila®

G4 G5 S2 H3 H5 H6 H8 P1 P2 P4 O A4 A5 A6 A7c °plustam,
G3 A1 plustam, T1 TU? °plustya; G4 G5 drstva (for drstya);
H7 P1 (corrects in margin to °siraya) A4 (°sica®) °dhara-
§icaya, G5 S2 B5 P4 A4c °dharasivaya, G4c S1 Bh B1 B2
B3 H5 H8 P3 C O A5 A6 °dharasiraya; H2 H6 Al A2

°sarasiraya (for °dharasi®), H3 °sarasiraya
A1l A4 paramanandala®

G5 Bh2 B4 B5 H1 H2 H5 P3 A7c tvaddase; G4 S2 H3 HS8
P4 vitara mayi

M3 M4 G2 A2 A5 tad eva

M TU Trl Tr8 RV K G1 G2 G3 G5 A1 A2 A7 °makuta®

D (except S1) G1 Bhl P5 (in marginal gloss on tatha hi)
yad etat (for tathahi); T1 T3 (T2 no reading) M TU Trl
Tr3 RV K G5 A1 A2 A3 trinayanam

TU1 TU2 °ciidaya® (for °cadala®); M TU1 TU2 Tr RV G1
G3 G5 K Al A7 °makutam (G1 °tam)

M4 Bh1 S3 B2 B5 H4 H5 P2 C A7 ksapayati

Tr2 G5 B4 tvam (for svam), Bh2 tam, P2 tad; P2 punar
(for vapur); B2 H5 H7 H8 P1 P3 P4 (in correction of °ti)
tirayate, TU1 tvarayati, G1 G3 thirayati, H6 sthagayati

K tadapirvah, G3 tadapirvam; B (except B3) H1 H6 sa
(for ca)

G5 H3 P1 ksanacakitayor

T8 Tr2 Tr3 K B2 B3 H3 H5 P1 P2 P5 (glosses with tava)
C A5c A6c api (for tava), H1 H2 H4 H6 parasive (for tava
§ive), G4 G5 (°na®) S2 H7 P4 trinayane (for ta® §i°)

TU1 H7 tathapi

M TU1 Tr RV K G (except G4) A1l A2 A7 °makutah, TU3
mukutam
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T1 T2 M4 TU2 TUS Trl Tr2 G1 A2 A3 virificah, M1 M2
M3 TU1 S2 Bhe H3 H5 H6 H8 P4 P5 (by correction of vira®)
C O A1 A4 A7 virificih

M3 G1 Al vitantri, A4 vitantra, Tr2 S2 S3 Bh B H (except
H4) P (P5 glosses with °ndri) A5c vitandra; M2 sammi-
ritadrsa, M3 M4 G4 G5 H6 (glosses with °dréa) H8 (corrects
to sammilati dréim) P5 A6c sammilitadréam, G1 (dr$a) S
Bh B H (except H6 H8) P1 P2 P3 A5 A7c sammilati dréam,
A4 A7 sammilanadréam

N (except B2 B4 C O) G2 S1 vilasati (P5 corrects to viharati),

B4 vihasati

N (except G1 G5 S2 Bhl H8 P5 [reads °nam and corrects
to °na’] A6 A7) °viracanam G1 °virajita

H1 H8 P3 P5 °ksinyam kra®, K A7 °ksinyah kra®, S2 H3
P4 A4 °ksinyabhramanam, S1 °ksinyam bhra®; T8 Trl Tr2
RV G4 S1 S2 S3 (corrects in margin to asana®) Bl B2 B5
H1 H3 H4 H7 H8 P2 P3 P4 C O A4 A5 adanadyahuti®, P5
asanadya®, TU1 asanabhya®

M sandesah; G4 H5 H7 sakalam idam atmarpana’, G5
sakalam api catmarpana®, B4 sakalasukham atmarpana’;
Tr3 G4 H1 H2 H6 H7 P4 C O A4 A5 A6 A7c °rpanadasi,
M4 A7 °rpanadhiya

M1 M3 vilasitum, B4 vilasutam, K vilasitam

[This stanza appears in S1 as Nos. 29 and 90]

a

Tr2 G4 G5 S1 S2 B2 H4 H5 H6 H7 H8 (H1 no reading) P
(except P5) A5 isanasadréim, P5 adanasa®, H2 asasasa’, B3
B5 i$anusa®, C atmanusa®, O dtmyaikasa®

G4 G5 S1 S2 Bhe H5 H7 H8 P1 P4 A4 saundaryastabakama®
(H5 P1 ol‘yam Stao)

T1 T3 (T2 no reading) TU2 Trl Sl (stanza 90 but reads
°naih in stanza 29) A7 karanacaranah, M4 karanacaranah,

Bh2 karacaranayoh, O tava caranayoh

K “harini, T1 T2 G1 G2 G5 Bhl B2 B3 B4 (corrects to
harinim) B5 H2 H5 H6 H8 P1 C O haranim

D (except Trl S1) G5 S3 B4 H2 ksvelam, H8 khedam;
T1 T2 M TU Tr2 K G2 G3 S1 kabalita®

G4 (G4c °milam) H1 H7 niinam (for °milam); M1 M2 M3
S2 S3 Bh2 B1 B3 H4 H7 H8 P3 C O A4 janani tava
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S2 B2 B3 B5 H1 H4 H8 P (except P5) A4 A5 A6 vairimcyam/
°ramcyam, S3 Bh1l B1 B4 vairamcam

D (except T S1) G1 G5 °makutam

D (except Tr8 RV S1) G1 P2 upayatasya (for abhiya®), G4
(G4c abhiya®) H7 abhijatasya, A5 apiya®

T1 M (except M4) Tr2 G1 S3 Bhl B H4 P (except P4) A2
A5 harasyabhyu®

T1 T8 (T2 no reading) M TU Tr2 Tr3 K G2 Bh1 A1 A2 A3
A7 atisamdhaya, G3 S3 B1 P4 apisamdhaya, H4 asamdhiya
S3 (corrects in margin to sthitas) B4 puras (for sthitas),
B2 purastattatsiddhim; M (except M3) K G1 S2 H4 °sid-
dhih, B2 P1 °siddhim, P2 siddham; B2 B5 H8 P1 °prasa-
bhapara®, H3 H4 C O °prasarapara®; G1 G4 S2 Bl B2
H1 H4 H5 H7 H8 P3 P4 P5 C A4 A7 °tantrah, O °tantrah,
G5 H4 °tantra

Bh2 B4 B5 H6 C O tannirba®’; T2 TU1 TU3S Tr2 RV G1
H1 H2 P (except P2) C O A2 °ghatanat

B1 B4 B5 H1 tantram te, G1 tattantram, H4 te tamtrai

[S2 padas ¢ d illegible in photograph]

b
d

A1l A7 paramariahrdayah
H3 H5 te varnas, H2 varnaughas tava: M (except M3) H6

C janani tava

[S2 padas a b c illegible in photograph]

a

O

T2 TU3 Tr2 G1 S3 Bh2 B1 B3 B5 (corrects in margin to
adau) H1 H2 H4 H6 P5 (by correction of adau) C O adye:
H6 gana (for manor)

B1 P1 vidhayaike

D (except T3 Tl‘l Sl) BhQ H3 A5 A6 A7 (A7c Japantl)
bhajanti (for japanti), G5 smaranti; M1 M2 P3 °valaya,
M4 °yah

B4 navatma® (for tavatma®): D (except T1; T2 no reading)
B4 H2 H4 H6 P5 (corrects in margin to bhavatma®) A5
A6 A7 navatma® (for bhavatma®), T1 G1 tavatma; H4
anaghe

B2 H1 °ty ubhayam api sadhara®

HS8 P4 C O A4 °nandapadayoh

S3 B (except B1) H1 H2 P3 (corrects to yuvati) $§ivamabhisi,
P2 haramahisi
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H6 manye (for vande); T1 TU2 TUS Tr2 G2 G3 Bh B2
B4 H1 H4 H5 H6 H8 P3 (corrects to paracita) P4 P5 (cor-
rects to paracitd) paricita; M TU1 G1 A2 A4 paricida, Tr3
A5 AG A7 paracida

T1 M (except M4) aradhyin, G1 °dhya, G4c H5 H7 HS
P1 P3 P+ A5 A6 °dhya, G5 P2 °dhyam, H1 °dhye, G2
°dhyad, Bh2 B1 C O A+ A7 °ddhum; G5 S1 Bs H1 H5
H7 HS8 P3 (as correction of bhaktyd) P4 A5 A6 premna
(for bhaktya); A7 acarame (for avisaye)

B4 B5 nijaloke (for nirdloke), Adyar ed. and variant in
Srirangam ed. (from Kaivalydsrami’s comm.) niratanke;
D (except Tr2 S1: T2 no reading) G5 P5 (in correction of
loko) loke (for loko); G4 G5 H1 H5 H7 A4 (var) A5 (var)
sadaloka (for hi bhiloka®), H6 hitaloka®, G4c B5 P3 (cor-
rects to bha®) P5 A1l hi sialoka®, Tr2 cidaloka®; D (except
T3; T2 no reading; G3 °nam) G4 B3 H1 °bhuvane

H2 °sphutika®; C O A4 vvomasadréim, H5 vyomajanatam
D (except T3 M1 M2 TUS S1) G4 G5 Bhl H1 H5 H7
°vyavasitaim (G38 °tam), M1 M2 °vyasanitam, P1 °vyasana-
nim, H4 °vyasanani, P2 P5 (corrects to °vyasaninim)
vyasanini; Bh2 B4 B5 giriasiyujyapadavim (for Sivasa-
mana®)

M3 TU Trl Bhl B+ A2 A8 yantyah, G1 yantyo; T M3
TU Tr1 Tr3 RV K G2 G3 A2 °saraner, M1 M2 Al A3 °ne,
M4 Bh1l B5 H1 H2 H6 P4 °nir, G1 S1 S3 B1 B3 H5 °nim;
C sadharmyapadavim (for sarapyasaranim)

M Tr G2 G3 G4 A2 A3 jagati (G4c °ti)

K G1 A4 kam api
G5 H5 H7 P5 (in gloss on yad) sad (for yad); M1 M2 A4
adhatte; B2 dosan; S3 B3 B4 B5 H2 H6 P2 A5c AG amalam

(for akhilam), C athinam

S3 (corrects to nira®) H3 H5 H7 C O A4 niyatam (for nira-
tam)

M1 M4 G1 A5 mahati, M2 mahasi; D (except S1) G1 P5
(as gloss on °kalile) krodhakalite, Bh2 O °kalike, H4 °salile
T M3 TU Tr2 Tr3 RV G (except G3) S3 B2 B4 H5 H7 P1
A1l A2 ya drstih (for drstis te), M (except M3) G3 B1 B4
H3 Ps A3 A7 te drstih, H4 ya drstas te, B5 A7c yaddrstih,
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H2 tvaddrstih, H6 tvadrstih, K taddrstih; Bhl omits te;
C O dayardrabhir drgbhih

40 [G4c B4 B5 have pada and word order as follows: tadi® $a°
timi® / tava $ya° me° janani parinaddhe® // sphuranna-
naratnabharanamanipiraika$aranam / niseve varsa® harami®
tribhu® //]

¢ N (except G1 Bh1 H2 [corrects to tava] P3 [has gloss tavah]
S1 [has gloss tava]) tamah (for tava), T2 ghanayamam,
G1 mani§yamam; S8 (corrects to kam api) G4c B4 B5 H6
janani (for kam api) TU1 S2 kim api

d H2 H6 smaramihira®

O padme (for miile) saha janasamayalasyapa®

G4 S2 Bh2 B1 H1 H5 H7 H8 P1 P5 C A4 bhavatmaianam,

M4 G3 G5 S2 Bhl (as correction of navatma®) B (except B1)

H4 H6 P3 P4 A2 tavatma®, O $ivaitma®; T M TU Trl Tr3

RV K G2 G3 B2 H2 H4 P5 (marginal gloss) A1 A2 A3 A4 A7

manye (for vande)

¢ T3 TU S1S3 Bhl B2 B3 B4 H3 P3 (as correction of ubhaya®)

P5 A2 A5c A6c udayavidhim (for ubhayavi®), G5 ubhayam

idam, G4 °yabhidam uddi§ya (G4c ubhayavidhim uddi®),

H7 ubhavam idam

H1 yajiie (for jajiie), H5 jagye

C O manikyaikam

G4 S Bh2 B (except B1) H1 H2 H7 H8 P2 P3 P4 P5 (corrects

to te hai®) A5 A6 haimam te; G1 G4 B1 H3 H4 Hé6 H7 P1

P2 P3 (corrects to °ti yah) P4 C A4 A7c kirtayatu kah, H1

H2 (corrects to ki® yah) H8 P4 P5 (corrects to ki° yah) Asc

A6c kirtayati kah, G5 kirtayakrah

¢ T1Trl G1 G4 G5 S1 S8 (as correction of sa nideya®) Bh1 B3

H2 H4 H5 H6 H7 H8 P1 P3 (as correction of samide ya°)
P4 P5 (as correction of samide ya®) A4 tam ide ya°, Tr2
B2 H3 P2 P3 (corrects to tam ide ya®) P5 (corrects to tam
ide ya°®) A5 A6 samide ya’, S2 B1 H1 C O samipe ya°®; G4c
A4 °churita® (for °cchurana®); Tr2 A5 °sabala candra$a-
kalam, G1 °§abalam candrakalasam, G4 G5 Bh2 B3 B5
(°bala) °$abala candrakalika, S3 H1 (°lam) H4 H7 P1
yacchayasphurana$abald candrakalika (H1 °kam), H3 P4
P5 (as correction of °cchurana$abalam candrasakalam)
°sphurana$abalam candrakalikam (P5 candra$akalam), P3

41
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°sphuranasakalam camdrakalikam, S2 O A1 A2 °sphurana-
Sabalam candra$akalam, C °sphuritakiranam candra$aralam
Bh B2 B3 B5 H3 H5 H6 H7 HS P1 P2 P3 A5 saunasiram,
H1 A4 saunasiram; N (except Bhl B5 P5 gloss) Tr2 S1 kim
idam iti badhnati dhisanam, B5 kim idam iti nibadhnati, P5
(gloss) kim iti nanu ba® dhi°®

G2 G+ G5 S2 S3 Bh B H1 HS P1 P2 P5 (corrects to “nasni®)
A5 A6 ghanam sni°; T M2 M4 TU Tr RV G1 G3 S1 H3 H7
Al A2 A3 A4 A7 °snigdha®; S1 S2 B2 B3 H1 H5 H7 H8 P4
$yamam (for $laksnam), H6 P2 P3 Asc A6c siksmam; T3
M TU Tr RV K G3 S1 H2 H6 H8 P2 P4 A4 °nikurumbam
Bh2 B2 A5 A6 tadiyam (for yadi®), HS tvadi®; M1 M2 G4
P2 upalabdham

M asminn anye; M S1S3 Bh B (except B3) P1 P3 P5 A6 A7
balamatha®, S2 puramatha®

[D (except Tr2 S1) G1 Bh1 arrange padas in order ¢ d @ b]

a

b

S2 B2 H5 H8 P2 °timiram

T1 T3 (T2 no reading) TU Trl Tr3 S1 Bh1 B3 P2 CO Al A3
dvisam (for tvisam)

H7 nas tulitadalitendivaravanam vadana® o
M4 S2 B4 B5 H1 H3 H4 H5 HS P1 A3 A5 parivahah sro

S3 B2 B3 (°tsri°) H6 P1 P5 (as correction of °kalabhass;t§_rj-
bhir) alikulahasacchribhir, P3 (corrects to °!(alabhasa51;1,;
alikalaha®, H2 H3 P2 A5 A6 alikulahasaéribhir, H1 H5
alikalabhakagribhir

S1 52 (corrects to °bhavati) B1 B4 B5 Hl H2 H3 He6 P2 P.ff
(corrects to parihasati) P4 A5c A6 paribhavati (for pan
hasati); H4° rucih

B4 B5 casmin (for yasmin)

T1 T3 (T2 no reading) M TU1 TU2 Trl Tr?f RV K G}, G3
Bhl Al A4 smaradahanaca®; M2 °madhuriyah, G2 “ma-
dhurihah

T1 Trl Tr8 G (except G2) S2 Bh1 H4 H5 H8 P1P3 (corrects
to ‘nya®) A4 lavanyam .

D (except TUS Tr2 S1; T2 no reading) Bhl (muku®) maku-
taghatitam candrasakalam o
S1 S2 H2 H3 H4 H5 H7 H8 P1 P2 P5 Al A7 °sa}r}1nyasad;
S1 S2 H3 H8 P3 (glosses with ca mithah) A4 militam (for
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€a mithah), G4 (G4c ca mithah) G5 H1 H5 H7 C 0 ‘?“) ﬁg
militah, H4 militamh, M1 M3 ca midah, M2 ca mital, (f0;
HG sa mithah; By ybhayakrtasamdhanam api .yi;t
ubha °thah); C O ubhayam abhisandhaya omll_ltftl.l Bh1
G1 G3 G4 (G4c °syatih) G5 S (S1 corrects too syutll.l)_rtih
(as gloss on °syttih) Bhe B H2 H4 H5 H6 H8 P °lepasphiirtih,
K °lepassﬁktih, TUS3 °lepassiitih

Bhe B2 B4 Bj bhruvor madhye, H6 bhruvor agne; B1 B5
H7 A1 A3 An °vyasanani, M3 M4 K S1 °vyasanini

T M1 M2 Ty Tfl Tr3 K G3 Bhl O Al A3.A6 dhrtagw:la;n:
G2 dh?taglll.lih, A2 °nah, A5 °naih, P2 dllllrt.l,igune, M4 druta
gunam, Tr2, S3 Bho dhrtasare, B4 B5 dhrtiSare 5
52 B5 P4 madhye (for manye); S1 B3 He H3 H6 P1 C A4 A
ratipatih

G1 G4 S3 B3 H (except H1) P3 (corrects to ume). P4 ;))g
(glosses ume) C A4 idam (for ume), B4 B5 A5 AG ime,
imai; Q nigidhantarapadam

Tr3 RV G1 A3 savyetaranaya® to
HS te vimam; To So °nayakamaya, Bh2 S3 (col-pec/tsGr5
*kamayam) A1 A4 rajaniéatmakatayia, M4 Tr2 G1 G4
S1B1 B2 H P1 P2 P3 C O rajaninayakataya . ¢
S2 Bh B H1 H2 H6 P1 P2 P5 drstis te, Tr2 taddystir, H8 te
dyUStiI‘; M1 M2 orucim; M3 S3 Bh2 °1itanilimbujal‘u01h
B5 H4 H7 A3 A5 °cari

M1 M2 B4 kalyani

G4 G5 S (as gloss on °dhara) B2 B5 H1 H5_H7_H_8 I_Il’i 11;‘;
CO A4 krpaparavara, Bh2 B3 B4 P3 krpaparadhara, o
krpadharapara; TU1 TU2 bhogapatikf’t, G5 Bh B (excep
B1) H1 H5 H7 P1 P3 C O A4 bhogalatika

M4 K G1 A7 drstir ya; He °vijayat

T2 TUS Tr2 S2 (corrects to °rasikam) S3 Bh2 B H1 H2 H3
H6 P3 P5 A5 A6 A7 °ndaikabharitam o ad
B1 H2 H4 H6 P3 (corrects to °samsargad) asiiyasampar a'd,
Bh2 B4 B5 °samdarbhad; G4c H1 H2 H3 H5 H6 H7 svi
(for cid)

H6 srigarasa; T M TU Trl1 RV Bhl A1 A2 A3 °tarajane,
K °tarapare
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M1 M2 G1 sarosam; T1 M (except M3) TU2 Tr RV K G1
G3 H4 C O Al A2 A3 A4 giriSanayane, T3 giri$acarite
nayanc; B2 B4 B5 P5 vismitavati, M1 M2 vismayavati, G3
vismayavatim

T3 M3 M4 TU1 TU3 Tr1l Tr3 RV K G2 G3 G5 S2 S3 (as
correction of °javanim) H+4 A (except A3) “saubhigyajanani,
P1 °jananim, B2 B+ B5 °saurabhyajayani

T1 T2 Tr2 G+ G5 H5 H7 A2 A3 janani mayi, H2 H4 P3 Asc
AG mayi jayati, H3 jayati mayi; M4 G3 drstim

B3 H1 H3 H5 H7 HS P1 P4 C O A4 garuda; M1 M2 dadhati
M1 M2 puriin; M1 M2 cetahprasa®; H5 H7 °vidravanapare
H5 gotradhipapati®

Bh1 B2 °krstam smara®; HS$ kathayatah

M (except M3) S2 H4 H5 HS P1 P5 vibhaktam trai®, H1
°ktas trai®, Bh2 B4 (°ktam trai®) viviktatrai®; Tr2 G2 Bh2
B1 B3 H1 H2 H6 A2 A7 °kalita®) varnyavyatikarita®; T
M TU K G+ H1 H3 H5 H7 P1 Al °talilafijanataya, Gic
B3 °tanilambujataya, B1 °talilambujaruca, H2 H6 °tani-
lotpalataya, P3 °talilambujataya, A2 C°tanirijanatayi, A3
°tanirafijanataya

C O tannetra®

H4 srstam, M1 ghanah srastum, M2 ghanasrstam; HI1
°hara® (for °hari®)

TU1 Tr2 Tr3 G1 G4 G5 S2 S3 H3 H7 HS P1 P8 (as correction
of iti) P4 iva (for iti); K G1 G2 G5 B1 B3 H2 H3 H4 H5
H7 H8 P C O A4 trayam idam

TU1 TU2 RV Bh1l H3 P3 A4 A7 dayamisrair

C O aho (for amum)

M (M1 anakham) TU RV K G3 A2 A3 anagham, Trl
anaghau

[Tr1 has pada order ¢ d a b]

O Q O S o o~

G5 B3 O viliyante; M2 $aphalikah

D (except Tr1 S1 A2) G1 G5 C O A4 °kavatam, H2 °kabatam
M2 M3 G1 A1l jagati

H2 (corrects to °rajanyata®) H6 °rajasya tanaye

Bh2 B2 B4 B5 kramtam (for jatam)

S2 S3 Bhl B (except B1) H1 P1 P5 °nilambujaruca

Tr2 S2 Bh2 He H3 H7 HS P1 P5 (by correction of anenayam)
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A8 A5c A6 annenaham; H7 na ca bhavati te, H3 na hi
bhavati te

A4 ara® te bhriavalliyugalam; Al vali® (for pali®); H2 (cor-
rects to °rajanyatanaye) H6 C agarajasya tanaye, P5 (agara-
jendratanaye

C O Saranapatham, A1l A7 $ravanapadam, H6 $ravanamu-
patham

Tr2 RV A7c $anke (for manye)

B4 B5 yad aruhya

D (except Trl Tr2 G3) sajjitavate, Trl G3 A5c A6 samjita-
vate

M (except M3) H5 H8 P1 P5 A3 A5 A7 (A7c °tyah) sara-
svatya; M1 M2 G4 H4 H5 H6 P5 A3 °kausalahari, P1 A7
°hara, A4 °kaus$alabhidah

M1 M2 H2 H5 P1 P2 A4 A5 (A5c °ntyah, so A6) pibantya;
M3 TU1 S$arvani; M (except M4) °culikabhyam, TU2
°culakabhyam, S3 Bh2 B4 B5 H3 P1 A5c A6 °casakabhyam,
Tr2 G1 °yugalabhyam, H6 °putakibhyam; T3 M TU1
TU2 Trl1 K G3 S1 S3 Bh B (except B3) H1 P2 P3 P5 (as
correction of °tam) A1 A2 A3 A5 aviralam (for aviratam),
G2 atiralam, H3 C O A4 avikalam, G1 api ca tah

M3 H2 H5 H8 P5 (as correction of °§lagha®) °$laghya®

Bh1l B4 B5 H1 H3 H4 H8 P2 P4 P5 (glosses with jha®) A4
ranatkarais, P8 hanatka®, S2 (corrects to ranatka®) camatka®

61 [K lacks 8 folios, leaving lacuna of stanzas 61-89, 91, 94, 99]

a

c

M1 M3 TU RV G5 S1 P1 P5 A1 A8 °pati, M4 C O °pate,
Trl °pata, G2 °vati

T1 T8 (T2 no reading) M (except M1) TU Trl Tr3 S1 Bh2
H6 P5 (in gloss on vahann) Al vahaty antar, M1 G2 G3
vahanty antar; M TU G2 Bhl A1 A2 A3 A7 §iSirakarani®;
B3 H3 H6 H8 C O °nih$vasagha®, Tr2 Bh2 B2 B4 B5 A5c
A6 °nisvasaviditah, P1 (°nih$va®) P5 °taranini$vasaviditah,
H4 (°tah) P2 A7 °ni§vasajanitah, RV G2 G8 Bh1 °ni$vasa-
galitah, Tr3 °niSvasagalita, G4 (G4c °saghatitah) °sagaditah,
T M TU Trl S1 °ni§vagalitam

T1 T8 (T2 no reading) TU2 TU3 S1 P2 P5 (corrects to yas)
Al A3 yat (for yas), B2 B4 B5 (corrects to yas tasam)
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yannaste; T1 M3 TU2 RV A8 °manim adhat, T2 Tu3
°manidharat, M4 °manidharah, A2 °manimaya, A1 °manimat

H3 prakrtyah; H4 raktaya; P2 C °rucih, H1 °ruce

G4 (G4c parokse) S2 H1 H2 H5 (°ko) H7 H8 P1 P4 C O A4
varaki (for pravaksye); A4 siyujyam (for sidrsyam); Pl
P5 (corrects to phalatu phalam) janayati katham vidru®, A2
janayati pha® vidru®, G4 H1 H7 H8 P4 C O kalayatu katham
vidru®, S2 H6 A4 janayatu katham vidru®, H2 Asc A6
kalayatu pha® vidru®, H5 kalayati kalam vidru®, G5 katha-
yatu katham vidru®, M1 M jayatu phaladam vidru®

T1 T2 Trl S2 (corrects to na) S3 Bhl (as correction of na)
Bh2 B H2 H3 H4 H6 P3 P5 (corrects to na) A5 A6 kva (for
na); G3 S3 Bhl B3 H1 H2 H3 H4 H8 P2 P3 P4 A2 A5 A7
tvadbi® (for tadbi®); H6 HS P3 P5 °bimbam prati®; T1 M
TU2 Tr3 RV G2 G3 S1 Bhl Al A2 A3 A7 °lanaragad, Bh2
B2 B4 B5 °lanabhavad, H6 °lanamadhad, C4 Bl °phalitala-
bhad

S1 B1 H3 H6 api (for iva), P5 (as correction of iva) asi; Gl
G2 G5 S3 Bhl (lajjeta na) Bl B3 H (except H8) P2 P38 Al
A7 na lajjeta, G4 (G4c vila®) nilajjeta, P4 virajyeta

H6 tatas (for atas); M amlaru®, G5 Bh2 B4 B5 (corrects tg
amlaru®) bhagnarucayah, P5 (as gloss on amlaru®) bhogaru
M1 M3 pibanti; M (M2 °diya) TU G8 (°dhaya) H2 A2 A3
kancikadhiya

G1 B1 B5 °mreditajapa, P2 °mreditadhara, G2 S3 Bhl H6
C O A2 A3 A4 A5 A6 °mredanajada, P3 (as correctlop of
°mredanapara) P5 (corrects to °mredanarasa) °mredanajara,
H4 °mredanataya, TUS3, G4 G5 S2 B2 B3 H1 H3 H5 H7 H8
P1 P3 (corrects to °mredanajara) P4 °mredanapara, T2 H2
°ganajapamredanapara, Bh2 °gal.lajapémreditajapé’ AT
°ganajapamredanajada

H3 H5 H7 C O javapuspa®; T1 M1 M2 TU Tr2 Tr3 RV G1
G3 H6 C O janani tava; G4 G5 S2 Bh2 B3 H1 H2 H5 Hé6
H7 H8 P1 P2 P4 C O A4 A5 A6 vijayate (for jayati sa), P5
jayate sd (corrects to vijayati sa) .
M (except M2) H4 H5 H8 °sinaya; B2 P1 P38 °cchavirucih,
H2 H4 H6 °cchaviruceh



112
65

66

67

Saundaryalahari

H7 hatva (for jitva); H1 H6 apahatasira®, S2 S3 (as cor-
rection of apahrta®) B1 H5 H7 H8 (as correction of apahrta®)
P4 parihrtasi®, S1 Bhl upahrtasira®

T M TU Tr3 S1 Bhl B1 B3 P1 P2 P5 A1 A3 A5 A6 A7
candams$atri® or candamsatri®, B2 camdrams$utri®, Bhe B4
B5 candraya tri°, Tr2 cande$atri®, H4 camdamsSos tri°

G4 G5 S2 S8 (as correction of vidikhe®) B1 B BSH P C O
A4 A5 A6 virificindro® or viraficendro® (for visikhe®); T2
TU3 Tr2 $asivisadakarpurasabala, G4 G5 S2 B3 H1 H4 H5
H6 H7 H8 P3 P4 P5 A4 $a$isakalakarpiradhavala, Bhl P1
$asidhavalakarpira$akala, S3 Bh2 B4 B5 $adidhavalakar-
puradhavala, C O $a$iSakalakarpuararucira, G1 $aSidhava-
lakarptranikara, B1 B2 H2 A5 A6 $asiSisirakarpuradhavala,
H3 P2 $asisiSirakarpirasabala

N (except H2 P5) Tr2 G38 vilupyante, S1 P5 vilipyante, H2
bilihyante (glosses with vilipyante); N (except S3 H4 C O
A4) Tr2 RV S1 °tambiladakalah, S3 C O A4 °tambialakani-
kah, H4 °tambilavadanih

D (except T2 Tr2 TU3 G2 S1 A2 A3) gayantya; G4 H5 H7
caritam (for vividham); D (except T2 M2 G2 G3) HG6
apadanam, M2 G2 apadhanam, G3 upadanam; B1 puraripos
(for paSupates)

Bh2 B3 B5 H2 H4 lalitavacasa sadhu®, S2 (corrects to cali-
tava®) B2 H3 P5 skhalitavacasa sidhu®, A4 skhalita$irasa
sadhu®, S2 (as correction of skhalitava®) G4 B4 calitavacasa
sadhu®; G3 Bh1l H2 H7 P5 A4 sadhuvadane, M4 A7 saya-
vacanaih

T2 T3 M3 M4 TU Trl G5 S1 S8 (corrects to tvadi®) B4 B5
H3 P2 C O A1 A2 A3 A7 tadiyair (for tvadi®), M1 M2
B4 B5 madiyair; G1 G3 B3 P2 P5 (corrects to apalapita®)
A2 A5 apahasitatantri®

B2 H5 P1 vanim; M4 G2 vani vinam; H3 P2 ca cula® (for
nicula®); H4 nibhr$am

TU G8 sprastum, H7 sprstum

T1 TU2 G2 B2 H4 karagrahyam; M TU1 Bh H7 Al A2
°vrttam (for °vrntam), S8 B4 °vrtam, G3 °vrdam, B5
°vrmttam, A4 °vrttim

M1 M4 S1 Al A7 cubukam, M2 cubakam
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Tre RV (para®) G1 G+ G5 S2 S8 H5 H7 A3 A5 A6 puravi-
jayinah

G4 G5 52 83 Bhl B3 H (except H5) P1 P2 P3 (corrects to
cgaru®) P+ A4 A5 A6 “kilaguru®; G2 S1 Bhl B3 A1 A2 AS
A5 A7 °bahula®

B1 P2 tad (for yad); M (except M4) Bhl (as correction of
adho) B4 B35 H3 A5 A7c aho (for adho), O asau

[Most of padas b and ¢ missing from photograph of S3]

a

b

d

H3 C A4 tisro rekhia; H2 H7 P4 lekhas (for rekhas)

Bh2 B5 H7 C O A4 vivadavya®; B2 (°ddha®) B+ B5 °vya-
baddhatri®, H3 P2 °vyanaddham tri®, C O °vyanamgapra-
guna®; D (except M4 Trl Tr3 S1) G1 Bhl B4 B5 H+ H5 H7
P1 P5 C O A+ A7 °praguna® (for °triguna®)

H5 nirajante; Tr2 Tr8 nanarasamadhura®, P1 nanamuk-
hamadhura®; S2 HS P4 °ragotkara®

H6 °niyati® (for °niyama®)

B2 H6 samtrasyat; M+ G+ S2 Bh2 B2 P3 P4 pramatha®
(for prathama®), H1 H5 H7 P1 madanamatha®; Tr2 RV 53
B1 H3 H4 P3 (in gloss on °mathanad) A5 A6 A7 °damanad
(for °mathanad), H6 P2 C O A4 °dalanad; T1 TU Tr (Tr3
°ripe) RV A1 A2 A3 antakaripos$, H4 P1 gandhakari®

G4 52 S8 (gloss on $irsa®) Bhe B2 (viktra®) B3 B4 B5 H1 H2
P3 (corrects to $irsa®) P5 vaktranam (for $irsainam), H6
hastanam

G4c S2 Bh2 B (except B1) H2 H3 H4 HG6 P (except P3) A4
ami (for ume), H1 H5 amum, P3 H7 amim, O amah, C
lacuna

G1 S2 Bh1l B3 H4 H5 H6 H7 P3 C O kada (for kaya), P1
katham; B4 vidyut kamtyam (for cid va samyam), B3 cit
kamtya, P5 cid yat kamtya; TU1 TU3 G1 Bhl B4 B5 H3
H5 P5 bhajati, S2 H2 H8 P4 vrajatu, H3 A4 vrajati, A7
bhavati, T1 bhavatu, H7 omits; 11 S2 B1 B3 H8 P4 vidhaya
(for kalaya); S3 Bh2 B2 B5 P5 hastaka® (for hanta ka°),
G4 (G4c hanta) P1 hantuka®, P2 raktaka®

Tr2 B2 B4 B5 P1 P5 parikri® (for yadi kri®); TU1 G2 G3
kridala®; C O °bhava® (for °tala®); T1 T3 (T2 no reading)
M TU Trl G3 S1 A1 A2 °laksarasacanam, RV G2 °la-
ksarunacanam, G1 °laksarunataram, Bh2 B5 °laksarunajalam,
S3 °laksarunaruci, P5 (as correction of °dalam) ;’ruci‘m
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a Tr2 Tr3 A2 kucayugam
b Bh2 dahatu (for haratu), C O vahatu; G3 Bh1 H1 H4 H5

H6 P3 C O Al prastutamukham, H7 H8 prasnutamu®, P2
prasnutamu®, G5 prasrtamu®
d T1 T3 TU2 A2 pravimrsati

a M4 G4c G5 S2 S3 B3 B4 H (except H4) P1 P2 P3 P4 P5
(as correction of °kutupau) C O A4 A5 A6 A7 °kalasau (for
°kutupau), B2 °kutapau, B5 °kalasapau

b S2 B3 H2 H8 P4 nagakulapatake; T3 H6 me (for nah);
H1 manasijah

¢ T2 T3 M TU1 TUS Trl RV G3 Bh1 A1 A2 A3 °sangarasikau

d Bh1 B1 B3 B4 H3 P2 P5 °iicadamanau

a Gl G4 G5 52 S8 (as gloss on °danuja®) Bh2 B (except B1)
H5 H7 H8 P (except P2) C O A4 °vadana® (for °danuja®);
Tr2 G2 G3 °prabhrtibhih, G4 G5 H5 H7 °pratikrtih, RV
°prasavibhih, G1 °prasrdibhih

b T2 RV samabaddham, S1 samanaddham

d T1T3 M TU Trl Tr8 G2 G3 S1 S2 H3 HS P4 A1 A2 A3

puradamayituh

a C O tulyam (for'stanyam); Bh B1 B3 B5 H1 H4 Hé P2 P5
tuhinagirikanye

b M3 M4 G1 G3 Al A2 °paravaram; D (except Tr2 S1) Gl
G5 Bhl B3 P4 Al A2 A3 sarasvatam; Tr2 Bh2 B1 B3 B4
H5 P2 iti (for iva), H2 iha

¢ Hb5 svapne (for dattam); TU A2 A3 dramidasi$ur, Bh2 B4
(corrects to dravida$®) B5 druhinadisur; H3 kila (for tava)

b T1 T2 Bl B2 H1 H3 H5 H6 H7 P3 (corrects to °samgo) C
O A4 A5 A6 krtajhampo, H2 °jhampho, Tr2 Tr3 krta:majjo,
G4 Bh2 krtaviso, P4 krtahrdayo, B3 krtamagno, Bhl nanu
magno

¢ H7 dhimralatika

d Tr2 S3 Bhl B2 B4 B5 H1 H2 H3 H4 H5 P1 P3 P5 A5 tava
janani; C O lomavalir

[S2 padas a and b not on photograph]

b S2 H2 H8 P4 krée kim cin madhye; Tr2 kim cit tava jhatiti
yad bhati, C O kim cij jhatiti tava tad bhati; T1 TU2
G3 P2 A3 A5 A6 tava janani; S2 H2 HS8 P1 P4 A4 bhavati
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(for janani); D (except Trl; T2 no reading) G1 G5 Bhil
A5 A6 A7 vad (for tad)

Tr1l Tr3 G1 G3 G+ S1 Bh B1 B4 H4 H5 H8 P2 P5 C O A5
A6 nabhim ku®, T1 T3 M (except M4) TU2 TU3 H1 P3
A3 A4 A7 nabhim ku®, B3 nabhiku®

Tu A1 A2 A3 A7 °vartastana®

Tr2 °krtavalam, Bh B3 B4 B5 H1 H2 H6 °kulavalam, C
O A4 °talavalam, HS °talivalam, P2 P38 (corrects to jala®)
°nijavialam, G1 G+ G5 S2 S3 B1 B2 H4 H5 H7 H8 P1 P3
(as correction of nijava®) P4 P35 °jalavalam, A7 °sthalava-
lam

H3 tava kim api giri®; TU B1 P3 A7 iti (for api); T1 M1 M2
M4 Tr3 G1 Al nabhir girisute, T3 M3 TU Tr1 S1 H4 H6 P2
A2 A8 A7 (A7c nabhiti giri®) nabhi girisute, Bh2 nabhiva
girije

[H3 omits stanza]

a
b
d

M1 M4 klamajusah

D (except Tr2) naritilaka (for nabhau vilisu)

T1 T2 TU2 TU3 Tr2 RV S3 B1 H3 P2 P3 samavasthasthe’;
M1 M4 Bh2 bhavati

S3 Bh2 B P1 P5 kucav etau sadyas tata®, M4 ku® samyak
svidyattata®, Tr2 ku® nityam sadyattata®

Tr2 G1 G4 H3 H5 (domu°®) H6 H7 C O dormulam; Tr2
H1 H5 H7 P1 kalayatah

S1 Bhl A1 A2 A3 alam iti valagnam, G1 alam iti vilagnau,
B2 B4 P5 alam iva vilagnam, S3 alam iva valagnam, B1 B3
H2 H3 H6 P1 P2 udaram avalagnam, A4 udaram avilagnam,
H4 udaram avalakagnam, B5 P3 udaram iva lagnam, C O
udarasavilagnam, A5 A6 abalam avalagnam; M2 P2 tanu-
bhava, H3 H8 P1 tanubhavam, S2 P3 (corrects to tanubhuva)
tanubhuvam, G8 tanubhuvam

M (except M4) B1 H1 H3 H4 H6 H8 P1 P3 baddham (for
naddham), P2 vamddham; M (except M4) lavanivalli®;
M4 trivaliruharivalli®

H2 vistaram kim acalapatih parvati

G4 B2 H1 H5 P1 P3 (as correction of haranariipena, which
correction was afterwards erased to affirm the original read-
ing) jaghanarapena (for haranari®), H7 jaghanabhasena, Bh2
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B3 P5 A4 bharanaripena, H4 karanarapena, C O tarunari-
pena; M4 Tr3 G5 H1 vidadhe (for nidadhe), Trl vinidadhe

d G2 pragbhaga sthaga®, G3 pragbhigah stha®; Bl B3 ca
nayati

82 [S1 inserts before this stanza the words: ura januni sakrd eva
varnayati]

a M1 M4 G38 A2 A5 kavindranam; T M TU Tr1 RV G38 Bhl
H2 H6 (in marginal correction of Sundah) A1 A8 $undin,
Tr2 Tr3 G2 P3 (corrects to Sundih) A2 Sundam, B2 P2 $unda

b P1 etabhyam abhayam (for aru® ubha®); T2 T3 TU1 TUS3
A2 A3 asi (for api); T2 M Trl G2 G3 S1 Bh B3 H4 H5 A7
bhavati; C nirjitavati (for nirjitya bhavati), O nirjaya
bhavati

d T1T3 M TU G3 Bhl (corrects to vijigye) A1 A2 A3 vidhijiie
janu®, G1 G2 G4 S1 S2 H8 P2 P4 vijijiie (doubtless pro-
nounced vijigye, i.e. conjunct jii pronounced as gy), H4
vijajiie, B4 vijigyau; H5 H7 a vividha® (for vibudha®), C O
airavatakumbha (for vibudhakarikumbha®); Mysore ed.
asi (for api)

88 a T2 TU3 G1 G2 G5 S1 S2 Bh B3 B4 B5 H1 H3 H4 H6 HS

P1 P3 P4 P5 A7 pura jetum

b M Tr2 G2 G4 S3 H2 H3 H6 A4 A5 AG A7 te janghe, O te
jato; Bh S3 (as correction of badham) B H1 P1 P5 O gadham
for badham), Tr2 nyasam

¢ C laksyante (for dréyante); H7 P3 (corrects to °li) padayu-
galam

d C nakhagresu munih sura®; D (except S1) G5 A7 °makuta’;
S2 S3 Bh B H1 H4 H5 H7 P1 P2 P3 (as correction of °$i-
naika®) P4 A5 A6 °sanaughanisitah, H8 °$anaighanisitah

84 b H2 krpaya (for dayaya); T3 M1 M2 G Bhl B4 H6 P5 A2
A7 dehi (for dhehi)
¢ M1 M2 padah (for pathah); TU1 °jatacudatatini, A1 °jata-
ciitatatini
d G1 G4c H2 H4 H6 P5 C O °naharacitda®, H5 H7 °nataraciada®

85 @ BI (as correction of °vakam) B8 (as correction of °vakyam)
H3 A4 namoviacam, H1 °vakim, B3 (corrects to °viacam) HO
namovakyam

b H2 °ruciram alaktakavate
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S3 Bhl B1 B4 B5 H1 H4 H6 P5 atyartham; B2 P5 tad®
(for yad®)
H5 pramavadana®, H7 pramadavadana®, B2 pramadajanaka®

H omits atha ... dahanakrtam (in pada ¢); Bh2 B4 B5 P5
°skhalitam; C O vailaksanami®

T2 G5 S2 Bh1 B1 P1 P5 °nayugale, Bh2 B2 B4 B5 H4 P3 CO
A4 °nayugalam, G2 °nayugali

M (except M3) S Bh2 B3 H2 H4 H5 H6 H8 A1 A2 A4 A5 A7
unmilitavati, H1 unmilitavati, M3 unmilitavatas

B1 H3 kilakilitam, H7 kilakilatam

G1 (°kanta®) H7 P3 C O A8 °krantacaturau, G5 (°kinti®)
S3 B1 B3 B4 (°kanti®) B5 H1 H2 H3 (°kanti®) H6 (as cor-
rection of °kranta®) H8 °krantirucirau, Bh2 H4 H6 (corrects
to °kranti®) P1 P2 P5 A7 °krantarucirau, D (except Tr2
A3 A7) °girinivasaikacaturau, Bhl °girinivasaikarucirau
S3 Bh2 B5 H3 H4 P2 P3 P5 C O A3 A4 A7 parabhagena vi°,
HS8 parabhivena vi°; T3 M TU1 Trl Gl G2 G3 Bhl Al
nié§i caramabhage ca vi®°; A5 A6 rucirau (for viséadau), A4
subhagau, P1 $aradau

T3 M1 M3 TU1 G3 Al A2 varam la°, M2 varala®; M4 Sf’;
Bh2 B1 H2 H3 H4 H5 H7 H8 P3 P4 C O A4 A5 api stja
(for atisrja®), TU iti srja®; G4 B2 H5 H7 P4 C O A5 parna-
yinam (for samayinam)

S3 Bh1 B2 B4 B5 H4 H6 P2 P5 A5 hasata$ (for jayatas), 1\;
(except M3) yajatas; G2 S2 B3 H6 H8 P4 iti (for iha), S3 1

88 [P5 omits stanza; G2 has pada order ¢ d a b]
a D (except Tr2 G2 A3) Bhl kirtinam (for kanti®); P1 A7

b

pramadam (for prapadam) .

H4 P2 sadbhir nitam; B4 jatharakamathi® (for kathinaka-
mathi®); H1 ka° sadbhir jurathakamathi®; G4 S Bh2 B H1
H4 HS P1 P2 P4 A7 °kharpara®, M1 °karpura®; M1 M2
°kulam (for °tulam), A5 °calam

S3 B1 H1 H2 H3 H6 hastabhyam (for bahubhyam), M G3
H4 A1 A4 A7 panibhyam; G5 S3 Bh2 B2 B4 B5 H1 H? H5
HS8 P1 upanayanakale

S2 (probably so read but corrected to yad) B5 H3 H+ H8 P4

tad (for yad)
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89 M H2 C svah Saunda"?/alahari .
c Svahsthe® H7 Sv B2 H5 vache 5
" a o Bhe B1 B2 H5 s
M1 Mz 55 A7 dadhatam hl‘;:t;l edh ta; B H5 H7 H8 C Ad
A5 A6 kléalayao 11, adhata;
d H6 daridranam- o
A3 dadateanam’ M (except M3) A7 dadhatau, A2 dadatd

90 [K resumes]

4 T8 TU Trl Tr3 G1 G3 pg 1, 4z 1atte (for yad adhatte), M3
AL A4 A7 kadadhatte, Tg N4 Trg K S8 B H2 HS P2 (adate)
A2 A5 A6 yad adatte, C tadadatte; B2 P5 vanim mukh2 ;

G4c Bh2 B5 P1 Pg °rasanim G4 H5 H6 P3 °racanam,
°racana ’

91 [K lacuna]

a S2 H8 P1 P5 padam nyssee. o ppe TU B4 H5 P P5 (85
gloss on °rabdhuma®) A9 ivérabdhamao’ H2 H6 P2 ivﬁlat_)‘
dhama®, H1 H2 H3 C ivalabdhuma®, Tr2 RV Ag ivadhd-
tuma®, G2 A5 A7 ivalabdhumanasa \Y
Bh H5 H7 P2 A4 Calal’ltas, T1 T2 M (except M4) TU R
G2 Al A2 A3 skhalantas, M4 kalantas, Tr2 carantyas,
carantam; B2 Heé bhuvanaka]a°, Se B3 (corrects to bha
vanaka®) H8 P4 A7 Saranakala® o
¢ G1 S2 (as correction of suvi®) Bhe B1 H1 H2 H3 H4 H6 H
P3 (corrects to suvi®) P4 C 0 A4 A5 A6 svaviksepe, S3 (a8
correction of suvi®) samviksepe, D (except Tr2) Bhl atas
tesam $iksam; S2 S3 HS °ranitam 5
d G4 G5 S8 (as correction of °kamalam) Bh B2 34 Bs H1 IGIA
H4 H5 H8 P2 P5 A5 caranayugalam, H7 carajugalam; 4
S2 H5 H7 H8 P O A4 A7 carucaritam, H4 A3 carucalite, B
B5 calayati te (for caru®), Bhi calayati tan

92 [K resumes] N

a H7 P2 mandahasati, H6 °hasata, Bh2 “hasita o

b M1 M2 G1 G3 S2 B1 B3 He H3 H4 H6 H8 P2 P4 p5 C !
A4 A7 gatre (for citte), Tr2 haste; T1 T3 M '];Ul TU2 rI:I;
Tr3 RV K G2 S1 Al A2 A3 °upalasobha (for iva kathora);
T2 TU2 Tr2 kucayuge, Bh1 P5 stanatate

¢ S2 Bh2 H7 H8 P4 bhr®° madhye tanvi; Do(excel?t Tr2) Bhol
urasijaroha®, Tr2 adhikam aroha°, H3 pr urasi Vgriroha;
G1 S3 He H4 H6 P2 C O A4 A7c pr° api vararoha®, B4 pr
asi vararoha® (as correction of caroha®), G4 PT api caroha
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G5 S2 Bh2 B (except B4) H1 H5 H7 H8 P (except P2)

A5 A6 urasi ciaroha®

[B3 omits]

a
Cc

S3 Bh2 yatas (for tatas)
T1 G3 G5 Se S3 H1 H3 H4 H5 H7 H8 P (except P5) A5 A6

tathapy ete, G2 tada hy ete; H4 H5 Satamukhamukhah

[Tr2 omits, K lacuna]

a

b

G4 H5 H7 °haribhadreévara®; H6 °mukhah (for °bhrtah),
H2 °mukhah, C O °sivah

T2 M1 (°gatita®) M2 B1 H2 H4 H6 A4 °cchayakapataghati-
tapra®, B4 °c Chiyidharitakapataprachanoapa’_cam; Bh2 B4
B5 °patam (for °patah), P5 opadar;f, H5 °padah, G1 “patah
D (except T1 T2 Tr2 M4) °nardgirunataya, M4 °naragad
arunitam, G5 °naragarunitah, G4 H5 A5 A6 °nalabhad
arunitah, B4 B5 °nalinarunatayd, H6 °nalobharunataya, 52
°nalabharunatayam, P5 °phalitalin'érur,1atayé, G1 °phalita-
bhasarunataya, H7 °nalabhad arunitam

[K resumes]

T1 T8 TU Tr RV K G1 G3 A2 A3 maratakakara®; H1 H3

b
H4 H5 H6 H8 P (except P1) A5 nividitam

¢ S2 H8 P4 punas (for atas); H4 H7 P1 P2 tadbhogena, H1
tvadbhagena; Tr2 B5 O pratikalam, B4 pratikulam; S2 H8
P4 alam (for idam); M4 P2 P5 ra%ct.aku° .

d H1 H3 H4 H5 Hé Hs P2 P4 A5 nividayati

[S1 omits] )

b M4 G4 G5 S2 (as correction of .msevye) Bh2 B2 B? B5 H1
H4 H5 H7 H8 P (except P2) niseve, H2 H3 H6 nisevyam,
A5 A6 nisevyam, P2 nisevyd nityevam aham; M (except
MS3) nityas, M3 Trl nityam, TUl TU3 B4 nityam, G1
nitya, G2 nityabhis tv aham iti; H3 dhl_yﬁ (for iadi)

¢ D (except G2 G3; T2 no reading) Gl trinayana

d P2 P5 nirajanavidhih, H4 nirajitavidhim

b Tr2 RV H6 va bhavati na

d G4 (G4c asangah) H5 H7 P3 abhogah (for asangah), K
adambah; Bh B1 B4 B5 (°ru®) A5 A6 kurabaka®

a H7 P3 P5 devi; P1 P2 °grhanim, P3 (corrects to °grhi°)

grahinim
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d T1T3 M3 TU Tr RV G3 Bhl B3 C O A1 A2 A3 A4 A5c A6
mahamaya, T2 maham maya, H6 mayamaye; M TU Tr2
Tr3 K G5 S8 Bhl H4 H7 P5 °mahisi, B5 °mahisih, H3
mahasi (H3c mahisi); P2 paravratyamahisi

99 a H7 laksmi; S3 H4 P1 P5 (as correction of °sapatno) A4

°sapatnyo, M4 °sapatnyau, G4 Bh2 H5 H7 H8 P3 °sapatnya,
M3 °sapatni, M1 °sapatnau, B2 °sapatnyor, P2 °sapatyo;
S1 Bh2 B1 H3 H5 H7 P2 P3 A2 vijayate (for viharate)

¢c T1 T8 M Tr RV G1 G5 S1 S2 B3 H1 H2 H6 H8 A1 A2 A3
A4 eva (for esa), P4 evam, G2 etat

d T M TU Trl Tr3 G2 S1 A1 A2 A8 paranandabhikhyam; G4
G5 S3 H7 P2 P5 °bhajanabhik, B5 °bhajitavan

100 [TU1 Tr2 omit; Bh2 has lacuna of final aksaras (tiriyam)]
b S2 S3 Bhl B4 B5 H1 H5 H8 P4 P5 arghaghatana, H6

arghatana, D (except TU2 TU3 S1) G4 (so also K °nam)
Bh2 P2 A4 arghyaracana, G1 arghyaracita, O argharacana,
C °lavair racana

¢ M1 M4 °sahityaka®, K °sauhityacaranam; H5 °sauhitya-
karane

d G4 B2 B4 B5 P2 P5 A6 svakiyabhir (for tvadiya®); G1 Bhl
janani tava, P5 janani tadha

App. 1 [appears in T1 T2 Tr2 RV (end) TU2 TU3 G1 S2 (margin)

S3 Bh B H2 H4 H6 P1 P2 P3 (margin) P5]

a TU3 RV Tr2 tavanitah patya, G1 samanitam patya;
H6 P1 manimukutatam

b S3 Bh B1 P2 P3 bhayad asya snigdhastimita®, B2 B4
B5 P5 bhayad asya snigdhas timirakirana, P1 bhayad
antar snigdhastimitakira®; S3 Bh2 B (except B3) P3
P5 °srpam (P5 °nam); G1 gatad asmad arabdha stimi-
karakaranasrenimasrna

¢ RV S2 Bhl B3 B5 H2 H4 H6 P1 P2 °vaktraprati; TU3
RV Tr2 H2 H4 H6 °tam asrantavi®, P2 °taviérantivi®, G1
°tam viéranticakitam, Bh2 B5 P5 °tavisrantivi®, S3 Bhl
B2 B4 P3 °taviérantavi®, S2 °tam niérantavi®, B1 P1
°phalanam aérantivi®, B3 °phalanam asrantavi®; T1
adrantjvikalam, T2 °vikaca

d T2 Tu2 TU3 Tr2 nijambhojavyajat(°jan) nija(TU2
TUS tava)hrdaya®; S3 B4 B5 °ruhabhavam, P38 °ruha-
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bhuvam, P2 P5 °ruhabhuvah RV °ruharucih, G1 °ru-
harucim, Bh2 °ruhabhavah

App. 2 [appears in all N MSS except A4 and in following D MSS:

a

b

d

T1 T2 M4+ TU Ge]

T2 G2 samuttungasthiila®; Bhl °stanatatapuras ciru
T1 T2 TU?Q kataksah, G1 katiksah; T1 T2 M4 TU2
S3 B1 H3 H6 P3 (corrects to °rpah) P5 C O A5 A6 kan-
darpah, B4 H? °rpa, B5 °rpa; T1 T2 M4 TU2 G1 Bh1 S3
B (except B2) H2 H3 H4 H6 P2 C O A5 A6 kati cana
(for kusumita®), P5 kati jana ca kadamba®

H2 P1 P2 P3 (corrects to °ntim) P5 (corrects to °ntir)
tvadbhranti, B2 P5 (as correction of °nti) °bhrantir;
G1 G2 M4 janani (for manasi); TU3 G2 janayantah
samayino, S2 janayantah samatulah, B3 H4 H8 P4
janayantah samatulim, S3 Bh2 P1 A5 A6 janayantah
suvadane, T1 TU?2 janayanti sumadane, T2 janayanta
(sumadane?), B1 B4 (corrects to °yamtah) B5 P5 jana-
yanti suvadane, Bhl janayantim suvadane, B2 janayanti
sma vimali, H8 janayanti suvimald, M4 janani (for
manasi) jayati smeravimala, Gl janani janaya tvam
mayini; H1 manasi janayam asa madana, P2 ma° ja°
dsa manaso, TU1 ma® ja° asa mahasa, P3 ma® ja°® asa

vipulam
T1 M4 TU2 TUS S3 B4 B5 H3 H6 H8 P5 C O bhavatyam;

H8 parinamatir

App. 3 [appears in all N MSS except G5 (has a lacuna) and in the

a

b

()

following D MSS: T1 T2 M4 TU2 TU3 RV G2 G3 A2]
H4 nitacature (for nitinipune) . .

S8 (corrects to niraghara®) BI.HQ P1 ?Q nirakarajiiane,
B2 P3 niradharajnane, H5 mrigh.orajﬁﬁne, Adyar ed.
niraghatajiane; G4 H5 H7 A4 nly.atapara°, HS8 niga-
mapara‘;' G2 G3 H1 P1 P5 °paricittaika®, P2 niyari-
citekanilaye . e

TUS B1 B3 He H7 P3 (as correction of °stuti®) °stutapade
T1 T2 M4 TUe2 TU3 RV Bhl H7 C O A2 A4 nisamaya

for nigamaya)
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sivah Saktya yukto
$ive srngarardra
¢rutinam mirdhano

samam devi skanda®
samanitah padbhyam
samudbhitasthala®
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sarasvatyah stktir
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haris tvim ardadhya
himanihantavyam
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1s quoted in its full pre-sandhi form. Compounds are further analyzed
and all but their prior members are quoted in stem form preceded by
a hyphen. Prior members are not quoted since they are readily de-
ducible from the full form of the word. References are to stanza and
pada. Variant readings appear with the indication “var” in paren-
theses following the citation, and such citations follow the citations
from the printed text.

-am$a  65b(var) atas lc, 84c, 63c, 8lc, 95c,
-am$u 63c, 65b 91d(var)

akrta 83b ati 1la

akrtapunyas 1d atirasataya 63b

-aksa 33c
akhilapurusarthaikaghatanat
3lc(var)
akhilapurusz‘trthaikaghatani-
svatantram 38lcd
akhilam 27c¢, 38d
agarajatanaye 58a

agaru 68c

aguru 68c(var)

-agni  33d, 96d

-agra 64c, 67a, 83c, 83d, 89c
angebhyas 20a
acalatanaye 76¢

acarame 97c

-accha 64c

ajani 75d

afijanati 53a

-atavi 2lc

animadyabhis 93d, 96a

atilaghu 19c¢
atisamdhaya 3la(var)
atisrjantau 87c
atulam 93c

atyantam 85c
atyartham 85c(var)
atha 82a, 86a, 11b(var)
adanadi 27b(var)
adbhyas 388d

adya 73d

adritanayam 98b
adharapanakulataya 67b
adhas 19a, 68d, 11a(var)
adhat 61d(var)
-adhigama 98¢

-adhipa 20c
-adhisthana 9b, 39a
adhisthiya 39a
adhyarodhum 62d
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adhyustavalayam 10c
anagham 34b, 54d(var)
anaghe 54d

anangas 6d

anayat 5b

animesas 55b

anile 14d

aniSam 28a, 89d

-anu  32d

anugrhnati 24c
anudhavanti 18b
-anusadréa  28a(var)

anena 57c¢

-anta App. 3¢

antahpuram 93a

antah$alyam 86¢

antakaripos 70c(var)

antar 5d, 61c, 74c

-antar 10a, 37d

-antara 47d

antaragatam 77c

antaracarim 48d

antarbaddhastimitakiranasreni-
masrnas App. 1b

antastimiramihiradvipanagari 3a

antastimiramihiroddipanakari
3a(var)

andhakaripos 70c

anyas 4a

anyonyam 77c

apadam 88a

apadanam 66a(var)

aparam 23b

aparitrptena 23a

aparne 55a

apalapitatantrikalaravaim 66c
apahasitatantrikalaravam
66c(var)

apahrta$irastrais 65a
apangavyasangas 58d

apangit 6d

apangaloke 13b

api, 1b, lc, 2¢, 4c, 5b, 5¢, 5d,
6c(twice), 7c, 9a, 9c(twice),
10b, 11a, 12b, 12d, 14d, 15c,
19d, 21b, 23b, 24b, 26c, 27a,
29a, 37b, 38b, 40c, 46c, 49b,
57b, 61d, 73d, 78c, 82b, 82d,
84b, 90c, 97bd, 98c, 11b(var),
15c(var), 25a(var), 62d(var),
87c(var), 92c(var), 93c(var),
App. 3d

api ca 4c, 61d, 90c

apisamdhaya 3la(var)

-abja 1lc(var)

abhayavaradas 4a

abhayahastarpanadhiya 70d

-abhikhya 99d

abhitas 96a

-abhinaya 4b

abhiyatasya 380c¢

abhisamdhaya 81a

-abhihanana 85c¢

-abhiti 4b

abhiat 23b

-abhyarna 52a

abhyutthine 30d

amandam 28b

amaralalanas 12¢

amaras 93d

amalam 38d(var)

amalam 74b

ami 16d, 32¢c, 71b(var)

amisam App. 2d

amuficantau 50c

amum 54c

amia 73a

-amrta 20a

amrtarasamanikyakala$au
73a(var)
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amrtarasamanikyakutupau 73a

amrtalaharikau$alaharis 60a

amrtalaharim 63c

amba 74a

ambaramanis App. la

-ambuja  14d, 48c, 53a(var),
57a(var)

-ambhoja App. 1d(var)

ambhobhis 100c

amlarucayas 63c

ayam 34c, 57c, 8lc

ayodhya 49a

-ara 9d

aralam 58a

arala 92a

ardlais 45a

-aruna 71d

-arunata 94c
arunadhavala§yamarucibhis 54b
arunam 50d
arunaharactidamanirucis
84d(var)
arunaharicidamanirucis 84d
arunia 92d

arunabham 23¢

arunim 16b

arunitam 62c
arunimanimagnam 18b
-arka 44b

arkatmakataya 48a
arkenducaranam 59c¢
arghaghatana 100b(var)
arghyaghatana 100b
arghyaracana 100b(var)
-artha 3lc

-ardha 19b, 23b

-arpana 27c, 70d

alakais 45a

alam 80c

alikanayanam 50d

alikalabhasasribhis 45a
alikulahasacchribhis 45a(var)
aloke 36d(var)

avati 24a

avadanam 66a
avaniratham 59c

avanti 49c

-avayavata 32d

avalagnam 80c(var)
avalidhena 76a

avasinesu 32c

-avastha 79d

avatitarat 31d

avapya 10c

avikalam 2b

avikalan 2b(var)
aviditavadhisamgamarasau 73c
avidyanam 3a

aviratam 60b

aviralam 60b(var)
aviSrintam 64a

avisaye 36c¢

asanadi 27b

aSesam 56c¢

aSesam 8lc

-aéra 1llc

aérantavikacam App. lc(var)
aérantivikacam App. lc
astadaéagunitavidyéparinatis
38¢c

asi 4b, 35a(twice), 93a, 82d(var)
asulabhas 97d

asulabha 93b

asiiyati 85¢

asliyasamsargat 50d
asiiyasamparkat 50d(var)
asau 26d, 6la

asmakam 61b

asmin 26d, 28c, 43d

asmal 85b
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asya 18c, App. 1b(var)
-asra  1llc(var)

aham 96b, 57c(var)
ahas 48a

-ahi 5lc

aho 68d(var)

ahnaya 89d

-akara 69c, App. 3b(var)

akarnakrstasmara$aravilasam
52d

-akara 8c, 35d

-akaranati 90c¢

akasam 9b

-akulata 67b

-akulita 72¢

-akrti 77a

-akrsta 52d

-akranta 56c¢(var), 87a(var)

-akranti 87a

agamavidas 98a

-agara 78c
acaksanam 91d
idcaste 60d

acchidya 81b
ajiidcakrastham 363
ajiam  24d

-atapa 16a
-atmakata 48a
-atman 84b, 35¢, 41b

atmanam 10d, 34b, 14b(var),

41b(var)
atmarpanada$a 27c¢(var)
atmarpanadréa 27c
adatte 38d, 90d(var)

adaya 88d
-adi  1le, 27b
adau 3833

-adya 17D, 29b, 93d, 964,
adye 83a(var)

adhatte 20b, 58b, 90d

-adhara T74c
-adhara 9a, 49b
adhare 4la

_inanda 8d, 34d, 35d
gnamram 23d

anitas App. la(var)
apas 35b

apnoti 206a

abha 23c, 80b, 92b
-abharana 40b
abhati 46a

-abhoga 59a
abhogavatika 49b(var)
abhogas 97d(var)
-amoda 17d

-amnaya 10b
-amredana 644,
-amredita G4a(var)
ayodhanarathas 6b
arabdhamanasas 9la(var)
arabdhumanasas 91a
arabdhe 66b
ariddhum 36c(var)
aradhya 5a, 36¢c(var)
aradhyan 36c¢
aradhyam 1lc¢

aruhya 59c

-aroha 92c
arohavisaye 92c(var)
-ardra 39d, 51a
-alaktaka 90a
alabdhamanasas 91la(var)
alabdhumanasas 91la(var)
alambya 24d

-alapa 38c

-aloka 13b, 39c
alokya 12c, 72¢c
-avarta 78a

-avali '76a, 76d, 78a
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-avila 78b
asankakulitahrdayas 72c
asanusadrSim 28a

dScaryam 96c
-dSlesa 68a
asa App. 2c
asangas 97d
asit 63b
-asina G4c
astam 7d
-asvada 50c
asvadya 29a, 75¢
-ahuti  33d
ahutividhis 27b
ahus 56b, 98a
ahopurusika 7d
-ahlada 21d

-itara 51a

iti 10b, 11b, 14c, 19¢, 22b(twice),
84c, 42d, 53d, 54c, 56b, 76d,
80c, 96b, 78c(var), 87d(var)

idam 6d, 24c, 31d, 33a, 41d, 43d,
52¢c, 53b, 55¢, 56¢, 57c, 59b,
68b, 72b, 8lc, 95c¢, 100d,
App. 2d, App. 38d, 42d(var),
47d(var), 53d(var)

-indivara 43a

-indu 19d, 59c

-indra 12b, 16b, 22d, 40b, 65c,
82a

-indradhanus 40b

imim App. 3d

ime 5%2c

iyata 57c¢

iyam 55c, 68b, 100d, App. 2d

iva 15¢, 20b, 20c, 37d, 38d, 44b,
44d, 52a, 53d, 60d, 62d, 69d,
74d, 75b, 77d, 79b, 80d, 89b,

9la, 92b,
53d(var), 80c(var)
iha 87d

ide 39b, 42c(var)
-isa  67b

isas 24b

isinadayite 53b
iéinaripuna 86d
isinas 85d
isanasadrsim
-ifvara 94a

28a(var)

-ukti  30d

ucitam 61b

-utkdra 69c(var)
-uttamsa 25d, 52c
-utpala 57a, 53a(var)
udake 14a

udayam 56a
udayavidhim 41c(var)
udaram 80c(var)
udastam 67b
uddisya 4lc
-uddipana 3a(var)
uddyotais 7la
-uddhiilana 2d
-udbhiuta 96a
-udvahana 25¢
unmilitavata 88c(var)
unmilitavata 86c
_unmesa 956a, 56¢
upacdram 39d
upanayanakz‘mle 86¢(var)
upanayasi 54d
upayamanakale 88c
upayatasya 30c(var)
uparatan 53¢

upari  9b, 14d, 21b
-upala 100b

94d, App.

129
1d,
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upalabdhum 43¢
-upalasobha 92b(var)
-upavana 8b

-upanta 93d
-upendra  65¢
ubhayam 46c, 82h
ubhayavidhim 41c
ubhayasadharanataya 34c
ubhabhyam 41c, 82b
ume 47d, 71b, App. 2d
uras App. 2a

urasi  92c(var)
urasijirohavisaye 92¢
urvaSya 18d

urvim 18b

ullanghya 58c

drubhyam 82b

-eka 3lc, 38a, 40c, 50a, 69a, 83d,
App. 3b, 87a(var)

ekas 6c¢c

eka 4b

eke 33b

etad 24b, 77a, 23c(var)

etan 2c(var)

etabhyam 4lc

ete 25d, 93¢

etesu 30c

etau 84b, 80a(var)

enam 2c¢, 2d

eva 4b, 4d, 16b, 22c, 35c,
99c(var)

evam 1b

esa 99c

-ogha 83d(var)

autsukyat 12c
aupamyarahitam 67d

-kankeli 85d

kataksavyaksepabhramarakala-
bhau 50b

kataikse App. 2b

-kathina 82c

kathinakamathikarparatulam
88b

kathora 92b

kathore 30b

-kanika 65d(var)

kantakavati 68a

-kantha 11a

kati kati 18d, 97a

kati cana 8d, App. 2b(var)

kati cid 16b

kathamkaram 67d

katham 1d, 2¢, 12b, 15c¢, 62d,
71b, 88b, 88c, 62b(var)

kathaya 71b, 90a

kathayati 22b

kathayamas 71b

-katha 64a

-kadamba App. 2b

kadambadyutivapus App.
2b(var)

-kadali 82a

kada 90a, 71c(var), 90d(var)

kanakakadalikandapatalim 82a

kanakakalasabhau 80b

kandarpas App. 2b

kandarpas App. 2b(var)

-kanya 12a, 75a

-kapata 94b

-kapata 55¢

-kabari 44a

-kabala 65d

kam (water) 9a

kam (interrog.) 40c

-kamathi 88b

kamaniyas 75d
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-kamala 16a, 17d, 38a, 68b, SGb,
89a, 90d, 91d, 10a(var)

kamalam 7lc

kamalanam 21b

kaya cid 7lc

-kara (hand) 15b, 25d, 47¢, 89c¢

-kara (doing) 20b, 46d, 47b, 57d,
95a, 100a, 3a(var), 61c(var)

karakamalasamkoca$asibhis 89a

karagrahyam 67¢c

-karana 93b, 100c

karanacaranas 28d(var)

karanacaranais 28d

-karanda 95b

karatalais 7c

kardagrena 67a

karanam 71b

karalam 29c

-kari 82d

karikalabhakumbhastanabhara
Ta

karindranam 82a

karuna 92d

karnayugalam 50b

karnabhyarnam 52a

karnejapanayanapai$unyacaki-
tas 55a

karta 17c

-karpara 88b

-karpira 65c

karptirais 95b

kalankas 95a

kalatram 97a

-kalana 29c

-kalabha 7a, 45a, 50b

kalayatas 52d, 80b(var)

kalayata 80b

kalayatu 62b(var)

kalaya 62d, 71c

-kalarava 66c

-kalasa 13c, 77c, 80b, 73a(var)
-kalahamsa 91b

-kala 1lec, 19b, 78b
kalabhis 95b

kalam 21b

-kalika 52c, 42c(var)
-kalita 89c(var)
kalitalaktakarasam 90a
-kalila 39c

kalpante 12b

kalyani 49a

kavacibhis 65a
kavayas 97a

kavayitd 75d
kavayitum 12a(var)
kavalitavatas 29c
kavata 55c(var)
kavitakaranataya 90c
kavinam 50a, 75d
kavindranim 16a, 82a(var)
kavindras 12b
kasantau 80b

kas 97b, 42b(var)
kastiari 95a

ka 92d, 98c
ka cid 92d
kaiici 7a, 13d

kaficikadhiya 63d(var)
karjikadhiya 63d
-kanda 82a

kantim 71b
kantinam 88a
kantya 37c

kantyam 7lc(var)
kam 6c

kamas 32a

-kala 88c

kalakalana 29c
kalagarubahalajambhalamalina
68c
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kalinditanutaratarangakrti 77a
kale 90a

kavyanam 17¢

kim cid 47a, 50d, 77b

-kifijalka 45¢

kim 38b, 42b, 42d, 47a, 49b,
58b, 77D, 78c, 87d, 92d, 96¢c,
97b(twice)

kim api 49b

-kirana  82a, 87c, 44b, App. 1b

kirananikurambamrtarasam 20a

kirantim 203

kiritam 380a, 42b

kilikilitam 86d
kisalayakaragrena 89c
kinasas 26b

kirtayati 42b

kirtayatu 42b(var)

kirtim 74d

kirtinam 88a(var)
kucakala$ayos 77¢
kucakala$avisrastasicaya 13a
kucatate 92b

kucayugam 19a
kucabhogas 74c
kucabhyam 23d, 97d

kucau 80a
kutali$a$icidalamukutam 23d
-kunda 10d

kundam 78b

kundalaganas 60c

-kutuka 58b

kutukam 94d

-kutupa 73a

kutsanapara 5l1a

kumarau 73d

-kumbha 7a, 72d, 74a, 82d
kuravakataros 97d

-kula 52c, 45a(var), 73b(var)
kulakunde 10d

kulapatham 9c

kulavalam 78b(var)
kuvalayam 53¢

kuvalayais 49a

kuéalam 79d

kuéalas 1b
kusumasarakodandakutukam
58b
kusumagaratejohutabhujas 78b
kusumitakadambadyutivapus
App. 2b

-kuhara 95c

kuharini 10d

kuharini  10d(var)

-kuharini  77d

kuharinim 77d(var)

-karpasa 80a
-krta 1d, 86¢
krtajhampas
krtamagnas 76b(var)
krtavisas 76b(var)
krtasangas 76b

krte 95d

krtva 10d, 19a, 86a
krpaya 57b
krpadharadhara 49b
krpaparadhara 49b(var)
krpaparavara 49b(var)

76b(var)

krpam 6c
krse 77b
kesam 58b

keSesu 92a
kaitabhabhidas 30a
kais 97b

-koti 386a, 86d
kotire 30b

-kona 11d
-kodanda 58b
-kau$ala 60a
kauéalahari 60a(var)



Index of Words 133

-kramana 27b

kranta 87a(var)
krantam 55c¢(var)
kranti 87a(var)
kridallaksmicaranatalalaksaru-
nadalam 71d

-krida 91a

-krodha 76a
krodhakalile 89c
-krauiicadamana 73d(var)
-krauficadalana 73d
klamajusas 79a

kva 62c(var)
kvanatkaficidima 7a

-kvana 86d
ksanacalitayos 24d
ksapayati 24a(var)

ksapayate 24a
ksapitapaSupasavyatikaras 99c
ksititalam 31d
ksitidharapatis 81a
ksitis 32a

ksitau 14a

-ksina 79a

-ksira 15d
ksemam 44c
ksobham 5b
ksvedam 29c¢
ksvelam 29c¢(var)

-khanda 46b
-kharpara 88b(var)
khalu 1b

khedam 72b
khelam 91b

gaganamanibhis 42a
ganga 54c
gangayam 51b
gangavartas 78a

-gana 4a, 60c, 64a

-ganika 18d

-ganda 59a

-gata T7c

gatas 94a
gatigamakagitaikanipune 69a
gatis 27b

gate 5%a

gatais 42a

-gabhira 16d

gabhirabhir 16d(var)

gabhire 76b

-gamaka 69a

garudas 52a(var)

garutas 5%2a

-garbha 83a
galadvenibandhas 13c
-galita 6lc(var)

gale 69a

gidham 83b(var)

gitre 92b(var)

gayantl 66a

gayantya 66a(var)

giram 98a
-giri  6c, 12a,
girije 78c
giriacarite 51b
giri$anayananam 78d
giriSanayane 51b(var) o
giriéasﬁyujyapadavim 12d,
37b(var)
girisute 67¢,
giriéena 67b
-gita 69a
girvanaganikas 18d

-gutika 15b

-gzi{ 25a, 33c, 47D, 69b, App-
3a
gunaganak
64a

42b, 6la, 67a, 872

82c, 83a, 78c(var)

athamredanajapa
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gunaganakathamredanaparﬁ
64a(var)

gunanika 3c

gunam 38d

gunanam 53d

-gunita 388c

gurutvam 8la

gurus 8lc

-grha 8b

-grhini 98a

grhita 47c

gotraskhalanam 864

gotradharapatikulottamsakalike
52¢

gramanam 69d

-grahya 67c

griva 68b

-ghatana 3lc, 100b
-ghatika 15b(var)

-ghatita 42a, 61c, 80a, 94b
ghatitas 32c

ghanam 48b(var)
ghanasnigdham 43b
-ghutika 15b(var)
ghrnibhis 964

-ghrta 33d

ca 4c, l4c, 24c, 32b, 39b, 46c,
47d, 55c¢, 55d, 57¢, 61d, 81d,
87b(twice), 90c, 66d(var),
92¢(var)

-cakita 55a, 24d(var)

cakoranam 63b

cakori 37d
-cakra 86a, 59b
-caksus 45d

caficujadimda 63b
-cana 71d(var)

candams$atripuraharanirmalya-
vimukhais 65b(var)

candaméutripuraharanirmalya-
vimukhais 65b

candi 89b

catasrnam 70a

catuhsastis 14c

catuhsastya 3la

-catura 87a

caturadhikapaficasat 14b

caturnam 70d

caturbhis 11a, 70b

catu$cakram 59b

catuScatvarim$at 1lc(var)

cana 8d

-candra 7b, 63a
candrakalikam (or °ka) 42c(var)
candrasakalam 42c, 46b(var)
candrat App. 1d
candropalajalalavais 100b
camatkara$laghicalitairasas
60c

-cara 38b, 48d

-carana 28d, 59c, 93a
caranakamalam 91d
caranakamalantar 10a(var)
caranakamale 86b
caranakonas 11d
-caranatala 71d

-caranatia 28d
carananirnejanajalam 90b
caranapankeruhabhavam 2a
caranayugalam 91d(var)
caranayugalantar 10a
caranayos 25b

carane 28c

caranau 4d, 84b, 89b, 90b
carantas 91b

caramabhige 87b(var)
-carita 51b, 91d
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caritam 66a(var)

calantas 91b(var)

-calita 24d, 60c

calitadirasi 66b

-casaka 60b(var)

ciru App. 2a

carucaritam 91d(var)

carucarite 91d

cilayati 91d(var)

cikuranikurambam 438b

-citta App. 3b

cittapraSamarasavidravanaphale
52b

citte 92b

citram 87d

cid 16b, 47a, 71c, 77b, 92d
cidanandalaharim 8d
cidanandiakaram 35d
cintamanigunanika 3c
cintamanigunanibaddhaksavala-
yas 33c

cintamanigrhe 8b

cibukam 67d

ciram 79c, 99¢

cirat 86c

culayati 66d(var)

-culuka 60b

-cidamani 84d

-cudala 23d
cetahkamalavanabalataparucim
16a

ced 1b
caitanyastabakamakarandasru-
tijhari 3b
caitanyastabakamakarandasru-
tiséira 3b(var)

colena 66d

-chada 55c¢, 62a
-chadman 88d

-chala 91d

-chavi 64c

-chaya 18a, 42c, 64b, 94b
-churana 42c

jagat 6d, 24a, 41d, 56¢, 92d

jagati 87d(var)

jagati 87d, 56a

jaghanaripena 81b(var)

janghe 83b

jajiie 41d

-jata 15a, 84c

jatharakamathikharpuratulam
88b(var)

-jada 64a(var)

jadam 13a
jadanam 3b
-jadima 63b

-jana  5a, 5la(var)
-janaka 37a, 72c
janakajananimat 41d
janani 17b, 29d, 32d, 39b, 51d,
64b, 76d, 77b, 87d, 100d,
40c(var), App. 2c¢(var)
-janani 5a, 51c(var)
-jananimat 41d

janayatu 62b

janayantas App. 2c(var)
janayanti sma App. 2c(var)
janayanti App. 2c(var)

janayam asa App. 2¢
janas 176d

-janita 25a, 61c(var)
janmajaladhau  3c

-japa 55a, 64a

japanti 33c

japas 27a

japapuspacchayd 64b

jambharimukutam 30b

-jambhila 68c
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jayatas 87d

jayati 64b, 92d, 51d(var)
-jayin 5lc

-jara  29a

-jala 90b, 100b, 78b(var)
-jaladhi 3¢

jalamayam 95a

jalpas 27c
javapuspacchiayia 64b(var)
jahati 91b

jahati 55d

jahi 30b

jaitam 56¢

janite 76d

janubhyam 82d

-jala 63a

jitavate 59d

jitvi 65a, 9c(var)

jihva 64b
-jiva 28d
jivan 99c

juhvantas 383d

-jata 15a, 84c

jetum 83a(var)
-jiana App. 3b
-jyotsna 15a, 63a
jvaraplustam 20d(var)
jvaraplustan 20d
-jvala 76a, 100a

jhatiti 72d, 77b(var)
jhanatkarais 60d
jhampa 76b(var)
-jhari 3b

-tata 79a, 80a, 87a, 92b

tatagha’_citakurpﬁsabhidurau
80a(var)

-tatini 79c, 84c

taditvantam 40a

tadillekhatanvim 21la

tatas 93a

tattatsiddhiprasavaparatantras
31b(var)

tattatsiddhiprasavaparatantrais
31b

tattannamavyavaharanayogya
49d

tatha 6c, 23c, 25¢, 93¢

tathapi 6c, 93¢

tatha hi 23c, 25¢

tad 24c, 46b, 77b, 24b(var),
88d(var)

tadadhas 19a

tadanu 32b

tadabhihananaya 85c¢(var)
tada 22c

taditarajane 5la(var)
taditaramukhe 51a
tadiyam  48c(var)

tadiyais 66¢(var)
tadbimbapratiphalanalabhat
62c

tadbhogena 95¢(var)
-tanaya 54c, 56b, 58a, 76¢c, 79d,
98b

taniyamsam 2a

-tanu 2la

tanucchayabhis 18a
tanutara 77a

tanubhavam 80c(var)
tanubhuva 80c¢
tanibhitam 77d

tanotu 44c

tantram 31d

-tantri 66¢

tantrais 3la

tanmilam 29d

tanvi 92c

tapanatanaya 54c
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tapana$a$ikotidyutidharam 36a

tapana$a$ivai$§vinaramayim 21la

tapobhis 12d

-tapta 40d

tam 39b, 24b(var), 42c(var)

tamah$§yamam 40c(var)

tamas 53d

-taranga 777a

-tarani 18a

-taranl 18a(var)

-tarala 50c

taralakaraninam 93b

taralatarasrngaralaharigabhira-
bhis 16cd(var)

-taru 79c, 85d, 97d

tarunataranidrisaranibhis 18a

tarunatarasrngaralaharigabhira-
bhis 16cd

-taruni  18a(var)

tarinam 89b

-tala 31d

tava 2a, 4d, 11d, 13b, 14d, 21b,
24d, 25a, 25b, 27d, 28c, 29d,
30d, 32d, 33a, 34b, 36a, 39a,
40c, 41a, 43b, 44c, 46a, 48a,
50c, 52d, 55a, 56b, 56d, 59b,
62a, 63a, 64b, 65d, 67d, 68b,
70a, 72b, 75a, 75¢, 76d, 77b,
78¢c, 80c, 84a, 85b, 90b, 93d,
95d, 97¢, 100d, 41b(var), App.
la(var)

tasmat 776¢c

tasmai 22c

tasya 19a, 96¢

-tatanka 59a

tatankamahima 29d

tadayati 86b

-tandava 41b

tam 39b, 76d

-tambiula 65d, 90d

tarais 60d

tasam 61d

-timira 3a, 44a, App. 1b(var)

timirakirana$renimasrnas App.
1b(var)

timiraparipanthisphuranaya
40a

tirayati  24b

tirayate 24b(var)

tiraScinas 58c

tiraskurvan 24b

-tilaka 79b(var)

tisrbhis 32c

tisras 69a

-tira  79c

tirthainam  54d

turiya 98c

tulayitum 12a

-tula 88b

tulakotikvanais 86d

tulam 62d

tulitadalitendivaravanam 43a

tuhinagirikanye 12a, 75a(var)

tuhinagirina 67a

tuhinagirivaméadhvajapati 6la

trnayatas 96c

trtiya 48c

te 6d, 18a, 19b, 31d, 32d, 37a,
39d, 42b, 45b, 48b, 48c, 49c,
51d, 57¢c, 58a, 60d, 63c, 69d,
71b, 78a, 74d, 76b, 79¢c, 8lc,
83b, 86b, 88a, 89b, 91b, 94a,
91d(var)

-tejas 78b

tesam 14d, 91d(var)

toye 55b

tau 73c

trayam 53d

trayaécatvarimsat llec

trayanam 25a, 54d, 69d
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trasyadvanaharinagalinanayanas
18c

-trana 15b
tratum 4c, 80c, 92d
-trasa 15b

-triguna  69b
trigunajanitanam 25a
trinayana® see trinaya®
-tritaya  58b

tritayam 33a

tridha 80d

trinayanam 238c
trinayanasamrddhim 96c
trinayane 25d(var)
-tripurahara 65b
tribhuvanam 40d
triyamam 48b
-trirekha 11d
trirekhabhis 11d(var)
trilokim 19d

-trivalaya 1lc

trivali 80d
trutitatatinitirataruna 79c
trutyate 79b
trutyatkaficyas 13d
-traivarnya 53a
traivarnyam 53a(var)
tvaccaranayos 93a
tvat 4a

tvatpatis 26d
tvatpadodvahanamanipithasya
25¢

tvatpadau 87d
tvadiyam 1%a
tvadiyas 61b
tvadiyanam 94c
tvadiyabhis 100d
tvadiye 47b

tvadiyais 66c
tvadunmesiakrantam 56c(var)
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tvadunmesat 56c

tvaddase 22a(var)

tvaddrstis  39d(var)

tvadbimbapratiphalanaragat
62c(var)

tvadbhajanavan 99d

tvadbhogena 95c

tvadbhranti App. 2c(var)

tvadbhrantim App. 2c
tvadriapam 23c

tvadvaktrapratiphalitam App-
lc(var)

tvadvaktram App. lc
tvannirbandhat 8lc
tvannetratritayam 53b

tvam 4b, 22a, 22b, 22c, 34a,
35a(twice), 35b(twice), 35C
98c

tvaya 23a, 66b

tvayi 35b, 81b

tva 15c

tvam le, 5a, 5c, 8d, 17b, 20b,
20¢, 33c, 96b, 15¢c(var)

-tvis 44b

damstra 3d

dattam 75c¢

dadatam 89c

dadatau 89d

dadane 28a

dadhatas 19a(var)
dadhati 21d, 84a
dadhati 52%a

dadhati App. lc
dadhana 7c

-danuja 74a
dantacchadaruces 62a
-damana 70c(var), 73d(var)
-damayitr 68a, 74d(var)
dayamanena 88d



Index of Words

dayaya 41c, 84b
dayamitrais 54b
dayamisrais 54b(var)
dayardra 39d
dayardrabhis  39d(var)
dayavatya 75c

dayita 53b
daradalitanilotpalaruca 57a
daradalitahemambujarucis 48c
darasmere 45c
daridranam 8¢
daridrebhyas 89d
darpam 20c¢

-dala 11c¢, 71d

-dalana  78d, 70c(var)
-dalita 438a, 48c, 57a
daviyamsam 57b
dadanarucikifijalkarucire 45c¢
daSasaraphalas 83c

-dasa 27c(var)

dahati 89c

dahanakrtam 86c¢

datum 4c

-daman 7a

dase 22a

divam 18b
divasakaranirajanavidhis 100a
divasani$ayos 48d

divi 1l4c

divisadas 29b

divyanam 89b

disati 58d

diasi 22c

dinam 57b

dinebhyas 28a

-dukila 18d
duradhigamanihsimamahim3
98c

dusprapam 12d

drgbhis 39d(var)

-dr§ 26c, 27c

drsas 56d

dréa 57a

drsam 94d, 26c(var)
dréyante 83c

drsad 92b

-drsad 64c

drsadi 88d
drsadupalaéobha 92b(var)
drstim 22a

drstis 39d, 48c, 49¢, 51d
drstya 20d

drstva 50c

devas 1b

devan 53c

devanam 25a

devi 72b, 80d, 88a
devim 37b, 98a
devyas 97b

-deha 96a

dehi 84b(var)

daityan 65a
daivataganas 4a
dogdhi 94d

dormiilam 80b(var)
dormiile 80b

dosat 38d

-dyuti 86a, 46a, App. 2b
dyutivimalam 46a(var)
dramidasiéus 75c(var)
dravida$iSus 75c
-draksa 15d
draghiyasya 57a
druhinagrhinim 98a
druhina$isus 75c(var)
druhinaharirudran 53c
druhinaharirudre§varabhrtas
94a

druhyati 59c

-dvamdva 38b
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dvamdvaya 85b
-dvaya 82d
-dvara 78d
dvaropantasthitibhis 93d
dvasastis 14b
dviguna$aragarbhau 83a
dvitiyam 46b
-dvipavadana 72a
dviradavadanakrauficadalanau
73d
-dvis 44b(var)
dvisattrim$at 1l4c
dvisamadhikapaficasat 14a
-dvipa 3a, 8b

dhatte 68b, 90d(var)
dhanadas 26b

dhanais 97b

dhanus 6a, 7c, 40b, 42d, 47¢c
dhanyas 57c

dhanyas 8d

-dhara 36a, 56b, 61d, 75a, 81a,
15b(var)
dharanidharakanye 75a
dharanidharariajanyatanaye 56b
-dharapati 52c

-dhavala 54b, 65¢c(var)
dhata 24a

-dharasiva 20d(var)
-dhara 10a, 20d, 33d, 49b
dhisana 58d

dhisanam 42d

-dhi 63d, 70d

dhunotu 43a

-dhurina 15d
dhimalatika 76c
dhrtagunam 47b(var)
dhrtagune 47b

dhehi 84b

dhyayet 19b

dhruvam 49d, 54c
-dhvaja 6la
-dhvanta 37d
dhvantam 43a

na lb(twice), 4b, 15¢, 18d, 29d,
35b, 42d, 57¢c, 58b, 62¢, 73D,
91b, 97b, 62d(var), 87b(var)

-nakha 83d

nakhinam 71a

nakhebhyas 70c

nakhais 89a

nagakulapatike 73b(var)

nagapatipatake 73b

-nagara 49c

-nagarl 3a

-nata 41b

-nata 7a(var)

natva 5e, 15¢

nadas 54c¢

naddham 80d

namanmaurtes 79b

-namita 87a

namovakam 85a

nayati 19c, 81d

-nayana 5c, 18¢, 23c, 50d, 55a,
78d, 96¢, 50b(var)
nayanam 48a
nayanaramaniyaya 85a
nayanavirasam 13a

naram 13a

narmasu 13a

-nalina 71a
navanalinaragam 7la
navabhis 11b
navarasamahitz‘mdavanatam
41b

navarasasvadataralau 50c¢
navatmanam 41b, 34b(var)
navinarkakiranam 44b
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nas 7d, 48a, 44c, 54a, 72b, 73b
nakastrinam 89a

-nanda 40b
nanavidhamadhuraragikara-
bhuvam 69c¢

nabhis 78c(var)

nabhi 78c

nabhikuharinim 77d

nabhim 77d(var)

nabhisarasi 76b

naibhau 79b

-naman 49d
namavayavatam 32d
-nayakata 48b

-nayakamaya 48b(var)

nari 5b

naritilaka 79b(var)

-nala 68b

nasavams$as 6la

-nih§vasa 6le(var)

-nihsima 98¢

nikate 25c¢

-nikuramba  20a, 43b
-nikurumba  20a(var), 43b(var)
nikhilanigamantastutipade App.
3c

-nigama App. 3c

nigamaya App. 3d
nigidhantaram 47d
niculayati 66d
nijasayujyapadavim 22c
nijahrdayapankeruham App. 1d
nijat 8%2a

nijam 66d

nijambhojavyajat App. 1d(var)
nitambapragbharas 81d
nitambat 81b

nityam 68a

nityasmere App. 3a

nitye 33b, 96b, App. 3d

nidadhe 81b

nidrainam 87b

nidhanam 26b

nidhaya 33b

-nidhi 100c

nidhe App. 3a

-nipata 57d

-nipuna 69a, App. 3a

nipunau 4d

-nibaddha 33c

nibadhnati 42d

nibidayati 95d

nibiditam 95b

-nibha  10c

nibhrtam 66d

-nimagna 18b

nimagnanim 3d

nimajjan 28d

-nimesa  56d

nimesonmesibhyam 56a

niyatam 55b, 39a(var)

niyatya App. 3¢

-niyama 69d

niyamaparacittaikanilaye App.
3b

niratam 39a

niravadhigune App. 3a

niravadhimahabhogarasikas 33b

nirakarajiiane App- 8b(var)

niraghatajiane App. 3b

niratankam App. 1d

niratanke App. 3d, 36d(var)

niraloke 36d

nirjitya 82b

-nirnejana  90b

-nirbandha 3lc

-nirmalya 65b

nirmukte App. 3¢

-nilaya 8c, App. 3b, 10c(var)

niliyante 55b
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nivasati 364
-niviasa, 87a(var)
nividayati 95d(var)
nividitam 95b(var)
nivrttais 65b
m?fimay a  App. 3d(var)
-nisa 484

nisayam g7h

nii - 55d, 87h
-nisita 834

nidinisi 634
-ni$vasa 6]c
nisangau  83h
nisannam 21p
niseve 40d, 96b(var)
lisevye 96b
Nisargaksinasya 79a

nideyacchiyicchuranaéabalam
42c

nitam 88h

nitas 93¢
nitinipune App. 3a
Nipopavanavati 8b
-nirdjana 100a
Nirdjanavidhim 96d
-nirdjita 2ed

-nila 534, 57,
‘I{ﬂOtpalaté 53a(var)
NUnam 954
-hetra 53
Detrabhyam 47b
Detre  59c

Detrais  54b
Nediyas  61b
Nyastam 88d
Nydsa 46c, 9la

Paksmani 52a
“Pankeruha 2a, App. 1d
Pankeryhabhuvas App. 1d(var)
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pankeruharucim 45b

pafica 6a

paiicatvam 26a

paficabhis 1la

-pata 6la, 94b

-patali  82a

-pataka 73b

-pati  26d, 52c, 59d, 73b, 8la

patitam 13b

patis 97b

patnim 98b

patya 9d, App. la(var)

patyus 64a, 82c

-pathin 58c

-pada 22d, App. 3c

padanyasakridaparicayan 91a

padam 88a

padayos 85a

-padavi 12d, 22c

padbhyam App. la
-padma 21c

padmam 98a

padme 9d

payahparavaras 75b

payas 38d

-para  34d, 4la, 5la, 52b(var),
64a(var)

paraciti 36b

-paracitta App. 3b
-paratantra 31b
parabrahmamahisi 984
parabrahmabhikhyam 994
parabhige 87b
parabhagena 87b(var)
param 35b, 36b, 87¢
paramaéivaparyaflkanilaygm 8c
paramahladalaharim 914
paravratyamahisi 98d(var)
parasive 25a(var)
parajetum 83a
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-paradhina 54a
-parananda 34d
paranandabhikhyam 99d(var)
paramaraharayas 32b
parikridallaksmicaranatalala-
ksarunadalam 71d(var)
pariksina 7b

-paricaya 9la

paricita  36b(var)
parijanoktis 30c
parinatadaraccandravadana 7b
parinatayam 35b :
parinatas 11d

-parinati 38c

parinatis App. 2d
-parinaddha 40b
parinamati 46d, 64d
parinamayitum 35c
-paritrpta 23a

paritratum 56d
-paripanthi 40a
paribhavati 45b(var)
parimilitapar§vam 36b
parimrsati  72d

parivahati 75b

parivahas 44d(var)
-parivrta 8a

parihara 30a

parihasati 45b
parihrtanimesas 56d
parihrtadirastrais 65a(var)
paritam 45b

-parivaha 44d

-paryanka 8c

-paryaya 27d
pavitrikartum 54a

-pasu  99c
pasupatijatajutatatini 84c
pasupatiparadhinahrdaye 54a
paSupatis 31b

padupates 66a

paéanam 85d

paéyantas 21d

paimsum 2a
panibhyam 4a, 88c(var)

pativratyam 99b
-patra 87c

pathas 84c

-pada 25c, 87d
pﬁdayugalinakhﬁ.gracchadménas
83cd
padambujayugam 14d

paidyam 84c

-pana 67b

-paravara 75b
parvati 8la

-paréva 36b
paliyugalam 58a
-pasa 99c

pasam 7c

pibatam 63a
pibanti 63d
pibantau 73c
pibantya 60b(var)
pibantyas 60b
pibeyam 90b

-pitha 25c¢

-pita 72a

-puta 55¢

-punya 1d

punar 10b, 31c, 53c
puradamayitus 68a
purabhida 88c
puramathitur 7d
puraripum 5b
puravijayinas 74d, 68a(var)
puras 30a

purastat 7d

pura 5b, 83a(var)
puram 52b
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purarates 933

-purusartha 3ic

-puspa  64b

-pustaka 15b

Puja  25b(twice)

-purva 24c

prthur 92c¢

-paiSunya 553

pauspam 63
prakatitavarébhityabhinaya 4b
-prakara 28b

-prakrti  11b, 744

prakrtisarala 99,

prakrtya 90c

prakosthe 47d

pragunagunasamkhyapratibhu-
vas 69b(var)

-pracchada 94b

pr:natajanasaubhﬁgyajananim
a

pranatikathinabhyam 82c

pranantum 1d

pranamresu 30c

pranayinam 87c(var)

pranamas 27c¢

pratapavyamisram 744

pratidinam 95¢

-pratiphalana 62¢

pratiphalanarigarunataya
94c(var)

pratiphalanalabhirunataya 94c

-pratiphalita 595, 62¢(var), App
lc(var) .

pratiphalitam  App. 1c

pratibhayajaramrtyuharanim
29a

-pratibht  69b

prativacanam 60d

pratytise 55d

prathamamathanat 70c

pradipajvalabhis  100a

prapaficam 10b

prapadam 88a

prabalakabaribharatimiratvi-
sam 44ab

prabhavati 1d, 5d

prabhavitum 1la

prabhinnz‘zbhis 11b

-prabhrti  12b

pramathapataye 59d

pramathamathanat 70c(var)

pramadavanakankelitarave
85d

pralayatas 56c

pralayam 56a

pravaksye 62b

pravisat 77d

praviSati 55d

-prasama  52b

-prasabha 31b(var)

prasabham 30c¢

-prasara 31b(var)

-prasava 31b

prastutamukham 72b(var)

prasnutamukham 72b

-prak 81d
pradaksinyakramanam 27b
pradaksinyabhramanam
27b(var)

pradaksinyam 27b(var)
premna 36¢(var)
-preyasl 16c
praudhanam 75d
-plusta 20d

phanitayas 15d(var)
-phala  52b, 83c
phalatu 61b

phalam 4c, 61b, 62b
phalani 89¢
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baddhacchadaputakapatam 3535¢

baddham 80d(var)
badhnati 42d(var)
bandikrtam 44b
-bandha 13c
-bahala 68c

bahir 61d
bahunagaravistaravijaya 49c
-bahula 68c(var)
badham 83b
banan 7c

-bala 16a
bahubhyam 88c
bindum 19a
bibhrse 35d
bibhrat 53d
-bimba 62c, 95a
bimbam 62c
bimbadhararucibhis 74c
biladvaram 78d
-brahma 22d
brimas 67d, 85a

bhaktas App. 2d
bhaktya 36c
bhagavati 34b
-bhanga 17a, 47a
bhangat 80c

-bhangi 17¢, 17a(var)
bharngisubhagais 17c
bhajati 2d, 26b, 71c(var)
bhajatu 71c
-bhajanabhaj 99d(var)
-bhajanavant 99d

bhajanti 8d, 16b(var), 33c(var)

bhajante 16b, 32d, 97a
bhaje 38b

bhanitayas 15d
bhadram 89d
-bhadre$vara 94a(var)

-bhaya 29a, 47a

bhayat 4c, App. 1b

-bhara 7a, 79a, App. 2a

bharanaripena 8lb(var)

-bharita 50a(var)

bhartaram 86b

-bhava 2a, App. 1d(var)

bhavati la, 17¢, 57¢c, 97b,
3d(var)

bhavati (voc.) 77b(var),
82b(var)

bhavati 3d, 82b

bhavatim 16b

bhavatu 27d, 79d

bhavatya App. 2d
bhavatyam App. 2d(var)
-bhavana 36d
bhavanakabaribharatimiratvi-
sim 44ab(var)
bhavanakalahamsas 91b
bhavanakonas 11d(var)
bhavanam 30c

bhavanti 18¢

bhavasya 30d
bhavatmanam 384b, 41b(var)
bhavani 22a, 22b

bhavet 25b
bhasitoddhilanavidhim 2d
-bhaga 87b

bhati 77b

-bhara 44a, 81d
bhalokabhavane 386d
-bhava 62c(var)
bhavayati 96b

bhavena 385d

bhasam 94c

bhittvd 9c

-bhid 30a

-bhidura 80a

bhita 5lc
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bhugne 47a
bhujaganibham 10c
bhujalatinam 70a
-bhuvana 40d, 36d(var)
bhuvanakalahamsas 9lc(var)
bhuvanabhayabhangavyasanini
47a
bhuvanam 38la
-bhii 69¢, 70b, 80c
bhujaslesan 68a
-bhiita 77d
bhitva 5b
bhimim 10c
bhimis 385b
bhiiyobhiyas 95d
-bhrt 94a
bhréam 63d, 92¢c
bhettus 52b
-bhoga 33D, 74c, 95¢
bhogalatika 49b(var)
bhogavatika 49b
-bhramana 27b(var)
bhramayati 19d
bhramayasi 98d
-bhramara 50b
-bhranti App. 2¢
bhruvos 47a(var)
bhruvau 47a
bhrimadhye 9c
bhrilatikayos 24d

-makaranda 38b, 28b, 38a, 50a
-makuta see -mukuta
makutaghatitam 46b(var)
-magna 76b(var)

majjivas 28d

maficatvam 94a

maifice 8c

-mafjira 9lc

-mani 25c¢, 42a, 91c, App. la

manidvipe 8b

manipire 9a

manipiraikadaranam 40c

manimukuratam App. la

-mathana 43d, 45d, 70c

-mathitr 7d

madanamathanat 70c(var)

madanas App. 2¢

madhukaramayi 6a

madhukararucibhyam 47b

madhuksiradriksimadhurima-
dhurinas 15d

-madhura 17d, 69c¢

madhura 49b

-madhuriman 15d

-madhulih  45d

madhulihas 45d(var)

madhyasya 79c

-madhye 7b, 8a, 9c, 77b, 92c,
47a(var)

manas 9c, 35a

-manas 9la

manasa 12c¢, 21c, 23a, 88d
manasi l4c, 73b, App. 2c
manasijas 76b

manos 33a

mandahasita 92a(var)
mandahasite 92a
mandarastabakasubhage 28¢
manmathakalam 19b
manmatharatham 59b
manye 34b, 43d, 46b, 47c, 59b,
75a, 41b(var)

mama 84b, App. 3d

-maya 6a, 64c

mayi 22a, 51d

mayikhas 14d
marakatakarandam 95b
maratakakarandam 95b(var)
marut 35a



Index of Words 147

-marut 6b

marutam 9b
marutsarathis 35a
maryada 93b

-mala 2lc
malayamarut 6b
-malin 68c

-masrna  App. 1b
-mahat 33b, 41b
mahatam 5d, 17¢c, 38b

mahati 39c
mahatim 89b
-mahas 10b

mahadevam 97c¢
mahantas 21d
mahipadmatavyam 2lc
mahamaya 98d(var)
mahamaye 98d
mahaviras 59d
mahasamhare 26d
mahasamvartagnis 96d
-mahima 29d, 98¢
-mahisi  19b, 98d, 35d(var)
mahim 9a

-manikya 73a
manikyatvam 42a
manikyavapusa 64d
matar 65d, 84b, 90a
madyanti 45d
madhuryais 66¢
manasacaram 38b

mam 57b
-maya 2lc
-mara 32b

maras 59d

-mala 16a(var)
mahendri 26¢
-mitra  54b
mithas 46¢
militam  46c(var)

militas 46c(var)

-misra  54b(var)

-mihira 3a, 34a, 40d
-mukuta 15a, 22d, 23d, 25d,
30b, 83d
mukuta$aSikhandasya 46b
mukundbrahmendrasphutamu-
kutanirajitapadam 22d
-mukura 67c

-mukurata App. la
-mukula 78a
mukulitakarottamsamukutas
25d

muktamanidharas 61d
muktamanibhis 74b
muktas 6lc

-mukha 51a, 72b, 90d, 93c
mukhakamalanalaériyam 68b
mukham 19a, 59b
mukhamukuravrntam 67c
mudraviracana 27a
muninam 5d
muraripuvaridhasya 3d
mustau 47d

muhur 67b

mikanam 90c

-mirti 20b, 79b

mirtis 64d

mirdhinas 84a

-mila 29d
milaprakrtibhis 11b

miladhare 9a

mile 4la

mrpalimrdvindm 70a

mrpalilalityam 68d

-mrtyu 29a

mrditamalamiyena 2lc

-mrdu 70a

mrsa 86a
me 27d, 28d, 84b
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megham 40c
mohaya 5d
maurvi 6a

yacchayacchuranasabalam
42¢(var)

yatra 58c

yad 12c, 27d, 29c, 38d, 46a,
68d, 72c, 75¢, 77a, 88d, 90d,

23c(var), 61d(var), 7lc(var),
77b(var)

yadagrasinayas 64c

yadagre 83c

yadabhihanaya 85c

yadalapat 38c

yadaloke 39c

yadi 1a, 72d

yadiyam 43c

yam 36c, 59¢

yayos 37c, 84c, 84d

yas 17b, 18b, 19b, 20b, 22b,
42b, 61d, 96b

yasmat 73c

yasmin 45c

ya 25b, 89d(var)

yati 26b, 56a, 39d(var)

yatu 28c

yanti 12c

yantya 37c

yantyas 37c(var)

yuktas 1la

-yuga 14d, 19a, 19d, 34a,
72b

-yugala  10a, 50b, 58a, 59a,
86a(var), 91d(var)

-yugali 83c

-yuta 15a

yuvatayas 13d

-yuvati 1la, 35d

ye ldc, 16b, App. 2d

yogya 49d
yonim 33a
yau 84a

raktayas 62a

—racani 90d(var), 100b(var)
-racayati 39d
rajanikarabimbam 95a
rajaniniyakataya 48b(var)
rajanindyakamayam 48b
rajas 53d

rafijanam 16d
ranatkarais  60d(var)
-ranita 9lc

rane 65a
ratinayanalehyena 5c¢
ratipatis 47c(var)
ratipates 47c

rates 78c, 99b

-ratna 40b
-ratha 6b, 59b, 59c
-rada 73d

-ramaniya 85a

ramyena 99b

ravi§a§iSucinaim 36¢

ravis 32a

ravindustanayugam 19d

-rasa 20a, 34d, 41b, 50c, 52b,
73a, 73c, 90a, 71d(var)

-rasata 90d

-rasand 90d(var)

rasam 99d

rasayati 99d

rasas 94d

rasimnayamahasas 10b(var)

rasimniyamahasa 10b

rasika 33b, 38a, 50a, 73c(var)

rahasi 9d

-rahita 67d

rakahimakaras 46d
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-riga  69c, 7la, 62c(var),
94c(var)

-rijanya 56b, 58a

riktakuharam 95¢

-ripu 3d, 5b, 70c, 86d

-ruca 57a

-ruci  16a, 17a, 45b, 45¢, 47D,
48c, 49a, 54b, 62a, 63c, 7Tdc,
84d, 17c¢(var), 64c(var)

-rucira 45c, 85b, 87a(var)

-rudra 53¢, 94a

rudram 83a

rudras 24a

-ripa 23c, 81b

-rekha 11d

rekhas 69a

-roma 78a

romavalis 76d

-laksmi 71d, 84d
laksmipatram 87¢
laksmim 33a
laksmya 99a
-laghu 19c
laghutvam 81d
lajjeta 62d(var)
-lata 62b, 70a, 78a
-latika 24d, 68d, 74b, 76¢c
labdhva 6d
-lalana 12c
lalatam 46a
lalate 86b
lalitavacasai 66b(var)
-lava 100b
lavalivallibhis 80d
-lahari 8d, 16¢, 21d, 44c, 60a,
63c
-laksa  71d
laksalaksmis 84d
-labha 62c, 94c

-lalitya 68d
lavanyadyutivimalam 46a
lavanyam 46a(var)
lasyaparaya 4la

-lila  53a(var)

lilagaram 78c
-lilafijanata 53a(var)
-lekha 2la, 32¢c, 69a(var)
lekhas 69a(var)

-lepa 46d
-lehya 5c
-loka 19d, 36d
lokas 36d

lokan 2b, 4d, 39c
lokanam 4d
loke 36d(var)

-vaméa 6la(twice)

vaktum 66b

-vaktra App. lc

vaktram 45b

vaktranim 70d(var)

vaksojau 73a

-vaksoruha 34a

-vacana 66b

-vacas  66b(var)

vacobhis 17d

vatsalataya 67a

-vadana 7a, 7b, 17d, 72a, 73d,
66b(var), 74a(var)

vadanacandrasya 63a

vadanatambilakabalas 65d

vadanatambiuladakalas 65d(var)

vadanasaundaryalaharipariva-
hasrotahsaranis 44cd

vadanais 70b

-vadhi 73c

-vana 16a, 18¢, 43a, 85d

vanitis 19c¢

vane 57d
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vande 36b, 41b

vapus 23a, 24b

-vapus 35c, 64d, App. 2b

vapusa 5c, 76a, 99b

-vara 4b

varatrasatranasphatikagutika-
pustakakaram 15b

varatrasatranasphatikagutika-
pustakadharam 15b(var)

-vara 4b

-varada 4a

varam 87c(var)

varaki 62b(var)

vararohavisaye 92c(var)

-varaha 38d

varnas 32d

varsantam 40d

varsiyamsam 13a

valagnam 80c(var)

valamathanavativitapinam 43d

-valaya 10c, 33c

valisu 79b

-valli 80d

vadinyadyabhis 17b

vadyas 18d

vasantas 6b

vasanti 43d

vasudalakalabjatrivalayatrire-
khabhis 1led(var)

vasudalakalasératrivalayatrire-
khabhis 1lcd

vasumatim 8lc

vahati 2c, 68d, 74a, 61c(var)

vahan 6lc

vahanti 44a

va 1d, 57d(twice), 71c, 88c, 97b

-vaka 85a

-vakya 85a(var)

vagdevivadanakamalamodama-
dhurais 17d

vagbhis 16d, 100d

vacam 17a, 100d

vanchan 22b

vanchisamadhikam 4c¢

-vatl 8a, 43d

vani 66d

vanimukhakamalatambilarasa-
tam 90d

vam 34d

vamam 23a, 48b

-vikaca App. lc

vikirati 28b

-viksepa 9lc

vigalitadukilas 138d

vigalitais 10a

vighatayya 55d

-vijaya 49c

vijayate  6d, 30d, 49d, 78d,
64b(var), 99a(var)

-vijayin 74d, 68a(var)

vijigye 82d

-vitapin 8a, 43d

vitatis 26¢

vitandra 26c(var)

vitandri 26¢

vitara 22a

-vi 98a

vidadhati 16d

vidadhe 81b(var)

-vidita 6lc(var)

-vidya 38c

vidyarthi 90b

-vidravana 52b

vidrumalata 62b

vidhaya 71c(var)

-vidhi 2d, 27b, 41c, 96d, 100a

vidhijiie 82d(var)

vidhisatamakhadyas 29b

vidhis 95d
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vidhiharisapatnas 99a

vidhiharisapatnya 99a(var)

vidhatantardhvanta 87d

vinadam 26b

vipaiicya 66a

vipadam 88a

vipadyante 29b

viparyasamnyasat 46c(var)

viparyasyanyasat 46c

vibudhakarikumbhadvayam 82d

vibhaktatraivarnyam 53a

vibhaktam 53a(var)

vibhati 53b

vimardat 77c

-vimala 46a

vimalas App. 2(var)
-vimukha 65b

-viracana 27a(var)

-viracana 27a

viracayati 2b, 96d

viracita 25b

-virafici 1lc
viraficipreyasyas 16¢
viraficis 2b, 26a

viratim 26a

-virasa 18a

virdjante 69c
virificiprabhrtayas 12b
virificindropendrais  65¢(var)
vilagnam 80c

vilajjeta 62d

vilasati 87d, 26d(var)
vilasan 58c¢

vilasitam 27d

-vilasa 52d

viliyante 65d, 55b(var)
vilupyante 65d(var)
vivahavyanaddhatrigunaguna-
samkhyapratibhuvas 69b
vivahavyanaddham 69b(var)

viviktatraivarnyam 53a(var)
vividham 66a

-viSada 87a, 65¢c
visadau 87b
viséakhendropendrais 65c
visala 49a

-vi§ikha 83b

vi$§ikhas 6a

viSuddhau 87a
-viéranta App. le(var)
-visranti App. le(var)
visvam 98d
viSvavapusa 35c

visve 29b
visamavisikhas 83b
-visaya 92c

-vistara 49c

vistaram 8la
vistirnas 8lc
vismayavati 51b
vismitavati 51b(var)
-visrasta 13c

viharati 26d

viharate 99a

viharasi 9d

viharase 9d(var)
vihasatam 7la

vipam 66d

-vrtta 67c(var)

-vrnta 67c
vrndais 44b
-veni 13c

vaidhatram 97a

vairaficyam 30a(var)
vairiicam 30a

vairificyam 30a(var)
vailaksyanamitam 86a
-vai§vanara 2la

-vyatikara 99c
vyatikaritanilafijanataya 538a
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-vyavasita 387b(var)
-vyavaharana 49d
-vyasanana 387b(var), 47a(var)
-vyasanin 37b, 47a
-vyaksepa 50b
-vyaja App. 1d(var)
-vyanaddha 69b
-vyabaddha 69b(var)
-vyamiSra 74d
-vyasanga 58d
vyoma 35a, 77d
vyomajanakam 87a
vrajati 26a

vrajatu 71c(var)

-Sakala 42c, 65c, 46b(var),
65d(var)

$akalam 46b
$akuntadhipas 20c

Saktas 1la

Saktis 32a

Saktya 1la, 40a

$akras 32b

$anke 23b, 56d

-sata 33d

-$atamakha 29b
$atamakhamukhas 93¢
éataSas 13b

éanakals 79b

$apharikas 55b

-$abala 42c, 65c(var)
$abalitam 74c

$damayati 20c

$ambhum 36b

éambhos 11b, 23b, 29d, 34a,
67c, 92d

-éara 52d, 58b, 78b, 83a, 83c
$arajjyotsnaéubhram 15a
-S§arana 40c
Saranakalahamsas 9lc(var)

Saranakonas 11d(var)
Saranye 4d

-Sarad 7b
sarasamdhanadhisanam 58d
$ariram 34a

Sarirardham 23b

Sariri  94d

Sarvani 60b

-Salya 86¢

-$asl  2la, 23d, 36a, 36c, 46b,
89a
$asikiranasaripyasaranim 387¢
$asikiranasaripyasaranis
37d(var)
$asidhavalakarpirasakalas
65c(var)
S$aSimaniéilabhangarucibhis 17a

s 2

$aSimihiravaksoruhayugam 34a

éaéiyutajatijﬁtamukutim 15a
Sasividadakarpurasakalas 65c
SasiSakalakarpiradhavalas
65c(var)

Sa$vat 25d

-§ana 83d

-§alina  18¢

§iksam 9l1c

-Sica  20d(var)
sithilayati 99b

-§iras  60c, 66b
-Sirasatra 653

§irasam 2¢

§irasi  84b

-§ira  3b(var)

§iriéabha 92b

-sila  17a, 20b

Silpam 27a

§ivam 37b

Sivamahisi 35d(var)
Sivayuvati 35d
Sivayuvatibhis 11a

N
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éivas 1la, 24c¢, 32a, 94b
§ivasamanavyasaninim 37b
-§iva  25a(var)

sivakare 8c

sivagnau 33d

§ive 25a, 43b, 51a, 57b, 77a
-§iS§ira  65c(var)
§isirakaraniSviasaghatitas
6lc(var)
§iSiratarani$vasaghatitas 6lc
$§isiram  39d

iSu 75¢

takiranas 32a

tam$os 63c

§irsanam  70d

-Suci 36¢

Sundan 82a(var)

$undas 82a

-Suddha 15a(var)
suddhasphatikavisadam 37a
Suddhasphutikavisadam
37a(var)

-Subhra 15a

-$rngara 16c

Srngaras 94d

Srngarardra 51la
Sekharataya 84a

Sesas 34c

Sesi 34c

Sailatanaye 79d

Sonas 54c

-Sobha 92b(var)
Saunasiram 42d

Sauris 2c

-Syama 54b, 40c(var)
Syamam 40c, 43b(var)
Sravanaculukabhyam 60b
Sravanapatham 58¢
Sriyam 28a, 87c, 89d
sriyas 97b

1
-8
§1
$1

-§r1 18a, 68b
érikanthais 1
$ris  55¢

la

-éruti  3b(var)
S§rutinam 84a
-éreni  App. 1b
Slaksnam 43b

-§lagha 60c

-§laghya 60c(var)

$veta 68c

satcaranatam

28d

satpaiicasat 14a

sannam 21b

153

sa 17c, 19¢, 20c, 42¢c, 24c(var)
-samvarta 96d

samvartam 3
-samvid 38a

9b

samveSas 27c
-samsarga 50d
-samhara 26d

sakaruna 51d

sakarunam 22a

sakalam  9c,
46b(var)
sakrt 15c
sakhisu 51d
-samkoca 89a

samksudya 2d(var)
samksudhya 2d(var)

23c,

samksubhya 2d

samksobham

19¢

-samkhya 69b

-sanga 76b, 73c(var)

-samgama 73c

sajjitavate 59d(var)

samcintayati
samcinvan 2b
-sat 4b5a(var)

17b

27a,

31a,
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satatam 72b

satam 15c, 16d

sati 26d, 97c

satinam 97c

sattvam 53d

sada 96b

sadapirvas 24c
sadalokabhavane 36d(var)
-sadréa 28a

sadbhis 88b

sadyas 19c, 80a

santas 16b, 56b
samtrasyan 70c¢
-samdarbha 50d(var)
samdarbhastabakamakarandai-
karasikam 50a
samdehaspandas 73b
-samdhana 58d
samdhyam 48d
sanathabhyam 41d
samnidadhate 15c
-samnyésa 46c¢c(var)

-sapatna 99a

saparyaparyayas 27d

saparyamaryada 93b

samakaranipatas 57d

samatulam App. 2c(var)

-samadhika 4c

samam 70d, 72d

samayaya 4la

samayam 39b

samayinas App. 2c(var)

samayinim 87c

samarasaparanandaparayos 34d

samadhatte 48d

-samana 37b

Samanitas App. la
saméarabdham 74b
samavasthasthemnas 79d(var)
Saméavasthasthemnas 79d

samide 42c(var)

samipe 42c(var)
samuttasthau 76¢
samudbhitasthilastanabharam
App. 2a
samunmilatsamvitkamalama-
kandaikarasikam 884
-samrddhi 96c¢

samrddhya 61d

-samparka 50d(var)
sambandhas 34d
sambhiiya 46c¢

sambhedam 54d

sammilati 26c(var)
sammilitadr$a 26¢

-sarani 18a, 37c, 44d (twice)
-sarala 92a
-saras '76b

sarasijabhavas 70b
sarasiruhasaubhagyajayini  51c
sarasvatya 99a, 60a(var)
sarasvatyas 60a, 644
sarojam 87d

sarosi 51b

sarpanam 20c

sarvam 6c, 24c

sarvam 18b
salilanidhisauhityakaranam
100c

savitribhis 17a

savyam 48a
savyetarakaragrhitam 47,
savyetaranayanam 48a(var)
-saéri  45a

saha 9d, 17b, 18d, 414
-sahacari 98b

sahajam 43c

sahasrare 9d

sahasrena 2c¢

sa 64b
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sadr§yam 62b
-sadharanata 384c
sadhuvacane 66b
s@dhuvadane 66b(var)
sandraghatitam 424
Samantas 6b

Samyam 7lec

-Sayujya 12d, 22¢

-sdra 10a, 20d(var)
-sarathi 853

sz_‘u'asvatam 75b(var)
Sarasvatas 75b

-sariipya 37c

sardham 114
si.laktakavant 85b

=S1ca 13¢

sificanti  10b

-siddhi 381bp

siddhim 93¢

siddhes 784

sindiram 449,

-sindhu 84

-sira  20d

-siman 69d
simantasaranis 44d
sukham 27¢

sukhayati <204
Sugandhau 454

-suta 6c, 42b, 67c, 82¢, 83a
78c(var) ’
sudati 624
sudhidhirééicayﬁ 20d(var)
sudhadharasarais 10a
sudhﬁdhérisiraya 20d
sudham 29,
sudhalepasphiirtis 46d(var)
sudhilepasyiitis  46d
sudhasarasiraya 20d(var)
sudhasindhos 8a
sudhasiites 100b

155

sudhiyam 77b

-subhaga 17c¢, 28c
subhagamanimaiijiraranitaccha-
lat 91cd

sumanasas 43c
surabhighrtadharahutidatais
33d
suramukuta$anaikaniditis 83d
suramukuta$anaughanisitas
83d(var)
suravitapivatiparivrte 8a
suvadane App. 2c(var)
suviksepe 9lc

suvimalas App. 2c(var)
suvrttibhyam 82c

siktis 60a

siksmam 43b(var)

-stiti  100b

siite 24a, 48a

srjati 48b

-srjantau 87c

srjantau 87c(var)

srnim 7c

seve 37b

saunasiram 42d(var)
-saundarya 44c
saundaryaprakaramakarandam
28b

saundaryam 12a, 70b
-saubhagya 5a, 51c
-saurabhya 51c(var)
saurabhyam 48c

-sauhitya 100c
skandadvipavadanapitam 72a
-skhalana 86a

skhalantas 91b(var)
skhalasi 30b

-skhalita 86a(var)

-stana 7a, 19d, App. 2a

stanatatabharena 1794
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stanamukularomivalilatakala-
valam 78ab

stanayugam 72b

stanyam 75a

-stabaka 38b, 28¢, 50a, 28b(var)
stamberamadanujakumbha-
prakrtibhis 74a
stamberamavadanakumbha-
prakrtibhis 74a(var)
-stimita App. 1b

-stuta App. 3c(var)

-stuti  App. 3c

stutim App. 3d

stutis  100d

stotum 1d, 22b

stauti 70b

-stri  89a

-stha 36a

sthagayati 47d, 81d

sthitam 9b

sthitas 31b, 34d

sthitas 25d

-sthiti 93d

sthitiniyamasimanas 69d

sthiras 178a

-sthila App. 2a

-stheman 79d

snapaya 57b

-snigdha 43b

snigdham 48b(var)

snigdhas App. 1b(var)

-spanda 73b

spanditum 1b

sprstam 67a

sprhayate 85¢

-sphatika 15b, 37a

sphatikadrsadacchacchavimayi
64c

-sphuta 22d
sphutarucirasalaktavate 85b

sphutarucis 49a

-sphutika 15b(var), 37a(var)

-sphurana 40a, 42c(var)

sphuradgandabhogapratiphali-
tatatankayugalam 59a

sphurannanaratnabharanapari-
naddhendradhanusam 40b

-sphiarti  46d(var)

sma App. 2¢(var)

-smara 52d

smarati 18b

smaradahanacaksus 45d(var)

smaram 33a

smaramathanacaksurmadhuli-
has 45d
smaramihirataptam 40d(var)
smararipum 5b(var)
smaras 5c, 32b
smitajyotsniajalam 63a
-smrti  3b(var)

-smera 45c, App. 3a
-smera 51d

-syuti 46d

srastum 53¢

-sruti  3b

srotahsaranis 44d(var)
-srotas 44d

svakiyais 100c
svakumbhau 172d
svacchacchayaghatitakapata-
pracchadapatas 94b
svacchandam 63d
svacchebhyas 89c(var)
-svatantra 31d

svatas 68c
svadehodbhiitabhis 963,
svapisi 10d

svam 10d, 24b, 59d
svaviksepe 9lc(var)
svasthebhyas 89c
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svatmianam 385c¢

svadhisthane 9b, 39a
svabhavyat 45a
svam 10c¢

svid 50d(var)
svidyattataghatitakurpasabhi-
durau 80a

hamsadvamdvam 28b
hamsas 32b

hakarardham 19b(var)
hathat 13d

hanta 71c

-hantavya 87a

-hara 1c, 60a, 65b, 84d(var)
harakrodhajvalavalibhis 76a
-harana 29a(var)
haranaripena 81b

haratu 72b

haramahisi 19b
haramihirataptam 40d
haras 2d

harasahacarim 98b
harasya 830d(var), App. 2¢c
harardham 19b
harahibhyas 51¢

-hari 1lec, 32b, 53c, 84d, 94a,
99a

-harina 18c

-harin 29a

haris 5a, 24a, 26a
hariharaviraficyadibhis 1c
hares 98b

harmye 57d

-hasat 45a(var)

hasatas 89b, 87d(var)
-hasita 92a

hasitam App. 2a

-hasta 70d
hastakamalam 71c(var)
hastabhyam 88c(var)
hastena 72d

hanis 57c

haralatika 68d
haralatikam 74b
hasajanakas 72c

hi 4d, 5d, 23c, 25¢, 25d, 35b,
36d, 93c(var)

hitva 97c

-himakara 46d
himakara$ilamartim 20b
himakaras 57d
himagiritatakranticaturau 87a
himagirinivasaikacaturau
87a(var)
himagiri$ilamiartim 20b(var)
himagirisute 6c, 42b
himanihantavyam 87a
-hutabhuj 78b

hutavaham 9a, 389a

hutase 14b

hrtam 23b

hrtva 23a

-hrdaya 54a, 72¢c, App. 1d

hrdayatas 75a

hrdi 9b, 20b

hrllekhabhis 32c

-hema 48c

herambas 72d

haimam 42b






ILLUSTRATIONS

INTRODUCTION

Th<.e two illustrated manuscripts of the Saundaryalaharl (B1, B?)
contain a miniature painting for each stanza of the text.! Bl is clearly
the. earlier, and either its illustrations or some very nearly identical
serles of illustrations were copied by the artist of B2; compositions
and treatment are almost identical in the two, though B2 in several
cases carelessly departs from B1 with a loss of exactitude or appro-
priateness of detail. The two manuscripts have the same size a.nd
.format of page, with dimensions of 814 in. in length and about 434 n.
in depth. Many of the paintings of B1 are in a very late form of the
Early Western Indian style, the rest in a kind of “Rajput’’ or Ra-
jasthani style. The paintings of B2 are all in a Rajput style. In the

use of colors B1 has the more limited palette, employing theblllar-
ue,

row range of the Early Western Indian style —two reds,
green, yellow, black, white. B2 has a wider range, using more of the

shades appearing in Rajput painting. The colors of B1 are darker in
oduce less

tone than those of B2, have been rubbed more, and reproc
clearly. Many of the folios of B1 have been damaged by having been

wet.

In the paintings of B2 the features of the Early Western Indian
style appearing in B1 are almost entirely superseded by the fqrmulae
of Rajput treatment. The face is always shown in full profile, instead

ripts was published by me

ly Western Indian Style,”

1 A brief account of the paintings in these two manusc
1940), pp-

in an article entitled ‘Saiva Miniature Paintings in the Ear
Woolner Commemoration Volume (Lahore, Mehar Chand Lachman Das,

24-28.
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160 Introduction

of in three-quarters profile with the farther eye protruding beyond
the line of the cheek. Postures are easier and less angular than in B1.
The costumes are those of Rajput styles, as indeed is generally true
of B1 also, and even the textile designs are those of Rajput paintings.
Though the artist of B2 was copying from B1 or some similar series,
he observed the later formulae of Rajasthani painting.

Since neither manuscript bears a date, as was pointed out in the
description of the manuscripts above, it is difficult to fix these paint-
ings precisely in the chronology of Indian painting. Stylistically B1
is transitional from Early Western Indian to Rajasthani; B2 is en-
tirely Rajput. It is probable, though not demonstrably certain, that
B2 follows B1 by a comparatively short period of time, perhaps only
twenty-five years, perhaps more.

To estimate the date of B1, in the rough way open to us, we may
compare it with late dated manuscripts of the Early Western Indian
style and early dated manuscripts of Rajput style. The latest dated
manuscript illustrated in the Early Western Indian style of which I
have photographs is MS Hc used in my Mintature Paintings of the
Jaina Kalpasutra (Washington, 1934); a full page is reproduced in
figure 15 of that book. This bears a date of Vikrama Samvat 1577 =
A.D. 1520/1521. But I have seen in India manuscripts dated later that
were illustrated in this style, and I have used one of such style in the
book mentioned above (MS Hg). The Early Western Indian style
was in use until the end of the sixteenth century a.p. On the other
hand, a Rajput style was being used in Gujarat in the year Vikrama
Samvat 1647 = A.p. 1590/1591, when a manuscript of the Uttaradhya-
yana Siitra, now belonging to the Baroda Museum, was illustrated in
that style. All the paintings of the surviving portion of that manu-
script are reproduced with the designation JP in my M anuscript Illus-
trations of the Uttaradhyayana Sitra (New Haven, 1941). The transi-
tional period from Early Western Indian to Rajput in Gujarat may,
therefore, be put at the last quarter of the sixteenth century a.p. or
the first quarter of the seventeenth. We may not unreasonably infer
that during that half-century manuscripts were being illustrated,
some in a late variety of the Early Western Indian style, some in
mixed Early Western Indian and Rajput, and some in Rajput. This
would be the period when it seems likely that manuscript B1 was
manufactured. The date of B2 would be any time during the seven-
teenth century, or possibly, but only barely so, during the last decade
or two of the sixteenth. I am inclined to favor the first half of the
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seventeenth century, not long after the presumptive time of B1, which
it copies.

The manuscript B1 is certainly the more important of the two.
In it we have presumably the oldest known illustrations of Saiva
themes executed with marked features of the Early Western Indian
style. B2 may possibly show the earliest known series of Saiva themes
treated in an early Rajput style, which otherwise runs prevailingly
to Vaishnava themes. Together the two manuscripts may be the
earliest, or among the earliest, surviving examples of Saiva miniature
painting, which became abundant in the eighteenth and nineteenth
centuries. The fact that Bl is introduced with the conventional
symbol aim of Jain manuscripts (see description of the first of the
paintings) might indicate that the copying and the illustrating of the
text were done by persons accustomed to making Jain manuscripts.
We cannot be certain that this is the case. But there is enough sub-
stance to the suspicion to induce a further suspicion that Bl is not
merely the earliest surviving illustrated Saiva manuscript from .Gu-
jarat, but even more is one of the earliest illustrated Saiva manuscripts
ever manufactured at all in that region.

NOTE: In the legends to the illustrations that follow, the references are to t.he
stanzas of the edition. Where the number of the stanza in either manuscript
(B1 or B?) is different from the number of the stanza in the edition, that fact
is noted in parentheses. Similarly, if the illustration has been attached to
the wrong stanza in a manuscript, that fact is also noted in parentheses.
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DESCRIPTION OF THE PAINTINGS

PLATE 2

Each of the two illustrated manuscripts (B1, B2) has an introduc-
tory folio, separate from the folios carrying text, which contains a full
page illustration. Both are outside the numbering of the folios with
text and appear to be later additions to the manuscripts (see description
of the manuscripts). Their legends are in handwriting different from
that of either manuscript. The two paintings are essentially identical
In composition, but differ in coloration. In both, the background is
blue. Ganesa is seated on a lotus under a parasol, crowned, attended
by two females, of whom one faces him and carries a dish of sweet-
meats, fruits, or flowers, and a garland, and is probably a wife, while
the other stands behind him waving a chauri (fly-whisk) and may
also be a wife. Before him, done small, are two crowned figures in an
attitude of worship, who may be his sons. A flowering plant curves
creeper-like above the woman at the left and the two small male
figures. At the right behind the chauri-bearer is a conventionalized
tree and something that looks like a tall conventionalized flower at
the top of a bare stalk. Above the painting attached to MS Blis a
legend: aim. om namah ériganesaya. sakalatraya. saputriya, “Alm} '
Om! Reverence to the holy Ganes$a, with his wife (or wives) and sons. 2
The legend above the painting attached to B2 reads: $riganesaya
namah. Srisarasvatyai namah, ‘“Reverence to the holy Ganesa, rever-
ence to the holy Sarasvati.”” Possibly the latter painting considers
the woman facing Ganeéa to be Sarasvati. The drawing and costume
of these paintings show no traces of the Early Western Indian style.

! This sign is the usual auspicious sign at the beginning of Jain works. The late
Professor Johannes Hertel used to render it as a conventionalized form of arham: The
late Professor A. B. Keith and Professor H. R. Kapadia seem to endorse this (_See
H. R. Kapadia, Descriptive Catalogue of Manuscripts in the Government Manuscripts
Library . . . Poona, Vol. XVII, Jaina Literature and Philosophy, Part II (a) Agamika
Literature, Poona, Bhandarkar Oriental Institute, 1936, Appendix, pp. 12_13_).'_ The
most learned Jain monk Sagara Ananda Siri interpreted it for me as awp, the bijaksara
of Sarasvati.

? For an account of Ganeéa, see Alice Getty, Ganesa (Oxford, Clarendon Press,
1936). Miss Getty shows no example of Ganesa with wives and sons, nor does she
mention sons of Ganeéa. In her plate 11 she shows Ganesa attended by two fema.les,
whom she tentatively identifies as his wives Buddhi and Siddhi. If the present paint-
ing were being viewed without reference to the legends, the two small crowned figures
before Ganeéa might be considered the patrons of the manuscript.
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(a) B1: Stanza 1

(d) B2: Stanza 2
(¢) Bl: Stanza 2



PLATE 3

(a, b). Stanza 1. Devi, in twenty-armed form, sits on a lotus
throne; above her is an honorific parasol; in each hand she holds an
attribute. Before her, seated on a rug is a man, who may be taken
to be the author of the Saundaryalahari. He seems to be praising
her and is extending his right hand to one of her left hands, either to
give her an object, which in B2 looks like a manuscript book, or to
receive something. Though all twenty arms are clearly visible in B1,
the artist of B2 seems to have omitted one of those on the left side.
The rug on which the man is seated is fringed, but the designs of the
rug in the two paintings are different. The faces in B1 are shown at
three-quarters as in the Early Western Indian style, but without the
protruding eye; in B2 the faces are in profile, as in the Rajput and
Mughal styles. Devi’s lower garment seems to be a dhoti rather than
the sari which she wears in the full page, introductory painting. In
B2 the background is yellow, the rug blue, the man’s lower garment
red, Devi’s lower garment red with a white design, her bodice green.
B1 has been wet and the colors have suffered.

(c, d). Stanza 2. Against a kind of violet background (B2), Devi,
eight-armed, sits on an elaborately constructed throne with a low
backrest. In her right hands she holds trident, flower, noose, conch;
in her left hands, sceptre, bow, rosary, and arrow. On each sidfe of
the throne is a tall, slender, flowering plant, red in color, with stylized
branches festooned toward Devi’s head, growing out of an earthenware
pot. In B1 the face is shown three-quarters, with the farther eye pro-
truding as is common in Early Western Indian painting. In B2 the
face is in full profile.
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Plate 4

(a) B2: Stanza 8
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PLATE 4

(a). Stanza 3. Devi, four-armed, is seated in B1 on a cushion
inside a low-walled enclosure, which looks like a flower-garden, though
the whole may be meant for a rug; in B2 it looks much more like a
garden-court. The background is yellow. In her hands she holds
sunburst (?), sceptre, bow and arrow, rosary. Her hair hangs down
in a long thick braid with a flower at its end. She wears a high-peaked
crown. At her right, and meant to be recognized as behind her, is a
flowering plant, which, remarkably, has two kinds of flowers! In Bl
the pot and its tray seem to be of earthenware; in B2 they might be
of copper and brass with incised ornamentation.

(b). Stanza 4. Devi, again with four arms, is seated on a low-
backed throne, with her feet on a stool before her. Three of her hands
hold sceptre, rosary, and in B1 noose, in B2 bow. The lower rigl.lt
hand, however, seems to be in the gift-bestowing (varada) gesture, In
spite of the stanza, which leaves this function to Devi’s feet. In Bl
her feet are uncovered and the soles are painted with lac, but in B2
she wears shoes. The background of B2 is green; B1 is faded from
having been wet.
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Plate 5

{g&wmrmama A7
AT

¥
s

(a) B2: Stanza 5

e e Yy

(¢) B2: Stanza 6

B1: Stanza 6




PLATE 5

(a). Stanza 5. In the upper register the female figure in the trees
at the left may be considered to represent Visnu (Hari) in woman’s
form. Advancing toward him, or her, is Siva as a yogin, followed by
his bull Nandin; his body is white, his hair is in a matted topknot,
a serpent is coiled around his neck. The other female figure, half-
hidden in the trees at the right, is possibly Devi, who granted Visnu
the favor of assuming female form. In the lower register Devi, four-
armed, is seated on her throne. Before her is a male who, though
moustached (cf. figure of Kama in the Journal of Indian Soctety of
Oriental Art, vol. 5, plate 1, fig. 4, facing p. 4) is Kama (Smara). His
bow seems made of flowers, rather than the usual sugar-cane; his
arrows are concealed in the quiver; they should be five but in Bl
seem to be more. Behind him is his wife Rati. The background of
the upper register is yellow, that of the lower register red. The trees
are green, Siva’s garment a yellowish-brown.

(b, ¢). Stanza 6. Before Devi on her throne stands Kama, dressed
like a courtier of a Rajput or Mughal court, his hand outstretched to
receive the goddess’s favor. Behind him stands his lieutenant \7asa{1ta
(Spring), his hands full of the flowers that he ever brings with him.
Together they broke Siva’s meditation in the snowy peaks of the
Himalayas when Parvati (Devi) was practising asceticism there to
win him as husband.
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Plate 6

(a) BI1: Stanza 7 (b) P2: Stanza 7
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PLATE 6

(a, b). Stanza 7. The goad (srni) seems to be missing; otherwise
the paintings correspond to the description of Devi in the text.

(c, d). Stanza 8. The Isle of Gems is shown in the midst of the
blue Ocean of Nectar, whose waves appear in the corners of B2 but
are not clearly indicated in B1. The shore line is fringed with nipa
trees, and others fill any vacant spaces. The mansion, the interior of
which is filled with a red background, has elaborate columns, four low
domes on the roof, and domed side pavilions, and looks like a bit of char-
acteristic architecture of Gujarat in the sixteenth or seventeenth
centuries or even earlier. Devi and her husband appear to be seated
in the air, but they are really supported by the four gods “Siva and
the others,” who constitute a couch. The names of the gods are not
given here, but from stanza 94 they appear to be Brg,hma (known
by his four heads), Visnu (blue in color), Rudra, and Iévara. De\.fi
seems to be sitting on Paramasiva’s left knee — in stanza 94 he is
merely called Siva — but in the text the god is described as her
mattress. The problem of conceiving and representing the four gods
as a couch and Siva (Paramasiva) as a mattress seems to have baffled
the artist.
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(b) B2: Stanza 9

(a) B1: Stanza 9
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PLATE 7

(a, b). Stanza 9. Devi’s $akti, the mysterious power called kundalini,
which lies sleeping in the kulakunda hollow (stanza 10) at the base of
the spine, having been awakened, has followed the kula path upward
through the six cakras and is seated with Siva in the thousand-petalled
lotus (sahasrira) above the cosmos. Devi is at the left, Siva at the
right.

(c). Stanza 10. Though Devi is said in the text to have descended
by the kula path to the kulakunda hollow and to be asleep there in
three and a half coils, she is shown in the illustrations as a human
being, very wide awake, crowned and seated on a throne with a bulging
cushion behind her. Three of her hands hold noose, rosary, and ele-
phant-goad; the fourth is in the gift-bestowing (varada) gesture.
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PLATE 8

(a). Stanza 11. The construction of the éricakra, according to the
method of the commentator Kaivalyasrama is given by Pandits S.
Subrahmanya Sastri and T. R. Sriniviasa Ayyangar in their text
and translation, with commentary, of the Saundarya-Lahari (Madras,
Theosophical Publishing House, 1937, 2nd ed., 1947), pp. 2—4. In
its center is the bindu “dot,” which represents the male principle or
Siva. In the center of B2’s illustration abides Devi; possibly she is
also represented in B1, which is indistinct. Each angle of the $ricakra’s
43 angles is the outward pointing peak of a triangle, of which there are
43, or, as some commentators say, there are 43 triangles: these are
the inner triangle, 8 in the first ring outside it (astakona), 10 in the
next (antarda$ara), 10 in the next (bahirdasara), and 14 in the last
(caturda$ara). In B2 the color scheme is red inside the outside square,
blue inside the outermost circle; the lotus petals are a pale violet;
the background inside the inner circle is red; the triangles are green,
blue, yellow, and pale violet.

(b). Stanza 12. Devi is seated on a throne with an urn-shaped
pedestal. At her back is a cushion; in her four hands she holds noose,
goad, a flower, and a rosary. Before her stand two male figures, the
four-headed one in the front being Brahma (Virifici), and the other
probably being meant to represent the rest of the master poets (kavin-
dra).
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PLATE 9

(a). Stanza 13. An old man, dressed in white, white-bearded,
stooped, supporting himself with a staff has fallen into a sideglance of
Devi, seated on her throne. Now young women, of whom four are
shown here, are soliciting him. One is kneeling and playing a lute
(vind), another is kneeling and singing, a third is dancing, and the
fourth has taken hold of him. Trees, including one which is tall,
very slender, and has four drooping branches laden with blossoms,
fill in the composition, which has a blue background.

(b, ¢). Stanza 14. The six cakras are shown as lotuses set one above
the other with alternate coloring. Above them is the thousand-
petalled lotus (sahasrara), in which Devi is seated. On each side is
a plant having a single tall stalk with broad opposite leaves in B2,
but with delicate filament-like tendrils in B1. The background is

yellow.
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(a) B1: Stanza 15 (b) BI1: Stanza 16
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PLATE 10

(a). Stanza 15. Following the text, Devi’s right hands hold a
crystal rosary and give freedom from danger; the left hands hold a
book and bestow gifts. In her headdress is the crescent moon. The
letters on the book are illegible in my photograph. Devi is seated
on a mat with pillows at her back, in a Mughal-style garden-like
enclosure.

(b). Stanza 16. Devi is seated on a high throne, crowned, holding
in three of her four hands noose, elephant-goad, and conch (?), while
the fourth hand is in the gift-bestowing (varada) gesture. Since Devi
is addressed here as Aruna (the glowing red), it is possible that she is
conceived in a rijasa (red, passionate) form, which is that of the
erotic sentiment (Srngara‘in the text). Apparently such contemplation
induces mastery in erotic poetry.

(c, d). Stanza 17. “Vagini and the others” are interpreted in
commentaries as eight deities residing in the éricakra (stanza 11) and
presiding over the letters of the alphabet, which are reckoned as 51
arranged in eight groups (varga): (1) aaiiuarf!leaioauamah,
(2) ka kha ga gha na, (8) ca cha ja jha na, (4) ta tha da dha na,
(5) ta tha da dha na, (6) pa pha ba bha ma, (7) ya ra la va, (8) éa
sa sa ha ksa jiia. They are said to dwell in the eight triangles of the
astakona (see description of illustration of stanza 11) and to be of
clear crystal color. In the paintings Devi sits on her throne in the
center. Around her sit four female figures, who may be considered
to represent all eight of the deities, or perhaps only the four e.zt the
cardinal points. Each seems to be enthroned, though less pretentlou§ly
than Devi. The artist has had to work out the problem oi:' perspective
without violating the convention of Early Western Indian painting
that one figure should not trespass upon the ground of another.
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Plate 11

(b) B1: Stanza 19



PLATE 11

(a). Stanza 18. The worshipper is seated at the right under a tree
facing Devi, who sits on her throne and is shown on larger scale as be-
fits her importance. He has brought to mind the beauteous deity, and
three heavenly courtesans are in attendance upon him, one addressing
him, one seated singing, a third bearing a chauri (fly whisk). Urvaséi,
the most famed of these females, is possibly the one facing him and
addressing him. The trunk of the tree in B2 has an elaborate series
of curves. Beside the singer in each illustration is a flat dish, with
contents which I cannot identify.

(b, ¢). Stanza 19. Devi is seated on her throne with a parasol above
her. On the lower part of the throne appears hri of the mystic sylla.ble
hrim. ‘lhe mark of nasalization, which consists of an upward-pointing
arc with a dot inside it, does not appear in my photograph of Bl
and is not needed since the text speaks of Devi’s face and breasts as
constituting it. The curved line in B2 that might be taken for pal"t
of the symbol appears to be the edge of Devl’s garment (cf. B2’s
illustration of stanza 29). Devi holds elephant-goad, arrow, bow, and
noose.
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Plate 12

(b) B2: Stanza 21

(c) B2: Stanza 22



PLATE 12

(a). Stanza 20. Devi, white in color, sits enthroned, holding neck-
lace, arrow, and bow in three hands, while the upper right is in the
gift-bestowing attitude. Her bodice in B2 is a dark green with yellow
embroidery, her lower garment a light green with an ornamental
design over a pleated yellow skirt. The cushion is blue. The throne
looks like marble inlaid with pietra dura work, as in the palaces at

Delhi and Jaipur.

(b). Stanza 21. On a lotus resting on a throne Devi sits with one
right hand bestowing gifts, the other perhaps holding a flower, and
the two left hands partly closed, but in what function I cannot de-

termine.

(c.) Stanza 22. Before Devi, who is seated on a triple-tiered throne
of apparently inlaid marble, stand the three gods Visnu, Brahma,
and Indra, shown small, as the convention of relative importance
requires, their jewelled headdresses just reaching to her feet and il-
luminating them. Devi’s body is white, her bodice red, her skirt
yellow. Overhead curves the stalk of a slender vine-like tree.
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PLATE 13

(a). Stanza 23. Devli, triple-eyed, red, holds noose, rosary, sceptre,
and goad.

(b). Stanza 24. Devi sits in an easy posture on a high throne, with
one leg hanging down; she holds goad, sceptre, arrow, and noose.

(c). Stanza 25. Cf. Plate 46 (a) in color. The three gods born of
the three gunas stand worshipping Devi’s feet, which they do not
quite reach, in the order Visnu, Brahma, and Rudra (shown as a
yogin). B2 has reversed the illustrations of stanzas 25 and 26.

(d). Stanza 26. At the bottom of the picture flames the great
dissolution, in which all the gods have perished but Siva. Above it
in a bower sits Devi, who is superior even to dissolution and, indeed,
is its mistress, and with her is Siva, whom she has preserved. Attend-
ing them with a fan is a waiting-woman, who has also in some un-
explained fashion escaped the universal destruction.
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PLATE 14

(a, ¢). Stanza 27. The illustrations of our stanzas 27 (B1, stanza
29, B2, stanza 27) and 28 (B1, stanza 27, B2, stanza 29) are reversed
in B1 and B2. Neither illustration seems especially appropriate to
either stanza, but since B1 is the older, its order is accepted here.
Devi sits on a throne under a peaked canopy. Facing her in a small
domed pavilion above a wall sits a devoté with hands joined in wor-
ship, offering the prayer of the text. His hair is white, and he wears
the long rosary, the armbands, and the earrings of a Saiva ascetic.

(b, d). Stanza 28 (B1, stanza 27, B2, stanza 29). Before Devl’s
throne stands a small worshipper, with hands outstretched to receive
gifts. He wears a crown and seems already to have received generous
favors. In her hands Devi holds noose, sceptre, an unidentified object,
and bow.
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Plate 15
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(a) B1: Stanza 29 (MS No. 28)
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PLATE 15

(a). Stanza 29 (B1 and B2, stanza 28). Devi, four-handed, is
seated on a throne holding various attributes. Nothing in either il-
lustration seems to bear specifically on the stanza.

(b, ¢). Stanza 30. The setting is architecturally elaborate in the
manner of Rajasthan paintings of the seventeenth century. The
action takes place on the upper floor of a palace. Devi, for once shown
uncrowned, hastens to greet Siva, who strides toward her, white of
body, his hair in a great matted mass on top of his head, a serpent
coiled around his neck. The prostrate gods Brahma, Visnu, and Indra
appear to be lying on the steps. Two female attendants are shown
cautioning Devi to avoid the god’s crowns.
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(a) B1: Stanza 31

(c) B1: Stanza 32

(d)

B1: Stanza 33




PLATE 16

(a, b). Stanza 31. Devi, with flower, mace, and rosary in three of
her hands, extends in her fourth hand a manusecript folio, which may
be taken to represent a book and therefore her tantra, which the
text mentions. On a stand before her is another folio. This may be
more of her own tantra or it may represent the 64 tantras previously
employed by Siva, which her single tantra is to supplant. The folio
is clearly of paper, not palm leaf; in each painting it has letters of the
Devanagari script, but these seem to convey no message.

(c¢). Stanza 82. The illustrations have no especial reference to the
stanza; B1 shows Devi enthroned, wearing a bonnet-shaped head-
dress for crown, holding in her hands sceptre, noose, an unidentified
object, and rosary.

(d). Stanza 33. A worshipper sits before Devi, muttering the
mantra described in the stanza, while he presumably counts off the
syllables with the fingers of his right hand, and with his left }}and
checks the wishing-jewels of his rosary to count the number of times
he has recited the mantra. Between him and Devi is the fire, belong-
ing to Siva, in which he makes oblations with streams of ghee from
the heavenly wish-cow Surabhi. Devl’s lower left hand is in the
gesture for bestowing gifts upon her devoté. Her other hands hold
sceptre, flower, and noose.
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(a) Bl: Stanza 34

(b) B2: Stanza 34
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PLATE 17

(a, b). Stanza 34. Devi and Siva (Sambhu) sit facing each other
on a kind of double throne. In both paintings Devi has the radiant
sun as her right breast; in B1 her left breast is a full moon, in B2 it is
a crescent. Each figure is four-armed. Devi holds noose, sceptre, sun-
burst (?), and rosary. Siva has the usual snake around neck and
arm; his matted hair is fastened in a knot.

(c). Stanza 35. Cf. Plate 46 (b) in color. Devi is setting a foot on
a low stool. On each side of her is a well-drawn white crane (sirasa),
especially good in B1. That facing her is more heavily marked than
the other; it has its neck stretched trying to reach a lotus which she
holds in one of her left hands. The other has a wing lifted which it is
searching with its beak. In B2 the cranes have metal (?) rings around
their necks. The significance of the illustration eludes me. Do the
two cranes represent cit (consciousness) and dnanda (bliss) mentioned
at the end of the stanza, and is Devi herself then to be taken as sat
(existence)? Or do they symbolize something else? A pair of cranes
often is an erotic symbol. And why is Devi setting her foot on the

stool?
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Plate 18

(a) B1: Stanza 36 (b) B2: Stanza 36

(¢) Bl1: Stanza 37 (d) B1: Stanza 38



PLATE 18

(a, b). Stanza 36. On a throne sit Sambhu and Devi, uncrowned.
She is on his lap, while he has two of his four arms around her. In
B1 her breast is completely uncovered; in B2 it is fully covered.
Below is a highly formalized cakra composed basically of a many-
petalled lotus, apparently representing the ajiia cakra, though in mod-
ern Tantric iconography this has only two petals. The poet, having
considered Devi in her all-inclusive form in stanza 35, now considers
her, in company with Siva, in the six cakras, which he follows from
the uppermost down.

(c). Stanza 37. Again Siva holds Devi, uncrowned, on his l.ap.
They sit on a high throne, with a thick bolster-shaped cushion .l’)ehlnd'
them. Nothing would specially indicate that they are in the visuddhi
cakra.

(d). Stanza 38. In the illustrations, where again Deviis uncrowned,
Siva is bearded and moustached and his hair is not coiled or kno.tted
but hangs loose. She is sitting on his lap. Beside the pair is a tripod
bearing a formalized cakra, which, however, is unlike a modern
representation of the anahata cakra.
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B1: Stanza 39 (MS No. 40)
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PLATE 19

(a). Stanza 39 (B1 and B2, stanza 40). Here in the svadhisthana
cakra Devi and Siva sit apart on a double throne. As in the other
intimate scenes she is uncrowned. Siva has a moustache in Bl, a
moustache and a beard in B2. There is no indication of the fire that
burns up the worlds, which the text mentions.

(b). Stanza 40 (B1 and B2, stanza 39). In the manipiira cakra Siva
holds Devi on his lap. He is dark, as he should be to correspond with
the storm cloud of the text.

(c). Stanza 41. B2 reverses the illustrations for stanzas 41 and 42.
In the miladhara cakra Devi is dancing in the decorous, restrained,
female style (lasya), while Siva is violently performing in the masculine
style (tandava), whirling in the air the outspread skin of the elephant
demon Gajiasura, which he slew.
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(a) BI1: Stanza 42 (b) B2: Stanza 43

(¢) B1: Stanza 44

(d) B1: Stanza 45



PLATE 20
(a). Stanza 42. The poet now starts a long eulogy of the separate

parts of Devi, literally going from the top of the head to the ends of
her toes. 'This is properly the Saundaryalahari, “Flood of Beauty,”

the preceding 41 stanzas often being known as Anandalahari, “Flood
of Bliss.” In the illustrations of this stanza (B1 attaches it wrongly

to stanza 41) there js nothing to indicate that her diadem is the subject.
Devi sits on an ornate throne; in her hands she holds sceptre, noose,

flower, and rosary.

(b). Stanza 43. Devi is balanced on a somewhat uncomfortable-

looking seat, and holds sceptre, goad, rosary, and noose. Since her
hair is being glorified, she is without a crown, but the top of her sari

still fairly well conceals it.

(c). Stanza 44. N, special prominence is given the vermilion-
marked part in Devi’s hair, which the stanza celebrates.

(d). Stanza 45. Thjs is an intimate scene of Siva and Devi, seated

On separate thrones, while he gazes raptly at her face, as the stanza
describes. She wears a sari, not a crown, and he has his matted hair

in the customary coils. Neither holds attributes.
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Plate 21
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PLATE 21

(a, b). Stanza 46. Both MSS show an up-pointed crescent moon
in Devi’s crest, and B1 draws her forehead so that it is a down-pointed
crescent, but B2 depicts a crescent moon, with ends pointing up, on
her forehead. The idea of transposing and joining the two crescents,
which the text imagines, hardly fits B2’s illustration. Both MSS
Present Devi full-face, the first time either has shown any figure so.

(e, d). Stanza 47, Devi again is shown full-face, and it is possible
to see how the boet can conceive of her arched eyebrows as Love’s
bow, her long eyes as the string, and the space between the eyes as
the middle of the bow concealed by the fist of Kama which clenches
1t. She holds flower, noose, sceptre, and rosary.
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PLATE 22

(a, b). Stanza 48. B1 shows at Devi’s right a mass of flame, which
represents the day born of her right eye, as the stanza indicates.
Similarly, at Devi’s left B1 shows the darker radiance of the night.
The third eye, which produces twilight, is a pointed spot, and nothing
indicates its function. B2 merely gives a standardized profile repre-
sentation of Devi, with no atmospheric effects from her eyes.

(¢). Stanza 49. The illustrations make no effort to deal with the
literary material of this stanza, but merely have typical representa-
tions of Devi. B1 shows her not in Early Western Indian style, three-
quarters face, but in full profile.
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Plate 23
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PLATE 23

(a). Stanza 50. In B1 the jealous third eye is large and red, but

in B2 it is normal. Otherwise the paintings are in standardized form,
though both are full face.

(b). Stanza 51. Deviin a standardized pose. Bl is badly damaged.

(c, d). Stanza 52. The full-face view is doubtless meant to show
Devi’s eyes, which the text compares to Kama’s shafts. In B1 Devi
has an aura or prabhamandala, as do distinguished personages in
Early Western Indian painting of the twelfth through the sixteenth
centuries, but the shape of this is different and corresponds to seven-
teenth-century architectural niches. In B2 the aura is smaller.
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Plate 24

(a) B2: Stanza 53 (b) B2: Stanza 54
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PLATE 24

(a). Stanza 53. The paintings do not show the three eyes in sepa-
rate colors (white, red, black) as the stanza describes them. BI is
badly damaged; B2 shows Devi holding bow, noose, lotus, and arrow.

(b). Stanza 54. Devi’s two lower hands are held in her lap, one
on top of the other, back to palm. In the upper hands she holds rosary
and bow. B1 is badly damaged.

(c). Stanza 55. See Plate 47(a) in color. Devi, without attributes,
sits overlooking a small masonry pool, in which are $apharika fish and
lotuses. The fish should be in hiding and the lotuses should be closed,
unless the artist means to depict a night scene, and this might be
possible since the absence of Sri could then be explained by the fact
that she has entered the lotus and is not visible.
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Plate 25

(b) B2: Stanza 57

(a) BI1: Stanza 56
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PLATE 25 in B1 her hands
(a). Stanza 56, Devi carries no attl'ibuteS:, b(u:ul(lilrﬁ) of Tantric

are colored, possibly in forming some gesture (n

Practice.

i ing that

(b, ¢). Stanza 57. The worshipper kne:els beforle De:;’ ]slzil.{mlgn B1

glance which will enrich him and not bring anyd O'sns B2 her glance,

she seems to be looking far above his head, an‘k ! Sh; holds bow,
though less elevated, still seems above the mark.

arrow, elephant-goad, and rosary.
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Plate 26

(a) B1: Stanza 58 (b) B1: Stanza 59




PLATE 26

(a). Stanza 58. Devi holds bow and arrow, elephant-goad, rosary,
and noose. Nothing in the paintings seems meant to illustrate the
imagery of the stanza.

(b, ¢). Stanza 59. It is possible, but not really clear, that the
artist of B1 means to show a reflection of Devi’s earring in her cheek,
but not so the artist of B2. Devi holds sceptre, rosary, bow, arrow.
In B1 she is flanked by two tall, slender, fern-like shoots, which in
B2 become cypress trees as in Persian and Mughal painting.
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Plate 27

(a) B1: Stanza 60 (b) B2: Stanza 60

(d) B2: Stanza 61

(¢) B1: Stanza 61



PLATE 27

(a, b). Stanza 60. Devi, large, sits on a throne, and before her,
smaller and on a smaller throne, is Sarasvati intently listening to
Devi’s song, holding her vina but not playing it. Curved over Sa-
rasvatl is a flowering shrub, which seems in B1 and B2 to be of dif-
ferent species. The background in B2 is a pale yellow. The flowers
of the shrub are a pale violet or lavender, as is also Devl’s scarf. Her
skirt is red, the garment over her legs dark green with an embroidered
all-over white design. The wall at the lower right is blue.

(c, d). Stanza 61. The pose of Devi is a standardized one. The
decoration of the thrones varies in the two illustrations, that of B2
tending toward Mughal floral types, while that of B1 conforms more
to the fifteenth- and sixteenth-century Early Western Indian types.
Devi holds bow, rosary, goad, and arrow.
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Plate 28

B2: Stanza 62

(a) B1: Stanza 62 (b)
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PLATE 28

(a, b). Stanza 62. Devi’s head in B1 has an unusual tilt, which
B2 possibly means to reproduce. Devi holds rosary, bow, and sceptre;
one hand seems to be empty.

(c, d). Stanza 63. The cakora birds are shown drinking the rays
of Devi’s downward smile, which are clearly depicted, while in the
upper right-hand corner the full moon is sending down its rays of
nectar, tart by contrast, which the cakoras will drink to relieve the
oversweetness of Devl1’s rays.
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(a) BI: Stanza 64
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PLATE 29

(a). Stanza 64. Devi sits on a lotus within a low-walled, garden-
like, octagonal enclosure. There is no indication of Sarasvati.

(b, ¢). Stanza 65. In Bl against a maroon background Brahma
(Viriici), Indra, and Visnu (Upendra) are shown before Devi, still in
their coats of mail, but with their helmets discarded at the lower
right. From Devi’s mouth fall white crescent-shaped camphor flakes,
which they look upon as a cooling antidote to the heat of the three
cities which they had accompanied Siva in destroying. One of two
gods is on his stomach at Devi's feet, eagerly snatching the flakes.
(Our edition reads Visikha (Skanda) instead of Virifici of B1 and B2.)
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(a) B1: Stanza 66

() B1: Stanza 67

(b) B2: Stanza 66



PLATE 30

(a, b). Stanza 66. Deviis seated on a throne, her head thrown back
and her hands keeping time and otherwise accompanying Sarasvati’s
praise of Siva. But Sarasvati, seated before her, has become silent
and sits with head slightly lowered, as though in discomfiture, but
more likely concentrating upon the perfection of Devi’s unpremedi-
tated virtuosity. The vina, which is regularly an attribute of Sarasvati
(cf. stanza 60), is not shown, perhaps because it has been put away

in its case.

(¢). Stanza 67. In the illustrations no special attention is shown
Devi’s chin, which the stanza celebrates. As attributes she holds

noose, sceptre, flower, and goad.
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(a) B1: Stanza 68

(b) B1: Stanza 69

B1: Stanza 70

(d) B1: Stanza 71



PLATE 31

(a). Stanza 68 (B2, stanza 69). Devi is in a standard pose with
standard attributes, and again is shown with no particular reference
to the stanza.

(b). Stanza 69 (B2, stanza 68). The three lines of the neck, mark-
ing the limits of the three kinds of musical scales, are not indicated.
Dev1 holds goad, rosary, bow, and an unidentified object.

(c). Stanza 70. Devi is looking down kindly upon Brahma, who
has sought the grace of her four arms to prevent Siva from tearing off
his remaining four heads as he once tore off his fifth (or first) head.
One might have expected the artists to show Devi’s four hands in
the gesture that grants immunity from danger, but instead he has
given them the attributes of bow and arrow, noose, lotus, and rosary.

(d).. Stanza 71. B1 shows Devi’s reddened hands, as the stanza
describes them, but B2 leaves them white. Devi holds rosary, an
unidentified object, goad, and noose.
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Plate 32
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PLATE 32

(a). Stanza 72 (B1,stanza 73). Deviis giving her full breasts to her
two sons, the six-headed Skanda, god of war, and the elephant-headed
Ganesa, lord of obstacles. In the right-hand background an animal
is crouched, possibly meant for the lion which is Devi’s vehicle. B2
has the order and numbering of stanza 72 and 73 correct, but reverses
the order of illustrations.

(b). Stanza 73 (B1, stanza 72). See Plates 47(b) in color and 48(a).
Devi is patting Ganeéa on the head; Skanda sits on her lap.
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Plate 33

B2: Stanza 74
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PLATE 33

(a). Stanza 74. Devi does indeed have a pearl nose-ring, as the
text indicates, but so she regularly has in other paintings of the series.
She carries bow, goad, arrow, and sceptre.

(b, ¢). Stanza 75. Devi holds the “Dravida child” (dravidasisu)
on her lap. In B1 her breast is exposed as though she had just been
suckling him; B2 may mean to show this also. In both paintings the
child is speaking and gesticulating as if reciting poetry. He wears
his hair in a full knot bound with a fillet in B1; in B2 also it is bound
but hangs down behind.
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Plate 34

(a) B1: Stanza 76 (b) B1: Stanza 77

B2: Stanza 77

(¢) B1: Stanza 78 (d)



PLATE 34

(a). Stanza 76. The painting bears no special reference to the
stanza.

(b, d). Stanza 77. The painting of B2 has resemblances in the
treatment of the hair and the scarf to Jaipur paintings of the eighteenth

century. Devi holds an unidentified object, noose, flower, and rosary.

(c). Stanza 78. Another standardized illustration of Devi, with
no special application to the stanza.
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(b) B2: Stanza 79

(¢) BI1: Stanza 80



PLATE 35

(a, b). Stanza 79. B1 shows and emphasizes the excessive slender-
ness of Devi’s waist and the three abdominal creases, which classical
Indian literature regards as a mark of beauty. B2, however, shows
her with abdomen covered; the artist, if he was copying the painting
of B1, missed the point. In B1 (as also in the next illustration) the
body is bent as is characteristic of the female body in Early Western
Indian painting (cf. W. N. Brown, Story of Kdalaka, Washington, 1933.
Smithsonian Institution pub. 3137, figures 15ff). Devi’s upper right
hand holds the goad; the other hands are without attributes.

(c, d). Stanza 80. Again, B1 reveals Devi’s slender waist with the
abdominal creases, but B2 conceals the abdomen. It is not evident,
however, that Devi’s breasts have burst her bodice. In Bl the back-
ground is violet, Devi’s bodice is yellow, her lower garment red with
flowers embroidered on it. The throne appears to be of painted wood.
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Plate 36

(a) B2: Stanza 81
(b) Bl: Stanza 82

(¢) BI1: Stanza 83 (d) B2: Stanza 83



PLATE 36

(a). Stanza 81. Again the hyperbole (atiSayokti) of the language,
this time concerning the breadth and weight of Devi’s buttocks, is
not reproduced in the painting.

(b). Stanza 82. This painting, too, is not especially related to
the text. The throne has an element extending outward from the side
at the base (appearing in both MSS) which seems hard to explain.

(c, d). Stanza 83. Devi sits with her knees up and her feet together
in front of her. Before them are two deities in worship. The crest
of one is rubbing against her toenails and so, as the text indicates,
is sharpening them.
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Plate 37
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PLATE 37
(a, b). Stanza 84. The poet as worshipper, humbly dressed, stands
adoring Devi's feet.

(c, d). Stanza 85. In a grove Devi is kicking the kankeli (a$oka)
tree and so satisfying its pregnancy longing and stimulating it to
. . G B
blossom, while seated nearby the jealous Siva looks on.
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Plate 38
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(a) BI1: Stanza 86
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PLATE 38

(a). Stanza 86. In a scene of some liveliness Devi rocks backward
on her seat, and kicks at Siva with both feet at once. She is a long
way from striking his forehead, as the text describes the event, but
in both paintings Siva shows his amusement by the expression on his
face. In both B1 and B2 the background is a dull orange color. In
B1 Devi’s lower garment is red, in B2 it is violet. The throne in
B1 appears to be of wood, in B2 of inlaid marble.

(b,c). Stanza 87. Devi’s feet are conspicuously shown for favorable
contrast with the lotuses in the pool beside them.
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(a) B1: Stanza 88 (b) B2: Stanza 89

(¢) B1: Stanza 90



PLATE 39

(a). Stanza 88. In this otherwise standard representation, Devi’s
feet are more prominent than usual, possibly so that the tortoise-
shell shape of the forefoot may be appreciated.

(b). Stanza 89. See also Plate 48(b) in color. Devi sits with her
feet hanging down before her throne as if they were in the act of
granting blessings and wealth. She holds bow, noose, flower, and

sceptre.

(c). Stanza 90. Before Devi sits the worshipper, asking for her
lac-mixed foot water that he may drink it and become a poet.

(d). Stanza 91. Devr’s feet again are more than ordinarily prom-
inent, but there is no sign of the kalahamsas whom they instruct in

their own art of walking.
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Plate 40




PLATE 40
(a, b). Stanza 92 (B1 and B2, Stanza 93). Devi is without crown

or headdress and her hair hangs down in long strings. She holds goad,
noose, bow, and arrow.

(c¢). Stanza 93 (B1 and B2, Stanza 96). See also Plate 49(c) in
color. At the left, in the inner recess of her palace, sits Devi under a
parasol. Three female attendants (Anima and others) are at the door
and in the courtyard. At the extreme right, not yet inside the court-
yard, is Indra seeking admittance, which is hard for him to secure in
spite of the hundred sacrifices he has performed.
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Plate 41

(b) B1: Stanza 95

() B2: Stanza 95 (MS No. 94;
in MS attached to App. 1=MS 95)




PLATE 41

(a). Stanza 94 (B1 and B2, stanza 92). See also Plate 49(b) in
color. Siva and Devi on his knee sit in a flower-decorated bower.
Below them the four gods Brahma (Druhina), Visnu (Hari), Rudra,
and I$vara form a bedstead, while Siva, on whom Devi is sitting, is
actually the mattress. With this scene compare the illustrations to
stanza 8.

(b, ¢). Stanza 95. Devi is seated on her throne, and the moon is
shown in the upper right-hand corner. In Bl the moon has on it
the emerald casket mentioned in the stanza, but in B2 it has the deer
which is so commonly said to be there (mrganka). B2 reverses the
illustrations of our 95 and App. 1.
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Plate 42
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PLATE 42

(a). Stanza 96 (B1 and B2, stanza 98). The poet as worshipper
kneels before Devi with a lamp in his hand, evidently engaged in the
evening light-waving ceremony. The text, however, refers to the
ceremony in another connection, saying that before the true and
favored worshipper the fire of the universal dissolution is but this

ceremony.

(b). Stanza 97. In a bower in a love scene sit Devi and Siva
(Mahadeva), to whom she is a truly devoted wife (sati). Beside the
bower, one on each side, are those divine wantons mentioned in the
text, on the left side of the painting Sri (wife of Visnu), seated on
her lotus and accessible to any man of wealth, and on the right side
Sarasvati (wife of Brahma), whom many poets have possessed, with
her lute (vina).
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Plate 43

(a) B2: Stanza 98 (MS No. 99) (b) B2: Stanza 99 (MS No. 101)
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PLATE 43

(a). Stanza 98 (B1 and B2, stanza 99). The Hindu trinity —
Brahma, Visnu, and Siva — appear at the left-hand side of the
painting, Brahmia accompanied by his wife Sarasvati with her lute,
Visnu by his wife Padma (Laksmi) with a chauri, and Siva by his
wife Parvati with whom he is seated in a love pose. The gods are
looking at Devi enthroned at the right, with a parasol above her. Each
thinks his wife is she. Yet, in her highest and true form, she is more
than them all; she is the ineffable, the unattainable fourth, the
turiya of the Upanishads and of Sankara’s Vedinta, the great illusion
or creative principle (mahamaya), who puts the universe through its
revolution of appearances.

(b). Stanza 99 (B1 and B2, stanza 101). Before Devi sits her
devoté, who by her favor can sport with the wives of the gods Brahma,
Visnu, and Kama. He appears to be reciting praises to her, possibly
this poem.

(c). Stanza 100 (B1 and B2, stanza 103). In an illustration closely
resembling that to App. 8 the poet professes that his poem merely
returns to Devi words that originated with her, while she graciously
extends her hand to receive the poem.
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Plate 44
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(¢) BI1: Stanza App. 2 (MS No. 100)




PLATE 44

(a, b). App. 1 (B1 and B2, stanza 94). Devi is seated on her
throne; at her feet on a footstool is the sun, which has become a mir-
ror and reflects her face. B2 reverses the illustrations of this stanza
and our stanza 95.

(c, d). App. 2 (B1 and B2, stanza 100). Hara (Siva) stands be-
tween two representations of Devi, turning his head from one to the
other, unable to decide which is the real and which the counterfeit.
His bull Nandin is with him, and round about them is landscape,
hills with vegetation.
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PLATE 45

(a, ¢). App. 3 (B1 and B2, stanza 102). The poet kneels before
Devi asking her to accept his poem of praise, and she touches his
hands with one of hers, though whether to receive the poem as sym-
bolized by some object or to bestow a reward is not certain.

(b). Colophon (B1 only). Devi is seated on a throne inside a
pavilion. Before her kneels a worshipper, possibly the author of the
poem.

(d). Terminal stanza (i.e., B2, stanza 104; not in B1). The

worshipper, having rejected Brahma (Virafici), Govinda (Visnu), and
Siva (Hara), kneels before Devi in her shrine.
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(a) DB2: Stanza 25 (accompanying stanza 26); sce Plate 138 (¢)
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(h) B2: Stanza 35: sce Plate 17 (c)
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Plate 48
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Plate 49
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(a) B1: Stanza 93 (MS No. 96); sce Plate 40 (c)
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(b)  B1: Stanza 94 (MS No. 92); sce Plate 41 (a)
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