THE CLAY SANSKRIT LIBRARY

FOUNDED BY JOHN & JENNIFER CLAY

GENERAL EDITOR

Sheldon Pollock

EDITED BY

Isabelle Onians

www.claysanskritlibrary.com

WWW.Nyupress.org



Artwork by Robert Beer.

Tipeset in Adobe Garamond at 10.25 : 12.3+pt.
XML-development by Stuart Brown.
Editorial input from Ddniel Balogh, Ridi Faruque,
Chris Gibbons, Tomoyuki Kono & Eszter Somogyi.
Printed and bound in Grear Britain by
1.]. International, Cornwall, on acid-free paper.



“BOUQUET OF RASA”

&
“RIVER OF RASA”

by BHANUDATTA

TRANSLATED BY

Sheldon Pollock

NEW YORK UNIVERSITY PRESS
JJC FOUNDATION

2009



Copyright © 2009 by the CSL
All rights reserved.

First Edition 2009

The Clay Sanskrit Library is co-published by
New York University Press
and the JJC Foundation.

Further information about this volume
and the rest of the Clay Sanskrit Library
is available at the end of this book
and on the following websites:
www.claysanskritlibrary.com
WWW.Nyupress.org

ISBN-13: 978-0-8147-6755-9 (cloth : alk. paper)
ISBN-10: 0-8147-6755-9 (cloth : alk. paper)

Library of Congress Cataloging-in-Publication Data
Bhanudatta Misra.
[Rasamanjari. English & Sanskrit]
"Bouquet of rasa" ; & "River of rasa" / by Bhanudatta ;
translated by Sheldon Pollock.
p. cm.
Poems.

In English and Sanskrit (romanized) on facing pages.
Includes bibliographical references and index.
ISBN-13: 978-0-8147-6755-9 (cloth : alk. paper)
ISBN-10: 0-8147-6755-9 (cloth : alk. paper)

1. Bhanudatta Misra.--Translations into English.

2. Sanskrit poetry--Translations into English. 3. Rasas--Poetry.
4. Poetics--Poetry. I. Pollock, Sheldon 1.

II. Bhanudatta Misra. Rasatarangini. English & Sanskrit.
IIL. Title. IV. Title: River of rasa.
PK3791.B198R3813 2009
891'.21--dc22
2008042974



CONTENTS

CSL Conventions vii
Acknowledgments xvii
Introduction Xix

BOUQUET OF RASA

Description of the Ndyika 3
Description of the Ndyaka and Related Matters 91

RIVER OF RASA

First Wave Description of the Stable

Emotions 129
Second Wave Description of the Factors 151
Third Wave ~ Description of the Physical

Reactions 169

Fourth Wave  Description of the Involuntary

Physical Reactions 187
Fifth Wave Description of the Transitory

Feelings 201
Sixth Wave Description of Rasas 249

Seventh Wave Description of Rasas Continued 283

Eighth Wave  Miscellany 313

Notes 343






CSL CONVENTIONS

Sanskrit Alphabetical Order

Vowels: adiiuirilleaioaumh
Gurturals: k kb g gh 7

Palatals: cchjjhn

Retroflex: tthddhn

Dentals: tthddhn

Labials: pphbbhm

Semivowels:  yr/v

Spirants: Sssh

Guide to Sanskrit Pronunciation

a but loch, or an aspiration with
a, 4 father a faint echoing of the last
i sit element of the preceding
ii fee vowel so that zaib is pro-
u put nounced #aih’
1 boo k luck
r vocalic 7, American pur- kb blockhead
dy or English pretty g  go
7 lengthened 7 gh  bighead
/ vocalic /, able 7 anger
¢, ¢, ¢ made, esp.in Welsh pro- c chill
nunciation ch  matchhead
ai  bite j jog
0, 6, 0 rope, esp. Welsh pronun- jh  aspirated j, hedgehog
ciation; Italian solo 7 canyon
au  sound t retroflex #, try (with the
m  anusvara nasalizes the pre- tip of tongue turned up
ceding vowel to touch the hard palate)
h visarga, a voiceless aspira- th  same as the preceding but
tion (resembling the En- aspirated

glish /), or like Scottish d retroflex & (with the tip
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CSL CONVENTIONS

of tongue turned up to b before
touch the hard palate) bh  abhorrent
dh  sameas the preceding but m  mind
aspirated y yes
n retroflex 7 (with the tip r trilled, resembling the Ira-
of tongue turned up to lian pronunciation of »
touch the hard palate) / Jinger
t French rout v word
th  tent hook § shore
d dinner s retroflex s/ (with the tip
dh  guildhall of the tongue turned up
7 now to touch the hard palate)
? pill s hiss
ph upheaval h hood

CSL Punctuation of English

The acute accent on Sanskrit words when they occur outside of the
Sanskrit text itself, marks stress, e.g., Ramdyana. It is not part of tra-
ditional Sanskrit orthography, transliteration, or transcription, but we
supply it here to guide readers in the pronunciation of these unfamiliar
words. Since no Sanskrit word is accented on the last syllable it is not
necessary to accent disyllables, e.g., Rama.

The second CSL innovation designed to assist the reader in the pro-
nunciation of lengthy unfamiliar words is to insert an unobtrusive mid-
dle dot between semantic word breaks in compound names (provided
the word break does not fall on a vowel resulting from the fusion of
two vowels), e.g., Maha-bhdrata, but Ramdyana (not Rama-dyana). Our
dot echoes the punctuating middle dot (-) found in the oldest surviving
samples of written Indic, the Ashokan inscriptions of the third century
BCE.

The deep layering of Sanskrit narrative has also dictated that we use
quotation marks only to announce the beginning and end of every di-
rect speech, and not at the beginning of every paragraph.
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CSL CONVENTIONS

CSL Punctuation of Sanskrit

The Sanskrit text is also punctuated, in accordance with the punc-
tuation of the English translation. In mid-verse, the punctuation will
not alter the sandhi or the scansion. Proper names are capitalized. Most
Sanskrit meters have four “feet” (pida); where possible we print the
common sloka meter on two lines. In the Sanskrit text, we use French
Guillemets (e.g., «kva samcicirsuh?») instead of English quotation marks
(e.g., “Where are you off to?”) to avoid confusion with the apostrophes
used for vowel elision in sandhi.

SANDHI

Sanskrit presents the learner with a challenge: sandhi (euphonic com-
bination). Sandhi means that when two words are joined in connected
speech or writing (which in Sanskrit reflects speech), the last letter (or
even letters) of the first word often changes; compare the way we pro-
nounce “the” in “the beginning” and “the end.”

In Sanskrit the first letter of the second word may also change; and if
both the last letter of the first word and the first letter of the second are
vowels, they may fuse. This has a parallel in English: a nasal consonant
is inserted between two vowels that would otherwise coalesce: “a pear”
and “an apple.” Sanskrit vowel fusion may produce ambiguity.

The charts on the following pages give the full sandhi system.

Fortunately it is not necessary to know these changes in order to start
reading Sanskrit. All that is important to know is the form of the second
word without sandhi (pre-sandhi), so that it can be recognized or looked
up in a dictionary. Therefore we are printing Sanskrit with a system
of punctuation that will indicate, unambiguously, the original form of
the second word, i.e., the form without sandhi. Such sandhi mostly
concerns the fusion of two vowels.

In Sanskrit, vowels may be short or long and are written differently
accordingly. We follow the general convention that a vowel with no
mark above it is short. Other books mark a long vowel either with a
bar called a macron (4) or with a circumflex (4). Our system uses the
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VOWEL SANDHI

5 e

e
e
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CONSONANT SANDHI

*, o=e+(je :3do0x3, "Moys st [omon Suipadaid ayy j1 sINd20 Sulgnop ay ¢
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CSL CONVENTIONS

macron, except that for initial vowels in sandhi we use a circumflex
to indicate that originally the vowel was short, or the shorter of two
possibilities (¢ rather than a7, o rather than au).

When we print initial 4, before sandhi that vowel was &

ioré, i
i or 0, u
ai, e
au, 0
a, a
1, 2
i, u
e, i
0, u
ai, ai
au, au

’, before sandhi there was a vowel

When a final short vowel (4, 7, or %) has merged into a following
vowel, we print * at the end of the word, and when a final long vowel
(a, 1, or iz) has merged into a following vowel we print ” at the end of
the word. The vast majority of these cases will concern a final # or 4.
See, for instance, the following examples:

‘What before sandhi was a#ra asti is represented as atr’ dsti

atra dste atr’ dste
kanya asti kany” dsti
kanya dste kany” dste
atra it atr’ éti
kanya iti kany” éti
kanya ipsita kany” épsita

Finally, three other points concerning the initial letter of the sec-
ond word:

(1) A word that before sandhi begins with 7 (vowel), after sandhi
begins with 7 followed by a consonant: yatha” rtu represents pre-sandhi
yathi rtu.

(2) When before sandhi the previous word ends in # and the following
word begins with ¢, after sandhi the last letter of the previous word is ¢
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and the following word begins with ¢/: sydc chastravit represents pre-
sandhi syt sastravit.

(3) Where a word begins with 4 and the previous word ends with a
double consonant, this is our simplified spelling to show the pre-sandhi
form: tad hasati is commonly written as tad dhasati, but we write tadd
hasati so that the original initial letter is obvious.

COMPOUNDS

We also punctuate the division of compounds (samisa), simply by
inserting a thin vertical line between words. There are words where the
decision whether to regard them as compounds is arbitrary. Our prin-
ciple has been to try to guide readers to the correct dictionary entries.

Exemplar of CSL Style

Where the Devanagari script reads:

FEAEIAT LA AT (A IV (LI GLaTET |

o faEraRTgeT REaTaTaTeaaT |

Others would print:

kumbhasthali raksatu vo vikirnasindiirarenur dviradananasya /
prasantaye vighnatamaschatanam nisthyitabalatapapallaveva //
We print:

kumbha|sthali raksatu vo vikirna|sindira|renur dvirad’|ananasya
prasantaye vighnaltamas|chatinim nisthyiita|bal’|atapa|pallav” éva.
And in English:

May Ganésha’s domed forehead protect you! Streaked with vermilion

y y

dust, it seems to be emitting the spreading rays of the rising sun to
g g ray: g

pacify the teeming darkness of obstructions.

(“Nava-sghasanka and the Serpent Princess” 1.3)
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Wordplay

Classical Sanskrit literature can abound in puns (s/esa). Such paro-
nomasia, or wordplay, is raised to a high art; rarely is it a c/iché. Mul-
tiple meanings merge (s/isyanti) into a single word or phrase. Most
common are pairs of meanings, but as many as ten separate mean-
ings are attested. To mark the parallel senses in the English, as well as
the punning original in the Sanskrit, we use a slanted font (different
from italic) and a triple colon (7) to separate the alternatives. E.g.

yuktam Kadambarim $rutva kavayo maunam asritah
Bana[dhvanav an|adhyiyo bhavat’ iti smrtir yatah.

It is right that poets should fall silent upon hearing the Kaddm-
bari, for the sacred law rules that recitation must be suspended
when the sound of an arrow ! the poetry of Bana is heard.

(Soméshvara-deva’s “Moonlight of Glory” r.15)



For Lisette and Howard, wttama ndyika and ndyaka.
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INTRODUCTION

BHANU-DATTA 1S PERHAPS the most famous Sanskrit poet
—certainly the most famous Sanskrit poet of early
modern India—whom no one today has heard of. Although
accorded little more than a footnote in standard Indian
literary histories, the two texts edited and translated in
this edition, the “Bouquet of Rasa” (Rasamarnjari; on types
of female and male characters in poetry) and the “River
of Rasa” (Rasatarangini; on Sanskrit aesthetics) attracted
an astonishing amount of interpretive attention from the
sixteenth to the eighteenth century, including commen-
taries from a dozen of the period’s most celebrated scholar-
exegetes. No other Sanskrit poet exercised anything
remotely approaching Bhanu-datta’s influence on the de-
velopment of the Hindi literary tradition between 1600
and 1850, the “Epoch of High Style” (riti/kal). No literary
work, at least of the non-religious, lyrical sort, made a big-
ger impact than the “Bouquet of Rasa” on the new art of
miniature painting that burst onto the Indian scene in the
late sixteenth century. When Abu al-Fazl, the leading intel-
lectual at the court of Akbar, presented a review of the arts
and sciences of the Hindus to the Mughal emperor in the
1590s, he turned in part to the work of Bhanu to describe
the nature of literature. And two centuries later, when the
first Europeans began to study Sanskrit, this poet’s works,
among others now more celebrated, were presented to them
as exemplary by their Indian teachers.”

Bhanu-datta’s extraordinary influence was not the result
of any truly revolutionary break-through he achieved on

Xix



INTRODUCTION

the conceptual plane. It was due, rather, to his consum-
mate skill in summarizing the thousand-year-long tradition
of Indian aesthetic theory more clearly and engagingly than
anyone had previously and, more important, to his talent
for crafting illustrative verses of far higher literary caliber
than anyone had offered before him. It will be helpful to
review what we know about Bhanu himself and the genre
of “science-poetry” he helped shape and to offer some as-
sessment of his literary accomplishment in these two cele-
brated and charming works, before briefly describing their
content—the nature of rasa and Sanskrit aesthetics, and the
typology of literary characters—Bhanu’s central place in the
miniature painting tradition, and the principles adopted for
this edition and accompanying commentary.

Who was Bhanu-datta?

As is commonly the case with Sanskrit poets, however
great the literary influence they exerted (and Bhanu-datta’s
influence can be detected already within a few decades of
his death), there is considerable uncertainty about Bhanu’s
time, place, and identity. One must start of course with
what the poet-scholar himself tells us. He was from Vidéha
(today’s northern Bihar), a member of the highly learned
Mudithili brahmin community, and he was the son of a poet
named Ganéshvara (or Gana-pati). He speaks of himself as
Sanskrit poets usually do, in the third person:

His father was Ganéshvara,

brightest jewel in the crown of poetry,
his land, Vidéha country, where waves
of the holy river ripple.

XX



INTRODUCTION

With verse of his own making Shri Bhanu

the poet arranged this Bouquet

to rival the flower of the coral tree

at the ear of the Goddess of Language.
(“Bouquet of Rasa” v. 138)

Unfortunately, given the reticence also typical of Sanskrit
poets, this is all he says directly about himself. Bhanu pro-
vides only one other reference to his life—this time an in-
direct hint. In a poem in the “Bouquet of Rasa” illustrating
the different “involuntary physical reactions,” Bhanu offers
the single historical allusion in the two works (and so far as
I can tell in his entire oeuvre, aside from a brief genealogy
in his Kumarabhirgaviya 1.16-28):

Her voice breaks, tears well up in her eyes,

her breast is beaded with sweat,

her lips tremble, her smooth cheeks grow pale,
goosebumps cover her body,

her mind absorbed, the light in her eyes dying,
her legs paralyzed—

did she, too, chance to glance at the royal highway
and see King Nijdma?

(“Bouquet of Rasa” v. 121)

The very rarity of such references in his poetry makes this
one a little suspect—if Sanskrit poets speak of their patrons
atall, they usually do so in a far more copious if not fulsome
way. On the other hand, it is hard to see why such a line
should ever has been interpolated, and it alone, in the entire
corpus (and in the middle, not at the beginning or end).
One manuscript from Kerala and one commentator from
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Tamil country make mention instead of the god Krishna,
but that reading seems spurious. Moreover, Veni-datta, the
most learned commentator on the “River of Rasa,” who is a
very careful reader of Bhanu, cites the verse with the Nijdma
reference.?

On the assumption, then, that the dominant manuscript
and commentarial tradition is credible in connecting Bhanu
to a King Nijdma, to whom could this refer? One com-
mentator on the poem, Andnta-pindita, who lived in the
early seventeenth century and hailed from Punya-stambha
(Puntambem, near Ahmadnagar) in Maharashtra, identifies
Nijdma as the “king of Deva-giri.” Deva-giri was the town,
not far from Punya-stambha, that after the defeat of the Y4-
davas around the beginning of the fourteenth century was
renamed Daulatabad (and later Aurangabad). And it was
this celebrated stronghold that, after repeated attempts, Ah-
mad Nizam Shah, founder of the Nizam Shahi dynasty of
Ahmadnagar in 1490, finally captured in 1499. The works
of Bhanu cannot have been written much after this date,
since one of them, the “Bouquet of Rasa,” was adapted in
a Hindi text of 1541.3

It seems probable, then, that the Maharashtrian com-
mentator Andnta-pdndita, who was more likely to have had
access to authentic tradition about his region than a copy-
ist from Kerala or a commentator from Tamil country, has
preserved the truth here.* But does it seem credible that a
brahmin poet from the far northeast area of Mithila should
have made his way to a southern, Muslim court at that pe-
riod? We know of many Sanskrit poets over the centuries
who traveled vast distances in search of royal patronage:
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Bilhana, one of the great poets of the twelfth century, jour-
neyed from Kashmir to the Deccan, and four centuries later
the Andhra poet-scholar Jagan-natha sojourned in Delhi,
Assam, and Udaipur. Why should Bhanu not have sought
patronage in the south, especially in a new and ascendant
political context where other Sanskrit intellectuals, such as
Dala-pati-raja, author of a great work on law (c. 1500) and
who describes himself as “minister and record-keeper of Ni-
jdma Saha, overlord of all Ydvanas [Muslims],” were enjoy-
ing royal support?> Moreover, a Deccani provenance for at
least the “Bouquet of Rasa” would go some way in explain-
ing the impact of the work on poets at other southern sul-
tanates, such as Golconda in the mid-seventeenth century,
where the work was deeply studied (a fact also reflected
in the large number of manuscripts of the work in Telugu
script), as well as the presence of a relatively early painting
tradition at Aurangabad, where an illustrated “Bouquet of
Rasa” was prepared for a Sisodia Rajput in 1650.°

In addition to the two texts edited and translated here,
Bhanu produced at least one other treatise on rhetoric,
the “Forehead Ornament of Figures” (Alazikaratilaka); the
Gitdgauripatikivya, a short poem on Shiva and Gauri mod-
eled on the “Gita-govinda’; a mixed prose-verse work, the
Kumarabhdrgaviyacampi, narrating the story of the deity
Kartikéya; and an anthology of his own and his father’s po-
etry called the “Heavenly Tree of Rasa” (Rasaparijiata). Sev-
eral other attributed works have not survived. The “Bou-
quet of Rasa” is an early composition; it certainly precedes
the “River of Rasa,” which refers to it (6.14), and hence the
two texts are presented in that order here.
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Bhanu-datta and the Blurred Genre
of Science-Poetry

The two works of Bhanu-datta presented here are rep-
resentatives of a somewhat blurred genre in Sanskrit liter-
ary history. Although Indian thinkers always viewed science
($astra) as fundamentally distinct from literature (kdvya),
at a relatively early date poets began experimenting with
a form of text that mixed the two categories. One vari-
ety, science-poetry (sdstra/kavya), as the genre came to be
called, makes use of a well-known narrative, say the story
of Rama, to illustrate the rules of grammar or rhetoric;
“Bhatti’s Poem” (Bhattikivya) from the early eighth century
is a good example.” Another is the purely scientific trea-
tise that aspires to the condition of poetry, such as Vardha-
mihira’s mid-sixth-century astronomical work, the “Great
Compendium” (Brhatsambita). Yet a third type is consti-
tuted by treatises of literary theory or rhetoric (alarikira/
sdstra), where the rules of literary art are set out and illus-
trated with poems.® Or more justly put, this third variety,
which we might call “rhetorical science-poetry,” became a
new genre in its own right thanks to the efforts of poet-
scholars like Bhanu-datta, who achieved a degree of literary
excellence in the form that few earlier authors equaled. A
brief review of the formal history of Sanskrit rhetoric will
show this and at the same time permit me to say a word
about its conceptual history.

In texts on Sanskrit rhetoric from the earliest period,
such as Dandin’s late seventh-century “Mirror of Litera-
ture” (Kavyadarsa), the illustrative poems were of the au-
thor’s own making, written ad hoc and entirely pedestrian.
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Within two centuries, poeticians had begun to draw illus-
trations from their own literary works; Udbhata (c. 800),
for instance, took all his examples from his own courtly
epic (the Kumdrasambhava, no longer extant). When, how-
ever, in a momentous transformation that took place in
mid-ninth-century Kashmir, the focus of literary theory
suddenly shifted from how to write poetry to how to read
it, scholars began to use citations from existing literature,
almost exclusively, in making their theoretical arguments.
Bhanu thus represents something of a throwback—though
also a harbinger, since many later Sanskrit writers were to
follow his example—in producing new poetry of a very
high order to illustrate the aesthetic and rhetorical practices
of Sanskrit literature.® He thereby fired the imagination of
vernacular poets who were seeking—as Joachim du Bellay,
a contemporary vernacular writer half a world away, wrote
in 1549—at once to “defend and illustrate [i.e., ennoble]”
their emergent literary languages. For them the science-
poetry of Bhanu’s sort offered the perfect vehicle. The po-
etic oeuvre of many Old Hindi poets in particular came
to include what they called a “definition work™ (laksana/
grantha)—often marked by extraordinary literary finesse—
based on Bhanu’s “Bouquet” or “River.”®

These two works, viewed from one angle, function some-
thing like user manuals for Sanskrit literature, of a sort es-
sential for readers of the CrAY SANSKRIT LiBRARY. As we will
see momentarily, understanding the characterology, so to
call it, of Sanskrit literature, to say nothing of rasa, or the
emotion produced through the literary work, is crucial to
our capacity to appreciate the presuppositions and goals of
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Sanskrit writers. Viewed from another angle, Bhanu’s texts
provide a glimpse into the workshop of the Sanskrit poet,
his tools and materials and ways of composition. There
are other types of Sanskrit texts that bring us even deeper
into that workshop—the so-called “instruction manuals for
poets” (kavi[siksi), which set forth, for example, how to
choose the best Sanskrit word for “king” from among the
scores of synonyms to fit a certain complex Sanskrit metri-
cal pattern. But Bhanu not only informs, he delights with
far more accomplished poetry than that which we find in
instruction manuals.

Even a few examples suffice to show this. Take the poem
that Abu al-Fazl found worthy of translating into Persian
(it was also known to and imitated by the great Telugu poet
Kshetrayya a century and a half later):

You stayed awake all night, and yet

it’s my eyes that are throbbing;

you were the one who drank the rum,

and yet it's my head that’s splitting;

and in the bower buzzing with bees

it was you who stole beauty’s fruit,

yet I'm the one the Love God wounds

with his arrows that burn like fire.
(“Bouquet of Rasa” v. 13)

The poem illustrates the ndyika, literally the “leading
lady” or heroine, who is “average unsteady,” whose desire
and modesty are in balance and who, when confronted with
infidelity on the part of her lover, does not mince her words.
Bhanu deftly reveals the sorrow her lover has caused by
showing how each of what are fleeting pleasures for him
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transforms into enduring pains for her."” Another poem,
about the same “average” ndyikd, perfectly embodies her
definition as one whose desire and modesty are in precise
and, as the poet shows, impossible balance:

She thought, “If I fall asleep right now
I'll lose the chance to see
my love’s face; and if T stay awake,
his hands might start to roam.”
Over and over she thought it through,
that girl with lotus eyes,
and finally decided to go to sleep
and to stay awake.
(“Bouquet of Rasa” v. 9)

Yet a third poem, showing the same average ndyika con-
fronted by “lipstick on his collar,” expresses her constitutive
ambivalence by reflecting on the ambivalence, so to put i,
of the material world itself:

When she saw her husband’s chest

stained with cream from another’s breasts,

she didn’t heave a long, deep sigh

and didn’t say a single word;

she only began to wash her face

just as she did every morning

and with the water hid the water

that came pouring from her eyes.
(“Bouquet of Rasa” v. 45)
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Contemporary readers who might be disappointed by
the conventional nature of these poems do well to under-
stand that such is in fact their whole point. Bhanu’s pur-
pose is to show what poets can do when working within the
tightest of constraints. He uses §4stra both to explain and
to defend this tradition of voluntary self-limitation while
exemplifying the especially intense pleasure that can come
from inventiveness within narrow boundaries. This is not
to say that Bhanu cannot produce something entirely new,
either in pure play, as when he manufactures Sanskrit words
in a way that some of his more fastidiously grammatical
commentators found scandalous:

My figure shows no curvitude,
my breasts no altitude,

my body has no pulchritude,
my hips no amplitude,

my walk suggests no gravitude,
my eyes no magnitude,

my charm reveals no plenitude,
my speech no aptitude,

and my laugh no latitude—
why in the world has my lover given
his heart to me and me alone?

madhye na krasima stane na garima
dehe na vi kantimai

Sronau na prathima gatau na jadima
netre na vi vakrima

lasye na dradhima na vici patima
hasye na va sphitimi
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pran |ésasya tath” 4pi majjati mano
mayy eva kim karanam?
(“Bouquet of Rasa” v. 70)

Or in aspiring almost to the condition of music, with
something like the rhymes so characteristic of the new ver-
naculars:

tamoljatéle haridjantarile
kdle nisiyds tava nirgatdyih
tate nadinam nikate vaninam
ghateta $it)odari kah sabayah?

When nighttime lets down its thick black hair

all around and you leave your house, slender girl,

who will be there to stand by your side

on the riverbank at the edge of the forest?
(“Bouquet of Rasa” v. 111)

All in all, Bhanu-datta does represent something of the
return ad fontes that is characteristic of much early modern
Sanskrit culture. He does so not only in the formal dimen-
sion of his work as described earlier, but also in the ideas
that inform it. I examine first the broad theory of literary
art in the “River of Rasa,” before going on to discuss the
subset of that theory constituted by the characterology of
the “Bouquet of Rasa.”

Rasa, or How Literature Creates Emotion

From the beginning of their systematic reflection on lit-
erature, Indian thinkers were preoccupied by the question
of how human emotion comes to be produced by words
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inscribed on a page or recited on stage accompanied by
gestures and other physical expressions—and not just how
emotion was produced, but what kinds of emotion, and
why those kinds. The foundational work in this domain is
the “Science of Drama” (Nagyasistra) of Bhérata (perhaps
composed in the third or fourth century, but subject to sub-
stantial revision up to the ninth century), and the analysis
it set out was never fundamentally contested.

In accordance with the widespread tendency in Sanskrit
culture toward schematic thinking and the simplification
of complexity in the interests of orderly analysis, Bhdrata
and all later Indian aestheticians promoted a theory of lit-
erary representation that reduced the vast welter of human
emotions to a set of eight (a ninth would be added in later
centuries). These eight aesthetic emotions they called rasas,
“tastes,” analogizing from the sense of taste on the grounds
both of the physicality of emotion—it is something we feel,
not something we think—and of the blending of ingredi-
ents that complex tastes and aesthetic moods both evince.
The basic ingredient is called a “stable” or primary emo-
tion (sthayi/bhdvas), such as desire in the case of the erotic
rasa, to which are added “underlying factors” (@lambanajvi-
bhavas) such as the beloved, “stimulant factors” (uddipana/
vibhavas) such as a moonlit night or swinging earrings,
“transitory feelings” (vyabhicirilbhavas) such as longing or
worry or shame, and “physical reactions” (anubhivas) such
as perspiring or weeping. A stable emotion, when fully “de-
veloped” or “matured” by these factors, transforms into a
rasa. Such a transformation was originally thought to be
something that comes about in the main character of a
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poem or drama; it is Rama who feels the stable emotion of
desire for Sita (not you or I) and who eventually relishes the
erotic rasa that develops out of this desire. On this view,
the reader’s or viewer’s response to the emotion is of little
or no concern. On the contrary, rasa theory arose to en-
able literary analysis to grasp, as the American New Critics
WimsATT and BEARDSLEY put it in their famous 1949 essay
“The Affective Fallacy,” how poetry “fix[es] emotions, mak-
ing them more permanently perceptible.” And this purpose
would reign unchallenged for six or more centuries after
Bhdrata.

The sudden shift of perspective that led Kashmiri thinkers
such as Ananda-vérdhana (. 8 50) to focus on reading rather
than writing (and therefore to cite already existent poetry
rather than to create it ad hoc), concomitantly led them,
less than a century later, to turn their attention away from
how the literary text or the dramatic performance produces
emotion and toward how readers and viewers respond to
that emotion. Why do we not leap from our seats in the
theater and rush the stage the moment Rdvana reveals him-
self and prepares to abduct Sita? Why do we not shun sad
stories like the “Ramdyana,” as we shun sorrow in everyday
life? In other words, how precisely does literary emotion
differ from the non-literary? I say “from the non-literary”
rather than “from real emotion,” since the emotions of fear,
sadness, and so on that we experience when watching a
“Ramdyana” play are certainly real. After all we do feel
them; they are just different from the emotions we experi-
ence outside the theater. Clearly, these are core questions
not just of literature but of human existence: the very capac-
ity to distinguish aesthetic from pragmatic emotion, even
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to respond to aesthetic emotion, is one of the things that
make people cultured, perhaps even human. And they are
questions that took Indian scholarship by storm in the late
tenth century, transforming Indian aesthetic thought once
and for all time.

At least this is what most scholars believe. In fact—and
to register this fact is to record a historical truth, and not
of course to denigrate the profound insights of the in-
novators—many later Indian literary theorists appear to
have been entirely indifferent to the new ideas originat-
ing in Kashmir. Bhanu-datta is most certainly one of them
throughout his exposition in the “River of Rasa.” His are
largely the old concerns of how literature creates emotion,
the concerns of, say, King Bhoja, the great encyclopedist
who synthesized the “normal science” of aesthetics in the
mid-eleventh century.”® Only rarely does Bhanu depart
from the classical doctrine—hence his close dependence on
the Nityasistra—and the few times he does so, he reveals
that he is far more a poet than a thinker. (His distinction
between “ordinary” and “extraordinary” rasa—which dif-
ferentiates between a rasa that arises for a character from
normal contact with the underlying object and a rasa that
arises for a character in dreaming, imagining, or witnessing
a mimetic representation—does mark a noteworthy if un-
developed advance.)™ It is for the poetry we should enter
into the “River of Rasa,” not the science—though of course
having the science clearly in our heads, as Bhanu makes it
very convenient to do, is the only way to fully engage wth
the poetry.
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Casting according to Type

As with his “River of Rasa,” it is above all for the poetry
that we enjoy Bhanu’s “Bouquet of Rasa,” though the doc-
trine of the work and its systematicity and (if such is con-
ceivable) completeness were found impressive in their own
right and were everywhere imitated.

The catalogue of character types with which the “Bou-
quet” is concerned fits, of course, perfectly into the thought
world of rasa; indeed, it is its necessary complement. Rasa
is all about typicality: A young man’s desire, upon seeing a
beautiful young woman with swinging earrings on a moon-
lit evening, will typically develop or mature into the erotic
rasa—or to put this more strictly, for the erotic rasa to de-
velop in literature, the ndyaka, literally the “leading man” or
hero, must be young, the ndyiki must be beautiful, and so
on. Atypicality—an old woman in love with a young man,
for example—would have been considered vifrasa, or “taste-
less.” Such themes would not become the stuff of literature
until modernity; one can even say that what makes a liter-
ary text modern is precisely its violation of the expectations
of the traditional social text. (Thus, in the iconic drama of
early modernity, Corneille’s Le Cid, one of the things that
enraged critics in 1637 was the marriage of the heroine to
her father’s assassin, in violation of what the French critics,
in an idiom remarkably similar to that of their Indian coun-
terparts, called “propriety and probability”). Sanskrit po-
ets were interested in exploring typicality and, accordingly,
needed to master it across the whole universe of emotion.
How were women expected to act when first falling in love,
when confronted by an act of infidelity on the part of their
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lovers, when desiring someone other than their husband?
To answer such questions a discourse arose that aimed to
construct a typology of characters.

Again, Bhanu enters this discourse after a millennium or
more of its cultivation by dozens of writers. Bhdrata had
already discussed eight types of women (and five types of
men) in the erotic setting. An important late-tenth-century
treatise on dramaturgy, the “The Ten Dramatic Genres”
(Dasaripaka) elaborated further, as did Bhoja half a cen-
tury later in his “Light on Desire” (Syrigaraprakasa). In the
same epoch, it seems, a writer named Rudra (or Rudra
Bhatta) composed the “Forehead Ornament of the Erotic”
(Srrgaratilaka), the first systematic account of the subject
prior to Bhanu, who knew the work well and adapted it to
his purposes, which were, however, far more ambitious."*

Just as in the case with his rasa theory, Bhanu’s own con-
tribution to the discourse on character types, aside from
being the first entirely independent treatise on the subject,
is relatively modest and consists largely in identifying new
subtypes of heroines. Yet the work was viewed as original
enough to provoke serious critical comment in the follow-
ing centuries. At the court of Abul Hasan Qutb Shah of
Golconda in the last quarter of the seventeenth century,
the “Bouquet of Rasa” was answered by the “Bouquet of
the Erotic Rasa” (Smgdmmaﬁjarz’), composed (or commis-
sioned) by Akbar Shah, one of the intellectuals who formed
the sultan’s remarkable literary circle.”’

Readers of the “Bouquet” will again be struck in the first
instance by what will appear to be Bhanu’s taxonomic ob-
sessions. When he concludes his overview of female charac-

XXXiV



INTRODUCTION

ters by stating, “This makes 128 types. All these can be fur-
ther distinguished as ‘excellent,” ‘average, and ‘low,” which
thus gives 384 types,” our jaws are likely to fall slack at
the hypertrophy of categories. We certainly feel a sense of
relief when he spares us further elaboration, saying, “I re-
ject the argument that there can be a further subdivision
according to whether the ndyiki is divine, not divine, or
semidivine—which would give us 1,152 types” (“Bouquet
of Rasa” 81). Newcomers to such a style of analysis are
likely to react with the same incomprehension and impa-
tience of the colonial officer surveying “native education”
in 1830s Bengal, who rebuked Indian scholars for “wasting
their learning and their powers in ... recompounding ab-
surd and vicious fictions, and revolving in perpetual circles
of metaphysical abstractions never ending still beginning”
(Basu 1941: 276—77).

Yet as I have tried to suggest, Bhanu’s typological think-
ing is an essential adjunct to the aesthetic theory in which
it is embedded, and that theory does a better job of dis-
secting literary emotion than any other on offer. Its fault,
if fault it is, lies in the excess of detail in the attempt to
follow out every possible permutation to its logical conclu-
sion. What ancient Indian scholars realized, and most of us
moderns—to our surprise and sometimes repulsion—have
not, is that we can bring analytical order even into realms
that seem constitutively anarchic, the world of human feel-
ing, for instance, or the apparently infinite ways, ways of
pleasure and of pain, in which men and women interact
with each other.
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Bhanu-datta’s Words Painted

Another indication of the importance of Bhanu-dattas
work is the impact it made on the emergent painting tradi-
tions of early modern India. The “Bouquet of Rasa” was one
of the best-loved poems in the sub-imperial realm of minia-
ture painting that arose with the consolidation of Mughal
rule at the end of the sixteenth century. The poem was il-
lustrated in Mewar perhaps as early as the 1630s, in the
Deccan in the 1650s, in Basohli between 1660 and 1690,
in Chamba about 1690, in Nurpur in the 1710s, and else-
where. The earliest album, from Udaipur, is an uneven as-
semblage from various artists (or, in some cases, evidently
art students), but a number of paintings strongly suggest,
to an inexpert viewer such as myself, the atelier if not the
hand of the celebrated painter Sahibdin."® The commen-
tary provided in this CrLAy SANSKRIT LIBRARY edition refers
to surviving folios of this early and largely hitherto unpub-
lished album.*”

What accounts for the remarkable appeal the “Bouquet
of Rasa” held for early modern artists? Its attractiveness
may partially lie in the new and intriguing challenges of
capturing complex and subtle verbal narratives in visual
imagery. In the preceding century and a half (litdle In-
dian painting is extant prior to 1500), the almost exclusive
objects of painterly attention were narratively uncompli-
cated religious or epic texts such as Jain sutras, the “Maha-
bhdrata,” and the Harivamsa. As Sanskrit poetry began to
be illustrated, the texts chosen were also largely straightfor-
ward in their narrative—poems like the “The Fifty Stan-
zas of a Thief” (Caurapaicisika) or the “Gita-govinda.”™®
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The “Bouquet of Rasa,” by contrast, offers the fascination
of what's difficult in representing in the medium of line and
color the subtle emotional situations that Bhanu depicts in
sophisticated and often oblique or indirect language. (The
same is true of the Rasikapriyi, Keshavdas's great Hindi
poem of 1591, which presents some of the same kinds of in-
terpretive challenges and was painted in Udaipur between
1630 and 1640.) The creators of the Udaipur album cer-
tainly took the challenges of Bhanu’s text seriously. The po-
ems themselves appear on the front of the painting, not,
as in later periods (Basohli, for example), on the back, and
were accompanied by an Old Gujarati translation (on the
verso). If it is true that later artists often painted what they
wished to paint regardless of the text of the poem they
were illustrating, this was decidedly not the case in the early
Udaipur album. How the artists met the narrative challenge
still has the power to charm, as well as to instruct as if they
were commentaries in paint.™

Text and Annotation

The texts that form the basis for my editions of the
Rasamanjari and the Rasatararngini are found in the col-
lected works of Bhanudatta published by TriLoxkanaTHA
JHA in 1988. JHA in fact only reprints already published
texts for the two works, and I chose his edition merely
as the most recent and convenient starting point for my
own work. In the case of the Rasamanjari, nothing ap-
proaching a critical edition has ever been produced. I was
able to make use of collations from two manuscripts in

Malayalam script (Triv. A and B) and, occasionally, the Old

XXXVii



INTRODUCTION

Gujarati translation on the back of the Udaipur album.
For the Rasatarangini it was possible to supplement JHA
with the edition of UrmiLa SHARMA. SHARMA assembles a
good deal of additional textual material (on the basis of ten
manuscripts), though some editorial judgments are decid-
edly odd and the number of misleading typographical er-
rors surprisingly large.

The transmission of the two poems has in fact been
highly stable, with no substantial variation, let alone the
development of regionalized recensions that characterize so
many Sanskrit literary texts. When I depart from Jua and
SHARMA, I do so on the evidence of readings offered by one
or another of the dozen commentators I consulted. Many of
these commentators were also editors and frequently com-
ment on and weigh variants, and I have taken their argu-
ments into account. I supply the evidence for my editorial
decisions in the critical apparatus to the text; however, I re-
frain from reporting information already available in earlier
editions and also omit variants that have no real bearing on
the sense. Occasionally, even if I do not accept the com-
mentators’ readings, I record them if they seem worthy of
further consideration, especially if they are not noticed in
either JHA or SHARMA, neither of whom made use of several
of the still-unpublished commentaries to which I have had
access.

Even a truly critical edition of Bhanu’s works, however
rigorously prepared, would never enable us to make edito-
rial choices with anything approaching the ideal of stem-
matic necessity. We would still be exposed to the potential
delusions of our own subjectivity, assuming, of course, we
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are aiming for something approaching authorial intention,
an aim that no contemporary theory leads me to entirely
devalue. But this subjectivity becomes somewhat less unre-
liable to the degree it is disciplined by the commentators,
ideal readers if there ever were ones. Their commentaries
offer some of the most learned reflections on any Sanskrit
literary text from the early modern period—some approx-
imate veritable treatises on aesthetics in their own right—
even as they provide further evidence of Bhanudatta’s aston-
ishing popularity. A few of the more accomplished exegetes
and poeticians I draw upon, among the ten who wrote on
the Rasatarangini and the fifteen on the Rasamarjari, in-
clude (in chronological order): Sesa Cintamani, younger
brother of Sesa Krsna, the most celebrated grammarian of
the late sixteenth century (Kanpur/Varanasi, 1553—this is
within a generation or two of Bhanu); Gopala Bhatta (son
of Harivaméa Bhatta), a direct disciple of Caitanya and
teacher of the renowned Bangla poet Krsnadisa Kavirija
(place unknown, 1572); Anantapandita, grandfather of the
logician Mahadeva, and commentator on the Arydsaptasati
and Mudrariksasa (Ahmadnagar/Varanasi, 1636); Venidatta
Bhattacarya, author of the Alarikiracandrodaya (Bareilly, c.
1700); Nagesa Bhatta, the most remarkable polymath of
the early eighteenth century (Varanasi, 1713); Gangarama
Jade, pupil of the Mahibhirata commentator Nilakantha
Caturdhara, and a scholar learned in both alazikdira/sistra
and logic (Varanasi, 1742); and Visve$vara, author of the
Alanikérakaustubha, the last of the important independent
works on alarkara/sistra (Almora, d. 1750).°

XXXiX


sheldonpollock
Highlight
That is a different Gopāla Bhaṭṭa; this one also wrote a commentary on the Śṛṅgāratilaka of Rudra(ṭa) Bhaṭṭa


INTRODUCTION

The most insightful of these commentaries for the Rasa-
manjari is without question Vi$vesvara, probing the poems
as he does with a very learned eye. In a category by himself
is Anantapandita, who clearly has pretensions to be more
than mere commentator: he appears to want to claim for
his exegesis a status of expressivity almost equal to that of
the poet himself, producing what at times approaches art-
prose, though often with more heat than light. The most
knowledgeable of Rasatararigini commentaries is undoubt-
edly the still-unpublished work of Venidatta, and I have
frequently profited from his deep knowledge of Sanskrit
poetry.*" Space is available in the annotations to record only
significant commentarial alternatives to the preferred trans-
lation.

There are several earlier translations of these two works
of Bhanudatta. The Rasamanjari, or at least its verses, has
been rendered several times by Indian translators; a re-
cent Italian dissertation offers a version as well.** The Rasa-
tarangini was translated only once, and only partially, into
French by PauL REGNAUD in 1884, as part of a study of the
Nityasastra. The present volume represents the first com-
plete translation of both works to be published together and
on the basis of texts established and interpreted with the
help of the most important extant commentaries.

Notes

1 See discussion of the commentators, Hindi 7i# literature, and the
painting traditions that follows. 6 [3] (missed by the translator),
28 [13], and 47 [22] are cited in the Ain-i Akbari (vol. 3, pp.
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256—58; Bhanudatta is not named but the verses are unmistak-
ably his). The European mentioned is SIR WiLLIAM JONES, who
wrote in reference to the RM, “T have read this delightful book
four times at least” (1807: vol. 13: 409); he attractively translated
the title as “The Analysis of Love.”

V cites the verse in RT 4.22 (f. 25v).

Krparam’s Hittarangini, the first work on the typology of heroines
in Brajbhasha, is dated 1541 (the interpretation of the chrono-
gram has been questioned, but unpersuasively), borrows from the
RM, and thus supplies a definite terminus ante quem (ALLisON
BuscH, personal communication). This would be corroborated
by the date of Sesa Cintimani’s commentary on the RM, 1553,
assuming that early date is indeed correct.

See also DE 1959 and KaNE 1991: 304-09. An argument for a
terminus ante quem of 1428 is based on a false dating of a com-
mentary on the RM (Dascurta and DE 1962: 561; the Rasamarn-
Jjariprakasa, which exists in a single MS., seems in fact to be the
Rasikaranjani of Gopala Bhatta, which was also composed in
1572). An argument for a terminus ante quem of 1314 is based
on the false attribution to Bhanu of a lawbook called Parijata
cited in another text dated 1315 (Bhanudatta’s literary anthology
Rasaparijita is confused with the dharmasistra Parijita by Gope
1953: 444—51 (the verses cited are actually from the former) who
is also unaware of the verse on Nijama).

KANE 1997: 860—68; MINKOWSKI 2004: 331. We cannot be cer-
tain that the Nizam in question was not Burhan Nizam Shah
(r. 1508—53) rather than Ahmad Nizam Shah, as some assert. [
pass over here arguments identifying Bhanudatta and a much an-
thologized poet named Bhanukara, whose references would link
Bhanudatta with other Muslim rulers such as Shershah. (The ev-
idence is collected in CHAUDHURI 1942: 3—32, though not sifted
critically; see also DE 1959: 147.)
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On Golconda, see the remarks on Akbar Shah that follow; San-
skrit manuscript catalogues list a large number of Telugu MSS.
of the RM, with only two (incomplete) MSS. in Mithila and very
scanty holdings elsewhere in the northeast. DosHr 1972: 2526
discusses the Aurangabad RM.

Forthcoming in the CSL, translated by OLvER FaLLON.

For the changeability of the category “literature” in Sanskrit lit-
erary history, see POLLOCK 2003: 55—60.

His only real peer is Jagannatha (/. 1650). Southern writers used
their own poetry for illustrations at least from the time of Vidya-
nitha (c. 1300).

The list of such works is long and their authors distinguished.
It includes, in addition to Krparam’s Hittararngini (based on the
RT), Nanddas’ Rasmanjari (c. 1585, based on the RM); Rahim’s
Barvai Nayikibhed (c. 1600, based on the RM); Sundar’s Sundar-
Srrigar (1631, based on the RM); Mahakavi Dev’s Bhavvilas (1689,
based on the RT). Bhanu’s influence continued well into the eigh-
teenth century. (I owe this list to ALLisoN Busch.)

Note the echo in Kshetrayya (Ramanujan etal. 1994: 65), though
the Telugu poet emends to beautiful ironic effect: the lover used
to tell her that their bodies were one—and now she knows why.
Kshetrayya was patronized by the same Golconda court at which
the Syrigaramarijari was later produced (RAGHAVAN 19571: 8).

See PoLLOCK 1998.

See RT 6.2. Another significant if under-argued innovation con-
cerns the possibility of é2nta constituting a ninth rasa (RT 7.63).

For the earlier history see NS ch. 24; DR ch. 2; SP ch. 1 5.

The work itself has an interesting history, being first written in
Telugu and then translated into Sanskrit (the latter version being
adopted into Hindi by the celebrated poet Cintamani Tripathi).
See RAGHAVAN 1951: 73—90 for a detailed review of Akbar Shah’s
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critique of the RM. This critique is itself answered by one of
Bhanu’s later commentators, Trivikrama Misra.

The paintings are themselves undated and have been placed
everywhere between 1625 and 1660. The best of them strongly re-
semble the ragamaliworks of Sahibdin of 1630—40, perhaps even
anticipating him. Compare, for example, BARRETT and Gray
1963: 135—39; KHANDALAVALA and DosHI 1987: 126; WiLLIAMS
2007: pl. 6 (with which compare RM pl. 21). On the Basohli
paintings, see RaANDHAWA and BAMBHRI 1981, BEACH 1992: 171;
for Nurpur, ARCHER 1976: plates 71-72.

The original album has been dispersed. Some seventeen images
have been published, while more than forty remain unpublished
in a variety of private collections and museums. A number of the
latter have been made available on the CSL website.

See CSL editions prepared by RicHaARD GomBRICH and LEE
SIEGEL, respectively.

For discussions of particular paintings, see the notes to 19 [9],
47 [22], 53 [25], 65 [32], 125 [58], 134 [62], 154 [71], and
156 [72].

There are thorny problems of dating that I must ignore in this

brief notice; T offer best guesses.

A copy of his unpublished commentary, the Rasikaranjani, has
been made available on the CSL website, with the kind permis-
sion of the British Library.

For the former, see, e.g., RaNDHAWA and BHAMBRI 1981; for the
latter, ROSSELLA 2000 (unavailable to me).
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Abbreviations

GENERAL

DR = Dasaripaka

J = Trilokanatha Jha, ed. Kavirdjabhanudattagranthivali

KS = Kamasitra

NS = Natyasistra

RM = Rasamarjari

RT = Rasatarangini

SD = Sahityadarpana

SM = Sprigaramarijari of Akbar Shah

ST = Syngaratilaka of Rudra Bhatta

a, b, ¢, d = first, second, third, fourth quarter verse respectively
pl. = plate

V. = verse

v.l. = varia lectio

References in the notes are to CSL paragraphs, unless accompanied

»

by “v.

RASAMANJARI

A = Commentary of Anantapandita (Vyarigarthakaumuds)

B = Bangla recension of Vidyasagara (in Kavyasamgraha)

G = Commentary of Gopala Bhatta (Rasikaranjani)

J = Jha edition (Kavirajabhinudattagranthavali)

N = Commentary of Nagesa (Prakdisa)

OG = Old Gujarati translation (on verso, Udaipur album)

R = Commentary of Rangasayin (Amoda) (extracts printed in Tripathi
1981)

S = Commentary of Sesa Cintimani (Parimala)

Jha = Commentary of Bhadrinath Jha (or Sharma) (Surabhi)

T = Commentary of Trivikrama Misra (Rasamoda)

U = Udaipur album

Triv. A = Trivandrum MS. no. 2656
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Triv. B = Trivandrum MS. no 6986 (breaks off in the middle of v. 52)
V = Commentary of Vi$vesvara (Samanjasa)

RASATARANGINI

B = Commentary of Bhagavadbhatta (Nizanatari)

G = Commentary of Gangarama Jade (Nauka)

J = Jha edition (Kavirgjabhinudattagranthival)

N = Commentary of Nemasiha (sometimes Nemisaha) (Kavyasudhi)
O = Commentary of Jivanathaji Ojha

S = Sharma edition

V = Commentary of Venidatta Bhattacarya (Rasikaranjani)
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Appendix on Literary Allusions

Bhanu-datta’s original audience would have been familiar
with a wide range of stories that most contemporary readers
are unlikely to know.

He makes frequent allusions to the avatars or embodi-
ments of the god Vishnu. These include: the Fish, whereby
he saved the Vedas; the Tortoise, upon which Mount Mén-
dara rested when it was used as the stick to churn the pri-
mal milk ocean (which produced the goddess Lakshmi,
Vishnu’s wife, and his cosmic jewel, the Kdustubha); the
Boar, on whose tusk he hooked the Earth and raised it
from the ocean; the Dwarf (in this form Vishnu received
from the demon king Bali as much territory as he could
cover in three strides, and he crossed all earth, the atmo-
sphere, and heaven); the Man-Lion, a form half man, half
lion, whereby Vishnu killed the demon Hirdnya-kdshipu,
who could not be slain by god or man or beast; Pérashu-
rama, or Rama with the Axe, a brahmin who slaughtered
the kshatriya clans twenty-one times; and Krishna, who as
a child lived among the cowherds (the majority of the allu-
sions here concern Krishna’s beloved, Radha, and his other
amorous exploits).

The avatar to which Bhanu-datta most frequently refers is
Rama, son of Dasha-ratha, immortalized in the epic poem,
the “Ramdyana.” Rama was set to become king but was sent
into exile with his wife Sita (also known as Janaki [daughter
of King Jdnaka], Vaidéhi [princess of Vidéha], and Mdithili
[princess of Mithila]) and his younger brother Lékshmana.
During his sojourn in the forest his wife was abducted by

li
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Rdvana, the ten-headed king of the rdkshasas, who took her
back to Lanka, his island fortress. Rama made an alliance
with the monkeys, chief of whom was Hanumdn, and hav-
ing found his way to Rdvana’s kingdom killed the rdkshasas
and their king. Vibhishana, Rdvana’s brother, lent his sup-
port to Rama and was crowned king of Lanka.

Reference is also often made to the second great Indian
epic, the “Maha-bhdrata,” above all as a repository of heroic
deeds. The warring factions were the sons of Pandu and the
sons of Dhrita-rashtra. Among the former were the great
warriors Arjuna and Bhima, among the latter, their half-
brother Karna, who was also a paragon of generosity.

The stories associated with the Great God Shiva (also
known as Hara and Shambhu) supply material for many
allusions as well. Central to his biography is his marriage
with Pdrvati (“Daughter of the [Himdlaya] Mountain,” also
known here as Bhavéni). Shiva fell in love with Parvati
thanks to the efforts of the god of love Kama (literally, “de-
sire”), but in the process Kama was incinerated by a flame
from Shivas third eye, and was mourned by his wife Rati
(“passion”). Shiva’s accoutrements include a snake necklace
and a tall headdress in which the crescent moon is fixed.
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DESCRIPTION OF THE NAYIKA



$RI|SARASVATYAI namah

atmiyam caranam dadhati purato
nimn’|6nnatdyam bhuvi,
sviyen’ 4iva karena karsati taroh
puspam $ram’|asankaya,
talpe kim ca mrgaltvaca viracite
nidrati bhagair nijair
antah|premalbhar’alasim priyatamam
ange dadhano Harah.* [1]

vidvat|kulajmano|bhrngalrasalvyasangalhetave

esa prakasyate $rimad|Bhanuna Rasalmanjari. [2]

tatra rasesu Srngarasy’ Abhyarhitatvena tad | alambana |
vibhavatvena nayika tavan niripyate. sa ca tri|vidha sviya
parakiya simanya|vanita ¢’ ét. tatra svaminy ev’ anurakta
sviyd. na ca parinitayam para|gaminyam ativyaptih.} atra
pativrataya eva laksyatvat. tasyas ca para|gamitaya parakiyat-
vam api samayati.

asyas$ cesta bhartuht $usrasa §ila|samraksanam arjavam

ksama ¢’ éd. yatha:

4 ativyaptih STV : avyiptih ] A 5 bharrh AN STV :om. ]

iShiva 1 “Leading lady,” or principal female character



Homage 1o SarAsvati, Goddess of Language

Lest she feel fatigue, Haral plants his foot,

his own foot, first on the rocky ground,

and with his own right hand he plucks a flower
from the tree, and on the couch

spread with his rough garment, an antelope skin,
falls asleep on his right side,

within his body bearing his beloved,

fatigued from her deep inner love.*

Glorious Bhanu ! the sun here publishes :
opens to view

this sweet “Bouquet of Rasa ! nectar”

where bees—the minds of swarms of learned

readers—may acquire rasa / nectar.

Now, among these rasas the most prized is the erotic. In-
sofar as the ndyikal is the underlying factor of the erotic
rasa, she will be described first. She is of three sorts: one’s
own wife, another man’s wife, or a courtesan. Among these,
“one’s own” implies a woman in love exclusively with her
husband.* This definition of the category is thus not so wide
as to include* a married woman in love with another man.
In the case of the category one’s own, fidelity is the constitu-
tive feature, whereas it is the very fact of a married woman’s
being in love with another man that causes her to be classi-
fied as “another’s.”

The characteristic behavior of one’s own ndyika con-
sists of obedience to her husband, modesty, sincerity, and
forgiveness.* For example:
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gat'|agatalkutithalam
- A .
nayanayor apang |ivadhi;
smitam kula|natalbhruvam
adhara eva vi§ramyati.
vacah priyatamal$ruter
atithir eva; kopalkramah
kada cid api cet, tada

manasi kevalam majjati. [3]

sviya tu trilvidha. mugdha madhya pragalbha ¢’ éti. tatr’
ankuritalyauvana mugdha. sa ¢’ |jnatalyauvana jhatalyau-
vana ca. s 4iva kramaso lajja|bhaya|paradhinalratir nav’|
odha. s” 4iva kramasah sa|prasraya visrabdha|nav’|odha.
asyas$ cesta kriya|hriya mano|hara, kope mardavam, nava|

bhasane samiha ca.
mugdha yatha:

djhaptam kila Kamaldeva|dharani]
palena kale $ubhe
vastum vastu|vidhim vidhasyati tanau
tarunyam enildréah:
drstya khanjanalcacuri, mukhalruca
saudhadhari madhuri,
vaca kim ca sudha|samudrallahari|

lavanyam amantryate. [4]
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Highborn women with curving brows
don’t care to look this way or that.
Instead, they keep their eyes downcast,
their smiles coming to rest on their lips.
To their lovers’ ears alone

their talk arrives as a welcome guest.

And if highborn women get angry

they bury their anger within their hearts.*

One’s own ndyika is herself of three types: the naive,
the average, and the sophisticated. The naive is a gitl who
is just reaching puberty, and she may or may not under-
stand its manifestations.* The same naive ndyika is in due
course a “newly married” woman, who is bashful and timid
in her desire; and, in due course, a “confident newly mar-
ried” woman, who is more compliant. Her characteristic
behavior is as follows: she enchants with the modesty of her
actions,* she is mild in her love-anger, and eager for new
ornaments.

An example of the naive ndyika:

Womanhood, ordered by the monarch himself,

the God of love, to take up its dwelling

in a young girl’s body, performs the housewarming
rite

at the auspicious hour: her glancing eye

is directed to start to dance like the wagtail bird,

her complexion to shed a glow like the full moon’s
light,

her speech to sound like waves on the nectar ocean.*
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1o aljidtalyauvana yatha:

nirat tiram upagata §ravanayoh
simni sphuran|netrayoh
«$rotre lagnam idam kim utpalam?» iti
jhatum karam nyasyati.
$aival’|ankural$ankaya $asimukhi
rom’|avalim profchati.
«$rant” Asm’» iti muhuh sakhim ajvidital

$roni|bhara prechati. [5]
jhatalyauvana yatha:

Svayam/bhah Sambhur, ambhoja|
locane, tvat|payo/dharah
nakhena kasya dhanyasya

candra|ciido bhavisyati? [6]
nav’|odha yatha:

15 haste dhrt” 4pi, §ayane vinivesit” 4pi,
krode krt” 4pi yatate bahir eva gantum.
de ki y g
janimahe navalvadhur atha tasya vasya

yah paratam sthirayitum ksamate karena. [7]
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An example of a girl who does not understand the man-
ifestations of puberty:

Leaving the water for the bank, she thought

she saw a lotus petal caught at her ear,

and to be sure reached out her hand—only to touch
the corner where her eye was flashing bright.

Then the moonfaced girl tried to wipe away

the line of hair by her navel, thinking it seaweed,
and repeatedly asked her friend why she felt

so tired, unaware that her hips were filling out.*
An example of a girl who does understand the signs:

Lotus-eyed girl, these breasts of yours

are growing on their own so graciously
Self-existent, All-gracious, Ganga-bearing.
What lucky man will get to crown them

with a moon scratched on them with his nails?*

An example of the first type of newly married naive
ndyika:

Although I took her by the hand

and set her on the bed

and held her tight in my arms, she never
stopped struggling to get out.

Now I understand why they say

the man who can control

a newlywed girl is the man who can hold
mercury in his palm.
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visrabdha|nav’|6dha yatha:

dara|mukulita|netra|pali, nivi|
niyamita|bahu, krt'|orulyugmalbandham,
kara|kalitalkucalsthalam nav’|6dha

svapiti samipam upetya kasya ytnah? [8]

samanallajjajmadana madhya. es” aiv’ Atiprasrayad ativi-
$rabdhalnav’|odha. asyas cesta s’|agasi preyasi dhairye vakr’|

oktir, a|dhairye parusalvak. yatha:

- s . .
«svape priy’|ananalvilokanalhanir eva;

svapalcyutau priyalkara|grahana|prasangah.»
ittham saroruhalmukhi paricintayanti

svapam vidhatum api hatum api prapede. [9]

20 pati|matra|visayakalkeli|kalipalkovida pragalbha. vesya-

am kulatayam pati|matra|visayatv’|a|bhavan na tatr'T ati-
yan tayam p say

vyaptih. asyas* cesta rati| pritir, anandat sammohah. pra-

thama yatha:

20 tatr’:om. ]

10
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An example of the newly married naive ndyika who is
becoming more confident:

Lucky the fellow whose new bride steals
beside him to sleep, her eyes half closed,
one hand on her belt, one covering her breasts,

and her thighs locked tight together.*

A ndyika is average if her desire and modesty are in bal-
ance. Because of her extreme compliance in lovemaking,
the same woman is sometimes also classified as a very con-
fident new bride.* Her characteristic behavior is as follows:
if she is steady in her composure, she reacts with clever sar-
casm when her lover has been unfaithful; if she is not, she
reacts with insults.* An example:

She thought, “If I fall asleep right now
I'll lose the chance to see

my love’s face; and if I stay awake,

his hands might start to roam.”

Over and over she thought it through,
that girl with lotus eyes,

and finally decided to go to sleep

and to stay awake.*

The experienced ndyika is skilled in all the arts of love-
making, which takes place solely with her husband. Again,
since this takes place only with her husband, the defini-
tion is not so wide as to include courtesans or promiscuous
women (that is, another’s ndyika). Her characteristic behav-
for is as follows:* she enjoys sexual intercourse, and she can
lose all awareness in the bliss of lovemaking. An example of
the first:

II

20
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samspréya stanam, akalayya vadanam,
samslisya kantha|sthalam,
nisply’ ddharalbimbam, ambaram apa-
krsya, vyudasy’ alakam,
devasy’ Ambujini|pateh samudayam
jijhasamane priye
vam’|aksT vasan’|Aficulaih $§ravanayor
nil’|6tpalam nihnute. [10]
dvitiya yatha:
nakhalksatam urah|sthale,
‘dhara|tale* radasya vranam,
cyuta bakulajmalika,
vigalita ca mukt’|avalih.
rat’|Anta|samaye maya
sakalam etad alokitam.
smrtih kva* ca ratih kva ca,
kva ca tav’, ali, $iksa|vidhih? [11]

madhya | pragalbhe praty | ekam man’ | 4vasthayam tri |
vidhe. dhir”, 4|dhira, dhir'|a|dhira ¢ éti. vyangya|kopa]
prakasa dhira. a|vyangya|kopa|prakas” a|dhira. vyangy’|
i|vyangya|kopa|prakasa dhir’|4|dhira. iyams tu visesah.
madhya|dhirayah kopasya gir vyafijika. a|dhirayah parusa|
vak. dhir’|4|dhirayas ca vacana|rudite kopasya prakasake.
praudhat | dhirayas tu rac’|audasyam, a|dhirayas tarjana|
tadan’|adi, dhir’|a|dhiraya rat’|audasyam tarjana|tadan’|adi

24 praudhi- S AT N : pragalbha- (passim) ]
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He fondled her breasts and drew her face to his
and held her tight around the neck;

he drank deep at her full lips and pulled

her wrap away and mussed her hair.

But as he wondered aloud if the god, the king
who rules day-blooming flowers, had risen,

the woman took the hems of her sari and covered
the blue lotus at her ears.*

An example of the second:

His nails had scratched my chest, his teeth

had bitten deep into my soft lips,

my bdkula wreath had fallen,

my necklace had broken

and pearls were everywhere.

But it was only when lovemaking had ended

that I noticed all this.

What have passion and mindfulness, my friend—
let alone your advice—to do with each other?

The average and the experienced ndyikas each have three
subtypes with respect to states of anger: steady, unsteady,
and mixed (that is, both steady and unsteady). In the steady
ndyika, anger is made manifest by implication; in the un-
steady, anger is made manifest explicitly; in the mixed,
it can be both implied and explicit. The distinctions be-
tween the average and experienced angry ndyikas are these:
the average steady ndyika uses subtle language to suggest
her anger; the average unsteady ndyika makes direct use of
verbal abuse (and tears and the like); the average mixed

13
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ca kopasya prakasakam. dhir”|adi|bhedah sviyaya eva, na
a|dhiratvam tad|ubhayam va mana|niyatam; parakiyayam
manas cet, tada tesam apyT avasyakatvat. manas ca svakiyaya

eva,T na parakiyaya iti vaktum al$akyatvat.
25 madhya dhira yatha:

lol’jali|pufije vrajato nikufje
sphara babhtvuh §ramalvarildharah?
dehe samihe bhavato vidhatum

dhiram samiram nalini|dalena. [12]
madhy” |dhira yacha:

jatas te nisi jagaro, mama punar
netr’[Ambuje Sonima;
nispitam bhavata madhu pravitatam,
vyaghirnitam me manah;
bhramyad|bhrngalghane nikunjalbhavane
labdham tvaya $ri|phalam,
Pancesuh punar esat mam hutavahal

kraraih $araih krntati.* [13]

24 apyom.] 24 svakiyayievaom.JV 28 esa SANT: eva]

14
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ndyika both suggests her anger by subtle words and ex-
presses it in tears and verbal abuse. The experienced steady
ndyika shows indifference to lovemaking; the experienced
unsteady ndyika does such things as threatening and strik-
ing her lover; and the experienced mixed ndyika implies
her anger by indifference to lovemaking and expresses it by
threatening and striking her lover. The view of older writ-
ers, that these subclasses (“steady” and the rest) apply only
to one’s own ndyika and not to another’s, is an empty as-
sertion. For being steady or unsteady or a combination of
the two is a function of anger alone, and if we admit that
another’s ndyika is subject to anger, then she, too, must be
susceptible to these subtypes. And who could maintain that
it is only one’s own and not another’s ndyika who is subject
to anger?*

An example of the average steady ndyika:

Oh, so you're only soaked with sweat from rushing
Shall I try to cool you down a little

to the bower where the bees are buzzing?

with a steady breeze from this lotus petal?*

An example of the average unsteady ndyika:

You stayed awake all night, and yet

it’s my eyes that are reddened;

you were the one who drank all that rum,
and yet it's my head that’s splitting;

and in the bower buzzing with bees

it was you who stole beauty’s fruit,

yet I'm the one the Love God wounds
with his arrows that burn like fire.*

s
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madhya dhir’|a|dhira yacha:

30 «kant’|Anuragalcaturo ’si, manoharo ’si;
natho* ’si, kim ca navalyauvana|bhasito ’si.»
ittham nigadya sudr$a vadane priyasya

nih$vasya baspallulita nihita drglantah. [14]
praudha dhira yatha:

no talpam bhajase, na jalpasi sudha]
dhar”|anukara giro,
drk|patam kuruse na va, parijane
kopa|prakasa|cchalat.
ittham, ketakal|garbhalgauri, dayite
kopasya sangopanam;
tat syad eva, na cet punah sahacari

kurvita sici smitam. [15]
praudh” |dhira yacha:

pratiphalam avalokya sviyam indoh kalayam,
Haralirasi parasya vasam asankamana,
Giri$am Acalalkanya tarjayam asa kampal

pracalajvalaya|caficat|kanti|bhaja karena. [16]
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DESCRIPTION OF THE NAYIKA
An example of the average mixed ndyika:

“You really know how to make a woman love you;

you're handsome, adorned with the bloom of youth,
and my husband,”

the lovely woman said, and with tear-filled eyes

she gazed upon her lover’s face and sighed.*
An example of an experienced steady ndyika:

You won’t come to bed and won’t release
the nectar that flows when you speak,
not even cast a glance, staring

at your girlfriends in a show of anger.

In this way you try to hide your anger
at the man who loves you, woman pale
as a kétaka bud. It might have worked
had your confidante not slyly smiled.*

An example of an experienced unsteady ndyika:

The daughter of the holy Mountain
caught her own face reflected

in the digit of the moon

on Hara’s crown of hair. She thought,
“So he’s keeping another woman!”

and she began to slap Shiva,

and her hand shimmered with the glow

of bracelets shaken in a rage.*

17

30



BOUQUET OF RASA

35 praudha dhir’|a|dhira yacha:

talp’|6pantam upeyusi priyatame
vakrilkrta|grivaya,
kaku|vyakulalvaci sacilhasital
sphurjat|kapolalériya,
hasta|nyastalkare punar mrgaldréa
laksa|rasalksalita]
prosthi|prstha|maytkha|lmamsalalruco

vispharita drstayah. [17]

ete ca dhir’|adi|sad|bheda dvi|vidhah, jyestha kanistha
ca.} dhira jyestha kanistha ca. a|dhira jyestha kanistha ca.
dhir’ | 4| dhira jyestha kanistha ca. parinitatve sati bhar-
tur adhika|sneha jyestha. parinitatve sati bhartur nytnal|
sneha kanistha. adhika|snehasu nytina|snehasu parakiyasuf

simanyalvanitasu n’ ativyaptih, parinita|padena vyavartanat.

dhira jyestha kanistha ca yatha:

37 jyesthi kanisthi ca om.]  parakiydisu om. ]
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DESCRIPTION OF THE NAYIKA
An example of an experienced mixed ndyika:

When her lover stole close to the bed,

she turned her head away; when she heard
his strained and wheedling tone of voice,
her cheeks flushed with a dismissive laugh;
but when he tried to pat her hand,

the eyes of the doe-eyed girl gave off

a glow as rich as the beams that would flash
from the back of a darting fish

were it stained with the reddest lac.*

These six types of angry women are again divisible into
two subtypes, depending on whether the ndyika is more
loved or less loved. We thus have a “steady more loved”
and a “steady less loved” average ndyika; an “unsteady more
loved” and an “unsteady less loved” average ndyika ; and
a “mixed more loved” and a “mixed less loved” average
ndyika.* The woman who, being married, enjoys a greater
share of her husband’s affection is “more loved,” whereas
the “less loved” is the woman who, again, being married,
enjoys a lesser share. The definition is not so wide as to in-
clude another’s ndyika or a “common” ndyika who happens
to enjoy a greater or lesser share of her lover’s affection, since

that is ruled out by the condition of being married.

An example of both the more loved and the less loved
steady ndyikas:
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ekasmin $ayane saroruhaldrsor
vijidya nidram tayor,
ekam pallavit'[avagunthana|patam
utkandharo drstavan;
anyasyah savidham sametya nibhrtal
vyalolalhast'[anguli|
vyaparair vasan’[aficalam capalayan
svapalcyutim klptavan. [18]
40 al|dhira jyestha kanistha ca yatha:
antah|kopalkasayite priyatame
pasyan, ghane kanane
puspasy’ Avacaydya namralvadanim
ekam samayojayat.
ardh’|6nmilitallocan’|Aficalalcamat|
kar’|Jabhiram’|ananam
smer [Ardh’f|[Adhara|pallavam navalvadhim
anyam samalingati. [19]
dhir’|a|dhira jyestha kanistha ca yatha:
dhairy’|a|dhairya|parigrahalgrahilayor
eni|dr$oh pritayet
ratnaldvandvam anlantalkanti|ruciram
musti|dvaye nyastavan
ekasyah kalayan kare prathamato
ratnam, T parasyah priyo
hastahasti|misat spréan kucaltatim
anandam avindati. [20]

41 -ardba-S AN T : -ardra-JV 43 pritaye S AN : pritayoh ]
43 ratnam SAN T : dhirtah |
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DESCRIPTION OF THE NAYIKA

Finding his two women to be asleep

on a single bed, he craned his neck

and saw that one lay wrapped up tight
within the cocoon of her veil.

And so he stole close to the other girl
and, with oft-repeated movements

of his trembling fingers, rustled the edge

of her garment and woke her up.*

An example of both the more loved and the less loved 40
unsteady ndyikas:

He could tell that his two wives were almost
livid with rage, so he entreated the one

to go off into the thick woods

to gather flowers, and as she bowed

her head to the task he embraced the other,
his new wife, and her face began to glow
with eyes half-open and glancing

and lips half-formed in a smile.

An example of both the more loved and the less loved
mixed ndyikas:

His two wives were being now hard, now soft
in their anger, and so to win them over

he brought them two sparkling gems

held tight within his fisted hands.

One he placed straightway in one wife’s palm,
but he made the second fight for hers

in hand-to-hand combat and had the joy

of feeling her full and heavy breasts.*
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a|prakata|para|purus’

Anuraga parakiya. sa ca dvi|vidha.
par’|odha kanyaka ca. kanyakayah pitr|ady|adhinataya para-

kiyata. asya gupt” diva sakala cesta. par’|odha yatha:

45 ayam Revilkunjah
Kusumasara|seva|samucitah;
samiro 'yam vela
daralvidalad|ela|parimalah;
iyam pravrd dhanya
navaljaladalvinyasalcatura—
par’|adhinam cetah,

sakhi, kim api kartcum mrgayate. [21]

gupta|vidagdhi|laksita|kulat’|Anusayana|mudita|prabhr-
tinam parakiyayam ev’ 4ntar|bhavah. gupta tridha. vreta|
surata|gopana, vartisyamanal|surata|gopana, vrtta|vartisya-
manalsuratalgopana ca. tritayam api yatha:
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DESCRIPTION OF THE NAYIKA

A ndyika that is another’s is in love with another man,
but her love is kept hidden.* This ndyika is of two sorts,
either married to another man or notyet married. The latter
is another’s insofar as she is under the power of her father
and other males. The characteristic behavior of this ndyika
is total secretiveness.* An example of another’s ndyika who

is married to another man:

This grove by the Reva is just the place to worship
the flower-arrowed God of love;

the wind is fragrant with cardamom now bursting
into blossom by the shore;

the blessed rainy season has arrived

with its skilled arrangement of fresh clouds—

my heart is no longer my own and now is looking

to do I don’t know what.

Within the class of another’s ndyika various subtypes are
included: the secretive, the cunning, the discovered, the
promiscuous, the anxious, the joyfully expectant. The se-
cretive girl is of three sorts, according to whether she con-
ceals an episode of sexual intercourse that has taken place,
or one that is about to take place, or one that already has

taken place and will again. An example of all three types:*
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$vasrith krudhyatu, vidvisantu suhrdo,
nindantu va yitaras.
tasmin kim tu na mandire, sakhi, punah
svapo vidheyo maya.
akhor akramanaya konalkuharad
utphalam atanvati
marjari nakharaih kharaih krtavati

kam kam na me durdasam! [22]

vidagdha ca dvi|vidha. vag|vidagdha kriya|vidagdha ca.
tatra vaglvidagdha yatha:

nibidatama|tamalalvallilvalli|
vicakilalrajilvirajit'|6pakanthe,
pathika, samucitas tav’ Adya tivre

savitari tatra sarit|tate nivasah. [23]
so  kriyavidagdha yatha:

dasiya bhavana|nathe
badarim apanetum adisati
hemante harin’|aksi

payasi kutharam viniksipati. [24]
laksita yatha:

yad bhiitam tad bhatam;
yad bhiyat tad api va bhayag
yad bhavati tad bhavati va;
viphalas tava ko 'pi gopan’|ayasah. [25]
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DESCRIPTION OF THE NAYIKA

Mother-in-law can rant, and friends
condemn, and sisters-in-law reprove.
How am I possibly to sleep

another night in that house?

That cat of theirs is forever

springing out of a corner niche

to catch a mouse, and you see what all

she’s done to me with her sharp claws!*

The cunning one is of two sorts, with respect either to

what she says or what she does. An example of the former:

Traveler, it’s wise to rest now—the sun’s
so hot—Dby the river where the jasmine blooms
and the vines twine tightly around

dense thickets of tamdla trees.
An example of the latter:

When the slave was told by his master
to go cut down the jujube tree,

the doe-eyed girl stole the axe

and threw it deep in the ice-cold lake.*

An example of the discovered girl:

What's past is past; whatever will be

will be; and as for what is now

happening, it’s happening, and the most valiant
effort to hide it will be in vain.*
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kulata yatha:

55 ete varilkanan kiranti, purusan
varsanti n’ ambho|dharah;
$ailah $advalam udvamanti, na srjanty
ete punar nayakan;
trailokye taravah phalani suvate,
n’ Aiv’ arabhante janan—
Dhatah, kataram alapami, kulata|

hetos tvaya kim krtam? [26]

anusayana yatha. vartamana|sthana|vighatanena bhavi|
sthan’|4|bhava|sankaya sv’|an|adhisthita|sanketa|sthalam
prati bhartur gaman’|Anumanen’t Anusayana tridha. pratyl

ekam udaharanani.

samupagatavati caitre

nipatita|patre® lavangallatikayah,
sudréah kapola|pali,

Siva Siva, tali|dala|dyutim lebhe. [27]

nidralulkeki|mithunani, kapotalpota|
vyadhita|nttana|mahiruhalpallavani
tatr’ Api, tanvi, na vanani kiyanti santi.

khidyasva na, priyatamasya grham prayahi. [28]

56 caadd]V

26



DESCRIPTION OF THE NAYIKA
An example of the promiscuous girl:

The clouds in the sky rain down drops of rain,
not torrents of boyfriends;
the only thing the green hills produce is grass,
not crops of noble lovers;
and in all the universe the fruit of trees
is simply fruit, not men—
I've a bone to pick, dear Lord, about
the arrangements

you’ve made for girls like me.*

The anxious another’s ndyika is of three sorts, depending
on whether she is anxious over a disturbance to her normal
meeting place; from concern whether any meeting place
will be available; or from inferring that her lover went to
the meeting place when she wasn’t there.* Here follow ex-

amples of each:

When the cold month of spring came
and the poor clove tree vines lost their leaves,
the lovely woman’s cheeks turned paler,

dear God, than the palest palm tree leaves.

Don’t worry, girl, go off to your lover’s house.
There are dense groves without number there,
filled with peacocks sleepy after mating

and baby doves rustling the fresh dense foliage.*
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karnalkalpitalrasalajmafjari|
pifjarikrtalkapolajmandalah

nispatan|nayanalvari|dharaya

Radhaya Madhu]ripur niriksyate. [29]
60  mudita yatha:

«gosthesu tisthati patir, badhira nananda,
netra|dvayasya ca na patavam asti yatuh,»f
ittham niSamya taruni kucalkumbhalsimni

rom’|afcalkafcukam udaficitam atatina. [30]
kanyaka yatha:

kifcitlkuficitalharalyasti, sarala]
bhrilvalli, sici|smitam,
pranta|bhrantalvilocana|dyuti, bhuja
paryastalkarn’|6tpalam
angulya sphurad|anguliyakalruca
gandasya* kandiyanam
kurvana nrpalkanyaka sukrtinam

salvyajam alokate. [31]

61 yaruh SANTV: matuh |
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DESCRIPTION OF THE NAYIKA

Krishna was coming, and he had by his ear
a mango twig that yellowed his cheeks,
and Radha saw him and no sooner saw the twig

than tears came streaming from her eyes.*
An example of the joyfully expectant another’s ndyika:

“The husband’s always off in the cowshed,
the sister’s a deaf mute,

and the wife of her brother-in-law

is blinder than a bat,”

she heard her girlfriend saying to him,
and felt the goosebumps spread

across her high firm breasts like armor

for the battle to come.*
An example of another’s ndyika who is not yet married:

Idly playing with her necklace, her brows

not archly raised, her smile half hidden,

glances flashing as she looks askance

and the lily dropping from ear to arm

as she scratches her cheek with fingers sparkling
with rich gems, the princess looks,

but barely looks, pretending not to look,

at the luckiest man in the world.*
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vitta| matr’ | dpadhika | sakala | purus’ |Anuraga simanya |
vanita. na ¢’ Agnimitre ksiti|patav anuraktayam Airavatyim
a|vyaptih. tatra vitta|macr’|6padher albhavad iti cen—m”
aivam. s” api kasmira|hir’|adi|datari maha|raje ‘nurakta na
tu maha”|rsau ten’ Avagamyate tatr’ 4pi vitta| matram ev’

opadhir iti. simanyalvanita yatha:

65 drstva pranganalsannidhau bahu|dhanam
datiram abhyagatam,
vaksojau tanutah parasparam iv’ a-
$lesam kurangi|drsah,
anand’|A$ru|payimsi mufcati muhur
mala|misat kuntalo,
drstih kim ca dhan’|Jagamam kathayitum

karn’|antikam gacchati. [32]

etd anya|sambhoga|duhkhita vakr’|6kti|garvita mana-

vatyas$ ¢ édi tisro bhavanti.

tatr’ Anyalsambhogalduhkhita yatha:
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DESCRIPTION OF THE NAYIKA

A common ndyika is one whose passion is directed to-
ward all men, the only necessary condition being their
money. It would be erroneous to argue that such a defi-
nition is too narrow to include Airdvati’s passion for King
Agni-mitra, on the grounds that the condition—the pay-
ment of money—is absent. Her passion was directed to-
ward a king, after all, capable of giving her saffron, dia-
monds, and so on, and not toward, say, an indigent holy
man; and this leads us to affirm that the necessary condi-
tion, money, was indeed present.* An example of the com-

mon ndyika:

From across the wide forecourt

the doe-eyed courtesan caught sight

of a rich big spender on the way,

and it was as if her high, full breasts

were giving each other a great big hug,

and in the guise of flowers dropping from her hair
when she motioned, tears of joy streamed down
and her eye slipped back to her ear

as if to report on the profits to come.*

All three of these ndyikas are subject to three further
states: they can be unhappy at their lover’s infidelity; they
can be proud, their pride being expressed by clever indirect-
ness in speech; or they can be filled with love-anger.*

An example of the ndyika who is unhappy at her lover’s
infidelity:
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tvam, dati, niragah kufijam,
na tu papiyaso grham?
kims$uk’|abharanam dehe

dréyate katham anyatha? [33]

vakr’ | 6kti|garvita dvi|vidha, prema|garvita saundarya|

garvita ca.
7o  tatra premalgarvita yatha:

vapusi tava tanoti ratna|bhtisam
prabhur, iti dhanyatama ’si. kim bravimi,
sakhi? tanu|nayan’|Antarala|bhiruh

kalayati me na vibh@isanani kantah. [34]
saundaryalgarvita yatha:

kalayati kamal’|6pamanam aksnoh,
prathayati vaci sudha|rasasya saimyam.
sakhi, kathaya, kim acarami kante?

samajani tatra sahisnut” diva dosah. [35]

manavati yatha.t priy’ |4paradha|stcika cesta manah.
sa ca laghur madhyamo guru$ ca. alp’|4paneyo laghuh.
kastatar’|4paneyo madhyamah. kastatam’|4paneyo guruh.
a|sadhyas tu ras’|abhasah. apara|stri|darsan’|adi|janma
laghuh. gotra|skhalan’|adi|janma madhyamah. apara|stri|
sangaljanma guruh. anyatha|siddha|kutihal’|ady|apaneyo

74 manavati yarha S AN Triv. A om.JV
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DESCRIPTION OF THE NAYIKA

You didn’t go to that scoundrel’s house,

you went to the woods, didn’t you, go-between?
How else could you have gotten that garland
of flame-tree flowers you're wearing?*

The proud ndyika who expresses her pride by clever in-
directness in speech is of two sorts: she can be proud on
account of being loved or on account of her beauty.

An example of the ndyika who is proud on account of
being loved:

Lucky gitl to have a lover who covers

your body with precious jewels. What’s there to say,
dear friend? Mine won't put any jewelry on me
for fear some part might be concealed.

An example of the ndyika who is proud on account of
her beauty:

What am I to do, my friend, with a lover

who claims my eyes compare with lotuses

and insists my voice is almost as sweet as nectar?
Tolerating his insults is my one shortcoming.*

Now the angry ndyika. Anger is a type of behavior in-
dicative of a transgression on the part of her lover.* It can
be mild, average, or intense, that is to say, being appeased
with no difficulty, some difficulty, or extreme difficulty, re-
spectively. Anger represented as completely unappeasable
creates a “semblance of rasa.”* Mild anger arises from his
looking at another woman and so on; average anger from
his calling her by another woman’s name, and so on; and
intense anger from his having sexual relations with another
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laghuh. anyatha|vada|$apath’|ady|apaneyo madhyamah.
carana|patanaf|bhusanaldan’|adylapaneyo guruh. apara|stri|

daréan’|adiljanma yatha:

75 sved’|ambubhih kva cana picchilam angam etat,
gat’|6dari, kva cana kantakitam cakasti,
anyam vilokayati bhasayatit* priye 'pi.
manah kva dasyati padam tava, tan na vidmah.

[36]
gotra|skhalan’|adiljanma yatha:

yad gotra|skhalanam, tatra
bhramo{*—yadi na manyase,
rom’|ali|vyalajsamspar§am

$apatham, tanvi, kiraya. [37]
aparalstrilsangaljanma yatha:

dayitasya niriksya bhala|desam
caran’[Alaktaka|pinjaram sa|patnyah,
sudréo nayanasya kona|bhasat

$rutilmukeah $ikhar’|6pama babhiavuh.* [38]

74 -patana-) Triv. A : -para-S AV 75 bhasayati S RN B : bhisayati
GAV U] 77 bhramah AN : bhramam] 79 konabhisi GV R :
konabhdsah ] AN
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DESCRIPTION OF THE NAYIKA

woman. The first is appeased by her naturally rekindled in-
terest; the second by the lover’s denials, oaths, and so on;
the third by his falling at her feet, giving her jewelry, etc.
An example of a ndyika’s anger arising from his looking at
another woman and the like:

He looked at another woman

and even spoke with her,

but your body, slender girl,

became so slick with sweat

and dense with goosebumps sharp as thorns,
there’s nowhere I can see

that your love-anger with him

could hope to find a foothold.*

An example of her anger arising from his calling her by

another woman’s name:

It was just a simple mistake, my stumbling

over your name—if you don’t believe me

then make me swear an oath by touching a snake,
that thin black snake just below your waist.*

An example of her anger arising from his having sexual

relations with another woman:

When the woman saw her husband’s forehead
stained by tawny lac from a rival’s foot,
the pearls at her ear were turned redder than rubies

by the flash of anger from the corner of her eye.*
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etih soda$’ Apy astabhir avasthabhih praty|ekam asta |
vidhah: prosita|bhartrka, khandita, kalah’|Antarita, vipra-
labdh”, 6tka, vasaka|sajja, sv’|4dhina|patik”, abhisarika ¢
éti gananad etasam asta|vimsaty|adhikam §atam bheda bha-
vanti. tasim apy uttama|madhyam’|4dhama|bheda|gana-
naya catur|adhik’|asitilyutam $ataltrayam bheda bhavanti.
yat tv etasaim divy’ |4|divy’|dbhaya|bhedena gananaya
dvi| paficasad|adhika|$ata|yutam sahasram bheda bhavan-
ti—divya Indrany|adayah, a|divya Malaty|adayah, divy’|
4a|divyah Sit”|adaya iti—tan na. avastha|bheden’ diva na-
yikainam bhedat. jati|bhedena bheda|svikare nayakanam
apy evam anantyam syat. tatha bheda nayakanam api santi.
divya Indr’|adayo. a|divya Madhav’|adayah. divy’|4|di-
vya Rim'f|adaya iti. yady api mugdhaya yatha dhir’|adi|
bhed’|4|bhavas tatha|vidha|prajhi|simagry|a|bhavat, tath”
atr’ Apy asta|vidhatv’|4|bhavo bhavitum arhati; tatha “pi
pracina|lekhan’|Anurodhena nav’|6dham alamby’ dite bheda

avagantavyah.

81 rama-] : arjuna-S AN : krsna-V

i . -
“Leading man,” or principal male character
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DESCRIPTION OF THE NAYIKA

Each of the sixteen types of ndyikas described so far* can
be further subdivided into eight sorts: the woman whose
lover is away on travels, the woman whose lover has cheated
on her, the woman separated from her lover by a quarrel,
the jilted woman, the worried woman, the woman prepar-
ing for the occasion, the woman whose lover is under her
thumb, and the woman who goes on a secret rendezvous.
This makes 128 types. All these can be further distinguished
as excellent, average, and low,* which thus gives 384 types.

I reject the argument that there can be a further subdi-
vision according to whether the ndyika is divine (e.g., In-
drdni), not divine (e.g., Mélati), or semidivine (e.g., Sita)—
which would give us 1,152 types. Nayikas differ only by
reason of temporary condition. If we were to differentiate
them on the basis of species, the same would have to ap-
ply to ndyakas' as well, for they, too, can be differentiated
into divine beings such as Indra, non-divine beings such as
Maidhava, and semidivine beings such as Rama.* Insofar as
the varieties “steady” and so on do not apply to the naive
ndyika, since she lacks the requisite degree of intelligence,
these eight varieties do not pertain to her. However, in def-
erence to the writings of the older authorities, these types
may be understood to apply, but only to the naive ndyika

of the newly married type.

37

8o



BOUQUET OF RASA

)
es

Antara|gate preyasi santapalvyakula prositalbhartrka.
utka|kalah’|Antarita|vipralabdhanam patir de§’|antara|gato
na bhavat, iti na tatr’ Ativyaptih. asyas cesta da$’|avastha,

tas tv agre vaksyante.
mugdha prositabhartrka yatha:

duhkham dirghataram vahanty api sakhi]
vargdya no bhasate;
$aivalaih $ayanam srjanty api punah
$ete na va lajjaya;
kanthe gadgadalvacam aficati, dréa
dhatte na basp’|6dakam.
santdpam sahate yad ambujajmukhi,

tad veda ceto|bhavah. [39]
85 madhya prositalbhartrka yatha:

vasas tad eva vapuso, valayam tad eva,
hastasya s” 4iva jaghanasya ca ratnalkanci.
vacalalbhrngalsubhage surabhau samastam

ady’ Adhikam bhavati te, sakhi, kim nidanam? [40]

praudha prositalbhartrka yatha:

n 265 iiThe God of love
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DESCRIPTION OF THE NAYIKA

A ndyika whose lover is away on travels is a woman dis-
traught with griefat her lover’s absence in another land. The
definition is not so wide as to include the worried ndyika,
the ndyika separated by a quarrel, and the jilted ndyika, for
though in each case the lover is absent, he is not in another
land. Her characteristic behavior consists of the ten condi-
tions, to be defined at a later point.i

An example of a naive ndyika whose lover is away:

‘The young girl’s been upset so long

but says nothing to her friends;

she spreads out a bed of cool water plants
but is too embarrassed to lie on it;

she holds her sobs deep in her throat

and won’t let a tear into her eye.

How sick with grief she really is

none knows but the god born in the heart.ii

An example of an average ndyika whose lover is away:

The dress is one you've worn before,

and the bracelet on your wrist

and the jeweled belt you carry on your hips.
So why does it all seem too big,

dear friend, on this lovely spring day

that buzzing bees make lovelier?*

An example of the experienced ndyika whose lover is

away:
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BOUQUET OF RASA

mala bal'|Ambujaldalamayi,
mauktiki haralyastih,
kafci yate prabhavati Harau
subhruvah prasthit” diva.*
anyad brimah: kim iha dhamani
vartate va na v’ ét
jhatum bahor, ahaha, valayam

panilmalam prayati. [41]
parakiya prosita|bhartrka yatha:

90 $vasrih padmaldalam dadati, tad api
bhrii|samjfiaya grhyate,
sadyo marmaral$ankaya na tuf taya
samspréyate panina.
yatur vaci suhrd|ganasya vacasi
pratyluttaram diyate,
$vasah kim tu na mucyate hutalvahal

krarah kurangi|drsa. [42]
simanyalvanita prositalbhartrka yatha:

«viraha|viditam antah|prema vijfidya kantah
punar api vasu tasmad etya me dasyat’» iti
marica|nicayam aksnor nyasya basp’|6dalbindiin

visrjati puralyosid dvara|de$|opavista. [43]

9o m]:caSANYV

40



DESCRIPTION OF THE NAYIKA

Her garland made of fresh water lilies,

her necklace strung with pearls,

and the belt she wore—all left her the moment
her lover, Hari, left.

And there’s one thing more to tell: her armlet
slipped down her thin arm

to the wrist, poor thing, as if to see

if any pulse was left.*

An example of another’s ndyika whose lover is away:

When her mother-in-law offered a lotus leaf,
she raised a brow in thanks
but wouldn’t touch it with her hand for fear
it would dry to the point of kindling.
And while she answered her friends
when they spoke,
and her sister-in-law as well,
she never let out her breath, which was burning
hotter than a ritual fire.*

An example of a common ndyika whose man (chief cus-
tomer) is away:

“If he sees I love him—and my grief

at his absence will prove it—

I know that he’ll come back and shower me
with presents.” And with this thought

the courtesan took her place in the doorway
and began to cry

the big round tears some pepper in the eyes
can always summon forth.



BOUQUET OF RASA
any’|6pabhogalcihnitah pritar agacchati patir yasyah sa
khandita. pratar ity upalaksanam. asyas cesta a|sphut’|alapa|

cinta|santapa|nih$vasaltisnimbhav’|[asru|pat’|adayah.
mugdha khandita yatha:

95 vaksah kimu kalag’|ankitam?
iti kim api prastum icchantyah
nayanam nav’|6dhalsudréah

pran’|ésah panina pidadhe. [44]
madhya khandita yatha:

vaksojalcihnitam uro dayitasya viksya,
dirgham na nih$vasiti, jalpati n’ 4iva kim cit;
pratar jalena vadanam parimarjayanti

bala vilocanaljalani tirodadhati. [45]
praudha khandita yatha:

mam udviksya vipaksa|paksmala|dr$ah
pad’|ambuj’|alaktakair
alipt’|ananam, anatilkrtajmukhi
citr'arpit” &v’ dbhavat.

riksam n’ 6ktavati, na va krtavati



DESCRIPTION OF THE NAYIKA

The “cheated on” ndyika is one whose husband (or lover)
returns at daybreak bearing the marks of having made love
with another woman. “Daybreak” is meant to include other
times as well. Her characteristic behavior consists of mut-
tering, pensiveness, sadness, sighing, silence, weeping, and
so on.

An example of a naive ndyika who has been cheated on:

The new bride seemed about to ask, “What are
those two large jug marks upon your chest?”
when her husband covered up

the lovely girl’s eyes with his hand.*

An example of an average ndyika who has been cheated
on:

When she saw her husband’s chest
stained with cream from another’s breasts,
she didn’t heave a long, deep sigh

and didn’t say a single word;

she only began to wash her face

just as she did every morning

and with the water hid the water

that came pouring from her eyes.*

An example of an experienced ndyika who has been
cheated on:

When she saw my face smeared with lac
from the foot of her large-eyed rival,
she only lowered her face and fell as still
as if painted in a picture,

said nothing harsh nor warmed the air
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nih$vasalkosne disaht—
pratar mangalam angana karatalad

adaréam adarsayat. [46]

oo parakiya khandita yatha:

kantam niriksya valay’|[Ankitalkantha|desam,
mubkeas taya para|bhiya parusa na vacah.

datimukhe mrga|dr$a skhaladlambulptra

darat param nidadhire* nayan’[anta|patah. [47]
samanya|vanita khandita yatha:

«uras tava payodhar’|in-
kitam idam—kuto me ksama?
tato mayi nidhiyatam
vasu, purd yad angikrtam.»
iti pracalalcetasah
priyatamasya varalstriya
kvanat|kanakalkankanam

karaltalat samakrsyate. [48]

patim avamatya pascat paritapta kalah’ | Antarita. asyas
cesta bhranti | santapa | sammoha | nihsvasa | jvara| pralap’ |

adayah.

99 disah Triv. A : drsau ]
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DESCRIPTION OF THE NAYIKA

around her with her sighs—
she only had me look in the mirror
she carried mornings for good luck.*

An example of another’s ndyika who has been cheated 100
on:

She looked at her lover, the marks of another’s
bracelet on his neck,

but the doe-eyed woman used no cruel words,
afraid others might hear.

All she did was fix a sidelong glance

from afar upon the face

of her friend, her go-between,

tears welling in her eyes.*

An example of a common ndyika who has been cheated
on:

“This chest of yours is marked by another’s breasts—
and you tell me to relax?

You will still have to pay me the amount

you earlier agreed to pay.”

And with this, the courtesan approached

her gallivanting lover

and snatched away from his wrist a golden bracelet
that jingled as it went.

A woman who spurns her lover and later regrets it is “sep-
arated by a quarrel.” Her characteristic behavior consists of
confusion, remorse, mental disorder, sighs, fever, raving,
and so on.
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ros  mugdha kalah'|Antarita yatha:

anunayati patim na lajjamana,
kathayati n’ 4pi sakhiljanaya kim cit;
prasarati Malay’|Anile nav’|odha

vahati param tu ciraya $inyam antah. [49]

madhya kalah’|Antarita yatha:

«viramati kathanam vina na khedah,
sati kathane samupaiti k” 4pi lajja.»
iti kalaham adho|mukhi sakhibhyo

lapitum anlalapitum samacakanksa. [50]

praudha kalah’|Antarita yatha:

110 akaroh kimu, netra, $onimanam?
kim akarsih, kara, padmaltarjanam va?f
kalaham kim adhah krudha,t rasaljfie?

hitam artham na vidanti daival|dastah. [51]

1o kara padma- AN : karapadma ] V : karapadma- ST : karapallavi
[sic] nirodbam R 110 krudhi SANYV : mudhi |
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DESCRIPTION OF THE NAYIKA
An example of a naive ndyika separated by a quarrel: 105

The new bride won’t make up with her husband;
she’s too ashamed, and won’t tell her friends a thing;
but when the breeze from Malabar starts blowing,

she learns how heavy an empty heart can be.*
An example of an average ndyika separated by a quarrel:

“The pain won't stop unless I tell,
but if I tell

I know T’ll die of shame.” The gitl
was so embarrassed

that she wanted to tell her friends
about the quarrel

and at the same time wanted them

to never hear.

An example of an experienced ndyika separated by a

quarrel:

Why, my eye, did you have to become 110
so awfully red?

And my hand, why did you go and hit him

with the lotus?

And you, my tongue, why did you go

scold him in anger?

When fate’s not on your side, everything

turns out wrong.*
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parakiya kalah’|Antarita yatha:

bhartur yasya krte gurur laghur abhad,
gosthi kanisthilkrta,
dhairyam kosa|dhanam gatam, sahalcari
nitih krta daratah,
nirmukta trnavat trapa, paricita
srotasvinI binduvat—
sa krodhad avadhirito hata|dhiya.
miatar, baliyan vidhih! [52]

simanya|vanita kalah’|Antarita yatha:

yat pankeruhallaksma panilkamalam,
bhagy’|alaye yad Gurur,
nyastam va mama yal lalata|phalake
bhagy’|aksaram Vedhasai—
tat sarvam, sakhi, yo yath”|archam akarot,
tasmin prakopah krto
dhin mam, dhin mama jivitam, dhig Atanum,

dhik cestitam, dhig vayah. [53]

115 sanketa|niketane priyam an|avalokya samakula|hrdaya
vipralabdha. asya$ cesta nirveda | nihévasa|santap’ | alapa |

bhayalsakhi|jan’|6palambhalcint”|asru|patajmirch’|adayah.
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DESCRIPTION OF THE NAYIKA

An example of another’s ndyika separated by a quarrel:

For my lover’s sake I outlawed my in-laws,

[ ignored my closest circle of friends,

squandered the poise that was money in the bank,
destroyed my close friendship with common sense,
didn’t care a straw for modesty, and learned

to treat a raging river like a puddle—

and now, foolish me, I've thrown him out in anger.

Ah mother, what all can fate not make you do?*
An example of a common ndyika separated by a quarrel:

My hand with a lotus birthmark, Jupiter in my
astral house,

the lucky letters on my forehead written by
the Creator—

the man who made it all come true I've spurned
because of anger.

A curse on me, youth, life, and Love,

a curse on all my ways.*

The jilted ndyika is one who becomes distraught while 115
waiting at the rendezvous place and not seeing her lover.
Her characteristic behavior consists of despair, sighing, re-
morse, complaining, fear, blaming her female friends, pen-

siveness, weeping, fainting, and so on.*
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mugdha vipralabdha yatha:
alibhih sapathair anekalkapataih

kufj’|6daram nitaya,
$unyam tac ca niriksya viksubhitaya
na prasthitam na sthitam.
nyastah kim tu nav’|6dha|niraja|drsa
kunj’|6pakanthe trsat*
tamyad|bhrngalkadambaldambara|camat|
karalsprso drstayah. [54]

madhya vipralabdha yatha:

sanketalkeli|grham etya, niriksya $inyam,
enildrso nibhrta|nihsvasit’|adharayah

ardh’|aksaram vacanam, ardhalvikasi netram,
tambulam ardhalkabalilkrtam eva tasthau. [55]

120 praudha vipralabdha yatha:

$anyam kufjalgrham niriksya, kutilam
vijiidya ceto|bhavam,
dati n” 4pi nivedita, saha|cari
prst” 4pi no va taya.
«Sambho, Sankara, Candradekhara, Hara,
Srikar};ha, Silin, Chiva,
triyasv’)» éti param tu pankajaldréa

Bhargasya cakre stutih. [56]

117 tf;dGSV:ru;d]AN
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DESCRIPTION OF THE NAYIKA

An example of a naive ndyika who is jilted:

Her friends swore up and down, made every excuse
to get her into the woods.

Seeing he wasn’t there, she was too distraught

to go or yet to stay.

The lotus-eyed bride could only cast glances

of longing toward the grove,

glances like bees, just as wild and craving,

and swarming just as densely.*

An example of an average ndyika who is jilted:

When she reached their meeting place
and saw that it was empty,

a hot but secret sigh began

to dry the woman’s full lips,

she left half said what she was saying,
left the betel leaf half chewed,

and left her eyes, her doe-like eyes,
half closed—and half open.

An example of an experienced ndyika who is jilted:

When she saw the grove was empty
and grasped how cruel love s,

she didn’t tell the go-between

or ask her confidante.

She intoned—“Benefactor, Beneficent,
Moon-crested, Remover,

Shri-kantha, Trident-bearer, Bharga!
Save me!l”—a hymn to Shiva.*



BOUQUET OF RASA

parakiya vipralabdha yatha:

dattva dhairyalbhujangalmardhni caranav,
ullanghya lajjajnadim,
angikrtya khal'f|aAndhakara|patalam,*
tanvya na drstah priyah.
santap |akulaya taya ca paritah
pathodhare garjati
krodh’|akrantalKrtantajmattajmahisal

bhrantya dréau yojite. [57]
samanya|vanita vipralabdha yatha:

125 «kapata|vacanalbhaja kenalcid varalyosa
sakala|rasikalgosthilvafcika vancit” 4saul»
iti vihasati ringad|bhrngalviksiptacaksur

vikacalkusumalkanti|cchadmana kelilkufjah. [58]

sanketa|sthalam prati bhartur an|agamana|karanam ya
cintayati sa utka. avadhi|divas'|n|agata| preyasi prosita |
patikayam n’ Ativyaptih. tasya bhartur avadhi|divase bhavan’|
dgamana|niyama iti sanketa|padena vyavartanat. asyas cesta
a|rati|santapaljrmbh’|ang’|akrsti|kapata|rudita|sv’|avastha|

kathan’|adayah.

123 khala ANV (v) U: ghana ] G
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DESCRIPTION OF THE NAYIKA

An example of another’s ndyika who is jilted:

She stomped the snake of self-control,
crossed the deep river of shame,

and befriended that shady character,

the cover of dense darkness.

When she didn’t see her lover, her grief
turned the rumbling cloud before her eyes
into the wild bull of Death

bearing straight down on her.*
An example of a common ndyika who is jilted:

“The courtesan deceives every man

who'll let himself be taken in

but has just found herself deceived

by some smooth-talking guy!”

or so the pleasure grove seems to snicker
with its bright laughter

of blooming white flowers and the darting

glances of quick black bees.*

The worried ndyika is one who frets over why her lover
has not come to their meeting place. This definition is not
so wide as to include “one whose lover is away on travels”
when he has not returned on the appointed day, for the lat-
ter is restricted to the case where it is to home the lover is ex-
pected to return on the appointed day, which I exclude by
adding the condition “meeting place” here.* Her character-
istic behavior consists of despondency, sadness, yawning,
shrinking into herself, weeping on any pretext, and talking
about her condition.
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mugdha utka yacha:

«yan n’ 4dy’ Api samagatah priya, iti
prayah prapede param,»
ittham cetasi cintayanty api sakhim
na vridaya prechati,
dirgham na $vasitam dadhatdi, cakitam
na preksate, kevalam
kim|cit|pakva|palandu|pandura|rucim
dhatte kapola|sthalim. [59]
madhya utka yatha:
130 «anetum na gata kimu priyalsakhi,
bhito bhujangat kimu,
kruddho va pratisedhalvaci kim asau

ésvaro vartate’»

pran’
ittham karnalsuvarnalketakalrajah|
pat’|opaghatalcchalad
aksnoh k” 4pi nav’|odhalnirajajmukhi

basp’|6dakam mudcati. [60]
praudha utka yatha:

bhratar nikufja, sakhi ytthi, rasala bandho,
matas tamasvini, pitas timira, prasida!
prechami kim cid iti niradhar’|aAbhiramo

Dimodarah, kathaya, kim na samajagama? [61]

i Krishna
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DESCRIPTION OF THE NAYIKA

An example of a naive ndyika who is worried:

“It’s late and my love still hasnt come,
he must have gone to another,”

she thought, but was too ashamed to ask
her confidante about it

or sigh a heavy sigh or watch
anxiously—it was only

her cheeks that were growing paler

than a barely ripened onion.

An example of an average ndyika who is worried:

“Maybe my girlfriend didn’t go

to bring him out of fear, or because
of a snake, or maybe he’s angry

with me for refusing him.”

At this thought the lotus-faced

new bride begins to cry, pretending
it’s pollen in her eye from the golden
kétaka flower by her car.*

An example of an experienced ndyika who is worried:

Bower, my brother, and you,
vine, my friend,

cousin mango, mother night,
father darkness, take pity!

Can’t you tell me when I ask
why he hasn’t come to meet me,
Damédara,! who is as dark

as a rain cloud in the rains?*
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parakiya utka yatha:

snatam varida|varibhir, viracito
vaso ghane kanane,
§itais$t candanalbindubhir manasiljo
devah samaradhitah,
nita jigaranalvratena rajani,
vrida krta daksina—
taptam kim na tapas, tath” api sa katham

n’ dy’ 4pi netr’[atithih. [62]
135 samanya|vanita utka yatha:

«katham na kantah samupaiti kunjam?»
ittham ciram cetasi cintayanti
asravayan nispatad|asrulvaraf

var'|angana k” 4pi dhan’abhilasan.{* [63]

adya me priya | vasara iti niScitya ya surata|simagrim
sajjikaroti sa vasaka|sajja. vasako varah. asyas cesta mano|
rathalsakhi|parihasa|dati|prasnalsaimagri|sampadana|marga|

vilokan’|adayah.

134 Sitais SAN V s puspais | 136 -vird S (G?) : ~dhari ]
136 -abhilasin SV : -abhbilasir ] G R A
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DESCRIPTION OF THE NAYIKA

An example of another’s ndyika who is worried:

I've dwelled in the deep forest, performed
ablutions in the pouring rain,
worshipped with cool sandalwood drops
the god born in the heart,

kept vigil all through the long dark night
and renounced all modesty—

every penance I've done, and still

he’s not shown himself to me.*
An example of a common ndyika who is worried:

“Why isn’t my lover coming to the woods?”
the courtesan was thinking ceaselessly,
and with the tears pouring from her eyes

she washed all hope of money down the drain.

The woman who prepares all the accoutrements for love-
making, thinking, “Today is the occasion of my beloved,”
is one who “prepares for the occasion.” “Occasion” literally
means day.* Her characteristic behavior consists of wish-
ing, joking with her friends, questioning the go-between,
preparing the accoutrements, looking out toward the road

he would take, and so on.
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mugdha vasakalsajja yatha:

haram gumphati tarak”|atiruciram,*
grathnati kanci|latam,
dipam nyasyati, kim tu tatra bahulam
sneham na datte punah—
alinam iti vasakasya rajanau
kam’|Anurapam kriyam
sacilsmerajmukhi nav’|6dhalsumukhi
dirat samudviksate. [64]

140 madhya vasakalsajja yatha:

Silpam darsayitum karoti kutukat
kahlaralhara|srajam;
citra|preksanalkaitavena kim api
dvaram samudviksate;
grhnaty abharanam navam sahacaril
bhuasaljigisalmisad.
ittham padmaldrs$ah pratitya caritam
smer’|anano ‘bhit Smarah. [65]
pragalbha vasakalsajja yatha:
krtam vapusi bhiisanam,
cikura|dhorani dhapita,
krea $ayanalsannidhau
kramukalvitika|sambhrtih.
akari harini|drséa

bhavanam etya dehaltvisa
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DESCRIPTION OF THE NAYIKA

An example of a naive ndyika who prepares for the occa-

sion:

One strings a necklace brighter than stars,
one weaves a vine-like belt,

one puts a lamp in place but puts

just a drop of oil in it—

while her friends prepare the love toys

as day turns into night

the new bride watches, but only from far off,
and smiles, but only faintly.*

An example of an average ndyika who prepares for the

occasion:

As if to show her skill, she tries

to plait a necklace of lilies;

she stares at the doorway on the pretext
of examining a painting;

she puts new jewelry on, pretending

to outdo her friends.

And Love understands the things the girl

with lotus eyes does, and smiles.*

An example of an experienced ndyika who prepares for
the occasion:

She put on all her jewelry,

perfumed her thick head of hair,
and at her bedside had them place
areca nut and betel leaf.

And the bedroom, when the woman
entered, her body all aglow,
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sphurat|kanakalketaki]
kusumalkantibhir dur|dinam. [66]

manolrathas ca yatha:

145 avayor angayor dvaite
bhityo virahalviplavah;
a|dvaite ca smitam sphitam
na syad anyonyalviksanam.* [67]

parakiya vasakalsajja yatha:

$vasrim svapayati, cchalena ca tiro-
dhatte pradip’jankuram,
dhatte saudhalkapota|potalninadaih
sanketikam cestitam.
$advat|parévalvivartit'|anga|latikam
lolat|kapolaldyuti
kv’ api kv’ api kar’lambujam priya|dhiya
talp’]antike nyasyati. [68]

samanyalvanita vasakalsajja yatha:

«colam nila|nicolalkarsanalvidhau,
ctidalmanim cumbane
yacisye, kucayoh kar’|[Arpanalvidhau
kafcim punah kaficanim.»
ittham candanalcarcitair mrgalmadair
angani samskurvati
tat kim yan na mano|ratham vitanute

_ e ae -
varesu var'|ingana. [69]
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DESCRIPTION OF THE NAYIKA

was a darkened overcast day
set ablaze by golden kétaki flowers.*

An example of wishing:*

When our bodies are apart, 145
the separation is calamitous,

but when together, neither can see

how richly the other one is smiling.*

An example of another’s ndyika who prepares for the
occasion:

She tricks her mother-in-law to go to sleep

and removes the shining lamp

and makes a sound like the dovecote chicks,

the signal for their meeting.

Tossing ceaselessly from side to side,

her cheeks beginning to flush,

she feels around the bed with her lotus-soft hand,
hoping to find her lover.

An example of a common woman who prepares for the
occasion:

“I'll demand a new bodice

just for drawing back my dark veil,

a hairpin for a kiss, a belt of gold

for the chance to fondle my breasts™—
what dreams doesn’t the courtesan
dream about her many lovers

as she carefully rubs her body

with creams of musk and sandalwood.
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1so  sada s'|akac’|ajnalkara|priyatama sv’|adhinal|patika. nir-
antar’|ajaa|kara|priyatvam ity arthah. asyas cesta vana|vihar’|
adilmadana|mah”|6tsava|mad’|ahankara|mano|rath’|avapti]

prabhrtayah. mado hars’|6tkarsah.

mugdha sv’|adhinalpatika yatha:

madhye na kragima, stane na garima,
dehe na va kantima,
$ronau na prathima, gatau na jadima,
netre na va vakrima,
lasye na dradhima, na vaci patima,
hasye na va sphitima—
pran’|ésasya tath” 4pi majjati mano

mayy eva kim karanam? [70]

madhya sv’|Adhina|patika yatha:

yad api ratijmah”|6tsave na|karo,
yad api karena ca nivi|dharanani,
priya|sakhi, patir esa par§valdesam

tad api na mufcati. tat kim acarami? [71]



DESCRIPTION OF THE NAYIKA

A woman whose lover always obeys her command at the 150
slightest prompting is one whose lover is under her thumb.*
That is, he does what she wants without hesitation. Her
characteristic behavior consists of such things as outings
to the forest, worshipping the God of love, intoxication,
pride, and getting her way. “Intoxication” here means ex-

treme joy.*

An example of a naive ndyika whose lover is under her
thumb:

My figure shows no curvitude,
my breasts no altitude,

my body has no pulchritude,
my hips no amplitude,

my walk suggests no gravitude,
my eyes no magnitude,

my charm reveals no plenitude,
my speech no aptitude,

and my laugh no latitude—
why in the world has my lover given
his heart to me and me alone?*

An example of an average ndyika whose lover is under

her thumb:

Although I say no to the festival of love

and keep my hand on my belt at all times,

still my lover refuses to leave my side.

What am I going to do with him, dear friend?*
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155 praudha sv’|[adhina|patika yatha:

vaktrasy’, adhara|pallavasya, vacaso,
hasyasya lasyasya va
dhanyanam aravindalsundaraldréam
kantas tanoti stutim.
svapnen’ 4pi na gacchati $ruti|patham,
cetah|patham, drk|patham,
k” apy anya dayitasya me. sakhi, katham
tasy’ astu bhedalgrahah? [72]

parakiya sv’|adhinalpatika yatha:

sviyah santi grhe saroruhaldro
yasam vilasalkvanat]
kancilkundalalhemalkankanaljhanat|
karo na vi§ramyati.
ko hetuh, sakhi, kinane, pura|pathe,
saudhe, sakhi|sannidhau
bhramyantim apif vallabhasya parito

drstir na mam mufcati?* [73]

simanyalvanita sv'|adhina|patika yatha:

158 grhe sarorubadyso AU G B S AV Triv. A : grhe grhe mrgadyso ]
158 bhramyantim api B AV Triv. A : bhramyanti mama ] G
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An example of an experienced ndyika whose lover is un-

der her thumb:

How lucky are those women whose lovers extol
their mouth or lips, their talk or laugh or grace.
My lover has never seen, heard, thought, or dreamed

of another woman. What's he to compare me with?*

An example of another’s ndyika whose lover is under her

thumb:

At home he has his own lovely women
whose bell-studded belts and earrings
and golden bracelets never stop jingling
with their graceful movements.

So why, my friend, wherever I may go—
forests, city streets, or rooftop

terraces, or even among my friends—

won't my lover take his eyes off me?*

An example of a common ndyika whose lover is under

her thumb:
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160 santy eva pratilmandiram yuvatayo
yasam sudhalsagara|
srotah|sytita[saroja|sundara|camat]|
kara drso vibhramah.
citram kim tu, vicitrajmanmathalkala|
vai$adyalhetoh punar
vittam cittalharam prayacchati yuva

mayy eva kim karanam? [74]

svayam abhisarati priyam abhisarayati va yas” abhisarika.
asya$ cesta samay’ |Anuripa |vesa|bhisana|$anka | prajna |
naipunya|kapata|sahas’|adaya iti parakiyayah. sviyayas tu
prakrta eva kramah,* alaksyata | sampadakasya $vet’| ady |

abharanasya sviy’|Abhisarikayam alsambhavat.
mugdh” abhisarika yatha:

dati vidyud upagata, sahacari
ratrih sahalsthayini,
daivaljfio disati svanena jaladah
prasthanalvelam §ubham,
vacam mangalikim tanoti timira]
stomo pi jhilli|ravair.
jato ’yam dayit’|abhisaralsamayo;

mugdhe, vimufica trapam. [75]
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In every single house you can find women 160
whose lovely eyes dart

like lotuses bobbing on a wave

of the nectar ocean.

Yet amazingly—I can’t see why—the boy

pays me a small fortune

for the sake of seeing some refinement

in the complex arts of love.*

The woman who goes on a secret rendezvous either goes
out herself to meet her lover or has him brought to her.
When she is another’s ndyika, her characteristic behavior
consists of wearing jewelry and clothing appropriate to the
time of the month,* worry, intelligence, skill, deceptiveness,
recklessness, and so on. In the case of one’s own ndyika, the
procedures regarding dress and the like are her normal ones,
since she has no need to wear special white clothing and
jewelry to keep her from being noticed.

An example of a naive woman who goes on a secret
rendezvous:

The swift go-between, lightning, has arrived,
your fast friend, night, will go along,

the cloud, that wise astrologer, declares

with a rumble that this is the right time,

and the deep darkness is giving you his blessing
with the chirping of the cicadas.

It’s now time to go meet him; enough

of your shyness, you silly girl.
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madhy” abhisarika yatha:

165 bhit” asi n’ 4iva bhujagat pathi, mad|bhujasya
sange punah kimT api kampam uri|karosi.
ambhodhara|dhvanibhir alksubhit” 4si, tanvi,

mad|vaci sacilvadan” 4si. kim acarami? [76]

praudh” abhisarika yatha:

sphurad|urasijalbharalbhangur’|angi
kisalayalkomalalkantina padena—
atha kathaya, katham saheta gantum

yadi na ni$asu manojratho rathah syat. [77]

parakiy” 4bhisarika yatha:

rabhasad abhisartum udyatinam
vanitanam, sakhi, varido vivasvan,
rajani divaso, ‘ndhakaram arcir,

vipinam ve$ma, vimarga eva margah. [78]

165 kim SANYV T : kam]
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An example of an average woman who goes on a secret

rendezvous:

What am I to do with you? You're completely 165
unafraid

of snakes on the way, but at my very touch
you tremble

like a leaf. And the rumble of storm clouds
leaves you

unshaken, but one word from me and your face

goes taut.”

An example of an experienced woman who goes on a

secret rendezvous:

With a body like hers—almost bent double
from the weight of full breasts, and with feet soft
as petals—don’t tell me she'd ever come out

in the night

if her desire weren’t transporting her.

An example of another’s woman who goes on a secret

rendezvous:

To women impassioned for an assignation,
night is day, clouds sun, and darkness light,
the forest home, and the longest way around,

my friend, is the shortest way of all.
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170 jyotsn’|abhisarika yatha:

candr’|6daye candanam angakesu
vihasya vinyasya vinirgatayah
mano nihantum Madano ’pi banan

karena kaundan bibharam babhuva. [79]
tamisr’|Abhisarika yatha:

) A .. .
n’ Ambujair na kumudair upameyam
svairiniljanalvilocanalyugmam—
n’ 6daye dinakarasya na v’ éndoh,

kevale tamasi tasya vikasah. [80]
divas’|abhisarika yatha:

175 pallinam adhipasya pankajaldrsam
parv’|6tsav’|amantrane
jate, sadmaljana mithah krta|mah”|6t-
saham purah prasthitah.
salvyajam sthitayor vihasya gatayoh
$uddh’|Antam atr’|Antare
yanoh svinnalkapolayor vijayate

ko ’py esa kanthalgrahah. [81]
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An example of a woman who goes on a secret rendezvous 170
in moonlight:

At moonrise she left with a sly smile on her face,

having rubbed her pale limbs with white
sandalwood cream.

But the God of love, to cut her down to size,

drew out his white night-blooming jasmine arrows.*

An example of a woman who goes on a secret rendezvous
in darkness:

You can’t compare to day lilies or night lotuses
the eyes of women who do just what they please—
for their eyes dont blossom at sunrise or moonrise

but only in the deepest dark of night.*

An example Ofa woman WhO goes on a secret rendezvous

by day:

At the invitation from the village headman 175
to his wives’ new-moon féte
the whole household went rushing off together,
bursting with excitement.
But the young couple made some excuse
to stay back,
and laughing they went off
to the bedroom—and how they held each other
tight,
cheek by sweating cheek.*
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simanyalvanit” 4bhisarika yatha:

lola|ccelat|camatkrti, pravilasat|
kanci|lataljhankrd,
nyaficat/kaficuka|bandhalbandhuralcalad]
vaksojalkumbh’|énnati,
sphirjad|didhiti, visphurad|gati, calac]
camikar’|Alamkrti—
kridalkunjalgrham prayati krtinah

kasy’ api var’langana. [82]

mugdhaya lajja| pradhanyena; madhyaya lajja| madanal|
samyena; pragalbhayah prakasya | pradhanyena; dhiraya
dhairya | pradhanyen’; 4| dhiraya a|dhairya| pradhanyena;
dhir’|4|dhiraya dhairy’|a|dhairya|pradhanyena; jyesthayah
sneh’|adhikya|pradhanyena; kanisthayah sneha|nytnatva|
pradhanyena; par’|6dhayah samgupti|pradhanyena; mug-
dhaya iva kanyakaya$ ca; samanya|vanitaya dhana|prapti|

pradhanyen’; astalvidhalnayikalvarnanam iti visesah.

177 -cela-V T : -cola-] G
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An example of a common woman who goes on a secret

rendezvous:

Charm of fluttering cloak, shining belt
jingling, undulation

of breasts bulging in a tight bodice
and heaving almost out,

brilliant sparkle, gold jewelry jangling,
quick step—the courtesan

sets off to the garden house

of some lucky man.*

Thus the eight-fold typology of ndyikas (“the woman
whose lover is away on travels” and so on) can be differen-
tiated for the naive ndyika with her predominant character-
istic of shame; the average, with her predominant charac-
teristic of shame balanced by desire; the experienced, with
her predominant characteristic of directness; the steady, un-
steady, and steady-unsteady with their varying degrees of
steadiness; the better loved with her greater degree of affec-
tion, and the less loved with her lesser degree; the ndyika
married to another with her secretiveness; the unmarried
gitl, who is like the naive ndyika (as far as shamefulness is
concerned); and the common ndyika, with her predomi-
nant characteristic of money-making. In view of such an-

cient compositions as the following:
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prasthanam valayaih krtam; priya|sakhair
asrair aljasram gatam;
dhrtya na ksanam asitam; vyavasitam
cittena gantum purah.
yatum niscitalcetasi priyatame
sarve samam prasthita.
gantavye sati, jivita, priya|suhrt|

sarthah kimu tyajyate? [83]

180 ity|adi|pracinalgranthallekhanad agrimalksane des’|antaral
niécita | gamane preyasi prosyat|patik” 4pi navami nayika
bhavitum arhati. tatha hi, tasyah prositat|patikalvipralabdh’|
otkasu n’ Antarbhavah. bhartuh sannidhi|vartitvat. na kalah’|
Antaritdyam antarbhavah. kalah’|4|bhavad an|avamanita|
patitvac ca. n’ api khanditayam antarbhavah. priyasy” 4ny’|
Opabhoga | cihnitasy’ dgaman’ |4 |bhavat. priyayah kop’|4|
bhava|darsanat kaku|vacanalkatara|preksan’|adi|paksa|pata|
dar$anact ca. na vasakalsajjayam antarbhavah. vara|niyam’|
4|bhavat. sajjikaran’|a|bhava|nirved’|adi|darsanac ca. na sv’|
4dhina| patikayam antarbhavah. agrima|ksana eva sanga-

sya viccheda|daréanat. na hi sv’|4dhina| patikayah kada

180 prosyat-S ANV : pravatsyar- (passim) ] 180 ddipaksapitadarsandc
V . ddisanicintintahpaksapatitvadarsanac ] A N : ddisicitantabpaksa-

patadarsandc SB
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My bracelets have left; my tears, those
beloved friends,
have been streaming away;
my fortitude couldn’t stay a moment; my mind
was the first to choose to go.
They departed all at once when the man I love
decided to leave. It’s time
to go, my life, for how can you abandon
the troop of your dear friends?*

it would seem that there should be a ninth type of ndyika, 180
one whose lover is about to go away on travels*—given
that her lover has decided to leave for another country and
might depart at any moment. That is to say, this type can-
not be included in the category of “the woman whose lover
is away on travels” or the “jilted woman” or the “worried
woman,” since her lover is still present. She cannot be in-
cluded in the category of “the woman who is separated from
her lover by a quarrel,” since there has been no quarrel and
she has not spurned her lover. Nor can she be included in
the category of the “angry” ndyika, since her lover has not
appeared with telltale marks of lovemaking with another
woman, and accordingly she does not show any anger with
him but on the contrary shows a predilection for sarcasm,
anxious glances, and so on. She cannot be included in the
category of “the woman preparing for the occasion,” for
there is no restriction in this case as to occasion, and she
shows, not the preparing of her bedchamber, but rather de-
spair, and so on. She cannot be included in the category of
“the woman whose lover is under her thumb,” because here
their relationship will be interrupted the very next moment,
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cid api sanga|viccheda, iti sampradayah. vrajann api patih

sv’|adhina|patikaya nirudhyate, 'nyatha bhartari svadhina-

tvam eva bhajyeta. n’ €ha tatha. sarvatha bhartur videsa|ga-
manat. kim ca nirved’|4$ru|pata|nih$vasa|vana|vihar’|adi|
madana|mah”|6tsava|vyatireka|dar$anic ca. n’ apy abhisa-

rikdyam antarbhavah. abhisar’|6tsav’|4|bhavat. antas|tapa|

dar$anac ¢’; éti yuktam utpasyamah.

laksanam tu: yasyah patir agrimalksane de§’[antaram ya-

syaty eva sa prosyat|patika. asyas cesta kaku|vacana|katara|
. YA 7 . -

preksana|gamana|vighn’|6padarsana|nirvedalsantapa|sam-

mohalnih$vasa|basp’|adayah.

mugdha prosyad|bhartrka yatha:

pran’|é$vare kim api jalpati nirgamaya
ksam’|6dari vadanam dnamayam cakara.

ali punar nibhrtam etya lata|nikufjam
unmattalkokila|kala|dhvanim atatina. [84]
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and it is conventional in that category for the relationship
never to be shown as interrupted: a woman whose lover is
under her thumb can prevent him from going even when
he is on the point of setting out—otherwise the very fact
of the lover’s being under her power would dissolve—and
that is clearly not the case here, where the lover goes on
foreign travel despite her. In the present case we also find
sighing, weeping, depression—the very opposite of outings
to the forest, worshipping the God of love, and so on. Nor,
finally, can she be included in the category of “the woman
who goes on a secret rendezvous,” because there is no joyous
undertaking of a rendezvous; on the contrary, she shows

anguish. It is therefore appropriate that we anticipate this
category.

She is defined as a woman whose lover is about to leave
for another country at any moment. Her characteristic be-
havior includes sarcasm, anxious glances, providing reasons
to stop him from going, despair, sorrow, bewilderment,

sighing, tears, and so on.

An example of a naive ndyika whose lover is about to go

away on travels:

As the lord of her life began to mumble
something about setting out, the slender woman
only hung her head, but her friend stole off
to the bower
and made the long sweet call of the maddened cuckoo.*
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madhya prosyat|patika yatha:

gantum priye vadati nih$vasitam na dirgham
asin, na va nayanayor jalam avir|asit.

ayur|lipim pathitum ena|dréah param tu
bhala|sthalim kimu kacah samupijagaima? [85]

praudha prosyat|patika yatha:

n’ 4yam muficati subhruvam api tanul
tyage viyogaljvaras.
ten’ 4ham vihit'|anjalir, Yadu|pate,
prechami, satyam vada:
tambalam, kusumam, patiram, udakam
yad|bandhubbhir diyate,
syad atr’ éva* paratra tat kimu visal
jval'|avali/duhsaham? [86]

parakiya prosyat|patika yatha:

nyastam pannagamardhni padalyugalam,
bhaktir vimukta guros,
tyakta nitir—akari kim na bhavato
hetor maya duskrtam?
anganam $atalyatana, nayanayoh
ko ’pi kramo rauravah,
Kumbbhipaka|parabhava$ ca manaso
yuktam tvayi prasthite. [87]

i Krishna
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An example of an average ndyika whose lover is about to

go away on travels:

When her lover said he would be leaving,

she didn’t heave a deep sigh, not one round tear
formed in her eyes; just a strand of hair fell down

to her forehead—to read how short her lifeline was?*

An example of an experienced ndyika whose lover is about
to go away on travels:

I’'m not sure even death can release a woman
from this pain of love’s loss.
So I ask in all sincerity, Yadu lord,'
tell me the truth: do the betel leaf,
the flowers, the sandalwood cream, and
the cool water
that kinsmen offer to the dead
burn in the other world as they burn here,
with the unbearable flames of fever’s poison?*

An example of another’s ndyika whose lover is about to
go away on travels:

I trod barefoot on snakes and disrespected
my elders, renounced all modesty—

I committed every wrong and all because

of you. And now that you're leaving,

it’s only right the infernal pain in my eyes
should begin, the thousand tortures

in every limb, the torment of my heart

baking in the hell called Potter’s Kiln.*
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190  simanyalvanita prosyat|patika yatha:

«mudram pradehi valayaya: bhavad|viyogam
asadya yasyati bahih sahasa yad etat.»
ittham nigadya vigalan|nayan’|ambu|dhara

var'[Angana priyatamam karayor babhara. [88]

alhita|kariny api priyatame hita|kariny uttama. asya ut-

tam” Aiva cesta. yatha:

patih §ayanam agatah kucalvicitrit'|orah|sthalah;
prasannalvacan’|dmrtair ayam atarpi vima|bhruva,
acarci subhagalsmitaldyuti|patira|pankaldravair,

apiji vilasad|vilocana|camatkrtair ambujaih. [89]

hit’ 4| hita|karini priyatame hit’|4|hita|cestavati madh-
yama. asyas tu vyavahar’|Anusarini cesta. yatha:
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An example of a common ndyika whose lover is about to

go away on travels:

“Give me a ring for a bracelet, since this one
is sure to slip right off the moment you leave,”
the courtesan insisted, her eyes streaming tears

while holding her lover tightly by the hands.*

The ndyika who is kind to her lover even though he is
unkind to her is termed “excellent,” for her characteristic

behavior is of this sort.* For example:

When he came to bed she saw his chest

dappled with cream from another’s breasts,

and still his wife offered him the ambrosia

of sweet words for his refreshment

and rubbed him with the rich sandalwood cream
of her lovely shining smile,

and paid him worship with open lotuses,

her beautiful, her sparkling eyes.

A ndyika whose characteristic behavior is kind or other-
wise as her lover is kind or otherwise is termed average; her
characteristic behavior is simply a response to his conduct.

For example:
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195 kante s'|agasi kaficukalsprsi taya

sacilkrta|grivaya

muktah kopalkasiya|Manmathalsara|
krarah kat'|Jaks’|Jankurah.

s'|akite daralhasalkesaralvaco|

madhvika|dhar’|Alasa*

pritih kalpallat” éva ki cana maha|
danilkrta sulbhruva. [90]

hita|kariny api priyatame ’|hita|kariny adhama. es” diva
nirnimitta|kopana cand” ity abhidhiyate. asya niskarana|

kopatvad adham” Aiva cesta. yatha:

prasthane tava yah karoti kamala|
cchiayam mukh’lambhoruhe,*
$rilkhandaldravaldharaya §isiraya
margam purah sificati,
tasmin preyasi vidrumaldrava|nadj|
ringat|taranga|bhrami
bhrantalklantalsaroja|patra|sadrsa

bhayo drsa krudhyasi. [91]

vistara | bhiya praty|ekam etasim uttama | madhyam’ |
Adhamalbheda n’ 6dahrta iti.

vi$vasalvi§rama|karini parévalcarini sakhi. asya mandan’|
oOpalambhalsiksa|parihasa|prabhrtini karmani. tatra manda-

nam yatha:
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When her cheating lover reached for her blouse
she turned her face away,
unleashing a storm of looks sharp as Love’s arrows
when he grows purple with anger.
But when he showed contrition, what cheerfulness
she bestowed—a wish-granting vine,
laden with shoots, her half smile, and

a steady stream
of nectar, her expressions of love.*

A ndyika who is mean to her lover even when he is kind
is termed “low.” She is also called “irascible” because her
anger is wholly groundless.* And it is precisely because her
anger is groundless that her behavior is considered low. For
example:

When you step out, your lover will shade
your face with a lotus

and besprinkle the path before you

with cool sandalwood essence,

and yet you show him unrelenting

anger with those glances,

petals wilting in swirling pools

of a coral tree’s red sap.*

For fear of prolixity I will not cite examples of the ex-
cellent, average, and low categories into which each of the
various types of ndyika can be subdivided.*

A friend is a companion who gives comfort and conso-
lation. Her actions consist in such things as adorning, re-
proving, instructing, teasing the mz’yi/m, and so on. An ex-
ample of adorning:
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200 stanalkanaka|mahidhar’|6pakanthe
priyalkara|pallavam ullasatpramodam
rahasi makarika|misal likhantimt*

kamalajmukhi kamalaih sakhim jaghana. [92]
upalambho yatha:

sandra|dhvanair mukharita|disah
$renayas toyaldanam
dhar’|asarair dharanilvalayam
sarvatah plavayanti.
tena sneham vahati vipulam
mat|sakhi yuktam eva;
tvam nihsneho yad asi, tad idam,

natha, me vismayaya. [93]
$iksa yatha:

s'|anandam, ali, vana|malilvilokanaya
nirgaccha kufijam; iti kim tu vicarayethah:
jhankarino madhuliho divase bhramanti,

ratrau punas capalalcaficu|putas cakorah. [94]

200 likhantim G S : likhanti ] AN V
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In private her girlfriend pretended to draw 200
upon her breasts—

two golden hillocks—the usual design,

but drew instead

the quivering hand of her lover.

And the lotus-faced girl

beat her as hard as she could

with lotus flowers.*
An example of reproving:

Massed clouds roaring incessantly
make every horizon resound,

and the whole wide world is swimming
in streams of steady rain.

It’s only right my friend should fall
more deeply in love ! become wetter,
but 'm amazed, my lord, that you

should feel no love | be not wet at all.*
An example of instructing:

Go off in joy to the grove, my friend, to see
your lover
decked in his wildflower garland, but don’t forget:
by day bees buzz about, eager for honey,
by night chakdras fly, beaks pecking for

moonbeams.*
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205 parihaso yatha:

«agara|bhittillikhitasu nivedayasva,
kah saptamo dasasu mirtisu loka|bhartuh?»
ittham sakhi|jana|vacah pratipadya sadyah

Sita smita|dyutibhir uttarayam cakara. [95]
sakhyah parihasavat priyasy’ 4pi parihasah. yatha:

«bhri|samjfiay” adisasi, tanvi, sakhim, na vagbhir?»
ittham vihasya Mura|vairini bhasamane
Radha ciraya dasana|vranaldiiyamana|

bimb’|JAdhara vadanam anamayam cakara. [96]
priyasya parihasavat priyaya api parihasah. yatha:

210 «divyam vari katham? yatah Suradhuni
maulau. katham pavako
divyam? tadd hi vilocanam. katham ahir
divyam? sa ¢’ 4nge tava.
tasmad dyttalvidhau tvay” adya musito
harah parityajyatam.»
ittham Saila|bhuva vihasya lapitah

Sambhuh $ivay’ 4stu vah. [97]
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An example of teasing: 205

“Here on the wall of the house are drawn
ten incarnations of God.

Now tell us, what is the name

of the seventh one among them?”

her girlfriends asked, and the answer
they got came straight away

in the flashing of the smile

that Sita flashed at them.*

A lover can tease his beloved no less than her friend can.
For example:

Krishna was laughing as he said,

“Why do you signal your girlfriend
with your brows instead of simply
telling her what to do?”

And for a long time Radha stood there,
her face lowered in shame,

while her full lips were throbbing
where Krishna had bitten them.

The beloved can tease her lover just as he teases her, for
example:

“You carry the Ganga on your head, 210
so what good is an oath by water?

Or by fire—it’s your third eye?

Or by snakes—your ornaments?

You stole my necklace at dice so give it back!”

said the Mountain’s daughter with a laugh

to Shiva—and may he show you his grace.*
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ditya | vyapara | parangama duad. tasyah samghattana

viraha|nivedan’|adini karmani. samghattanam yatha:

aficati rajanir, udaficati
timiram idam, cafcati Manobhih:
uktam na tyaja yuktam,

viracaya raktam manas tasmin. [98]
viraha|nivedanam yatha:

cakre candra|mukhi pradipalkalika
dhatra dharajmandale.
tasya daivalvasad das” api carama
prayah samunmilati.
tad briimah $irasa natena, sahasa,
$r1|Krsna, niksipyatam
snehas tatra tatha, yatha na bhavati

trailokyam andham tamah. [99]

215 iti nayika|nirdpanam
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DESCRIPTION OF THE NAYIKA

A go-between is an expert in the business of mediation.
Her characteristic behavior consists of arranging the lovers’
meeting, informing them of the other’s loneliness, and so
on. An example of her arranging their meeting is as follows:

Night is coming, darkness is closing in,
and Love begins his dance:

Don’t break your solemn promise, but put
your heart and soul into it.*

The go-between also can inform the lover of the beloved’s
loneliness. For example:

God made the moon-faced girl the single lamp
of beauty on earth,

and Fate would have it that her final hour

is nearly upon her.

I bow my head and beg you, dear Krishna, hurry
and pour a drop of love? oil

in her, to keep deep darkness from engulfing

the entire universe.*

The end of the Description of the Nayika 215
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DESCRIPTION OF THE NAYAKA
AND RELATED MATTERS



L 5 a .- _ _ S e e -
S RNGARASY’ OBHAVYA|niriipyatvan nayako ’pi nirpyate.
sa ca trijvidhah: patir, upapatir, vaisesikas ¢ éci. vidhivat]

panilgrahakah patih. yatha:

tvam, piylsalmaytkha, mufica §isiral
snigdhan sudhasikaran.
tvam, bhog’|indra, vilambase kimu? phan”|a-
bhogaih $anair vijaya.
tvam, svar|vahini, kim ca sifica salilair.
angaih $iris’|6pamaih
s” éyam Saila|suta kathora|mahasah

kantya pathi klamyati. [100]

anukdla | daksina | dhrsta | $atha | bhedat pati$ caturdha.
sarvakalika|par’|angana|paran|mukhatve sati sarvalkalam

anurakto ‘nukalah. yatha:

prthvi, tvam bhava komala; dina|mane,
tvam $aityam angilkuru;
tvam, vartman, laghutam prayahi; pavana,
tvam khedam utsaraya.
sannidhyam $raya, Dandakalvana; gire,
nirgaccha margad bahih:
Sit” 4sau vipinam maya saha yato

nirgantum utkanthate. [101]

i Shiva speaks. ii Rama speaks.
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S INCE THE EROTIC rasa requires a description of both
partners, the ndyaka, too, will now be described. There
are three kinds of ndyakas: “husband,” “paramour,” and
“libertine.” A “husband” is married to a woman according

to the proper rites. For example:!

You there, moon with nectar rays,

shower your cool moist drops of ambrosia.
Why so slow here, serpent king?

Start fanning gently with your coils.

You, river of heaven, sprinkle water.

The Mountain’s daughter, with limbs soft
as flowers, is tiring on her way

under the fierce glare of the sun.*

There are four types of husbands: faithful, gallant, brazen,
and deceptive.* A husband is faithful if he is constant in af-
fection toward his wife while constant in his lack of interest

in the wives of other men. For example:ii

You, earth, be soft, and you, sun, now cool down,

grow short, you, road, and you, wind, remove
her sweat.

Come close, Ddndaka forest, and mountain,
begone:

My Sita is eager to leave with me for the forest.*
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220 sakala|nayika|visayaka|sama|sahaj’|Anurago daksinah.

yatha:

«etat purah sphurati padmaldréam sahasram.
aksi|dvayam, kathaya, kutra nivesayami?»
ity akalayya nayan’|Amburuhe nimilya

rom’|Aficitena vapusa sthitam Acyutena. [102]

bhiiyo nihsankalkrtaldoso “pi bhiiyo nivarito ’pi bhiyah

prasraya|parayano dhrstah. yatha:

baddho haraih karalkamalayor,
dvarato varito ’pi,
svapam jhatva punar upagato
dirato dattaldrstih.
talp’|opante kanakalvalayam
muktam? anvesayantya
drsto dhrstah punar api maya

pars$va eva prasuptah. [103]

223 muktam S ANV : bhrastam |
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DESCRIPTION OF THE NAYAKA

He is gallant when he is naturally and equally affectionate 220

toward all women:

“Before me flash a myriad eyes

of lotus-eyed women.

So tell me, where am I supposed

to rest this pair of mine?”

With this, Krishna simply closed
his lotus eyes and stood stock still
while the goosebumps slowly spread

over his whole body.*

He is brazen when, although not hesitating to commit
repeated infidelities while being repeatedly reproved, he re-

peatedly ends up groveling before the ndyika. For example:

They bound his hands with necklaces
and kept him away from the door

but peering in at a distance

he saw that I was fast asleep.

And when [ woke and searched the bed
for the bracelet that had come undone,
what did I see but the brazen fellow

once more asleep right by my side!*
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BOUQUET OF RASA

kaminilvisayakalkapata|patuh $athah. yatha:

225 maulau dama vidhaya, bhala|phalake
vyalikhya patr’javalim,
keytram bhujayor nidhaya, kucayor
vinyasya mukta|srajam,
vi$visam samuparjayan mrgaldréah
kafci|nivesa|cchalan
nivilgranthim apakaroti mrduna

hastena vamalbhruvah. [104]
acaralhanilhetuh patir upapatih. yatha:

sankalsrnkhalitena yatra nayanal
prantena na preksyate,
keytiraldhvani|bhari|bhiti|cakitam
no yatra v~ aslisyate,
no va yatra $anair a|lagnaldasanam
bimb’|adharah piyate,
no va yatra pidhiyatet ca manitam—

tat kim ratam kaminoh? [105]

upapatir api caturdha. param tu $athatvam tatra niyatam.

a|niyatah pare.

227 pidhiyate V : vidhiyate |
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DESCRIPTION OF THE NAYAKA

He is deceptive if he is clever in deceiving his mistress.*

For example:

He placed a tiara on her head, 225
painted a dot of musk on her brow,

set bangles on her arms, and draped

a pearl necklace over her breasts.

Thus gaining her confidence,

and pretending to adorn her with a belt,

he untied the skirt of the doe-eyed girl

with a very careful hand.*

A man who causes a woman to forsake her virtue is a

paramour.® For example:

Where you don’t have to look at one another

with glances checked by anxiety,

don’t have to embrace with obsessive care

lest her bracelets make a noise,

don’t have to keep your teeth from sinking deep

as you sip the ripe fruit of her lips,

and she needn’t hide the moan a woman will moan—

what kind of lovers’ love is that?*

The paramour is subdivided into the same four types as
the husband.* All necessarily comprise qualities of the de-
ceptive ndyaka; the qualities of the others may, but do not

necessarily, pertain to him.
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BOUQUET OF RASA

bahula|vesy”|6pabhogalrasiko vaisikah. yatha:

230 kancilkalalkvanitalkomala|nabhilkantim,
paravata|dhvanitalcitritalkantha|palim,
udbhrantallocanalcakoram anlangalrangam

asasmahe kam api varalvilasavatyah. [106]

vaisikas € (ittama|lmadhyam’[Adhama|bhedat tridha. day-

itaya bhiyah prakope ’py upacara|parayana uttamah. yatha:

caksuh|prantam udiksya paksmala|dréah
7’ N A . 7 .
$on’|aravinda|$riyam,
n dccair jalpati, na smitam vitanute,
grhnati vitim na va.
talp’|6pantam upetya kim tu pulaka]
bhrajatt|kapolaldyutih
kantah kevalam anatena $irasa

mukta|srajam gumphati. [107]

232 -bhrajar-S ANV : ~sphirjar-]
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DESCRIPTION OF THE NAYAKA

A libertine is a man who has a great taste for affairs with

courtesans, for example:

A midriff made more lovely by bells ringing
gently on the belt,

a throat magnificently full with sounds

like the cooing of doves

and eyes as wild as thirsty chakdra birds—
how I long to visit

Love’s grand playhouse when a courtesan

with real grace is starring.*

Libertines are classified as excellent, average, and low.
The libertine who shows great indulgence despite the

beloved’s intense anger is termed excellent. For example:

He spied the corner of her long-lashed eye,
and it was red as a lotus.

He didn’t raise his voice or smile

or reach for the betelnut.

The lover just came to the edge of the bed,
cheeks flushed with excitement,

and only lowered his head and began

restringing her necklace of pearls.*
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BOUQUET OF RASA
priyayah prakopam anuragam va na prakatayati, cestaya

mano|bhavam grhnati sa madhyamah. yatha:

asyam yady api hasya|varjitam idam,
lasyena vitam vaco,
netram $onalsarojalkanti, tad api
kv’ api ksanam sthiyatam.
malayah karan’|6dyamo, makarik”|a-
rambhah kuc’|Ambhojayor,
dhapah kuntalaldhoranisu suldr$ah

sdyantano dréyate. [108]

oo | 2=

235 bhayalkrpa|lajja|$anyah kama|kridayam a|krta|krty’|4|

krtya|vicaro 'dhamah. yatha:

udayati hrdi yasya n’ 4iva lajja,

na ca karuna, na ca ko ’pi bhiti|lesah,
bakula|mukulalkosalkomalam mam

punar api tasya kare na yatayethah. [109]
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DESCRIPTION OF THE NAYAKA

The libertine who takes no notice of his beloved’s anger
or passion but infers her affection from her private behavior

is termed average. For example:

Laughter may have left her face,

singing may have left her tongue,

her eyes may be red as a red lotus,

but just be patient for a moment.

You'll see her working on her garlands,
painting her breasts with Love’s emblems,
and scenting that thick mass of hair

with perfume for the evening hour.

The libertine who is devoid of fear, pity, or shame, and 235
who gives no thought to what he should and should not do

in the game of love, is termed low. For example:

He feels no shame whatever in his heart,
no compassion, not a trace of fear.
Don’t let him get his hands on me again

or I'll be crushed like a bdkula bud.
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BOUQUET OF RASA

mani catura$ ca $atha ev’ Antar|bhavati. mani yatha:

«bahy’|akiita|parayanam tava vaco,
vajr’|dpameyam manah.»
§rutva vacam imam, apasya vinayam
vyajad bahih prasthite,
pratar vita|vilokane parihrt|a-
lape vivrtt'|anane
pran’|é$e nipatanti hanta karunat

vamalbhruvo drstayah. [110]

vacana|cesta|vyangya|samagamas caturah. vacana|vyan-

gya|samagamo yatha:

240 tamoljatale haridlantarale
kale nisayas tava nirgatayah
tate nadinam nikate vananam

ghateta, $at’|6dari, kah sahayah? [111]
cestd|vyangya|samagamo yatha:

kante kanakaljambiram
kare kim api kurvati,
agara|likhite bhanau
bindum indu|mukhi dadhau. [112]

238 karupa S AN Triv. A : krpanda ] V

102



DESCRIPTION OF THE NAYAKA

The love-angry and the clever are classed under the de-

ceiving ndyaka. An example of the former:

When he heard her say, “You only talk

of love, your heart is hard as a diamond,”

he dropped all show of courtesy and went off,
or at least pretended to,

at dawn without a look or a single word,

just turning his back on her,

while her pitiful glances fell—as he knew

they would fall—on the lord of her life.*

The clever lover is able, even in a crowd, to intimate a ren-

dezvous by a word or a gesture. An example of the former:

When nighttime lets down its thick black hair 240
all around and you leave your house, slender girl,
who will be there to stand by your side

on the riverbank at the edge of the forest?*
An example of the latter:

When her lover held up a lemon,
luscious and golden, the girl
with the full-moon face drew a circle

on the sun painted on the wall.*
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prositah patir upapatir vaisika$ ca bhavati.t prosita|patih
prosit’|6papatih prosita|vaisikas ¢’ éti trayah. kramen’ 6da-

haranani.

Grt rambha, drg api kamalam,
$aivalam kesa|paso,
vaktram candro, lapitam amrtam,
madhyalde$o mrnalam,
nabhih kipo, valir api sarit,
pallavah kim ca panir
yasyah, sa ced urasi, na katham

hanta tapasya santih? [113]

245 yantyah sarah salila|kelilkutahalaya,
vyajad upetya mayi vartmani vartamane,
antah|smitaldyutit camat|krta|drk|tarangair

angilkrtam kim api vamaldrsah smarami. [114]

a|dhrta|paripatan|nicolalbandham,
musita|nalkiram, a|vakra|drsti|patam,
prakatalhasitam, unnat’|asyalbimbam

pura|sudrsah smara|cestitam smarami. [115]

243 prositah ... bhavati AN : om.] 245 -dyuti SAN: -dyuti- ]V
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DESCRIPTION OF THE NAYAKA

The husband, the paramour, and the libertine can each
be absent ndyakas, giving three more types. We will illus-

trate them in order:

Her thighs are palms, her eyes lotus leaves,
her hair a dark plant from the sea,

her face the moon, her voice pure ambrosia,
her midriff the breadth of a lily’s stem,

her navel a deep well, her waist a flowing
river, her hand a tender frond ...

she’s all this—and if she were in my arms,

wouldn’t this burning fire be quenched?

How well I remember the day she went to the lake 245

to bathe; we met on the road, I approached on some
pretext,

and she said yes to me by waves in the clear

pools of her eyes and the faint flash of a smile.

When her garment slipped, she let it

fall away completely,

“no” was a word unknown to her,

she looked you in the eye

and her smile was broad, her face a bright
circle of light held high—

how well I remember the way

the city girl made love.
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anlabhijfio nayako niyak’|ibhasa eva. yatha:

$unye sadmani yojita bahulvidha
bhangi. vanam nirjanam
puspalvydjam upetya nirgatam atha
spharilkrea drstayah,
tambal’|aharanalcchalena vihitau
vyaktau ca vakso|ruhav.
eten’ Api na vetdi! dadi, kiyata

yatnena sa jiasyati? [116]

na ca nayikaya iva nayakasy’ 4pi te te bhedah santv iti va-
cyam. tasya avasthi|bhedena bhedatt tasya ca svalbhavena
bheda iti vi$esat. anukilatvam, daksinatvam, dhrstatvam,
$athatvam iti catvara eva nayakasya sva|bhava iti. anyac
c’* avastha|bhedena bhedo yadi nayakasya syat, tad” 6tkal
vipralabdhalkhandit'|adayo nayaka api svilkartavyah. tatha
ca sanketalvyavasthayam strinam anagamanet v~ 4|sampra-
dayadt anya|samagama|sanka. dhartatvam v’ anya|sam-
bhoga|cihnitatvam va niyakianim na tu niyikinam.* tan

rati tad|udbhavane ras’|abhas’|apattir iti.
p p

249 bhedit SAN : bhedah IV 249 andigamane SV: gamane |
249 asampradiyid G SV : sampradiyid ]
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DESCRIPTION OF THE NAYAKA

An innocent ndyaka is termed a “semblance of a ndyaka,”

for example:

The house was empty, and I'd used every charm
I knew. So I took him to the woods

(not a soul was there) on the pretext of picking
flowers, and I looked at him

with longing, and pretending to offer him betel,
I let him see my breasts in full.

He still doesn’t get the point! O go-between,
what must I do to make him get it?*

Now, one should not suppose that the ndyaka has the
same subclassifications as the ndyika. An essential distinc-
tion lies in the fact that the ndyika’s different classifica-
tions derive from her different temporary states, whereas
the ndyaka’s derive from his inherent character, and there
are only four such sorts of character: the faithful, the gal-
lant, the brazen, and the deceptive. Moreover, if the ndyaka
were subject to subclassification according to his different
temporary states, then we should have also to recognize a
type of ndyaka who is worried, jilted, cheated on, etc.* And
this means that we would have a “worried” ndyaka at the
time of a rendezvous if the woman did not come, though
this is contrary to literary convention. And it is only the
ndyaka, and not the ndyika, who can be a cad or actually
bear the marks of having made love with someone else.* To
impute those temporary states to the ndyaka would produce
a semblance of rasa.
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250  tesim narmalsacivah pithamarda|vita|cetaka|vidasaka|
bhedac caturdha. kupita|stri| prasadakah pitha | mardah.
yatha:

ko yam kopa|vidhih? prayaccha karuna]
garbham vaco, jayatam
piytsa|dravaldirghika|parimalair
amodini medini.
astam va. sprhayalu locanam idam
vyavartayanti muhur
yasmai kupyasi, tasya, sundari, tapo|

vrndani vandamahe. [117]
kamaltantralkalalkovido vitah. yatha:

ayatah kumud’|é$varo, vijayate

sarv’|é$varo maruto,
bhriagah spharjati bhairavo, na nikatam
pran’|é$varo muficati—

ete siddha/rasah, prastunalvisikho

vaidyo 'n|alvady’|6tsavo:*

manalvyadhir asau, kr§|6dari, katham

tvaccetasi sthasyati? [118]

i
The moon
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DESCRIPTION OF THE NAYAKA

The boon companion of the ndyaka can be one of four
types: mediator, rake, pander, and clown. The mediator

mollifies his friend’s angry mistress:

Why show such anger, lovely woman?
Speak just one word of compassion

and perfume the entire world with fragrance
from pools of your ambrosial sound.

Orr let it be. For him to be fixed,

your anger’s object, in your jealous gaze
must be the reward for ascetic acts,

hard acts devoutly to be admired.*

The rake is proficient in all the branches of the art of love,

for example:

The lord of lotuses has risen,! the south wind,

the sovereign lord, is triumphant,

the bees are buzzing loudly, and the lord

of your life won’t leave your side—

all proven potions : all things from which

[the erotic] rasa arises,* these, and the doctor,

the God of love, is a sure bet:

How can this sickness—your anger—shapely lady,

hang on so tenaciously?
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sandhanalcaturas cetakah:

255 sa candra|sundara|mukhi, sa ca nandalstinur
daivan nikunjalbhavanam samupajagama.
atr’|Antare saha|caras taranau kathore
paniya|panalkapatena sarah pratasthe. [119]

ang’|adi|vaikrtyair hasya|kari vidisakah. yatha:

aniya nirajaj/mukhim $ayan’|6pakantham,
utkanthito ’smi kucalkaficuka|mocanaya.
atr’[Antare muhur akari vidasakena
pratastanas tarunalkukkutalkanthalnadah. [120]

stambhah, svedo, tha rom’|aficah,
svara|bhango, ‘tha vepathuh,
vaivarnyam, asru, pralaya—
ity astau sattvikah smreah.

yatha:

260 bhedo vaci, dréor jalam, kucaltate
svedah, prakampo 'dhare,
pandur gandaltati, vapuh pulakitam,
linam manas tisthati,
alasyam nayanalériyas, caranayoh
stambhah samujjrmbhate—
tat kim raja|pathe Nijama|dharani
palot ’yam alokitah. [121]

260 nijamadharanipilo | : viajendratanayah krspas G Triv. A

i Krishna
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DESCRIPTION OF THE NAYAKA

The pander is skillful in promoting the lovers’ union, for
example:

A girl fairer than the full moon 255
and the son of Nanda'

met one day by chance* in a bower,

and no sooner did they meet

than his companion set off to the pond,

offering as pretext

the heat of the summer sun

to slake a sudden thirst.

The clown amuses the lovers with different antics, such
as pulling faces, and so on. For example:

[ finally got the girl to the edge of the bed
and was aching to take off her bodice,
when suddenly
the clown began imitating the cry
a young rooster makes at the break of dawn.*

There are eight involuntary physical reactions: paral-
ysis, sweating, horripilation, a breaking voice, trem-
bling, pallor, weeping, and absorption.

An example:

Her voice breaks, tears well up in her eyes, 260
her breast is beaded with sweat,

her lips tremble, her smooth cheeks grow pale,
goosebumps cover her body,

her mind absorbed, the light in her eyes dying,

her legs paralyzed—

did she, too, chance to glance at the royal highway

and see King Nijdma?*
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bhavah $rngarah. sa ca dvi|vidhah, sambhogo

vipralambhas ca. sambhogo yatha:

rati|sthayi

viyati vilolati jaladah,
skhalati vidhu$ calati, kajati kapotah,
nispatati tarakaltatir,

andolati vicir ajmaralvahinyah. [122]
vipralambho yatha:

pradur|bhute navaljalaldhare
tvat|patham drastulkamah
pranah panke|ruhaldalaldrsah
kanthalde$am prayanti,
anyat kim va tava mukhalvidhum
drastum uddiya gantum
vaksah paksam srjati bisini

pallavasya cchalena. [123]

265 vipralambhe ¢’ 4bhilasa|cinta|smrti|gunalkirtan’|6dvega|
pralap’ | 6nmada | vyadhi | jadata | nidhanani da$’| avastha

bhavanti.
tatra sangam’|écch” Abhilasah. yatha:

tasyam sutanu|sarasyam
ceto nayanam ca nispatitam
ceto guru tu nimagnam

laghu nayanam sarvato bhramati. [124]
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DESCRIPTION OF THE NAYAKA

The rasa in which desire is the stable emotion is the
erotic. It is of two sorts, enjoyment and frustration. An ex-

ample of the former:

In the sky a dark cloud floats, the moon
swims in and out of view, a dove coos,
numberless stars are shooting, and on the river

of the gods the waves are dancing.*
An example of the latter:

When the lotus-eyed girl beheld
the first cloud of the rains,

her life leapt to her throat to watch
the road you might be taking,

and so that her breast might rise

to see your moon-like face

the cooling lotus stalks she wore

seemed to turn into wings.*

In the frustrated variety there are ten conditions: de- 265
sire, pensiveness, remembrance, glorification, distress, rav-

ing, madness, sickness, stupor, and death.*
Desire is the longing to be together, for example:

That woman is a flowing river,

my heart and eye fell in.

My heavy heart sank down, but my eye
is light and floats about.*
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samdarsanalsantosayoh prakaraljijfidsa cintanam.t yatha:
maya vidheyo muhur adya tasmin
kufj’|6pakanthe kalalkantha|nadah.

Riadha madhor vibhramam avahanti

kurvita netr’|6tpalaltoranani. [125]

270 priy’|adrita|cest”|ady|udbodhitat|samskara|janyam jna-

nam smrtih. yatha:
Ramo Laksmanaldirghaduhkhalcakito
n’ avis|karoti vyatham,
$vasam n’ 6snataram jahati, salilam
dhatte na va caksusi.
vat'|avarta|vivartamanal|dahana|
krarair anlangaljvaraih*
ksamah kim tu Videha|rajaltanayam
bhayah smaran vartate. [126]

viraha | kalika | kanta | visayaka | prasamsa | pratipadanam
gunalkirtanam. yatha:

sparéah stanaltata|sparso,
viksanam vaktralviksanam,
tasyah kelilkath”t|alapal
samayah samayah, sakhe. [127]

268 cintanam SANYV : cinti] 270 -cestadyudbodhita-] SV :
~cestadyudvegabodpita- AN 273 -kathi-S ANV : -kali- ]

i Krishna speaks.
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DESCRIPTION OF THE NAYAKA

Pensiveness is a desire for an encounter and its shared

pleasures. For example:!

Today near the bower I should make the cry

the sweet cuckoo makes, again and again;

then Radha might think spring’s come and
welcome me

with a garland of dark lotuses—her glances.*

Remembering is a thought produced by a latent impres-
sion when stimulated by some action on the part of the

beloved. For example:

For fear of adding to Lakshmana’s grief
Rama would not show his pain,

the sighs he sighed were not too heavy,
no tears welled up in his eyes.

He just continued wasting ever away,
recalling the princess of Vidéha,

from a love fever hotter than a bonfire

whipped up by a whirlwind.

Glorification is an expression of praise with reference to

an absent beloved. For example:

The only sight worth seeing is her face,

the only thing worth touching her breasts,

and the times she whispers sweet nothings
in my ear,

my friend, are the only times for me.

I15
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kamalklesa

janita|sakala|visaya|heyata|jfidanam udvegah.

yatha:

275 garalaldrumalkanda indulbimbam.
karuna|varijalvarano vasantah.
rajani dmara|bhi|pateh krpani.

karaniyam kim atah param, vidhatah? [128]

priy’ |asrita|kalpanika|vyavaharah pralapah. kalpanayah
karanam antah|karanalviksepah. tasya ca nidinam utkantha.

yatha:

aldvilsamviksanam caksur,
aldvilsammilanam manah,
a|dvi|samspar$anah panir

adya me kim karisyati? [129]

autsukya|santap’|adi|karita| mano |viparyasa|samuttha |
priy’ | asrita | vrtha | vyapara unmadah. viparyaso vyakula |

vyaparah. sa ca kayiko vacika$ ca. yatha:

pratiphalam amrt’|Amsor viksya kanto, mrg’|aksya
mukham iti parihasam kartum abhyudyato "bhat.
atha $ithilitalvico manam asankya tasyah

spréati pulakalbhaja pani|pankeruhena. [130]
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DESCRIPTION OF THE NAYAKA

Distress is the feeling, produced by the sorrows of love,
that everything is worthless. For example:

Full moon—root of the poison tree.
Springtime—elephant on the lotus of pity.
Evening—dagger of the king of love.

Dear god, what am I supposed to do now?*

Raving is a fantastic declaration referring to the beloved.
The cause of the fantasy is a mental distraction produced

by unfulfilled desire:

There’s only one thing my eyes can see
and only one thing my mind can think,
and my hands can touch only one thing—
what’s to become of me now?

Madness is irrational behavior with reference to the
beloved, which comes from mental derangement produced
by longing, anguish, and so on.* By “derangement” is meant
confused behavior, either physical or verbal. An example of
the former:

The lover saw the reflection

of the full moon and thought

it was his lady’s face,

and he started joking with her.

But when he noticed the face
remained silent, he feared

she was angry and went to touch her
with a hand trembling with desire.
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280 viciko yatha:
kim, re vidho? mrga|drso mukham a|dvitdyam
Kandarpa, drpyasi! drglambujam anyad eva.
jhankaram avahasi, bhriga! tanur na tadrk.
karmani dhin! kvat punar idr$am iksaniyam?
[131]
madana|vedana|samuttha|santapa|karsy’|adi|doso vya-
dhih. yatha:
kodandam, visikho, mano|nivasatih
kamasya. tasya api
bhra|valli, nayan’|Aficalam, manasi te
vasah samunmilati.
ittham samyalvidhau tayoh prabhavati,
svamims, tatha snihyatam,
tanvana tanutim kramad altanutam
n’ Aisa yatha gacchati. [132]

viraha|vyatha|vikara|matra|vedyamt jivan’|4avasthinam
jadata. yatha:
285 panir niravalkankanah, stanaltati
niskampaman’lamsuka,
drstir ni$calaltaraka samabhavan,
nistandavam kundalam—
kas citr’|Arpitaya samam kréa|tanor

bhedo bhaven, no yadi

281 kva GV :na] SA 284 vikdramatravedyam SV : aviskaramitra-

vedyam G : dviskaramditram eva ] AN

"The God of love, whose body was destroyed by Shiva
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DESCRIPTION OF THE NAYAKA

An example of verbal derangement:

What, you bloody moon? There is nothing
like my woman’s face.

And you, conceited God of love!

Her eyes are unique.

Buzz around all you want, black bee!

Her body is without compare.

Damn this work that takes me from home!
Where to find such a vision again?*

Sickness is a state in which the pain of infatuation brings
about illness such as fever, weight loss, and so on. For
example:

Kamal has a bow and arrows, and lives in the heart.
Her brows, too, are arched,

glances dart from the corners of her eyes,

and she lives within your heart.

‘The two are enough alike already. O master,

love her, lest her slender

body waste away and she gradually becomes,

like Kama, bodiless as well.*

Stupor is a state in which the only sign of life is a physical
reaction produced by the pain of separation. For example:

No sound from the bracelet on her arm,
no flutter in the blouse on her breast,
the pupils of her eyes unmoving,

her earrings no longer dancing—

you couldn’ tell the slender girl

from a painting of a woman
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tvan|nimalsmaranenat ko ’pi pulak’|a-
nen pip

rambhah samujjrmbhate. [133]
nidhanasy’ 4|mangalatvan n” 6dahrtir udahrea.

svapna | citra | saksad | bhedena dar§anam tridha. tatra

svapnaldar$anam yatha:

muktalharam na ca kucalgireh,
kankanam n’ 4iva hastac,
karnat svarn’[abharanam apif va
nitavan n’ iva tavat?
adya svapne bakulajmukulam
bhisanam sandadhanah
ko ’yam cauro hrdayam aharat,

tanvi, tan na pratimah. [134]
citra|dar§anam yatha:

«nivim hared, urasijam vilikhen nakhena,
dantalcchadam ca daganena dased akasmat.»
ittham pate vilikhitam dayitam vilokya

bala pur” éva na jahara viharal§ankam. [135]

285 -smaranena S ANV : <avanena ] R 288 api SANV : ayi ]
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DESCRIPTION OF THE NAYAKA

were it not for the goosebumps rising
at the mention of your name.

As for “death,” I forego citing an example, since it would

be inauspicious to do so.

There are three different modes of seeing the beloved: in
a dream, in an artistic representation (e.g., a painting), and

in person.* An example of the first:

He didn’t take the necklace of rich pearls
from your high breasts, my girl,

he didn’t take the bracelet from your wrist,
or the gold earrings from your ears?

We cannot understand what kind of thief,
garlanded with bdkula,

came to you last night as you lay dreaming

and stole your heart away.*
An example of the second:

“He might untie my skirt or scratch
my breast with his nails

or without warning sink his teeth

deep into my lips,”

the girl thought as she stared at her love
painted on canvas

and felt all the worries of making love

she ever felt in his presence.
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saksad|darsanam yatha:

cetas, caficalatim tyaja; priya|sakhi
vride, na mam pidaya.
bhratar, mufca dréau, nimesa; bhagavan
kama, ksanam ksamyatam:
barham mardhani, karnayoh kuvalayam,
vam$am dadhanah kare
so 'yam locanalgocaro bhavati me

Damodarah sundarah. [136]

iti nayak’|adi|nirdpanam
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DESCRIPTION OF THE NAYAKA

An example of the last:

Heart, don’t be unsteady, and modesty,

dear friend, don’t go and bother me.

Blinking, my brother, leave my eyes alone,

and blessed love, be still a minute:

With a peacock feather on his head

and a lily at his ear

and a bamboo flute in hand, the lovely Krishna

has finally come into view.*

The end of the Description of the Ndyaka
and Related Matters
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MADHVIKA|sYANDA|sandoha|
sundarim Rasamafjarim

kurvantu kavayah karna|
bhasanam krpaya mama. [137]

tato yasya Gane$varah kavilkul’|a-
lamkara|ctidd|manir,
deso yasya Videhalbhih suralsarit|
kallola|kirmirita,
padyena svalkrtena tena kavina
$ri|Bhanuna yojita
vag|devilsruti|parijatalkusumal
spardhalkari mafjari. [138]

iti Maithili|$rotriya|kulaltilaka|maha|kavi|
Bhanudatta|viracita Rasamafijari sampiirna



DESCRIPTION OF THE NAYAKA

PoETs, TAKE PITY on me and deck your ears
with flowers from my Bouquet of Rasa,

for it is as sweet as such a bouquet can be
with the essence of its flowing nectar.*

His father was Ganéshvara,
brightest jewel in the crown of poetry,
his land, Vidéha country, where waves
of the holy river ripple.
With verse of his own making Shri Bhanu
the poet arranged this Bouquet
to rival the flower of the coral tree
at the ear of the Goddess of Language.
The end of the “Bouquet of Rasa” composed by

the great poet Bhanu-datta, forehead ornament
of the clan of learned brahmins of Mithila
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THE FIRST WAVE
DESCRIPTION OF THE STABLE EMOTIONS



1 AKSMIM ALOKYA lubhyan,
. harai +* ch o
nigamam upaharan,* chocayan yajfaljantan,

ksatram $on’|aksi pasyan,
samiti Daga|mukham
viksya rom’|Aficam afican,
hrtva haiyangavinam
cakitam apasaran, mleccha|raktair diglantan
sifican, dantena bhimim

tilam iva tulayan—patu vah pita|vasah. [1]

Bharatyah $astralkantaral$rantayah santilkarini

kriyate Bhanuna bhiri|rasa Rasatarangini. [2]

vani kamalini Bhanor
esa Rasatarangini;
hamsah krta|dhiyas tatra—

yuktam atra pratiyatam! [3]

giram, devi, taranginyam varaya kriralvaranan,

yad bhavisyati lokanam avilo vimalo* rasah. [4]

v.1 upaharan N : upahasan |

"Vishnu
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I I E LOOKED AT Lakshmi with longing, L1

retrieved the Vedas,
and grieved for the victims of sacrifice;
beheld the kshatriyas with his reddened eye,*
and spied
Rdvana in battle with delight;
stole fresh butter and ran in fear, bedaubed
the horizon with barbarians’ blood, and balanced
the earth like a sesame seed on his tusk—
may this God

of the yellow robel protect you!*

To refresh the Goddess of Language, weary
from wandering the jungle of rhetoric,

Bhanu has made this “River of Rasa”

such that it overflows with water ! rasa.

This “River of Rasa,” the language of sun-like
Bhanu, is a pond of daylight lotuses,
and subtle readers are the geese upon it—

keep the logic of this in mind!

O Goddess of Language, keep away
all wild elephants from this River
so the turbid water ! rasa may grow

crystal clear for everyone.
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RIVER OF RASA

hetoh purvalvrttitvalniyamad atah piirvam eva tasy’ dpa-
nyasah samucitah. rasasya hetavo bhav’|adayah. tena rase-
bhyah parvam bhav’|adayo nirapyante. ras’lanukalo vikaro
bhavah. vikara$ ¢’ Anyatha |bhavah. sa dvi|vidhah. anta-
rah, $§arira$ ca. antaro ’pi dvi|vidhah. sthayi bhavo, vya-
bhicari bhavas ¢ éd. $ariras tu sattvikah. yat tu mano |
vikiro bhavas, tatha ca dehalvikare sved’|adau bhava|pada|
prayogo gauna iti. tan na. tulyavad ubhayatra bhava|padal
prayogena vinigantum a | §akyatvat. laksan’ | 4nurodhena

laksy’|a|vyavasthiteh.

itara|bhavasy’ atma|bhavatv’|6panayakatve sati sajatiya|
vijatiya|bhav’|an|abhibhavyah prathamah. par’|in|abhibha-
vyo mano |vikaro va. sakala|pradhino mano|vikara iti va
sthayi bhavah. na ca vyabhicarini sattvika|bhave v” ativyap-
tih. tasy’ étaralbhivasy’ atma|bhavatv’|6panayakacv’|4|bha-
vat. caramalsamaya|paryantalsthayicvad asya sthayitva|vya-
padesah. sa ¢’ astadha. tatra Bharatah:
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Since the source of a thing must by definition precede
it, we are right to deal first with the sources of rasa. These
are the emotions and so on. Thus the emotions will be de-
scribed prior to the rasas. An emotion is a transformation
conducive to rasa. “Transformation” refers to a modifica-
tion and is of two sorts: internal and bodily. The internal
is also two-fold: stable and transitory. A bodily transforma-
tion is an involuntary physical reaction. We reject the ar-
gument that “emotion” refers exclusively to a mental trans-
formation and therefore the use of the term in reference to
bodily transformations such as sweating must be purely fig-
urative. Since the word “emotion” is found in use equally
in both cases, it is impossible to decide the matter one way
or the other, since after all one does not determine the na-
ture of things so they may accord with their definitions.*

The first, or stable, emotion is defined as one that is not
displaced by other emotions whether similar (that is, sta-
ble) or dissimilar (that is, transitory), insofar as it has the
capacity to subordinate other emotions to itself; or more
simply, as a mental transformation that is not displaced by
any other stable emotion; or better yet,* as a mental trans-
formation dominant over all others. The definition is not
so wide as to include either transitory emotions or physical
reactions, because neither has the capacity to subordinate
all other emotions to itself. This emotion is referred to as

“stable” since it remains stable up to the climax.* It is eight-

fold, as Bhdrata has declared:
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«ratir, hisas ca, $okas ca,
krodh’|6tsahau, bhayam tatha,
jugupsa, vismayas ¢ éti

sthayilbhavah prakirticah.»

tatr’ ésta|vastu|samiha|janita|mano|vikar’|akrtir a|pari-
purna ratih. sa kva cid dar$anena, kva cic chravanena, kva

cit smarenena. yatha:

caksur yasya krsivalo, nigaditam
piyusalpathodharo,
bhra|samjha paricarika samajani,
sphitalsmitam dohadam;
santapam, tarun’[Arkalkarkasa|rucim,
nihévasalvat|ahatim
kasmad eva sahisyate, sakhi, ca me

premal|drumah komalah? [s]
rio  komala|padad alptrnata.

kutithala|krta|vacana|vesa|vaisadrsyalkrto mano|vikarah
parimito hasah. vacanalbhedalvesalbhedalkrte bhaye krodhe
va ' Ativyaptih. tatra kutthalalkrtatv’|a|bhavat. yatha tata]

carananam:
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“Stable emotion comprises desire, humor, grief,

anger, energy, fear, revulsion, and wonder.”

Among these, desire is a mental transformation not fully
matured,* produced by longing for some wished-for ob-
ject. It can arise from seeing, hearing, or remembering. An

example:

It is planted by the eye and watered

by the ambrosial cloud of sweet words,
tended daily by eyebrows’ play,

and fertilized by bright smiles.

The tree of love is delicate, my friend,
how can it withstand

the harsh sunlight of worry, the buffeting
from the high winds of sighs?*

The word “delicate” indicates that the emotion is not

fully matured.*

Humor is an incomplete mental transformation pro-
duced by an incongruity of speech or dress that is meant
for amusement. The definition is not so wide as to include
fear or anger brought about by a peculiar type of speech or
dress, since the element of amusement is absent there. An

example from my honored father:*



RIVER OF RASA

agacchan nagar’|6pakantha|militair
avestito balakaih,
$uddh’lante paricarikabhir alciram
s|6llasam aveditah,
s'|laktitam salkutithalam Balilvadhi|
vrnde puro dapayaty
annam kim cid, udafcitalsmita|lavo

payat sa vo Vamanah. [6]
lava|padad a|parnata.

ista|vislesaljanito ratylan|alingito parimito mano|vikarah
$okah. na cesta|vi$lesaljanita|vipralambha|srngarasya karu-
na|rasatv’|apattih. tasya raty|alingitatvat. na ca ratih pritis,
taya vind $oko 'pi n’ dtpadyata, iti tatha ¢’ 4|sambhava
iti vacyam. istalsamiha|janita| mano |vikrte rater uktatvat.
Kumara | sambhave Ratyah Kadambaryam Mahasvetaya
Raghu | kivye ’jasya pralape karuna eva rasah. tatra tatra
badhal|niscayad ista|vastu|samihaya a|bhavat. yatra ca mrte
jivit’'|asa tatra $rngara eva rasah. badhalsandehasya grahyal
sandeha | paryavasitataya samihayam a|pratibandhakatvat.
tatha ca ytnor ekatarasmin mrte pralapah karuna|rasah.
jivitayor vislistayoh pralapah $rngarah. ata eva Rasa|ratna

dipikayam karunalras’|0daharanam:
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As he approached he was surrounded by lads
congregating near the town,

and before long he was being warmly welcomed
into the private quarters by servants,

and as the wives of Bali, amused and eager,

put a little food before him

he gave the bare hint of a smile—the Dwarf,
and may He ever protect you.*

The word “hint” indicates that the emotion is not fully
matured.

Grief is an incomplete mental transformation produced
by separation from a cherished object and emptied of all de-
sire. Nor would such a definition entail that the rasa called
the erotic frustrated, which is produced by separation from
a desired object, turns out to be the same as the sorrowful
rasa, since the former is alloyed with desire. Nor can one ar-
gue that “desire” really means “love” and that without love
grief cannot come into existence, so that it cannot be as it
has been described (unalloyed with desire). For we have de-
fined desire as a mental transformation produced by long-
ing for some wished-for object. In the case of Rati’s rav-
ing in “The Birth of Kumdra,” that of Mah4-shveta in the
“Princess Kaddmbari,” and that of Aja in “The Lineage of
Raghu,” the rasa can only be the sorrowful since in each of
these cases there is no longing for some wished-for object
because of the certitude that the object is no longer acces-
sible. Where the love object is actually dead and yet there
is still hope of life,* it remains the erotic rasa: since the un-
certainty that the object is no longer accessible can issue
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rvitalnatha, iivas?y 1
L5 «ayi, jivita|natha, jivas'®» ity
abhidhay’ otthitaya taya purah
dadrse purus’|akrti ksitau

harakop’|Analalbhasma kevalam. [7]

iti. nanu vipralambha|$rngarasya parv’|Anuraga|mana|
pravasalkarun’|itmakatvaj jivator api vipralambhasya karu-
na|rasatvam ayatam iti cet—satyam. tatra karuna|rasasy’
Angatvena bhasamanatvat tatra karun’|atmakatva|vyapade-

$ah. yatha:

viraha|jvarajmirchaya patantim,
nayanen’ 4éruljalena sicyamanam
samaveksya Ratim vinih$vasantim

karuna kudmalita babhiva Sambhoh. [8]

kudmalit” éty a|parip@irnata.
C paripurg

' Rati laments the incineration of her husband, Kama, by Shiva.

ii Shiva
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in the uncertainty that it may be recoverable, the former
presents no hindrance to the desire. In short, when one of
two young lovers is actually dead the lamentation consti-
tutes the sorrowful rasa; when both are alive but separated,
the lamentation constitutes the erotic rasa. Accordingly, the
follow example of the sorrowful rasa is given in the “Jewel

Lamp of Rasa™:*

“Ah lord of my life, are you alive?” she cried,
and rising, she saw before her

on the ground the ash of Hara’s anger

that had the shape of a man.i

One may object that even when both lovers are alive, the
erotic frustrated, consisting as it does of the sorrow of un-
requited love, or separation through jealous anger or travel,
approaches the sorrowful rasa. And that is true: we may ap-
ply the designation “sorrowful” to frustrated love because
the sorrowful rasa appears as one of its components. An

example:

As Rati fell in a faint, overcome
by the fever of loss, and sighed a deep sigh
and was sprinkled with teardrops from her eyes

Shambhui! looked at her, and his sorrow began

to bud.
“To bud” indicates that the emotion is not fully matured.

139

1.15



RIVER OF RASA

avajii” |adi| krtah pramoda|pratikilah parimito mano|
vikarah krodhah. pramoda|pratikila iti visesanad Dasa-
mukha|durvacan’|Avamanitasya Rimasya vira|rase n’ ati-

vyaptih. yatha Parasuramalvakyam:

1.20 n’ Ady’ arabhya karomi karmukallaa
vinyastalhast’'|Ambujah
kincit|patala|bhasi locanalyuge
tavan nimes’|6dayan,
yavat sayaka|koti|patita|ripul
ksma|pala|mauli|skhalan|
mallijmalya|patat|paraga|patalair

n’ amodini medini. [9]

kifcit|patalatvad apirnata.

$auryaldanalday”|aAnyatamalkrtah parimito mano|vikara
utsahah. viras tu yuddhavira|danavira|dayavira|bhedat tri-
dha. yuddhalvirasy’ 6tsaho yatha:
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Anger is an incomplete mental transformation produced
by an act of disrespect or something similar that one finds
disagreeable. The qualification “that one finds disagreeable”
prevents the definition from being so wide as to include the
heroic rasa, as in the case of Rama when shown disrespect
by the Ten-headed Révana.* An example is the following

speech of Pirashu-rama:

Having once commenced today, with my
lotus hands
fixed on the pliant stalk that is my bow,
I shall not allow a blink to rise
in either of my pale red eyes
until the heaps of pollen falling
from the jasmine wreaths dislodged from the crowns
of enemy kings cut down by my myriad arrows

have ceased to perfume the earth.

Here the phrase “pale red” indicates that the emotion is

not fully matured.

Energy is an incomplete mental transformation produced
by any one of the following: valor, munificence, or com-
passion. The heroic,* for its part, can be one of three types:
the heroic in war, in munificence, or in compassion. The
energy pertaining to the heroic in war is illustrated in the

following:
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«senim samghatayan, dyutim dvilgunayan,
cipam camatkarayan
netrasy’ Abhimukho bhavisyati jagad|
vidravano Ravanah.»
ity utsahalvicarajmadhalhrdayo*
devo Raghtinim patir
jyalvinyasa|vidhim vin” iva visikham
ban’|asane nyastavan. [10]
atra vicarad a|purnata.

125 danalvirasy 6tsaho yatha:

adars$aya $ag’lankajmandalam idam,
harmyaya Hem’|calam,
dipaya dyu|manim mahim iva katham
no bhiksave dattavan?
ditsa|pallavita|pramodalsalilal
vyakirnalnetr’|ambujo,
janimo, Bhrgu|nandanas tad akhilam
na prayaso drstavan. [11]

pallavitam na tu phalitam ity a|ptrnata.
daya|virasy’ 6tsaho yatha:

dustara|samsara|payodhilparal
prakaram alocayatam jananam
samutthito vaksasi Kaitabh|areh
krp”lankurah Kaustubhalkaitavena. [12]

i ii . . . [
Rama = After his destruction of the kshatriyas, Pérashu-rama gave

the earth to the sage Kdshyapa.
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“Forming his battalion, redoubling his majesty,
setting his bow to twanging, he is about

to come before my eyes at last,

Rdvana, ravisher of worlds!”—

with his mind thus frenzied in reflecting on how
to unleash his energy, the lord of the Raghus,i
the mighty king, placed his arrow

on his bow without even stringing it.

Here the word “reflecting” indicates that the emotion is
not fully matured.

The energy pertaining to the heroic in munificence is il-
lustrated in the following:

Why did he not give the mendicant

the moon for a mirror, the Him4laya for a house,
the sun for a lamp in just the way

he bestowed the earth itself? We know:

the desire to give had budded and produced

in Bhrigu’s son such joy that his eyes

were blinded by tears that made it almost
impossible to see any of this ar alL.ii

Here the word “budded”—rather than “Howered”—
indicates that the emotion is not fully matured.

The energy pertaining to the heroic in compassion is il-
lustrated in the following:

For the people seeking some way to reach

the far shore of the vast ocean of rebirth

a sprout of pity appears on the chest

of Vishnu in the guise of the Kdustubha jewel.*
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RIVER OF RASA

130 ankur’|dpanyasad a|purnata.

aparadha|vikrta|rava|vikrta|sattv’|adi|janito ’|paripurno

manolvikaro bhayam. yatha:

Tarksya|paksa|pavan’|opasevitam
viksya viksya Yadu|nandanam purah
bhita|bhita iva tatra Kaliyo

mandalmandam apasartum udyatah. [13]
iv’ dpanyasad a|purnata.

alhrdya|daréana|$ravanat|spar$analjanita* mano|vikrtir

a|paripiirna jugupsa. yatha:

135 $ardalal$avakalcatac|catalpatyamanal
sarangal$rigavati bhubhrti Rama|bhadrah
vasam cakara, na babhara tatha jugupsam:
duhkhesu duhkha|matir eva na duhkhitanam.
[14]

na tath” &t padad alparnata.

134 -Sravana-V : -smarana-] S
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FIRST WAVE

Here the mention of “sprout” indicates that the emotion

is not fully matured.

Fear is a mental transformation, not fully matured, pro-
duced by such things as a transgression* or a gruesome

sound or creature. For example:

The more he stared at the joy of the Yadus,
who stood before him, fanned by Garuda’s wings,
the more afraid Kéliya* seemed to become

and the more he sought to slink away.

Here the mention of “seemed” indicates that the emotion

is not fully matured.

Revulsion is a mental transformation, not fully matured,
produced by a disgusting sight, sound, or memory. For

example:

Good Rama made his dwelling on the mountain
where tiger cubs would munch with a crack

the horns of deer—and yet felt no great revulsion:
those in pain can feel no pain when new pains

come.*

From the phrase “no great” we understand that the emo-

tion is not fully matured.
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RIVER OF RASA

camatkara|dar$ana|smaranat|janito ’| pariptirno mano

vikaro vismayah. yatha:

yudhyantam Arjunam viksya
ke va deva na vismitah?
na mene bahu Govindo

drsta|Karna|parakramah. [15]
na mene bahv iti|padad a|parnata.

140  $rngar’ladau camatkaraldar$anad yatra manolvikaro ‘nga-
taya bhasate, tatra §rngara eva rasah. pradhanyena yatra

bhasate, tatr’ 4dbhuta eva rasah. angataya yatha:

vaisamyam $ruti|pankajat prakatayaty
ananda|niram drsoh;
svarn’|alankaranad vyanakti pulako
vaidharmyam angal$riyah;
tasya nipurapadmaraga|mahasah
pad’|aravindal$riyo
bhedam sifjitam eva vakti—kim atah

Silpam Vidher varnyatam? [16]

137 -darsanasmarana- | : -darsanasparsanasravana- S

ig . . . , , .
Arjuna and Karna are warriors in the “Maha-bhdrata;” Govinda is
Krishna.
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Wonder is a mental transformation, not fully matured,
produced by a marvelous sight or memory. For example:

What god was not lost in wonder watching Arjuna
fighe?

But Govinda had seen Karna’s' bravery and wasn’t
much impressed.*

From the phrase “wasnt much impressed” we understand
that the emotion is not fully matured.

When, in the case of the erotic or other rasa, the men-
tal transformation that results from seeing something won-
drous appears as a subordinate component, we have the
erotic (or other) rasa. Where it appears as the dominant
component, we have the amazing rasa. The following is an
example where it is subordinate:

The only thing that distinguishes her eyes
from the lotuses

at her ears is her tears of joy;

the only thing that differentiates the beauty
of her limbs

from her golden jewelry is her goosebumps;

and the only thing that separates the splendor
of her lotus feet

from the glow of her ruby anklet

is its jingle—if God ever crafted anything
finer than this

it must beggar description.*
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pradhinyena yatha:

148

vina sayam ko ’yam
samudayati saurabhya|subhagah,
kiraf|jyotsna|dharam,
adhidharani tara|parivrdhah,
dhanur dhatte smaram,
tirayati vihiram na tamasam,
niratankah* panke-
ruhalyugalam anke natayati. [17]

iti $ri|Bhanudatta|viracitiyam Rasataranginyam
sthayi|bhava|niripanam nima prathamas tarangah.



FIRST WAVE

The following is an example where it is dominant:

What kind of moon is this, arising though it’s
not yet night,

that’s fragrant and spreads moonlight on the earth,

that does nothing to dispel the darkness, and carries
the bow of Love

and has no spot and sets a pair of lotuses to dancing
nearby?*

The end of the Description of the Stable Emotions,
the First Wave of Bhanu-datta’s “River of Rasa.”
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THE SECOND WAVE
DESCRIPTION OF THE FACTORS



2.1 ATHA VIBHAVA NIRUPYANTE. vi§esena bhavayanty ut-
padayanti ye rasims te vibhavah. te ca dvi|vidha:
dlambana|vibhava uddipana|vibhavas ¢’ éti. yam alambya
rasa utpadyate sa alambana|vibhavah. yo rasam uddipayati

sa uddipanalvibhavah. alambanalvibhavo yatha:

pranasya pratimartih,
pratylatma punyallatikayah,
adhidaivatam nayanayor

sa mama ya ka ’pi, sa s” iva. [1]
$rngarasy’ dddipanalvibhavah. tatra Bharatah:

rtujmaly’|alankaraih
priyajana|gandharvalkavyalsevabhih
upavana|gamanalviharaih

$rigara|rasah samudbhavati.

25 candra|candan’ | adaya Ghaniyah. uddipana | vibhavasy’

6daharanam yatha:

sandhya|$on’|Ambaraljavanika
kaminoh prema natyam
nandi bhrimyad|bhramaralvirutam
marisah ko ’pi kalah
tara|pusp’|Afjalim iva kiran
siicayan puspalketor
nrty [arambham praviati sudha

didhitih satra|dharah. [2]
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THE FACTORS WILL now be described. The factors are
called vi-bhava in Sanskrit because to a high degree
(vi) they cause (bhdvayanti) or engender the rasas. They are
of two sorts, underlying factors and stimulant factors. An
underlying factor is the thing or person that underlies the
coming into being of rasa. A stimulant factor stimulates a
rasa. An example of an underlying factor is the following:

Exact copy of my life breath, the very image

of the flowering vine of my merit from past births,
the supreme deity for my eyes to worship—
whatever she may be, she is mine and she alone.

The stimulant factors of the erotic have been discussed
by Bhdrata:

“The time of year, garlands and ornaments, the
presence of close friends, listening to music or po-
etry, outings to parks—these co-produce the erotic
rasa.”

One can extrapolate from this to such things as the full
moon, sandalwood cream, etc. An example of a stimulant
factor is the following:

The passion of two lovers is a play:

the red garment of twilight is the curtain,
the buzz of flitting bees the invocation,
the right hour the supporting actor,

and entering, scattering stars—handfuls
of flowers—to signal the start of the dance
of the flower-bannered God of love

comes the moon, director of it all.
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atha hasya|rasasya vibhavah. tatra Bharatah:

«viparit'|Alankarair,
vikrt'|acar'|Abhidhanalvesais ca,
vikrtair artha|vi$esair

hasat iti rasah smrto hasyah.»
angalvaikrty’|adaya thaniya. yatha:

keytram ghargharayan,
bhramayan maulim, vivartayan bahum,
netr’ [Aficalam capalayan

natayati mayal$isus chayam. [3]
atha karunalrasasya vibhavah. tatra Bharatah:

«istaljanasya vinasac,
chapat, klesac ca, bandhanad, vyasanat—
etair arthalvidesaih

karun’|akhya|rasah samudbhavati.»
bandhul|vaiklavy’|adaya thaniyah. yatha:

tvam pasyato bhujaga|pasanibaddhaldeham
ady’ api me yad asavo na bahih prayinti—

netre nimilayasi, pasyasi n’ 4iva tavad

asyam madiyam iti, Laksmana, yuktam eva.

i Baby Krishna ii Rama speaks.
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SECOND WAVE

The factors* of the comic rasa have been discussed by

Bhdrata:

“Ornaments askew, grotesque behavior or speech
or costume: such grotesque things* provoke laugh-

ter—this is the comic rasa.”

One can extrapolate from this to such things as grotesque

movements of the body, etc. An example:

Making his bracelet sound and shaking his head
and waving his arms
and rolling his eyes about, the magic child! made

his shadow dance.

The stimulant factors of the sorrowful rasa have been dis-

cussed by Bhdrata:

“The loss of one’s beloved, a curse, hardship, jail,
misfortune are the specific things that co-produce

the sorrowful rasa.”

One can extrapolate from this to such things as the dis-

comfiture of one’s kin, etc. An example:!!

To see you caught in the coils of this snake*
and not to have the breath of life yet leave me—
it’s good your eyes are closed, Likshmana,

SO you cannot see my mouth.



RIVER OF RASA

215 atha raudrasya vibhavah. tatra Bharatah:

«ayudhalkhadg’[abhibhavad,
vaikrta|bhedad vidaranac ¢ aiva,
sangramalsambhav’[arthad—

ebhyah safjayate raudrah.»
vairi|dar$ana|nirbhartsan’|adaya thaniyah. yatha:

tanvanti timira|dyutim, krtavati
pratyarthi|cakra|vyatham,
esd, Bhargava, tavaki vijayate
nistrim$aldhara nisa
yuddhalkruddhalvipaksa|paksalvidalan|
matt’|ébhalkumbhalsthali]
bhrasyan|mauktikalkaitavena paritas

tar’|avalim varsati. [s]
atha vira|rasasya vibhavah. tatra Bharatah:

2.20 «utsah’|adhyavasayad,
avisaditvad, alvismay|amohat, T
vividhad arthalvidesad

vira|raso nima sambhavati.»

220 avismayamohar NS : avismayan mohat |

i
Pdrashu-rama

156



SECOND WAVE

The factors of the furious rasa have been discussed by 2.15

Bhdrata:

“From attack by arms, swords, and the like; from
hideous injuries or wounds; from any untoward

event of war—from such arises the furious rasa.”

One can extrapolate from this to such things as the sight

of an enemy, his insults, etc. An example:

It spreads a gleaming darkness,* and fills
with dread those chakra birds,* your foes,
and, in the guise of pearls scattered

about from the splitting forehead lobes*

of rutting elephants in the ranks

of enemies furious in battle,

the night that is your victorious sword blade,

O Bhdrgava,! rains down a crowd of stars.

The factors of the heroic rasa have been discussed by

Bhérata:

“From intentness on unleashing one’s energy with-  2.20
out despondency, pride, or confusion—from vari-

ous events of this sort arises the heroic rasa.”*
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vinaya|bal’|adaya Ghaniyah. yuddhalviralvibhavot yatha:

«Lank”[adhipah samyati $ankaniyo
Jambk’|4ri|dambh’|Apahalbahulviryah.»
ity alapantam Hanumantam esa

Ramah smitair uttarayam cakara. [6]
danalvirasya vibhavo yatha:

vapusa vinayam vahanti ke cid,
vacasa ke 'pi caranti caru|caryam,
atithau samupagate saparyam

pulakaih pallavayanti ke "pi santah. [7]
225 daya|virasya vibhavo yatha:

katham aviralaljagrad|
bhakti|bhajo nisayam
tamasi durfavagihe
pranino viksaniyah—
iti kimu samudafcad|
dipallekh”|abhiramal|
dyutim urasi Murarih
Kaustubham sambabhara. [8]

221 yuddhaviravibhavo S : om |

i Ravana ii Indra (literally “foe of [the demon] Jambha”) is king of the
iii .
gods " Vishnu

158



SECOND WAVE

One can extrapolate from this to such things as restraint,

strength, etc. An example of the factor of the heroic in war:

“Lankas lord! is formidable in battle,
strong enough to dispel Indra’s" pretensions.”
As Hdnuman gave his anxious report,

the only reply Rama gave was a smile.
An example of the factor of the heroic in munificence:

Some good men humbly bend their bodies,
others give welcome with words,
still others show hospitality by shivers

of delight when a guest arrives.
An example of the factor of the heroic in compassion:

Wondering how he might behold

his worshippers—whose devotion to him
was ever wakeful—during the nighttime
when the darkness is so dense,

Muririfi placed upon his chest

the Kdustubha jewel that glowed

like a row of luminous lamps.
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RIVER OF RASA

nanu sva | nistha utsihah, katham uddipana | vibhavo
bhavat’ iti cet—satyam. uddipana|vibhavo jidyamana eva
gamakah. sa ca sva|nisthah para|nistho v’ &t na visesah.
anubhavas tu sva|nistha eva gamakah. tasy’ Anumapakatve-

na paksalvrttitv’|adijniyamad iti.

nanu daya|virah katham karuna eva n’ Antarbhavati? nir-
upadhi|para|duhkha|prahan’|éccha daya, sa ca karunaya
vina na sambhavat’ iti cen—na, karunasya sthayi|bhavah
$oko, dayalvirasya sthayilbhava utsaha, iti sthayi|bhava|bhe-
dena bhedat. nanu daya|vire karunalrasatvalpratiteh ka gatir
iti cet—satyam, karunaya vina daya|virasy’ an|anubhavad,

iti tatra karundya anubhavakatvad iti.

atha bhayanakasya vibhavah. tatra Bharatah:

«vikrta|rava|sattvaldarsana|
sangram’|Aranyal$inyalgrhalgamanat,
guru|nrpayor aparadhat
krtaka$ ca bhayanako jieyah.»
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One might legitimately ask how, when the stable feel-
ing of energy is located in Vishnu, the jewel that he him-
self wears can be a stimulant factor. The answer is that a
stimulant factor is communicative merely upon becoming
known; whether it is located in one person or another is
immaterial. A physical reaction, on the other hand, is com-
municative only if it is located in oneself: since it prompts
an inference, it must of necessity exist in the locus where
the object of inference (the stable emotion) itself is located.

Another question: Why is the heroic in compassion rasa
not included in the sorrowful rasa? For compassion is the
desire to unconditionally alleviate the pain of others, and
without a sense of sorrow such a desire cannot even exist.
The answer is that the stable emotion of the sorrowful rasa
is grief, whereas that of the heroic in compassion is energy,
and since the two stable emotions are different, their asso-
ciated rasas must be different. It would, however, be legiti-
mate to rejoin that this is no solution, since we actually per-
ceive in the heroic in compassion the fact of its being the
sorrowful rasa. And accordingly, since we do not experience
the heroic in compassion without the sorrowful rasa, that
rasa can be said to enable our experience of it.

The factors of the fearful rasa have been discussed by
Bhdrata:

“From a ferocious roar or seeing ferocious creatures
or going to a battlefield, a jungle, or an empty house
arises the fearful rasa; a transgression against a guru
or a king produces fear of a secondary sort.”*
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ghatika | bandhu | bandhana

$ravana | $magana | darsan’ |

ddaya Ghaniyah. yatha:

udyat|kanti|kathoralkesara|dalat|
pathodharalpraskhalad]
vidyud|didhitilkaficanikrtaljagan|
nih$esalbhimidharah,
sphirjat|kantha|ninada|bhinnalvasudhal
marga|pravistaldvijal
praudh’|agir|vacana|praharsita|Balir

vyaloki mayalharih. [9]
atha bibhatsasya vibhavah. tatra Bharatah:

«an|abhimata|daréanena ca,
gandhalrasa|sparsa|$abdaldosais ca,
udvejanais ca bahubhir

bibhatsa|rasah samudbhavati.»

235 a|hrdya|vastinam $ravana | smaran’ | adaya thaniyah.

yatha:

iThe underworld ii The Man-Lion avatar of Vishnu
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One can extrapolate from this to such things as the report
of the arrest of a relative by a night watchman,* the sight of

cremation grounds, etc. An example:

Gilding all the mountains of the world

with streaks of lightning falling from the clouds
rent by the coruscating and rough

strands of hair of his lion’s mane

and making Bali’s realm! shudder

at the fervent prayers uttered by the brahmins
entering by the paths of the earth that split

at his deafening roar, there appeared

the magic Lion.*li

The factors of the disgusting rasa have been discussed by

Bhdrata:

“The sight of something displeasing, foul smells
or tastes, touches or sounds—the many sources of
revulsion such as these co-produce the disgusting

»
rasa.

One can extrapolate from this to such things as hearing 2.35

about or remembering unpleasant things. An example:
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yodhinam adharair asokalkusumair,
netraih sitair ambujair,
dantaih kundaldalaih, karaih sarasijaih
sampadya puspa/sriyam,
jhillim karnalyuge vidhaya, karinam
rake’|avasike'[angakaih
pretainam batubhih purah Purabhido

nrtyam samarabhyate. [10]
ath’ Adbhutalrasasya vibhavah. tatra Bharatah:

«yat tv atiSay’|arthalyuktam
vakyam §ilpam ca karmalriipam ca,
tat|sambaddhair arthai

raso 'dbhuto nima sambhavati.»
may”|éndraljal’|adayat thaniyah. yatha:

2.40 uddam’|6ddamalmadyat|
pratibhata|dalan’|6dagraljagrat|prabhavah
so 'yam devo mude vo

A

a

bhavatu Naraharis tarit’|4|$esa|visvah,
yasya praudha|pratap’|6d-
bhatalvikatalsatilkotibhih patitanam
antrany ambho|dharanam

bahir iva niragur vidyutam kaitavena. [11]

239 jalidaya G : jalarthalabhidaya ] S

i . . .
Dances begin with an offering of flowers.
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In front of Indra the dance of the dead begins

as the corpses of young soldiers strew lovely flowers'—
the red ashdkas are their bleeding lips,

the lotuses the whites of their rolled-back eyes,

the jasmine petals their teeth, the crimson lilies

their bloody hands, while crickets on their ears

are their sounding earrings, and the gore

of slain elephants the lacquer on their feet.*

The factors of the amazing rasa have been discussed by

Bhdrata:

“Hyperbolic speech or special effects or an extraor-
dinary act*—events associated with such things pro-

duce the amazing rasa.”

One can extrapolate from this to such things as magic,

legerdemain, etc. An example:

May the god bring you joy, the Man-Lion 2.40
who rescued all the world, whose supreme

power was fully awakened when tearing to pieces

his wildly raving enemies

and whose terrible sharp-tipped mane, awesome

in its mighty power, rent the clouds

so much that their innards spilled across

the sky in the guise of lightning.
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indraljalo yatha:
vyomni pranganalsimni sandhyalkiranam
vistarya cel’|Aficalam,
dhvantaih kirmanalpamsubhis triljagatam
netrani sammohayan,
taralsauktika|maukrikani vihagal
$reni|ravalcchadmana
jinjikrtya bahih karoti vadanat
Pancasugo mayikah. [12]
iti $ri|Bhanudattalviracitdyim Rasataranginyim
vibhava|niripanam nima dvitiyas tarangah.
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An example of legerdemain:

In the courtyard that is the sky

the magician that is Love

spread out his cape, the twilight glow,

and bedazzled the eyes of all the world

with his magic dust, the darkness,

and in the guise of birdcalls he cried
“Abracadabra!” and from his mouth produced
the oyster pearls that are the stars.

The end of the Description of the Factors,
the Second Wave of Bhanu-datta’s “River of Rasa.”
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THE THIRD WAVE
DESCRIPTION OF THE PHYSICAL REACTIONS



3.1 ﬁ TH ANUBHAVA nirlipyante. ye rasin anubhavayanty—
anubhava | gocaratam nayanti—te 'nubhavah kat |
aks’ | adayah. karanatven’ 4nubhavakata. karanatvam ca

phal’layogalvyavacchedenat* sambandhitvam.

nanu rase katham anubhavak’|ipeks” éti cet—satyam,
sthayl bhavah parno rasas, tasya ¢ Antaratvdj jhdapakena

vina katham jAanam, ity anubhavakasy’ apeksaniyatvat.

nanu kat’|aks’|adayah katham uddipanalvibhava na bha-
vanti? drste kat’ |4ks’|adau kaminor* mano |vikarah pari-
purno bhavati. anubhaval|siddhatven’ 4pahnotum a|sakya-

tvat. kim ca pracinalsammatir api.

isad|vakrita|paksmalpanktibhir, an|a-
kiitalsmitair viksitair*
etair eva tav’ Adya, sundari, kara
krode jagad vartate.
antah|pamsulalhemalketakaldala]
droni|durapalsriyo
dor|milasya vibhavanad ihat punah,

kriire, kim akanksasi?* [1]

3.1 phaliyogavyavacchedena S : phalayogivyavacchedena] 3.4 vibhiva-
nad iha V' ] : vibhavanadisu S
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N EXT, THE PHYSICAL reactions will be described. Things
that show a rasa being “reacted to”—in other words,
that make a rasa an object of reaction—are called “reac-
tions.” These include sidelong glances, etc. Their being re-
actions derives from the fact that they are instruments, an
instrument being something directly connected with an
effect.

One might well ask why there should be any need for
something that shows a rasa being reacted to. True enough,
a rasa has been defined as a fully matured stable emotion,
but since it is an internal phenomenon we cannot have
knowledge of it without something else to make it known,
hence the necessity of a physical reaction.

But one might also ask why sidelong glances and the like
are not reckoned as stimulant factors, since when a sidelong
glance is seen, a mental transformation in the two lovers
becomes fully matured—this is proven by experience and
so cannot be denied. Moreover, there is a consensus of the
ancients on this point, as poems like the following show:

Your eyes with half-closed lashes, your aimless
smiles and idle glances

are enough to bring the whole world

into the palm of your hand.

So what can you be seeking here,

cruel lady, by revealing

a sight rarer than Aéraka’s golden
stamen—ryour underarm?*
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3.5 ity|adaya iti cet—satyam. kat’|aks’|adinim karanatven’
Anubhavakatvam, visayatven’ 6ddipanalvibhavatvam. tatha
¢ atmanif ras’|Anubhavakatvena nayakamt prati kat’|aks’|

adayo 'nubhavah. te ca drsti|gocarilbhatah kiminor mano|

vikaram karayanto visayatven’ 6ddipanalvibhava iti.

te ¢ Anubhavaht kayika|manas’|aharyal|sattvika|bhedac
caturdha. kayika bhuj’|aksep’|adayah. manasih pramod’|
adayah. natyet Caturbhujatvaljnan’ladaya aharyah. satevika

rom’|AAc’ [adayah.

atha $§rngarasy’ Anubhavah. tatra Bharatah:

«ayanalvadana|prasadaih,
smitajmadhuralvacah|pramodais ca,
vividhair angalvikarais

tasy’ abhinayah prayoktavyah.»*

kat’|aksabhuj’|aksep’|adaya thaniyah. yatha:

3.5 dtmani S : nayakdatmani ] 3.5 ndayakam N : nayikam | S 36 te

canubhavah S : sa canubbivap] 3.6 natye ] N : nagya-S
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THIRD WAVE

This is all true, but insofar as sidelong glances and the
like are factors they can be classified as things that show rasa
being reacted to; insofar as they are objects of perception
they can be classified as stimulants. Accordingly, sidelong
glances directed toward the ndyaka are reactions insofar as
they are a cause for showing the rasa being reacted to in
herself.* When these glances themselves come under obser-
vation they bring about a mental transformation in the two

lovers and hence, being objects, act as stimulant factors.

Physical reactions are of four kinds: voluntary, men-
tal, costume-related, and involuntary. “Voluntary” refers to
shaking the arms and so on; “mental” to joyfulness and so
on; “costume-related” occurs in drama and consists in the
representation of the Four-armed Vishnu and the like; “in-

voluntary” refers to goose bumps, etc.

With regard to the physical reactions of the erotic rasa,

Bhdrata says:

“It is to be represented by displaying clear eyes and
a bright face, smiles, gentle words, joyfulness, and

various movements of the limbs.”

One can extrapolate from this to such things as sidelong

glances, shaking the arms, etc. An example:
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3.10 muktalharah stanalkalasayoh,
karnayoh karnikaram,
maulau mala paribhavalbhayad
eva dire nyavari.
drste ’bhiste samajani punah
sulbhruvo bhasanaya
pratar|vat|6ttaralalkamalal

droha|daksah kat’|aksah. [2]
atha hasyasy’ Anubhavah. tatra Bharatah:
«vikrt’|akarair vakyair
angalvikarai$ ca vikrtalvesai$ cat
hasyam janayed yasmat
tasmaj jieyo raso hasyah.»

asy 4dhara|vicaranat|dasanaldar$ana|nasikapolalspanda|
drstilvyakosalkuncan'f|adaya thaniyah. yatha:

patrilkrtya kapolajmandalam idam,
piytsalbhanoh kalam
vartilkrtya, phani|manim phani|pateh
sampadya tasyam $ikham,
siyam dipalvidhim vitanvati $isau
mandam hasantya taya
kim cit kim cid apanga|bhangalkutila
drstih samaropita. [3]

3.12 ca vikrtavesais ca NS : vikrtavisesais ] : vikrtavesais ca S
3.13 -vicarana- V : -vivarana-] S 3.13 -vyakosakusicana- | : -vyikusi-

cana- S
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A pearl necklace upon jug-like breasts,

a flower behind the ear,

a wreath in the hair—all were avoided

since all would pale in comparison.*

But at the sight of her lover something new
appeared on its own to adorn her:

a sidelong glance that could shame a lotus petal
trembling in the morning breeze.

With regard to the physical reactions of the comic rasa,

Bhdrata says:

“Since by means of distorted speech, disfigured
limbs, or disordered clothes one can provoke hu-

mor, the rasa is known as the comic.”

One can extrapolate from this to such things as making
the lips quiver, baring the teeth when laughing, flaring the
nostrils or puffing out the cheeks, bugging out or squinting

the eyes, etc. An example:

Turning the skull into an bowl,
the crescent moon into a wick,
and the jewel upon the hood

of the serpent into a flame,

her child tried to make a lamp

in the evening, and his mother
gently laughed and cast a glance
at him, just wrinkled at the edge.*

175

3.10



3.15

RIVER OF RASA
atha karun’|Anubhavah. tatra Bharatah:

«nih$vasitena ca ruditair?
mol’|agamanalparidevanais ¢’ divaf
abhineyah karuna|raso

deh’|aghac’|adibhis ¢ diva.»
mukhal$osanat|pralapalvaivarny’|adaya thaniyah. yatha:

tate nirgacchati* Ganapatau
nakam, ady’ 4pi tasya
vacam devyas tyajati $ithilam
kankanam n’ diva dosnoh,
ady’ apy ardri|bhavati kucayor
n’ Aivat patiralpanko,
netre niryat|payasi na punah

kajjalam sthairyam eti. [4]
atha raudrasy’ anubhavah. tatra Bharatah:

«nana|praharanalsamkula]
$irasah kampaih, kar’|agra|nispesaih,*
ghorair arthalvisesais

tasy’ abhinayah prayoktavyah.»

bhrulkuti|dant’|Austha|pidan’ladaya Ghaniyah. yatha:

3.16 nifh[svasitena ca ruditair ] VN B : nibsvasitasvasanaruditair S
3.16 mohagamanaparidevanais caiva S : mohaib pralipaparidevanapra-

lapaih] 37 -Sosapa-] : <Sosa-S 3.8 naiva]: napi S
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With regard to the physical reactions of the pitiful rasa,
Bhdrata says:

“The pitiful rasa is to be represented by means of
sighs, weeping, fainting, lamentation, beating the

breast, etc.”

One can extrapolate from this to such things as a sad face,

raving, pallor, etc. An example:

From the day my father, Gana-pati,

went to heaven the bangles

on the wrists of the goddess of language

have been slipping off,

the saffron cream on her breasts has not
stayed moist,*

and the dark rich lampblack

on her eyes—with the tears streaming out—

has not ceased to run.

With regard to the physical reactions of the furious rasa,
Bhdrata says:

“By shaking the head ringing from multiple blows,
by pounding the fist*—by dreadful things such as

these should one represent the furious rasa.”

One can extrapolate from this to such things as knit-
ting the brow, gnashing the teeth, biting the lips, etc. An

example:
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ye ye Bhimena baddha|
bhrulkuti|ghanalravam danta|nispidit’|6stham
viksipta vyomni Vindhy’|a-
calalcatula|camatkara|bhajah kar’[indrah,
tesim esa kapoladt
iva* bhayalvidhutatt ka cid uddiya lagna
bimbe piytsalbhanor

madhukara|patali lafchanasya cchalena. [5]
atha vira|ras’|Anubhavah. tatra Bharatah:

«$auryair, viryair, dhairyair,
utsaha|parakramalprabhavais ca,
vakyair aksepalkrtair

viralrasah samyag abhineyah.»

vijaya | bal’ | adaya thaniyah. nanv atindriyasya rasasya
jhapakah $arira|dharma bhavicum arhanti. ta eva caf sar-
vatr’ 6keah. tatha ca dhairy’ | 6tsahau na arira | dharmav
iti cet—satyam. dhairya|padena cancaly’|4|bhava, utsiha|
padena ¢ 4éru|pulak’|adayo vivaksitah. yad v’ 4nubhavas
catur|vidhah. tatra manaso ’py anubhava uktah. tasya ca
jianam ev’ 4nubhavakam.t tac ca manasam aindriyakam ¢’
éti na visesah.

322 kapolid S : kapalid ] 3.2 -vidhutit VB : -vidhuta J S ca] :
omS$S 325 ca]: omS 325 tasya ca jainam evinubhivakam ] V :
sa ca jidayamana eva gamakah S

{ One of the heroes of the epic “Maha-bhdrata”
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Knitting his brow and roaring an awful

roar and biting his lip, Bhima' hurled

the war elephants into the sky

like so many Vindhya peaks,

and from their cheeks as if shaking in fear

a swarm of bees flew into the sky

and attached themselves to the disk

of the moon in the guise of its jet-black streak.

With regard to the physical reactions of the heroic rasa,
Bhdrata says:

“By boldness, heroism, steadfastness, energy, au-
dacity, and magnificence, and by statements laden
with double meanings,* is the heroic rasa properly
represented.”

One can extrapolate from this to such things as trium- 3.25
phalism, force,* etc. One might well object that the reac-
tions have to be physical properties—and they have been
so described elsewhere—if they are to give us some sense of
rasa, which is itself imperceptible, but steadfastness and en-
ergy are not such properties. True enough, but by the word
“steadfast” was meant the absence of physical movement,
and by “energy,” things like tears and horripilation. Or we
could reply that the physical reactions are of four sorts, and
mental reactions have been included among them. Aware-
ness of that mental reaction is what makes clear the partic-
ular rasa being reacted to. It makes no difference whether
that awareness is mental or perceptible.*
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yuddhalvirasy’ 4nubhavo yatha:

«agre Viasavajit samagralsamaral
vyapara|diksa|guruh.
parsve tasya vipaksa|paksaldamana|
krida|dhano Ravanah.»
ittham jalpati sarvatah parijane
sandhya|smrtim kurvatah
$rilRamasya na kumbhakasya pavane

ksunnah sa ko ’pi kramah. [6]
dayal|virasy’ 4nubhavo yatha:

dhvanta|stomaldhare, jagad|vyayakare
patho|dhare varsati,
krodhalvyakulalvatsalgo|kula|daya]
din’|éksanah Kesavah
hasta|nyasta|mahidharalcyuti|bhiya
n’ aiv’ anguli|pallavair
venum srastam urikaroti, na tanoh

srastam haraty am$ukam. [7]

iMf:ghzrnada, the son of Révana 1 Késhava (Krishna) protected the

calves by holding over them a mountain like an umbrella.
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An example of the physical reactions of the heroic in war:

“Before him stands Vdsavajit,! high priest

in all the rituals of war.

At his side Rdvana, master sportsman

in defeating the enemy ranks.”

With his companions fretting at this thought
glorious Rama continued

with twilight worship and did not miss a step

in his yoga breathing.

An example of the physical reactions of the heroic in

compassion:

As stormclouds, casting pitch darkness, terrifying

the world, began to burst,

Késhava looked with compassion at the herds

of cows and calves scared in his embrace,

and from fear of dropping the mountain he held
in his handsft

he would not pick up the flute

that he had let slip, nor pull up the garment

slipping off his body.
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330 danalvirasy’ Anubhavo yatha:
audasyam na vidhehi, gaccha na grhat
samviksya mrd|bhajanam.
yace kin tu bhavantam etad a|khilam,
Kautsa, ksanam ksamyatam.
dasa$ ced aham, asmi ced, vasumati
sarv” diva samgrhyatam.
svarnam ced guru|daksina, Dhanapater
aniya sampadyate. [8]
atha bhayanakasy’ 4nubhavah. tatra Bharatah:

«karalcarana|netra|mastaka|
sarv’[anganam prakampanais ¢ diva,
$usk’|austhaltalu|kanthair
bhayanako nityam abhineyah.»
rom’|Aficalvadana|vaivarnya|svara|bhed’|adaya Ghaniyah.
yatha:
3.35 nyastalsrasta|trn’|Avalidhalvadana|
vyakirna|phen’|6ccayam,
kaku|vyakula|ghora|gharghara|ravam,
spharibhaval|locanam,
kampalpraskhalad|anghri, vamana|tanu,}
$vas'|ormilnunn’[Adharam,
vistirne bhujagasya vaktralkuhare
Krsnasya gavah sthitah. [9]

335 vamanatanu S : vamanatanuh |

inng Raghu speaks to his priest at the conclusion of a sacrifice where
he gave away all his wealth. "'The god Kubéra " Krishna and his
cowherds entered the mouth of the demon Agha, mistaking it for a cave.
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An example of the physical reactions of the heroic in 3.30

munificence:!

Please do not, seeing this earthen bowl of mine,
leave my house in despair.

All that I would ask of you, Kautsa,

is to pause a moment.

If I am your slave, and still alive,

take the whole world for your own.

If gold is your teacher’s gift, I'll get it

from the Lord of Wealthil himself.

With regard to the physical reactions of the fearful rasa,
Bhdrata says:

“By the quivering of the hands, feet, eyes, head, and
all the limbs, by parched lips, palate, and throat is

the fearful rasa always to be represented.”

One can extrapolate from this to such things as horripi-
lation, pallor, a breaking voice, etc. An example:

Mouths smeared with foam and mouthfuls of grass ;.35
falling in a heap;
with an awful bellowing pierced with a screech,
and eyes bulging wide,
and bodies shrinking, quivering on tripping feet,
lips pounded by waves of sighs,
they stood in the vast gaping cave of the
serpent’s maw,

those cows belonging to Krishna.iii
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atha bibhats’|Anubhavah. tatra Bharatah:

«anana|netralvighirnanallocanalnasalpidhanais ca,
avyakta|padalpatanair bibhatsah samyag abhineyah.»

sarv’[angalsamhara|nisthivan’|adaya Ghaniyah. yatha:

kapata|Harer* mukhalkuhare

vikrte samviksya dinakaram Laksmih
hata|daitya|palalalkavala|

bhrintya mukham amsukaih pidadhe. [10]

3.40  ath’ Adbhuta|ras’|Anubhavah. tatra Bharatah:

«spar$at|grahan’|6llasair,*
halha|karai$ ca, sadhu|vadai$ ca,

vepathu|gadgadalvacanaih,
svara|bhedair abhinayas tasya.»

nirnimesa|preksanalrom’|Afic’|adaya thaniyah. yatha:
Pandavam viksya dor|danda]
khandit|aratilmandalam,
ady’ api nakinam netre
nimesa n’ aiva jagrati. [11]
iti $ri|Bhanudattalviracitdyim Rasataranginyim
anubhivalniriipanam nama treiyas tarangah.

s.41 sparsa- S : karasparsa-]

iHari (Vishnu) in“the form of the Man-Lion devoured the demon

Hirdnya-kdshipu "' Arjuna
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With regard to the physical reactions of the disgusting
rasa, Bhdrata says:

“By eyes rolling in one’s head, by covering the eyes
or nose, and by indistinct footfalls* is the disgusting
rasa propetly represented.”

One can extrapolate from this to such things as physically
recoiling, spitting, etc. An example:
Lakshmi thought she saw the sun in the mouth,
the gruesome mouth, of Hari in disguise,
confusing it with gobs of the dead demon’s flesh,
and had to cover her face with her garment.!

With regard to the physical reactions of the amazing rasa,
Bhdrata says:
“By an eager touching or grasping, with cries of ‘Oh
my! or ‘Bravo!’ by quivering or stammering or a
breaking voice is it to be represented.”
One can extrapolate from this to such things as unblink-
ing staring, horripilation, etc. An example:

Once having seen the Pindava'! destroy
the enemy ranks with his punishing arm,
the eyes of those who live in heaven

stay even today unblinkingly awake.*

The end of the Description of the Physical Reactions,
the Third Wave of Bhanu-datta’s “River of Rasa.”
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THE FOURTH WAVE
DESCRIPTION OF THE INVOLUNTARY
PHYSICAL REACTIONS



4.1

ATHA SATTVIKA|BHAVA nirtipyante. tatra Bharatah:

«stambhah, svedo, ’tha rom’|Ancah,
svarabhedo, ’tha vepathuh,
vaivarnyam, asru, pralaya

ity astau sattvika matah.»

nanv asya sattvikatvam katham, vyabhicaritvam na
kutah, sakala|rasa|sadharanyad iti cet. atra ke cit: sattvam
nama para|gatalduhkhalbhavanayam atyant [anukalatvam.
tena sattvena dhreah satevika iti vyabhicaritvam an|adrtya
sattvika|vyapadesa iti. tan na, nirveda|smrti|dhrtinam api
sattvikatva | vyapades’| apatteh. na ca para|gata | duhkha |
bhavaniyam astav evat samutpadyanta ity anukila|$abd’|
arthah. ata eva sattvikatvam apy esam iti vacyam. nirved’|
ader api para|duhkha|bhavanayam utpatter iti. atr’ édam
pratibhati sattva|$abdasya prani|vacakatvat. atra sattvam
jivac | chariram, tasya dharmah sactvikah. tatha ca $arira
bhavah stambh’|adayah sattvika bhava ity abhidhiyante.
sthayino vyabhicarina$ ca bhava antarataya te $arira|dharma

iti.

4.3 evaV :ete] S
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NEXT, THE INVOLUNTARY physical reactions will be de- 4.1
scribed. With reference to them, Bhdrata says:

“Paralysis, sweating, horripilation, a breaking voice,
trembling, pallor, weeping, and absorption are held

to be the eight involuntary reactions.”

It could be asked why these are reckoned as involuntary
reactions (sdttvika) rather than transitory feelings, given
that they are likewise common to all the rasas. Some have
answered that the word saztva refers to a feeling of deep
sympathy for the experience of sorrow on the part of others,
and this produces the involuntary physical reactions; that
is why the designation sdztvika is used for them without re-
gard to their transitory character. But that answer cannot
be correct, since the designation sdttvika would then have
to be applied to such transitory feelings as despair, remem-
brance, and fortitude.* Nor does the meaning of the word
“sympathy” refer to the fact that only the eight reactions
arise in response to the experience of sorrow on the part of
others, since despair and so on also arise in response to an-
other’s sorrow. What seems to be at issue here is this: The
word sattva refers to a living being, sastva in this context
being the enlivened body. The properties of a sattva, or be-
ing, are called sdrtvika, and accordingly bodily reactions are
called sdttvika reactions. Because the stable emotions and

the transitory feelings are internal they are not properties of

the body.
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$arira | dharmatve sati gati | nirodhah stambhah. na ca
nidr”|Apasmar’|adav ativyaptih, ariraldharmalpadena tesim
vyavartanat. pralaya|bhave tu cestd|nirodho na tu gati|
nirodhah. tasya vibhava harsa|raga|bhaya|duhkha|visada|
vismayalkrodhah. yatha:

45 «$roni pinatara, tanuh kréatara,
bhami|dharat pivara
vaksojasya tati. katham nijalkuti,
matar, maya gamyate?»
ity udbhavya, kadambalkufja|nikate
nirvi§ya mandalsmitam
Govindam samudiksya paksmalaldréa

stambhas tiro|dhiyate. [1]

vapusi salil’|6dgamah svedah. asya vibhava manas|tapa]
harsa(lajja|krodha|bhaya|srama|pida|ghata|march”|adayah.
yatha:

kante, tava kuca|prante rajante svedalbindavah

hrsyata Madanen’ éva krtah kusumalvrstayah. [2]

iA term of affection here, addressed to her girlfriend i Krishna
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Paralysis, being a property of the body, is the obstruc-
tion of ambulatory movement. This definition is not so
wide as to include transitory feelings such as sleep or posses-
sion, since those are excluded by the words “property of the
body.”* Paralysis is distinguished from absorption, where
all motion is obstructed. Its factors are joy, passion, fear,

sorrow, depression, wonder, and anger. An example:

“My hips are so wide, and my waist so thin,
and heavier than a mountain
are my breasts. How then, dear mother,!
am [ supposed
to go back to my own hut?”
So the lovely woman confessed, but when Govindall
entered the kaddmba grove
slyly smiling, she looked up and saw him—

and at once her paralysis vanished.

Sweating is the arising of perspiration on the body. Its
factors are remorse, joy, shame, anger, fear, fatigue, pain,

distress, fainting, etc. An example:

My beloved, drops of sweat
are glistening on your breasts

like a rain of flowers showered down

by the joyful God of love.
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RIVER OF RASA

vikara | samuttha | rom’ | 6tthanam rom’ | 4ficah. asya

vibhavah ¢ic'|alinganalharsa|bhayalkrodhah. yatha:

bakula|mukulalkosa|rosa|niryan|
madhukara|kijita|bhaji kufjalbhimau
pulakayati kapola|pali|mali
smita|subhagah katham adya Nanda|sanuh? [3]

gadgadatva | prayojakibhiita | svara | bhava | vailaksanyam
svara|bhangah. asya vibhavah krodha|bhaya|harsa|madaih.
yatha:

«vyaktih syat svaralbhedasya
kopad, uktih kriyeta cet.»
iti patyuh puro Radha

maunam adhaya tisthati. [4]

bhavatve sati $arira|nispando vepathuh. bhavatve sat’ iti
visesan’|6padanat stcaka|spand’|adau n’ Ativyaptih. $arira|
padam cest”|asraya|matra|param, tena $arir |avayavalkampe
n’ 4|vyaptih. asya vibhava alingana | harsa|bhity | adayah.
yatha:

kathaya, katham urojaldimalhetor
Yadu|patir esa cinoti campakani,

bhavati karaltale yad asya kampah?
priyalsakhi, mat|smrtir eva mat|sapatni. [5]

i i . A . . .
Krishna * Krishna’s principal mistress, angry here at his unfaithful-
iii . . v
ness One of Krishna’s mistresses speaks. Krishna; the Yadus are

his clan.
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Horripilation is the bristling of hair in consequence of
some transformation. Its factors are cold,* an embrace, joy,

fear, and anger. An example:

In the grove filled with the buzz of bees
darting in anger from the bdkula buds

why is Nanda’s son! smiling today, and why
is the fuzz stiffening on his cheek?*

A breaking voice is a deformation in the nature of the 4.10
voice that occasions stammering. Its factors are anger, fear,

joy, and intoxication. An example:

“If I spoke, my voice

would clearly break in anger.”
So Radhal simply stood

in silence before her husband.

Trembling, in the discourse on aesthetic feeling, is a quiv-
ering of the body. The qualification “aesthetic feeling” is
used to exclude gesturing toward something or twitching.
The word “body” refers merely to the locus of the action,
and thus the definition is not so narrow as to exclude the
shaking of a body part. Its factors are an embrace, joy, fear,

etc. An example:'t!

Tell me, how can the Yadu lord"

gather chdmpakas for my garland

when his hand is shaking so? Dear friend,
his thinking of me is my undoing!
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Anyatha |bhavo vaivarn-

vikara| prabhava | prakrta|varn’
yam. asya vibhava moha|bhaya|krodha|$ita|tapa|$ramah.

yatha:

4.15 kukkute kurvati kvainam ananam §listayos tayoh

divakara|kar’|akrantal$asi|kintim iv’ adadhau. [6]

vikara|janitam aksi|salilam asru. asya vibhava hars’|4|
marsa |dhiima | bhaya | $oka | jrmbha | §ita | nirnimesa | prek-

sanani. yatha:

«vistja, vistja, citta, duhkha|dharam,
ayam upakantham upagato Murarih.»
iti kathayitum asru|bindur aksnor

nipatati vaksasi paksmal’|ayat’|Aksyah. [7]

§ariratve sati cestd|nirodhah pralayah. $ariratve sat’ it
visesanan nidr”|adau n’ ativyaptih. stambh’|adayah $arira|
dharmas tesaim sihacarya | kathanena pralayo ’pi arira |
dharma eva. ten’ Atra cesta|padena $arira|cest” 4iv’ Abhi-
mata. manasas tu karma bhavati na tu cesta. ata eva cest”|
a$rayah $ariram iti §astriyam laksanam. asya vibhava rag’|

autkanthy’|adayah. yatha:

i Krishna
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Pallor is a change in one’s natural coloring as a result of
some transformation. Its factors are confusion, fear, anger,

cold, heat, and exhaustion. An example:

As the cock began to crow

their faces, lying cheek by cheek,
took on the pale glow of the moon
flooded by the rays of the sun.

Tears are water in the eyes produced by some transfor-
mation. Its factors are joy, vindictiveness, smoke, fear, grief,

yawning, cold, and unblinking staring. An example:

“Give up, poor heart, give up this sorrow,
here is Murari' headed this way,”
the stream of tears proclaimed as it fell

upon the large-eyed woman’s breast.

Absorption, being a bodily property, is the obstruction of
all motion. By the qualification “being a bodily property”
the definition is not so wide as to include transitory feelings
such as sleep. Paralysis and the rest are properties of the
body, and by being mentioned along with them, absorption
too must be considered a property of the body. And thereby
the word “motion” here must be taken as referring solely
to the motion of the body. The mind has actions but not
motions—thus the scientific definition of “body,” namely,
that it is the locus of motion. The factors of absorption are

passion, longing, etc. An example:
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no vaktram namitam, dhutam na ca $iro,
vyavartitam no vaputr,
vaso na $latham ahrtam, nigaditam
no va nisedh’|aksaram,
$onam n’ 4pi vilocanam viracitam.
kridalkala|kataram
cetah kevalam anane Muralripor
vyaparitam Radhaya. [8]

420 jrmbha ca navamah sattviko bhava iti pratibhati. yatha:

ujjrmbh’lananam, ullasat/kucalyugam,
svidyat|kapola|sthalam,
kuficat|paksma, galad|dukilam, udayan|
nabhi, bhramad|bhri|latam
bal” agr’langulibaddhalbahulparidhi,
nyaficad|vivrtta|trikam,
trutyat|kancukalsandhi|darsitallasad|
dorjmilam ujjrmbhate. [9]

ity | adau S'gﬁgéra | tilak’ | adau ca sattvika | bhava | saim-
anadhikaranya | dar$anit. na cat saf bhav’ | Anubhava it
viparitam eva kim na syad iti vacyam. saty anubhavatve
bhavatv’ |4|virodhat pulak’|adinam tatha drstatvat. na ¢
ang’ | akrsti | netra | mardan’ | adindam api bhavatv’ | apattih.
tesam bhava | laksan’ | 4 | bhavat. ras’ | Anukalo vikara iti

421 ujjrmbhinanam V : qrjann dananam] O 422 nacaV ] : nanu S

422 sa V' S : sittvika- |

i . .
Her eyes are red with passion.
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FOURTH WAVE

She did not lower her face, shake her head,
turn her body aside,

catch her garment slipping down, or utter
a single simple “No,”

nor even turn toward him a reddened eye.!
All Radha did was focus

her mind, so bashful in the arts of love,
upon Murdri’s face.

Yawning would appear to be a ninth involuntary physical 4.20
reaction. An example:

With mouth gaping, a pair of breasts heaving,
cheeks beaded with sweat,

drooping lashes, slipping dress, and navel
showing, eyebrows playing,

arms in a circle clasped by her small fingers,

hips turned and inclined,

with bodice bursting and armpits pecking through
the young girl stands there yawning.

In such poems as the above, and in the “Forehead Orna-
ment of the Erotic”* and similar works, we find that yawn-
ing is referred to in parallel with other involuntary physi-
cal reactions. As for the argument that this should be re-
versed—that this yawning is an effect of an involuntary
physical reaction—there is no force to it. So long as it is
an effect there is nothing contradictory about its being a
reaction, given that this is precisely what we see in such
things as horripilation. Nor does this mean that things such
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tasya laksanam. Kadambaryam Mahasvet'|adinam sattvika|
bhava|varnane tad|anulekhac ca.t ang’|akrsty|adayo hi na
vikarah kin tu $arira|cestah. pratyaksa|siddham etad ang’|
akrstir aksi|mardanam ca purusair istataya vidhiyate par-
ityajyate ca. jrmbha ca vikarad eva bhavati tan|nivrttau ni-

vartate ¢ ét. yatha:

adhaya manam rahasi sthitayah
sambhavya jrmbham Acal’latmajayah

cutatt|krtim smerajmukho Mahesah
kar’|angulibhih kalayam cakara. [10]

iti éri|Bhanudatralviracitiyam Rasataranginyam
sittvika|bhava|niriipanam nima carturchas tarangah.

4.2 kadambaryim mahasvetadinam sattvikabhavavarpane tadanulekhic

ca.add] 423 cutar] : catur- SN

'In RT 1.5 "A Sanskrit prose poem ''Shiva and PArvati have

quarreled.
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as stretching or batting the eyes would thereby also become
involuntary physical reactions, for the simple reason that
they do not share the definition of a reaction (which has
been defined as a “transformation conducive to rasa’l), and
because we find references to that effect in the description
of the involuntary physical reactions of Mahd-shveta and
others in the “Kaddmbari.”! Things like stretching are not
transformations but motions of the body. And it is further-
more empirically known that stretching or batting the eyes
is something people do or do not do at will, whereas yawn-
ing arises from some transformation and ends when that

ends.* An example:

As the daughter of the Mountain

nursed her love-anger in private

the Great Lord saw her yawn,* and smiling
started snapping his fingers.lil

The end of the Description of the Involuntary Physical Reactions,
the Fourth Wave of Bhanu-datta’s “River of Rasa.”
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THE FIFTH WAVE
DESCRIPTION OF THE TRANSITORY FEELINGS



5.1 ATHA VYABHICARI|BHAVAO nirlipyante. tatra Bharatah:

«nirvedalglani|$ank”|akhyas,
tath” 4stiya|madal$ramah,

alasyam ¢’ 4iva, dainyam ca,
cinta, mohah, smrtir, dhrtih,
vrida, capalata, harsa,
avego, jadata tatha,

garvo, visada, autsukyam,
nidr”, 4pasmara eva ca,
suptir, vibodho, ’|marsa$ ¢’ apy,
avahittham, ath’ grata,

matir, vyadhis, tath” dénmadas,
tatha maranam eva ca,

5.5 trasa$ ¢ Aiva, vitarka$ ca vijiieya vyabhicarinah.

trayas|trim$at samakhyata namna tu vyabhicarinah.»

itas tato rasesu sancaritvam anekalrasa|nisthatvam anekal
rasa|vyapyatvam va vyabhicaritvam. na ca rom’|anc’|adav
ativyaptis, tesaim api samgrahyatvat. te ca bhavah $arira
vyabhicarinah. ete ¢’ 4ntara vyabhicarinah, iyan visesah.
nanu nirved’[adeh sthayitvam vyabhicaritvam ca katham iti
cen—na. rasa|paryantalsthayitvam itas|tato|gamitvam ¢ éty

upadhi|bhedam aday’ 6bhayalsambhavat.

i . .
That is, for the tranquil rasa
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NEXT, THE TRANSITORY feelings will be described. With 5.1

reference to them, Bhérata says:

“Despair, fatigue, worry, resentment, intoxication,
exhaustion, torpor, despondency, pensiveness, con-
fusion, remembrance, fortitude, shame, reckless
ness, joy, shock, being dumbfounded, pride, de-
pression, longing, sleep, possession, dreaming, wak-
ing, vindictiveness, dissimulation, ferocity, wisdom,
sickness, madness, dying, fright, and speculation 5.5
are known as the transitory feelings, and they are

thirty-three in number.”

Their being transitory comes from the fact that they
move to and fro transiently through the rasas, or because
they relate to multiple rasas, or because they pervade them.
It should not be objected that this definition is so wide as
to include horripilation and so on, because the latter are in
fact meant to be included: they are bodily transient feel-
ings, whereas these are internal transient feelings—they dif-
fer only in this degree. The objection as to how despair,
for example, can be both a stable emotion! and a transitory
feeling is groundless. It can be both, given that it is sub-
ject to different conditions: in the first case it remains sta-
ble throughout the rasa; in the second, it moves to and fro

through the rasas.
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sv'|Avamanam nirvedah, samsare heyatvalbuddhir va nir-
vedah. tatra vibhavas tattvaljhan’|4|parijihirs”|adayah. anu-
bhavah sveda|prakasa|cint’|asru|pat’jadayah. yatha:

ksoni|paryatanam $ramaya vihitam,
vadaya vidy” arjita.
manaldhvamsanalhetave paricitas
te te dhar’|adhisvarah.
vislesaya saroja|sundara|drsim
asye krea drstayah.
kuljidnena maya Prayaga|nagare
n’ aradhi Narayanah. [1]
glanir nirbalata nihsahata va. tatra vibhava raty|ayasaltre|
ksudh”[adayah. anubhava vaivarnyal$aithilyaldrg|bhraman’|
adayah. yatha:
5.10 vyahartum punar iksanaya na girah
kanthad bahir nihsrtah.

7 b
des

a$lesalvidhim vidhatum api va
n’ 4iv’ dnnata dor|lata.
pratas talpam apasya gacchati Harau
cand’[Amsulcand’[atapal
$listalklistat|kuranga|bhanguralrucas
tasyah sthita drstayah. [2]

s.o Slistaklista-V N : klistaslista-] S

"Vishnu "The confluence of the Ganga and Ydmuna rivers, also
known as Allahabad "™ Krishna; Radha watches him depart at dawn.
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Despair is either self-reproach or the notion thart life
is not worth living. Its factors are cleaving to the truth
about reality, etc. Its physical reactions are the appearance
of perspiration, pensiveness, the shedding of tears, etc. An

example:

I roamed the earth—and exhausted myself thereby.
I acquired knowledge—for mere debate.

I gained familiarity with many kings—

to the loss of my self-esteem.

I gazed on the face of lotus-eyed women—

only to lose them in the end.

What I didn’t do, fool that I am,

is worship Nardyana!' at Praydga.!!

Fatigue is either the absence of strength or the inability to
bear something.* Its factors are the exertion of lovemaking,
thirst, hunger, etc. The reactions are pallor, lassitude, rolling

of the eyes, etc.* An example:

The words couldn’t leave her throat to tell him
“Look at me one more time.”

Nor could her arms be raised to give him

one remaining hug.

When early in the morning Harilll left

the bed, she simply stared,

the light dying in her eyes like a doe’s

struck by the blazing sunlight.
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utkarta|kotik’|Anista|pratisandhanam ista|hani|vicaro va
$anka. tatra durnaya|paralkraury’|adayo vibhavah. kampal|

kriya|pracchadan’ladayo 'nubhavah. yatha:

«ete cittalvilocana guruljana,
jihv”|agraldosah khalah,
paurah krara|vacah|prapaficalpatavah,
$vasris ca caksuh|$ravah.
kim syad ittham?» an|arthalbijam alsakrt
saficintya vakso|ruhi
sphurjatkimsukaldima vamalnayana

nihévasya vinyasyati. [3]

par’|6tkars’|4]sahisnuta par’|anistalcikirsd v 4stya. tatra
vibhava manyu|daurjany’|adayah. anubhavah kopa|cesta|

dos’|ddbhavan”|adayah. yatha:

«Haral$irasi may” 4py allabdhalvase
nivasati k” api kala tusara|bhanoh!»
iti likhati Vidhuntudasya mirtim

pratibhavanam pratibhiidharam Bhavani. [4]

A

4|sambhinna|sukh’|Anu-

s.ts hars’|6tkarso madah. duhkh’

bhava utkarsah.

ITo hide the red nailmarks left by her lover i Shiva 11 Parvaci
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Worry is the expectation of something extremely bad or
anxiety about the loss of something good. Its factors are
poor advice, the cruelty of others, etc. The reactions are
shaking, hiding one’s actions, etc. An example:

“My elders can see into my mind, and these villains
have slurs on the tips of their tongues.

The townsfolk are real experts in spreading slander,
and my mother-in-law is a snake.*

What will happen?” She sighed as she thought over
the seeds of her misfortune,

and then she laid upon her breast a garland

of flame-red kinshuka fowers.i

Resentment is the inability to tolerate someone else’s suc-
cess or the desire to do something bad to someone else. Its
factors are anger, wickedness, etc. The reactions are angry
behavior, fault-finding, etc. An example:

“On the head of Hara, ! where even I

can't find a place,

some little crescent of the cool-rayed moon
has got her dwelling!”

Thus thinking, Bhav4nill sets about the task
of drawing the face

of the demon Eclipse on every house

and every mountain.*

Intoxication is a superabundance of joy. “Superabun-
dance” indicates the experience of happiness unalloyed with
unhappiness.
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tatra vibhiavah panam. anubhiva uttaminim nidra,
madhyamanam hasitam, adhamanam rodanam. indriya |
sammohana|rip” Atra nidra. tasmad indriya|sammohe na-
yana|ghiirnanalsimyena nidr” éva nidra. na ca harsalvyabhi-
carilbhave tivyaptih. tatra harsalmatrasya sattvat. na tu tatra
harg’|6tkarsa|nistho jati|viesah. kim ca tatra mano|moho
’tra ca manah|prasada iti sva|riipa|bhedat. tatra nidralrodan’|
adayo ’tra ca pulak’|adayo ‘nubhava ity anubhava|bhedac ca.
nanu «tistha tistha ksanam, midha, madhu yavat pibamy
aham,» ity|adau vira|rase ’pi mado drsto ’sti. tatra nidra
rodanam va katham anubhavo? na hi yodhah samyati roditi
nidrati v’ éti cet—satyam. rasa|bheden’ 4nubhava|bhedah,
$rngare tu te ‘nubhavakah. vire nayan’|arunya|camatkar’|
adayah. samanyena ca made nayana | ghirnana | vacana |

skhalan’|adayas ¢’ éti. yatha:

«rasana rasayaty asau madhu;
svayam asmakam anlarthakam januh.»
iti tatra samastam indriyam

pratibimbasya misena majjati. [s]

ayasa|prabhavah parabhavah §ramah. tatra vibhava raty|
adhva | gaty|adayah. anubhavah sveda|nihsahat”|adayah.
yatha:

i .
On the surface of the wine
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The factor of intoxication is drinking. The reactions are,
for the high characters, sleep; for the average, laughter; for
the low, weeping.* Here “sleep” refers to sensory distortion;
it is sleep-like, since when such distortion is present, one’s
eyes similarly roll back. Its definition is not so wide as to
include the transitory feeling called joy, because there only
joy itself is present, not the particular state pertaining to
the superabundance of joy. Moreover, they differ both in
form (since in the one case there is mental confusion, in the
other, mental clarity), as well as in reactions (since in the
one case there is sleep, weeping, and so on, in the other, hor-
ripilation, etc.). One may object that we find intoxication
also in the heroic rasa, as in the verse “Wait, just wait a mo-
ment, you fool, while I drink my wine,”* and how could the
reaction here be cither sleep or weeping, given that a war-
rior neither weeps nor sleeps in battle. This is true enough,
but reactions vary in accordance with the rasa. Those are
the reactions in the case of the erotic rasa; in the heroic, the
reactions are redness of the eyes, delectation, etc. Generally
speaking, the reactions of intoxication are the rolling back
of the eyes, slurred speech, etc. An example:

“The tongue all by itself can taste the wine;
as for us, existence has no point at all.”

As if with this in mind, all his senses,

in the guise of his reflection,! seem to ebb.

Exhaustion is tiredness arising from exertion. Its factors
are lovemaking, journeying, etc. The reactions are sweating,
enervation, etc. An example:
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sa Rimacandrah saha nirgatayah
sved’|ambulsamsikta|payodharayah
apangalpatair Mithil’|atmajayah
$raman asesam chithililcakara. [6]
utthan’|ady|alksamatvam alasyam. tatra vibhava garbh’|
adayah. anubhavah kriyi|katary’|adayah. yatha:

Haram harantam stanalharalyastim
karena roddhum na $asaka tavat
gireh suta garbhavati vihasya

drglancalam katarayam cakara. [7]

duravastha duhkh’[atireko va dainyam. an|aujjvalyam iti
ke cit. tan na. tasya bahir|visayatvena tad|anubhavakatvat.
vibhava viraha|daridry’|adayah. anubhavah kaya|klesalksut]|
pid”f|adayah. yatha titalcarananam:

amse kuntalalmalika, stanaltate
netr|Ambhasim nimnalga,
madyan|Manmathalkufijar’|éndraldasanal
prante vilagnam manah.
kim ¢ Anyad|virah’|Analena sa|rasam
sandahyamanam vapur
gande pandimalkaitavena sutanoh

phen’|6ccayam muficati. [8]

522 pida-V : pipisi-] : -pidana-S

ic.
Sita
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The delughteri of the king of Mithila
departed with Rama, the sweat coating
her breasts, but with his sidelong glances

he soothed her exhaustion, every bit.

Torpor is the inability to rise to one’s feet, etc. Its factors
are pregnancy, etc. The reactions are a reluctance to engage

in action, etc. An example:

As Hara snatched her necklace away
P4rvati in her pregnancy

hadn’t strength enough to raise a hand,
only to laugh and flutter her eyes.

Despondency is a state of wretchedness, or extreme sor-
row. Some define it as somberness, but that is incorrect be-
cause somberness, as an external object of perception, con-
stitutes a reaction to sadness. Its factors are separation from
a loved one, poverty, etc. The reactions are bodily pain, the

pinch of hunger, etc. An example, from my honored father:

Her hair falls over her shoulders, a stream
of tears washes over her breasts,

her mind is caught on the tip of the tusk

of the raging bull elephant, Love.

And while the woman’s fresh young body
burns with the fire of parting

it releases a white smoke on her cheek

under the guise of pallor.
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cintd dhyanam. dhyai cintayam ity anu$isanat. dhyanam
ca na smaran’|atmakam smrti|bhavasy’ 4gre prthaktvena
kathanat, kin tu citt’|aikagryam. tatr’ ést’|4n|avapti|pra-
bhrtayo vibhavah. anubhavas tapa|vaivarnya|baspa|$vas’|
adayah. yatha:
Sambhum dhyayasi, Saila|rija|tanaye—
kim nama* janimahe?
tasy’ 4iv’ aksiltantnapad iva tanau
tapah samunmilati;
aksnor asrulmisena gacchati bahir
Gangaltarang’|avalih;
pandimnah kapatena candralkalika]
kantih samujjrmbhate. [9]

moho vaicittyam. muha vaicittya iti dhatoh. mohanam
moha iti bhavalvyutpanno mohalsabdah. vaicittyam kary’|
alkary’|a|paricchedah. tatra vibhava bhity|aveg'|anucintan’f|
adayah. anubhavah stambha|pata|ghiirnan’|adarana|vi-
maran’|adayah. yatha:

antah|smerajsuvarnalketaka|dalal
droni|dyuti|drohinim
Laksmim viksya samudyad|indulvadanam
ksir|ambudher utthitam,
Sambhuh stambhal$at’|akulah, Satamakhah
kartavya|mudh’|éndriyah,

5.26 -anucintana-S : -anaucitya- |

i Shiva holds the Ganga in his headdress.
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Pensiveness is brooding, given the grammatical defini-
tion of the verbal root “to worry” as “brooding.” Brooding
is not memory, since the transitory feeling of remembrance
is something separate that will be described below. Rather,
it is singlemindedness. Its factors are failing to acquire what
is desired, etc. The reactions are distress, paleness, weeping,
sighing, etc. An example:

You are brooding on Shambhu, Pdrvati—
how do we know, you ask?

The fire in his own third eye has become
burning distress in your body;

in the guise of your tears the Ganga river!

is pouring out in waves;

and the glow of his crescent moon is spreading
in the form of your pallor.

Confusion is bewilderment, given that the root “to be
confused” is defined as “bewilderment.” The word is de-
rived from the action word meaning “being confused.” Be-
wilderment is the inability to decide what to do and what
not to do. Its factors are fear, shock, worrying, etc. The reac-
tions are paralysis, falling, staggering, inattentiveness, for-
getfulness, etc. An example:

As Lakshmi emerged from the milk ocean,
lifting up her moon-like face,

putting to shame the radiance of the leaves
of a blooming golden kétaka tree,
Shambhu was utterly paralyzed, the god

of a hundred rites was confused what to do,
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so ’py aljidnalbhujanga|pasalpatito
jatas trilloki|patih.* [10]

samskara | janyam jAanam smrtih. samskara | janyam
jidnam pratyabhijidna|ripam smarana|ripam ca. sams-
kira | janyatven’ 6bhaya | samgrahah. anyatha pratyabhi-
jhayah prthag|bhavacv’ |apatteh. atra vibhavah samskar’|
6dbodhakah sadrs |adrsta|cint”|adyah.* anubhavah bhri|
samunnayan’|adayah. pratyabhijha yatha:
Kalindi|sarasah sametya nabhasah
krode parikridate
cakraldvandvam idam sudha|kara|kalam
akramya vispharjati,
candro ’pi smara|capalcapalalcamat|
karam samalambate.
tasmat s~ 4iva kadambalkufjalkuhare

Radha paribhramyati. [11]
s.30  smurtir yatha:

vadan’|]imbuja|lagnaldri|nipate
mayi badhnaty avatamsam amsa|mile,
daralkuncita|drsti Radhikayah
smitalkirmiritam ananam smarami. [12]
dhrtih santoso, duhkhe 'py a|duhkhalbuddhir va. vibha-
va jiana|éakty|adayah.* anubhava a|vyagra|bhog’|adayah.
yatha:

i . .
The three gods mentioned here are Shiva, Indra, and Brahma, respec-

. il
tively. ~ Ydmuna
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and the lord of the triple world, even he, was caught
in the coils of the snake of ignorance.i

Remembrance is a form of knowledge produced by la-
tent memories. The “form of knowledge produced by latent
memories” can be in the form of either recognition or rec-
ollection, both being included in the category “produced
by latent memories,” since otherwise recognition would
turn out to have some sort of separate existence. Its fac-
tors are the sight of something similar, concentration,* etc.
The reactions are raising the eyebrows, etc. An example of
recognition:

Reuniting from the pond

of the Kalindi river, ! this pair

of chakras plays in the sky’s embrace,
rejoicing in their defeat of the moon,*
while the moon itself takes on

the look of instability

of the Love God’s bow. Therefore

that must be Radha wandering

deep in the kaddmba grove.*

An example of recollection:

I remember Radha’s flashing

smile, with her eyes half closed,

as I placed an earring on her upper arm
and fixed my eyes on her lotus face.*

Fortitude is contentment even in the face of pain, or the
notion that it is not in fact pain. Its factors are the power
of knowledge, etc. The reactions are single-minded enjoy-
ment, etc. An example:
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bhiisa bhasma|rajamsi, ve$ma vipinam,
vrddho vrso vahanam,
celam carma—rtath” 4pi Manmathalripor
bhogah kimu bhrasyati,
iSatvam kimu hiyate, kimu Maha]
dev’ éti no giyate,
kim va tasya ca Devaldeva iti va
samjna janais tyajyate? [13]

svacchandalkriya|sankoco vrida. na ca $ankayam trase ¢
ativyaptih. tatra tatra kriyalviraha eva na tu kriyalsankocah.
atra vibhava duracar’|adayo 'nubhavah $irojnamanalnayana|
vadana|pracchadan’|adayah. yath” Ayodhya|varnanam:

5.35 bhittau bhittau pratiphalagatam

bhala|sindiralbindum

drstva drstva kamala|nayana
keli|dipalbhramena

kante cailam harati haritam

lolam alokayanti

gatram pracchad-
ayati sahasa pani|pankeruhena. [14]

itar’|étaralkriya|karanam* kriyayah $ighrata va capalata.
matsarya|dvesa|rag’|adayo vibhavah. anubhava vairat|dar-
$analvak|parusya|prahar’jadayah.* yatha:

5.36 vaira- V (patha) : vairi- ] S

fop. . . .
Shiva, in reference to his destruction of Kama
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His ornaments are ash, his abode the woods,
his mount an aged bull,

his cloak a hide—and yet, does the foe of Lovel
have any less enjoyment,

is his lordship diminished, is he not called

“the Great God” in hymns,

do people not use for him the epithet

“the very God of gods™?

Shame is a constraint on one’s ability to act freely. This
definition is not so wide as to include worry or fright, for
in each of those cases there is a lack of, not a constraint on,
action. Its factors are a wrongdoing, etc. The reactions are
hanging the head, covering the eyes or face, etc. An example
is this description of Ayédhya:

Her bright vermilion forehead dot

was reflected on each bedroom wall

and every time the woman looked

she thought it was the bedroom lamp.

So when she saw her lover begin

to gently remove her dark blue bodice,
she suddenly stretched out her lotus hand
to cover her body as best she could.

Recklessness is performing an act in a helter-skelter way
or too hastily. Its factors are envy, hatred, passion, etc. The
reactions are a display of hostility, verbal abuse, blows, etc.

An example:
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Lanka|carini, setulkarini, rana|
kridalcamatkarini,
praudh’|anandalvacah|prasarini puro
Riame dhanur dhunvati,
jatas tasya Dag’|ananasya samaral
prarambhaldambhalsphurat]|
keytiralkvanit’|Anumeyalvisikhal

tyagah karalsrenayah. [15]

cetah |prasado harsah. priya|dar$ana|putra|janm’|adayo
vibhavah. anubhavah pulakalsved’|Asru|svaralbhed’|adayah.
yatha:

pulakitalkucalkumbha|pali Radha
vrajati Mukunda|mukh’|éndulviksanaya
viracayati na madhya|bhanga|bhitim

ganayati 0 4pi nitambalgauralvani. [16]

s.40  akasmik’|ést’|An|ist’| 6papata|vivartaht sambhramo v’
avegah. vairi|dar$ana|priya|$ravan’|6tpac’|adayo vibhavah.

anubhavas tvaraléarira|skhalanalviparyas’|adayah. yatha:

s.40 -vivartah S : -mukhyakéiranam yasyeti |

iy . iig . . . . .
Krishna Being so thin, according to the conceit, her waist could

casily break.
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As Rama—having made his way to Lanka,
built the bridge, enjoyed himself in battle,
delighted men of refinement with his words—
stood before him brandishing his bow,

one could infer from the sound of his bracelets
shaking in his arrogance at the start of battle
that the arrows had all at once been shot

by the twenty hands of ten-faced Révana.

Joy is mental radiance.* Its factors are the sight of one’s
beloved, the birth of a son, etc. The reactions are horrip-
ilation, perspiration, weeping, a breaking voice, etc. An

example:

As Radha made her way to see Mukinda’s'
moon-face, the down stiffening on her breasts,
she lost all fear of the fragility* of her waist!!

and gave not a thought to the heaviness of her hips.

Shock is either an internal transformation* arising froma s.40
completely unforeseen accident—whether welcome or un-
welcome—or agitation.* Its factors are the sight of an en-
emy, receiving some news about one’s beloved, an omen,
etc. The reactions are impetuosity, physical stumbling, men-

tal misapprehension, etc. An example:
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eko vasasi vidlathe, sahacari]
skandhe dvitiyah karah;
pascad gacchati caksur ekam, itarad
bhartur mukhe bhramyati;
ekam kantaka|viddham asti caranam,
nirgantum utkanthate
¢ 4nyad vairijmrgildrédm Raghulpater

alokya seni|caran. [17]

sakala|vyavahar’|lksamaljfidnavartta jadata. na ca miirch’|
Apasmara | nidra | svapnesv ativyaptih. tatra jAana|virahat.
na ¢ alasya|bhiti| trasesv ativyaptih. tatra tatra katipaya |
vyavaharasya sattvat. ist’|an|ista|darsan’|adayo vibhavah.
anubhava an|avabhasana|nirnimesa| preksan’|ést’|an|ist’|4]

paricched f|adayah. yatha:

duspara|vari|nidhi|param udaralviryam
agacchato Hanumarto hasitam vitenuh;
udviksya nira|nidhi|niram adhiralvicim

citr'[Arpita iva punah kapayo babhavuh. [18]

atmani sarv’|Adhikatva|buddhih sarvasminn adhamatval
buddhir va garvah. bal’|ai$vary’|abhijana|lavany’|adayo vi-
bhavah. anubhava avajna|bhri|drsti|cestitalhasita|paurusal

praka$’|adayah. yatha Parasuramalvakyam:

542 -apariccheda- S : -pariccheda- |
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One hand on the slipping garment,

the other on the handmaid’s shoulder,
one eye glancing warily behind,

the other flitting on the husband’s face,
one foot pierced by a thorn, the other
longing to get away—this is how

the wives of the enemy reacted

when they caught sight of Rama’s soldiers.

Being dumbfounded is the awareness that one is inca-
pable of communicating in any way. This definition is not
so wide as to include fainting, possession, sleep, or dream-
ing, since there is no awareness in those states; nor torpor,
fear, or fright, since some communication remains possible
in those states. Its factors are the sight of something wel-
come or unwelcome. The reactions are non-responsiveness
in speech, unblinking staring, inability to distinguish be-
tween what is welcome and what is unwelcome, etc. An
example:

When the monkeys saw Hédnuman bravely
approaching

the shore of the vast ocean, they chortled with joy,

but when they saw the ocean’s crashing waves,

they stood as if painted in a picture.*

Pride is the sense of one’s own superiority to everyone
else, or of everyone’s inferiority to oneself. Its factors are
one’s strength, lordliness, noble birth, beauty, etc. The reac-
tions are scornfulness, particular movements of the brows
or eyes, laughter, and a display of harshness. An example is
this declaration of Pdrashu-rama:
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5.45 nispite kala$’|odbhavena jaladhau
Gauri|pater Gangaya
hotum hanta vapur lalataldahane
yavat krtah prakramah,
tavat tatra maya vipaksa|nagari|
narildrglambhoruhal
dvandvalpraskhalad|asru|vari|patalaih

srstah payo|ragayah. [19]

istalsamsayo 'nlistaljijiasa va visadah. ista|padena jivana]
dhana|yasah|$arira| putra|kalatr’ |adaya ukeah. aparadhal
dhana|gaman’|adayo vibhavah. anubhava uttamanam sa-
hay’|anvesan’|6paya|cintan’|adayah, madhyamanam vima-
naskata, adhamanam ista]dhyana|dhavana|mukhal$osana
nidra|nihsévas’|adayah. yatha:

pratyavrtya yadi vrajaimi bhavanam,
vacam bhavet pracyavo.
nirgacchami nikufijam eva yadi va,
ko veda kim syad itah?
tisthamy eva yadi kva cid vana|tate,
kim jatam etavata?
madhye|vartma kala|nidheh samudayo,
matah,T kim atanyatam? [20]

s.47 matah N N : jatah ] : jarih S

i Radha has sneaked out at night to see Krishna and fears being revealed

by the bright light of the moon.
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When the sage born in an urn

had drunk up the ocean

and Ganga prepared to consign her body
to Shiva’s forehead fire,

I created oceans with the floods

of tears that flowed gushing

from the lotus eyes of the women

in the cities of my foes.*

Depression is uncertainty about the arrival of something
welcome, or preoccupation with the arrival of what is un-
welcome. By the word “welcome” what is meant are life,
wealth, great renown, a son, a wife, etc. The factors of de-
pression are a transgression, the loss of wealth, etc. The
reactions are, among the high character types, searching
for help, pondering over remedies, and so on; among the
average types, disheartenment; among the low, obsession
with what is welcome, flight, parching of the mouth, falling
asleep, sighing, etc. An example:

If I turn and go back home,

I'll be breaking my word,

but if I go on to the grove,

who knows what will come of it,

and what’s the point of waiting somewhere
on the edge of the forest?

What to do, mother! with the moon rising

midway on my path?!
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A

autsukyam kal’|i[sahisnuta sakal’|éndriyanam ekad” iva
kriy”|arambho va. priya|samsmaran’|adayo vibhavah. anu-
bhavas tandra|gatra|gaurav’[adayah. yatha:

adyah kair api kelilkautukalmano|
rajyair, dvitiyah punar
malli|kesaralcaru|campakalnav’|Am-
bhojalsrajim gumphanaih,
kancilkundala|haralhemalvalaya|
nyasais trtiyas tato
nitah, sundari, vasarasya. caramo
yamah katham yasyati? [21]

s.so  itarad indriyam apahdya manas tvaci yada vartate tada
nidra. suptasya karanatvat suptat pran nidra Bharaten’ okta.
svapnalvaha|nadikiyim mano yada vartate tada svapn’|adi
sambhavah. tatra vibhavah sva|bhava|cint”|alasya|klam’|
adayah. anubhavah paréva|karana|nayana|bhri|calana|vi-
bhramalvacanalsvapnaldar$an’ladayah. yatha:

gacchan kacchamt tapana|duhituh
picchalgucch’[avatamsah,
pasyann asmad|vadanam a|sakrc
caksusa kuncitena,
snigdh’|apangah, Sithila|caranah,
stokalvispastalhasah
svapne drstah kamala|kalika]
mandano meghalkhandah. [22]

s.st gacchan kaccham S : gacchams tivam |

iA longing ndyika is addressing her girlfriend (or the reverse). ii Radha

is describing Krishna.
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Longing is impatience or the simultaneous engagement
of all the senses. Its factors are recollecting the beloved, etc.
The reactions are lassitude, heaviness of the limbs, etc. An
example:

The first watch of the day we passed

in games and jokes and wishing;*

the second, in stringing jasmine, késara,
chdmpaka, and fresh lotuses;

the third, in putting on golden bracelets,
necklaces, earrings, and belts.

But how, my lovely, are we going

to pass the fourth, the night?i

Sleep is when the mind, dissociating itself from the other
senses, abides in the tactile sense alone. Because it is the fac-
tor of dreaming, sleep is treated by Bhdrata prior to dream-
ing. Dreams and the like come about when the mind abides
in the canal that conveys dreams. Its factors are one’s partic-
ular nature, pensiveness, torpor, fatigue, etc. The reactions
are rolling on the side, fluttering the eyes and brows, inco-
herent speech, seeing dreams, etc. An example:

Going to the shore of the Ydimuna river,

a peacock’s feather at his ear,

looking repeatedly at my face

from a half-closed eye,

with luscious sidelong glances, weak-kneed,
and a faintly visible smile—

this [ saw in my dream,* a lotus-bedecked
mass of darkening cloud.li
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bhiita|saficar’|adi|sambhata ave$ot *pasmarah. tatra vi-
bhava apavitrya|$anya|grha|sthiti|dhatu|vaisamy’| 6tkata|
duhkha|bhay’|adayah. anubhavah kampa|phena|nihsvasa|
bhal|patanalviparyasaljihvallolan’|adayah. yatha:

udvelan|navalpallav’|adhara|rucah,
paryastal$akha|bhujah,
spharjat|koraka|phenalbindu|patalal
vyakirna|dehal$riyah,
bhramyad|bhrngalkalapalkuntalaljusah,
$vas’|anil’|6tkampitah
$ailam preksya kaper nipatitam apa-
smaram dadhur bharuhah. [23]
mircha ¢ Atr’ 4iv’ Antar|bhavati.
s.ss  tvacam api vihaya manah puritatit yada vartate tada sup-
tam. nidra vibhavah. anubhava netra|nimilana|pralayal$vas’|
occhvas’|adayah. yatha:
§vas’|6cchvasalpracaladjadhar’|o-
pantam, amilic'|aksam
kridilkufje tapanalduhituh
supyatah $rilMur’|areh
antah|smeram, nibhrta|nibhrtam
” api karn’|Avatamsam
ka cid bahvoh kanakalvalayam,
dima musnati ka cit. [24]

s.s2 bbutasanicaradisambhita dveso conj. : bhitasancaradisambhiito veso

] : grabyadyaveso S s.5s puritati S : puriratim |

i Krishna
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Possession is the state of being controlled by such things
as a haunting ghost. Its factors are a state of impurity, resi-
dence in an empty house, disturbance of the bodily humors,
extreme pain or fear, etc. The reactions are shaking, foam-
ing at the mouth, sighing, falling to the ground, thrashing
about, lolling the tongue. An example:

The pdllava buds their swelling lower lips,
the tangled branches their arms,

the sprouting blossoms the flecks of foam
that dimmed their bodies” beauty,

the masses of flitting bees their wild hair,
the winds the sighs that shook them—

the mountains seemed possessed to behold

the peak dropped by the monkey.*
Fainting is included in possession.

“Dream” is when the mind withdraws from the tactile
body and abides in the canal of the heart. Its factor is sleep.
The reactions are fluttering of the eyes, insentience, steady
breathing, etc. An example:

As Muriri! slept in the pleasure grove

of the Yamuna river,

the edge of his lips quivering with his breathing,
his eyes almost closed,

smiling secretly, ever so cautiously

one girl stole the flower

at his ear, one, the golden bracelets from his arms,

and a third, his garland.
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indriyanim prathama|prakiso vibodhah. nidra|cchedo
vibhavah. anubhava ang’|akrstiljrmbh”|aksijmardan’[anguli|

motan’|adayah. yatha:

Radhayah sahasa dréa kuvalayal
droni|daridram* nabhah
kurvantya kalakanthalkantha|ninadaih
sanketikair jagratah
ang’|akrstilvivartamanalvapuso
devasya Kamsaldviso
lol'|apangaltarangalbhangalcaturam
netr|JAmbujam patu vah. [25]

par’[ahankara| prasaman’|6tkata|samih” Amarsah. vibha-
va avaman’ | Adhiksepan’ | adayah. anubhavah sveda|$irah |
kampa|nayan’laruny’|adayah. yatha:

5.60 ady’ ajAa n’ Aiva bharcuh.t

sarasija|nayanalsiinu|senalsametam

baddhva langulajmale
Dasgalmukham abhito bhii|tale bhramayamah?

$a$van marg |avalokal

pracala|nayanaya Sitaya sakam enam

Lankam utpatya kim va
Raghupati|caran’|Ambhojayor yojayamah? [26]

5.60 adydjiid naiva bhartuh N N ] : djad ced adya bhartruh S

iKrishna, who killed his uncle Kansa ' Soldiers in Rama’s monkey

army speak. i Megha-nada, the son of Rdvana and Mandédari
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Waking is the first light of the senses. Its factor is being
roused from sleep. The reactions are stretching the limbs,
yawning, rubbing the eyes, cracking the fingers, etc. An

example:

As Radha, beggaring all of space

of its dark lotus petals by her own eyes,
suddenly let out a cuckoo’s cry

telling of their rendezvous, the god

Kansa’s foe,! awoke and began

to twist his body as he stretched his limbs—
and may the graceful sidelong glances

cast from his lotus eyes be your salvation.

Vindictiveness is the powerful desire to destroy a rival’s
arrogance. Its factors are being scorned, insulted, etc. The
reactions are perspiring, shaking the head, redness of the

eyes, etc. An example:!!

We have as yet no order from our commander. 5.60
Should we tie up with our tails

Ten-faces and the whole army of his fair wife’s

offspring, il and twirl them about on the ground?

Or should we rip up Lanka by the roots

and place it at Rama’s lotus feet,

along with Sita, her eyes ever darting

to watch the road for his approach?
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akaralvyavahara|sangopanam avahittham. vibhava vrida|
dharstyalkautilya|gaurav’|adayah. anubhava anyathalkaran’|
Anyatha|preksan’|Anyathalkathan’|adayah. yatha:

«tyaktva ve$ma Vibhisanah sa gatavan,
baddhah sa patho|nidhih,
kim cit krudhyati so ’pi Saranir; atah
Sita parityajyatam.»
ity akarnya suhrd|ganasya vacanam
smer’|anano Ravano
mukta|dama karena kanthalsavidhe

Kirasya vinyasyati. [27]

ugrata nirdayata. vibhava aparadha|dosa|kirtana|caury’|
adayah. anubhavas tarjana|tadan’|adayah. yatha Ramam

prati Parasuramalvakyam:

kodandam ranalbhinnalbhua|pati|bhuja
dandaih pracandaih krtam.
tatra jya pratipaksalrajalramant]
venilgunair gumphita.
krir’|akaralkuthara|tara|patanal
prabhrastaldustal|dvipa]
trutyad|dantaldalaih krto ’sti visikhas,
tal laksyam udviksyate. [28]

iSzirani (usually Sdrana) and Kira (usually Shuka; both names mean

“parrot”) were counselors sent by Révana to assess Rama’s might.
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Dissimulation is hiding one’s expression or actions. Its
factors are shame, impudence, slyness, vanity, etc. The re-
actions are doing something different, looking elsewhere,

or speaking of something else, etc. An example:

“Vibhishana quit his house and left,
the ocean has been spanned,

even Sdrani' is in a rage.

Let Sita be released.”

Rdvana listened to the words

of his friends and smiled,

and took a string of pearls and placed it
on the throat of Kira.*

Ferocity is pitilessness. Its factors are a transgression,
the recitation of one’s shortcomings, theft, etc. The reac-
tions are threats, blows, etc. An example is the statement of

Parashu-rama to Rama:

My bow is made of the strong arm bones
of kings slain in battle.

Its string is woven of strands of hair

of the wives of enemy princes.

And my arrow is made of the broken tusks
of wild elephants killed

by the sharp blows of my cruel axe—

and it’s been seeking a target.*
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yath”|artha|jfidnam matih. atra vibhavah §astralcintan’|
adayah. anubhavah $isy’|6padesa|bhrii|ksepa|kara|calana]
catury’|adayah. yatha:
Lati|netra|puti|payodharalghati|
kridalkuti|dos|tati|
patira|drumalvarnanena kavibhir
miudhair dinam niyate.
Govind’ &di, Janardan’ éti, jagatam
nath’ éti, Krsn’ éti ca
vyaharaih samayas tad|ekajmanasam
pumsam parikramati. [29]

nayal|vinay’

A A el
Anunay’|6pades

bhavanti. upadeso yatha:

opialambha* atr’ 4iv’ Antar-
p

vasu pradeyam, khalato vadheyam,
mano nidheyam carane Harasya.
nijam vidheyam krtibhir vidheyam,
vidher vidheyam vidhir eva vetti. [30]
upalambho ’pi dvilvidhah, pranay’|atma kop’jatma ¢ éti.
pranay’|atma yacha:
pasane yadi mardavam, yadi payo-
dhara huta$”|6dare,
vyalinam vadane sudha yadi, raver
garbhe himani yadi,
sthema kim ca samirane yadi, tada
svapne bhavet satyata—
kim nama, Smara|bhami|pala bhagavan,

krodhan mudha dhavasi? [31]
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Wisdom is correct knowledge. Its factors are reflection on  5.65
the holy texts, etc. The reactions are raising one’s eyebrows
when teaching students,* or gesturing with one’s hands, or
displaying skill, etc. An example:

Stupid poets spend their days describing

Lata women’s eyes and breasts and arms,*
pleasure domes and sandalwood trees.

Men singlemindedly devoted to god

will pass their time uttering his names: Govinda,
Jandrdana, Lord of the world, and Krishna.

Included in wisdom are the teaching of good judgment,
comportment, and obedience, or reproof thereof. An exam-

ple of teaching:

Give away wealth, watch out for rogues,
direct your thoughts to the feet of Hara.
Wise men should do the duties they must,
what fate will do fate alone can know.

Reproof can be cither affectionate or angry. An example
of affectionate reproof:

If there were softness in stones, and streams 5.70
of water in the belly of fire,

if there were nectar in serpents’ mouths

and ice in the womb of the sun,

if there were fixity in the wind,

there might be truth in dreams—

so why, O Love God, blessed king,

do you rage about in vain?
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kop’|atm’|Amarsa ev’ Antarbhavati. yatha:

janayasi jagad eva, devaldev’|a-
bharana, sudha|rasa|$italam, sudh”|Amso;
urasi vahasi me tath” 4pi tapam—
Yadu|pati|vaktra|sakh” 4si. kim bravimi? [32]

jvar’|adilvikaro vyadhih. kupita|dhatu|bhayalkamalkles’|
adayo vibhavah. anubhava dehalkarsy’|adayah.t* yatha:

datum sviyam an|arghya|didhiti|padam
tasyah kurangi|dréah
keytram kanak’|anguliyakam iv’ a-
netum bahir gacchati.
anyat, Krsna, nivedayami. kim ito
veni|misat Kaliyo
drstva locanalvari Kaliyasarol
bhrantya paribhramyati. [33]

s.7s  vind viciram icira unmadah. na ¢’ 4|gamya | gamane
‘tivyaptih. vina vicaram iti padena tad|vyavartanat. tatra
sukham uddesyam, tad|amse vicara eva kriya. na samicin”
éty anyad etat. a|preksya|karit” 6nmada iti yasya matam,
tatr’ édam dasanam. tatra vibhavah priya|viyoga|vibhava|
bhram¢’|adayah. anubhava vrthalvilapitalvrthalhasita|vrehal
rodan’|adayah. yatha:

5.73 debakarsyidayah conj. V : dasopadravah ]

I Radha speaks. g girlfriend of Radha’s speaks to Krishna. i A ser-

pent that lived in a black pond near the Ydimuna river
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Angry reproof is included in vindictiveness. An example:!

Ambrosial moon, jewel of the god of gods,

you cool the whole world with your liquid nectar,*
and yet to me you bring burning heartache—
what can I say? You are the peer of Krishnas face.

Sickness is a physical change such as fever. Its factors are
an imbalance in the humors, fear, desire, pain, etc. The re-
actions are the wasting away of the body, etc. An example:ii

The bracelet of the doe-eyed girl

has quit its splendid place

and gone away, it scems, to get

a golden ring instead.*

What more to say, Krishna? Kaliya, it
in the guise of her braid,

sees her tears and wanders there,
mistaking it for his pond.

Madness is acting without thinking. The definition is not
so wide as to include having sexual relations with inappro-
priate women, since that is excluded by the use of the phrase
“without thinking.” In such sexual relations pleasure is one’s
objective, and in that respect at least there is thinking; the
fact that the act is wrong is another matter altogether. The
same criticism applies to the view that madness is acting
without foreseeing the consequences. The factors of mad-
ness are separation from the beloved, loss of wealth, etc. The
reactions are irrational lamenting, laughing, weeping, etc.
An example:
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«n’ isa k” Api cakasti kafcanallata,
s” aiv’ asti me Radhika.
prsta cen na kuto “pi jalpati, tada
sammurchita vartate.»
ittham, hanta, vicintya sificati muhur
nirair a|dhirair drdor,
vatam vyatanute karena, bhujayor
adhaya sambhasate. [34]

prana|niskramanam nidhanam. vibhav’|4nubhavau spa-
stau. yatha:

paryast |anghri, vikirna|bahu patatah
sangramalbhiimau bhiya
Lank”|ésasya na kesa|pasam anilah
sprastum samakanksati.
usnam n’ dsnalkarah karam kirati va
vaktr’|aravinde, na va
sve sve dhamni mithah katham api surah

pravyaktam atanvate. [3 5]

mano | viksobhas trasah. tatha ca vicar’ | 6ttho manah |
ksobho bhitih. dkasmika|manah |ksobhas trasa iti vikso-
bhen’ diva dvayor apy ekatven’ dpasamgrahah. tatra vibhava
ghora|svana|éravana|ghora|sattva|dar$an’|adayah. anubha-

vah stambhalsveda|rom’|aficalsrasta|gatrat”|adayah. yatha:

iA girlfriend of Radha’s describes Krishna’s behavior.

236



FIFTH WAVE

“That’s no golden vine coming into view,

it’s my beloved Radha.

But why is she not responding when asked?

It must be because she’s fainted.”*

Lost in these thoughts, alas, he sprinkled it
with his tumbling tears,

fanning with his hand, folding in his embrace,

soothing with his words.i

Death is the departure of one’s life breaths. Its factors and

reactions are obvious. An example:

As Lanka’s king fell on the battlefield,

limbs splayed, arms outstretched,

the wind would not dare to touch his hair,
paralyzed with fear,

the hot-rayed sun would not shine a hot ray
upon his lotus face,

and even the gods, in their private abodes,

would not discuss it freely.

Fright is mental shock. That is to say, fear is mental shock
that arises upon reflection, whereas fright is sudden mental
shock. The two may be categorized as one only by reason of
this shock. Its factors are hearing a dreadful sound, seeing a
dreadful creature, etc. The reactions are paralysis, sweating,

horripilation, going weak in the knees, etc. An example:
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5.80 $rnvano Harilnama Ramalvadanad,
Indrasya sankam vahan,
kurvan kataram antaram sa bhagavan
Mainaka|bhtimidharah
kuficat|paksati, bhugnital$ruti, krtal
pratyangalcel f|avrti,
tyaktat|vyahrti sindhu|pankalkuhare

nirmankeum akanksati. [36]

vicaro vitarkah. vibhavah vipratipatti|samsaya|sadhaka|
badhaka | mana|samudbhavan’|adayah. anubhavah §irah|
kampa|bhri | calan’| adayah. vitarkas$ catur|vidho, vicar|
atma sam$ay |atm” 4n|adhyavasay’|atma vipratipatty|atma
c éd. anladhyavasdya utkata|kotikah samsayah. pratyekam

udaharanani:

Kalindi|viluthat|kathoralkamatha|
kriaram dhanuh Simbhavam;
Ramo bala|mrnalalkomala|vapur;
vamso 'vatamso bhuvah;
vyahara|prakharah khalah; ksitilbhrtam
gosthi garistha yatas,
tasmat kevalam esa tisthati mama

$reyas|karo bhaskarah. [37]

5.80 ~cela-V N : -cola-] S 5.80 tyakra-$S : vyakta-]
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Hearing the name of Hari from Rama’s mouth,

blessed Mount Maindka

was racked with worry that Indra might be near
and took faint within.

With his wings folded and his ears pinned back,
wrapped up tight in a cloak,

in total silence he sought a place to hide

in the ocean’s muddy cave.*

Speculation is reflection. The factors are disagreement,
doubt, the co-presentation of positive and negative evi-
dence, etc. The reactions are shaking the head, raising the
brows, etc. Speculation is of four types, depending on
whether it consists of reflection, doubt, indecision, or dis-
agreement. Indecision is a doubt based on a irresolvable

dilemma. An example of each:

The bow of Shambhu is hard as the shell
of a tortoise
adrift in the Kélindi,
while Rama’s body is softer than a lotus;
my clan adorns the world,
but villains say cruel things, and yet the assembly
of kings is very weighty.
So the only source of succor for me

is the lordly sun above.*
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saundaryasya Manobhavena ganan|
lekha kim esa krta?
lavanyasya vilokitum trijagatim
esa kim udgrivika?
anandaldruma|manjari nayanayoh
kim va samujjrmbhate?
Radhayah kimu va sva|bhava|subhaga

rom’|alir unmilati? [38]

kathaya, kathaya, k” éyam khanjanam khelayanti
viharati Yamunayah pathasi svarnalvallih?
ayam udayati ko va §aradah $italbhanus

tad|upari timiranam esa ko va vivartah. [39]

5.85 iyam na vilasat/sudha]
karalkal”|adhika Radhika:
karam kiranajmalinah
kimu saheta v’ 4syat vapuh?
na va kanaka|mafjari,
vahati khafijaritam yatas.
tatah Smarajmad’|alasa,

kathaya, k” éyam unmilati? [40]

5.85 vdsyd] : tasyd S

i . . .
‘The images refer respectively to the woman’s eyes, body, face, and hair.
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Is this a tally mark made by Love
counting up his beauties?

Or Charm itself craning its neck
to behold the world?*

Or a sprig of the tree of Bliss
appearing before the eyes?

Or is it the hair at Radha’s navel

in all its natural beauty?

Tell me, is that a golden vine

that makes the wagtail dance

and bobs about so playfully

on the Yimuna stream?*

And is that the autumn moon
rising in the sky?

And there above the moon, is that

a thick mass of darkness?!

That’s not my beloved Radha, a woman lovelier 5.85
than the crescent moon,

for how could her body bear the touch

of the rays of the beaming sun?

Nor is it a golden sprig, since sprigs don’t flutter

like two wagtail birds.

So tell me, what is that coming into view,

languorous with Love’s passion?
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nanu da$’

4vasthasv abhilasa |guna|katha|pralapa vya-
bhicari|bhav’|abhyantare na ganitas, tat kim sva|tantra eva
te sant’ iti cen—na. autsukye ’bhilasasya varnan’|atmakal

smrtau gunalkathaya unmade pralapasy’ antarbhavat.
atra pratibhati cchalam adhiko vyabhicari|bhava iti.

ekatr’|asanalsamsthitih parihrea
pratyudgamad diiratas;
tambul’|aharanalcchalena rabhasa
$leso "pi samvighnitah;
alapo ’pi na misritah parijanam
vyaparayantya taya.
kiantam praty upacaratas caturaya

kopah krt'[arthilkrtah. [41]

iti §rngare dardanat. raudre ¢’ éndraljal’|adi|daranat. hasye
ca vyapades]any’|apadesayor daranad, vithilbhedalgananic

ca.

s.90  sanguptalkriyalsampadanam chalam. vibhava avamanana|
pratipaksa|ku|cest”|adayah. anubhava vakr’|6kti|nibhrta|
smita|nibhrta|viksana|prakrti|pracchadan’|adayah. $rngare

yatha:

iSeeRM 265.
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Three items listed among the “ten conditions,”" namely
yearning, recounting the beloved’s good qualities, and rav-
ing, have not been numbered among the transitory feel-
ings. Does this mean they are entirely independent? No, in-
sofar as yearning is included in longing, the recounting of
good qualities in remembrance of the sort that consists of
description, and raving in madness.

On this topic it would appear that trickery is an addi-
tional transitory feeling.* This is so because in a poem like
the following,

She avoided sitting on the same seat with him
by rising when at a distance;

by the trick of rushing to bring him paan

she stopped him from embracing her;

she didn’t exchange words with him by engaging
her servants in conversation.

By politesse toward her lover she quickly
satisfied her anger.*

we see trickery in the case of the erotic rasa; similarly, we see
the use of magic in the case of the furious rasa, and being
deceived and deceiving others in the case of the comic rasa.
Moreover, trickery is counted as an additional transitory
feeling according to different schools of thought.

Trickery is engaging in surreptitious activity. Its factors
are being scorned, ill-treatment on the part of an enemy,
etc. The reactions are indirection in speech, secret smiling,
secret glances, hiding one’s true feelings, etc. An example in
the case of the erotic rasa:
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sanketilkrtalkinanam pravisator
anyonyalkautithalad,
anyatvalpratibhanam aracayator
anyonyam uttrasyatoh,
kuncat|kayam itas tatah kisalayair
atmanam avrnvato
Radhi|Madhavayor nikufijalkuharad
udgrivika patu nah. [42]

sangrame yatha:

sapt’ api klptan kapat’|ambu|rasin
pur’|6pakanthe punar tksamanah
dréau kap’lindrasya mukhe salkhedam

ayojayam asa sa Rimacandrah. [43]
sarvani vyabhicari|sthalani vistaralbhayan n’ 6dahrtani.

s.95  alasy’|]augryaljugupsih sambhoge varjyah. vipralambhe ¢’
alasya|glani|nirveda|$ramal$anka|nidr”|autsuky’|Apasmara|
supta |vibodh’| 6nmada | jady’ | 4stiya vyabhicarinah. hasye
'vahiteh’|alasya| nidra|supta|prabodh’|astiya vyabhicarinah.

karune moha|nirveda|dainyaljadyalvisida|$ram’f|apasmar’|

s.95 -Srama- S : -bhrama- |

ig . iip, . .
Krishna * Rdvana had seven moats magically built around Lanka.
iiiy,
Hanuman
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As they entered the rendezvous thicket
equally desirous,
and trying to disguise the way they looked
equally timorous,
and, bending their limbs this way and that, covered
their bodies with fronds, Radha
and Médhava' craned their necks to peer from
the bower—
and may that look protect you.

And in the case of battle:

As he looked again at the seven magical lakes'!
constructed around the city,

Rama-chandra painfully fixed his eyes*

on the face of the lordly monkey.iii

Lest this book become overly long, not all instances of
transitory feelings have been cited.

In the erotic enjoyed subtype, torpor, ferocity, and re- s.95

vulsion are to be avoided; in the erotic frustrated, the tran-

sitory feelings torpor, fatigue, despair, exhaustion, worry,
sleep, longing, possession, dreaming, waking, madness, be-
ing dumbfounded, and resentment; in the comic rasa, the
transitory feelings dissimulation, torpor, sleep, dreaming,
waking, resentment; in the pitiful rasa, transitory confu-
sion, despair, despondency, being dumbfounded, depres-
sion, exhaustion, possession, madness, sickness, torpor, re-
membrance, trembling, paralysis, a breaking voice, tears;
in the furious rasa, the transitory feelings energy, remem-
brance, sweating, shock, vindictiveness, horripilation,
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onmada|vyadhy|alasya|smrti|vepathu|stambha|svarabhed’|
aérini vyabhicarini. raudra utsahalsmrti|sved’|aveg|Aimarsa|
rom’|anca|cafcalat’|dgratd|svarabheda|kampa vyabhicari-
nah. vire utsaha | dhrti | mati | garv’ | aveg’ | Amars’ | dugrya |
romanca vyabhicarinah. bhayinake stambhalsvedalgadga-
data|romanca|vaivarnya|$anka| moh’|avega|dainya|capala|
tras’ | Apasmara | pralaya | marcha vyabhicarinah. bibhatse
’pasmira | moh’ | avega | vaivarnyani vyabhicarini. adbhute
stambha|sveda|gadgadat” |4éru| romanca|vibhrama|smaya
vyabhicarinah. anye ca vyabhicari | bhava ras’ | Anukalah

svayam thyah.

sthayino ’pi vyabhicaranti. hasah $rngare. ratih $anta |
karuna|hasyesu. bhaya|$okau karuna|$rngarayoh. krodho

vire. jugupsa bhayanake. utsahalvismayau sarvalrasesu.

iti éri|Bhanudatralviracitiyam Rasataranginyam
vyabhiciri|bhiva|niriipanam nima paficamas tarangah.
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recklessness, ferocity, a breaking voice, shaking; in the heroic
rasa, energy, fortitude, wisdom, pride, shock, resentment,
ferocity, horripilation; in the fearful rasa, the transitory feel-
ings paralysis, sweating, stammering, horripilation, pallor,
worry, confusion, shock, despondency, recklessness, fright,
possession, absorption, fainting; in the disgusting rasa, the
transitory feelings possession, confusion, shock, pallor; in
the amazing rasa, paralysis, sweating, stammering, tears,
horripilation, confusion, surprise. One may extrapolate on
one’s own from these to other transitory feelings that are
appropriate to a given rasa.

Stable emotions can become transitory: the humorous in
the case of the erotic rasa; desire in the case of the tranquil,
pitiful, and comic rasas; fear and grief in the case of the
pitiful and erotic rasas; anger in the case of the heroic rasa;
revulsion in the case of the fearful rasa; energy and wonder
in all the rasas.

The end of the Description of the Transitory Feelings,
the Fifth Wave of Bhanu-datta’s “River of Rasa.”
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THE SIXTH WAVE
DESCRIPTION OF RASAS



THA RASA NIRUPYANTE. vibhav’ | Anubhava |sattvika |
bhava|vyabhicari|bhavair upaniyamanah* paripur-
nah sthayi bhavo rasyamano rasah. bhava|vibhav’|Anubha-
va | vyabhicari | bhavair mano | visramo yatra kriyate sa va
rasah. prabuddha|sthayi|bhava|vasana va rasah. prabodha-
ka vibhav’|anubhava|vyabhicari|bhavah. na ca ytnoh pra-
tham’|anurage ’|vyaptih parv’|anubhav’|4|bhavad iti va-
cyam. tatr’ Api janm’[Antariy’|Anubhavalsattvad idi.
sa ca raso dvi|vidho, laukiko ’|laukika$ ¢’ éti. laukika|
sannikarsa|janma raso laukiko, ’[laukika|sannikarsa|janma
raso ’|laukikah. laukikah sannikarsah sodha visaya|gatah.
a|laukikah sannikarso jAidnam. tesu ¢ Anubhitesu saksad
etajljanm’|an|anubhiitesv api tesu praktana|samskara|dvara
jianam eva pratyasattih. a|laukiko rasas tridha: svapniko,
manorathika, aupanayika$ ¢’ éti. aupanayika$ ca kavya |
pada|pad’|4rtha|camatkare natye ca. parantu dvayor apy
ananda| ripata. nanu manorathiko raso na prasiddha iti
cet—satyam.
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T HE RASAS WILL now be described. When a stable emo-
tion is represented by the factors, the voluntary and
involuntary physical reactions, and the transitory feelings
and thereby becomes fully matured, it is “tasted” and thus
becomes a rasa. Another definition: rasa is that upon which
the mind is brought to focus by the emotions, the factors,
the physical reactions, and the transitory emotions. Yet an-
other definition: a rasa is the trace memory of a stable emo-
tion when this trace has been awakened, and what awak-
ens it are the factors, the physical reactions, and the tran-
sitory emotions. This last definition is not so narrow as to
exclude the love at first sight of two young people, on the
grounds that they have no previous experience (and hence
no memory). For even in their case there exists an earlier
experience—namely, in a former birth.

Rasa is of two sorts, ordinary and extraordinary.* The for-
mer is produced by ordinary contact, the latter by extraor-
dinary contact. Ordinary contact is of six types* and de-
pends on a physical object; extraordinary contact is mental.
That is, the mental state itself supplies the contiguity, ei-
ther directly, when the causes and so on have actually been
experienced, or by way of latent memories, when these fac-
tors have been experienced but not in the present birth. Ex-
traordinary rasa is of three sorts, occurring in a dream, in
the imagination, or in a representation. The last is found in
the beauty of drama as well as in the beauty of the words
and themes of poetry; both these forms consist of bliss that
is pure and unmixed.* It might be fair to object that the
rasa occurring in the imagination has no traditional stand-
ing. But in a poem such as the following,
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dhanyanam girilkandare nivasatam,
jyotih param dhyayatam,
anand’|A$ru payah pibanti §akuna
nih$ankam ankel$ayah.
asmakam tu mano|rath’|6paracital
prasadalvapi|tatal
kridalkananalkelilkautukaljusaim

ayuh pariksiyate. [1]

ity|adau manorathika|$rngara|$ravanat §astre sukhasya

traividhya|gananac ca rasena vina ca sukh’|An|utpatter iti.
6.5  tatra visesah. yath” aha Bharatah:

«$rngaralhasyalkarunal
raudralviralbhayanakah
bibhats’|Adbhutalsamjnau ca

natye ¢ astau rasih smrtah.»

sakal’ | Adhidaivatam Visnuh. sa ca $rngarasy’ 4pi dai-
vatam. tena sakal’ | akanksa | visayatven’ aradhyataya ca
prathamam $rngar’ | dpanyasah. nanu vatsalyam, laulyam,
bhaktih, karpanyam va katham na rasah? ardrat”|abhilasal
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Fortunate are those who dwell in mountain caves
and contemplate the highest light

as birds alight in their laps without fear

and drink their flowing tears of joy.

As for my life, it wastes away in endless

pursuit of diversions in pleasure groves

or on the ledges of pools or palaces

imagined only in my dreams.*

we are actually reading about an erotic fantasy; moreover,
bliss is reckoned in authoritative texts to be threefold,* and
bliss cannot come into being without rasa.

Now to the particularities. According to Bhérata:

“The names of the eight rasas in drama are: the
erotic, the comic, the sorrowful, the furious, the
heroic, the fearful, the disgusting, and the amazing.”

The presiding deity over all these rasas is Vishnu. He is
also the deity of the erotic. Accordingly, since he is the ob-
ject of all desires and worship, the erotic will be treated first.
One might ask why affection for a child, covetousness, de-
votion to a god, and even avarice are not rasas, given the
presence there of the stable feelings of tenderness, craving,
faith, and greed respectively. The answer is that these (af-
fection for a child and so on) are not stable feelings but in-
stead transitory emotions, all aspects of desire. One might
then well ask what rasas they are supposed to be transitory
emotions of. The answer is that in the case of affection for a
child, the rasa is the sorrowful; in the case of covetousness,
the comic; in the case of devotion to a god, the tranquil;*
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$raddha|sprhanam sthayi|bhavanam tatra sattvad iti cen—
na, tesim vyabhicari|ratylatmakatvat.* nanu kasya rasasya te
vyabhicarilbhava bhaveyur iti cet—satyam, vatsalye karuna
eva raso, laulye hasyo, bhaktau $antah, karpanye 'pi hasya
eva. nanv evam paratra® klptatvad atra vyabhicaritven’ ava-
$yakatvad, dharmilkalpanato* dharmalkalpanayam laghu-
tvac ca vyabhicarini ratir ev’ 4stu; kim karunen’ éti cen—na,

rateh $oka iti $okalkaranatayam rater upaksayat.*

kim ca rateh kasya rasasya vyabhicaritvam? na $rngara|
hasya|raudra|virinim yuva|mithuna|paraspara|priti|hasa|
krodh’|otsahanam tatr’ 4|bhavat. na va bibhatsasya, jugup-
sayas tatr’ 4|bhavat. n’ 4py adbhutasya vismayasy’ api tatr’ 4|
sthiratvat. tasmac chokasya sthayitaya $okalsthayilbhavakah
karun’|akhyo ’tirikto rasa iti.
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in the case of avarice, likewise the comic. But why then (in
the case of love for a child) shouldn’t desire as a transitory
emotion alone be in operation? What is the need for bring-
ing in the sorrowful rasa? For in the former case the phe-
nomenon is actually in existence, whereas in the latter it
has to be postulated through there being an emotion that
is transitory for it, and it is more parsimonious to postulate
a property (in this case, desire) than an entity (in this case,
the sorrowful rasa). The reason is that the desire expends

itself in producing grief, since grief comes from desire.

Moreover, for what other rasa could this kind of desire
(found in affection for a child) be a transitory emotion?
Not for the erotic, the comic, the furious, or the heroic,
since the corresponding stable emotions of these rasas, i.e.,
a couple’s lovemaking or mutual affection (that constitutes
the desire of the erotic), laughter, anger, or energy are not
found in it. Nor for the disgusting, since the corresponding
stable emotion, revulsion, is not found in it. Nor for the
amazing, since wonder isn't stably connected with that kind
of desire. Accordingly, since what is stable in this (affection
for a child) is grief, the only possible rasa is the remaining

one, the sorrowful, whose stable emotion is grief.
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nanu ratir ev’ astu, kim hasyen’ éd cet. kasy asau
vyabhicarini, karuna|raudra|vira|bhayanaka|bibhatsanam
na tatr’ an|avakadat. n’ Apy adbhutasya, vismayasya tatr’
4 | sthiratvat. na $rngarasya, rateh sthayitv’ | 4 | patteh.
parantu ratya saha hasasya sankaryam. nanu rati|hasayor
a|sankirna | sthal’ | 4| bhavat prthakevam katham syad it
cen—na. hetor a|sadharanyad. a|sadharanyam atra sthay-
itvam. yatha rati|sankarye ’pi sthayi|$okad a|sadharanac
karanat karuno bhidyate tatha tat|sankarye ’pi sthayi|hasa]
bhavad a|sadharanac karanadd hasyo bhidyate. $ante ’py
evam thyam. na ca vatsaly |adav apy a|sidharana hetava
ardrat”|adayah sant’, iti tesam api rasatv’|apattir iti vicyam,
ardrat’|adinam api ratitvat. tasyas ca tatra tatr’ 4|sadharanye
$rngara|rasatv’|apattih. nan’ Gtsihalkrodhav ubhayatra, tas-
mad vira|raudrayor anyatara eva raso vartatam iti cen—na,
sthayi|bhedena bhedat. utsiha|vasana vire, na tu raudre.
krodhalvasana raudre, na tu vire.
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Why again, one might ask, shouldn’t desire alone be in
operation in the case of covetousness? What is the need for
bringing in the comic rasa? Yet as a transitory emotion the
kind of desire found in covetousness has to pertain to some
rasa, and what other rasa could it pertain to? Not the sor-
rowful, the furious, the heroic, the fearful, or the disgusting,
since their stable emotions have no place in that kind of de-
sire. Nor the amazing, since wonder isn’t stably connected
with that kind of desire. Nor the erotic, since then it would
become a stable emotion and not a transitory one. There
is, on the other hand, an essential commingling of laughter
and the kind of desire or craving that is found in covetous-
ness. One might ask how, if there are no places where desire
and the comic are not commingled, they can be separate
entities. The answer is because the cause of each is unique.
Here, uniqueness signifies an emotion’s stability. For exam-
ple, even though there may be an admixture of desire in
the sorrowful rasa, given that the stable emotion of the sor-
rowful, namely grief, is unique to it, the sorrowful is a dis-
tinct rasa. Similarly, though desire may be admixed in the
comic, given that the stable emotion of the comic, namely,
laughter, is unique to it, the comic is a distinct rasa. The
same may be extended to the tranquil rasa. In the case of
affection for a child and the others, however, one may not
claim that since the factors, the feelings of tenderness and
so on, are unique to them they must accordingly turn out
to be rasas, for the simple reason that those feelings too are
nothing more than desire, and if desire were to be unique
to each of these, they would turn out to be the erotic. One
might further object that since energy and anger are in both
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yunoh parasparam paripirnah pramodah samyak | pari-

6.10 purna | rati | bhavo va §rngarah. yanor ekasya pramoda |
ratyor adhikye nytinatayam vyatireke va paripurter a|bha-

vad ras’ | abhasa iti. sa ca dvi|vidhah, sambhogo vipra-
lambha$ ¢ éti. tatra dar$ana|spar§ana|samlap’|adibhir itar’|
étaram anubhiyamanam sukham paraspara|samyogen’ ot-
padyamana anando va sambhogah. samyogo bahir|indriyal

sambandhah. asya daivatam Visnur, varnah §yamah. yatha:

stobhena catu|vacanani parahatani,
panih payodharalgato jadatim jagama.
Laksmyah paran tu prthulvepathur eva nivim

visramsayan suhrd abhiin Madhustdanasya. [2]
yatha va:

nidran’|éksanam unnamayya vadanam
kante kuc’|antah|sprsi,
srasta|vyasta|dukalaldarsita|vali|
pravyakta|nabhil$riyah
Radhaya dara|ghtrnad|utpalaldalal

iMadhu~st’1dana is Vishnu; Lakshmi (Shri) is his consort.
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the heroic and the furious, only one of these should be a
rasa. But they are different because their stable emotions
differ. The trace memories of energy are found only in the
heroic, not in the furious, whereas the trace memories of
anger are found only in the furious and not in the heroic.

The fully matured mutual pleasure of a young couple, 6.10
or the properly matured feeling of desire, is the erotic. If
one of the pair has greater pleasure or desire than the other,
or a lesser feeling, or if there is any differential, we have
the absence of full maturation and hence what is termed
a semblance of rasa. The erotic is of two sorts, enjoyment
and frustration. Enjoyment is the pleasure mutually experi-
enced through seeing, touching, or conversing, or the bliss
arising from union with one other. Enjoyment is external
sensory contact. Its superintendent deity is Vishnu, and its
color is dark blue. An example:*

His sweet nothings were thwarted by stuttering,
and his hand fell limp the moment it touched

her breasts.
But Madhu-stidanal had an ally, Lakshmi’s intense
trembling, which caused her skirt to slip right off.

Another:
As her lover lifted Radha’s face—eyes closed*

in sleep—and touched her breasts

her silk dress fell in a heap to reveal her lovely

navel amidst her curves,

but what made their passion so long-lived
were the waves
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dronijmadaldrohibhir
drklkonasya tarangitair viracito

dirgh’|ayur eva smarah. [3]

de$anam samayanam nayikinam ca bhedena nayakayor
avastha|bhedena ca bahavo bhedas. te ca Rasa|manjaryam

videsato darsita, iha punar vistaralbhiya na pradaréyanta iti.
6.xs  atha hava nirtipyante. tatra Bharatah:

«lila|vilaso, vicchittir, vibhramah, kilakificitam,
mottdyitam, kuttamitam, bibboko, lalitam tatha,

vihrtam ¢’ éd vijfieya dasa havas tu yositam.»

narinam $rngara|cesta havah. sa ca svabhavaljo narinam.
nanu bibboka|vilasa | vicchitti| vibhramah purusanam api
sambhavant’ iti cet—satyam, tesim tv aupadhikah, sva-
bhavaljah strinam eva. nanv evam yadi, tasam sad” Aiva te
katham na bhavant’ iti cet—satyam. uddipak’|Anvaya|vya-
tirekabhyam nayikanam hav’|avirbhava|tirobhavav id. lila]
vilasa|vicchitti|vibhrama|lalitani $arirani. mottayita|kutta-
mita|bibboka|vihrtiny antarani. kilakifcitam ubhayalsan-
kirnam iti.
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of glances from her eyes
that put to shame the pride of the petals
of bobbing dark lotuses.

There are many differentiations of the erotic according
to differences of time, place, type of female character, and
mental state of the male and female characters. These have
been examined in detail in the “Bouquet of Rasa” and will
not be examined further here lest this book grow too long.

Now the charms will be described. According to Bhérata:

« . .

The ten charms of women are mimicry, coquetry,
negligence, disarray, turmoil, coyness, saying no
when meaning yes, giving the cold shoulder, adorn-

ment, and reticence.”

A charm is an erotic action on the part of a woman, and
it is something natural to women. It might be objected that
giving the cold shoulder, coquetry, negligence, and disarray
are found among men, too. But among men they are con-
ditional, whereas they are natural to women. It might be
further objected that if women are permanently in posses-
sion of these charms, then they could never not have them.
The answer is that women show or hide these charms ac-
cording to the presence or absence of their stimulant fac-
tors. Mimicry, coquetry, negligence, disarray, and adorn-
ment are physical; coyness, saying no when meaning yes,
giving the cold shoulder, and reticence are internal; turmoil
is an intermingling of the two.
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priya|bhusana|vacan’| ady|anukrtir lild. tatra vibhavah

sakhilkautukalkalapah. anubhavah priya|parihasah. yatha:

cand’[Amsau caram’[Adri|cumbini, mano
jijpasicum subhruvam
nyaficat/kautukaya taya viracite
vamé§i|rave Radhaya,
«esa sphirjati kasya nihsvana?» it
krodhad vrajan kananam,
Radham viksya lata|pratanalpihitam
smero Harih patu vah. [4]

620  gamana|nayana|vadana|bhrii|prabhrtinam yah kas cid
utpadyate viSesah, sa vilasah. atra vibhavah priya|darsana|
smaran’|adayah. anubhava abhilasa|vaidagdhya|prakasan’|

adayah. yatha:

kajat|kanci, dara|sphurad|vali, natad|
bhri|valli, vellad|vapur,
valgatlkundalalkanti, saci|valita]
grivam vadantya vacah
pratar nartita|pundarika|parisat|
pandityalpataccari
drstir yam prati jayate varaltanor

vakri, sa Sakr’|adhikah. [s]

iy . ii
Krishna’s Indra
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Imitating one’s lover’s ornamentation, language, and so
on is called mimicry. Its factors® are amusements for the
sake of girlfriends. The reactions* are gentle mockery of the

lover. An example:

Just as the sun kissed the western hills,

the lovely Radha grew keen to amuse

her lovely friends and learn Hari’s! mind,

and so she raised the sound of his flute.

He rushed to the grove and in anger cried,
“Who’s making that sound?” and there saw Radha
hidden in the lattice of the vines,

and smiled—and may he thus protect you.

A special variation in the gait or in the play of the eyes or 6.20
mouth or brows is called coquetry. Its factors are the sight
or memory of the beloved. The reactions include a display

of desire, sophistication, etc. An example:

Jewel belt jingling, midriff on display,
eyebrows dancing, earrings flashing

as her body sways, head tilted as she speaks,
the woman casts a sidelong glance—

a glance that plagiarizes the learning

of the assembled lotuses dancing at dawn—

at a man who must be far more blessed

than Shakra, i king of all the gods.
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katipaya|bhiisana|vinyaso vicchittih. tatra vibhava sau-
kumarya| priya|saubhagya|saundarya|garva| krodha |kle$’|
adayah. anubhavah garva|mana|klesa|prakasan’|adayah.
yatha:

keytram na kare, pade na katakam,
maulau na mala punah;
kastari|tilakam tath” 4pi tanute
samsaralsaram $riyam.
sarv’[adhikyam alekhi bhala|phalake
yad Vedhasa subhruvo,
janimah kimu tatra Manmatha|mahi

palena mudra krea. [6]

vag|anga|bhisinam sthana|viparyaso vibhramah. tatra
vibhava dhana|madalrag’|autkaty’[adayah. anubhavah priyal
sakhylady|upahas’|adayah. yatha:

625 tyakee kelilvidhau nij’|amgukaldhiya
Pitambarasy’ 4mgukam
Padmayah paridhaya padmal$ayanat
pratah prayantya bahih
adatum vasan’|Aficalam capalayan,
kopam dréa dar$ayam,
vaca kautukam acaran, smita|sudha]

snigdho Hari patu vah. [7]

i Lakshmi ii Vishnu
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Wearing only a few pieces of jewelry is called negligence.
Its factors are the woman’s delicacy, her sexual power over
her lover, her pride in her beauty, the perturbation of anger,
etc. The reactions are displaying pride or the perturbation

of jealous anger, etc. An example:

She wore no bracelet on her wrist, no anklet
on her foot, no wreath on her head,

and yet she bore a forehead mark of musk,
the essence of worldly beauty.

The Creator inscribed her sovereignty,

I guess, upon her forehead,

and that must be the seal by which

Love, the king, confirmed it.

A disorderliness in the arrangement of body ornaments
or words is called disarray. Its factors are pride of wealth,*
wild passion, or the like. The reactions are the laughter of

the beloved, the girlfriend, etc. An example:

When they had left off making love,
Padmal put on his yellow robe

thinking it was her own and began

to leave the lotus bed at dawn.

But Hari'l shook the garment’s hem

to get it back, looked crossly, began

to tease, and broke out in a tender smile—

and may this god keep you from harm.
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$ram’|abhilasa|garva|smita|harsa|bhayalkrodhanim san-
karah kilakincitam. tad ahuh:

«$ram’|abhilasalgarvanam,
smitalharsa|bhayalkrudham
a|sakrt sankarah prajfair

vijiieyam kilakificitam.»

iti. atra vibhava nava|yauvan’|6dbhedalcancaly’|adayah.

anubhavah kartavy’|4|nirdharan’|adayah. yatha:

kodandam arohati candimanam,
madhulvratah kanksati Sonimanam,
padmam sudham varsati vepamanam,

svarn’|Acalah khidyati—kim nidanam? [8]
630  yathava:

krodh’|agaralsamutthitah, samudayat|
samtrasatail’|Ardita,*
vridabhih parimarditah, smita|sudha]
dharabhir udvartitah,
snatah snehalrasair, mano|bhavalkala
malabhir abhasitah—
payasur mayi Saila|raja|duhituh

sphitah kat’|aksal|cchatah. [9]

i . .
The references are to the girl’s brows, eyes, face (and ambrosial words),

ii [ .
and breasts. The goddess Parvati
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A mixture of fatigue, desire, pride, smiling, joy, fear, and

anger is called turmoil. Thus it is said:

“The continuous mixing of fatigue, desire, pride,
smiling, joy, fear, and anger is how the learned de-

fine turmoil.”*

Its factors are the fickleness occasioned by the coming of
puberty, etc. The reactions are uncertainty about what to

do, etc. An example:*

The bow is bending,* the black bees are reddening,
the trembling lotus is showering nectar,
and those golden mounds are making so much

troublel—what could be the cause?
Another: 6.30

Leaving her room—her jealous anger—and salved
with the oils of her mounting concern,

massaged by modesty, lathered with streams

of ambrosial smiles, bathed in affection’s

waters, and ornamented with a wreath

of all the arts of the God of love—

may those lustrous glances of the daughter

of the Mountain king'l provide me refuge.*
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vartd|vaimukhye sati nibhrta|bhiiyo|darsana|sprha mo-
ttayitam. atra vibhavah sapatni | trasa |lajj” | adayah. anu-
bhavah manah|prema|kathana|sanketa|nivedan’|adayah.

yatha:

na snehasya katha|rasam katham api
$rotum samutkanthate
Radha, kin tu vikirna|ratnalkapatad
agatya saudhad bahih,
nrtyan|netralputi, sphurat/kucalghati,
sved’|6llasad|dos|tati,
vyavalgad|bhrulkuti, skhalat/kati* punah

Krsn’|antike bhramyati. [10]

sukhe duhkha|cesta kuttamitam. atra vibhava rag’|aut-
kanthya|dagana|karaja|ksata| kuntal’|Adhara|grahan’|ada-
yah. anubhavah kapatalkaya|sankocalkapata|sitkar’|adayah.
yatha:

635 roddhum panih pracalati cirad,
angulir nigcal” 4sau,
bhra|viksepo bhavati kutilo,
netram antah|prasannam;
gadh’|aslese bhavati sutanor
ardha|matro nalkarah;
kampo muardhnah prasarati, mukham

sammukham ca prayati. [11]
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A keenness to secretly behold the lover repeatedly while
seeming to be indifferent to any talk about him is called
coyness. Its factors are fright or shame before the co-wives,
etc. The reactions are revealing the love in her heart, hinting

at the rendezvous place, etc. An example:

Radha has no desire at all

to hear sweet talk of love,

she simply leaves her house, pretending

to gather her scattered jewelry.

And with eyelids fluttering, breasts bobbing,
arms glistening with sweat,

eyebrows playing, and hips swaying

she finds her way to Krishna.

Acting as if in pain when actually feeling pleasure is say-
ing no when meaning yes. Its factors are the lover’s pulling
her hair or the lower lip, scratching with his nails, or biting
her in the grip of passion. The reactions are pretending to

shy away, pretending to gasp, etc. An example:

Her hand goes out to stop him too late
and the fingers will not move,

she arches her brows in anger and yet
her eyes are soft within,

when he takes her in his arms she cries
“No” but it’s only half-said,

and even while shaking her head

her face draws near his face.
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garv’|abhimana|sambhiito vikiro 'n|adar’|atma bibbo-
kah. atra vibhava yauvana|mada|dhana|madalkula|mada|
priy’|aparadh’|adayah. anubhava avahittha|durvacana|duh-

preksan’|adayah. yatha:

krc'lafjalih, kataraldrn|nipatah
pran’|é$varah parévam upajagima.
sakhilmukhe kundala|ratnallekham

esd punah preksitum acakanksa. [12]

sakal’|Anga|samicina|bhasana|vinyaso lalitam. atr’ iva
smit’|idayo ’ntar|bhavanti. tatra vibhava manah|prasadal
priyatam’|adar’|Anuragaldhiratv’|adayah. anubhavah priyal

vasikaranallok’

Anuragalcamatkar’|adayah. yatha:

kalalkvanitalmekhalam,
capalalcaru|netr’|aficalam,
prasanna|mukhalmandalam,
$ravana|saficaratlkundalam,
sphurat|pulakalbandhuram,
lapitaléobhaman’|adharam,
vihasya ratilmandiram

vrajati kasya §ac’|odari? [13]
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A mental transformation arising from arrogance and ego-
tism and consisting of scorn is called giving the cold shoul-
der. Its factors are pride in youthful beauty, wealth, or fam-
ily; a transgression on the part of the lover, and so on. The
reactions are dissimulation, insults, dirty looks, and so on.

An example:

As her lover came beside her
with hands folded and a sheepish look,
she continued to study the earring

aglow upon her girlfriend’s face.

The proper ornamentation of the whole body is adorn-
ment; smiling and the like are also included in it. Its fac-
tors are being well disposed toward the lover, respect for
him, the continuity of passion, etc. The reactions are the
enchantment of the lover, the admiration and attraction of

other people, etc. An example:

With jeweled belt gently tinkling,
tender glances quivering,

with countenance serene, and earrings
gently swinging at the ear,

the soft down on the body stiffening,
the lower lip adorned with small talk—
whose bedroom has the slender girl

gone off to visit with a smile?
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640  priya|sannidhav abhilap’ | 4| pariptrtir® vihrtam. tatra
vyaja|lajj”|adayo vibhavah. anubhava anyatha|cestit'|anya-
thalvyavahar’|adayah. vyajad yatha:

abhilasati kapole candralctide vidhatum
tilakam, udayad|antah|kopalbhaja Bhavanya
phanilpatilbhayalkatad angam utkampayantya
pracalalvasanalvatair vighnitah kelildipah. [14]

lajjato yatha:

«ananda|bhijo Yadunandanasya
kar’|avarodham na karena kuryah.»
sakhim lapantim iti safijaghana

cakora|netra culuk’|6dakena. [15]

ylnor anyonyam muditanam pafc | éndriyanam sam-
bandh’|4|bhavo ’bhist’|4| praptir va vipralambhah. na ca
man’ | atmake vipralambhe | vyaptir iti vicyam. mudita|
panc’|éndriya|sambandh’|4|bhava|ripasya visist’|4|bhava-
sya tatr’ pi sattvat. tadanim yunor indriyanim mudita-
tvat.T* nanu ya priyam abhisarati sa priya|yukta bhaved iti
cet—satyam, sa priya|yukt” Aiva. a|cira|darsana|pratyas”|
Anuvrttalpramodena virahaldharmasy’ asru|pac’jader ajsam-

bhava iti.

6.44 muditatvit B : muditatvibbivat |

'Shiva "Pirvat ™ Belonging to Krishna
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Breaking off talking in the presence of the lover is reti- 6.40
cence. Its factors are pretense or shame. The reactions are
acting or behaving in some distracting way. An example of
pretense:

As the moon-crested godi sought to draw on
her cheek
an ornament, Bhav4nitl grew angry* and with limbs
trembling, pretending to recoil in fear
from the snake,
she snuffed the lamp with the breeze from her
rustling dress.

An example of shame:

As her girlfriend was saying “You shouldn’t block
Yadu-ndndana’s'i! hand with your hand

when he’s overcome with bliss,”

the large-eyed woman silenced her

with the water held in her cupped hands.

The absence of any joyous mutual sensory connection
between a young couple or the failure to attain their de-
sire is called frustration. This definition is not so narrow as
to exclude frustration in the case of love-anger. For in the
case of love-anger, too, we find this particular type of ab-
sence, namely, the absence of a joyous sensory connection,
since the couple’s senses are at the time still joyous. There
is some truth to the objection that while going on a secret
rendezvous to her lover a woman can be said to be separated
(from her lover, and thus be frustrated), but in fact she is
really only separated. There is no weeping, and none of the
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6.4s  sacavipralambhah paficadha, de§’|antarajgamanad,
guru | nidesad, abhilasad, irsyayah, $apac ¢’ éti. samayad,

daivad, vidvaradt ityladayo ’py unneyah.
de§’|antarajgamanad yatha:

prasthanaya krt'|6dyame priyatame
dohlkankanena cyutam,
dhairyena skhalitam, madena galitam,
netr’[Ambhasa nihsrtam,
jiven’ 4pi yiyasuna «Siva, Sival»
prarambhi vama|bhruvah
kamp’landolitalkinkinilkala|raval
vyajena Vainyalsmrtih. [16]

yatha va tatalcarananam:

vinam anke katham api sakhi]
prarthanabhir nidhaya
svairam svairam sarasija|dréa
gatum arabdham eva.
tantrilbuddhya kim api viraha|
ksina|din’[angalvallim
enam eva spréati bahuso
miirchana—citram etat. [17]

6.45 vidvarid B G : dvidvarad ] : vidravid S

ip.. . . .
Prithu, son of Vena, one of the epic heroes sometimes invoked before

a journey
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other expressions of her missing him are present, because
she is continuously joyful with the hope of seeing him again
shortly.

Frustration has five varieties, depending on whether it 6.45
results from the lover’s going to another country, the orders
of a parent, desire, jealousy, or a curse. Additional causes
can be supposed, such as time, fate, or a calamity.

An example of frustration caused by the lover’s going to
another country:

When her lover started to go,

the woman’s bracelet fell from her wrist,

her steadiness tripped, her passion dipped,

the tears poured from her eyes,

and in the guise of the sweet sound of bells
tinkling on her shaking arm

her life, about to leave, cried out

“Dear god!” and turned its thoughts to Vainya.!

Another example, from my honored father:

Her friends implored her, and finally

the lotus-eyed woman

took the lute upon her lap

and slowly began to sing,.

But—how strange—her limbs were so sadly
wasted from separation

that Fainting* thought they were the strings
and touched them repeatedly.
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650  gurulnidesid yatha:

bhasvams cuta|tarur, gurur manasijah,
ko ’py esa bhrngas tamo,
mando gandhalvahah, sito malayajo,
dos jakaro* madhavah,
angaro nava|pallavah, paralbhrto
vijio—guror 3jhaya
niryato ’si; vicaritah katham ami

kraras tvaya na grahah? [18]
abhilasad yatha:

agar’Jabhimukham mukham racayator,
vakrilkrta|grivayor,
vyastam colam ajanatoh, kva cid api
vyajat punas tisthatoh,
margam vismaratoh kva cit, kva cid api
tyakt’|aksaram jalpatoh
saci|preksitam avayor yad abhavad,

bhiyas tad asasmahe. [19]

i .
A woman speaks to her secret lover before his departure.
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An example of frustration caused by the orders of a 6.50

parent:

The mango tree is gleaming ? the sun;

the God of love is a guru ? Jupiter; the black bee is
darkness | Eclipse;

the breeze is gentle ! Saturn; the sandalwood is
pure white ! Venus;

the spring is a source of faults : the moon;

the new sprout burns like a firebrand  Mars;

the cuckoo is adept : Mercury—

you left at the command of my father but why

did you not first take thought for these cruel planets?
An example of frustration caused by desire:!

Directing our heads toward the rendezvous house
and twisting our necks,

garments on inside out, standing around

idly on a pretext;

forgetting the way, leaving things half said—
may the two of us have,

time and again, the furtive glances we had

in all these different acts.
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irsyato yatha:

6.55 pran’|ésasya prabhavati!™ manah|
prema hemalprasiinam,
ceta$ ciitam, drg api kamalam,
jivanam bandhujivam.
aga|satre grathitam alkhilam
vedhasa, yasya bhange
syad etesim api nipatanam—
candi, manam vimufica. [20]
§apad yatha:
anyatra yadi nirgantum iccha, nirgaccha daratah;
priyalvirahaltapena $apaldagdho bhavisyasi. [21]
samayad yatha:
vislesaljivanalvridal
pidalvidhuralmanasa
tasthau pratah priyam viksya
cakri vakrilkrt’|anana. [22]
6.60  daivad yatha:
jivane ’|satif visleso,
vislese ’|satif jivanam.
dvayor apy anayor yiinam

aham eva nidaréanam. [23]

6.61 5atiV (?) :sati] 6.61 sati V () :sati]
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An example of frustration caused by jealousy:

The love in the heart of your husband

is a golden flower, the mind

a mango bud, the eye a lotus,

and life itself a bandhu-jiva bloom.

'The creator has strung these all together
upon the string called hope, and if

you break that string the flowers are lost—
so no more anger, hot-headed girl.

An example of frustration caused by a curse:

If you really want to leave,

go far away or you'll be burned
by a curse from the burning pain
of separation from your beloved.*

An example of frustration caused by time:

Brokenhearted at the painful shame
of surviving even though parted,
the chakra-vaki bird gazed at dawn
on her mate and hung her head.*

An example of frustration caused by fate:

Some people are never separated while alive,
and some never live once separated.

But here am I, alone among youths,

an example of both.*
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vidvarad{* yatha:
kelilgrhe va mani|mandire va
§asama Lanka|nagare hut’|asah.
itas tatah prasthitayor na ytnor

viyogaljanma virarima vahnih. [24]

iti Sri|Bhanudatta|viracitiyim Rasataranginyam
rasa|niriipanam nima sasthas tarangah.

6.62 vidvarad B G : dvidvarad ] : vidravid S
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An example of frustration caused by an calamity:

The flames in Lanka city burned themselves out

in jeweled palaces and pleasure rooms,

but the fire of young couples” separation was
unceasing

as they wandered thence from place to place.*

The end of the Description of Rasas, the Sixth Wave of
Bhanu-datta’s “River of Rasa.”
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THE SEVENTH WAVE
DESCRIPTION OF RASAS CONTINUED



71 HASASYA PARIPOSO hasyah. varno ’sya suklot suddho,
daivatam pramathah. sa ca dvi|vidhah: sva|nisthah
para | nistha$ ¢’ éd. tav apy uttama|madhyam’|4dhama |
bhedat tridh” éti sad|vidhah. sva|nistho ’pi sad|vidhah.
para|nistho 'pi sad|vidha iti dvadasa|vidho hasyah. tatha
hi uttamanam sva | nisthe para | nisthe ca smita | hasite.
madhyamanam sva|nisthe para|nisthe ca vihasit'| dpaha-
site. adhamanam sva|nisthe para|nisthe ¢’ pahasit’|atiha-
site. uttamanam isad|vikasita|kapolam, a|vyakta|dasanam,
apanga|susthu|viksanam smitam. utphulla|kapolam, kifi-
cil | laksita | daganam hasitam. madhyaminim samay’ |
6citam uttama | svanam, akuficita | mukham, avirbhiita |
vadana | raigam vihasitam. utphulla | nsa | putam, kutila |
viksitam, kufcita | grivam, sphuta | svanam upahasitam.
adhamanim uddhatam, udyad | asru, kampita | mauli,
sphutatara|svanam apahasitam. atyuddhatam, bahal’|4sru,
sphutatama|svanam, aslista|par$valjanam, arabdha|kara|

tilam atihasitam.

7.1 Suklo S : suddho ]

{ Goblin-like companions of the god Shiva
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T HE FULL DEVELOPMENT of the humorous stable emo- ;.1
tion is called the “comic” rasa. Its color is white, and
its presiding deity is the troop of the prémathas.i The comic
is of two types: self-directed and other-directed.* Each of
these is divided into high, average, and low,* giving six va-
rieties. The self-directed and other-directed comic together
have twelve varieties. To be specific: In the case of high char-
acters, the self-directed and other-directed comic consist of
smiling and laughing; in the case of average characters, the
self-directed and other-directed comic consist of chuckling
and chortling; in the case of low characters, the self-directed
and other-directed comic consist of guffawing and belly-
laughing. In the case of high characters we have smiling,
which consists of partially puckered cheeks with the teeth
hidden and subtle sidelong glances, and laughing, which
consists of cheeks fully blossomed and teeth partially vis-
ible; in the case of average characters, we have chuckling,
which consists of modulating the pitch of one’s voice as
appropriate to the occasion, the head slightly inclined, the
face blushing, and chortling, which consists of the nostrils
flaring, sly looks, neck fully inclined, and a shrill pitch of
the voice; in the case of low characters, we have guffawing,
which consists of intense whooping with head shaking and
tears starting, and belly-laughing, which consists of very
intense shrieking, tears pouring out, hugging the people at
one’s side, and wildly clapping the hands.
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sva|nistham smitam yatha:

lekhanim ita ito vilokayan
kutra kutra na jagima Padmabhih.
tam punah $ravanalsimni lambhitam

prapya, sannatalmukham smitam dadhau. [1]
sva|nistham hasitam yatha:

vyom’|inkuram vyomalgatam rad’|igram
ugraldyutim sviyam udiksya Visnoh
yad asa hasyam kimu tat payodhav
ady’ api phenalstabakiayamanam. [2]

parajnistham smitam hasitam ca yatha:

Hara|vrsabha|mukhe salkhelam ayo-*
jayati suvarnalsalvarnalkanti|parnam,

drsi Bhujagalpateh $isuh Sadasyah
kalayati kajjalam antike Bhavanyah. [3]

parajnistham vihasitam yatha:

nigasu tailasya dhiya grhitair
masi|jalair liptajmukh’laravindam
gopam prabhate skhalad|asru|niram

a|dhirajnidam jahasus tarunyah. [4]

i . . . iip, . .
In his Boar incarnation  Pdrvati watches her son Skanda playing

with Shiva’s bull and the cosmic snake Shesha.
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An example of self-directed smiling:

Here and there and everywhere
Brahma went searching for his pen,
and when he found it fixed behind

his ear, he lowered his face and smiled.
An example of self-directed laughing:

When Vishnu saw his dreadful tusk! 7.5
flash in the sky like a root of the sky
he laughed—and even today that laugh

remains in the form of the foam of the sea.*
An example of other-directed smiling and laughing:*

Playfully, the Six-headed god, her little child,
put a golden leaf on Nandji’s snout
and painted the eyes of the Lord of serpents

with lampblack, as Bhavdni was looking on.ii
An example of other-directed chuckling:

At night the cowherd took a pot of ink,
thinking it oil, and rubbed it on his face,
and at dawn the girls laughed at him,
the sound half-suppressed, tears welling

in their eyes.
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710 paranistham upahasitam yatha:

«yo nirodho may” arabdha...»
iti padyam pathan budhah
$a$vad|utphullajnisena

tatasthen’ dpahasyate.t [s]
para|nistham apahasitam yatha:

rat’|0tsave vallabhalyajfalsiitram
kanth’[avalagnam parimocayantim
dvij’Jinganam dirghataram $vasantim

tara|svaram vara|vadhir jahasa. [6]
para|nistham atihasitam yatha:

7.15 corah Kamalripor grham nisi gatah
$ulam kapalam haran,
bijam dhiirta|phalasya tandulaldhiya
nitva punar bhuktavan.
vyavalgan, pracalan, skhalan, paripatan,
muhyan, vighiirnan, hasann,
att’[attaldhvani mukta|maulilkusumam

svar|ve$yaya hasyate. [7]

7.11 upahasyate S: upahasyate
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An example of other-directed chortling: 7.10

As the poet recited his verse
saying, “I cunt begin to tell ... ”*
the bystanders burst out laughing at him,

their nostrils flaring wide with glee.
An example of other-directed guffawing:

The courtesan began to roar with laughter
when she caught sight of the brahmin’s wife
breathlessly trying to untangle the sacred thread*

around her husband’s neck when making love.
An example of other-directed belly-laughing:

A thief at night went to the house of Shiva

and stole his trident and skull bowl,

and took and ate some datura* seeds,

thinking they were grains of rice.

And as he swayed and tottered and stumbled
and fell,

swooned and spun and laughed out loud,

the whores of heaven were in stitches, teeth
flashing white,

flowers spilling from their hair.
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$okasya pariposah karunah. asa|vicchede sati sarv’|én-
driya|klamo va. na ca vipralambhe ’tivyaptih. tatr’ ést’|a-
$ayah sattvat. tad|vicchede tu sa vipralambhah karuna eva.
$oko duhkham. varno ’sya kapota|citrito, daivatam Varu-
nah. sa ca sva|nisthah para|nisthas ca. sva|$apa|bandhana|
kle$’|an |istair vibhavaih sva|nisthah. par’|ésta|nasa|sapa|
bandhanalkle$’|adinam dar$ana|smaranair vibhavaih para]

nisthah.
sva|nistho yatha:

tava, natha, §arah, $ar’|Jasanam
tava dehena sah’ 4iva bhasmasat.
aham asmi, tatah pratiyate:

tava i’ 4sm’ iti—kim ucyatam itah? [8]
para|nistho yatha:

7.20 anuvanam anuyantam, baspalvari tyajantam,
mrditalkamalaldimalksaimam alocya Rimam,
dinam api ravi|rocis|tapam antah prastite;

rajanir api vidhatte tarakalbaspalbindin. [9]

iRati, the wife of the God of love, laments at his death by fire from

Shiva’s third eye.
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The full development of the stable emotion grief is called
the pitiful rasa. Or it may be thought of as a deadening of
all the senses when all hope is lost. This definition is not
so wide as to include the rasa called the erotic frustrated,
because there hope of the beloved still exists; it is precisely
when all such hope is lost that the erotic frustrated becomes
the pitiful rasa. Grief is sorrow. Its color is speckled dove
gray, and its presiding deity is Viruna. The pitiful rasa, too,
is either self-directed or other-directed. The former comes
about through such underlying factors as a curse upon one-
self, one’s imprisonment, or some catastrophe or other un-
welcome occurrence. The latter comes about through such
underlying factors as another’s losing some cherished per-
son, a curse upon him, his imprisonment or other troubles,
whether actually seen or only remembered.

An example of the self-directed pitiful rasa:

Your bow and arrows, master, are truly yours,

since when your body burned they were burned,
t0o.

But I remain alive, and so I know—

what else to say?>—I was not really yours.i

An example of the other-directed pitiful rasa:

Watching Rama shedding tears and wandering
from forest to forest, weak as a trampled lotus,
even the day felt pain—the blazing sun—
even the night shed tears in the shape of stars.
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paripurnah krodho raudrah, sarv’|éndriyinam auddha-
tyam va. varno ‘sya rakto, daivatam Rudrah. yatha:

cand’lAmsuh kim na cakram,
bhujagalpatir asau vartate va na pasah?
kuntah kim danti|danta,
na ca girir asanih? kim na $astraih kim anyaih?
Bhimo ’ham dusta|Duryo-
dhana|nidhana|samud]
danda|bahu|prakandah*
pratyavrtta|prakopal
pralayalhutavaho—
n’ 4smi kasy’ 4pi vasyah. [10]

yathi va:

krida|tungalturangaltapalpatali|
kharvilkrc'|6rvidharal*
$reni|spharjitaldhalildhoraniltamah]
stom’[4validham jagat
baddha|spardhalkar’|[indra|vrndalcaranal
vyabhugna|bhog’|isvara]
vyagr’'|6dagra|phan’|agra|ratnalrucibhir
vidyotayamo vayam. [11]

725 pariparna utsihah sarv’|éndriyainam praharso va virah.
varno ’sya gaurah. daivatam Sakrah. sa ca tridha: yuddhal
vira|dana|vira|daya|vira|bhedat. iyams tu visesah. sa ¢’ 6t-
saho yuddha|vire pratap’|adhyavasay’|adi|prabhavah. dana]
vire dana|samarthy’|adi|prabhavah. daya|vire ardrac”|adi|
prabhavah. yuddhalviro yatha:
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Fully matured anger—or a state of intensification of all
the senses—is the furious rasa. Its color is red, and its pre-
siding deity is Rudra. An example:

Isn’t the sun a discus, the cosmic serpent

a rope? Aren’t elephant tusks lances,

and mountains crashing bolts? I have no need
for any other armaments.

I am Bhima, my tree-trunk arm upraised

to kill the wicked Duryédhana,

the doomsday fire of my anger reignited—
and I answer to no one.*

Another example:

The world’s been swallowed in a mass of darkness
from the blanket of dust thrown up

by the string of mountains that were flatctened

by their galloping spirited warhorses,

but with the rays from the gems on the upraised
hood of Shesha, brought low by the feet

of the herds of our competing elephants,

we shall shed illumination.*

Fully matured energy—or an enlivenment of all the 7.25
senses—is the heroic rasa. Its color is pale yellow, and its
presiding deity is Indra. It is threefold: the heroic in war,
in munificence, and in compassion. The difference here is
only that in the first case, the energy arises from intentness
on martial fervor, and so on; in the second, from the ca-
pacity for bestowing gifts, and so on; and in the last, from
feelings of pity, and so on. An example of the heroic in war:
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sangram’[anganam agate Dasamukhe
Saumitrina vismitam,
Sugrivena vicintitam, Hanumata
vyalolam alokitam.
$rilRamena param tu pinalpulakal
sphurjat|kapolalériya
sandr’|anandalras’|alasa nidadhire

ban’|asane drstayah. [12]
danalviro yatha:

abhyagacchati mandiram dvijalkule,
«khandaya khand’|Ambudhim,
ksar'|Abdhim lavanaya, dugdhaljaladhim
dugdhaya ced dasyati,
durvaro viraho bhaved,» iti bhiya
din” éva divy’|ipaga
yasy’ anghrim na jahati, vipralvapuse

Ramaya tasmai namah. [13]
dayalviro yatha:

7.30 dayalbijam Harer netram,
ankuras tatra bhaskarah,
tatah samutthitav etau

pallavau Rima|Laksmanau. [14]

ip, ii . .
Pérashu-rama * The sun is Vishnu’s right eye, as well as the progen-

itor of the clan to which Rama and Likshmana belonged.
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When Rdvana reached the battlefield,
Likshmana stood amazed,

Sugriva fretted, Hinuman

looked anxiously about.

But glorious Rama, the hair bristling
thickly on his cheeks,

set his eyes, heavy with rapturous

bliss, upon his bow.
An example of the heroic in munificence:

As the horde of brahmins assembled at the temple
the Ganga wondered: “If he gives

the salt sea to them for salt, the candy sea

for candy, the milk sea for milk,

[ will inevitably be bereft,”

and so as if dejected the river

cleaves to his feet in fear*—all praise to him,

that Rama in the brahmin’s form.!
An example of the heroic in compassion:*

Vishnu’s eye was the seed of compassion,
the sprout from this seed was the sun,
and from it there arose those two

blossoms, Rama and Likshmana.ii

295



RIVER OF RASA

bhayasya pariposah sarv’|éndriyanam viksobho va bha-
yanakah. varno ’sya Syamah. daivatam Yamabh. sa ca sva|nis-

thah para|nistha$ ca.
aparadhat sva|nistho yatha:

gopilksiralghatilvilunthanalvidhi]
vyapara|varta|vidoh
pitros tadanal$ankaya $isulvapur
devah prakagya jvaram,
rom’|Aficam racayan, dréau mukulayan,
pratyangam utkampayan,
sittkurvams tamasi prasarpati grham

siyam samagacchati. [15]
parajnistho yatha:

735 Gangayah salile nimajjati, jatd|

jute paribhramyati,

bhragyaty aksilhut’|aane, phani|phan’|a-
bhoge kva cil liyate,

kubjilbhtiya Harasya karnalsusiram

nirgantum utkanthate—

Rahor asyam udiksya kim na kurute
balas tusaraldyutih? [16]

i Krishna ii Shiva’s attributes include a crescent moon in his headdress,
along with the Ganga and matted locks, a fiery third eye in the middle

of his forehead, and a snake around his neck.
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The full development of the stable emotion fear—or an
agitation of all the senses—is called the fearful rasa. Its color
is blue-black, and its presiding deity is Yama. It can be self-

directed or other-directed.*

An example of the self-directed fearful rasa arising from

a transgression:

His parents had heard talk of his behavior,
how he looted the milkmaids’ pots,

and so the god in a child’s body' was scared
they'd spank him. He pretended fever,
produced chills, and kept his eyes half shut,
trembling in every limb and groaning

as he made his way home in the evening

with darkness coming on apace.
An example of the other-directed fearful rasa:

It plunges into Ganga’s waters, 7.35
wanders among the matted hair,

leaps into the third eye’s fire,

disappears amid the snake’s coils,

and even makes itself a midget

trying to escape through Shiva’s ear—

when it sees the yawning mouth of Eclipse,

what won’t the crescent moon attempte?™

297



RIVER OF RASA
vikrta|ninadat para|nistho yatha:

kurvane dasabhir mukhair Dagalmukhe
nadam, suraih kampitam,
din|nagais cakitam, Harer api hayair
utpuccham adhavitam.
Sugrivas tu samucchalaj|jalajnidhi
vyalola|vici|bhrami
bhrasyat|setulvisankaya Hanumato

vaktre dréau sandadhe. [17]

jugupsayah pariposo bibhatsah, sarv’|éndriyanam sankoco
va. varno sya nilo, daivatam Mahakalah. sa ca sva|nisthah

para|nisthas ¢’ éti.
sva|nistho yatha:

7.40 Kali|Kundalinilkutthala|mithah|

prarabdhalthtthatkrtil

nyaficad|vici|calad|vihayasi valajl
jhillilnipatalsprsi

baddha|spardhalvipaksa|paksa|rudhira]

srotasvini|srotasi

bhrasyaty, udbhramati, skhalaty atha ranal
krodh’|akulo Bhargavah. [18]

iR::ivama iiA form of Shiva iii Malevolent forms of the mother

goddess
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An example of the other-directed fearful rasa arising from

a gruesome sound:

As Ten-heads' raised a battle cry in all

ten mouths at once the gods trembled,

the heavenly elephants quaked, even the Sun’s
horses bolted, their tails in the air.

But Sugriva, fearing that the bridge

would break as the wild waves were cresting
over the heaving ocean, fixed his gaze

upon the face of Hinuman.

The full development of the stable emotion revulsion—or
a recoiling of all the senses—is called the disgusting rasa. Its
color is blue, and its presiding deity is Mah4-kala.il It can
be self-directed or other-directed.

An example of the self-directed disgusting rasa:

Kali and Kindalini, i with equal relish, 7.40
started to gibber and squeal,

the sky itself moved under the crashing waves,

circling vultures swooped down,*

and in that swift current of the river of blood

of contending enemy ranks

Bhdrgava, blind with battle rage, began

to slip and slide and fall.

299



RIVER OF RASA

parajnistho yatha:
«chatram kumbh’[indra|karnair
viracaya, vitatam?{ camaram vajif|pucchair,
malam mundaih pracandaih
stja, gajaljaghanair mandapamt yojayasva,
antrair nirajanayah
kalaya vidhim.» iti pretalvrddh’langananam
alapah Kundalinyas
tanaya|parinay’|arambhaljanma babhava. [19]
vismayasya samyak samrddhir adbhutah, sarv’|éndriya-
nam tatasthyam va. varno ’sya pito, daivatam Brahma. sa ca
sva|nisthah para|nistha$ ca.
sva|nistho yatha:
7.45 lilajnibaddha|pathodhir,
helalhata|Dag’|ananah
sa Ramah Sitay” aslistam
itmanam bahv amanyata. [20]
para|nistho yatha:
tyakta jirnaldukalavad vasumati,
baddho 'mbudhir binduvad,
ban’|Agrena jaratlkapotaka iva
vyapadito Ravanah,
Lanka k” 4pi Vibhisanaya sahasa
mudr” éva hast'|Arpita—
$rutv” divam Raghu|nandanasya caritam
ko va na romaficati? [21]

7.42 vitatam S : tanu tam | : tanutam V B N 7.42 wiji-s : vydla- ]
742 mandapam S : mandalam ]
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An example of the other-directed disgusting rasa:

“Fashion a parasol from elephant ears,

a wide one, a fly whisk from horses’ tails,
string a garland of gruesome hairless skulls,
build a marriage hall of elephant parts,
perform the holy lamp ceremony

with entrails.” So the old women

among the ghosts gave orders to commence
the wedding of Kundalini’s son.

The proper expansion of the stable emotion wonder—or
a neutralization of all the senses—is the amazing rasa. Its
color is yellow, and its presiding deity is Brahma. It can be
self-directed or other-directed.

An example of the self-directed amazing rasa:

Though he had bridged the ocean in sport 7.45
and slain ten-headed Rdvana for fun,

Rama only took pride in himself

when Sita took him in her arms.

An example of the other-directed amazing rasa:

To give up the earth like a worn-out garment,
to bridge the sea like a droplet,

to put an end to Révana with an arrow

like an age-worn pigeon,*

to hand Lanka straightway to Vibhishana
like a signet ring—

who could listen to these acts of Rama’s

and not succumb to shivering?
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atyukti|bhram’
‘dbhuta eva.

atyuktir yatha:

okti|citr’|okti|virodh’|abhasa|prabhrtayo

.50 bhiyad esa satam hitaya bhagavan
kol’|avataro Harih,
sindhoh klesam apasya yasya dasana]
prante sthitdya bhuvah
tara harad, varidas tilakai,
svar|vahini malyati,
kridadarpanati ksapa|patir, ahar]
devas ca tatankati. [22]
yatha va:
divya|Harer mukhalkuhare
vistirne parnati vyoma,
cirnati candrah, kramukati
Kanakalgirih, khadirasarati khar’JAmsuh. [23]
bhram’|6ktir yatha:
tivrais tigmalrucah karaih paricitam
sektum kapolalsthalim
niranam nikaram karena harata
tucchilkrte varidhau,
Mainikam samudiksya panka|patitam,
salukal¢ankaljuso
Herambasya punatu dantal$ikhara|
vyaparalila|rasah. [24]

i . . .
The mountain that took refuge in the ocean when Indra was cutting

off the mountains” wings
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Hyperbole, misinterpretation, fantasy, and apparent con-
tradiction are all forms of the amazing rasa.*

An example of hyperbole:

May Vishnu bring welfare to the good

in his Boar incarnation

when Earth sat poised on the tip of his tusk,
set free from the ocean’s chafing,

and the stars made her a necklace, the cloud
a forehead ornament,

the heavenly river a garland, the moon

a mirror, the sun an earring.

Another:

In the vast maw of the divine Lion*

the sky was a betel leaf,

the moon lime paste, the Golden Mountain
areca, the sun cutch juice.*

An example of misinterpretation:

When his cheek was burned by the hot rays
of the blazing sun

and he drew water in his trunk to bathe it
and thereby emptied the ocean,

Ganésha saw Maindka! fallen in the mud,
and thinking him a root,

he played with him with the tip of his tusk—
and may that play protect you.
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7.55 yathi va:

antahlkrodh’|agniljagrat|
kapata|Narahari|sphara|nih$vasalvatal
vyadhata varilvahah
kula|dharanibhrtah sanusu praskhalantah
din|nagair naga|buddhya,
vanalharinalkulaih ankaya $advalanam,
chaya|bhrantya kirataih,
$itilvasana|dhiya viksitah svarlvadhabhih. [25]
citr’|6ktir yatha:
girir vamati maukeik’|a-
valim, ali|dvayam sthavaram,
$arat|tuhinaldidhitir
vyajanalmarutam vafichati,
dhanuh svapiti manmatham,
Sithila]pandham andham tamo,
namo manasiljaya te,
kim api kautukam tanvate. [26]

laksanikam akhilam citr’|6ktir eva.
7.60  virodh’|abhaso yatha:

ko ’py asau tava, Mukunda, nandako
’Inandako bhavati Kamsa|sampadah;

kundali tvam asi, Kaliyam kuto
dirato nayasi—tan nivedaya. [27]

iThe God of love ii Mukdnda, or Krishna, killed his uncle Kansa and
the serpent Kiliya.
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Another: 7.55

The winds of the mighty sighs of that artifice,
the Man-Lion, awakened by the fire of his anger,
tossed the clouds about and they went scuttling
onto the slopes of the ancient mountain:

The guardian elephants of the quarters believed
them other elephants; the herds of forest deer,
mounds of grass; the country people, shadows;
and the women of heaven, elegant black gowns.

An example of fantasy:

A mountain that spits out pearls, a pair

of bees absolutely still,

an autumn moon that calls, yearning

for a breeze from a fan,

a bow of Love that lies asleep,

deep darkness that falls disheveled—

praise be to you who are born in the mind,!
and who so excite our fancy.*

Fantasies as such are based entirely on metaphorical or
metonymical identification.

An example of apparent contradiction: 7.60

How remarkable, Mukunda, is your source of joy !
your sword named Néndaka,

for it was no source of joy to the fortunes of Kansa,

and you are a coil-possessing snake : wear earrings

and yet you drive Kaliya away'i—tell me why.
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nitye ca sarve rasa ananada|ripah, adbhuct’|akhyah, para|

nistha eva.*

citta | vrttir dvedha, pravretir nivredi$ ca. nivrttau yatha
$antalrasas, tatha pravrttau maya|rasa iti pratibhati. ekatra
ras’|Otpattir, aparatra v, éti vaktum a|$akyatvat. na ca sa ratir
eva. tarhi sa kasy’ 4stu vyabhicari? na §rngarasya, tad|vairino
bibhatsasy’ 4pi tatra sattvad; ata eva na bibhatsasy’ 4pi. na
hasyasya, tad|vairinah karunasy’ 4pi tatra sattvad; ata eva na
karunasy’ api. na raudrasya, tad|vairino ‘dbhutasy’ api tatra
sattvad; ata eva n’ Adbhutasy’ 4pi. na virasya, tad|vairino
bhayanakasy’ 4pi tatra sattvad; ata eva na bhayanakasy’ api.

n’ Api $antasya tad|virodhitvac.

na ca simanya eva rasas, tad|viSesa itare bhavanti. §anta|
rasasya tarhi ras’|abhasatv’|apatteh. kim tu vidyuta iva rati|
hasa|soka|krodh’| dtsaha|bhaya|jugupsa|vismayas tatr’ 6t-
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In drama, all rasas are joyful, are fundamentally the amaz-
ing rasa, and are solely other-directed.

Now, there are two basic states of mind, engagement
and disengagement. In the case of disengagement we have
the tranquil rasa, and in the same way, in the case of en-
gagement it would appear we have a rasa of phenomenal
reality,* for we cannot argue that rasa arises in the former
case but not in the latter. Nor can this phenomenal rasa be
desire as such (counterposed to the absence of desire in the
tranquil rasa), since were that so, phenomenal rasa would
then have to be a transitory feeling of some other rasa—but
which one? Not the erotic, because of the presence in the
phenomenal rasa of the disgusting, which is inimical to the
erotic—and so desire could not be a transitory feeling for
the disgusting, either. Nor the comic, because of the pres-
ence in the phenomenal rasa of the pitiful, which is inimi-
cal to the comic—and so it could not be a transitory feel-
ing for the pitiful, either. Nor the furious, because of the
presence in the phenomenal rasa of the amazing, which is
inimical to the furious—and so it could not be a transitory
feeling for the amazing, either. Nor the heroic, because of
the presence in the phenomenal rasa of the fearful, which is
inimical to the heroic—and so it could not be a transitory
feeling of the fearful, either. Nor the tranquil, because it is
diametrically opposed to the phenomenal rasa.

Furthermore, this phenomenal rasa cannot be purely a
genus, of which the other rasas are species, for then the
tranquil would be excluded and thereby turn out to be a
semblance of rasa. Instead, like flashes of lightning, desire

307



RIVER OF RASA

padyante viliyante ca. tena tatra te vyabhicari|bhava iti.
laksanam ca prabuddha|mithya|jnana|vasana maya|rasah.
mithya | jianam asya sthayi|bhavah. vibhavah samsarika |
bhog’|arjaka|dharm’|a|dharmah. anubhavah putra|kalatral
vijayalsimrajy’|adayah. yatha:

7.65 vati lati|drglambho|
ruha|rabhasalkari, vapika k” 4pi kanta,
talpam candr’|Anukalpam,
prakatayati mithah kamini kama|nitim,
ripam kam’|[Anuripam,
manimayalbhavanam,
bandhuram bandhu|rago—
loke, Lokesa, kasya

tvam asi na bhavane sarvada sarva|data? [28]

nitya|bhinne param nirveda|sthayi|bhavakah $anto pi
navamo raso bhavat’ iti. nirvedasya pariposah $anto raso,
dosa|prasamo va. dosah kamal|krodh’|adayah. asya visaya|
dosa|vicara|virakty|adayo vibhavah. anubhava anand’|asru|

pulakalharsalgadgadalvacan’|adayah. yatha:

 Actions leading to good and bad karma respectively
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together with humor, grief, anger, energy, fear, revulsion,
and wonder arise and vanish in this phenomenal rasa, and
hence for it, all these stable emotions function as transi-
tory feelings. The definition of phenomenal rasa is this: it is
a latent impression, consisting of false consciousness, that
comes to be stimulated. This false consciousness is its stable
emotion; its underlying and stimulant factors are dharma
and adharma,! which underwrite experience in the world,
whereas its reactions are such things as a child, a wife, suc-

cess, pre-eminence. An example:

A garden that enchants with the lotus eyes

of Lata women, a lovely pond,

a bed like the moon, a beloved who reveals

her mastery of love in union,

a body suited for love, a jeweled mansion

so beautiful, affectionate kin—

O lord of the world, upon whose house in the world

don’t you always bestow everything?*

Except in drama there is a ninth rasa, the tranquil, whose
stable emotion is dispassion. The full development of dis-
passion—or an extinguishing of the vices—is called the
tranquil rasa. The vices are desire, anger, etc. Its underlying
factors and stimulant factors are reflection on the baseness
of worldly objects, disenchantment, etc. Its reactions are

tears of bliss, horripilation, stammering, etc. An example:
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heyam harmyam idam, nikufjalbhavanam
$reyam,T* pradeyam dhanam;
peyam tirtha|payo, Harer bhagavato
geyam pad’[ambhoruham;
neyam janma ciriya darbhalsayane,
dharme nidheyam manah,
stheyam tatra sit’|4sitasya savidhe,
dhyeyam puranam mahah. [29]
yatha va:
Vedasy’ 4dhyayanam krtam, paricitam
§astram, Puranam $rutam—
sarvam vyartham idam, padam na Kamala]
kantasya cet kirtitam.
utkhatam, sadrsilkrtam, viracitah
seko 'mbhasa bhayasa—
sarvam nisphalam, alavalalvalaye
ksiptam na bijam yadi. [30]

7.70 iti $ri|Bhanudattalviracitdyam Rasataranginyim
rasa|niriipanam nima saptamas tarangah.

7.67 Sreyam G : $reyah ] S

""The confluence of the Ganga and Ydmuna, that is, Praydga
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Mansions should be abandoned, a forest hut

made home, and money given away;

water at sacred fords should be drunk, the feet

of blessed Vishnu intoned in song;

life should be lived* every night on darbha grass

and one’s thoughts given to dharma,

one’s time should be spent where white water
meets black,!

and the ancient light contemplated.

Another example:

You can study the Vedas, learn the shastras
and listen to the Purdnas,

but this will all be for nought if you do not
extol the feet of Vishnu.

You can dig and level the ground and sprinkle
water night and day,

but it will all be fruitless unless you place

into the hole a seed.

The end of the Description of Rasas Continued, 7.70
the Seventh Wave of Bhanu-dartta’s “River of Rasa”
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THE EIGHTH WAVE
MISCELLANY



8.1 S THAYI | BHAVA | JA drstir astadha: snigdha, hrsta, dina,
kruddha, drpta, bhita, jugupsita, vismita ¢’ ét. vya-
bhicari|bhava|ja drstir vim$atidha: $unya, malina, $ranta,
lajjita, $ankita, mukul”, &rdha|mukula, glana, jihma, kuf-
cita, vitarkit”, abhitapta, visanna, lalita, kekara, vikosa, vi-
bhranta, vidyuta, trasta, madira ¢’ éti. rasalbhedad astadha
rasa|drstih: kanea, hasya, karuna, raudra, vira, bhayanaka,
bibhats”, Adbhuta ¢ éti sat|trim$ad|bheda drstayah. kunita,
vikasit”, ardhalvikasita, cakita, supta, ghtrnit”, 4lasa, vivar-
tit”, ardha|vivartita, paryasta, Sunya, stimita ¢ ’éty|adayo

drstilbheda Ghaniyah. tatra lalita yatha:

manasija|nrpatir va,
mandanam va mado va,
$asimukhi, bhavanam va,
yauvanam va, vayam va—
akhilam api krt'|artham
vici|viksepalkhelat|
kamalalvijaya]lila|

$alina locanena. [1]
glana yatha:

paryast'|alakalrocisah, §ramaljusah,
praspandalgandaltvisah,

Sambhau $ikaral$italena $asina
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F ROM THE STABLE emotions are produced looks,* which
are of eight types: the amorous, amused, sad, angry,
energetic, afraid, disgusted, and wonder-struck. From the
transitory emotions also are produced looks, which are of
twenty types: the vacant, dark, exhausted, embarrassed,
doubtful, closed, half-closed, fatigued, side-long, skewed,
speculative, distressed, depressed, seductive, squinty, wide-
eyed, wild-eyed, flashing, timorous, and drunken. And
given the differentiation among rasas, there are also eight
rasa-looks: the loving, funny, piteous, furious, heroic, fear-
ful, disgusting, and amazing. There are thus in sum thirty-
six looks. Other types of looks can be extrapolated from
these, including the hurt, blossomed, half-blossomed,
frightened, sleepy, rolling, languorous, open, half-open,
crossed, vacant,* frozen, etc. An example of the seductive

look:

His majesty the God of love,

your jewelry and passion,

the house where you live, O moon-faced gitl,
your youth, and we ourselves

have all found their purpose in life

thanks to something lovely

as a lotus playfully bobbing

on a wave-swept pond—your eye.
An example of the fatigued look:

As she lay exhausted, her glorious hair disheveled,
her cheeks glistening with sweat,

and Shiva fanned her with his crescent moon*
cooled by droplets of nectar,
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vatam samatanvati,
jiyastam Acal’[Adhiraja|duhitur
nihspanda|nil’|6tpalal
cchaya|nidritalcancarikalmithunal

spardha|samrddhe drsau. [2]
8.5  evam anya apy udaharaniyah.
atha rasinam janyaljanaka|bhavah. tatra Bharatah:

«$rngarat tu bhavedd hasyo,
raudrac ca karuno matah;

virat syad adbhut’|6tpattir,
bibhatsac ca bhayanakah.»

ayam utsargah, paresaim api rasinam karyalkarana|bhava|
dar$anat. purvalgranthakarasammatir api:

«kathi|sangrahalyogac ca, vivaksa|vasatah kaveh,
anyonyam janyaljanaka rasalbhava bhavanty ami.»

8.10 yathﬁ:

matur drstva drglambhol|
ruhalyugala|galad|baspaldharam udaram,
tatasya preksya vaksah|
sthala|rudhiralcayam, krudhyata Bhargavena
haste nyastah Sahasr’|Ar-
junaldamanalsamarambhalgambhiralviryal
sphurjad|dor|valli|halli-
sakalsakalalkala|stitra|dharah kutharah. [3]

i Shiva’s wife, Parvati, daughter of the Himalaya
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the daughter of the Mountain King! looked
at him—

and all glory to those eyes

that vied in beauty with two bees asleep

in the shade of a motionless lotus.

In the same way illustrations for all the others could be 8.5

adduced.

Rasas can have a generative relationship with other rasas.

Thus Bhdrata:

“The comic can be produced by the erotic, the piti-
ful by the furious; the amazing can arise from the
heroic, and the fearful from the disgusting.”

This is only a general formulation, since we find that
other rasas, too, stand in causal relationship with yet other
rasas. Earlier scholars likewise concur in this view:

“Depending on the construction of the narrative or
the intention of the poet, rasas and feelings can be

mutually generative.”*

An example: 8.10

Seeing the swollen stream of tears that gushed
from his mother’s lotus eyes,

and the blood that streamed from his father’s chest,
Bhirgava flew into a rage

and took in hand his axe, that dancing master
expert in all the ballet arts

of arms entwined in the heroic undertaking

of killing Thousand-armed Arjuna.*
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atra viram prati karuna|bibhatsayoh karanata. yatha va

tatalpadanam:

kurang’|aksya venim,
subhaga, viparite ratilvidhav
adhi|skandham drstva
kim api nipatantim ari|bhatah,
adhi|grivam yusmat]
pracalalkaravala|vyatikaram
smarann eva stabdho

viramati parirambhana]rasat. [4]
atra bhayanakam prati §rngarasya karanata. yatha va:

8.15 yudhi kupitalkrt

anta|

syandana|spardhi|nadam
disi disi Dasal

tyaktavan varid’|astram.

kanthas

taditi Janaka|putryah
saimyam alokyamanas
tyajati na pavan’|istram

Raghavah svinna|panih. [s]

atra §rngaram prati virasya karanata.

iSita  The Wind Weapon counteracts the Cloud Weapon by dispers-

ing it.
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In the above poem, the rasas of pity and disgust function
as causes with respect to the heroic rasa.* Another example,

from my honored father:

As the doe-eyed girl was making love

on top, your enemy,

my lucky king, caught sight of her long braid
somehow falling upon his shoulder,

and remembering the action of your sword
as it once swept by his throat,

he went stiff as a board and lost his taste

for the pleasure of her embrace.

In the above poem, the erotic rasa functions as a cause

with respect to the fearful. Another example:

As the battle raged Ten-necked
Révana released far and wide

a Cloud Weapon that equaled the din
of the chariot of wrathful Death,

but seeing the likeness of Janakil

in the lightning of the clouds,

Rama began to sweat and his hands

couldn’t wield the Wind \X/eapon.ii

In the above poem, the heroic rasa functions as a cause

with respect to the erotic.
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etesaim ang |angi|bhav’|apannanam rasalsankara iti nima

loka lapanti. rasainam mitho virodho ’pi. tatra Bharatah:

«$rngara|bibhatsalrasau,
tatha viralbhayanakau,
raudr’|Adbhutau, tatha hasyal

karunau vairinau mithah.»

vairi|rasa iva vairi|rasasya vibhav’|anubhava|vyabhicari|
bhava api rasa|hani|kara, iti tan api varayet. tatra pracinal

sammatih:

8.20 «na ca vairirasam brayad, vairino na vibhavakam,

n’ Anubhavam, na sancarilbhavam ¢’ 4pi kada cana.»

iti. kin tv ang’|4angi|bhav’ |4n|apannayor eka|dese sati
vairam. desa|bhede sati na vairam, vrkse kapi|samyoga|tad|
a|bhavayor iva. samaya|bhede sat’ ity api na vairam, bha|

tale ghata|tad|a|bhavayor iva. vairam yatha:

priyen’ alingyamanayah priyayah kucalkumbhayoh
karajalksata|nirmuktam rudhiram kunkumayate. [6]
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These rasas can enter into a relationship of dominant
and subordinate, to which people give the name “commin-
gling of rasas.” Rasas can also be mutually contradictory, as
Bhdrata says:

“The erotic and the disgusting rasas, the heroic and
the fearful, the furious and the amazing, the comic
and the pitiful stand in a relationship of mutual

conflict.”*

Just like a conflictual rasa itself, its underlying factors,
stimulant factors, reactions, and transitory emotions can
cause damage to the rasa and so should be avoided. The an-
cients are in consensus on this point:

“One should not give voice to a conflictual rasa, 8.0
nor to its factors, reactions, or transitory emotions,
under any circumstances.”*

However, with respect to two rasas that have not entered
into a relationship of dominant and subordinate, there is
conflict only if they are located in a single place; if they are
in different places there is no conflict, as in the case of a
monkey in one part of tree but not in another. There is also
no conflict if they occur at different times, as in the case of
a pot that at one time is on the ground but at another time
is not. An example of conflict:

As the lover embraced his beloved, the blood
bloomed like vermilion on her breasts where he had
scratched her.
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desa|bhede sati virodh’|Abhavo yatha:

ekah Sindhubhuvah kare vilulitas,
cakre dvitiyah sthitah,
Kama|dhvamsini Kalakatalkavala|
kliste trtiyo dhrtah,
bhiyah ksira|nidher ghana|pramathane
saktas caturthas tatha—
payasuh Kamala|pater bhagavato

nana|rasah panayah. [7]

825  atra §rigara|raudralkarun’laAdbhutanam rasanam virodh’|

4|bhavah. samaya|bhedena yatha:

bhagnam Kamalripor dhanuh, parihrtam
rijyam, sthitam kanane,
nirbhinnas Triirah, Kharasya pisitam
sprstam, kapir lalitah,
Lank”|éso dalitas, ciraya ruditam
Lankalvadhiinam $rutam,
nitd sadma Videhalbhis—tad|akhilam

Riamasya lok’|6ttaram. [8]

atr’ Adbhutal§antalbhayanaka|raudralbibhatsalhasya|vira]

karuna|$rngaranam virodh’|Abhavah.

| P ; . il @.
Tri-shiras and Khara are two rdkshasas slain by Rama. * Sita

322



EIGHTH WAVE

If there is a difference of place, there is no contradiction.

An example:

One trembles on the hand of Sea-born Lakshmi,
the second takes up the discus,

the third holds Shiva, slayer of Love, tormented
by swallowing the cosmic poison,

the fourth stands ready to continue churning

the primeval ocean of milk—

may blessed Vishnu’s hands and their many rasas,

provide you with protection.*

In the above poem there is no contradiction among the
rasas: the erotic, the furious, the pitiful, and the amazing,
respectively. Nor if they occur at different times, as in the

following example:

Breaking the bow of Shiva, renouncing kingship,
dwelling in the dreadful jungle,

slaying Tri-shiras, touching Khara’s mangled flesh,
coddling the monkey king,

killing the lord of Lanka, listening long

to the weeping Lanka women,

taking Vaidéhill home—all this is the work,

the supernatural work, of Rama.

In the above poem there is no contradiction among the
rasas: the amazing, tranquil, fearful, furious, disgusting,

comic, heroic, pitiful, and erotic, respectively.
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ang’|angi|bhav’

an|apannanim rasainam niveso yatra sa

rasa|$abala iti veditavyam. tasy’ apy etad ev’ 6daharanam.

angayor vaire 'pi na rasa|hanir, bhatayor vaire prabhor

iva. yatha:

8.30 Sitam samsmarya vici|
pracalalkuvalaya|spardhi|caksuh ksipantim,
senam samviksya raksah|
$ara|dalitalvapuhl$onit’|asara|sikeam,
Ramena krodhaldrpyad|
Dasa|mukha|nipatan|mundallabhalpramoda]
kridat|Kalilkarala|
bhrulkuti|sahacari sandadhe capalyastih. [9]

atra $rngaralbibhatsayor virodhe ’pi na rasalhanih. evam
ang’|angi|bhav’ [Apannayor virodhinor ekatra bhave ’pi na

rasalhanih. yatha:

bhaujangamam, girimayam, jalad’[atmakam va
$astram yad eva mumuce Dasalkandharena,
sarvam Videha|tanaya|virah’|akulena

Riamena vahnimayal$astram iva vyaloki. [1o]
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Where there is an arrangement of rasas that have not en-
tered into a relationship of dominant and subordinate we
have what is known as a mosaic of rasas. The preceding

poem serves as an illustration of this as well.

While two subordinate rasas might be in conflict, there
is no damage to the rasa, just as there is no damage to a king

when two of his soldiers are in conflict. An example:

‘Thinking of Sita, how she would cast her glances
that vied with blue lotuses stirred by waves,

and seeing his army splashed with streams of blood,
their bodies torn by rdkshasa arrows,

Rama took his bow in hand, the very image

of the frowning awful brows of Kali

dancing for joy at each falling skull she took

from the furious Ten-faced demon.

In the above poem there is no damage to the rasa even
though there is a contradiction between the erotic and the
disgusting. Similarly, even when two contradictory rasas in
a relationship of dominant and subordinate are found in a

single place, there is no damage to the rasa. An example:

Whatever weapon Révana launched—
serpentine, aqueous, adamantine—
seemed to Rama, in his longing

for Sita, to become a weapon of fire.*
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nanu bibhatsa | $rngarayoh saha | jam vairam kutah?
madhu nipiya nisthivatoh sambhoga | dar$anad iti cet—
satyam. bibhatsasya jugupsa sthayi|bhavah. sa ca tad|dar$a-
nena tata|sthasya bhavati, na tu tayo, rig |autkatyad itdi.

nanu tath” 4pi bibhatse §rngaro dréyate. tatha hi:

yad api hrdi vi§ala mundamala, na panis
tyajati naralkapalam, rauravam carmalcailam,
tad api Girilsutayah paksa|patah Purirau
samudayati—vicitrah kiminoh premalbandhah.

[11]

ityladav iti cet, satyam. nijalbhartur adhame ’pi bhasane
bhakty | atiSayena patnyas tatra jugups” 4iva n’ 4vatarati.
jugupsitatvena pratiyamanam eva hi jugups” | 6tpadakam
bhavati. kim ca priya|sambandh’|6padhikam adhikam tatra
prem’ 4iv’ 6tpadyate. tasmat sthayi|bhav’|4|bhavad bibhat-

sas tatra na jayata iti.

nanu virasya yudhi gacchatah sarpa|sparse cakitata drs-
yate, raudre ¢’ akasmik’ | 6tpat’ | Atipate vismaya iti cet—
satyam; cakitatd vismaya$ ca tatra tatra ras | ave$an na
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One might object that the disgusting and the erotic are
not irreducibly conflictual, since we find such things as
lovers taking pleasure in drinking and spraying each other
with rum. That may be true, but revulsion is the stable emo-
tion of the disgusting, and that arises in an outside observer
of the act, not in the two who are in the throes of passion.
Even so, one might object further, we find the erotic in the
disgusting, in such poems as the following:

Although he wears upon his chest

a necklace of heads and his hand
never releases the human skull

or the antelope skin he wears,

still the Mountain’s daughter adores
the Enemy of the City—

how inscrutable the bond of affection
that unites two lovers.*

While that may be true, there is not the slightest sense
of revulsion in the wife at her husband’s lowly adornment
because of the high degree of her devotion to him. For
only something that is perceived as revolting can become a
source of revulsion. On the contrary, what actually arises in
this case is a more intense love conditioned by their bond
of affection. Accordingly, given the absence of the requisite
stable emotion, the disgusting rasa does not come into be-
ing in this poem.

One might further object that when a hero is heading
into battle, we find that he might touch a snake and be
frightened; or when a man is in a fury, that he might feel
wonder at the sudden appearance of a portent. While that
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bhavaty eva, sati va visaya|bhedo. virasya na pratibhatad
bhayam, kin tu bhujangat. raudre ca na pratibata|bal’|adhi-

kye vismayah, kin ¢’ Gtpate.

rasa|vairasy’ dtpadakam akhilam avadheyam. tatra ptrv’|

acaryah:

«anyac ca rasa|vairasy’ 6tpadakam vacanam tatha

na vacyam rasabhavaljfair nacyal$astra|visaradaih.»

vacanam ity upalaksanam evam vibhav’|4nubhavesv api

drastavyam.

8.40 kv’ dham, kva tvam? kva madhu|samayah,
kutra va datik” asau,
meghalcchayi|pravicalam idam
prema va kutra yanoh?
ayur vayu|pracala|nalini]
varilbind’[ipamanam.
manam, mugdhe, visrja sakalam—

tuccham eva pratimah. [12]

atra nirveda| pratipadakam akhilam, tac ca $rngara|vi-
rodhi. an | aucityam sarvath” avadheyam. tatra pracina |

granthalkrtah:
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may be true, the fright in the one case and the wonder in the
other do not come about in conjunction with a rasa; and
even if we were to admit that they did, there is a difference
in object: the hero fears not an enemy but a snake; and
the man in a fury feels wonder not at the presence of the
enemy’s overwhelming force but rather at the presence of a
portent.

In general, anything that produces a conflict of rasas
must be carefully avoided. Earlier teachers have addressed
this:

“Any speech that may produce a conflict of rasas
must not be spoken, according to those skilled in

dramaturgy, men who know rasas and feelings.”*

“Speech” is meant to comprise factors as well as reactions.

What have we in common, you and I?

The spring, that go-between,

a young couple’s love, more changeable
than a shadow cast by a cloud,

while life is like a droplet on a lotus
buffeted by the breeze.

Give up your anger, innocent girfl—nothing
has any meaning at all.

In the above poem, the entire speech communicates dis-
passion, and that is contradictory to the erotic. Impropriety
must by all means be carefully avoided. The ancient writers

have addressed this:
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«anfaucityad rte n’ anyad
rasalbhangasya karanam.
prasiddh’|aucityalbandhas tu

rasasy’ Opanisat para.»

iti. udvega|karam an|aucityam. loka|yatra| prasiddhi |
siddhatvam? aucityam. tasmad dvayor yunor yatra mitho
ratis, tatr’ Aiva rasah. ekasy’ iva rati$ ced, ras’|abhasa ev’;

Aikasya eva rati$ ced, ras’|abhasa eva. kramen’ 6daharanam:

Sitasamagamal$laghal
bandhuram Dasalkandharam
prahartum ksamate Kamo—

Rimo va—niSitaih $araih. [13]
845  atra Ravanasy’ Aiva ratir na tu Sitayah.

nidhuvana|vanal
prante yantam calair nayan’|Aficalaih
kim iti valita|
grivam, mugdhe, muhur muhur iksase?
viphalam akhilam,
yunor no ced udeti parasparam
ratir. atha mano|

janma devah sa eva nisevyatam. [14]

8.43 prasiddbisiddbatvam ] : -prasiddham S
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“There is nothing that destroys rasa more than im-
propriety. Composing in a way that keeps to the

canons of propriety is the priceless secret of rasa.”*

Impropriety causes disruption, whereas propriety con-
firms the currency of the general state of affairs. Thus we
can have rasa only in the case of a young couple who feel
desire for each other. If only the man feels desire, we have
what is known as the semblance of rasa, and so also if only

the woman does. An example of each, in order:

Révana is so delirious with desire
at Sita’s arrival
that only the sharp arrows of Love can quell him—

or those of Rama.
In the above poem, only Rdvana feels desire, not Sita.

Simple girl, why crane your neck and look again
and again with fluttering glances

at that fellow as he passes by the woods

where people go to make love?

It’s all in vain unless a young couple feels

desire for one another.

So there is nothing to do but worship the god
who takes birth in the heart.
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atra nayikaya eva ratir na tu nayakasya. evam ekasy’ an|
cka|visaya rati ras’|abhasa eva. paran tu esa visesah. yasya
vyavasthita bahvyo nayika bhavanti, tatra na ras’|abhasas;
tatha sati Krsnasya sakal’|6ttama|nayakasya bahu|kamini|
visaydya rater abhasat” | apatteh. tasmad a | vyavasthita |
bahu|kamini|visayaka|vai$ika| nayakat|param etat. ata eva
vai$ikinam ve$yanam ca ras’|abhasa iti pracinamatam. eka-

sya an|eka|visaya ratir yatha:

sampat kasy” 4dya tara,
bhavati taralita yat|puro netra|tara?
drsta ken’ 4dya Kanci,
yad|abhimukha|gata vepate ratnalkafci?
Ugrah kasy’ 4dya tustah,
sakhi, yad|anugame ka$ cid ugro *bhitapah?
snatam ken’ 4dya Veni

payasi, vilulita yat|krte k” 4pi veni? [15]
atra kimo bahulyena vesyatvam.

8.50  ekasy’ an|ekalvisaya ratir yatha:

8.47 -kaminivisayakavaisikandyaka- B : -kaminikavaisikam nayaka-J :

~kaminikavaisayikabahuniyaka- S
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In the above poem, only the ndyika feels desire, not the
ndyaka. Similatly, if one man feels desire for many women
at the same time, we have a semblance of rasa. But there
is one distinction to be drawn: For someone who has a
determinate number of multiple ndyikas, there is no sem-
blance of rasa. Otherwise, Krishna, the supreme ndyaka of
all, whose desire is directed to multiple lovers, would turn
out to have a semblance of desire. Hence the definition con-
cerns a ndyaka who is a libertine, whose object of desire is
an indeterminate number of lovers. Accordingly, the view
of the ancients is that semblance of rasa applies to libertines
and courtesans. An example of one woman feeling desire

for many men:

Who just acquired so vast a fortune to make

you bat your eyes in front of him?

Who just saw holy Kanchi, that the gems

on your belt should shimmer before him?

Who just appeased the awful Shiva, my friend,
that you feel such awful pain when he leaves?
Who just bathed at the River Braid that your braid,

your gorgeous braid, should be loosened for him?*
The multiple use of “who” shows this is a courtesan.*
An example of one man feeling desire for many women: 8.50

333



RIVER OF RASA

panc’|ésulksitipa|pratapallahari|
pritis tvadiya punah:*
kasam na stana|kancan’|Acalalcate
kagmirapankayate?
kasam mardhani n’ diva pankajaldréam
sindaralekhayate?
kasim va na ca karnayoh, priya|sakhe,

manikyabhutsayate? [16]
atr’ Api vaisikata pragvad eva.

yatra rasa bahavah sa rasal§abalah. yatra bhava bahavah sa

bhaval¢abalah. atra rasa|$abalo darsitah. bhavalsabalo yatha:

pravrajy” 4iva subhaya me! $ruti|patham
jayeta tasya vacas!
cakr’lagre mama kah Smaras? triljagat
$unya vina Radhaya.
nirmukt” diva manas|trapa? mrgaldréo
lavanyam anyadrsam.
dhig janmal! kva gat” si? kim vilapitaih?

kv’ 4si? prasanna bhava! [17]

8.ss  nirved’ | autsuky’ | Amarsa | bhrama | mati | smrti | visada |

dainyanam* bhavanam sankaryad esa bhavalsabala iti.

i Krishna speaks.
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EIGHTH WAVE

Your passion is a wave of the power

of the king, the God of love:

what women’s golden moundlike breasts
has it not stained like saffron,

what women’s heads, with their lotus eyes,
has it not marked like vermilion,

and on what women’s ears, my friend,

has it not hung like earrings?

In the above verse, too, we are presented with a libertine,

for the reason stated for the previous example.

Where there are many rasas we have a mosaic of rasas,
and where many emotions, a2 mosaic of emotions. The mo-
saic of rasas has already been shown. An example of a mo-

saic of emotions:!

Renunciation is my one salvation!

If only I could hear her voice!

Who is Love in the face of my discus? The universe
is utterly empty without Radha.

Have I completely lost all shame? The woman’s
beauty is without equal.

A curse on my birth! Where have you gone?

What use is weeping? Where are you? Be kind!

This mixture of despair, longing, vindictiveness, confu-
sion, wisdom, remembrance, depression, and despondency

produces a mosaic of emotions.*
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RIVER OF RASA

atha rasa | bhav’ | dlankaranam abhivyaktih. rasas tri |
vidho ’bhimukho vimukhah para|mukhas ¢’ éti. vyaktair
bhava|vibhav’|Anubhavair yasy” abhivyaktih so ’bhimukhah.
bhava | vibhav’ | Anubhavaniam an |uktatvac kast’ | &vagamo
vimukhah. para | mukho ’pi dvi|vidho ’lankara | mukho
bhava | mukha$ ¢’ éd. alankara | mukhe ’lankiro mukhyo
mano|vi§ramalhetutvad, raso gaunah. bhavamukhe bhavo
mukhyo manol|vi$rimalhetutvad, raso gaunah. atra pracina|

sammatih:

«alankare ca rucire
manolvisrantilkarini
alankarasya mukhyatvam,

gaunatvam rasa|bhavayoh.»

iti. abhimukhah sva|sva|prakarana udahrta eva. vimukho

yatha:

Maithili, Laksmano, Rimah,
Sugrivah, Pavan’|atmajah
Lanka|puram parityajya

param varinidher yayuh. [18]

8.60  atra sankatam akhilam samucttiry’ Aite samagara, ity ad-

bhuto rasah kastad avagamyate.

ic. ii
Sita Hanuman
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EIGHTH WAVE

Finally, we turn to the manifestation of rasas, emotions,
and figures of sense. Rasa is three-fold, being direct, oblique,
or mediated. Rasa is direct when it is manifested by emo-
tions, factors, and reactions that are themselves clearly man-
ifest. It is oblique when emotions, factors and reactions are
not clearly stated, and it is therefore hard to understand.
It is mediated in two ways: by means of either a figure of
sense or an emotion. When rasa is mediated by means of
a figure, the figure is primary because it is there that the
mind comes to repose, and the rasa is secondary; when it
is mediated by way of an emotion, the emotion is primary
because it is there that the mind comes to repose, and the
rasa is also secondary. The ancients are in consensus on this

point:

“When there is a striking figure that causes the
mind to pause, the figure is primary and the rasa
and emotion secondary.”*

The direct rasas have been exemplified each in its own
section. An example of an oblique rasa:

Maithili,! Likshmana, and Rama,
Sugriva, and the son of the Wind, i
abandoning the city of Lanka
crossed to the ocean’s further shore.*

In the above poem the amazing rasa—which derives from  8.60
the fact that the persons mentioned overcame all adversity
and were reunited—is very hard to grasp.
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RIVER OF RASA

alankarajmukho yatha:

esa na lekha bhramatam alinam
bhati prabhate navalkairavinyah.
alingatah kin tu tusaralbhanoh

kantih kalankasya vapurlvilagna.* [19]
atr’ 4pahnuter alankarasya mukhyata.
bhavalmukho yatha:

8.65 sapt’[Aambho|nidhi|nira|hira|patal’|4-
lan|karinim medinim
datum vipralkulaya yojitavatah
sankalpa|vaky’|6dyamam
nabhi|niraruhit saroruhalbhuva
tatlkalam avis|krte
hast’|Ambhoruhi Bhirgavasya kim api

vridaf|smitam patu vah [20]
atr’ Adbhutalbhivasya mukhyata. danalviralraso gaunah.

vidvad|varidharah sneham tatha varsata santatam,

labhate vipulam vrddhim yatha Rasatarangini. [21]

8.65 vrida-] : krida- S

iThe blue lotus blossoms in moonlight.
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EIGHTH WAVE

An example of mediation by means of a figure of sense:

Those can’t be bees on the blue lotuses—
bees do not appear at dawn.
It must instead be the mark of the moon!

left on their bodies from its embrace.
In the above poem the figure known as denial is primary.
An example of mediation by means of an emotion:

When Bhérgava undertook his declared intention 8.65
to bestow as a gift upon the brahmins

the whole world adorned with those masses

of diamonds, the seven seas,

at that moment the god born in the lotus

reached out from the navel lotus

his lotus hand, which brought a smile of shame

to Bhdrgava—may it protect you.*

In the above poem, the emotion of amazement is pri-
mary and the heroic rasa, of the munificence subvariety, is

secondary.

May those rain clouds—men of learning—
forever pour down their moisture ! affection
so this “River of Rasa” will grow

ever greater in grandeur.
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RIVER OF RASA
avagahasva, vagldevi, divyam Rasataranginim;

asmat|padyena padmena racaya $ruti|bhsanam. [22]

yavad Bhanoh suta k” 4pi Kalindi bhuvi vartate,

tavat tisthatu me Bhanor esa Rasatarangini. [23]

iti $rf|Bhanudatta|misra|viracitayam

Rasataranginyam prakirnakam nam’ istamas tarangah.



EIGHTH WAVE

Goddess of Language, plunge
into this “River of Rasa”

and make of this lotus, my verse,
an ornament for your ear.

As long as the Kdlindi flows on earth,
the daughter of Bhanu the sun,

may this work of mine stay current,
Bhanu’s River of Rasa.

The end of the Miscellany, the Eighth Wave of
Bhanu-datta’s “River of Rasa.”
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NOTES

Bold references are to the English text; bold italic references are to the San-
skrit text. An asterisk (*) in the body of the text marks the word or passage
being annotated.

2 [1]

Bouquet of Rasa

S reports the v.l. dadati (for dadhati) in a. There is some dis-
agreement about the accusative reading antabpremabharila-
sam. For A, N (disputed by V; G reads antahpremarasilasim),
this emphasizes Gaurf’s love for Siva, which establishes the reci-
procity between lovers that is required if the erotic rasa is to
be successful. It would also explain why Siva is worried about
Gaurfs fatigue. S reads the nominative -bharilasah (N reports
the reading -rasilasah) and criticizes the accusative reading,
claiming that a cause for Siva’s actions must be provided.

The verse plays upon the image of the androgynous Siva. His
wife Gauri occupies the left half of his body, and Siva does ev-
erything possible with the other half to spare her any discom-
fort. T add right to side with A. The flower is something Gauri
herself wants as an ornament (N) or for their lovemaking S).

Husband: svamin, “master” or even “owner.” The word is prob-
ably used to allow for the possibility that the woman and man
are not married. All related terms used here, including “hus-
band” (bhartr, pati) and “married,” are often rendered ambigu-
ous by the commentators and cannot be translated uniformly
throughout the poem; attention to context often requires flex-
ibility.

This definition ...: the SM (p. 3) critiques the RM’s position
here at length.

fered by all MSS. and editions; but OG understands “sweet
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temper” (komalabhaiva), suggesting that the Sanskrit before the
eyes of the translator was mdrdavam. But the verse seems to
mention (as we expect it to do) the four traits of the defini-
tion one after the other. “Obedience” is therefore required, and
there is no room for OG’s “sweet temper,” which is also made
redundant by ksama.

Highborn women: taking natabhrii in the sense of woman,
and kulanatabhrii as equal o kulavadhi. Alternatively: “those
who lower their eyes even in the presence of family members,”
let alone others (A). The translation attempts to capture both
senses. Such women never look around to see what is going
on (since they are preoccupied with obediently serving their
husbands, so A), and they never bare their teeth when they
smile (see RT 7.1). The verse is cited (without being recognized
as such) in Ain-i Akbari (trans. JARRETT), p. 256.

She may or may not understand its manifestations: according
to A: whose manifestations are not understood, i.e., by another,
or whose manifestations are understood by her, and he calls
attention specifically to the girl’s understanding in 13 [6].

Of her actions: commentators disagree on whether kriya is in
compound. N is adamant, and I follow him.

The syntax of the first two pddas allows other constructions (I
follow S; V understands djiiaptam as impersonal passive). Padas
c—d, literally, “the play of the wagtail is commanded [to be
provided] by her glance...” Commentators strive here, with-
out great success, to find the three kinds of characteristics of
the new bride (behavior enchanting for its modesty, moder-
ate love-anger, eagerness for new ornaments) in her glancing
eye, her ambrosial glow, and the constantly changing waves of
her speech. What is not clear is how the verse illustrates (as it
should, in view of the typology and the following verse) the
naive ndyiki who does not understand the manifestations of



13 [6]

17 (8]

18

NOTES

puberty. The wagtail bird is a common sexual symbol in San-
skrit poetry; some commentators here connect it with the girl’s
black darting eyes or her bashfulness (since the bird shows it-
self only infrequently) or her hidden excellences, since there
is a tradition that the wagtail appears over buried treasure (V,
N). For d, cf. Byron: “There be none of Beauty’s daughters /
With a magic like thee; / And like music on the waters / Is
thy sweet voice to me” (“Stanzas for Music”). OG understands
that womanhood is commanded by the God of love to dwell in
the body itself. All the commentators take the king, the Love
god, to be preparing a fortress where he himself can reside and
launch his conquest of the world.

N, V rightly remark that it is self-evident that the ndyiki would
have seen the lotus petal in her reflection in the water. The line
of hair appearing at the navel with the onset of puberty is a
favorite image of Sanskrit poets.

How the verse demonstrates the girl’s understanding vexes the
C. N (as well as S) is probably correct: the only reason the
friend asks this question is because she knows her friend to be
sophisticated enough to answer it. Or rather: the very question
presupposes that the niyiki understands the manifestations of
womanhood. The verse includes a pun: Since your breasts are
self-existent and all-gracious (and even perhaps “water/milk-
bearing,” i.c., Ganga-bearing), that is, since they are Siva, they
must be crowned with a crescent moon, as Siva himself.

One hand on her belt: A, N, and others point out that nivi,
€ g » L« »
belt,” can also signify “treasure.

Because of her extreme compliance: A notes that this sentence
may be an interpolation but he finds ways to allow it (it is given
in U). G remarks that the line is a variant and both unexempli-
fied in the treatise and impossible (ya by atidharstyavati tasyim
katham prayuktavaksyamanamadhyiavyavahirasambhavah, pre-
sumably in reference to the trait in the following sentence,
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19 [9]

20

20

21 [10]
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NOTES

since the “insolence” of the average ndyika is nowhere clse de-

scribed).

Examples of these last two traits are not provided, and they
seem out of place, since they are discussed after the second il-
lustration of the “experienced” woman in 23 [11].

My love: it is her “lover” rather than her “husband,” say A and
N (being perhaps too clever), and this explains her anxiety of
losing the chance to see him. In pl. 9, the twist of the verse
is realized in the nayika’s pulling her sari up around her, indi-
cating sleep (cf. pl. 18 and pl. 65), while her eyes remain wide
open.

Most commentators read asyds tu for asydis.

As several commentators point out, what follows are two dif-
ferent subtypes of pragalbhi nayika, not the behavior of one
and the same; as A states, the examples “first” and “second”
that follow bear this out.

The dual ears with the singular lotus is hard to explain (A and
V claim unpersuasively that the one lotus serves to ornament
both ears). The plural hems suggests she is hiding all the petals
of the lotus (S). Blue lotuses bloom at dawn. A observes that
the lover desires to know if the god ... who rules day-blooming
flowers, i.e. sun, has risen for either of two reasons. The first is
because it would then be time to cease (according to the injunc-
tion, “One should not make love in the daytime”; various com-
mentators point out that the word “god” hints it is time for the
morning worship of the sun). This is more likely, and would
explain the ndyikd’s actions (note that it cannot mean it’s time
for him to go away, since this is “his own” ndyikd, though this
is apparently how the OG takes it). The second reason is be-
cause the woman is one of the types of nayiki who can achieve
climax only in the daylight (the padmini, he cites Anargararga
1.20 to this effect), and the lover, having performed foreplay



23 [11]

23 [11]

24

26 [12]

NOTES

(bahyarata), desires to know whether it is time to begin in-
tercourse (dntararata; this interpretation would mean that the
ndyikd prefers that he continue foreplay rather than begin in-
tercourse, and might construe better with the definition of the
first type of “sophisticated” ndyika). Yet another interpretation
combines the two: he is not aware that she is a padmini-type
of woman, though she is, and she does not want him to break
off his lovemaking.

The v.l. in & reported by A (dale for tale) and accepted by V
(by reason of the alliteration) is found in U (G reads tale).

kva ... kva are adversative (so S), rather than coordinate (thus
A, N, V); that is: how could I have remembered (generally), let
alone remembered the lovemaking or your advice?

The average and the experienced: A asks why the types of anger
response are not attributed to the naive ndyiki and concludes
that they should have been, as least in the case of the naive
ndyikd who understands the manifestations of puberty.

In a, lola- could of course be vocative, “inconstant” (so V).
One assumes the last line is sarcastic: it is no more likely that
he became sweaty from going off to the dark cool forest than
that she could cool him down with a single lotus leaf (Sh takes
it improbably as an expression of the ndyikd’s good will). The
implication of the plural “bees” —that there are many lovers
(suggested by S; A takes @lilali as a slesa, in the second sense
signifying “girlfriends,” that is, her rivals)—is not borne out by
the painted version (Lalitkali 23; the nayika in the paintings
lower right-hand corner is presumably putting on her jewelry
again after lovemaking). V rejects the interpretation (that a sin-
gle nayaka would be making love with multiple nayikas in the
grove) as violating convention (asampradayika).

U reads bahutaram for hutavaha- in d.

The redness in the ndyikd’s eyes is from her anger (S). Bhanu’s
verse is cited in the Ain-i Akbari (trans. JARRETT) p. 257. The
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30 [14]

30 [14]

32 [15]

34 [16]

36 [17]

348

NOTES

U illustration of this verse, now in the Kanoria collection, is
reproduced in “Indian Paintings from Rajasthan.”

I read natho with G, S, Triv. A, and B, U, and OG (which is to
be taken ironically, as G notes, natho si prabhur asi. upatipako
siti vakroktih); A, N have yogyo (“eligible”).

The first half of the verse shows her steadiness, the second,
her unsteadiness. In the first, she could be speaking as eas-
ily about the perception of another woman as of her own,
hence her sarcastic cleverness. A observes, “In these [forego-
ing] examples, the coherence (sarigati) of the woman’s being
an average ndyikd is suspect,” that is, it is not easy to see how
they show the woman to be average. The U illustration of this
verse, now in the Cleveland Art Museum, may be found at
hetp://www.clevelandart.org under accession number 1960.52.

The woman is angry with her lover, but as an “experienced
steady” nayika she refuses to show it and prefers simply to feign
indifference to him (so essentially S, V), which constitutes the
“indifference to lovemaking” in the definition. N, § are cor-
rect, I think, in believing that the speaker is the lover (not a
girlfriend, as per G, and A, first interpretation); there is no dif-
ficulty in the lover’s referring to himself as dayite (A unnec-
essarily takes this as a feminine vocative). S, Triv. A, U read
parijanakrodha-, which removes the repetition with c.

V notes that the descriptor daughter of the Mountain (i.e.,
the Himalaya) would normally be used to indicate that she is
firm and steadfast, though here the opposite is implied. For N,
the shimmering glow of the bracelet is meant to suggest the
terrifying quality of her fury.

S thinks the lover misinterprets each of her gestures as a sign
that she is mollified, and so he proceeds to the next step. The
final image is an imaginary one (technically a kind of uzpreksa,
or poetic fantasy: while a woman’s eyes are often compared to



37

39 [18]

43 [20]

44

44

46

47 [22]

5T [24]

NOTES

the small, darting szphari fish, here such a fish could compare
with her angry glances only if its back were painted with red
lacquer.

And a “steady more loved” and a “steady less loved” [experi-
enced] nayiki, etc., as well.

The woman wrapped in her veil (who thereby shows her indif-
ference to lovemaking) is an average nayika, the other, expe-
rienced; they are both angry at his infidelity, which has made
them momentary allies (A, N).

The U illustration of this verse is published in “Indian Minia-
ture Paintings” (WIENER), p. 47.

Kept hidden: except from her friends or other perceptive peo-
ple. SM disputes the adequacy of the definition precisely on
this point, the knowledge of the parakiyi’s attachments—
especially since in two of the subvarieties, the discovered and
the promiscuous, such knowledge is essential—and therefore
rejects the condition “hidden.” See also RagHAVAN 1951: 76.

Total secretiveness: the unmarried parakiya is never shown to
be marked or promiscuous or any of the other varieties.

All three types: A notes that the third type is implicit in the
other two (arthasamajasiddha) and does not actually constitute
a separate category.

The nayika is attempting to hide the reason for the scratch
marks on her body left by her lover. The verse is cited in Ain-i
Akbari (trans. JARRETT), p. 258. The U artist has produced a
striking painting, in narrative terms (see pl. 22). Bhanu says
this verse illustrates all three types of guptd nayika. The com-
mentators say there can be only two types, for the third must
be comprised within the second. The lover sucking on a blade
of grass (as in pl. 11) is presumably the continuing lover.

The jujube tree would be the place where she meets her lover.

349



53 [25]

55 [26]

56

57 [27]

58 [28]

59 [29]
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NOTES

The friend is advising the nayika (so S, V), rather than the re-
verse (so A, N); this seems to be corroborated by the 40 piin d,
which the nayiki would not attribute to herself. (N reports the
v.l. gopi for ko pi in d.) The verse presented a challenge to the
U painter, given the exiguous narrative situation. The question
of who speaks is a problem here, too. The hand gestures are no
doubt key to the painting, the niyiki perhaps making a denial
to her friend, who is showing amazement.

The rainy season is conventionally associated with the erotic
rasa, and it is therefore meant as an irony that the clouds disap-
point the promiscuous girl. In all the universe: even the wish-
granting trees of heaven do not produce what she most trea-
sures, which adds to her sense of being cursed (N). S seems to
want a crescendo in her complaints (humans, men, lovers), but
that is not easily read out of the text.

Lover: bhartuh cannot have its normal sense of “husband,”
since this is another’s ndyika. For V, the three types intimate
that the parakiyi is not concerned with any particular lover.

V tries to justify the compound nipatitapatre, which has an
awkward sapeksa relationship with -latikdyih, and suggests ei-
ther that the latter may be ablative, or, more persuasively, that
the correct reading may be nipatati (though no MS. offers this).

The qualifications in the last two lines indicate, among other
things, that the forests are undisturbed by people and offer
good camouflage.

The mango tree would be where the lovers had their meeting
place. V: “Radha is another’s ndyika insofar as she is an unmar-
ried girl, not because she is a married woman, which would
be completely inappropriate for someone who is an avatar of
Mahalaksmi.” But this is clearly not the view of Bhanu, who
does not deal with the unmarried parakiyi until 63 [31] (see

44).
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63 [31]
63 [31]

64

65 [32]

66

68 [33]

NOTES

The situation suggested is that the nayikd’s girlfriend is speak-
ing to a passing stranger. Some commentators understand zaru-
nikuca- in compound, taking dtatina intransitively, but this
makes the construction of nisamya awkward.

Some commentators read karnasya for gandasya in c.

The girl is trying to signal her lover while at the same time
hiding her message from her nearby friends (S,A). Aand N
provide specific messages intended by each of her movements
(e.g., by hiding her bright-white smile she means to indicate
that her lover is not to come while the moon is bright). That
she is a princess indicates how closely guarded she is and how
secretive she must be.

Airévati: presumably the reference is to Kalidasa’s Malavikig-
nimitra, but there Iravati (sic, so read here only by ]) is King
Agnimitra’s second wife, and I do not see what evidence Bhanu
had for thinking of her as a courtesan. At the end of the prose
section here A and N include an additional sentence: “Passion
for a holy man based on physical beauty is a sporadic condi-
tion, whereas with respect to what is invariably concomitant it
would appear that wealth is the sole condition.” If the samdinya-
vanitd falls in love, with money playing no part, she ceases to
be a samanyavaniti. Passion based on money is therefore in-
variably concomitant with the definition of the samanyavan-
itd, passion based on physical attraction is not, and therefore
cannot pertain to the definition.

Her breasts are, so to say, overjoyed at the thought that they
will be receiving a new necklace (A). The U painter here (see pl.
32) exhibits remarkable delicacy in the depiction of the drop-
ping flowers.

A notes that the naive ndyiki is not subject to these three ad-
ditional states.

The implication is that the go-between has gone to the man’s
house and has made love with him; the garland of flame-tree
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77 [37]
77 (371

79 [38]

352

NOTES

flowers is a euphemism for the love scratches on the girl’s body.
(It is slightly odd to use a vakrokti verse as illustration, since
the definition does not require it.) N distinguishes between this
ndyikd and the kbanditi, that is, the nayika whose lover has
cheated on her: the latter sees on her lover’s body the evidence
of lovemaking with another woman, whereas this niyiki sees
such evidence on the other woman’s body.

His insults: she is saying that her eyes and speech are incom-
parable, and yet her lover has the temerity to compare them to
such mundane things.

That is, her anger is revealed by behavior showing she is aware

of her lover’s infidelity (A, N).

A semblance of rasa: love that produces the $y7igira rasa must
be capable of being consummated. A: such an anger is not real.

The variant bhisayati (“gave her jewelry”) for bhasayati (“spoke
with her”) is found in the U illustration, where the rival is
shown pointing to her necklace (pl. 36).

Slender girl: even her waist affords no place for anger to stand.
B: bhramam for bhramo.

The commentators assume that swearing an oath by a snake
was a common ordeal, but I know no parallel.

I follow V in my interpretation of ¢-d and in reading konabhasi
(this must also be G’s reading, given his gloss prantakintyd). A
and N, reading konabhdsah (which V reports but takes as abla-
tive singular), understand ¢-o as “flashes from the corner [of her
eye] released near her ear,” or “the flashes from the corner [of
her eye] became pearls redder,” or “the pearl earrings [brought
by the nayakal,” or, “worn by the ndyaka who is bowed at her
feet”. V denies that the pearls at her ear are supposed to be gifts
from the lover meant to assuage her anger (so A, and in accor-
dance with the definition and in conformity with the two pre-
vious verses that illustrate appeasement), since the lover is not
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80
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81

NOTES

supposed to be aware of the lac on his forchead and therefore
could not have anticipated the zayika’s anger. On Vs interpre-
tation the conciliation (falling at her feet, giving her jewelry) is
only implicit in the verse. G interprets Sikhara as “pomegranate
seeds,” a meaning I have not found for the word.

The lover’s forehead would have become marked either through
the inverted position of lovemaking or through bowing to his
mistress’s feet in an attempt to assuage her own anger (N).

Sixteen types: that is, the thirteen subtypes comprised of “one’s
own” (the naive, the average, and the sophisticated, the lat-
ter two of which can be steady, unsteady, or steady-unsteady,
and either more loved or less loved), the two types of another’s
(married and unmarried), and the one type of “common.”

The three types are described below, from 192. See also ST
1.88; NS (KM ed.) 23.34fF, pp- 268ff., where the category
refers to personality traits, especially degrees of quarrelsome-
ness. So in the case of some ndyakas (231). Different is the so-
cial hierarchy to which the terms refer in RT 5.16 and RT 7.1.

The logic here is unclear to me. Presumably, as various com-
mentators point out, once the criterion of species is allowed
there would be no end to categories, since species are innu-
merable: one could differentiate according to place (A) or ac-
cording to subspecies such as vidyidharas (among the divine)
or castes (among the nondivine) (V). This would force us,
as A and N torturously explain, to ascribe all other subtypes
such as “the jealous one” to the ndyaka as well; but since
that would be contrary to literary convention—we never find
verses on a ndyaka whose mistress has cheated on him (de-
spite the presence of the category another’s nayiki)—we de-
termine that nayikds are not to be differentiated according to
jati (this is Bhanu’s own position, see 249). Commentators
point out that Vatsyayana and others do accept differentiation
based on species. Indranti is the wife of Indra, king of the gods;
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Maladi, the betrothed of Madhava, in an eighth-century drama
of Bhavabhuti; and Sita, the wife of Rima. The semidivinity
of Rama was a problem for many manuscripts, which replace
him with Arjuna or Krsna.

I follow V here: A friend is trying to dress the ndyiki for the
spring festival and finds that everything is too big (adhika),
since the ndyika is wasting away with loneliness. The fact that
she does not tell her friends the truth of the matter is a sign
of her modesty, while her thinness is a sign of her passion (the
defining trait of the madhyi nayika, see 18). Less satisfactory
S: “Before the start of spring the woman would wear her jew-
elry and so on to conceal her loneliness; but with the start of
spring she became too distraught with her intense passion and
found the jewelry and the rest too much to bear (another pos-
sible meaning of adhika)—which implies that her desire and
modesty are in balance.”

V reports the variant kim ca tvayi yadupate prasthite for yite
prabhavati harau subbruvah, as well as a locative singular,
pravasati, which I cannot easily construe.

The lotus garland and the pearl necklace would have been ex-
pected to cool down the ndyikd’s sorrow for her lover’s absence,
but she abandons them because they do the opposite; and she
has grown so thin that she cannot keep the armlet on her upper
arm.

She is burning with the pain of separation, which would reveal
itself to her mother-in-law by reducing the lotus to ash if she
were to touch it, and to her friends if they were to feel the heat
of her breath. Her mother-in-law would have offered the lotus
as a good-luck charm for the well-being of the ndyika’s husband
(V). According to G’s interpretation of 4, the “dry sound” of
the leaf—presumably, the sound of the leaf having become des-
iccated by her mere touch—would give away her feelings (ya
marmarasarika Suskaparnadhvanisarki taya. sparsamditrenaiva
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97 [45]

99 [46]

107 [47]

107 [47]

106 [49]

110 [51]

NOTES

Suske 'smin dale mama virabatipam ma jidsid iti sarkayi ity
arthah).

Jug marks: his mistress’s breasts would have been smeared with
saffron paste; so in the next verse. The girl does not actually ask
because of her shame, and this illustrates her “muttering” (N).
B reads drastum for prastum (the ed. of V prints this in error).
V unpersuasively criticizes A’s interpretation that the nayika,
being naive, wouldn’t think these are the marks of breasts but
mistakenly believes they’re the marks of jugs, and equally un-
persuasively insists the girl is asking her girlfriend, not her hus-

band.
The U illustration of this verse is published in ExnBoM 1985:
47

The mirror she carried mornings for good luck: glancing in
a mirror first thing in the morning was considered auspicious.
In ¢ B’s reading vyaktam for ritksam (cf. 101 [47]6) admittedly
fits better with asphutilapam in the definition but has no other
MS. support. V has two extra verses here, which I omit.

In d V reads rurudhire for nidadhire, which he seems to want
to interpret as “her tears being held back.”

She is afraid others might hear and thereby realize she is hav-
ing an affair with the man (so N). It is unclear whether she
stares at the go-between because she suspects her of having em-
braced the man (probable) or because she wants her to reprove
him (so G, svadityasya phalavaicitryam avalokayeti dhiyi). U
interpreted it in the latter sense, placing another woman at the
lower left of the painting, see pl. 47.

Learns how heavy an empty heart can be: literally, “she bears
an empty heart for a long time.”

When fate’s not on your side: literally, “those bitten by fate,”
a rare expression (G, S, V read more banally -dusrih). Tongue:
rasajia, literally, “knower of taste,” used to imply that while the
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117 [54]

117 [54]

121 [56]
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B

hand and eye don’t “have taste” and so would be expected to
do what they have done, this is not the case with the tongue.

I take bhartr in the sense of lover, with V (who effectively cri-
tiques the other possible constructions). The river is that lead-
ing to their secret meeting place. The vocative mother is often
used as an exclamation (see Uttararamacarita (POLLOCK 2007)
2.58 and 4.32 n.)

The lucky letters on my forehead: the lines on the forchead
were thought to be writing foretelling the person’s fate (see also
185 [85]). The other two signs also portend good fortune (the
lucky astral house is the ninth, according to C).

The characteristic behaviors listed here do not clearly line up
with the examples in the three verses that follow.

A, N read rusi and seem to construe it with the following com-

pound (since it makes little sense in the case of a naive ndyika).

G, S read instead #75d, “with longing,” but also connect it with
i gIng

the compound (the bees are longing for flower-nectar); I fol-

low V, who reads similarly but more sensibly understands the

word apo koinou.

The naive ndyiki cannot leave because it would be embarrass-
ing if her girlfriends knew that she knew they brought her to
see her lover; and she sees no purpose in staying if her lover is
not there (so V, who reports the simpler interpretation that if
she goes she might miss him and if she stays she would feel the
pain of his absence). Glances like bees: the compound in 4 lit-
erally means “her glances attaining the beauty of wild swarms
of bees growing languid.” The commentators offer a variety of
reasons for her looking toward the grove, including scanning
the area for a lover, avoiding having to see her girlfriends, and
searching for a way out since staying there is intolerable.

She prays to Siva as the traditional enemy of the God of love
(V appears to suggest instead that she invokes him because she



123 [57]

123 [57]

125 [58]

126

130 [60]

132 [61]

NOTES

now feels enmity, not love, toward her lover). The various epi-
thets are imaginatively interpreted by the C. “Srikantha” (“pos-
sessing a throat of glory”) is generally taken to refer to Sivas
drinking the cosmic poison produced at the primal churning
of the milk ocean. “Bharga” (possibly “Destroyer”) is associ-
ated with the death of Kima.

A, N,V report (U reads) the v.l. khala for ghana (“dense,” or “of
clouds”), which I accept, since it parallels the first two images
(as V sees).

The wild bull of Death: the buffalo bull is the mount of Yama,
god of death. As S says simply, the sight of clouds, for a woman
separated from her lover, is like death.

The U painter (pl. 58) represents the courtesan waiting in the
trysting grove, with the glances turned into actual bees.

Bhanu’s requirement that this 74yikd should be thinking about
a meeting outside the home is ignored in U in the next two
paintings (pls. 59 and 60).

Niyakas are never shown to be frightened of anything, and so
it is impossible to understand bhito bhujargit as a masculine
participial phrase. I therefore essentially agree with V; in un-
derstanding bhiro as ablative and seeing two different reasons
(but I take bhujariga literally, while V understands the word as
referring to her preoccupation with her own lover). I also agree
with V in taking navodha- as the pirvapada of a karmadhiraya
compound.

There is no suggestion here that the nayika is talking about
hiding her transgressions (as N believes), since one’s own and
not another’s ndyika is speaking (recall that one’s own does not
have to be married, only faithful to her lover). V sees this and
rightly interprets more complexly. He suggests an allusion to
Yajnavalkyasmyti that requires a father, grandfather, brother,
kinsman, and mother in that order, the previous one failing,
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to be responsible for giving away a girl in marriage (1.63). The
bower and so on are compared to each of these relations as
things capable of bringing her together with her lover. Presum-
ably her “experience” consists in her knowing who is respon-
sible for her happiness. Damodara’s dark complexion should
make it even easier for him to come in the night (so most C).

Each act can be interpreted simultaneously as erotic and reli-
gious (sandalwood cream, for example, would be smeared on
the woman’s breasts as well as on the image of the deity). Re-
nounced: krtd daksina, literally, “made the sacrificial fee,” con-
tinuing the ritual trope. A, N point out that something given
away as a sacrificial fee can never be reclaimed—which sug-
gests the degree of the nayikd’s attachment. Commentators do
not convincingly explain how the ndyikd’s being another’s is ex-
pressed in the verse. Note the U painter’s solution to the prob-
lem of “the god born in the heart,” pl. 62.

G, S,V read aksilayan (for asravayan) in ¢ and (excepting G)
dhanabhilasan (for dhanabhilisat) in d (U aksilayan ... -dbara
... dhandbhilisit; B aksilayan ... -dbiram ... dhanibhilisit).
S’s original reading in ¢ was (pace the printed edition), -vara
(instrumental of var), which I believe is correct (he lists
-dhara as a v.l.; so apparently G [pace the MS.], who glosses
nipatadasrujalena). R calls the accusative dhanibhilisin “com-
pletely incoherent,” arguing unpersuasively that we should sup-
ply “her chest” or “the grove (that she would be cleaving to)”
as the direct object.

There is disagreement among dlanikdrikas about the term
vdsakasajji. Bhoja, for example, interprets it more credibly as
“a woman who, ‘once the bed chamber has been prepared,
adorns herself and awaits him, reclining on the bed” (Sarasvati-
kanthibharana 5.117).

Various commentators (and U) read tdrakanti- for tarakati-.
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141 [65]

143 [66]

144

145 [67]

145 [67]

150

150

152 [70]

NOTES

V (and N, second interpretation, and U) alone understand the
syntax of the verse correctly.

Both A and N say the verse illustrates her average character by
the mix of embarrassment and smiling. But the smile is that of
the Love God, however much the love is actually inside of her
(as S points out, only Love knew what was going on, since Love
is “born in the heart”). V again correctly: her being average is
shown by Love’s recognizing that even while he is growing in
her she cannot abandon her embarrassment.

The U illustration of this verse is published in BAuTzE 1991:
135.

N is rightly troubled that among the various types of behavior
of the ndayika who “prepares for the occasion” only “wishing” is
illustrated. But all editions and commentators carry the prose
and following verse.

V reads in ¢ more easily smitasphitam (adjective to anyonya-
viksanam) instead of smitam sphitam. V appears to have read
ariga yad for angayor in a.

That is, because their embraces are deep and constant. The
“wish” presumably lies in how the ndyika can avoid both “dif-
ficulties” (so T) though the latter is of course only an apparent
one.

Bhanu’s definition, especially the qualification “always,” is dis-
puted in the SM, p. 15. Those criticisms are answered by T.

Contrast RT 5.17 [5] and RT s5.15.

=y

For A and N the verse shows the nayikd’s egotism (so in the
following two verses as well). Far from being charmed by the
poet’s wordplay, S, A, and N are troubled by the use of the
morpheme -man, which in some of the cases (according to S,
grammarian’s son that he was) no grammatical rule sanctions.
The U illustration of this verse, now in the Kanoria Collection,
Patna, Bihar, India, can be found at the Huntington Archive
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of Buddhist and Related Art under scan number 0060468:
http://huntington.wmec.ohio-state.edu/public/index.cfm?fuse
action=showThisDetail&Object]D=30029295.

In the U album, the entire power of the painting seems to be
concentrated in the birds (see pl. 71). Part or all of the human
narrative is re-presented in the bird narrative.

The U painter here achieves something remarkable in his quest
for turning text into image, see plate 72.

The reading in a, grhe grhe, is faulty: the lover doesn’t have a
woman “in every house,” but “right at home” (this phrasing
may have been infected by 160 [74]). In 4, J’s reading (which
is also G’s, according to my MS., and not bhramyantyi mama,
as JHA reports, p. 133; N offers the also possible bhramantya
mama) makes no sense: the gaze cannot “wander” yet “never
leave.” U’s purato may be preferable to parito as the latter would
seem more appropriate to the false reading bhramyanti.

V notes the crescendo of intimacy in the places mentioned,
where the lover’s attentions might be exposed. The U illustra-
tion of this verse is published in PaL 1978, p. 7.

V shows a sophisticated understanding of the verse, noting for
example that the stress “pays 72¢” (and not “pays me”) indicates
that it would be false to assume he would pay his own nayika
but rather that the courtesan wants to praise her own skills by
indicating that her lover is prepared to pay her alone for quality
services when he could get common services elsewhere.

Despite what is printed in the edited text, V reads prakrta eva
kramah (and not sa eva kramah), and omits the explanatory
clause that follows. Yet he wants to take this to mean that the
behavior of one’s own and of another’s ndiyiki are “identical,”
that the very fact of her going on a secret rendezvous demon-
strates she has something to hide—otherwise she would be
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165 [76]

171 [79]

173 [80]

175 [81]

NOTES

“preparing for the occasion.” This interpretation is confirmed
by much other Sanskrit poetry.

Clothing appropriate to the time of the month: that is, dark
during the new moon, white during the full.

The U illustration of this verse may be found at the University
of Michigan Museum of Art (accession number 1980/2.242):
http://quod.lib.umich.edu/cgi/i/image/image-idx?id=S-MUS
ART-X-1980-SL-2.242%5D1980_2.242.JPG.

She left with a sly smile on her face: the ndyiki smiles (her
smile or laughter, being conventionally represented as white,
can easily be hid, according to V) because she thinks she can
outwit Love, who has been tormenting her in her absence from
her lover. She therefore goes out on a rendezvous undetected,
thanks to the ruse of hiding her white body—already pale from
the pain of separation—in the white moonlight. Love responds
with his jasmine arrows, which increase her longing even more
(so generally S, A). The flowers are white to show her that Love
can defeat her with her own weapons (A, V suggest that it is
because Love does not want to disturb her accoutrements, but
this makes no sense to me). N does not see the point in Love’s
attempt to harm her, and so tries to interpret the verb ni-han
differently, and unsuccessfully.

This verse is missing in S, G, T but found in A, N, and V. The
meter is in the rare svigatd, with yati (typically) after the third
syllable.

Village headman: literally, “headman of the villages,” the plu-
ral implying even greater authority. The commentators dis-
agree on how this verse illustrates a woman who goes on a se-
cret rendezvous. T, for example, imagines that the nayika had
alerted her lover in advance and advised him to stay home and
then arrives. V merely says this is a different kind of secret ren-
dezvous.
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189 [87]
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The poet stresses the courtesan’s grand display on her ren-
dezvous in order to contrast it with the secrecy of the previ-
ously described nayikas (so too essentially V). Commentators
disagree on the meaning of nyaicat, either tightly drawn (V)
or slipping (A, N).

Amarusataka (ed. NSP), v. 35.

See ST v. 147 (one of the “earlier writers” Bhinu is referring
to). For a long critique of the category see SM pp. 32-33.
S, A, N remark on the solecism prosyat (patika) (strictly, the
form should be pravatsyat-, as ] has corrected everywhere); V
attempts to justify it by assuming its source in a denominative
prosyati.

The cuckoo’s passionate call is a sign of spring, a time when the
lover would wish to remain with his beloved. The U illustration
of this verse is published in BINNEY and ARCHER 1968: 19.

The lifeline was written on the forehead, see note to 114. Ac-
cording to S, her hair comes undone from her torment at the
thought of the coming separation; for V; her veil and then her
hair are disturbed when she drops her head in shame.

V reads, and other commentators report, atraiva for atreva
(i.e., do they burn only here or also in the other world?).

The things the nayika’s friends give her to assuage her grief are
similar to what the bereaved offer the dead at the funeral cer-
emony. So even if she were to die from her suffering, death
would bring her no relief. The suffering woman here is presum-
ably Krsna’s lover Radha (though for A it is an undefined gop1),
and it is his departure from Vraja for Mathura that is intended
(A claims it is the departure for Dvaravati, but that is not typi-
cally the source of virahakaivya in the Krsna cycle), though that
is not the sort of “traveling” the genre presupposes.

She imagines that her emotional suffering is the punishment
of hell for the transgressions she has acknowledged. Elders:
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195 [90]

195 [90]

196

197 [91]
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NOTES

guror (which I take as jityekavacana) need not specifically be
the father-in-law (S, A, N), since another’s #dyika is not always
married (see 44). V takes it to mean husband. Infernal pain in
my eyes ... thousand tortures in every limb ... torment of my
heart: T is probably right to connect the three sufferings with
the three infractions: the torture of her limbs is result of her
treading on snakes (which, like kings and brahmins, are not to
be shown disrespect, so Yajnavalkyasmyti 1.153 cited by V); the
pain of her eyes is the result of her lack of veneration for her
elders; the torment of her heart is the result of her giving up all

modesty.

Women wither away in grief for their absent lovers, and their
bracelets slip from their wrists. Her wrists will be so thin that
even a small ring would fit (so V, correctly). Presumably her
strength in holding him back belies her protestations about her
growing weakness.

I must omit here discussion of the long and complicated argu-
ment in some C, especially T, on the propriety of this category.

In ¢, V reads -pesala- for -kesara-, thereby disrupting the ex-
tended metaphor (which curiously none of the commentators
adequately glosses).

Reached for her blouse: as V points out, the lover should have
been reaching not for the ndyikd’s blouse but for her feet, in
order to appease her. The wish-granting vine grows in heaven.

Irascible: candi, also the proper name of a destructive goddess,
though that is probably not meant here.

V reads -ambhoruhi for -ambhorube in a.

In the final, rather unexpected image the petals are comparable
to her eyes and the red sap of the tree to her anger.

Each of the various types: that is, each of the 128 types of
ndyikd enumerated earlier (80).
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210 [97]
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The syntax of G’s commentary (if not the MS.) and the gloss
of S (if not the printed ed.) indicate that both read likhantim
inc.

The usual design is makarikd, a pattern of fern-like leaves, pre-
sumably of the sort seen today in the art of mehendi. T is not
extant from this point on.

The rainy season was viewed as an especially romantic time
of the year, but the verse depends on the pun in the word
(nih)sneha: “(without) moisture” / “(without) affection.”

Beyond the fact that the ndyika is being compared to a sweet
flower and the full white moon (czkora birds live on moon-
beams), the implication of the verse is unclear. Some commen-
tators suggest that the noise of the swarming birds and bees
might alert observers that she is on a rendezvous; others, that
the birds and bees stand for meddlesome people.

The seventh incarnation of Visnu is Rima, son of Dasaratha,
hero of the Rimayana, and husband of Sita. As the commenta-
tors imply, the friends are trying to get her to say the name of
her husband, which Indian wives typically avoid doing since it
is considered unlucky.

The verse has the form of marngalicarana, suggesting it was bor-
rowed from some other work of the poet’s (though one I have
been unable to identify). Siva is prepared to swear by water, fire,
or snakes (that is, by undergoing an ordeal of one of these three
forms) that he did not steal Parvati’s necklace, as she is face-
tiously claims he did, by cheating at their cosmic dice match.
V suggests that the irony here lies in the fact that, as the last
line intimates, Siva himself is the granter of all blessings.

It is unclear who the speaker is, whether the nayika, nayaka, or
go-between. Most commentators report the v.l. in & ... idam
duti canicati (changing the verse from an upagiti to a standard
aryd), making clear it is the first (A, V; so G, but without the
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217 [100]
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219 [101]

221 [102]

223 [103]
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v.l.) or second (N). The solemn promise is the go-between’s
assurance that she would find a way to unite the two lovers.

The same pun on sneha as in 202 [93]. Her final hour refers to
the last of the ten stages of the pain of separation (listed below
in 265).

The moon, the cosmic serpent, and the Ganga river are all ac-
coutrements of Siva, so he has complete command over them
(A). Possibly the androgynous form of Siva is intended here (as
in 2 [1]).

As V points out, there are additional classifications of ndyakas
(principally according to the fourfold scheme romantic, digni-
fied, impulsive, and serene), but these are the four pertinent to
the erotic mood.

The Ddndaka forest is the scene of Rama’s exile in the Rima-
yana. Although Rama tried to prevent his wife, Sita, from ac-
companying him, she insisted. A points out that though Sita
was born of the earth, who would naturally be kind to her,
Rama’s invocation shows the depth of his love; moreover, there
is special propriety in Rama’s invoking the sun since he is a
scion of the solar dynasty.

This subcategory refers strictly to husbands (and not lovers), so
the women here should be thought of as Krsna’s wives (N, V).
Although for a ndyiki to have more than one lover produces
a “semblance of a rasa” (rasdbhasa), the reverse is generally not
true, and so a ndyaka can be shown to have multiple nayikis
(thus N and V, arguing implicitly against S).

They: the implied subject of the first line is the nayikd’s atten-
dants. It is not clear why she is not wearing her bracelet. S, R
suggest that it is improper to sleep with jewelry on; N, that it
came off because she was wasting away from separation from
her lover, scoundrel though he is.

V explains that the gallant #gyaka is in love equally with his
wife and mistress, the faithful only with his wife, whereas the
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deceptive is inconstant in his love to both. He goes on to ar-
gue that this differentiation might appear to render empty the
category of “brazen” or require that it be included either in the
gallant or the deceptive. But the greater or lesser degree of love
on the part of the deceptive ndyaka is necessarily dependent on
particular circumstances; when there is no such regular condi-
tion the ndyaka would be classified as brazen.

The action of a ndyaka is described here. The collocation bhila-
phalake ... patravalim is awkward since “designs” are never
painted on the forehead. MSS. require keeping the reading of
the first compound; I reinterpret the second with V.

A man who causes: literally, “a husband who causes.” The word
pati is used to suggest the etymology of upapati and should not
be taken strictu sensu.

V understands the verse correctly: what kind of love refers
to the nature of domestic sex, where all is boringly licit, in
contrast to the excitement caused by the restrictions imposed
on illicit lovers, who must avoid discovery (tat sviyidiratam
kim? parakiyiratapeksayipakrstatvam). The alternative interpre-
tation (“what an inferior kind of love is stolen love,” see S,
tat kimratam sa kimsambhogah kutsitah sambhoga ity arthah) is
absurdly censorious. V is also correct to say that those (and
he is referring to A) who argue that the self-control shown to
be required in illicit love demonstrates that it cannot be all-
consuming and hence cannot produce rasa, are talking pure
nonsense (pralapitam).

Since the faithful ndyaka is defined as “constant in affection
toward his wife while constant in his indifference to the wives
of other men,” commentators ask how there can be a subtype
“faithful” of the “lover.” S thinks it a category error. A and N
answer that “wives” (and presumably “wife”) in the definition
here refers to mistresses.
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232 [107]

238 [110]

240 [111]

242 [112]
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NOTES

Love’s playhouse: anarngararga-. Commentators gloss merely
“love’s festival” (or “battle”), but I stress the theatrical image,
especially in view of the fact that courtesans were often ac-
tresses. The bells ringing on her belt suggests that the woman is
making love on top, for if she were on the bottom it would be
her anklets ringing (R). The wild eyes (an indication of her lack
of modesty, V) are likened to cakora birds since they are wait-
ing to drink in the beams of her lover’s moon-face (for cakora
see note to 204).

Corner, -prantam: for V this implies that her sidelong glance
is being directed at the lover. He does not smile in order to
indicate that he too is downhearted. And he only approaches
the edge of the bed, since she would be angrier still if he tried
to climb up, yet if he did nothing, he would appear indiffer-
ent. Restringing her pearls is something the nayika’s girlfriend
would do, and the action indicates the ndyaka’s deep love.

S inexplicably understands this as an account reported by one
man to another.

The musicality in the verse is remarkable in Bhanu’s oeuvre.

The lemon refers to the ndyikd’s breasts, and the nayaka is in-
dicating he wants to make love with her; the circle refers ei-
ther to zero, that is, the setting of the sun, or to the spot on
the moon (the Western “man in the moon”), that is, the rising
of the moon. (V observes that it is the ndyaka’s action in sug-
gesting a rendezvous that is central here—since the verse is an
illustration of his cleverness—not the ndiyikd’s determination
of the exact time.) Full-moon refers to the woman’s face beam-
ing at her lover’s suggestion (A). Note also the rich alliteration
in the verse, /k/ six times.

The house was empty ... so I took him to the woods: she does
not succeed in the house, even though it is empty, because the
young man fears someone may come. She then takes him to
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the woods, but even there he worries that she may be interested
in someone else, so she looks at him with love in her eyes (V).

R alone reads anyatha (for anyac ca), though the sentence is
as likely to be offering an additional argument as it is to be
elaborating on the one just made.

There appear to be additional corruptions in this passage that
unfortunately none of the MSS. available allows us to correct.
G offers a number of apparent emendations, reading asampra-
dayad (which I believe to be necessary), but also (contrary to
my understanding) taking -§asikd in compound with dbairtat-
vam and reading at the end: pratyuta [for tan prati] sampra-
dayam anddrtyety arthah. tattadudbhivane tesim niyakinam
tdasam utkdidyavasthanim.

See 81 along with note to 81, both for the subvarieties and
for the argument that classification of the nayika is based on
temporary states.

It is only the ndyaka...: this seems like a non sequitur, but
perhaps the point is to show that the reverse is not true, that
is, a nayaka cannot be either jilted or cheated on.

Or let it be: that is, forget about giving up your anger (so cor-
rectly V).

Vs apy avandhyodyamo for anavadyotsavo (G, A, S) is not really
required, given that u##sava can be used in the sense of “effective
remedy” (cf. G gloss, tattadbhayavyidhinisakavaidyacikitsaram-
bhah).

‘The terms in the first half of the verse, kumudesvara (the lord of
lotuses) and the rest, also refer to types of alchemical practices.

Met one day by chance: V notes that “by chance” can mean
either that their love is fated or that having met by coincidence,
the lovers have nowhere else to go to be alone together.



257 [120]

260 [121]

262 [122]

264 [123]

265

NOTES

The early morning call of the rooster is a favorite topos in love
poetry globally (as demonstrated in A.T. Harto, “Eos” [Lon-
don: Mouton, 1965]), usually indicating that it is time for the
(illicit) lover to depart. Here, the idea is either that the mis-
tress is being told to stop her usual coyness and proceed directly
to lovemaking (N), or the lover, in recollection, is laughing at
himself for being fooled and frightened away by the friend’s
trick (so essentially S), or both lovers are being told to hurry
and are thus amused. The reference to the rooster’s being young
is meant to indicate that his call is protracted (N, V).

The ninth reaction here, dlasyam, is not one of the canoni-
cal number but is usually considered a transitory feeling (see
RT 5.2). A identifies “the earth-protector Nijama” as “king of
Devagiri” (see introduction for further discussion). Triv. A and
G replace the reading with a reference to Krsna (vrajendratana-
yah krsnas tayi (G, tvayd); similar B), but G’s reading in partic-
ular, given his relationship to the Vaisnava reformer Caitanya,
is suspect.

A woman is making love on top of her lover (“in the sky” mod-
ifies all the verbs: the point of view is that of the nayaka below).
The cloud represents the mass of her dark hair; the moon, her
fair face; the dove’s coos, her moans of pleasure; stars shooting,
the flowers falling from her hair; waves of the river of the gods,
i.e., the Ganga as it flows in the sky, either her pearl necklace
or the beads of sweat on the folds of skin at her waist. The asyn-
deton of 4 is possible but improbable, but no commentator or
MS. reports a variant. I follow V; or what I take to be his gen-
eral implication.

First cloud of the rains: the coming of the monsoon rains
marked the time for lovers to return home to their beloved.
Cooling lotus stalks would be applied to reduce the fever
caused by the pain of separation.

In the RM, both men and women are subject to these ten states;
elsewhere it is usually only women. Most of the following are
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267 [124]

269 [125]

271 [126]

275 [128]

278

281 [131]

370

NOTES

spoken by men; the commentators who remark on the matter
agree that 2775 [128] is spoken by a man and 277 [129] by a
woman, though there are no markers in the poems to this ef-
fect. If the reading -kanta- in 272 is correct (and it is supported
by all C), then for Bhanu “glorification” is only done by a man
in reference to his beloved. A and N similarly in their glosses
(dividing priya-asrita) restrict “raving” (277 [129] and 276) to
the nayaka; V appears to allow it for both. R is very clear in
278 that “madness” pertains to both men and women, so, too,
in his comment on “remembering” (271 [126]).

My heavy heart sank down, but my eye is light and floats
about: that s, his heart, heavy with desire, is lost in the woman,
while his eye continues to feast on her sight. An additional
implication is suggested by V: The eye engages directly with
its object whereas the cognitive faculty (cetah, here translated
“heart”) engages in a mediated way via association with the eye;
it is as it were borne by the eye. In the real world, not only
lightweight things such as boats float on the water but so do
the heavy things they carry. Here, however, this is not the case.
R reads samplutam for sarvato.

Garland: for the unusual nerrotpalatorandni 1 follow G and S,
who gloss vandanamali and toranamalikih respectively.

One might have expected -vivardhamana- for -vivartamana-,
but no MS. and none of the commentators read this.

‘What am I supposed to do now? or, “What else do you have
in store for me?”

Which comes from mental derangement produced: V seems
to understand, “which comes ... and is produced.” T agree with

Gand R.

The moon, the God of love, and the bee are not function-
ing here as standards of comparison for the beloved; they are,
rather, stimulant factors of the erotic rasa. V persuasively reads



283 [132]

287

288 [134]

292 [136]

NOTES

the verse as an example of the rasa type called “a mosaic of feel-
ings” (bhivasabalatva, see RT 8.53). (Thus, the first line ex-
presses first the lover’s resentment toward the moon and then
his pride in the beloved; the second, the lover’s bitterness to-
ward the Love God and then his joy in his beloved; the third,
his sadness [at the sign of spring represented by the bee?] and
dejection at not being able to be with his beloved; the fourth,
his disgust with the world and his longing.) The lack of logical-
syntactical connection between the two sentences in each line
is the sign of the lover’s madness. On karmani in d, I agree with
N, V that these are the “labors” that take the lover from home;
less likely, with A, the “troubles” of trying to find somewhere
a likeness of his woman.

N finds an additional meaning: Kama cannot tolerate rivals
and destroys them, so the lover is being besought to protect his
beloved from the Love God’s wrath lest she, too, becomes bod-
iless. V reports the reading tava (for rayoh) in ¢, which produces
a much different ending: since you (the ndyaka) and Kama are
so similar—since like Kaima you have a bow and arrow in her
beloved’s brows and glances, and you dwell in her heart—don’t
diminish your power by allowing your beloved to lose her body.

The connection with what precedes is noted by A, who claims
that these three modes form the basis of the aforementioned
ten states. But those are states only of frustrated eroticism, and
these modes are much broader (not unrelatedly S).

G, S, A, and V all assume the nayika herself to be speaking. But
she would not use kucagireh of herself, or refer to her friend as
tanvi, and so I find their explanation odd. For samdadhinah
V. also suggests “attaching to me a garland” (instead of “gar-
landed”), since it is “more in keeping with the prefix sam.”

Blessed love is asked to be still so the ndyika can collect her
thoughts (N; so essentially V). V notes that the sastra(kavya) of
Bhanu concludes with an auspicious invocation in accordance
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NOTES

with the Mahabhisya’s requirements for beginning and ending
such works.

Flowing nectar: mddhvikasyanda-. For V the two terms also
can refer to the literary qualities of sweetness and clarity.

River of Rasa

I read upaharan (for upahasan, “mocked”) in 2 with N (who
clearly read this, glossing d@nayan). This is a much-disputed
variant. The phrase must identify another avatar and so can-
not construe with the following (so G with obvious semantic
logic but with equally obvious formal difficulty); in the Mat-
sya avatar Visnu recovered the Vedas after slaying the demon
Hayagriva, the humor here lying in God’s having taken the
form of a fish.

His reddened eye: redness indicates passion, usually romantic
passion, but sometimes, as here, the passion of anger.

In this verse Visnu’s eight incarnations are linked with the eight
rasas. The avatars and their associated rasas may be apportioned
as follows (see N): He looked at Lakshmi: Nrsimha (the Man-
Lion), the erotic rasa (s77igira); recovered the Vedas: Matsya
(the Fish), the comic rasa (hdsya); grieved for the victims: the
Buddha, the sorrowful rasa (karuna); beheld the kshatriyas:
Paragurama, the furious rasa (raudra); looked upon Révana:
Rama, the heroic rasa (vira); stole the fresh butter: Krsna,
the fearful rasa (bhayinaka); bedaubed the horizons: Kalki,
the disgusting rasa (bibhatsa); balanced the earth: Variha (the
Boar), the amazing rasa (adbhuta). The God of the yellow robe,
Visnu, is not to be associated with any particular rasa (pace N,
who links with $inza), since Bhanu generally concerned him-
self with only eight (though see Bhanu’s remarks on RT 7.63).



1.4 [4]

1.6

1.6
1.8

1.9 [5]

1.12 [6]

1.14

1.14

NOTES

vimalo: G and N read the less persuasive viralo and take the
whole clause as a negative purpose (“lest its water be turbid and
sparse”).

The definition of emotion is “transformation,” and there are
physical as well as mental transformations.

Better yet: to avoid the vicious circle of the previous statement,
which essentially defines a stable emotion in terms of itself (V).

Climax: that is, of the scene or work.

Not fully matured: in other words, it has not reached the state
of a developed rasa (G, V). Bhanu uses parimita below in the
same sense.

The tree of love is tended by the play of eyebrows insofar as
the mistress’s girlfriend communicates only by signals and not

directly lest anything be divulged (N).

I assume this means: the word “delicate” is the author’s way of
signaling that the verse is bhivakivya, rather than rasakivya,
and not that the word “delicate” itself somehow makes the verse
the one rather than the other.

My honored father: Bhanudatta’s father was also a poet, see
295 [138], RT 3.18 [4].

In his Dwarf incarnation Visnu disguised himself as a mendi-
cant.

There is still hope of life: V adds, “through, for example, the
intervention of a divine power,” though this is not really nec-
essary.

“The Birth of Kumdra”: Kumarasambhava of Kalidasa (trans.
by Davip SmrtH, CSL, 2005). “Princess Kaddmbari”: Ka-
dambari of Bana (trans. by Davip Smrth, CSL, 2009). “The
Lineage of Raghu”: Raghuvamsa of Kalidasa. “Jewel Lamp of
Rasa”: Rasaratnapradipika of Allardja s.50. The citation that
follows is from Kumadrasambhava 4.3.
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1.19

1.23 [10]

1.29 [12]

1.32 [13]

1.34

1.35 [14]

1.38 [15]
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NOTES

Rama when shown disrespect: As the next verse shows, such
an insult fills Rama with energy, not with rage.

The heroic: it is clear from RT 2.28 that Bhanu means by vira
the rasa and not the hero himself.

The compound utsahaviciramiidha- puzzles N and G, for
whom it seems to mean “confused about what to do and what
not to do prior to [the coming into being of] his energy,” that
is, when he was filled with anger (which accounts for the un-
derdevelopment of the emotion mentioned next). This may be
overreading the verse; very likely, it is simply meant to illus-
trate the ussahddhyavasiya in RT 2.20. The main point, how-
ever, is that Rima is planning what to do, not actually doing
it—so this is an illustration of the bhdva of utsaha, and not of
vira itself.

Kéustubha jewel: a magic gem obtained by Visnu (literally,
“foe of the demon Kaitabha”) at the churning of the milk

ocean.

See NS 7.22. Transgression would include an infraction against
a teacher or a king; cf. RT 2.30. It is unclear to me where the
stable emotion of fear resides in this case, in the onlooker or
(more likely) in the perpetrator.

Kiliya is a serpent slain by Krsna (joy of the Yadus), whose
mount is the eagle Garuda.

V’s reading shows that the otherwise universally attested
smarana (memory) is an old corruption (perhaps dittography
from what follows). “Hearing” is clearly what is at issue in the
illustration.

Horns, sr7iga-: So G, N, whom I accept pace V. (“peak” of the

mountain), since we need something to be crunched.

G, O specify that this concerns Arjuna’s fight with Krsna’s kins-
man Krtavarman, but the point still escapes me.



1.41 [16]

1.43 [17]

1.43 [17]

2.7

2.8

2.14 [4]

2.18 [s5]

2.18 [5]

2.18 [s5]

2.20

NOTES

What is dominant here is the description of the woman’s beauty,
hence the wonder is subordinate to it (V).

nirdtarikah: “has no spot,” so N; G, “freed from any attack by
Rahu”; V; oddly, nirbhayah.

Unlike the moon, the woman’s face sheds no light in the sky;
black hair increases the darkness. The bow is her eyebrows, the
lotuses her eyes. The spot is what is known in the West as the
man in the moon.

‘The underlying factors and stimulant factors are treated jointly
from this point on to the end of the chapter.

Grotesque things: vikrtair arthavisesair. G takes as “grotesque
beings,” such as dwarfs and hunchbacks. But compare RT 2.12.

The coils of this snake: or “the coils that are this snake” (N,
V).

It spreads a gleaming darkness: as N observes, it is conven-
tional to describe a shining sword as black; here the idea is that
the sword also spread darkness over the eyes of the enemy.

Chakra birds: the cakravika bird, which is separated from its
mate every night.

Pearls scattered about from the splitting forehead lobes: ele-
phants are conventionally said to contain pearls in their fore-

heads.

Without ... pride or confusion: see NS 6. 67, where the read-
ing of Abhinavagupta is avismayamohat, taken as a dvandva
(p. 319), and this is confirmed in the preceding prose. Com-
mentators read mohit, “frenzy,” so essentially V, who glosses
viparyaya, “misapprehension,” and says that to deny its role in
the heroic rasa is an empty assertion on the part of the ancients;
N interprets unjustifiably as “anger.” From the use of midha
in RT 1.23 [10], one might infer that Bhanu himself actually
understood the tradition as V interprets it. Events, -artha-. See
note to RT 2.8 (V. hopelessly interprets “wealth”).
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2.30
2.31

2.32 [9]

2.36 [10]

2.38

3.3

3.4 [1]

3.4 [1]
3.4 [1]

376

NOTES

I follow Abhinavagupta here (p. 320).
Night watchman: V glosses rdjakiyapurusa.

This can only refer to the Man-Lion avatar (G). As N points
out, Bali has no part in this narrative, but attempts by N and
V to interpret as referring to the Dwarf avatar are completely
unconvincing. I therefore follow G, who understands ba/i as
balisadma, i.c., the underworld. The first half of the verse is
not a ripaka; although saying that the clouds were split by the
lion’s mane may seem to make little sense (G), this signification
is certified by RT 2.40 [11].

I agree with V that purabhid refers to Indra (rather than Siva),
since it is Indra who welcomes dead soldiers into heaven.

NS 6.75. Abhinava takes 4 as “an extraordinary act of artistry,”
which seems to me improbable in view of the conjunctions.

The reading phal’| dyoga [vyavacchedena is certified by Pra-
kasika on Tarkasamgraha 47 phalayogavyavacchinnam karanam
karanam.

One might easily conjecture kdmino here on hints provided in
Vand N, as also on the evidence of the next paragraph, where
the use of the dual kdminoh may seem inappropriate: Presum-
ably what is meant is that the nayika’s glances are observed not
only by the niyaka directly but by the nayiki herself indirectly
as she sees her lover’s reaction. This may be what V implies (ad
visayatvena, glossed parasparam drstigocaribhiitatvena).

The reading reported by N, -smitapreksitair, looks like an at-
tempt to avoid the rather awkward anacoluthon.

Rasaratnapradipika s.9.

Presumably Bhanu thought of the glances and so on as stim-
ulating the lover’s desire, not “causing it to be experienced”
by the beloved (or the audience), though note that in the
Rasaratnapradipiki (5.9) the verse is cited as an example of



3.5

3.8

3.10 [2]

3.14 [3]

3.18 [4]

3.18 [4]

3.20

NOTES

sambhogasrigira produced through anubhdvas. Erotic refer-
ences to the underarm are very rare in Sanskrit poetry, but see
RT 4.21 [9]. V is probably right to understand the vague droni
(a favorite word of Bhanu’s) as merely pluralizing the preced-
ing noun (it cannot mean parra, as N often suggests, because
it is typically in compound with dala).

MSS. are very confused here, the confusion resulting from the
fact that both ndyiki and ndyaka are meant to be as involved in
the reactions as they are in the stimulants (cf. note to RT 3.3).
I follow the astute V, who glosses @smani rasinubbavapitre
ndyakam prati nayikaniripitakatiksadayah.

NS 6.48. Abhinava takes dhrti and pramoda as vyabhicaribha-
vas. If ] is correct, this may be why Bhanu suppresses dbrti,
which can hardly been taken as a physical reaction.

Since all would pale in comparison: the ndyiki knows that
nothing can adorn her and she puts aside her ornaments pari-
bhavabhayar, (literally) “out of concern [for them] that they
would be disgraced.” Commentators are oddly confused: V:
saukumdryatisayendnginam klesabhayar; O: malinya sambha-
vand ke udvega se.

The skull and crescent moon are attributes of Siva; serpents
were believed to have jewels embedded in their hoods. Mother
refers to Siva’s wife, the child either to Ganesa or Kartikeya.

There is a surprising and irremediable violation of caesura in #
(nirgalechati). One might have thought it a sign of the poet’s
grief, but there are comparable metrical problems elsewhere
in the work (e.g., RT 3.22 [5], RT 7.7 [3], RT 7.22 [10],
RT 8.11 [3]).

The bangles slip off because she has grown thin in grief; the
moist saffron paste is dried by her sighs.

The entire first line is very weak. The reading -sambkulasirasah
is a legitimate v.l. in the NS, but the whole tenor seems off. NS
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3.20

322 [5]

3.24

3.25

378

NOTES

gives: “By wielding various weapons, by severing the head or
the arms of a headless trunk.” What distinguishes raudra from
vira, according to Abhinava, is blind rage, whereby one seeks
to kill even what it already dead, and the desire to kill, which
is absent in vira. In raudra, personal greed is primary, which
renders any war both illegal and immoral (p. 319).

Pounding the fist: or “slapping with the palms of the hand”
V).

It is considered a metrical fault for the enclitic-like particle iva
to follow a caesura, as here in c.

Laden with double meanings, dksepa/krtair: one might have
thought, in the context of a discussion of virarasa, that this
means “filled with defiant exclamations,” rather than “filled
with hints, i.e., statements that are deep and hard to fathom,”
as Abhinava takes it (ad NS 6.68, p. 319). But his view seems
borne out by other evidence; see, for example, the definition
of the dramaturgical feature called gandam (NS 18. after 118:
bahuvacandksepakrtam gandam pravadanti rattvajiiah).

Force, bala: Abhinava glosses “army components,” but that
would be fitting in a discussion of vibhivas, not anubhavas.

I do not fully grasp Bhanu’s point here. One might have ex-
pected na virodhah for na visesah, but no MS. offers this, and
so I follow V: vrttijanyopasthiteh smaranitmakatve manasam;
pratyabbijianitmakatve aindriyakam (“When a cognitive event
is remembered, it is ‘mental’; when it is recognized, it is ‘per-
ceptible’). N: “So long as the reaction is cognized it makes no
difference whether this happens through inference [his gloss
on ‘mental’] or direct perception.”

By indistinct footfalls, avyaktapidapatanaib: this phrase was
apparently already obscure by Abhinava’s time (he offers two
explanations, neither very persuasive, p. 323).



3.39 [10]

3.41

3.43 [11]

4.3

44

4.8

4.9 [3]

4.22

4.22

4.23 [10]

NOTES

On kapataharer 1 follow B (nrsimhasya). V mistakenly under-
stands a reference to baby Krsna, which causes him problems
in interpreting “Laksmi” here.

The NS reads the rare -ullukasanair (sparsagrahollukasanaih),
glossed by Abhinava as a “joyful raising and shaking of the
arms” (p. 324).

Unblinkingly awake: the eyes of the gods by nature do not
blink.

Despair, remembrance, and fortitude: as Bhanu goes on to say,
these feelings also arise in connection with “sympathy.”

Either property of the body means “property of the enlivened,
conscious body,” or, less likely, Bhanu thought of nidra and
apasmara (RT 5.51 [22] and RT 5.53 [23]) as mental proper-
ties. NS 7.93fF. has a rather different interpretation of the term
(iha hi sattvam nama manabprabhavam, etc.).

N remarks that whereas cold may be a factor of horripilation,
it is not a factor of the involuntary physical reaction of that
name. There are similar problems in the preceding verse and
in RT 4.14 and elsewhere below (e.g., RT 4.16, where N again
remarks that factors of tears are being listed that are not neces-
sarily satrvikabhavas). But see NS 7.98 and passim.

A nayikd’s friend is commenting on Krsnas reaction to her ar-
rival in the grove. Bees darting in anger: presumably at being
disturbed by Krsna.

“Forehead Ornament of the Erotic™: Sprigaratilaka of Rudra
(or Rudra Bhatta). See Introduction, p. xxxiv.

N rejects Bhanu’s reasoning here with great vigor.

V: “The yawning is produced by her fatigue at the unbearable
delay of embracing Siva caused by her love-anger.” O notes
that the yawn is a sign that her anger would be easily assuaged.
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5:9

5.12 [3]

5.14 [4]

5.16
5.16
5-25 [9]

5.27 [10]

5.28

5.28
5.29 [11]
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NOTES

Snapping the fingers is even today a way to awaken the deity
in temples.

In accordance with V, who argues that the first property is
physical, the second internal. As N points out in RT 5.19 [6]
below, the distinctions between fatigue, exhaustion, and tor-
por are vague.

One factor of fatigue is excessive drinking of alcohol, to which
the rolling of the eyes is a reaction (NS 7.30-31).

Snake: caksubsravih, literally, “famed for its sight.” Snakes were
attributed with great knowledge derived from their sharp sense

of sight.

Parvati is jealous of the crescent moon (feminine in gender in
Sanskrit) in Siva’s headdress. The demon Eclipse was repre-
sented as swallowing the moon.

The categories refer to social hierarchy, contrast 8o.
The verse is untraced.

Curiously, V, N, B all construe the particles kim nama with
the preceding clause; T agree with G.

V reads ajridta- (unrecorded) instead of a/jiana-. His intended
reference to marriage is very far-fetched (ramaparivarakria-
vivahanimittabhujagapasapatanaripa dciro na jaata iti bhavah.
ndgapdsa iti varasya (?) dcaro lokanim prasiddhah). See the use
of pasa- in RT 2.14 [4], RT 7.22 [10]).

sadys’[4dysta-: among the multiple variants here the most at-
tractive is sadysatadysti- (reported by S).

So Abhinava (who glosses pranidhana), p. 357.

There are deep confusions about this verse, and it is hard not
to suspect corruption; none of the commentators explains it

in a way I find acceptable. The four line-final verbs require a
parallelism impossible according to the syntax of the first two



5.29 [11]

5.31 [12]

5-32

5.36

5.36

5.38

5.39 [16]

NOTES

lines as transmitted, and the asyndeton is almost intolerable.
One might suppose separating off kalindi from the compound
(and perhaps conjecturing rabhasi [cf. RT 5.88 [41]] or rab-
hasit [cf. 169 [78]] for nabhasah [though see RT 5.58 [25]]),
but even this is hardly compelling since there is no kavisamaya
about the Yamuna uniting with a pond; nor does conjecturing
visphiirjatim for visphirjati help much. It is also entirely un-
clear what “recognition” is taking place, since the “similarity”
behind recognition concerns two experiences of the same en-
tity, not an analogy between entities. And the attempt to sup-
ply this similarity via quasi slesa (N, O) or to find some parallel
between the Yamuna and the sky, the birds and the moon, etc.,
strikes me as desperate.

Krsna recognizes Radha, who has returned to their rendezvous
spot in the hope of meeting him by day.

Krsna is so enchanted with Radha’s beauty that he places on
her upper arm an ornament meant for her ear (less likely, head,
V), which is what makes her smile (so in part N).

The compound jadnasakti is a tatpurusa, not a dvandva (jaa-
nasakti in NS 7.56 is followed in the prose by srutivibhava,
which Abhinava glosses as bahusrutyam).

V glosses itar’|étaralkriyikaranam as avyavahitadvitrikriya-
karanam.

V argues forcefully that the reading vairi- is an error for vaira-.
We clearly have to distinguish this reaction from the underly-

ing factors vairidarsana in RT 5.40. (In a roundabout way this
is V’s point, though he does not cite the later occurrence.)

Mental radiance: that is, saztva unmixed with either rzjah or
tamah (N).

Fragility: I follow N, but hesitantly. V is unfortunately illegible
in both MSS. (samtrudyapatanam?), B impossibly imagines this
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5.40
5.40

5.43 [18]

5.45 [19]

5.49 [21]

5.51 [22]

5.53 [23]

382

NOTES

to be some sort of gesture (bharigo laksanaya bhargibhinayas
tasya bhitim tajjanyacestim), G glosses bharnga weakly as vyatha.

Internal transformation: I follow V here.

A second definition is given since the first might be confused
with “being dumbfounded” (jadazd) in the next verse. (O).

The monkeys first laugh thinking the task will easy to accom-
plish. The commentators have various problems with this verse
(in part perhaps because pdra is used not in the normal sense
of “further shore” as explicitly defined by Amara but simply
as “shore”), and offer various unsatisfactory solutions (such as
impossibly understanding dgacchatah as nominative plural, so
V,N).

The sage born in an urn: Agasti (usually Agastya) drank the
ocean empty to expose the demons dwelling therein and help
the gods to slay them. Ganga prepared to consign her body to
Shiva’s forehead fire: the ocean is represented as the husband
of rivers; the Ganga is here about to commit sati because of the
“death” of her husband. I created oceans ... of tears: shed by
the widows of the kshatriyas slaughtered by Parasurama. B, V
are troubled that oceans in the plural are restored to the Ganga
(instead of just a second ocean) and suggest alternate readings
or interpretations, unnecessarily.

Games and jokes and wishing, kelifkautukafmanofrajyaib: 1 see
no reason (pace V, N, O) not to take this as a dvandva, parallel
to the compounds in & and ¢ (so V).

Of course dreams are preceded by sleep (V), buc still the verse
is an odd choice for illustrating sleep.

Hanuman brought to Lanka a mountain peak with a healing
herb to revive Laksmana (he brings the whole peak at one point
because the herbs are hiding, and at another because he is un-
sure which are the right ones).



5.58 [25]

5.62 [27]

5.64 [28]

5.65

5.66 [29]

5.67

5.72 [32]

573

5.74 [33]
5.76 [34]

5.80 [36]

NOTES

This use of daridram kr, which here means only some-
thing like “surpassed,” is somewhat unusual. N’s reading,
-dronyddaridram, is attractive but not widely represented.

I follow V and N in interpreting Kira as the name of one of
Ravana’s counsellors, who are explicit in their identification of
Kira. G, B, and O see instead a reference to a parrot: Ravana
places the pearls before the bird to see whether it will mistake
them for seeds.

According to the C, the transgression here is Rama’s breaking
of the bow of Siva, of whom Para$urima was a devotee.

Raising one’s eyebrows when teaching students: see Abhinava,
Sisyopadesalaksanena prayojanena debavikirih (p. 369).

Lata women: the women of Lata (southern Gujarat) are famed
in Sanskrit poetry for their seductiveness.

B takes nayafvinay |inunay|épades’/opalambhah as a dvandva,
which forces him to explain why no examples are given of good
judgment and the other two.

Cool the whole world with your liquid nectar: or: make the
world as cool as liquid ambrosia (V).

The term upadrava (let alone dasopadrava) appears nowhere in
the rasa literature. V argues powerfully for deba/karsyadayah,
the conjecture adopted.

To get a golden ring instead: see note to 191.

I am satisfied with none of the C’s constructions (G is closest).
To me it is clear that Krsna is attempting to revive Radha. We
need therefore to supply latim with sificati and sambhisate, and
latayam with vyatanute.

Maindka sought refuge in the ocean when Indra was cutting off
the wings of the primordial mountains to keep them in place.
Hari can refer to “monkey” in addition to Indra and Visnu;
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5.82 [37]

5.83 [38]

5.84 [39]

5.87

5.88 [41]

384

NOTES

Rima could easily be expected to mention the word in refer-
ence to Hanuman and his other simian allies, though it is not
clear on what occasion Raima would have spoken the name in
the hearing of Mainaka. (V suggests, unpersuasively, that on
the occasion when Rama’s passage across the ocean was blocked
and he flew into a rage, Mainaka [assuming his location to be
in the ocean near Lanka] would have been expected to be over-
come with fear as well [samudram prati krodhakaranasamaye
maindkasyapi sambhavyate bhayam)).

The context is the marriage contest prior to Rama’s attempt
to string the bow of Shiva. Commentators disagree about the
speaker; T am in accord with G, who says it is Sita’s father,
Janaka (N ascribes the verse to Sita, B to Visvamitra). Janaka’s
concerns are about the pledge he made (to give Sita in marriage
to whoever is able to string the bow of Siva), and the conse-
quences of the pledge being violated by its very impossibility.
He takes refuge in the sun presumably as the primal ancestor
of Rama’s clan.

Charm itself craning its neck to behold the world: I am un-
certain of this translation, which agrees with V' (first inter-
pretation; his second is unintelligible), N, G. Possible is B’s
reading #rijagatim: “the beauty of the triple world craning its
neck to look about” (kim ca vilokitum samanyato drastum tri-
Jjagatim trilokanim lavanya[sya] saundaryasya udgrivika). For
the rare udgrivika as a substantive see Subhdsitaratnakosa 3.856
and Naisadiya 14.53.

V makes a strong case that 2 and 4 are syntactically indepen-
dent, but that seems a harder construction.

This is apparently Bhanu’s innovation, despite his attribution
to others in RT 5.89 below.

Amarusatakav. 17.



5.93 [43]

6.1

6.2

6.2

6.3 [1]
6.4

6.7

NOTES

Painfully fixed his eyes: somchow G understands that Rama is
hereby hiding his own feelings. I do not find this in the San-
skrit, but I also do not otherwise understand the nature of the
deception in this verse. The tradition of Ravana’s having seven
magical lakes or moats built around Lanka (to which commen-
tators refer) is post-Valmiki and unknown to me.

One would have assumed upaniyamanah to be a corruption
of upaciyamanah (the latter is read by B, which V records as a
patha), but I believe the dominant reading may be authenti-
cated by the use of aupanayika in 6.2.

Ordinary and extraordinary: B improbably glosses these two
terms as svakiya and parakiya.

Ordinary contact is of six types: contiguity, inherence, and the
rest (see Tarkasamgraha 43). V is certainly correct to add: “con-
tact, i.e., of the ndyaka and the nayiki.”

The last is found in the beauty of drama...: this refers to an
onlooker’s experience of rasa, whereas the rasas of dream and
the imagination refer to the nayaka or nayika, and accordingly
may have an admixture of sorrow (N, V). Dev’s Bhavvilis 3.8
illustrates aupanayika rasa in a verse where a nayikd dresses up
as Krsna and plays a flute, and thereby relieves the onlooking
gopis’ sorrow of separation from their beloved (I thank Allison
Busch for this reference).

Bhartrhari 3.14 (in the edition of RAMACANDRA BUDHENDRA).

In authoritative texts: Bhanu’s reference is unclear. He may
have in mind Pradastapada’s analysis, which includes arma-
manahsamyoga (see Nydyakosa s.v. sukba). S, like others assum-
ing $astra means Vedanta, points to Pasicadasi 11.87, which lists
three types of bliss (brahmdnanda, visaninanda, pratibimba-
nanda), and presumably vdsaninanda is implicated in mdino-
rathika rasa.

The tranquil: for Sintarasa, see RT 7.63 and note to RT 7.62.
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6.7

6.7

6.7

6.7
6.10

6.13 [3]

6.18

6.24
6.27
6.28

6.29 [8]
6.31 [9]

6.31 [9]

386

NOTES

vyabhicari[raty |atmakatvat: V glosses vyabhicirabhavaripa-
rasasvarupa-.

V: paratra vitsalye; kiptatvat karunasyantarbhitataya kiptatvat.
B: paratra srngdre [sic, but must be falsel; klpratvit sthayitve-
nangikrtatvid atra karune....

V: dharmikalpanitah karunarasaripadharmikalpandtah dhar-
makalpandyih karunarasasya vyabbicaribbavasvariparatiripa-
tvakalpandyah.

V: upaksayit anyathdisiddhit.
The two types of enjoyment are illustrated sequentially.

Her eyes would be closed in the pretense of sleep in order to
see what her lover would do (V).

Factors: again Bhanu seems to mix underlying factors and
stimulant factors in the examples that follow.

Reactions: Bhanu appears not to be using anubhiva in the
technical sense here.

Pride of wealth: for dhanamada see RT 6.36.
Compare NS 22.18.

Since turmoil is both a physical and a mental phenomenon (see
carlier), two examples are given.

Bending: N: candima vakrativisesah.

V appears to take krodh’/agira as synonymous with kopabha-
vana, “anger room” or boudoir, a place to pout; in this context
it would be the eye, which as V notes would be red.

The goddess’s glances appear to be figured as a woman’s morn-
ing toilette (the interpretation here is owing to Déniel Balogh,
and, I now sce, partially confirmed by B). Mounting concern
is uncertain; perhaps she is supposed to be remorseful at her
show of anger.



6.33 [10]

6.40

6.41 [14]

6.44

6.49 [17]

6.51 [18]

6.55 [20]

6.57 [21]

6.59 [22]

NOTES

Perhaps we should accept the variant -pati for -kati, which po-
eticians often regard as obscene.

The entire textual tradition of the RT reads abhilisa, which is
not only almost unintelligible in the context of a discussion of
the hdvas, but, what is more important, contradicts the entire
tradition of poetics (NS 22.24—25; SD 3.105¢d; and in vernac-
ular poetics, Rasikapriyi 6.33). B’s gloss, however, supports my
emendation abbilipa (avasarigatavacanam vyjijadina visesena
hrtam (or hatam) vibrtam (or vihatam).

Bhavéni grew angry: her anger, according to N, stems from
Siva’s having a moon for a crest and wanting to offer her only
a tilaka mark. Surely it arises from her impatience at his delay
in making love, which she remedies with her ruse.

The much-attested reading muditatvibhivir requires a very
forced interpretation: because their senses are not joyous
then—i.e., only at the initial moment of love-anger. The read-
ing accepted, muditatvat, indicates that the woman, though
angry with her errant lover, still wants to be with him: she is
simply punishing him.

Fainting: B finds a slesa here (mirchana also meaning musical

scale), but that strikes me as awkward and unnecessary.

To obtain the punning translation “moon,” the word dos’/
dkaro must be analysed as dosd/fkaro.

The use of prabhavati here is peculiar. B helpfully glosses pra-
bhavati tadripena parinamati.

N and V remark that this verse does not illustrate separation
through a curse but rather illustrates a threat from a mistress
to keep her lover from going away (B’s desperate attempts to
explain otherwise fail).

So B. Or: “(the woman) hanging her head like a cakravika
bird” (N, V). The second translation would require some ex-
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6.61 [23]

6.62

6.63 [24]

7.6

388

NOTES

planation for the separation, which is proverbial in the case of
the cakravika.

I emend in accordance with what seems to have been V’s read-
ing, given his gloss: (azra jive [Jsati vislesas tu bhavatu nima.
param vislese sati jivanam daivad evety dsayah. athava kasya cit
sukrtino yavajjivanam viyogibhdivah, anyasya tu viyoge jivandi-
bhava eva. te jagatyam sulabhi eva. madysas tu viyogam jivanam

cobhayam api prapto durlabhah).

B, reading vidvara (cf. RT 6.45), calls it “a vernacularism
(desabhasasabda), like ingila [= arngara],” though the normal
Prakrit form would be viddava (= vidrava), which is what
I am assuming this word means here and earlier (V glosses
upadraviyam).

We must follow V (implicitly) and B (explicitly), who take
“couple” in a general sense, referring to all the young lovers
who had to abandon Lanka and each other in the aftermath of
the fire caused by Hanuman.

Generally speaking, the difference here is whether the moti-
vating factor of the emotion is located in the subject or in
someone else. When someone has done something funny him-
self, the comic rasa is self-directed; when someone else has
done so, it is other-directed. Or in case of the fearful rasa
(RT 7.31-37 [17]), when someone has committed a transgres-
sion himself, the fearful rasa is self-directed; when someone else
has committed the transgression, it is other-directed.

High, average, and low: the reference is to the character’s social
class.
Laughter in Sanskrit literature is conventionally represented as

white (even when, as here, the teeth are not supposed to be
showing).

It is not easy to infer, as we must, from the narrative of the fol-
lowing verse that the first half provokes a smile from Parvati,



7.7 [3]

7-11 [5]

7.13 [6]

7.15 [7]

7.22 [10]

7.22 [10]

NOTES

the second half a laugh. And the verse itself confuses the C,
none of whom explains it convincingly (e.g., V: “the lampblack
enables the serpent to see its enemies clearly, which makes it
afraid; or perhaps: as a result of the application of the lamp-
black, tears come to the serpent’s eyes so that it cannot see the
enemy at all”). It is also unclear what is funny about this verse.
In the case of Sesa, it may be the fact that the snake has two
thousand eyes. But the significance of the golden leaf on Nandi
is completely dark to the commentators and to me.

ayoljayati: the violation of end-line caesura is considered a
gross metrical defect, but it is irremediable in the manuscripts.

I cunt begin: The joke depends on the segmentation of the San-
g ) p g

skrit: yo nirodho, “which constraint,” or yoni-rodho, “a straining

of the vulva.”

Sacred thread: brahmins at all times wear a thread over their
left shoulder and under their right.

The datura plant is also known as jimsonweed and thornapple.
An interesting description of the effects of datura comes from
VAN LINSCHOTEN in 1598: “Out of this blossome groweth a
bud, much like the bud of Popie, wherein are certaine small
kernels like the kernels of Melons, which being stamped, and
put into any meate, wine, water, or any other drinke or compo-
sition, and eaten or drunke therewith, maketh a man, in such
case as if hee were foolish [or out of his wittes,] so that he doth
nothing else but laugh, without any understanding or sence
[once] to perceive any thing that is done in his presence” (Jan
HuyGHEN VaN LinscHOTEN, “The Voyage of John Huyghen
van Linschoten to the East Indies” [London: Hakluyt Society,
1885 (original 1598)], p. 69).

The caesura Duryo/dhana is considered a metrical fault.

Bhima is making two claims: his arm is weapon enough to slay
Duryodhana, and if he so wished he could turn the sun and
the rest into weapons for his use (so V).
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7.24 [11]

7.24 [11]

7.28 [13]

729

7.40 [18]

7.47 [21]

7.48
7.52 [23]

7.52 [23]

390

NOTES

The word #dpa is probably a Maithili dialect word meaning
“hoof,” cf. Nepali zip.

Unidentified soldiers speak (there is no need to assume this is
Bhima, so B). With V I assume that the horses belong to the
enemy. By poetic convention, snakes have jewels in their hoods.
The cosmic serpent Se§a holds up the world, but the force of
the elephants has caused him to bow. The war elephants are
“competing” with the war horses (V).

I will inevitably be bereft: by poetic convention, rivers and
seas are thought of as wives and husbands. The river cleaves to
his feet: the Ganga is sometimes represented as flowing from
Visnu’s feet.

The hero in the following verse is Visnu himself, who showed

compassion in taking embodiment in the forms of Rama and
Laksmana (so V).

Self-directed or other-directed: on this distinction see note to
RT 7.1 above. Here and elsewhere V points out that it is the
stable emotion of fear that is sva- or paranistha, not the rasa,
for the latter is always located in the audience member (but see
introduction on the history of the question of rasa’s location).

Vultures, jhilli: so implied by commentators (normally the
word means cricket). For B, the sky is reflected in the river of
blood. I take the phrase literally (so N).

Like an age-worn pigeon: the image is odd, but none of the
commentators remarks on it.

This four-fold division seems to be an innovation of Bhanu’s.

Divine Lion, divyahari: 1 am in agreement with B; V, G, O
oddly take this as a reference yet again to the vardhdvatira.

Betel leaf ... cutch juice: the various ingredients of the Indian
delicacy known as paan.



7.58 [26]

7.62

7.65 [28]

7.67 [29]

NOTES

An extended fantasy on a woman’s body after lovemaking, re-
ferring successively to her breasts (the pearls are beads of sweat,
according to B), eyes, face, eyebrows (though I see no addi-
tional reference to her breathing, with G and O), and hair. I
believe V is wrong to supply vamati with the second half of 2
(while Ns transmission of the verse is completely confused).

The v.l. adbhutikhyah paranistha eva would make this a sepa-
rate sentence, and one that logically should have preceded the
foregoing sentence, which would make perfectly good sense.
But no MS. gives this order. The present order and reading can
admittedly be made to bear some meaning: SD (p. 78) reports
the view ascribed to one Dharmadatta that all rasas are, in the
end, the amazing, for which the motivating factor (see note to
RT 7.1 above) can obviously only exist outside of oneself, for
otherwise it would not prompt amazement. Nonetheless, the
opening sentence (where the ¢ remains somewhat awkward no
matter what the order) is meant to set up a contrast with the
definition of santa rasa, which Bhanu, continuing a tradition
that begins with the DR, allows only in poetry, not in drama
(see below), and this does require the explanation of the two
types of mentality immediately following it.

Rasa of phenomenal reality, mayirasa, is Bhanu’s invention,
necessitated, in his thinking, by the existence of sinta rasa in
poetry. My grasp of the sense of the following two paragraphs
is imperfect.

O lord of the world: the addressee is surely God (Brahma, B),
and not a king (V); nor is the compound bandhuriga in ap-
position to lokesa (V). The “false consciousness” in the verse
should be evident.

I accept the vl. of G, $reyam, which must be taken as an
anomalous gerund of the root $7i. Note that V reads yogyam,
which he glosses as samgrahyam.
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7.67 [29]

8.1
8.4 [2]

8.7
8.9
8.11 [3]

8.18
8.20

8.24 (7]

8.32 [10]

392

NOTES

Life should be lived: less likely, ““one’s birth should be brought,’

sc., to an end” (B).

According to B, these looks are discussed in treatises on dance-
music-singing (samgitasistra). The only place I have found them
treated is Bhoja’s Samararigasitradhira ch. 82, which is con-
cerned with painting.

The repetition here is Bhanu’s fault; there are no MS. variants.

Fanned her with his crescent moon: commentators are uncer-
tain about the interpretation of this image and want to find
some way around the obvious (the fan is in the shape of the
moon, for example). V argues that Siva nowhere removes the
moon from his headdress, so such an image would be unprece-
dented. But this is clearly what Bhanu is saying.

NS 6.39.
Untraced.

The quasi-demon Thousand-armed Arjuna lusted after the
mother of Bhargava (the “descendent of Bhrgu” or Paragurama)
and killed his father, Jamadagni. There is a bad (but again irre-

mediable) caesura in c.

The rasa of pity is generated by the sight of his mother’s sorrow,
that of disgust by the sight of his father’s mortal wound.

ST 3.21.
Untraced.

The churning of the primeval ocean produced the goddess
Laksmi, along with the drink of immortality (which the de-
mon Rahu began to drink before Visnu cut off his head with
his discus) and the cosmic poison that Siva swallowed in his
mercifulness.

V (Baroda MS.), B understand the two rasas to be the heroic

(dominant) and the erotic frustrated (subordinate), though
these are not usually seen as contradictory. For G and O, less



8.34 [11]

8.38
8.42
8.48 [15]

8.49

8.51 [16]

8.55

8.55

8.57

NOTES

persuasively, the rasas are the heroic (subordinate) and the fear-
ful (dominant).

Enemy of the City: Siva, who uses a skull for a begging bowl
and wears an animal skin as a loin cloth, destroyed the Triple
City of the demons.

Untraced.
Dhvanyaloka 3.141F., p. 330.

Kanchi refers both to the holy temple city in south India, and
to a woman’s jeweled belt. The River Braid is the confluence
of the Ganga and Yamuna at Prayaga.

V here asks how to understand the type of nayiki who is not
a courtesan but has many lovers, for which he cites 55 [26].
His answer, if I understand correctly, is that there is no rasa in
the case of (a poem about?) a promiscuous woman; if the word
“rasa” is used in reference to such a woman (he cites a sitra
he attributes to Vatsyayana), it only refers to the pleasures of
lovemaking, not to the aesthetic experience.

pratapalabari: an obscure collocation, explained by none of
the commentators (N reads -pracira- for -pratapa-, though this
is not much of an improvement).

We must assume bhrama is a synonym (or error) for moha. No
one, including Bhanu, lists bhrama as a bhiva.

Although there is some disagreement among C, compounded
g g g

by v.l.s, concerning which sentence corresponds with which

y g
emotion, the only problematic instance is wisdom, which re-
quires some stretching to relate to the recognition of his shame-
lessness. (For the others: “renunciation” (despair), “if only”
(longing), “who is love” (vindictiveness), “the universe” (con-
fusion), “the woman’s beauty” (remembrance), “a curse” (de-
y
pression), “where have you gone,” etc. (despondency).)

Untraced.
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8.59 [18]

8.62 [19]

8.65 [20]

394

NOTES

B notes that the rasa here is oblique in part because no under-
lying factors are mentioned.

V remarks on the unusually awkward syntax of this verse
(kastanvaya).

The verse plays on both the fact that Brahma, the god born in
the lotus, is a brahmin and should therefore receive the gift,
and the fact that Bhargava (Paragurama) is an incarnation of
Visnu, the god of the navel lotus from whom Brahma is born.
What remains unclear is whether Bhargava’s response should
be embarrassment (so the reading of J, which I have adopted)
or playfulness (S). V, B have -tira- for -nira- in a, thereby
understanding the diamonds concretely, as spread out on the
shores of the seas; the metaphorical usage is unusual.
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“Friendly Advice” (Hitopadesa) by Nardyana &
“King Vikrama’s Adventures” (Vikramacarita). Jupit ToRzsOK
Life of the Buddha (Buddhacarita)
by Asvaghosa. PArricKk OLIVELLE
Maha-bhdrata V: Preparations for War (Udyogaparvan) (vol. 1 of 2)
KarHLEEN GARBUTT. Foreword by GurcHARAN Das
Maha-bhdrata VIII: Karna (Karnaparvan) (vol. 2 of 2)
ApAM BowLEs
Maha-bhdrata V: Preparations for War (Udyogaparvan) (vol. 2 of 2)
KATHLEEN GARBUTT
Maha-bhdrata VI: Bhishma (Bhismaparvan) (vol. 1 of 2)
Including the “Bhagavad Gita” in Context
Arex CHERNIAK. Foreword by Ranayit Gunaa
The Ocean of the Rivers of Story (Kathdsaritsagara) (vol. 2 of 7)
by Somadeva. S1R JamEs MALLINSON
“How the Nagas were Pleased” (Niginanda) by Harsa &
“The Shattered Thighs” (Urubhariga) by Bhisa.
ANDREW SKILTON
Gita-govinda: Love Songs of Radha and Krishna (Gitagovinda)
by Jayadeva. L SieGeL. Foreword by Supipta Kaviray
“Bouquet of Rasa” & “River of Rasa” (Rasamarijari & Rasatarargini)
by Bhinudatta. SHELDON PoLLOCK



To Appear in 2009

Bhatti’s Poem: The Death of Révana (Bhattikivya)
by Bhatti. OLvER FaLLON

Garland of Past Lives (Jatakamala) (vol. 1 of 2) by Aryasira
JusTIN MEILAND

Garland of Past Lives (Jatakamala) (vol. 2 of 2) by Aryasira
JusTiN MEILAND

How Urvashi Was Won (Vikramorvasiya) by Kalidasa
VELCHERU NARAYANA Rao & Davip SHuLMAN

Little Clay Cart (Mrechakatika) by Sadraka.
DrwakaR ACHARYA. Foreword by PaRTHA CHATTERJEE

Maha-bhdrata VI: Bhishma (Bhismaparvan) (vol. 2 of 2)
ArLEx CHERNIAK

Maha-bhdrata XII: Peace (Sdntiparvan) (vol. 3 of 5) Part Two:
“The Book of Liberation” (Moksadharma). ALEx WYNNE

Maha-bhdrata XIV: The Horse Sacrifice (Asvamedhikaparvan)
GREG BAILEY

On Self-Surrender, Compassion, and the Mission of a Goose:
Sanskrit Poetry from the South (Atmarpapastuti, Dayasataka &
Hamsasamdesa) by Appaya Diksita and Vedintadesika.
YiGaL BRONNER & Davip SHULMAN

Princess Kaddmbari (Kddambari) (vol. 1 of 3)
by Bina. Davip SMiTH

The Quartet of Causeries (Caturbhani)
by Sidraka, Syamilaka, Vararuci & Kvaradatta.
CsaBa DEzsS & SOMADEVA VASUDEVA

Seven Hundred Elegant Verses (Aryasaptasati)
by Govardhana. FriepHELM HARDY



