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MYSTICAL WORLD OF CARYAGITI

AND CARYANRTYA

ARUN SHRESTHA

It all began with the relevant
documents on caryadgiti indentified
by Hara Prasad Shastri in possession
of Darbar Library of Kathmandu in
1907 A.D. Just after that, a modern
academic study of caryagiti started
taking its shape with the publication
of the document in Calcutta in 1916,
exactly hundred years back from
today. Subsequent editions followed
in 1951 and 1959. The book was
written in Bengali and was titled

in Bengali which meant “Hundred
years old Bauddha Gana O Doha
written in Bengali” though it became
popular as ‘Bauddha Gana O Doha’. 1t
had four parts: First part was titled
‘caryacaryaviniscaya’, the second was
‘Dohaikosa’ of Saraha or Saroruhavajra,
the third was ‘Dohakosa’ of Kanha or
Krsnacaryapada and the fourth was
DParkarnava Tantra.

First three parts were accompanied
by interpretation in sariskrta by
Munidatta though it does not
mention his name. The conclusion
was derived from other sources.

Out of the total of 50 caryagiti in
original ‘caryacaryaviniscaya’, the book
contained 46 complete caryagiti and 1
incomplete caryagiti. 3 caryagiti were
missing. The original manuscript
had total of 69 pages, out of which 5
pages were missing. These missing
pages were numbered 35, 36, 37,

38 and 66 which contained last 4
lines of caryagiti 23 and complete
caryagiti numbered 24, 25 and 48.
The manuscript regained its original
structure by looking into other

Tibetan sources. Presently the original
manuscript has been lost but a copy is
preserved in Bengal Library.

Based on the works published by
Hara Prasad Shastri, Professor
Mohammad Shahidullah translated
and interpreted the Dohakosa part of
the book in French and published

in Paris in the year in 1928 with
subsequent editions in 1940 and

1966. The book was titled ‘Les Chants
mystiques de Kanha et de Sarah’. The
later editions were titled as ‘Buddhist
Mystic Songs” and were published
from Dhaka.

Within first 50 years of publication

of caryagiti, many scholars and
intellectuals tried to study and
translate the manuscript among
which Rahul Sannkrityayan, Prabodh
Chandra Bagchi, Shashi Bhushan
Das Gupta, Sukumar Sen, Dharmavir
Bharati and Nil Ratan Sen were
prominent.

In 1977, an important work on
caryagiti took its form in the
publication of the book titled ‘An
Anthology of Buddhist Tantric
Songs: A Study of the Caryagiti’ from
Oslo-Bergen-Tromso written by Per
Kvaerne. His book included regained
50 caryagiti and interpretations of
Munidatta’s sariskrta interpretation
& Tibetan caryagiti translations.

He opined and put up his critical
study of the previous works on
caryagiti. He was in agreement with
David Snellgrove on the period of
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caryagiti creation as 11th century or
some of it in the previous century.

He has attempted to explain and
clarify the “symbolic language’

used in caryagiti. He opined that

the ‘symbolic language” or so called
‘sandhyad bhasa’ was rendered as
twilight speech, intentional speech,
enigmatic speech and secret speech in
English which may lead to different
meaning. According to him, these
‘symbolic language” had religious
and philosophical intents. To him, the
contradictory words had more force
in explanation of the deep intended
expressions. His thought on sahaja
and caryagiti is very impressive and
pragmatic. He says: ‘Sahaja can be
experienced by those who have been
initiated. Caryagiti turns into initiation
once the meaning and intent of the
words of caryagiti is realized in full.
The moment words of caryagiti see
the light of wisdom, the symbolic
language is exposed to reality and
ultimate truth.

To my mind, this exposure of caryagiti
reflects on caryanrtya and one goes
through the experience of sahaja in the
act of dance divine.

Now to our front, pioneering work
of Acarya Ratna Kaji Vajracarya
Gurujyu in the form of two volumes
of Caca Muna published in 1999

is the first and last of its kind. It
contains possibly all the important
caryagiti prevalent in the valley.
This compilation of caryagiti with
sufficiently long introduction paves
the way for further study but to our
loss no attempt was made to study,
analyse and interpret the document
so vigorously worked on for the
posterity. Being his self proclaimed
disciple, I have dared to analyse
and interpret caryagiti contained in
ahoratrapadasadhanavidhi, a systematic
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document of vajrayana ritual practice
or carya.

It has to be noted that only

“trihandd’, included in 50 caryagiti of
‘caryacaryaviniscaya’, forms a part

of our ritual practice of caryagiti
rendering. None of the other caryagiti
of “caryacaryaviniscaya’forms a part of
our ritual practice. Caryagiti kolaire of
Hevajratantra is the other one which is
included in our ritual practice but it is
not included in ‘caryacaryaviniscaya’.
The language of ‘carydcaryaviniscaya’
is claimed to be prominently Bengali
with other vernacular Indian
languages but the caryagiti in practice
among vajracarya is prominently
sariskrta with so called vernacular
language and sandhyabhasa.
Expressions contained in caryagiti
practiced by vajricarya also differ
though doctrinal concepts remains the
same, as the source is the same.

Ahoratrapadasadhanavidhi begins
with hadabharanasiinye and ends
with cakrikundala caryagiti. There

are host of caryagiti, only sung and
sung & danced to, in between.
Hadabharanasiinye is the one which is
only sung but cakrikundala is the one
sung and danced to.

I am attempting to present
transliteration and analysed
interpretation of caryagiti
hadabharanasiinye:

Hadabharana : Original song

hadabharana kriyayire, sambara
dharayikam vachhalirevesa 2

tumha vorante, mandiya musane, miikiita
kese digambara 111 11

re re morusambarardya,
samarasundari, morukora 2
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hama virahini, vajravarahi, phedamahi
morusara 1l 2 11

sarim bhoyane, balam Suhamayane,
karpiira bhava itamvora 2

gagananilavarna, mandile jvada,
merumandala bhavarina 11 3 11

dryamdhaugatahu, chhadigera, sambara,
payisayi sunyabhattara 2

hama virahini, vajravarahi tumha vinu
desami andhara 114 11

gavanti lilavajra jvaliyaure,
sadgurucaranaaradhe 2

samayanande phalingela mandala
sambara vajravarahi 115 11

Hadabharana : transliteration of the
song

Wearing bone ornament, sambara
holds vacchali or vajravarahi in her
dwelling. You, ( vorante ), adorning
muéana and crown on hair , Oh
digambara.

O listen, my sambara brings a beautiful
woman of the battle in my hermitage.
I, vajravarahi, am a separated lover;
the earth is my abode.

Possessing wind or air, semen virile
is made of happiness, camphor is the
world. (itambola). The sky is of blue
color. (mandile jwada).The world
flowed in merumandala.

diyamdhausatahu, chhadigera,
sambara. Revered void is a lake. I,
vajravarahi, am a separated lover. The
world is all darkness without you.

The composer Lilavajra sings,
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(jwaliyaure) worshiping the feet of
the respected teacher. Sambara and
vajravarahi have entered mandala in the
state of samayananda.

Analysis and interpretation of words
of caryagiti hadabharanastnye:

hadabharana: bone ornament

Sambara and vajravarahi both are
decorated with ornaments of bone.
Bone signifying the death of the
senses is very meaningful symbolic
presentation of the wisdom of the
concept inherent in the vajrayina
doctrine. Control and ultimate
destruction of the human senses on
a path leading to salvation is a key
to yoga process adhered to in the
practice or caryd brought forth by the
originators of the vajrayaina religious
philosophy. Ample examples of use
of the word hadabharana can be found
in caryagiti but what is expressed in
caryagiti hadabharana with ‘hadabharana
kriyaire” gives it a new dimension

of expression in explanation of

the vajrayana doctrine. Most of the
caryagiti depict ornamentation worn
made of bone with the expression
hadabharana susobhita, hadabharana
vibhusita or hadabharana Sobha’.

kriyayire: wearing or making use of
Similar use of the word is found
in another caryagiti named

trayatrinsanatha:

trayatrinsanatha kriydire sacipati 2
gacchatu bhuvane, iha nahi tistha Il 111

sambara: male divinity

Sambara is also spelled as samuvara.
Synonym of this manifestation is



heruka, again spelled as heruva, and
hevajra. His female counterpart is
vajravarahi who is also named as
vacchali. Sambara and vajravarahi

are always depicted as in embrace
(alirigana) symbolizing the non-

dual (advaya) nature of phenomenal
existence. He is the embodiment

of compassion (karunamaya).

Union of the two outpours in the
dance performed with great bliss
(mahasukha). Together they are in the
state of innate happiness (sahajanande).

vacchali: vajravarahi, a female divinity

Vicchali is also associated with the
concept of ‘maya’ in gajajina. Vacchali
being the other name for vajravaraihz,
she is also called guhyesvari in namami
2 éri vajrayogint and anandadi devi,

one in the state of happiness, in
nijabhuva. As depicted in namami 2

§ri vajrayogini, she is a dharmodaya
picturised or to be visualized in the
posture of tandava - a dance posture
basically symbolizing the destruction
of evil. She is also a samarasundari:

a beautiful woman of the battle, a
battle for the destruction of the evil,
as depicted in hadabharana. She is
visualized dancing in many a posture
with sambara in cakrikundala. She is
evoked and worshiped as jaya vacchali,
vacchali the victorious one.

vorante :

Vorante does allude interpretation.
Hadabharana refers to ‘tumhavorante’
whereas trinilocana refers to
‘karnavorante’.

musane: cemetery

Musana or $masana are the synonym
for cemetery. In a ritual, cemeteries
are the place of secret rites.
Cemeteries are being specified as
candroga, gavhara, ghora or asfa Smasana
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in candrogramusana, where divinely
personified manifestations remain in
innate happiness expressed through
eternal dance. Both sambara and
vajravarahi preside over a ceremony
performed in the cemeteries or musana
as narrated in hadabharana.

mukuta: crown

Mukuta or crown is an essential
headgear of a divinity depicted in
texts and images created in bronze
or painted scrolls. ‘Mukutakese is a
frequent expression referred to in
caryagiti, and sometimes it becomes
jatamukuta or ratnamukuta. A picture
of one of the patica Buddha to whom
the divinity belongs is carried on the
crown.

digambara: epithet
Digambara is indicative of one of the
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families of parica Buddha from whom
other manifestations emanate. It is an
epithet bestowed on parica Buddha. In
the explanatory thought process of
vajrayana doctrine, visual projection of
the manifestation is shown carrying
an image of one of the parica Buddha
on the crown on the head to which

it belongs. In the present case it

is aksobhya. Caryagitis invariably
mentions it as ‘mukuta kese digambard’.
References in other caryagiti like
varahi vyasthita, dvibhuja ekamukha and
raktavarna verifies the assumption.

moru: my
In Indian vernacular language it
means ‘my’. Besides hadabharana and
cakrikundala, referred to in the present
work, urdhvarakta also uses this word
along with ‘kold’ or “kord’, 'ra’ and

‘la’ being interchangeable, i.e. moru
kola. Other uses of this word includes
‘moru $ala’” in hadabharana and “moru
ativa bhave’ in anila, again referred to
in the present work, besides ‘moru
sarana’ in raktavarna.

samara: the battle

This word may mean the battle or

to fight. The word samara is variably
used in carya songs. In hadabharana

it is used with ‘sundari’” and in
dharadhara, elsewhere in the present
work it reoccurs as ‘drdhamaya samara’
meaning determined to fight. In other
carya songs it is used thus:

sayala samara bhayabandhana mocayi
& trimukha trilocana samarasuhave

in nirmala gagane, sodasa yogini
samarasambhave in vajrighori, samara
surasura jagad uddhari in jaya vacchali
and samara riddhi siddhi dayant in asta
catvarinsat.

sundari: the woman
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Female counterparts have been
described as sahaja sundari in
dvambini, trinilocanasundari in
raktavarna, khandorohadevt and namami
§ri yogambara and lhadasindari in
ragamala, beside samara sundari in
hadabharana. She has been described
as the one who fights the battle and
the woman of innate nature (sahaja)
who rejoices (lhada) with divine eyes
(trinilocani). In harati, she is presented
as ‘surasundari’ meaning a woman of
spirituous liquor.

vajravarahi: the female deity

Vajravarahi in embrace of sambara

is non-duality (advaya) personified.
Enjoined with her male counterpart
she dances in ecstasy symbolizing
void ($unyatd) and compassion
(karund). The sky (gagana) is where
she resides. She is the embodiment of
wisdom (pragya).

$uha or sukha: happiness

Happiness (sukha) as a divine
experience in the process of yoga
practices or carya adhered to; it
relates itself with balama (semen virile),
karpura, tambula (or itambora?) and
kastiiri (or kacchiiri) i.e. kastiirt karpura
tambula sukhalaya in jaya vacchali.
These are the words, which have
been identified as so called sandhya
bhasa or twilight language. In other
uses the word sukha is followed by
phala or citto (sukhacitto or citta and
sukhapala) and where it is preceded by
‘abhimata’, it becomes abhimatasukha.
Words like kastiiri, abhimata and phala
need some explanation here. Other
words will be explained elsewhere
as we progress. Regarding abhimata,
meaning desired or wished, it

occurs as abhimata sukhaphala moksa
bhavantu in jvalita vajranala and
sinhasanasthita purnpacandra dhutiva



abhimata sukhaphaladayini in vajradhara.
Abhimata with the interlude of sukha is
followed by phala tent amounting to
desired result of happiness. Desire for
fruit of happiness is the experiences
of the senses expected in the
phenomenal world. In the spiritual
pursuit of the divine state of mind all
those experiences become non-entity.
The word kastiiri has no reference
point in any other caryagiti.

Sukhaphala, sukhcitto, sukhacitta,
sukhadayini and suhadamaka are the
other derivative words from sukha or
suha in referential caryagiti.

karpiira: camphor

Here karpiira is narrated as “karpiira
bhava’ and kastiiri karpira tambula
sukhalaya in jaya vacchali indicates
at latent meaning of the word used
in sandhya bhisa whereas the same
word is indicative of the color of the
camphor, which is white e.g.

naitrtyadigsthita candalidevi
cakarasarijata kysnavarnabha 2
vayavyadigsthita dombinidevi
dakarasarijata karpiravarnabha ll
(in pirvadiksthita)

In guhyasamadjatantra it comes thus: GT
p 80 chapter 15

karpuracandanairyuktam gulikam
trilohavestitam |

dvayendriyaprayogena sarvabuddhairna
drsyate 11 46 11

karpurakumkumairyuktam gulikam
trilohayestitam |

dvayendriyaprayogena sarvabuddhairna
drsyate [l 48 11

itamvora or itamvola:

Itamvora or itamvola is probably

75/
(,747[/(4/(/’&}75; §

synonymous with tambula, which
finds its reference in jaya vacchali:
kastiiri karpiira tambula sukhalaya.

Sirasi sindurakajalasphula 2
kastiiri karpiira tambula sukhalaya (5th
stanza)

This is one of those words that finds
its place in sandhya bhasa and eludes
proper explanation.

The word itamvora comes in caryagiti
in many forms. It has come as tambola
in caryagitikoga No. 28 and tambiila
in caca muna. The word tambola,

this seems to be the rightly spelled
word, has always occurred with the
word karpiira - either preceding it

or following it. Hadabharana refers

to sambara and vajravarahi whereas
caryagitikosa mentions sabaro (or
sabara) and sabari - sabaro stands

for sambara and sabari stands for
vajravarahi.

utica utica pavata tahi vasai sabari bali 1
moratigi piccha parahina sabari givata
qunjari mali II[1]11

umata sabaro pagala sabaro ma kara gult
guhada tohori 1

nia dharini name sahaja sundart 11
dhruvapada 11

nana taruvara maulila re gaanata lageli
dali 1

ekeli sabari e vana hindai
karnakundalavajradharii 11 dhru [2] 11

tia dhau khata padila sabaro mahasukhe
seji chaili 1

sabaro bhujanga nairamani dari pemha
rati pohaili 11 dhru [3] 11

hia tambola mahasuhe kapura khai 1
suna niramani kanthe laia mahasuhe rati
pohai Il dhru [4] 11
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guruvaka putichia bindha niamana bane 1
eke sarasandhane bindhaha bindhaha
paramanivane 11 dhru [5] 11

umata sabaro garud rose I
girivara sihara sandhi paisante sabaro
lodiba kaise 11 dhru [6] I

(from Caryagitikosa by Prabodh
Chandra Bagchi)

Nilaratna Sen in caryagitikosa, another
version, explains the caryd thus:

The hills are high; there dwells the
Sabari girl.

Worn in peacock feathers, the Sabari
has a garland of gu#ijari on her neck.2
O drunkard 3abara, o mad sabara, do
not raise hue and cry.

This is your wife, sahajasundari by
name.4

Various trees are in blossom; the
branches are touching the sky.

The $abara alone roams in the forest
wearing kundala and vajra.6

A cot made of three materials was
laid; the Sabara spread the bed with
great pleasure.

The serpent $abara and the public
woman nairamani spent the night in
love.8

With great pleasure he eats the betel
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heart with camphor.

Taking the void nairamani on the
neck, he spent the night with great
pleasure.10

Using the preceptor’s word as a bow,
you pierce him with your arrow
mind.

Pierce; pierce the supreme nirvana
with a single shot of the arrow.12
The sabara is mad with great anger.
The sabara has entered the juncture
of the mountain peak, how can he be
traced? 14

Para 8 and 10 is explained thus by Dr.
Vijayalaxmi in Siddha & Santa:

Dwelling in the nectar (of mahasukha),
spent the night (destroying the
vikalpagyana in the form of darkness)
eating tambola (Nilaratna Sen calls

it a betel) and karpiira, in turn
engrossed the citta (hia) in embrace
and yuganaddha, taking siinya on
neck (sambhogacakra) spent the night
in mahasukha, symbolic of rays of
knowledge of wisdom.

Tambold and karpiira can be compared
to pairing of sunya-karuna, pragya-
upaya, ali-kali, laland-rasana, vajra-
ghanta so on and so forth and its
ultimate unity (yuganadha) and
transformation into non-duality
(advaya).



gagana: sky

The expression gagana has different
dimensions in caryagiti. It is symbolic
of color blue as in “gagana nilavarna’
in hadabharana. Similarly it is ‘gagana
nilambara’ in vajramaya bhiimi and
‘gagana sadysa varna sobhita deha” in
humkarasambhava. In another sense
which plays a vital role in explanation
of the vajrayana doctrine, it is one

of the parica mahabhuta- five basic
elements of which the phenomenal
world consists of - others being earth,
air, water and fire. On this concept
koyarivarnsa says:

ganga jamuna edui tanti 2
sva Sire ravisasigagana dubare 1

Here gariga - jamuna are synonymous
with lalana-rasna or ali-kali of
vajrayana Buddhism and ida-pirigala
of Hinduism which are two major
veins (nadi or tanti) placed on the
back of the head that amalgamates
and acquires a single identity and
the name avadhuti in vajrayana and
susumna in Hinduism. In vajrayana

it is symbolic of non-duality or in
other words advaya. In the same
way ravi (sun) and $asi (moon) placed
in the sky (gagana) has a symbolic
presence in the yoga process adhered
to in vajrayana. In an appropriate
point of interpretation of the present
work, detailed explanation would
be brought forth. As was referred

to earlier under vajravarahi topic,

it is here where she resides with
sambara and engages in a sadhana - a
mediation psychic process of yoga:

akhayaniranjana advaya
anupamagaganakamalasadhana 2
sunyatavilasita rayasri viddhyadevi

pranabindusama jvalita Il (1st stanza)
(in akhayaniranjana)
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Gagana, in the sense of a residence
of the deities, is supported by the

narrations in atasi kusuma, nirmala
gagane and tridalapadma.

merumandala:

Merumandala has two conceptual
dimensions - meru & mandala. In
caryd, meru has been pronounced as
merusrtiga, a mountain named meru, in
nandinamaskara. In the middle of the
mountain resides (rdjita) self-existent
" mahamanikanaka’: madhyameru
mahamanikanakarajita (in madhyameru).
The earth (mahi) is sealed (samudra)
and flowed (rina or lina) by mount
meru.

Mandala, a circumscribed circle or
sphere, has been linked to a cakra-
nerve centers in the body aroused
during yoga practice - in carya songs
supratimandita and anila cited in

the present work. Dvadasabhuja
states: tricakra ravisasi mandalamajhe.
Tridalapadma specifically links
guhyamandala with tatvagyanacakra
whereas in akhayaniranjana
merumandala is linked to hrdayacakra.

Tridalapadma narrates:

tridala padma
guhyamandalamahasukhaksane 2

devi vajravilasini tatvagyanacakre Il dhu
ll(1st stanza)

And akhayaniranjana says:

khadga yogambara sadhire cakravarti
merumandala bhavalina 2

nirmala hrdayacakra vyapita ahinisica
dantasamayasadhana Il (3rd stanza)

Many a mandalas are being named
beside merumandala (in hadabharana
& anila), mahimandala (in ye
mahimandala), Sasadharamandala

(in bhasvara) and bimbamandala (in
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jinajik). The names that occurs in
other carya songs not cited in the
present work are: dakinimandala (in
nirmala gagane), bhanumandala (in
raktavarna), chatrivireSvaramandala

(in joalitavajranala), ravisasimandala
(in dvadasabhuja), dakarnavamandala
(in astacatvarinisat), dinakaramndala
(in uditatara, varahtoyastitha &
visvasaroruha), ganamandala (in
laksamiksana), gandhamandala (in
gandhamandala), guhyamandala (in
tridalapadma) and kayavakcittamandala
(in Satasatahathe).

Vajradhara mentions of mahamandala
and mandalasutra, ambhavavasundhara
of mandalakarma and vajramayabhiimi
of mandalamedini.

rina: flowed

Similar use of the word as in namo
hum and hadabharana can be seen in
koyarivansa:

koire varisa vajire vina 2
anuhata sarvadeva tribhuvana trna ll dhu
Il

payisayi : lake

Payisayi adjudged to be lake in

the translation does allude the
correct meaning and its ultimate
interpretation though it can be noted
that the word is associated with deity
or the epithet for deity in caryagiti
such as nijabhuva and jvalita vajranala,
including hadabharana, e.g. ‘payisayi
dombi’ in nijabhuva, ‘tribhuvanaling
payisayi jinasasi’ in jvalitavajranala
and ‘sambara, payisayi’ in hadabharana.
Dombini has ‘payise’ instead of

‘payisayr’.

sanya: void

Stinya is compared to a lake- calm
and quiet in hadabharana -payisayi
$iinyabhattara . Stinya in negation
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of arrogance (darpa), in paramarato, is
paired with karuna or all compassion
as in cakrikundala. Akarasarijata
mentions $inyagrha and anila-
Sunyakarana or arrival of the state of
sunya.

It is like “prakrtiprabhasvara’ (in
vajramahddevi):

bhavanirvana ekarupa 2
prakrtiprabhasvara Sinyasvarupa Il

On certain stage of yoga practice the
mind is illuminated like a jewel and
that state is likened to siinya. This

is one of the main topics that will
get unfolded as we progress in the
discussion of vajrayana doctrine.

Madhuripu, vajramahadevi and
visvarupa sarva project sunya-

karuna together, vama dahina has
sunyasamadhi as one of the samadhi
refered to and Sunyata or the state

of siinya vis-a-vis other concepts of
vajrayana is the subject matter of
akhayaniranjana, including drasvita
kanakavarna, astacatvarinisat and hevajra
nairatmadevi.

aradhe: to worship

Most of the uses of the expression are
preceded by ‘sadagurucarana’. Worship
(aradhya) of gquru’s feet being common
phenomenon, it has been used for
vajrasattva, cakrasamvara, yogambara,
mandala and bindu.

samayanande:

Ananda or happiness is what is
achieved on a path to emancipation.
But this state of happiness is attached
to the divinities that preside over

a mandala from where the ritual

of salvation begins as refered to

in hadabharana. It has been called



‘vimalaparikajasamayananda’, spotless
like lotus, in gokudahana caryagiti.

On a closing note, let me throw some
light on gita or for that matter what is
known as caryagiti and the creator of

the gita or caryagiti Lilavajra.

gita: song

A very usual and commonly practiced
reference to gita occurs at the end

of the caryagiti with the name of the
composer or racita or carita who utters
or bhanayi those words written in the
song. The other expression for carita
or racita is pranita or creator; likewise
for bhanayi it is gavanti or sings.

Some of the songs or gita are being
named:

sadguruprasade carana Sakyabhiksu 2
Sravaka bhanucitta samvara gita Il dhu [
amalasvabhava

Here bhanucitta is the name of the
composer and what he has composed
is named as samuvara gita. This example
differs with other caryagiti where
reference to gita occurs right after the
name of the composer:

sadgurucarane jinasiddhi gita
sodasabhuja

trinetra mukutakesi paricamudra
saristhita 2

sadgurucarane candravajragita Il dhu 1l
dakinidevt

Example of astacatvarinisat is
exemplary in the sense of the song
being called tandavakrta, along with
a reference to dlidha, both pointing at
the dance performed with the song,
caranagita.
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astacatvarinisata dalamajhe humkara nana
rasmi phalane 2

haragauri samakranta alidha, tandavakrta
caranagita Il

astacatvarinsata

Another such an example is from
nijabhuva:

sr1 odiyane joaliya candali 2 gita aneha
krdanti vajanti Il

alikali duipada dharante 2 ya cau yogini
marigalagite Il 1

nijabhuva

The gita here is referred to as
marigalagita not only rendered but
danced to, accompanied by the sound
of music - krdanti vajanti. And finally,
prominence and strength of caryagiti
to defend and protect vajrayina
doctrine, with performance of dance,
is well exemplified in supratimandita:

jata eka mahasukha nama 2
nytyantu gita balena raksena Il 11
supratimandita

In astacatdaririsat, use of the word gita
with dhvani or sound distinguishes it
from any other expression:

sadgurupada Sire namita
bhanayi gitadhvani omkaravajra Il dhu I1
astacatvarinsat

And finally some concluding remarks
on Lilavajra, creator of the gita or
caryagiti.

Lilavajra:

Lilavajra as creator of caryagiti is
credited with writing of hadabharana,
hevajranairatma and vajramayabhimi.
He stands tall along with Suratavajra
and Amoghavajra, who are credited
with writing of caryagiti which is
being put in ritual practice. His
period of siddhdcarya status is
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marked as 741 A.D. He is placed
among five most important siddhas
of Kathmandu valley- Marijuvajra,
Lilavajra, Suratavajra, Vakavajra and
Santikaracarya, according to Paul
Williams. He has been established as a
commentator of Matijusrinamasarigiti.
According to Taranatha, he

is the author of Krsnayamari

Tantra. According to Benoytosh
Bhattacharyya, Lilavajra has written
many authoritative books of vajrayina
which are preserved in Tibetan
translation in the Tangyur collection
though none of these are existent in
the original Sanskrit.

The list includes Sri Sahajaguhya
samdja sadhana, Sri Sahajasiddhi,
Aryanamasarigititika, Yamantaka
mantramulartha Vajraprabheda,
Dakinivajraparijara-paricadakinisadhana,
Krsnayamaritantrasya

patijika, Mahatilakakrams,
Guhyasamajatantranidana

guriipadesa bhasya and
Vajrasattvasadhananibandhana.
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