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[NDIA, wher? the histor.ical reality.of ancient poets and
even kings l'S elusw;(;kf_)oetryhm the classical genre of the frag-
cntary 1yr1c.(khar%, avya) has usu.lally been. Preserved anony-
nously- Despite this, sevel:al collectlons. of miniature poems are
rib ated 0 kn9wn authors by t.he Tlch leg?ndary traditions
surrounding,thelf names. Bhartrihari aimd Bilhana are prom-
pent in Indian ¥1terature for the quality of their poetry and
the power of their legends.’

Bhartrihari was a philosopher of the fifth century a.p. He
< the legendary author of the Satakatraya, a three-part collec-
ion 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 presented 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:?

m

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 I-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 monk 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-
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en asceticism and worldly indulgence beCaU.se
Ily attractive, and | equall?/ qeﬁCient_ He
ding salvation as a hermit meditating on [, q
n cave washed by sprays of the sacred river

braced by Nature:

not choose betwe
he finds them equd

dreams of fin .
Shiva in a mountal

Ganges, or lying em
Earth his soft couch, ‘
arms of creepers his pillow,

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.
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end Bilhana became involved in a secret affair with the
lég i ; oung daughter whom he was supposed to be instructing
:(rllntghe subtleties of literature. When they were discovered, her
father condemned him t(? deat}}. In the moment before his ex-
ecution he evoked the princess 1n ﬁft}: lyric verses whose beauty
was SO powerful that the goddess Kali interceded with the king
o 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 Cauraparicasika verses sustain the in-
terplay between the antithetical moods of fulfilled and frus-
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.
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' n Sanskrit poetry tend to stress its impersonalit ‘
Wr{tfzrs o holar A. B. Keith, for example, could detect no
The BI.'ltlsh fSC eorsonal character in the poems. When hLe com,.
revel;t:l(:: ;)anls)krit poets to Sappho, Lucretius, and Catullys, ¢
lf)(?ljfld them wanting in vividness:

They live moreover in a worlfl of tranqt;(ll calm, tr)lot .in the

that sorrow and suffermg. are unknown, but in the
e that there prevails a rational order in the worlg
fmel?isceh is the outcome not of blind chance but of the actions
of man in previous births. Discontent with the constitution
of the universe, rebellion against its dec.rees, are Incompat-
ible with the serenity engendered by. this recognition by all
the Brahmanical poets of the rationality of the world
order. Hence we can trace no echo of social discontent; the

poets were courtiers who saw nothing whatever unsatisfac-
tory in the life around them. . . 3

Bhartrihari and Bilhana 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

le:gend makes the poetic personality of each collection more
vivid. The legends serve as parab

. les indicating the dominant
PO€tic structures of the collections. ;

tual evid

. / the
€Nce 1s against thig in boty SOEES themselves. Tex-
the lege

h cas 0O
: €s.
nds were associated, howevey the | o verses and
b

€ legends clearly influ-
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nced the literary history of -the collecti(?ns by making them dis-
inct from ecle.:c'tlc anthologle.s. Verse.:s in the anthologies were
collected by critics and connoisseurs, just as miniature paintings
are put in albux.ns according to the taste of the collectors. They
were culled mainly from older collections or from the Sanskrit
dramas, and usually arranged to illustrate various poetic fig-
Jres OT themes.* In contrast, the collected poems attributed to
Bhartrihari and Bilhana 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 Bilhana 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,
the people suffer from ignorance.
Eloquence is withered on my tongue.

The eloquence (subhasita) to which he refers is his.own abilit}r
to compose the polished epigrams that characterize Sanskrit
poetry. : .
“Sanskrit” means “refined” or “perfected.” Applied to lan’-’
guage, it implies a contrast with the Prﬁk.rits, the “unreﬁneg
and more popular dialects that devel(?ped IPQCPendently of t ;
strict rules applied by the grammarian Panini to the learne
language of North India in about the fourth century B.C.
Sanskrit was the hieratic language of the brahman pI‘l.CStS, anfi
by the time it entered court circles i'n t.he ealle c?nturlfes A.D. 1t
was regularized and somewhat art1ﬁc1al—stlll hlghly m‘ﬂected
and abounding In complex constructions. Increasingly divorced
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to which a natural language is subject :
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. literary purposes. It wa

1lv for official and ; » Sam
p}o(;’.e (tiinnc]:;:)rzyto have learned Sanskrit well, and the Poets -
o) 1S

. Were

mastex;]s of ;Srlem(;l"cgjs:krit lyric poetry within which Bharyy;.
) 'T 3 gB ilhana composed evo'lve<.i fl.”om an ancient Poeti.

ari an o hyr.nn and epic. It is significant that beyy, Poets
tra(;im:sntheir boems to particular divinities, from whom they
:jekriavor. Bhartrihari directly 'im.fokes Shiva_, Ehe Potent diyjy,
ascetic.’> Bilhana ambiguously invokes Kali when e -
members the princess. The epithet§ he uses co.uld €qually apply
to the goddess or to his earthly mlstrc.:ss, maklpg both of them
the object of his prayer and the subject of his poems. Erotic
poems thus become religiously powerful.® .The €Xaggerated
dramatic gestures of the poet’s mistress suit her implied re.
ligious role as the incarnation of his muse and tutelary deity,
who effects his salvation in response to the beauty of hjs
poetry.

Invocations of the divine are characteristic of Indian po-
etry. The earliest preserved literature in India, the Rig Veds,
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 (Vac) who gives inspired priests the power

world of the gods, By gaining insight

pondences between the human and divine

realms, the seer-poet (kavi) attain

his visiong conc
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ced their craft to the post-Vedic epic Ramayana, and

they tr;.lts craditional author, Valmiki, the “first poet” (adikavi).”
nam.Cd l read popular legend tells that Valmiki was a thief who
wldeesg sage by meditating on the word “death” (mara) until it
eatl he name of the god Rama (MA-RA MA-RA MA-RA-MA RA-
aa-Ma). By that time the sage was covered by an anthill (val-

D{;a) from which he emerged as Valmiki.

" ’l,“he text of the epic itself begins with a mythic dialogue be-
pween valmiki and the divine sage Narada, who travels among
nen 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

be

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

male.”

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.
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Mindful, he made a design. Then the great sage said
pupil:
“Divided into quarters of equal syllables measured to the lute

tempo, .
Lyric verse came out of my anguish. Let verse so formeq en.

dure!”

0 hjg

This episode of the generation of lyric poetry from ap.
guish is compressed in the Sanskrit into a half-pun on anguish
(Soka) and lyric verse (Sloka). The episode is not only the frame
setting for the Ramayana, but is at once a parable of poetic in-
spiration and a sample of the epic’s pervading mood of con.
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 articy-
lated anguish of the female crane inspired Valmiki to give ex-
pression to the anguish of the Rima story in lyric verse. The
Indian tradition that framed jts poetry in the mythical lives
of_ lczgendary POEts was continuous from the time of the

tain Orica] ¢
. batﬂdescrlptlons of Mountaing, oonrlsehemes ind that it con-
€. Despite the ryjes that the Syntax Weddings, births. and

ax
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idual stanzas must be complete, ver§es were obviously con-
ived in groups meant to criate tl.qe: rich mood that is the aes-
(hetic purpose of t_h.lS _po’etry.. A vivid example of this genre is
he opening of Kallda§as 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 barrier.

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 lyric. by its more restricted subject matter an.d by the in-
dependent quality of each stanza. Verses are neither bound

together by narrative nor arranged into logical sequences. Each

verse is grammatically complete and contains distinct images 11
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and a dominant rhetorical device..’lt“hg (t)l:lei(zretical id.eal
an isolated verse should be appreciate S owWn, withg
large;;: n\f::stes are very shor.t, most. commonly .quﬁtrains i

which the lines are structured into umform,dquantltatlve Mety;,
cal patterns. The meters genfrrally have fixed sequences of lon

and short syllables repeated in each quarter of the verse As ip
Latin and Greek prosody, rhythm depends on the amoun of
time required to pronounce a syllable, nf)t on stress.’ The
Bhartrihari collection contains twenty-one different meters, ¢,
most frequent of which have repeating sequences of syllables iy,
the following patterns: Sardulavikridita (19 syllables, - - -y y ., .
uuu-/--u--u-);skharoy (17 syllables, u - - - - - /uuuy
U--uuu-);vasantatilaka (14 syllables, - - u - uu u -uu-u--),
Bilhana uses the meter vasantatilaka exclusively in his Caurg-

anicastka. The opening line of the oem scans according to its
P g p g
pattern:

is thag

adyapt tam kanakacampakadamagaurim
--u - uuu -uu-uy -

Brevity is not poverty;
ity of thought can be com
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| verse. Rhyme is rare, but alliteration, assonance, and
eac ce are used freely. The miniature mold of each verse
Consof;ide d by poetic exploitation of the suggestive overtones
is e’;l:u_) of words and images. When words and images rich
dhv otations are used, they create multiple layers of

ith conn : : ,
::] caning and thus intensify the aesthetic mood, rasa, of the

oem. . .
The notion of rasa is at the heart of Sanskrit lyric poetry.

The word i generally translated as “mood” or “sentiment,” but
it means MOTE literally the taste or flavor of something—the
qsa 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 subtleties 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'adi-
tional pursuits: dharma (righteousness, learning_, and rcl-lglous
life), artha (material gain and political power), kama (erotic love 13
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and artistic pleasure), and moksa (the rejection of these three ;

. in
order to concentrate on escaping from worldly bondage)_ In b,

poems Bhartrihari considers the relative merits c-)f these ur.
suits. All are commended, but all are fo.und deficient, Wome,,
and wealth breed anxiety; virtue and wisdom are rare anq o
little avail either in this world or in the forest; even the State of
- tranquillity, so arduously won, is thr§aten€d by sensuqy,
beauty. Bhartrihari does not simply vac'lllate between word]
indulgence and asceticism; his confusion js more profound, y,
concurrently experiences delight in the fullness of the worlq,
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 5.
tractions and unifies the three parts of his collected poems,

. 1§ —_—
concern wjgp, worldly Ominjgy a::;lChantmem ' Bhartriharis

Peatedly ¢ g Social actjop He refers re-
greed, to unruly fate, (5 ype aso}v:/ " of wealth, to insatiable
1ation of Servitude, ¢, the § Sliness of Kings, tq the humil-

o upr
Where. VITtue is judgeq only n o of il men in 5 society

» o(f)i s Proximity ¢ gold.

S and in [jfe at coyyy Hen e “ltraction in
-t Woy Pref

€r to grace
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¢ summit of the world rather thfln to wither. in the isolation
f a forest retreat, but the worlq discourages him.
Concern with the power which greed and desire exert over
an 1S 2 recurrent theme. in Inqlan literature—Hindu, Bud-
dhist, and Jain. Ge.nerally it is believed that desire, which is ul-
imately based on ignorance and delusion about the nature of
things, s 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
SmgaraSataka 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-
sion:

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 enigma that defies Bhar-
trihari’s solution. She seems to him an invitation to some kind
of supraterrestrial paradise, but she is at the same time life’s

15



16

INTRODUCTION

device for enticing men into inescalpil)ble b'?nldagf]. Th.e deli.ghts

- r are at once beautiful and ominous; y},,
of passionate encount?h i’s denunciation of woman is only ,
lichEh e ok Bhart.rll a; scination which she holds for him
measure of the terrible :S Bhontilbacts. ancest s neither hi;
The seductress .who cau's rihalie e idegleed Bes.
wife nor a particular mistress, fg ; a
trice; she is every woman who is YOS affectlor'late,.artfu],
charming, and voluptuous. H'is 'adoratlon of he'r is neilther a
worshipful nor a ritual love; it is concrete passion Wh‘Fh 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 nagy.
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 rather tries to compress the profusion of jts qualities into a
flavor, into a thick, emotion-laden atmosphere so highly con-
trolled that the audience shares in his éxperience.

Erotic emotion is magical, and magic is in the cycles of the
seasons as well as in women’s eyes. If Kama, the god of love,

has in woman 2 great weapon for subjugating man, in nature
he has a powerfy] ally. The

fl : fragrances of freshly blooming
OWers, breezes lader with sandalwood and rain, the sound of
peacocks and cuckoos, the ,

Ises her not be
€Cause her bea
tear himgelf a

nant

Bhartriharj ¢,
to him by
feels the neeq to

Cause she has become repug-
Uty continyes tq lure him. He
Way from the fetters of passion
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|d age overtakes him an.d his sensuality becomes a
mockery of itself. But he is weak; he does not have the
ounce his erotic attachments in a world in which
t serves to evoke both memory of some past

befOI'e 0
lecherOUS
qrength © ren
every M overmen .
Jeasure and new longmg.. '
Bhartrihari’s bondage is complicated 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
. 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 through 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
of 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.n-
tral subject of the VairagyaSataka. Bhartrihari longs for the dis-
passionate tranquillity of the forest, where he hopes to dwell as

17
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tic on the bank of a mountain rver and pass his days in
an asce ion. As in the erotic poetry, the €motiong of

iritual meditat . .
Span are associated with the natural world; here the calpy, Bi6
m

of the forest reflects ascetic peace. In fafct, Bhartrihari effec.ts ) |

sition of the elements of an amorous scene iy,
strange tr-anSI:i(Z:s cription of the tranquillity of a hermit in the
?oi(;::l"rll"(;zghermit lies calm and happy in thek'emb‘race of na. |
ture almost as a lover lies weary after love-making in the arp,
of his mistress. .

But though the quiet beauty Qf nature provides an enyi. |
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
Ri§yasrnga in the Mahabharata, Marici in the DasSakumaracarita,
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 samsara. The practice of yoga and the pursuit of
knowledge, which is discrimination, are means of escape. In all |
this Bhartrihari is expressing a concern with salvation which is
the motivating force behind Indian philosophy; there is little |
thought here that is not expressed earlier in the Upanishads

?nd Bhag(fvad Guta. But there is uniqueness in the unorthodox
Juxtaposition of ideas to reinfo

|

rce both the poet’s own sense of |
ape it.
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’ o women’s €yes and falling blossoms seems
. Jiffer )
ndif futility of the attempt is such that he cannot

The ) .. .
p0> et.he occasional feeling that the ascetic is a ludicrous

apP"® s humanly skeptical about the possibility for salva-
ﬁgure-hich tradition offers.

jon W erms Of Bhartrihari’s collected verses, man’s life is an
I eb of conflicting moments and attractions. It is beau-
leasurable, but the beauty becomes bitter when he
fcls the weight of ume and the caprice of fate upon him. His
xiety casts @ 8ray shadow over pleasure and makes the world

g prison house from which he sees no escape. Drunk with the

ricate W
iful and P

Jine of a litde wealth or some passing enjoyment, a man is
jeluded by the world; though he experiences the transience of
jfe, 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.

BILHANA’S POEMS

To anyone familiar with the conventions of Sanskrit po-
etry, there is nothing remarkable in Bilhana's elegant catalog
of remembered moments of love. But what is true of the indi-
vidual verses does not hold for the Cauraparicasika 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
(rngararasa). 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 «“Fven now” (adyapi) and verbs meaning

“I remember,” “I see,” “I meditate,” the lover recreates their
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¢ the same time that he regrets t}'le.ir separation. The
blending is not unique to the Caur.a; :?d\,l\‘//}lldltlal vc;lr.ses of this
type are known from the anthologies.™ af l(jalclh 1Ique 1s the
repetition of “Even now” at t'he begll}nlngbo verse, fol-
lowed by a reference to the mistress, either yfa pro;uﬁm or l;.)y
synecdoche (e.g., tad . . .vadana.m, that . . . ace)f,l 0l owed in |
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 indire_ct.expressmns wthh |
may appear anywhere in the verse. Adyapr acts as a ref'ram,
reminding the lover and the poet’s audience that t'he d.et.alls )
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 the 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 bahuvrihi. 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 f:haracteristic of its subject. Although the poet’s mistress is
someumes.prais?d in abstractions, she more often emerges
sentoomnees of e gy o ey o th seacs, The
tive sound patterns. A loi ! iched by free use of allitera-

: § compound, one of three in the fifth

verse, illustrates the force of compound :
. words a
symbolism. The half-verse reads: nd their sound

love a

adyapi tam surata-jagara-ghiirnamang.

tiryag-valat-tarala- taraka-dirgha-netrgm
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_ lines mean .approxin.latelyi “e.ven now her
fumess_rolling-obl{que-mow.ng-glltt(-ermg.-p}lpils-long-eyes.” Not
1y is this l.msatlsfactory In Engllsh, It 15 also less than the
ganskrit original conveys to 1l.:s.aud_1en.ce. Relationships of words
0 compound are not explicitly indicated in Sanskri,
cader OF listener 1s exPectefi to be skilled enough to supply
hem. Usually the relationships are clear, but ambiguities are
frequent, and these are used to expand the meaning of certain
serses. A minor ambiguity exists in relating “rolling-oblique-
moving-glittering-pupils” and “love-wakefulness™; are her pu-
'pils so agitated during love or because of it? The audience’s
interpretations will color this verse only slightly, but some

cases are more extreme. A translation must retain the com-
pression and sonority of the original:

love-wake.-

but the

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 thes.e
elements are notably absent in the Caura. Although the mistTes.s is
compared with birds, flowers, or the moon, there is no descrlp.tnve
evocation of these. It is above all her manifestations of emotlf)n,
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 through her responses to
shown by their external manifes-

lov ional reactions are :
e. Emotiona and gait. For ex-

tations (anubhva) in her eyes, face, limbs,
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ample, shame can be inferred from the fact thaft she cowerg to
cover her body or lowers her face. Sud.l emotional respongeg
are classed by the Sanskrit critics as transitory states- of €motioy,
(vyabhicaribhava), which function in cooperation with -the per-.
vading emotional state (sthayibhava)—as it were, emerging frop,
it and being submerged in it, like waves in the ocean. 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
teeling 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.

Bilhana’s poems, unlike the epigrammatic verses of Bhar-
trihari, lend themselves well to visua] interpretation. A series of
miniature paintings was done in the sixteenth century to illus-

pears n every painting, and the male figure of Bilhana. The
elaborately painted figures, like the Princess and her iover in
the poems, are drawn in stylized Movements, presented to stim-
ulate the response of a cultivated audjence
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NOTES

olarl research in Indian textual criticism has made it i i

;,',aS(l:: " i):ientify Bhartriha\‘ri, the traditional author of t;:el%izrtzzzltrr]gl
reasmS with the fifth-century philosopher-grammarian who wrote the treataiya
Pofide(’i Vikyapadiya and to identify the author of the Caurapasicasika poens;
cr}[h e eleventh-century poet who wrote the literary epic entitled Vikramanka
wl both cases the identifications are made on the basis of known leg.

awrild. In : )
endary material and subject matter common to the lyric verses and the other

works- . . . .

D. D. Kosambi, In Fhe introduction to his critical edition of The Epigrams
suted to Bhartrihart .(Bhart.rhari-viracitah Satakatmyédi-subh&sitasaﬁgmhah
8), notes the impossibility of reconstructing a definitive text on t};é

Bomba)’, 1 94

.~ pasis of the extensive manuscript material he examined, but he did find it re-

markable that in 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 seeds
must necessarily have been present in the original collection to permit such

owth.” The group of 200 stanzas which Kosambi determined to be most au-
thentic by the criteria of textual criticism, and which constitute the text for my
rranslation, 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 Vakyapddiya, 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-
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 life 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 core of the collected
poems attributed to Bhartrihari also probably dates to this period. Although
‘the oldest preserved version of the Satakatraya text took form_ in th_e eleventh or
twelfth century, there is good evidence that the collection existed in some form

long before this. . N

The Chinese pilgrim I-ching, in his Record of the Buddhist Religion as Prac-
tised in India and the Malay Archipelago: A.D. 671—695. (tr?ns. J. Takakusu,_Ox-
ford, 1896), wrote that a grammarian named Bhar'trlharl, author qf the Vakya-
padiya and another work which “treats of the ﬁ:imlﬁlis (l:f hu‘m;nt.hfe as z:ilc 35
| i i w 1.4 i a.p. 650. Although I-ching’s dating 1S 1 -
of grammatical science, died in A.D. 05 g g g oo

rate, his account of Bhartrihari’s vacillation between the Bu

i al indulgence, about which Bhartrihari is saisi to have fomj
ok g s he time I-ching traveled in India, Bhartrihari

d sta , suggests that at t
S;Zea]rseag;a: legggdary figure. For details of the scholarly arguments se€ Ko-

losophy
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