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A CONCEPT OF COMIC DANCE AS
PRESENTED IN KALI NATAKAM
OF NARAYANA GURU
in the Light
of His Later Philosophical Works

his article is devoted to the concept of the cosmic dance of the goddess
Kali presented in Kali Natakam (the Dance of Kali — KN), composed
by Narayana Guru (Narayana Guru)” in 1887-1897. This hymn can
be analysed in the context of later philosophical works written by Guru,
especially the last philosophical hymn devoted to Dévi addressed as Mother
of Royal Yoga (rajayogajanani) — Jananinavaratnamarijari (The Bouquet of
Nine Gems Devoted to Mother — JNRM), composed in 1909. Other works to
be taken into consideration are: Atmopadésa Satakam (One Hundred Verses
of Self-Instruction — AS) - a poem composed in Malayalam in 1897 — and
Darsana Mala (Garland of Visions — DM), a philosophical work in ten sections,
composed in Sanskrit in 1916.?
Kali is treated here as an object of devotion, described both in impersonal
and personal terms, as a goddess with auspicious qualities while evoking fear
at the same time. She is sometimes identified with Siva; however, as a great

D Narayana Guru (1854-1928) — philosopher, saint and social reformer of south India
(Kerala). He created — in three languages: Malayalam, Sanskrit and Tamil - original works
on advaita. His writings can be classified into five groups: hymns works of moral import,
translations from Sanskrit and Tamil, prose works and philosophical works.

2 Compare chronology of Narayana Guru’s works given by Nataraja (2003: 389-392).
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Mother and identical to the ultimate reality, she is exalted higher than him?.
Narayana Guru combines in this hymn elements of advaita vedanta, samkhya,
tantra, hathayoga, sakta, bhakti etc.

The hymn starts with a short adoration, in which Kali is addressed by
Guru as being nada and bindu? in essence, and the beautiful jewel-like lamp
illuminating all Vedas.” The cosmic dance of Kali comprises five activities
(paricakriya),® mentioned in the subsequent parts of the poem (verses 5-24).
This part, describing the active, creative nature of Deévi-Prakrti, consists
mainly of verbs. While tasting the world she feels delighted; while dancing
she experiences bliss, horripilation. Creation is the ecstatic dance of Dévi, and
its sole absolute object is the joy of dancing; it is a divine play from which
Kali derives ananda, being at the same time anandaripini, by whom the ulti-
mate reality, as she is, manifests itself objectively as well as subjectively — it
is mentioned that she resides in the inner place of bliss (mamanandadese), in

® Narayana Guru’s KN in general follows the tradition of Bengali hymns devoted
to Kali; however, one can find here elements characteristic of Sanskrit hymns addressed
also to other goddesses (comp. Avalon 1913).

4 Nada means a primordial, yet inaudible sound, born from the union of prakasa
(Siva) and vimarsa (Sakti), which becomes concentrated in a drop, or point (bindu) of
phonic energy, containing the active urge to emanate forth, to shine through, gradually
expanding itself into the whole of the created world. According to Goldberg nada-bindu
is not separate from ardhanari$vara, denoting the union of masculine and feminine —
Goldberg (2002: 86). The image of Kali described by Guru does not reflect the traditional
differentiation along the central vertical axis into male and female; the goddess is pre-
sented as totally united with Siva and addressed as Sivamba — Mother Siva. Compare
also Avalon (2009: 268-271).

» namo nadabindvatmikeé nasahiné namo naradadidyapadaravindé namo

nanmaraykkum manippum vilakkée namo nanmukhadipriyamba, namasteé

(‘Adoration, o embodiment of nada and bindu, the imperishable one, adoration to
your lotus feet, worshipped by sages like Narada; adoration, o beautiful jewel-lamp [of
Wisdom], that illuminates the four Vedas; adoration, Mother, who is dear to [all gods]
beginning from Four-Faced Brahma’). The English version of Kali Natakam is based on
the translation by Prasad (2006: 137-145).

® srsti — creation of the universe, sthiti — supporting, sustaining the created world;
samhara — destroying it; dissolution, tirobhava [nigraha] — concealing herself by with-
drawal of her grace, covering with illusion and anugraha — showing mercy, kindness to
her devotees and bestowing salvation upon them; revealing Herself through Her grace.
Compare Coomaraswamy (1918: 59); Smith (1998: 17-18).
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the heart of her devotee.” Like the Sarmkhya system, Narayana Guru identifies
here the feminine principle as the active agent, the great actress of the world;?
but the relationship between two ontological categories: transcendent and
static reality and the immanent and inherent kinetic Sakti are different. In
the hymn they become one and the same; however, we can find the same
tendencies in Guru’s later philosophical works.”

Kali manifests herself by spreading in all directions as the whole universe,
but having hidden within it as all-pervading inner controller as subtle as
a sesame seed. Again, she represents the immanent kinetic aspect of reality,'”
whirling and twisting in her dance, as well as transcendent, static one —
although she shines forth as the whole visible world remaining within it, she

" srjiccum bhariccum muda samhariccum rasiccum ramiccum kaliccum pulaccum
mahaghoraghoram viliccum mamanandadésé vasiccum
(‘You created the whole universe, you sustained and joyously destroyed it. Enjoy-
ing/ tasting all this and feeling delighted, playing and feeling exhilarated, making
most terrifying cries, calling aloud you resided in the hidden cave of my bliss’). enre
anandanubhavasthanamaya hrdayattil — ‘in my heart being the place, where bliss is
experienced’ — Nayar (2010: 677).

® NG admits both prakrti and pradhana as two [separate] aspects of maya / Sakti
in his Sanskrit philosophical work — DM 4 9, 10. The latter seems to be responsible for
the emergence of the world held properly within pradhana, being the material cause;
the former one - for the activity and permutations / combinations of gunas, resulting
in the evolution of the tattvas (compare Prasad (2007: 141-147)). However, this kind of
differentiation does not find place in AS, where the prakyti seems to comprise all these
functions (compare AS 75). Activity, the process of becoming and change ascribed to
gunas, which cannot be the state of harmony and sameness (samatvam) between rival
tendencies, is defined in AS 71 as beginningless play (anadilila).

9 AS mentions maya / Sakti being the primeval seed (adibijam) or potential (kalya),
giving birth to the innumerable forms and worlds (compare AS 53; 57). Systisthitilayam
as an effect (karyam) of $akti in mentioned also in AS 80. Sakti is treated here as the
power inherent in ultimate reality — ariv (consciousness) inseparably associated with
her (AS 95). AS 15 differentiates between para (higher, transcendent) and apara (lower,
immanent) prakrti; the former one is identical to the ultimate reality.

0 tiriifium piriiAium mahanandadharam corififium padambhaojabhaktarkku
nityam varunnoru tumbannalellamarifintum karifinitumaraviratankabijam
kuraniniorunéram ninaykkunna bhaktarkkarinfiila marrulla kaivalyariapam — KN
11-16

(‘Turning round, twisting and pouring down the stream of great bliss, fully aware

of the daily troubles of the devotees of your lotus feet, and scorching out seed of all the
emerging sorrows, when contemplated even for a short while, no other form of liberation
will be then known’).
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is praised as being devoid of any defect or change. This real form of Kali is
the unthinkable and indescribable one, beyond anybody’s comprehension.'
Another aspect of the goddess, who is praised as the great wielder of her
power — mahamaya, has been associated by Guru with her terrifying form
(ghorarupam), which involves concealing herself via the withdrawal of her
grace. In such a context Kali becomes at the same time the one who shows
mercy to her devotees, bestowing salvation upon them (tara).”?

The cosmic dance of the goddess is described with the following verbs:
teliyuka, [prapaficam] tulumbuka, tulayuka, tiriyuka. The first one (teliyuka
— ‘to shine forth, manifest, appear, make something visible’) depicts the func-
tion ascribed to cit (consciousness) which never remains inactive, incessantly
finding expression as a stream of experiences,'® manifesting itself objectively
as well as subjectively.'¥ The next verb (tulumbuka — ‘to fluctuate [in the form
of waves constituting] the universe; to overflow’) evokes another concept of
manifestation present in AS: a waveless depth of the ocean being the [shin-
ing] source of innumerable waves rising to its surface.'” The verb tulayuka
(‘to perforate, pierce’ and ‘to be perforated’) indicates that Kali remains

W niraffiannane visvamellamoruppolaram cerrumillate vanum cirannal
kalifinalumilloru nasam; kurafifionnarinfiitarayinnaho! ghorarupam
marannitumo visvamellamitennorttarinfituvan Saktararullu loke? — KN 17-22

(‘When you spread in all directions, filling the whole universe fully, you remained [as

a controller] within with not a bit of fatal foreboding; no destruction you have even after
you remaining so for a long time. What a mystery! So few know your real form! Will
this terrible form disappear from view? Who in the world is capable of understanding
this world to be s0?’)

12 Compare footnote 9, where the real form of the goddess as soleness and liberation,
is mentioned: kaivalyaripam. moksapradamaya riupam — ‘the form bestowing liberation’
— Nayar (2010: 678). Kali is similarly presented in hymns from Bengal - as the great
wielder of maya, creating the phenomenal world in order to delude her devotees as well
as the one, who carries them over the ocean of samsara, being at the same time identical
to the ultimate reality — comp. McDermott (2001: 38-46; 47-51; 66-75).

9 Compare Prasad (2011: 229). The function of the ultimate reality called bhati
(‘shines forth’) is usually associated with cit — consciousness, shining forth and manifest-
ing itself as the whole apparent world — compare DM 2 1. Malayalam verb teliyuka in
such a context appears in AS 14, 36, 100. Compare also Prasad (2010: 53-61).

W teliifium — indriyannalkkum visayamayum — ‘having become an object for senses’ —
Nayar (2010: 678); vyaktamayum — ‘in its manifest form’ — Bhaskaran (2004: 119).

19 Compare AS 75; AS 57.
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within the manifested world, being immanent as well.'® The verb tiriyuka
(‘to turn round’) appears also in AS 33 and 34. In the first of these stanzas
Narayana Guru introduces the well-known Buddhist example of a burning
twig (alata), repeating the mentioned verb twice. The constant turning in
knowledge or consciousness (ariv),"” assuming the form of five vibhatis,
which are mentioned in Guru’s works as the representatives of the mani-
festation of maya-prakrti. This manifestation of ariv (identified in this case
with prakrti), as the phenomenological chain of events within consciousness,
requiring space, is only half the world picture. The other half is the experience
of this moment, the horizon of time presented in next stanza by means of
a picture of a chariot wheel constituting of spokes, which are very short
moments of time. The rolling forward, the constant circulation, should be
known as the beginningless divine dance (tiruvilayatal) taking place within
knowledge (arivil — AS 34)." The very same compound describes the famous
dance of Siva - tandava (SS 6) in Siva Satakam.

The nave (hub) of such a wheel, the immovable — i.e. not dancing — central
point of the whole universe, is pure consciousness (cinnabhi), as mentioned
by Guru in JNRM 1. Hence the maya / prakrti/ $akti enters the stage (space)

1 Compare: ellinmani pole suksmamaya cittattinre rupattil nilaniruttiyum — ‘having
remained within in the form of cittam being as subtle as sesame seed’ Nayar (2010: 678)
and: anupravesiccu ellil ennapole sarvavyapiyayi antaryamiyayi vartticcum — ‘having
entered as all-pervading one, inner controller, [included within] like an oil in sesame
seed’ — Bhaskaran (2004: 119).

(‘Knowledge, to know its innate state here, has become earth and the other divine
manifestations; in such a changing state spiralling up, back and whirling, like a glowing
twig it is ever turning’).

8 aranotiyadiyaraliyarnnitum terurul atil ériyuruntitunnu lokam arivil anadiyatay

(‘Having mounted on the rotating wheel of a chariot which has half-moments and
such for spokes, the world rolls on; know this to be the beginningless divine dance, that
is ever going on within Knowledge’).

¥ [...] ennasayam gatiperum nadabhumiyilmarnnavirabhapatarum cinnabhiyil
triputiyennanarum patikalarnnaritunnu janani!

(‘[...] when, o Mother, could my inner being, after merging and unifying with the
centre being pure consciousness, become cool?’). Nabhi — ‘the nave of a wheel, hub of
a wheel’.
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provided by consciousness, which in its pure transcendental aspect is the
immovable spectator. Narayana Guru analyses the whole process of dancing
from the perspective of an ultimate, non-dualistic perspective: this cosmic
dance cannot be performed without ariv (consciousness), just like the chariot
wheel cannot roll on without a hub or a rim.

The cosmic dance of Kali means, on the one hand, creating the veil of
illusion which covers the real shape of reality, known almost to no one.
Narayana Guru clearly states that this form of Dévi, spread as the visible
universe, is a terrible one (ghorarupam). This aspect of the creatrix is asso-
ciated with avidya — ignorance, and Kali is worshipped in this context as
mahamaya — the great wielder of maya (illusion); her power is defined as
vaibhavam, i. e creative splendour.” On the other hand, Kali liberates and
destroys the sarmsara-bonds at the same time, being associated with vidya
(knowledge); she pours down the great stream of bliss and scorches out
the seed of emerging sorrow, she also bestows liberation upon her devo-
tees (kaivalyam), so she is also worshipped as Sambhu — one who grants
happiness. The self-concealment of Kali as consciousness is therefore bond-
age, while self-revelation is liberation - this process is purely a game. In
the JNRM, the philosophical hymn devoted to the Mother of Royal Yoga
(rajayogajanani) and some other works of Guru (AS, KP), the idea of divine
dancing is also presented as a two-way process proceeding downwards and
upwards. The self-concealment of consciousness is the way down; when
associated with the inner organs and body (amgam, akam) it enters the stage
of phenomenality and starts its dance (atuka) according to what is perceived
(i.e. objects of senses);? when manifested as five vibhutis (this process is

29 The mentioned above term denoting creative power of Kali — vaibhavam — appears
in the most important Sanskrit work of Guru — DM 4 2, where it has been equated with
maya.

2 JNRM 3: untayi marumarivuntayi munnamitu kantatumamgamakavum
kontayiram taramiruntasayam praticuruntamahassilmarayum kantaluminilayilu
ntakayillarivakhandanubhutiyilelum tantaril vinumadhuvuntaramikkumoruvant
anusuri sukyti

(‘Knowledge that comes but to go again, arose in times of yore; together with body
and mind, which dance/act a part in a play according to what is perceived [i.e. objects
of senses], it became darkened in thousand ways and contracted into the form of coil
around the inner part of mind, to become finally reabsorbed in the great splendour; even
the perceiving thuswise the real wisdom dawns not; the really enlightened is a bee fallen
into the lotus-core relishing therein the nectar of the unbroken experience of boundless
Bliss Supreme’).
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described as ullasam), it provokes mati (buddhi) to dance, swing between
opposite thoughts.?” Thus it becomes darkened and contracted into the form
of coil around the inner part of each individual being. The suggestion given
in the commentaries is the more an individual becomes immersed in samsara,
the more the coil-like quality of Kundalini increases.”” Thus the way up,
the self-revealing, has been associated in this case with yoga practice and
worship, awakening and uncoiling the Kundalini. This concept, although
only alluded to in the major philosophical works of Narayana Guru (AS),
has been directly expressed in Kundalinippatt (The Song of Kundalini Snake),
bringing out the spiritual significance of a physical process by which a snake
is lured to dance.”

In hymns, especially those devoted to Dévi, she is not only a goddess who
conceals and then reveals herself in her cosmic play. Dévi is regarded here as
primeval cause of the universe; she is the ultimate reality Herself, immanent
as well as transcendent. She becomes a dancer as well as a spectator of her
own spectacle. Being the ultimate reality, she is equally a personal - the
next, central part of the hymn contains a description of the dancer - Kali
from head to toe. Narayana Guru treats Kali as identical with Siva: in terms
of Sanskrit mythology, her matted hair is adorned with the crescent of the
new moon, skull and garlands, swinging and whirling in her dance, which are
made of the mandara flowers, and ruby-gem radiates its dazzling sheen from

2 JNRM 2: illatamayayitum ullasam onnumarivallatayillanilanum kallaliyum
kanalumallate sunyamatumellamoradiyarivam, tallaghavam parakilillaranamkriyakal
mallatukilla matiyisallabhamonnu matiyellavarum tirayumullaghabodhajanani! (‘“This
upsurging display being the maya, non-existent [apart from consciousness], is in essence
no other than consciousness pure. Wind, stone, ocean and heat, and the void beyond
them are all but primeval consciousness alone. This effortless simplicity if given expres-
sion to, all the Vedic rituals turn out to be nothing, no more rival positions that make the
mind swinging / dancing between; gaining that state of beingness alone would become
the only wish; o Mother of the healing awareness, that everyone always seeks!’).

) jivan samsarattil kututal kututal mulukuntorum kundaliniyute curulicca
anukramam adhikyam prapikkunnu [...]. kundaliniyute a nilaye
marrirrjukarikkunnatanu yogiyute niyatamaya sadhana — “The more jivan
becomes immersed in excess in the samsara, the more the coilness [the coil-like
quality] of kundalini increases [...] The practice — self-control of yogi serves as
improvement of such a state of kundalini” - Sastrikal (2007: 55).

2 KP 1: atupanbe! punam tetupanbe! yarulanandakkuttukant atupanbe! (‘Dance,

o Snake! Seek the burrow! While witnessing the wild display of the bliss [given through]
grace, dance, o Snake!’).
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her golden diadem (ponkiritam). She is praised for preparing a place in her
matted hair for Mandakini who, when released, could easily shatter the very
bottom of the earth. Her forehead is adorned with the fifth-night moon. In
accordance with Sakta tradition, Kali is able to control other gods, beginning
with Siva and Brahma. All of them are trapped within her power of illusion.”
The arched tendrils of her eye-brows defeat the flower-bow of Kama. From
her ears dangle golden earrings studded with jewels, their lustre reflected
on the mirror of her cheeks. The ruby-red lips are worshipped by the best of
hibiscuses, and the row of her teeth puts to shame a bright necklace of pearls.”

2 KN 25-40. atikkullutontippariccambarantam natukkam kotukkunna
mandakinikkinnatakkam kotuppanitam pettirikkum jataykkanbilittellumellum
vilolaccaladbhamgamandaramanikyamala vilaykkappurattulla ratnam
paticcujjvaliccuttarangikrtam ponkiritam parampatricamiccadranum
torrupoyi tiraykkappuram kurramillennu teri tiramvittu kappam kotukkunna
nerrikkurikkullil vinaliyelamaranfia-naraykkanvaham carttumurvimanalan
mahadevanum brahmanum munparayoraho! mayayilpettirikkunnu citram!
mahatmakkalayullavarkkum ninaccal mahamaya! nin vaibhavam kintaranyam?

(“Your matted hair, which created space to pacify Mandakini, who, when released,

could easily shatter the very bottom of earth, and who causes sky to tremble [in her
descending way from above], is adorned with the crescent of the new moon, skull and
garlands swinging and whirling [in your dance], which are made of the mandara flowers
and ruby - priceless gem that radiates its dazzling sheen of colourful effulgence from
your golden diadem. The beautiful fifth-night moon, praised for its beauty, having decided
that there is no shame [in surrendering to you], has abandoned his pride and pays
homage to your forehead, adorned with the mark, into which has fallen the spouse of
the Earth-Goddess, whose waist is encircled by the girdle of the seven oceans. And more,
Mahadévan and Brahma and all other gods are trapped within your maya, a mystery
indeed! O great [wielder of] maya! Even for the great souls, if cogitated on well - is there
anything capable of crossing over your creative splendour?’).

2 ananganre puvillinallalppetuttum kuniccillivallikkotittallutellinnanarngannu
mamgattilerraloliccutanannate poyannatannunnateé nalppadattar bhajikkun
navarkkullorattalppadattekketuppanate cilli rantum vasattakkivacceppolum
minniminnunnatum kanninappankajappuvilolum krpattenkanakkankanam
maricerttarttipokkum katakkannurantinkalum vimmivimmittitukkennu
payunna kallolinikkum patutvam kotukkunnoranandavarikkatalkkakka
reppadabhaktaprayuktasrutam stotrasamgitanrttannalum trccevikkontu
nilkkunna karnannalilpponmanikkundalam kontolippettuponnum
ghrnikkankitam gandakannatiyum nanmaniccembarattiprasiunam
namikkum maniccunturantinnu mullayi vilantium palunkotta palpatti
muttuppatattinnilibhyam kotukkunnatinnentu bandham?

(‘The arched tendrils of your eye-brow-twigs put to trouble and defeat the flower-bow
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The round face of Kali becomes a source of excellent brightness.?” Her hands
are adorned with bracelets adorned with jingling grains. She carries a spear,
sculptured conch, sword and skull. Her frightening cries make the lion’s roar
weak, while loud laughter grinds all the directions to dust.? Golden pot-like
breasts shine with saffron and sandal-paste, adorned with a pearl-necklace
and a garland made of kalpavrksa flowers.”” The slender waist of Dévi is
praised as a mere handful in size, enwrapped with lovely silk cloth. Her

of the Limbless One; if a mild slap of those eye-brows falls on the limbs of Limbless One,
unable to stand it, he vanishes, becoming inactive. [...] In your twin eye-corners [are
seen the nectar-waters] of the ocean of bliss, supporting the river overflowing [with
your tears of mercy], and across this ocean do stand the sacred ears of yours, listening to
the hymns, songs and dance practised by the devotees of your feet. Dangling from your
ears are the golden earrings studded with jewels, and their lustre gets reflected on the
mirror of your cheeks; the ruby-red lips of yours are worshipped always by the best of
red hibiscuses, and within those lips shine the crystalline rows of your teeth. What could
be compared to them, if they put to shame a bright necklace of pearls?” - KN 41-61).
20 KN 62-65: telifininnane purnacandrannumallalkkalarikam
kotukkunnetirdvandvasobhankuram vaktrabimbam karalonnatasrikaram
ghoradamstradvayam bhisaniyam
(‘Your round face, being the sprout of rival brightness, that stains the full moon with
the grief of its ability to shine only like this, is terrifying as well as auspicious, dreadful
are the twin canines frighteningly sticking out’).
28 KN 66-73: kare karkanam kinkinisankulam kirikaribhatavetalakuli
pravaham parannattahasannalittittu kuntam katanfiulla Samkham krpanam
kapalam bhatanmaretirttoti mantunna kanthasvanam simhanadattinum
ksinamuntamitikkum patutvam kotukkunna potticcirikkettudikkum
potikkaykkotukkum
(‘Bedecked with jingling grains are the bracelets in your hands. Kirnkaris, bhutas,
vetalas and kulis flow around you. Flying, you shout and laugh aloud wielding a spear,
with a sculptured conch, sword, skull in your hand, your frightening cries scatter mighty
warriors away while encountering them, and make the lion’s roar weak. Your loud

laughter lends depth to peals of thunder and grinds to dust all the eight directions’).

2 KN 75-81: piticcambarijalasamgitanyttam tutikkinkinivenuvinaprayogam

cevikkontu tankakkutakkonkarantum kalam kunkumipankamaleyalépam palunk
ottamuttuppatankalppavrksattalam punkulakkottukorttittu malakalankavihinam
kalapiccum [...]

(‘Hordes of celestial nymphs rhythmically dance and sing, playing little drums and
bells, flutes along with vinas — and caring for all these, your twin golden pot-like breasts,
shine with saffron and smeared sandal-paste. Crystal-clear pearl-necklace and garland
made of cluster-flowers gathered from the the heavenly tree kalpavrksa adorn you fault-

lessly [...]").
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hips are compared to the pot of Kama’s chariot; the thighs are saluted by
the beauty of elephant trunks. The charming feet make the defeated tortoise
take the cover of water to practice penance as a remedy. Kali is surrounded
by hordes of formidable servants (kinkaris), bhitas, vetalas and kulis, but also
by celestial nymphs, dancing, singing and playing little drums (tuti), bells
(kinkini), flutes (venu) and lutes (vina). Listening to all this she also dances and
walks joyfully with jhanat-sound arising from her lovely anklets, spreading
brightness on Mount Kailasa.*”

In the last part of this description, Narayana Guru calls back the concept
of Deévi worshipped in the ambivalent form of the wielder of illusion and the
embodiment of mercy, being the only reason for liberation. The eternal flux
of the perishable phenomenal world (ksanam ksinalokapraparicapravaham)

59 KN 84-108: pitikkullatakkikkotukkum vayarrinnatikkomanappumanippatt
ututtammuticcikkukaccappuram vaccirukkikkatikkamavantikkutattinnilin
fiattutakkanbu tumbikkarasri namikkum ankanankalatikkacchapam torru
toye tapassinnu pokunnapadagrasobhamkanankalatittamarappuvilolam
kalikkunna punten nukarnnattamodam vilannunna dévamganaganameélam
kalam vina nanavidham vadyabhedam $raviccu sakhicarunaryanitannil
Jjhanatkarapiuram vahiccum natannum muda $obha kailasasrmge lasiccum
tada devanarisamaksam vahiccum namiccum suranmar vahiccum kataksam
gamiccum nijanandamotavirasavidhikkulla kamam labhiccum padante
bhajiccum tadavasadese vasiccum sukhiccum ramiccum svakaryesvalam
sambhramiccankuriccattalum mulamakki vilannunnivannam bhavattrkkatakkan
culicconnu nokkaykamiilam krpalo! namaste namaste!

(“Your slender waist — a mere handful in size — is worn the lovely pearl-decked silk
garment with your flowing tresses gathered within the waist-band, descending from
your hip — the pot of Kama’s chariot - the twin thighs — saluted always by the beauty
of elephant-trunks. The lower part of your calves, golden and tender, begin to vie with
the quiver of the Limbless One, finally vanquishing it. The beauty of your soles makes
the defeated tortoise take the cover of water to practice penance [as a remedy]; your
feet — lovely lotus flower, filled with flowing nectar, sipped joyfully by the chorus of
celestial goddesses spreading brightness all around and playing vina and other instru-
ments in their varied notes. Listening to all this you also dance and walk joyfully with
Jjhanat-sound arising from your lovely ankles, spreading your beauty and splendour on
Mount Kailasa. The heavenly goddesses flow around you; the gods of heaven with great
respect salute you. They acknowledge your side-glance and go ahead filled with their
great bliss; they gain whatever they aspire, worshipping your feet, residing where they
reside, enjoying and taking delight in personal matters, constantly agitated, creating
causes of suffering sprouted again and again, they continue to live the same way, because
you didn’t mind to give a sacred glance of yours. O, embodiment of mercy! Obeisance
to you!’).
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is called mayavilasam — maya’s play, being the trap of three gunas — but
Guru immediately mentions ksanajyotiss, the highest reality revealing itself
in sudden flash.* It is the experience during which the spectator, spectacle
and actress become one. We can admire all the skilful devices used in order
to produce different rasas in this poem - $ringara, bhayanaka and vira rasa —
while describing the pleasant and formidable appearance of Kali and her vic-
tory over the warriors, the adbhuta rasa produced by the paradoxical nature
of Mother that are implemented for the sake of awakening the $anta-rasa
(ananda-rasa).*” The climax of this long hymn is a short compound describ-
ing the experience of liberation, sudden flash — from this moment Kali is
addressed as $ivamba, being auspicious only (or united totally with Siva).

In JRNM 5 Dévi is addressed as Mother being that, which is covered,
concealed with maulavidya — primeval ignorance, being above everything.
She is described to be in a state of ecstasy or dance, but her dance is not
the one known as tandava, performed by Siva, but is lasyam, the shining
one, causing manifestation.’*¥ While dancing, she sets free all commotion

3 KN 109-123: namasté mahaghora samsara varannidhikkakkarekkéruvan

trppadattarinakkappalallatoralambanam marrenikkonnumillamba,

karunyarase, ninaykkunnatellam kotukkunna trkkanninatténkataksam

labhippanananrien, padambhojavaimukhyamennil pinanfiitola té namaste,

namaste, namaste, panam pennilum mannilum cennupukkasvaniccattamodam

gunam kettu duhkhiccu povanayaykkollaham dehamennorttu sattvadiyam

mukkunamkettu pettorumayavilasam ksanam ksinalokaprapancapravaham

ksanajyotiracandrataram namaste sivamba, namasteé, namaste

(‘Obeisance to you! To reach the farther shore of this frightening ocean of samsara,

I have only this ship of your lotus-feet; no other refuge I do find, O Mother, ocean of
mercy! I stand here to gain the side-glance being the nectar flowing from your sacred
eyes that grants whatever desires are thought of. May there be no ill-will of your lotus
feet on me. Obeisance to you! Obeisance to you! Obeisance to you! May my mind not
get stuck on money, sex and properties, finding joyous solace in them, destroying virtue
to suffer. May I realize I'm not this body. This eternal flux of perishable phenomenal
world, is maya’s play, being a trap of three gunas, beginning from sattva; but [you reveal
yourself] in a sudden flash. As long as the moon and star exist, salutations, o Mother-Siva,
salutations, salutations!’). [...] ksanajyétiracandrataram — oru ksanam wyarunna jyotissu;
svatmabodham / anasvaram — ‘the light being self-realisation, arising in one moment/
imperishable, eternal [the light of consciousness, rising in one moment, is imperishable,
eternal]’ — Bhaskaran (2004: 130).

32 Compare Prasad (2010: 98).

39 Tt is worth emphasising here that the term nrttam — dance — refers in KN to
devotees, human beings as well as gods, celestial beings, whereas majority of terms
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(kolahalam), as a mixture of five vibhiitis — Guru chooses here water, wind
and fire, the three intermediary elements which are well known for their
constant movements and activity. NG speaks of her fancy vest (lilapatam),
which is woven of a subtle thread that is time and so on, which in her cosmic
dance releases larger elements, constituting the phenomenal, visible world.
She is wrapped entirely in the this veil of phenomenality, concealing her true
form —(ullat), and for this reason nobody knows what it is.>¥ Here the Janani,
Mother as nirguna-brahman is beyond all form and gunas; her supreme form
(para) is known to nobody. She is praised as the one who is beyond (anta)
comprehension of all scriptures (agama).

Thus, the one reality symbolised by Kali — Mother Goddess — in her never-
ending dance performed to feel the joy of seeing actualised for herself all the

describing maya’s play [also in another works] are derived from the root las — ‘to shine
[forth], manifest’: ullasam, vilasam, lasyam, lasikkuka. The same root can be found in
AS 95, where the power of the whole universe (visvaviryam) shining forth (vilasunna)
as covered / dispersed by illusion (maya) is called the wisdom of playing (vinodavidya),
which is [given] the widest space: vipulatayarnna vinodavidya mayavyavahitayay vilas-
unna visvaviryam / ivalival innavatirnnayayitum tannavayavam andakatahakotiyakum
// 95 // (‘Virility/ power of the whole universe, shining forth as covered /dispersed by
maya — is the wisdom of playing, being [given] the widest space, again and again she,
she becomes manifested here; her limbs are ten million cosmic eggs’). The term viryam
means inexhaustible energy, which — though being the material cause of the world —
remains unchanged; this creative power seems to be strictly associated here with the
inexhaustibility of $akti, again and again creating, sustaining and destroying thanks to
her power of illusion.

) melayamulamatiyalavrtam janani! nilasyamativitumikilalavayvanal kolahalam
bhuvanamalapamatramakhilam; kaladiyaya mrdunilaleneyyumoru lilapatam
bhavatimey melakemutumatinalarumullatarivilagamantanilaye!

(‘You, o Mother, remain concealed with primeval ignorance, being the root-cause [of
the whole universe]. From your sportive dance of romantic mood you set free all this
commotion — a mixture of water, air and fire, that constitutes the world - all this is but
mere name only. Your fancy vest, woven out of subtle threads being time and the like,
envelops wholly your real shape, and for this reason nobody knows the real [form of
you], o Mother, being beyond the comprehension of all scriptures!”)

meélayamulamatiyal avrtam — melayulla (ellarrinum appuramayulla —
sarvottaramayulla) mulabhutamaya (adikaranamaya) matiyal (buddhiyal)

‘[covered] with buddhi [mati] which is the primeval, root-cause, being above every-
thing, higher than anything’; here: malavidya; samastibhavattilulla prakrti — ‘primeval
ignorance, collective prakrti, included in all beings’ - Sastrikal (2007: 61); kaladiyaya
mrdunulale — kalam, désam, nimittam enni munnu nulukalkontu — ‘[woven out of] three
threads, being time, space and cause’ — Nayar (2010: 580).
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immense possibilities latent in her own being, assumes the form of all the
worlds. In order to depict such a incredible momentarily changing dance-
drama, Narayana Guru not only deliberately introduces various elements of
many philosophical systems, but also mingles different literary traditions:
Sanskrit as well as Dravidian.*
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