Appendix K

On The Esoteric Meaning of the Seed Letters in Sanskrit:

The following explanation is largely gleaned from ‘The Chapter on the Matrix of Letters’ (Aksara Matrka Vyakhya,
7 BEh) from ‘The Ritual Manual on the Adamantine Crown of Engaged Meditation” (Vajra Sekhara Yoga Tantra,
Fifin4: M| THER) translated by Amoghavajra (4 %) and ‘The Scripture on Repetitive Prayer’ (Japa Stitram), a Hindu
Tantric text by Pratyagatananda Saraswati. The latter is not a Buddhist text per se (it is primarily based on the
Samkhya and Vedanta schools of Yoga), but it does help provide a lucid explanation of the nature and the esoteric
meaning of Sanskrit letters and syllables as they are employed in mantras such as AUM, HUM, NAMAH, etc.

The voice (vak, ) is differentiated into strings of letters and syllables, forming necklaces (mala, #2¥%) & garlands.

(avatamsa, # &) of expression:

The ‘original mother’” or matrix (matrka, 4<E} or FEME i) of sounds from the voice is an organized system of stress

(spandana, #j##) that is formed into letters (varna, ) & syllables (aksara, 7). Each letter in the perfected language

(Samskrtam or Sanskrit, #£7%) is a uniquely operating matrix denoting a specific meaning of vital energy (prana, %)

through four aspects:

1. Content (vastu, 3%) is the core of a letter, the letter as an essential starting point (bindu, ML) of vital energy,
comparable to the essential nature of a ball.

2. Power ($akti, /J) is the emanation (nada, ML) of vital energy coming from the core of the letter that potentially
radiates in all directions. It is like a ball’s ability to generally impact the environment it is in.

3. Harmonization (chandah, ) is the functionality of the letter’s vital energy in its environment. As it interacts
in its sphere of influence, definite lines or directions (aras, 77) first radiate and then unfold and evolve in various

different phases (kala, 5 47) as it adapts to conditions. It is like a ball bouncing, rolling about, going this way or
that. As it is played in the field it adapts to its surroundings in a unique theme or narrative.

4. Definition (akrti, J&) is the fully revealed pattern of the letter in the context of the greater sphere of which it is
only a part. Itis like a ball that has finished its play. With the game over, it has fulfilled its final purpose and
reached its outer limit (nemi, 4}i%) of potential.

Letters (varna, ) are differentiated into vowels, consonants and finals:

*  Vowels (svara, #) are the creative, unfolding and evolving exponents of vital energy (prana, %&). This can be
likened to the processes of growing, budding, blooming and then withering.

Consonants (vyafijana, #f 3) are the materials worked with, like the parts of the flower itself.
*  Finals (visarga, Ib#8 & anusvara, [E#H) are the extremes of seed & fruit, unmanifest source & final manifestation.

The basic diagram is summarized by the three basic vowels, the first and last consonants, and the two finals:
*  The three basic vowels of A, I & U express the essential power trigram of this vital energy.

*  The first & last consonant summarize the fundamental unfolding of its manifestations as a magnet of vital energy.
*  Ka expresses its kinetic form as the most manifest expression of the interaction revealed in cause and effect.

Ha expresses its potential form as a store of this power in reserve.

*  The two finals (AM & AH) represent the positive & negative poles of the magnet, the two extremes of compression
into the infinitesimal point (bindu, &) of potency & expansion into the infinite roar (nada, L) of patency.

*

The Vowels

The vowels, or tones (svara, i) express the different power processes of vital energy. There are seven main vowels

which, when factoring in long (dirgha, ) and short (hrasva, %) expression, become fourteen vowels:

*  First there are the three simple, homogeneous syllables (samanaksara, ), A, I & U, the basic tones expressing the
basic power trigram. These can be either long and short, and so they become six: A, A, I, 1, & U, U.

*  Next there are the two factors of acceleration and deceleration in the development of vital energy (RI & LI). Because
they can also be long or short there are four of these factors (RI, RT, LI & LI).

And so with the six homogenous vowels attained through there being long and short tones and the four other vowels

attained through there being acceleration and deceleration, there are a total of ten vowels.

*  Lastly there are the two factors of combination (samdhi, £ 7%) in which the first basic vowel (A) is combined with the
other two (A & I, A & U). These combinations either occur suddenly with a single tone quality (guna, #&) or
gradually with an incremental transition (vrddhi, 1) between the tones. Because of this, there are four factors of
syllabic combination (samdhya aksara, 45 E, AL, O, AU) and a grand total of fourteen vowels (svara, #8).
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Each of the vowels has its own meaning in terms of the process of vital energy:

A.

B.

C.

First there are the three homogeneous vowels or monophthongs (samanaksara, ##5) of A, I & U that can be short
(hrasva, %) or long (dirgha, {%), making for a total of six. These express the essential nature of power in the vital
energy of breath in its base form as well as its inward and outward forms of movement.

The first two are guttural (jihvamiliya, F#{ or kantha, M), across the throat and pharynx, expressing the base

tone (tala, *F):

1. A, 3for B is guttural and short as in anutpada (4 4:), that which neither arises (nor perishes). It represents
the universal locus or base, a base line in space and time allowing for potential movement, a seed placed in
the ground that allows for the potential of growth.

2. A, 3forfi(5]) is guttural and long as in aranya (£{#%), the stillness of the forest, representing this base line
encompassing its ultimate bounds or limit, filling its full range in the space/time continuum completely and
then excessively.

The next two are palatal (talavya, Ji#), across the palate, expressing the extension of breadth (lamba, f#):

3. 1,Zor ft is palatal and short as in indriya (1R), capacity, representing the outward circumference of
expansion (nada, ML) that leads to extensiveness, waves of divergent lines (aras, 77) that spiral outward,
the germination, development and growth of seeds.

4. 1T, % or f(5|) is palatal and long as in iti ($¢4#), the calamity of excess, representing the outward wave of
capacity that is spread out to its ultimate limit, showing its full range or extensiveness completely and then
excessively.

The last two are labial (ostha, %), across the lips, expressing depth (vedha, ¥%):

5. U, 3 or 1§ is labial and short as in upama (1), a specific example of a general principle, representing an
inward line concentrating to a point (bindu, Ml.) that leads to intensiveness, a nucleus of convergence in a
sphere or system with a center (nabhi, #4), a plant that has become a defined pattern with a central theme.

6. U, 3 ori5(3l)is labial and long as in tina (#3J&), the intensiveness of demise or loss, representing an inward
convergence on a navel, or center (nabhi, #{##) that is condensed to its ultimate limit, showing the extent of
its intensiveness completely and then excessively.

Next there are the combined vowels or diphthongs, combinations (samdhi, & ) of vowels expressing arousal
(bodhani, # %) and tending towards realization of an end, or conclusion. They can be from guttural to palatal
(E & Al) or from guttural to labial (O & AU), and are either short or long. Two (E & O) are short, with the

two tones having a fully integrated quality, while the other two (Al & AU) are long, with the two tones being

integrated more incrementally (vrddhi, ).

11. E, Uor IF transitions from guttural to palatal (kanthatalavya, #:f5#) and is short & sudden as in esana (3K),
aspiration. Aspiration sets one on a line to move forward; It may be towards a higher purpose or erratic and
to no definite purpose. A seed releases the vital energy locked within it, making it grow.

12. AL U or % also transitions from guttural to palatal but is long & gradual as in ai§varya (9 7£), mastery.
Here, the flow of aspiration reaches its full momentum and approaches its ultimate purpose. In growth
towards self-discovery there is an evolving autonomy of development. Finding one’s voice, one discovers
one’s source of power.

13. O, 3l or i3 transitions from guttural to labial (kanthosthya, "% /5 ) and is short & sudden as in ogha (Fijit),
a flow that leads to a flood of abundance. This represents aspiration in a definite line or pattern with its
own rhythm and flow, like a wave. In showing the way to a traveller along a definite path, one offers a set
pattern, with lines (aras, 77) connected to a center (nabhi, /I #) that is in harmony with a central theme
(chandah, #1).

14. AU, 3t or ¥ also transitions from guttural to labial but is long & gradual as in aupapaduka (1L2), the
spiritual transformation of life. This represents the total integration of the means and end of realization.
Having finished growing it bears blossoms and fruits and then ultimately transcends all. With ultimate
realization, one becomes what one has aspired to become. With full actualization of one’s potential, there
is complete culmination of the process that has been initiated.

Last there are four letters expressing the factors of acceleration & deceleration in the development of this vital

energy of breath. This is a reference to its activity or inertia, swiftness or slowness, etc., which are inseparable

aspects of each other. Their liquid articulation is lingual or dental, and they can be short or long:

7. RIL 3 or M is lingual (muirdhanya, 81+#) and short as in rddhi (#f1i#), spiritual penetration. This represents
tending towards the acceleration of motive force or spiritual fire
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8. RI, * or M (7]) is lingual and long as in 11 ($§f), the principle of the divine male. This represents floating,
or bringing of power and influence of transformation to an extreme.

9. LI, ®or [ is dental (dantya, i) and short as in li (%), the mountain, or earth. This represents tending to-
wards leavening of existence, or contentment with the status quo

10. LI, ¢ or J& is dental and long as in I (JL#%), the principle of the divine female. This represents sinking,
bringing this contentment to an extreme.

The Consonants and Finals are the manifesters, the materials of vital energy that together serve as the magnet for the
generator of sound. It is endowed with four components of expression (vyahrti, #ft):

A.

The twenty-five basic consonants (vyafjana, ##30) or contacts (sparsa, fiij) from Ka to Ma symbolize the earth below
(bhuh, #15%). They are the substance of the magnet, its most defined, manifest expressions, evolved in different
articulated phases (kala, Ri43). They are the kinetic aspect of vibration.

The four semi-vowels (antahstha, 1) from Ya to Va standing between the consonants and vowels symbolize the

atmosphere (bhuvah, #5%) between heaven & earth. They are the currents of the magnet’s vital energy,

reflections of its elemental principles that are not fully manifest.

The three sibilants are the steam (sosman, i %%) and the one aspirant (prana, %) is the heat. Together they are the

great breaths (maha prana, 1%%4 &%) that symbolize the heavens above (svah, K 7t).

1. The three sibilants Sa, Sa & Sa are the lines of the force-field, radiating and dispersing channeled energy.

2. The one aspirant H is the polarity of potential energy, the unmanifest background vibration of vital energy
that is churned up, the reserve or potential from which the stress of vibration (spandana, #j#%) rises.

In terms of gender, vowels are considered feminine, consonants are considered masculine and the sibilants and
aspirants are considered neutral.

E.

The two finals, the aftersound AM (anusvara, F&#H) and the discharge AH (visarga, 1L:##) are the poles of the
magnet, the two extremes of positive and negative energy

The Twenty-Five Basic Consonants

The twenty-five basic consonants (vyafijana, #C) express the most explicit manifestations of vital energy. They

are also called contacts (sparsa, fiij) because the mouth organs must experience a certain measure of closure in

order to pronounce them. These twenty-five building blocks are divided into five groups according to the mouth
parts used and the five different means of channeling vital energy.

There are five groupings of basic consonants according to the parts of the mouth making contact and creating a

closure of the air passage. Vital energy is analogous with breath while sound is analogous with consciousness.

a.  Guttural (jihvamaliya, F#R#% or kantha, M) - Ka, Kha, Gha, Gh & Na: These are sounds with a closure
arising from the gut or throat, the most basic manifestations of breath. These represent the existential reality,
the primordial arising of conditions that most directly and immediately cause the arising of sound.

b.  Palatal (talavya, %) - Ca, Cha, Ja, Jha & Na: The breath is channeled and condensed by placing the flat of
the tongue along the soft palate: These represent the channeling and condensing of sound into transient
forms that are subject to arising and perishing.

c.  Lingual, or cerebral (mardhanya, i5TH¥) - Ta, Tha, Da, Dha & Na: The channeled and condensed flow of
breath become focused by placing the tip of the tongue on the roof of the palate, carrying its vital energy
out to levels of maximum intensity. Sound reaches a desired focus with the tip of the tongue on the roof
of the palate, representing the arising and persistence of its own unique form of sound

d. Dental (dantya, F 5 %) - Ta, Tha, Da, Dha & Na: These focused flows of breath are segmented through
placing the tip of the tongue on the teeth. With this partitioning of this focus, it is applied to different fields,
representing the arising of a greater reality beyond any unique form of sound.

e. Labial (ostha, J§ ) - Pa, Pha, Ba, Bha & Ma: With the lips being employed as a check valve to start and stop
the flow of breath, sound is stopped and started by closing and opening the lips, representing the arising of
the transcendental meaning of the sound from its existential reality.

Each of the five groupings is endowed with five means of channeling this breath, depending on whether they are
intoned, aspirated or nasal.

*  Whether they are #1 intoned (ghosavant, #j¥%) or #2 toneless (aghosavant, i) depends upon the degree to
which the glottis is first closed and then open. Intonation increases the intensity of the breath’s vital energy.

*  Whether they are #3 aspirated (mahaprana, %% %) or #4 unaspirated (alpaprana, 7 i%%( ) depends on upon
the degree to which they are followed by a rush of breath through the mouth. Aspiration increases the
continuity in the current of the breath’s vital energy.

*  In being #5 nasal (anunasika, 5 %) they depend upon the breath being expelled through the nose instead of
the mouth. Nasal expression increases the tendency to amass and store the breath’s vital energy.
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These twenty-five basic consonants in five groupings are:
a.  The five guttural consonants (jihvamiliya, F i & or kantha, H#), represent the existential nature, the
primordial arising of conditions that directly and immediately cause the arousing of consciousness:
1. Ka, @ or il () is toneless (aghosavant, i) and unaspirated (alpaprana, A% ) as in karya ({E2£),
that which is due in the course of cause and effect; the right, appropriate action
2. Kha, 9 or 1% (_I)is toneless (aghosavant, i) and aspirated (mahaprana, %% &) as in kha (K 7),
a cave, opening or void, that which penetrates the space/time continuum
3. Ga, Tor i## (F)is intoned (ghosavant, %) and unaspirated (alpaprana, %% ) as in gamana (17),
that which goes forward or sets out a progressive flow of action
4. Gha, Yor flli(%7l) is intoned (ghosavant, ¥ ) and aspirated (mahaprana, %% %) as in ghana (—#),
that which unites or combines to make everything complete, whole or solid
5. Na, & or fJ($1) is nasal (anunasika, £ %) as in anga, (324}), that which divides into different limbs
and branches, diversifying into many individual directions
b.  The five palatal consonants (talavya, i5#), representing the continuity of existence, the channeling and
condensing of consciousness into transient forms that are subject to arising and perishing
6. Ca,dor /& is toneless (aghosavant, {5 &) and unaspirated (alpaprana, ANi%5 &) as in cyuti (3#1&),
change, the process of impermanence that leads to demise, fall, death
7. Cha, ® or fif (L) is toneless (aghosavant, i) and aspirated (mahaprana, %% &) as in chaya (51%),
reflections, shadows, the phantoms of all of that which is impermanent
8. Ja,Slor # is intoned (ghosa, # &) and unaspirated (alpaprana, "% &) as in jati (4£), rebirth, genesis,
creation of progeny, the producing of life in this world
9. Jha, For #i(%) is intoned (ghosavant, # %) and aspirated (mahaprana, %% #) as in jhamala (i),
the battle for survival, the fight to overcome opposition and competition.

10. Na, 3 or #( I) is nasal (anunasika, &) as in jfiana (%), wisdom, the accumulation of knowledge
c. The five lingual, or cerebral consonants (mardhanya, ¥ JH &), representing the flow of the current of existence,
the arising and persistence of consciousness that is self-interested
11. Ta, € or FE( L) is toneless (aghosavant, /5 &) and unaspirated (alpaprana, N5 &) as in tanka (1),
a sword, axe or blade, representing pride, the cutting edge of self-interest.
12. Tha, & or FE(_I) is toneless (aghosavant, ji5#) and aspirated (mahaprana, i%% &) as in vithapana
(£38), a chief, elder, leader or higher authority; the prevailing interest.
13. Da, S or #( I) is intoned (ghosavant, ¥ #) and unaspirated (alpaprana, %% #) as in damara (Z2¥%}),
riot, tumult, disorder; the battling of different competing interests
14. Dha, @ or 4%(%) is intoned (ghosavant, %) and aspirated (mahaprana, %% %) as in dhamka (S5F),
the persistence of attachment; maintaining, holding on in the face of adversity
15. Na, UTor Z(&:IF) is nasal (anunasika, 5 #) as in rana (##), courage in battle; fearlessly taking on a
conflict, fight or debate with relish
d.  The five dental consonants (dantya, 7 #4 &), representing the high tide of the flow, the arising of consciousness
of a collective reality that goes beyond self-interest:
16. Ta, d or (L) is toneless (aghosavant, iii#) and unaspirated (alpaprana, FN#E5 &) as in tathata (4040),
the transcendental nature that goes beyond any self-interest
17. Tha, ¥ or fii( ) is toneless (aghosavant, i) and aspirated (mahaprana, %% ) as in sthana ({3 &),
that which is established and firmly settled, unchangeable and fixed in place
18. Da, G or # is intoned (ghosavant, ¥ #) and unaspirated (alpaprana, %% #) as in dana (jifi), charity,
generosity, sacrifice, offering up self-interest
19. Dha, ¥ or Bk(2:) is intoned (ghosavamt, ##) and aspirated (mahaprana, %4 &) as in dharma dhatu
(#4451, the universal or transcendental sphere of that is inclusive of all of life’s purposes
20. Na, q or # is nasal (anunasika, £ ) as in nama (#), name, renown, reputation, identification. Itisa
reference to identity in the context of the greater collective reality
e.  The five labial consonants (ostha, J§#), representing the tendency to amass energy, for the arising of
consciousness that identifies the transcendental meaning with the mundane reality:
21. Pa,Uor ¥} is toneless (aghosavant, J5 ) and unaspirated (alpaprana, 1N i%%(#) as in paramartha
(3 —285), the ultimate goal, the reality of the greatest meaning or significance
22. Pha, B or ## is toneless (aghosavant, i# &) and aspirated (mahaprana, %% ) as in phena (i),
the accumulation of spray, foam or dross; the fantasies or illusions about transcendental reality
23. Ba, Jor ¥ is intoned (ghosavant, ¥ ) and unaspirated (alpaprana, A~i%%(#%) as in bandhana (%),
attachment, bondage, fetters to that which is perceived to be transcendental reality
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24. Bha, ¥ or #(Z:#) is intoned (ghosavant, ) and aspirated (mahaprana, %% ) as in bhava (f7),
existence, the existential reality of life and death that is before one

25. Ma, Hor 7¥ is nasal (anunasikam #:#) as in mama (&3%), ‘me’, the existential reality of one’s own
identity, one’s personal soul

B. The four semi-vowels (antahstha, 1 #) stand between consonants and vowels. Here the mouth organs are in
partial contact (isatsprsta sparsa, ¥fi%) and there is a liquid emulation of four of the five simple vowel tones.

1. Ya, Yor ¥ expresses the elemental principle in the dispersion of wind (vayu, /i) as in yana (3g), the vehicle
dispersing and carrying the voice as quick as the wind. Ya emulates the palatal vowel I, the outward line of
expansion (nada) into extensiveness.

2. Ra,Xor % expresses the elemental principle in the combustion of fire (agni, ‘K) as in rajas (E£Z%), the
burning power of motive force that transforms all things into dust, smoke and ashes. Ra emulates the
lingual vowel RI that tends towards the acceleration of transformation and renewal.

3. La, ¥ or # expresses the elemental principle in the solidity of earth (prthivi, H) as in laksana (1), the
different aspects or phases that appear and crystallize over time. La emulates the dental vowel LI that
ends towards contentment with the existence of the status quo.

4. Va, dor %] expresses the elemental principle in the confluence of water (ap, 7K) as in vakya (& %), the fluid
medium of speech and language. Va emulates the labial vowel U, the inward line concentrating into a point
(bindu) of intensity.

There is no fifth semi-vowel expressing empty space (akasa, & %¥) and emulating the guttural vowel A, the

universal locus of space and time that encompasses the potential for the activity of the elements. The manifest

expression of empty space will be expressed by the letter Ha. And so the four semi-vowels express the elemental
principles that are reflections of vital energy.

C. The four fricative consonants - three sibilants (sosman, 1 4%) (Sa, Sa & Sa) and one aspirant (prana, &) (Ha):
These are characterized by a steady venting of breath with minimal or no restriction when coming through the
mouth organs. The sibilants channel vital energy as in the release of steam (usman) while the aspirant channels
it with only the release of heat (sosman, 5 4%). In the four semi-vowels there was no guttural expression. In these
four there is no labial expression as there is no stoppage in the flow of vital energy:

1. Sa,Wor % is the palatal sibilant as in Santi (4XV£%), the bliss of freedom that is the original nature of peace,
serenity and calm. This represents the essence of release in the flow of energy.

2. Sa,Yor i is the lingual sibilant as in sandha or visada (14:#1), the eunuch. This represents dissolution,
the dulling of the sharpness of nature, the air coming out of the balloon leading to an inertia in the flow of
vital energy that is without either purpose or the freedom of transcendence.

3. Sa, "or % (1) is the dental sibilant as in satya (), truth, the essential nature of meaning and purpose in
the flow of energy

4. Ha, T or & is the guttural aspirant as in hetu (I]), the causal power, the motive force of vital energy arising
from the gut and the heart. It represents the breath, the unbounded source of power.

D. The two finals (AM & AH, respectively anusvara, i and visarga, £275% ) are the end-points in the two
extremes of duality, only appearing after a vowel. These final two letters are the poles of the magnet, the division
of the sphere and the mediation (ardha matra, #:5) between its two extremes. Only through resolving the
extremes of duality is there the dialectical principle of the middle way that turns sound into the light of meaning.
*  AM, 3f or % is that which follows the tone or sound (anusvara, F&#R) as in anta (EFF), the edge or boundary,

the extremity of closeness or nearness. It represents the point of existence and intensiveness (bindu). It is

nasal and directed inward towards the brain, turning the sound into the light of meaning and purpose.

AH, 3f:or i is that which lets go (visarga, FE¥5# i) as in astah gamana (##f), the setting (sun) that

represents the extremity of distance and detachment, the expanse of extensiveness (nada). It is oral and

directed outward, returning sound back into the unbound vital energy beyond oneself, freeing one from its

wheel. By the rules of combining sounds (samdhi, ), in transliteration the final h often becomes a final r

prior to a consonant, as in ‘Amitayur Buddha’.

The additional letter Ksa, & or Z.#( %) is usually added as a conjunctive sounding (samyoga, & &), representing

a transition from the flow of cause & effect (Ka) to dissolution (Sa) as in the destruction of all things (ksaya, —17]iZ: %)
and their return to the void.
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