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~INTRODUCTION~ 



N rNDIA, wher~ the histo~ical reality. of ancient poets and 
I kings is elusive, poetry 1n the classical genre of the frag-
even ry lyric (khar;uJakavya) has usually been preserved anony-
menta . h' I 11 . . . mously. Despite t 1s, severa co ect1ons_ of miniature poems are 

ibuted to known authors by the rich legendary traditions 
attr h . Bh . h . rrounding t e1r names. artr1 art and Bilha9a are prom-
~u nt in Indian literature for the quality of their poetry and 
ine . 1 d i the power of t~e1r egen _s. _ _ 

Bhartrihar1 was a philosopher of the fifth century A.O. He 
is the legendary author of the Satakatraya, a three-part collec-
tion of Sanskrit poems about political wisdom, erotic passion, 
and renunciation. Popular stories portray Bhartrihari as a 
world-weary king who renounced society in bitter reaction to 
the infidelity of lovers. One version says that a brahman priest 
who had obtained a fruit of immortality decided to give it to his 
king, Bhartrihari. But the king gave it to his beloved queen, 
who gave it to her paramour, who in turn gave it to one of his 
mistresses, and she presente~ it again to the king. After reflect-
ing for a time on this chain of events, the .king cursed love and 
retired to the forest: 2 

She who is the constant object of my thought 
is indifferent to me, 
is desirous of another man, 
who in his turn adores some other woman, 
but this woman takes delight in me. 
Damn her, damn him, the god of love, 
the other woman, and myself! 

· In an early written version of the Bhartrihari legend re-
corded by the Chinese pilgrim 1-ching, who visited India in the 
seventh century, Bhartrihari is a Buddhist grammarian re-
nowned for his continuing vacillation between the secluded life 
of a ~onk and the world of pleasure. In his epigrammatic 
poems of .. discontent Bhartrihari decries his own failure, fate, 
and the greedy inhabitants of his courtly world. The poet can- 3 
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. . m and worldly indulgence because en asceucis . 

not choose betwe II ttractive, and equally deficient. Be 
h equa Y a · d. · he finds t em . as a hermit me itat1ng on Lord 

f fi d. ng salvation 
dreams o n 1 . washed by sprays of the sacred river . unta1n cave 
Shiva 1n a m~ . mbraced by Nature: 
Ganges, or lying e 

Earth his soft couch, 
f Creepers his pillow, arms o . 

the sky his canopy, 
tender winds his fan, 
the moon his brilliant lamp, 
indifference his mistress, 
detachment his joy-
tranquil, the ash-smeared hermit 
sleeps in ease like a king. 

The content of the verses, however, suggests that Bhartri-
hari was not a king but a courtier-poet in the service of a king. 
He makes frequent references to the degradation of a court-
ier's life and to the strained relationship between king and 
counselor. Bhartrihari is acutely sensitive to the lack of esteem 
for a poor poet in a materialistic society. 

Bhartrihari's thoughts are those of a restless, frustrated 
man. He meanders, lingers nostalgically ·over trivial scenes, la-
me_nts his wasted vigor and the tragedy of old age. He de-
scribes youthful women with the self-conscious lust of a lover 
who c~nnot trust that the attraction is mutual. He tells himself 
consolingly that his poetic art and wisdom are immortal, but he 
channo~ e~cape the feeling that he has spent his youth vainly and 
t at his hf e has been d d 
Pelled b re uce to an overpowering greed. Corn-

y a strong sense of I . . . 
man's p · · persona irony, Bhartr1har1 sees os1t1on as parado • 1 . Bilhana th 1 xica in a transient, seductive world. 
("Fantasie~ ~f a Le egTehn?ary author of the Caura:pancasika 

ove- ief ") . k 
as a poet who lived • . h is nown from his other writings 
h in t e eleve th d t roughout India t n century A.D. and travele 0 serve at • 

various courts. According to 
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d 
Bilhana became involved in a secret affair with the 

Jegen , · . 's young daughter whom he was supposed to be instructing 
king · f 1· Wh h d' . the subtleties o 1terature. en t ey were 1scovered, her 

her condemned him to death. In the moment before his ex-
a~tion he evoked the princess in fifty lyric verses whose beauty 

:cas so powerful that the goddess Kali interceded with the king 
to effect his pardon. Each verse is a remembered moment of 
love voiced in the first person by a separated lover who uses 
memory to evoke his mistress's presence. Elegantly simple met-
aphors and sensuous compound adjectives describe her physi-
cal qualities and gestures of emotion: 

Even now, 
I remember her eyes 
trembling, closed after love, 
her slender body limp, 
fine clothes and heavy hair loose-
a wild goose · 
in a thicket of lotuses of passion. 
I'll -remember her in my next life 
and even at the end of time! 

Scattered references to "the princess" in these verses may 
only be figures of speech, like other extravagant epithets Bil-
hana uses to characterize his mistress; the "I" of the verses 
may only be a rhetorical device to intensify their emotional at-
mosphere. Nevertheless, it is impossible to separate the legend 
from the content of the verses. The legend is a parable of the 
pain and violence of frustrated love, which is paradoxically 
aroused and overcome by remembering the joyous moments of 
fulfillment. The formulaic Caurapaiicasika verses sustain the in-
terplay between the antithetical moods of fulfilled and f rus-
trated love that Sanskrit critics considered the height of aes-
thetic joy. The collection achieves its tone through the 
threatening presence of death that plays over the cumulative 
eroticism of the word-pictures. 5 
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. try tend to stress its impersonality Sansknt poe 1 ld d · Writers on A B. Keith, for examp e, cou etect no 

The British scholar . h ter in the poems. When he corn-nal c arac . d 
revelation of per~o Sappho, Lucretius, an Catullus, he S sknt poets to 
pared the an . . vividness: 
c d them wanting in 1oun .

1 1 
. 

. orld of tranqu1 ca m, not 1n the 
They live moreover 

1
~ a ~fering are unknown, but in the 

sense that sorrow an ~r rational order in the World 
sense that there prevai s ; blind chance but of the actions 
which is the ou~com~.n~ 

0 
Discontent with the constitution 

of man i~ prevmus ,~t s. ainst its decrees, are incompat-
of the umverse, re?elhon agdered by this recognition by all 
ible with the ser~mty enge1 the rationality of the world 
the Brahmanica po~ts no echo of social discontent; the 
order. Hence we_can r:~ saw nothing whatever unsatisfac-poets were courtiers w 
tory in the life around them. • · ·3 

Bhartrihari and Bilha9a both defy the stereotype, each in a 
different way. 

In both cases, the legends surrounding the verses are 
mythical contexts for the poetry. The drama of its author's 
legend makes the poetic personality of each collection more 
vivid. The legends serve as parables indicating the dominant 
poetic structures of the collections, in much the same way that 
the prologue of a Sanskrit drama announces its dramatic struc-
tures. They explain the poetry by means that are different 
~r~m academic analyses of Sanskrit poetics, which character-
istically focus attention on the formal elements of individual 
stanzas. The legends illuminate the human emotional basis of 
the poetry, which the preoccupation w1'th £ b 

. orm o scures. The mythic structure of each legend complements the con-
tent and language of the collected f . . d 

'lh . . poems o Bhartr1har1 an B1 al)a so well that 1t is possible t . . 
lf . 0 imagine that the legends were se -conscmusly elaborated by th 

tual evidence is against this • ho h e Poets themselves. Tex ... 
in t cases On h d 6 the legends were associated ho · ce t e verses an _ 

' Wever the l d 
. ' egen s clearly influ-
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d the literary history of the collections by making them d. ence . . 1s-
. t from eclectic anthologies. Verses in the anthologies unc . . . . were 

collected by cnucs and co~noisseurs, Just as miniature paintings 
are put in albu~s according to the ta~te of the collectors. They 
were culled mainly from older collections or from the Sanskrit 
dramas, and usually arranged to illustrate various poetic fig-
ures or themes. 4 In contrast, the collected poems attributed to 
Bhartrihari and Bilha9a are unified by their legends as well as 
by characteristic subject matter and formal devices. 

The courts of ancient and medieval India delighted in elo-
quent speech. Words of counsel, as well as erotic and philo-
sophical musings, were recited before the king in witty and ele-
gant language. The poetic grace of . the erotic verses of 
Bhartrihari and Bilha9a is obvious even in translation, but the 
sententious, reflective epigrams of Bhartrihari are not folksy 
bits of wisdom in verse form. They are also dominated by strict 
aesthetic technique and a self-conscious idea of art. When 
Bhartrihari regrets decline in the world he says: 

Wise men are consumed by envy, 
kings are defiled by haughty ways, 
t,he people suffer from ignorance. 
Eloquence is withered on my tongue. 

The eloquence (subh~ita) to which he refers is his. own ability 
to compose the polished epigrams that characterize Sanskrit 
poetry. · 

"S k ·t" means "refined" or "perfected." Applied to lan-ans n fi d" 
guage it implies a contrast with the Prakrits, the "unre ne 
and ~ore popular dialects that developed independently of the 
t . 1 1. d b the grammarian Panini to the learned s net ru es app Ie Y · 

I f N th India in about the fourth century B.C. anguage o or • d 
S k . h hI·eratI·c language of the brahman priests, an ans nt was t e . . 
b • · d court circles in the early centuries A.D. It y the ume It entere . • · fl d · d d somewhat artificial-sull highly 1n ecte 
was regulanze an · . · l d. d 

d . · complex constructions. Increasing y 1vorce 7 
and aboun 1ng in 
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t which a natural language is subieq . h processes O • . J , It \v 
from t e u h a specialized trammg process and Was e as 
learned 

th
_ro g,. fficial and literary purposes. It was a Ill-

I d mainly ior o . 11 . tnark p oye . h e learned Sanskrit we , and the poets of distincuon to av . Were 
fits intricacies. . . . 

masters 
O 

f Sanskrit lyric poetry w1th1n which Bha . The genre o . . rtr1_ 
'lh composed evolved from an ancient ru. . hari and Bi ai:ia . . "fi h ...,vet1c 

. . f h mn and epic. It 1s s1gn1 cant t at both Poe trad1uon o y . d" . . . f ts 
h . ems to partICular 1v1nit1es, rom whom th address t elf po . . . . . . ey 

k f Bhartrihan directly invokes Shiva, the potent divine see avor. . -1- h 
• s B'lhana ambiguously invokes Ka 1 w en he re-asceuc. 1 . . 

members the princess. The epithet~ he uses co~ld equally apply 
the goddess or to his earthly mistress, making both of them 

to b' f h' the object of his prayer and the su ~ect o 1s poems. Erotic 
poems thus become religiously p~werful. 6 

• The ~xag~erated 
dramatic gestures of the poet's mistress suit her imphed re-
ligious· role as the incarnation of his muse and tutelary deity, 
who effects his salvation in response to the beauty of his 
poetry. 

Invocations of the divine are characteristic of Indian po-
etry. The earliest preserved literature in India, the Rig Veda, 
expresses the notion that poetry is a means of establishing rela-
tions between the world of men and the world of the gods. In 
Vedic hymns, which were composed as invocations to accom-
pany offerings poured on the sacrificial fire speech is per-
sonified · as a goddess (v- ) h · · · ' · 

. . ,., ac w o gives inspired priests the power to communicate With the Id f h . . . . 
. . wor o t e gods. By gaining insight into hidden correspond b 
r 1 h ences etween the human and divine ea ms, t e seer-poet (kav ') . 
h · · • z attained the special power to give 1s v1s1ons concrete exp . . 

. ression in p t (·z.::: . • with expressing hidde oe ry ,w,vya ). Fascination 
d . n corresponden b . an imagination lies at th b ces etween expenence 

that is exploited through e ase of the metaphorical language 
out the h" 

Because of the status f h i~tory of Indian poetry. · I . I O t e Rz V ,, _ 
c assica Sanskrit poets and . . g · eua as sacred revelation, 
avoided I · · critics se 

c aiming it as the em to have consciously source of th . 
eir poetic art. Instead 
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d their craft to the post-Vedic epic Ramayar_ia, and 
1neY tr~cs\raditional author, Valmiki, the "first poet" (adikavi).1 
na~ed it read popular legend tells that Valmiki was a thief who 
A w1desp d" . th d "d h" ( - .. sage by me 1tat1ng on e wor eat mara) until it becarne a -

the name of the god Rama (MA-RA MA-RA MA-RA-MA RA-becarne . h 
kMA). By that time t e sage was covered by an anthill (val-

MA R · h h d v-1 -k· ,,;tka), from whIC e ~m~rge as. a~• 1. • 

The text of the epic itself begins with a mythic dialogue be-
tween Valmiki and the divine sage Narada, who travels among 
men as a messenger of the gods. In answer to Valmiki's inquiry 
about who in the world was the perfect man, Narada outlined 
the story of Rama, whose wife was abducted by a demon 
king. Obsessed by the story, Valmiki went for a walk along the 
bank of the Tamasa river (which Rama and his wife and 
brother crossed when they went into exile) and he saw a pair of 
cranes: 

Nearby he saw a pair of birds innocently wandering-
The sonorous sound of mating cranes filled the forest. 
But an evil-minded tribal hunter, hiding in a blind, 
Shot the male of the pair while Valmiki watched. 
When his mate saw his bloody body writhing on the ground 
Where it was struck, she cried a compassionate lament. 
When the seer steeped in sacred law saw the bird 
Shot by the hunter, compassion welled up in him. 
Intense with compassion, he felt like the bird and saw, 
"This act mocks sacred law." Hearing the crane's crying mate, 

he said: 
"Hunter, year after endless year you will not find a place to 

rest, 
For when these cranes mated you murdered the love-distracted 

1 ,, mae. 
While he was speaking anxiety entered his heart. 
"What is this I said-in such anguish for that bird?" 
With great insight he continued to ponder. 9 
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1 h ade a design. Then the great sage said to h' Mindfu , e m 1s 
pupil: 

. .d d • t quarters of equal syllables measured to the lute' "D1v1 e mo s 
tempo, . 

Lyric verse came out of my anguish. Let verse so formed en-
dure!" 

This episode of the generation of lyric poetry from an-
guish is compressed in the Sanskrit _into a_ half-pun on anguish 
(soka) and lyric verse (sloka). The episode 1s not only the frame 
setting for the Ramayar;ia, but is at once a parable of poetic in-
spiration and a sample of the epic's pervading mood of com-
passion. As he walked on the riverbank, the whole anguish of 
the Rama story was fresh in his mind. It was revived by the 
sound of the bird's cry at the death of her mate. The articu-
lated anguish of the female crane inspired Valmiki to give ex-
pression to the anguish of the Rama story in lyric verse. The 
Indian tradition that framed its poetry in the mythical lives 
of legendary poets was continuous from the time of the 
Ramiiyarµz. 

Valmiki's epic composition was the basis for both codified 
g~nres of classical Sanskrit poetry, the narrative lyric (maha-
kavya) an~ the fragmentary lyric (kha11,Jakavya). The Riimii-
yahna rem~ms throughout essentially an epic of oral literature, c aractenzed by redundancy f d 
carefully mea d h O wor sand formulas and a pace sure to t e listen· d' . 
flow into the narr t' h h mg au Ience, m which stanzas a 1ve r yt m CI • 1 . . 
characterized by brill' · assica poetry, m contrast, 1s 

iant condensati f . d metrical complexity I on ° m ependent stanzas, 
, ong compound d . f speech. s, an mtricate figures o 

Of the two genres th . 
scended from the ancie~t narratJve lyric is formally de-
be b d epic. Its conv · 

ase on mythological O h" . entions demand that it 
tain descriptions of mountai~ istonca~ themes and that it con-

10 battles. Despite the rules tha:•t:oonrise, Weddings, births, and 
e syntax and . 

imagery of indi-
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vidual stanzas must be complete, ver~es were obviously con-
. ed in groups meant to create the nch mood that is the aes-

cetV f h. 8 • • • 
thetic purpose o _is _po~try: A vivid example of this genre is 
the opening of Kahda~a s Birth _of the Prince, which celebrates 
the love of the god Shiva for Parvati, the daughter of the Hi-
malayas. Kalidasa sets the scene by evoking the potent, sensu-
ous divinity of the mountains: 

Far in the north divinity animates the majestic mountain range 
called Himalaya-a place of perpetual snow 
that sinks deep into the seas on its eastern and western wings 
and stands over the earth like a towering 1:iarrier. 
Himalayan mountain high peaks hold a wealth of minerals 
whose red glow diffuses through a cleft in the clouds 
to produce an aura of untimely twilight, 
making nymphs rush into evening ornaments. 

Filling the hollow spaces of bamboo reeds 
with winds rising from the mouths of caves, 
Himalaya strives to sustain the droning tonic note 
that celestial musicians need for their singing. 
Himalayan herbs shine at night 
deep inside cave shelters 
where wild forest men lie with their rustic women-
herbs like lamps burning without oil to excite sensual love. 
Bearing sprays from Ganges River waterfalls, 
making cedar trees quake, 
parting the peacocks' plume feathers, 
Himalayan wind is worshipped by tribal hunters stalking deer. 

Fragmentary lyric, the genre to which both Bhartrihari's 
and Bilhana's collections belong, is defined in contrast to nar-
rative lyri~ by its more restricted subject matter and by the in-
dependent quality of each stanza. Verses are neither bound 
together by narrative nor arranged into logi~al se~u~nce~. Each 
verse is grammatically complete and contains distinct images 11 
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d . · ant rhetorical device. The theoretical ideal . and a om1n . . is that 
. 1 t d verse should be appreciated on its own, without an 1so a e any 

larger context. 
The verses are very short, most commonly quatrains . 

which the lines are structured into uniform, quantitative rnet:: 
cal patterns. The meters generally have fixed sequences of long 
and short syllables repeated in each quarter of the verse. As in 
Latin and Greek prosody, rhythm depends on the amount of 
time required to pronounce a syllable, not on stress. ii The 
Bhartrihari collection contains twenty-one different meters, the 
most frequent of which have repeating sequences of syllables in 
the following patterns: sardulavikrzqita ( 19 syllables, - - - u u _ u _ 
u u u - I - - u .. - u - ); sikharir/i (17 syllables, u - - - - - I u u u u 
u - - u u u - ); vasantatilaka (14 syllables, - - u - u u u - u u - u __ ). 
Bilha9a uses the meter vasantatilaka exclusively in his Caura-
pancasika. The opening line of the poem scans according to its 
pattern: 

adyapi tam kanakacam,paka.damagaurzm 
--u - uuu -uu- u - -

. Brevity is not poverty; abundant detail and great complex-
ity of thought can be com d • . . . presse into a simple metrical pat-tern. The m1mature context i . h 
tation (atamz.=r, ) Th fi s ennc ed by rhetorical ornamen-

/f,U a · e gures of h 
include many subtle v . . f speec commonly employed anet1es o meta h . . 
ecdoche, antithesis hyp b 1 . P or, simile, allegory, syn-. ' er o e irony d with the mocking opp . . ' ' an sarcasm. Consonant os1t1on of wo ldl' Bhartrihari legend a t . r iness to asceticism in the 
Th· · ' one of irony · is is effected by the f Is present in many verses. 
spee h requent use of • . c , such as contrad · t' . contrastive figures of t1on i o p . . ic ion, obJecti . · unnmg 1s a fav • on, and rhetorical ques-Though · onte techni 
Bh t 'h n~ither Bhartrihari nor B'Ihque of Sanskrit poetry. ar n at1 s us f · • 1 ana · betwee . e O It (m verse 139) t · uses It extensively, 

n passion and 1. . o strength h . • sonorous 1 · . re ig1ous peace is en t e antithesis 
qua ities of chanted Sa k . a good example. 11 The ns ru add . 

to the verbal density 
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erse. Rhyme is rare, but alliteration, assonance and 
f each v ' o nee are used freely. The miniature mold of each verse 
onsona . l . . f c ded by poetic exp 01tat1on o the suggestive overtones 

is e~pan d . Wh d . ') of words an images. en wor s and images rich 
(tfhvani d h . h connotations are use , t ey create multiple layers of 
wit . 'f h h . meaning and thus 1ntens1 y t e aest et1c mood, rasa, of the 

poem, . . . . . 
The nouon of rasa 1s at the heart of Sanskrit lync poetry. 

The word is generally translated as "mood" or "sentiment," but 
it means more literally the taste or flavor of something-the 
rasa of a verse or a dramatic scene is the essential pervading 
flavor of a given emotional situation. Human emotion (bhava), 
the basic material of rasa, is divided by the theorists into nine 
categories each -of which has its corresponding rasa (the nine 
rasas are the erotic, the comic, the compassionate, the wrathful, 
the heroic, the terrifying, the loathsome, the marvelous, and 
the peaceful). The poet distills essential qualities from spontane-
ous emotion and structures them in order to awaken an aes-
thetic response in his audience of connoisseurs. In classical India 
new ideas, imagery, and techniques were less important than 
the skillful manipulation of conventional language. Literary 
conventions whose repetition may seem dull to us made their 
appeal to highly educated men of discriminating taste (rasikas) 
who were familiar with the techniques of the art and could at-
tune themselves to the linguistic and expressive subtleti~s of 
Sanskrit. In a culture where the initiated audience relished po-
etry as much for its precious qualities as for the content of 
thought, conventional words and images were an important 
way of expanding meaning. 

BHARTRIHARI'S POEMS . 
In India the life of a man is circumscribed by four _tr~d•-

tional pursuits: dharma (righteo~s?ess, learnin~, and re1,1g10~s.. ~-
life), artha (material gain and pohucal power), kama (erou<;Jove~~ , 13-. 

' " '-....... 
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. . 1 ure) and moksa (the rejection of these thre . and arusuc p eas ' : e 1n 
ntrate on escapmg from worldly bondage). In h' order to conce . . is 

Bh t 'hari considers the relative ments of these pu poems ar n . r-
. All e commended, but all are found deficient. Women smts. ar . d 

and wealth breed anxiety; virtue and w1s om are rare and of 
little avail either in this world or in the forest; even the state of 
tranquillity, so arduously wo~, is thn~atened by sensuous 
beauty. Bhartrihari does not simply vacillate between word}y 
indulgence and asceticism; his confusion is more profound. He 
concurrently experiences delight in the fullness of the world, 
anxiety over its cruel transience, and the feeling that this ten-
sion is inescapable. His ironic sense that none of life's possibil-
ities are what they seem gives pattern to his irreconcilable at-
tractions and unifies the three parts of his collected poems. 

Each section of the Satakatraya concentrates on a different 
aspect of the poet's life: the Nitisataka (here "Among Fools and 
Kings") expresses his worldly concerns and ideals· the 
, ' 

Sr,igii,raiatal,a ("Passionate Encounters") evokes his erotic 
moods and analyzes the nature of passionate love· the 
Vairii.~ataha ("Refuge in the Forest") explores his disill~sion-
ment with the world and his thoughts on renunciation. 

Th~. Nitiiatal,a, like the popular Indian works of "good counsel, comments on man' b . . 
· s O session with acquiring wordly advantage and the obstacles he encount . . 

apart from the didactic f: ~rs. Yet Its tone sets 1t 
Paiicatantra M ables and aphonsrns of works like the 

· any verses reveal I k • 
world as well as a rev 1 . . a ur ing attachment to the 

u s1on agamst 't d' 
undercurrent of turmoil d . 1 s sor 1dness. There is an 
concern with worldly d ~n. disenchantment to Bhartrihari's 

om101on and • 1 . 
peatedly to the intox· • socia action. He refers re-

1catmg power f 
greed, to unruly fate to th h O Wealth, to insatiable · · ' e aught' 
iat1on of servitude, to th mess of kings, to the hurnil-
wh . . . e supremacy f ·1 
. ere virtue 1s Judged on} • 0 evi rnen in a society 
-A '1 th' . y in terms f . 

I - ' "'I, is is very painful to a rnan w o its proximity to gold. 
-/ · ,~~or~ Jy pursuits and in life at cou:olJ finds frank attraction in 

.-- ' ....- · •"Ie Would £ 
· ~, pre .er to grace ,r,. 

/ 
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rnrnit of the world rather than to wither in the isolation 
the su h ld d. . of a forest retr~at, but t e wor . iscourages him. 

Concern with the power whICh greed and desire exert over 

0 
is a recurrent theme in Indian literature-Hindu, Bud-

:~st, and Jain. Generally it is believed that desire, which is ul-
timately based on ignorance and delusion about the nature of 
things, is the source of every action-action which binds man to 
the suffering of continued existence in birth after birth. When 
Bhartrihari reflects on his own painful, perplexing position in 
the world of sense experience, he speaks of delusion, igno-
rance, desire, and bondage. The abstract terms have concrete 
and insidious meaning for him in the context of man's greed 
for material possessions and his passion for women. 

If we see that Bhartrihari's erotic poetry expresses his sub-
jugation to the power of desire, we shall find the verses of the 
S[ngarasataka less frivolous than they might otherwise seem. 
These stanzas possess depth and intensity precisely because the 
poet ·considers the confusion, longing, pain, and ephemeral 
pleasure of love to be at the center of human existence, implicit 
in any account of man's condition. Even in the verses about 
erotic love, Bhartrihari is more often intent on teaching life's 
absurd transience than on sustaining the classical mood of pas-
s10n: 

Bearing the luster of a full moon 
at its loftiest phase, 
the lotus-face of a slender girl 
locks honey in her lips. · 
What is tart now like unripe fruit 
on vines of gourd, 
when time has run its course 
will be an acrid poison. 

Woman, his passion's object, is an e~ig~a _that defies B~ar-
trihari's solution. She seems to him an mv1tat1on to some kmd 
of supraterrestrial paradise, but she is at the same time life's 15 
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. f, • • men into inescapable bondage. The delights devICe or enucmg . . 
. unter are at once beautiful and ommous· the of passionate enco . . . ' 

h f Bhartrihari's denunciation of woman 1s only a ve emence o . 
f the terrible fascination which she holds for him. measure o . ., . . 

Th ductress who causes Bhartnhan s unrest 1s neither his e se . .d 
1
. 

wife nor a particular mistress, nor 1s she some ea ized Bea-
trice; she is every woman who is you~g, affect1o~ate, _artful, 
charming, and voluptuous. His adoration of h~r 1s neither a 
worshipful nor a ritual love; it is concrete passion which de-
lights in the physical subtleties of amorous play and in the 
seasons which set love's moods. 

Emotion is not an isolated human phenomenon. The natu-
ral world of birds, flowers, and forests in their seasonal trans-
formations expresses the emotions of man. The sensuous 
nuances of the changing natural world are evoked in Indian 
poetry to convey human dispositions. Bhartrihari expresses 
emotion amidst a multiplicity of sensuous qualities (colors, 
scents, sounds), and especially in his love poetry he tends to 
luxuriate in the richness which nature provides. This is not 
sparse poetry; the poet does not crystallize or unravel emotion. 
He rat~er tries t~ cornpr~ss the profusion of its qualities into a 
flavor, mto a thick,_ emotion-laden atmosphere so highly con-
trolled t~at the ~udi_ence shares in his experience. 

Erotic emotio~ is magical, and magic is in the cycles of the 
seasons as well as m women's eyes If K- h d f 1 
h . • ama, t e go o ove, as m woman a great weap c b" . 
h h on 1or su ~ugatmg man in nature e as a powerful ally Th f ' 
fl b · e ragrances of freshly blooming owers, reezes laden with d l 
Peacocks and k san a wood and rain, the sound of cue oos, the r f h . . 
phases all stimul t . . ays O t e moon at its vanous 

a e passion Ill a m B h . . . transformed from an. Y t eir magic woman 1s 
a creature of fl h . . who destroys man's es and bones mto a siren reason 

Bhartrihari curses h . 
. er not bee h nant to him but b ause s e has become repug-ecause her be . 

feels the need to tea h" auty continues to lure him. He 
r imself awa f 

Y rom the fetters of passion 
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Id age overtakes him and his sensuality becomes a 
before 

0s mockery of itself. But he is weak; he does not have the 
Jecherou h' . h . 

h to renounce 1s erotic attac ments ma world in which 
strengt k b h movement serves to evo e ot memory of some past 
every . 
Jeasure and n~w longmg. . . . 

p Bhartrihan s bondage 1s comphcated by his sense of the in-
evitability with which time ravages a man's life as the days and 
seasons revolve. Life and its pleasures are poisoned by the pres-
ence of time; and as he loses his capacity for pleasure, bondage 
in worldly existence becomes insufferable. 

It is accepted in Indian belief that one's position in present 
life is rigidly determined by the net balance of good and bad 
actions in previous lives. If he accepts this doctrine of karma 
(action), Bhartrihari should be reassured. It seems to explain 
life's misfortunes as just results of past misdeeds, and seems to 
make man master of his future destiny. But one's karma is 
stored infinitely; it binds one, even if to better lives, to endless 
cycles of death and rebirth (samsara). And the workings of 
karma are remote and abstract. Popular tradition pays lip-ser-
vice to the doctrine of karma but turns to a notion of fate to 
provide a more ready explanation for the apparent absurdity 
with which karma expresses itself in . the world. The concept of 
fate as it appears scattered throug~ Bhartrihari's poems does 
not impair the validity of karma but operates on a different 
level: fate does not have the cosmic significance that karma 
does. Fate is invoked to explain the irrational confusion of 
events in the life of a man in society, frustrated by the pursuit 
0f gain and concerned only with immediate results. He need 
not blame his own actions for his present state; his destiny is 
written on his forehead, having been traced there at the time of 
birth by a creator-god who acts by mere caprice. 

Escape from the workings of fate and karma is theoretically 
possible through renunciation of the world, and this is the ce~-
tral subject of the V airagyasataka. Bhartrihari longs for the dis-
passionate tranquillity of the forest, where he hopes to dwell as 1 7 
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. h bank of a mountain river and pass his da . an ascetic on t e . Ys in r' . . d' t'on As in the erotic poetry, the emotion 1 • .-1 spiritual me 1ta 1 · s of i-. t d with the natural world; here the calm rn man are assoc1a e . . . 00c1 si 
fl cts ascetic peace. In fact, Bhartnhan effect fi ', of the forest re e s a 
sition of the elements of an amorous scene int tl 

strange transpo ·11· f . . o . . description of the tranqu1 tty o a hermit in th a convmcmg . e 
c Th hermit lies calm and happy 1n the embrace of na- ii 
1orest. e f 1 k' . 
ture almost as a lover lies weary a ter ove-ma 1ng 1n the arms ti 

of his mistress. f 
But though the quiet beauty of nature provides an envi- 2 

ronment conducive to meditation, it cannot assure the ascetic's , 
release from the worldly bonds. In aesthetic consciousness the 
elements of sensuous experience are always present, no matter 
how transfigured. And their presence is potentially dangerous; 
the concentration of ascetics is threatened by woman's beauty. 
Even the great hermit-sages of legend (Visvamitra and 
Risyasrriga in the Mahabharata, Marici in the Dasakumiiracarita, 
divine Shiva) were enslaved by glances from a woman's eyes. 

Release is possible only by overcoming time and the other 
worldly categories; only _when his mind is absorbed in the equa-
nimity of ultimate reality (brahman) can man cross beyond the 
ocean of samsiira. The practice of yoga and the pursuit of 
k~owledge,_ wh~c~ is discrimination, are means of escape. In all 
this Bhartnhan 1s expressing a concern with salvation which is 
the motivating force behind Indian philosophy; there is little 

1 

th0ught here that is not expressed earlier in the Upanishads 
and Bhagavad Gi,tii But th · .. . . . . . · ere 1s uniqueness 1n the unorthodox 
Juxtapos1t1on of ideas to re· fi b f 
suffering and h. d . . in orce oth the poet's own sense o 

is es1re to escape it 
When he dwells in i noran . . ' I 

magic man sees the ldgfi ce and 1s deluded by Loves ' . wor lled . h 
when he achieves the st f . Wit the glances of women, but 

. ate o dtspa . 
disengaged and he rest . h SSionate calm, his senses are s 1n t e pur .. 
so the scriptures say But th· e vision of absolute reality-

. . ts state is f 
a very few men who po remote and the fortune o 

ssess extraord. 
inary resolution. For the 
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e to women's eyes and falling blossoms seems 

. diff erenc . h h oet, 1~ 'fhe futility of the attempt 1s sue t at he cannot 
~possible. occasional feeling that the ascetic is a ludicrous 

5
opPress th.e humanly skeptical about the possibility for salva-

re J-le 1s 
figtl ·h. h tradition offers . . n w ic ., 11 d ' 1· .c • uo terms of Bhartrihan s co ecte verses, mans 11e 1s an 

In fl' . d . I . b . web of con 1ct1ng moments an attractions. t 1s eau-
iJI 

I 
and pleasurable, but the beauty becomes bitter when he . tncate 

~:is the weight of time and the caprice of fate upon him. His 
nxiety casts a gray shadow over pleasure and makes the world 

· : prison house from which he sees no escape. Drunk with the 
wine of a little wealth or some passing enjoyment, a man is 
deluded by the world; though he experiences the transience of 
life, he cannot understand the real meaning of time or his own 
absurd position in it. Bhartrihari shows a keen awareness of the 
paradox involved in enjoining a deluded man to abandon the 
world of his delusion. Nevertheless, the life of a hermit remains 
for him the only way to step outside time and sever the bonds 
of worldly existence. 

BILHAijA'S POEMS 
To anyone familiar with the conventions of Sansk,rit po-

etry, there is nothing remarkable in Bilha9a's elegant catalog 
of remembered moments of love. But what is true of the indi-
vidual verses does not hold for the Caurapaiicasika collection. As 
one continues to read or hear the verses, the formulaic style 
and uniform meter serve to carry resonances from one verse to 
another. Images, descriptions, and dramatic scenes accumulate 
to produce a pervading and dominant mood of passionate love 
(srrigararasa). The particular mood of love expressed in the 
Caura is a blending of the ordinarily antithetical moods of love-
in-separation (vipralambha) and love-in-enjoyment (sambhoga). 
By use of the formula "Even now" (adyapi) and verbs meaning 
"I remember," "I see," "I meditate," the lover recreates their 19 
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1 h e ti.me that he regrets their separation. The ove at t e sam . . . 
bl d. • t uni·que to the Caura; 1nd1v1dual verses of this en mg 1s no . . 

k from ·the anthologies. 12 What 1s unique is the type are nown . . 
· · f "Even now" at the beg1nn1ng of each verse, fol-re~noon o . 

lowed by a reference to the mistress, either by a pronoun or by 
d h (e g tad vadanam, that ... face), followed in synec oc e .. , .. • 

turn by some verb of remembering, often as the final element 
of the verse. The position of the verb does vary, an~ the act of 
remembering is also conveyed by indirect expressions which 
may appear anywhere in the verse. Adyapi acts as a refrain, 
reminding the lover and the poet's audience that the details so 
vividly etched in his mind now belong to him only in his imagi-
nation. The intensive particle api (best translated as "even") 
emphasizes the present intensity of his passion and his wonder. 

Between "Even now" and the word or phrase of remem-
bering is the substance of µie Caura verses, the lover's descrip-
tions and characterizations of his mistress. Compound words, 
which are an important feature of the Sanskrit language, are 
exploited here to create the dense atmosphere. The majority of 
descriptive phrases in the verses are compounds of the type 
known as bahuvrzhi. Most of them can be read as string of ad-
jectives and adjective phrases in English, with the final member 
serving as the base for the modifiers preceding it. Each com-
pound taken as a whole functions as an epithet to delineate 
some ~haracter~stic ~fits subject. Although the poet's mistress is 
sometimes. pra1s~d 1n abstractions, she more often emerges 
from a senes of ima?es that appeal directly to the senses. The 
sensuousness of the imagery is enriched by free f 11. . use o a 1tera-
t1ve so~nd patterns. A long compound, one of three in the fifth 
verse, illustrates the force of compound d d . 

b 1. wor s an the1r sound sym o ism. The half-verse reads: 

adyapi tiim surata-Jagara-ghu- -. rnamana-
tiryag-valat-tarala-tiiraka-clzr~h·a t _ ~· -ne ram 



INTRODUCTION 

lines mean approximately: "even now her 1 k 
fhe . bl' . . . ove-wa e-
ft1Iness-rol_hng-o ~que-mov1_ng-ghtt~nn~-pupils-long-eyes." Not 

I l·s this unsausfactory 1n Enghsh 1t is also 1 h on Y . . . . ' ess t an the 
5 Skrit ongmal conveys to Its audience. Relationships f d an . . . o wor s 
. a comPound are not exphc1tly indicated in Sanskrit b h JO • • , ut t e 

ader or hstener 1s expected to be skilled enough t 1 re . . o supp y 
hern Usually the relat10nsh1ps are clear but amb' · • t · , 1gu1t1es are 
frequent, and these are used to expand the meani'ng f . . . . o certam 
verses. A minor amb1gu1ty exists in relating "rollin -obli _ 

1. . .1 ,, g que 
moving-g 1ttenng-pup1 s and "love-wakefulness"· h . . . , are er pu-
pils so agitated dunng love or because of 1't) Th d' , . . · . e au 1ence s 
interpretauons will color this verse only slightly, but some 
cases are more extreme. A translation must retain the com-
. pression and sonority of the original: 

Even now, 
[I remember] her: 
deep eyes' glittering pupils 
dancing wildly in love's vigil. 

These formal aspects of the Caura verses are all necessary 
to the production of the erotic mood, whose presence is greatly 
dependent on the poet's ability to construct an environment in 
which it can flourish. Seasonal changes of nature and descrip-
tions of natural phenomena are commonly used to create an 
erotic flavor, as we saw in the poems of Bhartrihari. But these 
elements are notably absent in the Caura. Although the mistress is 
compared with birds, flowers, or the moon, there is no descriptive 
evocation of these. It is above all her manifestations of emotion, 
her movements, and her physical beauty that cause the excite-
ment as they emerge in a web of sensuously descriptive, sonorous 
Words. 

The lover recaptures his mistress throu~h her respons~s to 
love. Emotional reactions are shown by their external mamf es-
tations (anubhava) in her eyes, face, limbs, and gait. For ex- 21 
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ample, shame can be inferred from the fact th~t she cowers to 
cover her body or Jowers her face. Sue~ emotional responses 
are classed by the Sanskrit critics as transitory. state~ of emotion 
(vyabhicaribhiiva), which function in coo.perat1on with .the per-
vading emotional state (sthayi,bhava)-as ~t were, emerging from 
it and being submerged in it, like waves 1n the oc~an. The tran-
sitory states not only change, they rarely occur simply and are 
usually combinations of the psychological states of anxiety, 
fear , shame, modesty, anger (real or feigned), affected indiffer-
ence, sorrow, and fatigue. 

The physical responses to love are · largely involuntary 
manifestations of emotion (sattvabhava). Indian aesthetic theory 
considers them highly significant because they arise from inner 
feeling and cannot be simulated. In the love situation such 
signs as sweating and bristling of the hairs on the skin show the 
body's natural excitement and longing, no matter what one 
may do to pretend otherwise. Also taken as involuntary signs 
are paralysis, trembling, weeping, change of color, breaking of 
the voice, and fainting. Physical beauty is thought to be en-
hanced by the signs, and few descriptions of beauty ignore 
them. Concrete images of sounds, odors, tastes, and textures 
supplement the visual imagery and heighten the sensuous ap-
peal of the poetry. 

Bilha~a's poems, unlike the epigrammatic verses of Bhar~ 
trihari, lend themselves well to visual interpretation. A series of 
miniature paintings was done in the sixteenth century to illus-
trate Bilha~a's work. 13 Formal and symbolic means are ex-
ploited in the paintings to concentrate the viewer's attention on 
the relationship between the central female fi h' h 

. . . gure, w 1c ap-
pears in every pa1nt1ng' and the male figure of B 'lh Th 
1 b 1 . d 1 ana. e 

e a orate y pa1nte fi~ures, like the princess and her iover in 
the poems, are drawn 1n stylized movement d . 
J h s, presente to st1m-u ate t e response of a cultivated audien ce. 
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NOTES 
S 

holarly research in Indian textual criticism has made it · . 
1 c 'f Bh 'h . h mcreasmgly · ble to idenu y artn an, t e traditional author of th 1, ka 

asona h'l h e Mfa traya re with the fifth-century p 1 osop er-grammarian who wrote th . 
n0eJJ1S, d 'd 'f e treatise 
r- 'tled Vakl\Jll,padiya an to 1 enu y the author of the Caurapaiic- ,;L-:. enU h . asuw poems 
. h the eleventh-century poet w o wrote the literary epic entitled Vik - 'ka wit h 'd .6 . raman -rita, In both cases t e 1 enu cations are made on the basis of k 1 rJtVaW • d b' nown eg-

endary material an su ~ect matter common to the lyric verses and the other 

works- b" . th . d . D. D. Kosahm 1, ;~n . e(Bmhtrohuc~1o_n t? his ;ritical edition of The Epigrams 
Attributed to B artru,an art[ an-viracitalJ, ;.)afakatrayiidi-subhasitasam ahah 
Bombay, 1948), no~es the impo~sibility of reconstructing a definiti~e text~n th; 
basis of the ex~ens1~e manuscript material he examined, but he did find it re-
markable that m spite of the extraordinary variation from version to version 
the total impression produced by any of them is about the same. He concludes' 
"A certain type of stanza came to be attracted to the collection . . . the seed~ 
must necessarily have been present in the original collection to permit such 
growth." The gr:oup of 2~ stanzas which Kosambi determined to be most au-
thentic by the criteria of textual criticism, and which constitute the text for my 
translation, do echo a tone of irony, skepticism, and discontent which is unique 
in Sanskrit literature. The poetry of Bhartrihari shares with the grammatical 
philosophy of Bhartrihari, as expounded in the Vakyap<idiya, ideas and terminol-
ogy drawn from traditional systems of Vedanta and Sankhya metaphysics, as 
well as from classical Yoga psychology. Also common to the poetry and the phi-
losophy is a critical interest in the nature of time. In Bhartrihari's philosophy, 
time is a creative power that is responsible for the birth, continuity, and de-
struction of everything in the universe. Much of the poetry shows a pessimistic 
preoccupation with the beginning and end of things. The inevitability with 
which time is said to ravage the ]if e of man may conceivably represent the po-
etic expression of the futility and dejection attendant upon a philosopher pro-
foundly impressed by the power of time. Good arguments are put forth to date 
Bhartrihari the philosopher to the fifth century A.D. The ~ore o~ the collected 
poems attributed to Bhartrihari also probably dates to this penod. Although 

· · the oldest preserved version of the Satakatraya text too~ for~ in t~e eleventh or 
twelfth century, there is good evidence that the collection existed m some form 
long before this. . .. 

The Chinese pilgrim 1-ching, in his Record of the Budd.Inst Religion as Prac-
tised in India and the Malay Archipelago: A.D. 671-69~ (tr?ns. J. Takakusu,_ Ox-
ford, 

1
8g6), wrote that a grammarian named Bhartnhan, author ~f the Vakya-

padiya and another work which "treats of the principles o~ h~man !1fe ~s _well as 
of grammatical science," died in A.D. 650. Although 1-chmg s da~mg 1s maccu-
rate, his account of Bhartrihari's vacilla~io~ between ~-udd_h1st monkhood 
and the life of sexual indulgence, about which Bhartrihar~ 1s sa1~ to have ~om: 

d ts that at the time 1-ching traveled m India, Bhartnhan 
pose stanzas, sugges K 23 

al d 1 da
ry figure For details of the scholarly arguments see o-

was rea y a egen · 
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