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Abstract

Kavva and Kivya: Hala’s Gahakosa and Its Sanskrit Successors
by
Bergljot Julie Chiarucci
Doctor of Philosophy in South and Southeast Asian Studies
University of California, Berkeley
Professor Robert Goldman, Chair

The study begins by looking at how the compilers of later Sanskrit and Prakrit
Kavya anthologies select, interpret, and impose meaning on poetry and how,
in so doing, they tie it back into their own wider cultural and ideological mi-
lieus. The dissertation then considers the early recensions of the Prakrit Gaha-
kosa (Treasury of Gathas), as it was known in the centuries following its creation,
or the Sattasai (Seven Hundred Poems), as it came to be known later, an anthology
of lyrical Maharastri Prakrit poetry commonly attributed to the Satavahana king
Hala, whose arrangements, themes, and concerns reveal an oftentimes different
poetic universe. The study contrasts the Gahakosa with the later anthologies and
the Sanskrit categories on which they are based, reflecting, in particular, on the
Prakrit anthology’s aesthetics of surprise, its inscription of gendered voice, and
its representations of naturalness and the natural world. In the second part of
the dissertation the discussion of the earlier chapters is brought to bear on Tri-
bhuvanapala’s Chekoktivicaralila, the Gihakosa’s earliest extant commentary. Part II
contains an edition and annotated translation of Chekoktivicaralili 1—28 based on
a Kesar Library Manuscript (Nampp C6/12, NAK acc. no. 76). The third part of
the dissertation presents further materials for the study of the Gahikosa.



Acknowledgements

Iwould like to thank my advisory committee at UC Berkeley for their kind advice
and their helpful encouragement. Iam very grateful to my dissertation chair, Pro-
fessor Robert Goldman, for his guidance with this dissertation and for the many
insights he contributed as I prepared it for submission, to Professor Alexander
von Rospatt, who initially suggested that I look at the Gahikosa in relation to San-
skrit anthologies, and to Professor Eugene Irschick who encouraged me to think
about women’s voices. I would also like to thank Dr. Sally Goldman, who first
introduced me to the Sanskrit language, Professor George Hart, who introduced
me to the world of early Tamil religious and secular literature, and Kausalya Hart,
who introduced me to the Tamil language. I would be remiss in not thanking Dr.
Joanna Williams, Professor of Art History, for sharing her enthusiasm for Indian
material culture.

I am lucky to have been able to spend several summers in India studying
with the American Institute of Indian Studies. I would like to express my grat-
itude for my teachers there, and especially for my Prakrit teachers in Pune, Dr.
Vimal Bafana and Professor Rajashree Mohadikar of Pune University, who read
various Prakrits with me and who introduced me to Prakrit grammarians.

This dissertation owes a very large debt of gratitude to Professor Yuko Yo-
kochi and Professor Diwakar Acharya of Kyoto University who assisted with the
edition presented in the second part. I am immensely grateful for their help and
their many insights. Any mistakes in the edition, translation, and notes are mine
alone.

I would also like to thank my fellow students at UC Berkeley who con-
tributed to the congenial environment there.

Avery big thanks go to my family, especially my mother, Deborah Chiarucci,
who supported me financially in the beginning of my graduate studies and who
has always lent moral support to my ventures. Most of all I would like to thank
my husband, Somdev Vasudeva, for the many ways in which he contributed to
this endeavor.



Contents

Abbreviations & Symbols

Introduction
The Structure of the Dissertation . . . . . . . . . . . . . . . ..

I  Kavva and Kivya

1 The Art of the Anthologizer

Consequences of Systematization .................

2 Prakrit Poetry Through the Lens of Sanskrit: The Vaﬂélagga
An Apologia for PrakritPoetry . . . . . . . . ... ... ..
Fitting Maharastri Poetry into a SanskriticWorld . . . . . . . . ..

3 The Arrangement of Non-Arrangement: Hala’s Gzhakosa
Occasional Informal Groupings of Gathas . . . . . . . ... ...
The Element of Surprise . . . . . . . ... ... ... ... ...

Interconnections . . . . . . . . . . o i e e e e e e e e

4 Kima as a Sphere for Female Voice
The Exaltation of Romantic Sentiment . . . . . . . ... ... ..
Humor and the Romantic Sentiment . . . . . . ... ... ...
Naturalness and Natural Settings . . . . . . ... ... ... ..

5 The Gihakosa’s Bucolic Poetry

Bucolic Landscapes . . . . . .. ... ... ...

ii

26

31
38

44



CONTENTS

The CityasaFoil . . . . . ... ... ... ... ........ 76
Lasting Values ina FleetingWorld . . . . . . .. ... ... ... 77

A Paucity of Means—A Richnessof Life . . . . . . . . ... ... 78
Nature as a Source of Guidance . . . . . . ... ... ... ... 79

6 Female Voice Beyond Kz7a: Humor and Pathos 82
Motifs of Pregnancy and Childbirth . . . . . .. ... ... ... 82
Pregnancy and Childbirth: The Gahdkosa . . . . . . . . . ... .. 87
Dobala or Pregnancy Cravings . . . . . . .. ... ... ..... 92

An Extended Narrative . . . . . . . . .. ... 97

7  The Gihakosa’s Reception: The Appeal of the Small Scale 98
The Authority of Female Characters . . . . . . . ... ... ... 101
From Palace to Bucolic Landscape . . . . . . .. ... ... ... 104
The Gihdkosa as a Version of Pastoral? . . . . . . . .. ... ... 105

II Tribhuvanapala’s Chekoktivicaralila 107
8 Background 108
Method of Reconstruction . . . . . . . . ... ... ... ... 1

— o

GRMFATAATLATAT E—RE . . . o oo e s e e e e 113
Translation . . . . . . . ..o Lo Lo 146
Notes . . . . o o o o e e e e e e e e e e e 170
Post-Tribhuvanapala Commentarial Literature . . . . . . . . . .. 179

III  Further Materials for the Study of the Gahakosa 181
9  The Vajjilagga 182
The Vajjalagga’s Antecedents . . . . . . .. ... L 182
Gabikosa Gathas Included in the Vajjalagga . . . . . . . . . . 187
AsakkayaPoetry . . . . . ... 191

10 Historical Narratives: People, Periods, and Places 193
A Satavahana Document . . . . . . . . . ... ... ... ... 193

The Date of the Anthology . . . . .. ... ... ........ 199

il



CONTENTS

SatavahanaLegends . . . . . . . ... ... .. ... ... ...
A Tradition of Female Agency and Perspective . . . . . . . . . ..
GabakosaPoets . . . . . . ...
Female Authors . . . . . . . . . . . . . . ... ...
Three Recensions of the Gahikosa Arranged into Topical Sections . .

Concluding Remarks
Bibliography
Manuscripts . . . . ... Lo

Prakrit and Sanskrit Texts . . . . . . . . . . . .. . ... ...

Secondary Literature . . . . . . . . . . . oo

v



Abbreviations & Symbols*

Amg  Ardhamagadhi

AmSa  Amaruiatakam with ‘Sirizgdmdzpz'éd of Vemabbipila

BhiLePra  Bhavaleiaprakisiki, Gangadharabhatta’s Sattasai commentary
cpiaL A Comparative Dictionary of the Indo-Aryan Languages
CheViLi  Chekoktivicaralila, Tribhuvanapala’s Sattasai commentary
DED A Dravidian Etymological Dictionary

pNM  Hemacandra’s Desinamamaili

GK  Gahakosa

Kid  Kavyidaria of Dandin

Kidl  Kavydlankira of Rudrata

KSS  Kathasaritsagara

KuSa  Kumdrasambhava

MaSmy  Manusmrti

M. Pkt. Maharastri Prakrt

MaSuSa  Mabasubbasitasamgraba

Mw  Monier Williams Sanskrit-English Dictionary

pNM  Dhanapala’s Paialacchinamamili

PraPra  Vararuci’s Prakrtaprakisa

Pra¥pa  Hemacandra’s Prakrtavyikarana

psM  Paiasaddamabannavo, A Comprebensive Prakrit-Hindi Dictionary
RaKa  Rasakaliki of Rudrabhatta

SRK  Subbisitaratnakosa

SUK  Saduktikarnimrta

SalMl  Suktimuktavali (Subbisitamuktivali/i) of Jalhana

Vafi  Vakroktijivita of Kuntaka

VaLa  Vajjalagea

*For details see Bibliography.



CONTENTS

Sigla in the Critical Apparatus

G,, Durgaprasad & Shastri’s edition of Gangadharabhatta’s Bhavalefaprakasika
G, variants from G.’s 7T

G,, variants from G, ’s &

G,,, variants from G_ s @

K, Weber’s 1870 edition of Sattasai 1—370 in Kulanatha’s text

P,, Patwardhan’s 1980 edition of Tribhuvanapala’s Chekoktivicaralila

Pl,  Patwardhan’s (1988) notes

o

NGMPP C6/12, Kesar Library acc. no. 76; an early witness to Tribhuvanapala’s
Chekoktivicaralila in the Kesar Library, Nepal
Tieken’s 1983 edition of Gathas 1—50
Weber’s 1883 edition of Tribhuvanapala’s Chekoktivicaralila
Weber’s 1881 edition of the Sattasai
Weber’s 1881 Kulanatha commentary

o]

W
o

]
o

~

Weber’s 1881 Pitambara commentary
Weber’s 1881 rR
Commentarial remarks from the margin of the same ms as W,

o

o

RM

g2

Weber’s 1881 Sadharanadeva commentary

%)

Symbols & Abbreviations

ac  ante correctionem, written as superscript

comj  conjecture

corr  corrected

erased  an error erased by the scribe

em emended

mg  scribal recording in the margin, written as subscript
pc  post correctionem, written as superscript

rest. Q_.  restored on the basis of the pratika in Q

rest. Q_, restored on the basis of the 7ilain Q

Y all sources (QP, W, T, KW, G,

" an error crossed out by the scribe by means of two small parallel lines
Xxx  uncertain reading

+ illegible aksara(s)

t1 lacuna

vi



CONTENTS

() insertion recommended
¢ deletion recommended
*  acharacter that appears in the Ms occasionally—maybe to mark time?

Supplementary Characters

3? / am prosodically short ar
EV im  prosodically short im
Qv' /¢ prosodically short e

At/ g prosodically short o

vii



Introduction

The Gabikosa (Treasury of Gathds), as it was known in the centuries following its
creation,' or the Sattasai (Seven Hundred Poems), as it came to be known later, is an
anthology of lyrical Maharastri Prakrit poetry of the first few centuries cE com-
monly attributed to the Satavahana king Hala.> The Gahakosa’s verses, solitary
stanzas (muktaka, anibaddha) composed in a single meter,’ deal prominently with
the topic of romantic love. By way of their themes, dramatis personae, poetic mo-
tifs, and indirect language, they have long been considered important precursors
to classical Sanskrit Kavya. Their influence may be seen in Kalidasa’s poetry (ca.
fifth century), the Amarusataka (ca. seventh century), and numerous Kavya works.#
In the world of medieval scholastic Sanskrit, the poetry also assumed a significant
position, sparking a profusion of responses from rhetoricians and philosophers
for centuries.’

Although the poetry of the GK has been relatively popular since its inception,
due in part to its terse style, difficult language, and pre-classical worldview, it
never received the same degree of scholastic consideration as, for instance, the
Sanskrit Epics, the Bhagavadgita, or Kalidasa’s Kavya. Hart’s study showing the

'On the question of the original name of the anthology, see below, p. 194, fn. 5.

*The Satavahanas’ reign is most often placed in the first few centuries ce. On the date of the
dynasty, see below p. 193. On the attribution of the Gahikosa to Hala, see below, pp. 194ff.

3The stanzas are written in the moraic or matri-based arya meter, which includes various
subtypes such as gits, upagiti, and aryagiti.

4Warder (1974) and Lienhard (1984) discuss, albeit briefly, the Gathas’ relationship to classical
Sanskrit Kavya. We might also consider the anthology’s influence, directly and via Sanskrit, on

later works of vernacular Kavya such as Bihari Lal’s Satsa:.

SBeginning with Anandavardhana (f. ca. ninth century), the citation of individual stanzas to
exemplify dhvani-based poetics became a regular practice.

viii



INTRODUCTION

Gathas’ connection to early Tamil Cankam Poetry and classical Sanskrit Kavya,
demonstrating how they served as something of a bridge between the two,® the
editions and studies of Weber, Upadhye, Patwardhan, and Tieken, and Mirashi’s,
Dundas’s, Selby’s, and Bhayani’s contributions have all shed a great deal of light
on the anthology. Yet, much speculation still surrounds the poetry, not only in
terms of its origins, date, and redactional history, but also with regard to its
voice, themes, concerns, and reception.?

When I was first researching this dissertation, I was asked about how the po-
etry of the Gahikosa differs from Sanskrit Kavya. In the study I try to address this
question by focusing on the following works of the medieval period: Vidyakara’s
Subbasitaratnakosa, the earliest extant Sanskrit subbasita collection, Sridharadasa’s
Saduktikarnamyta, a collection that follows the Subbasitaratnakosa by some one hun-
dred years, and the Maharastri Prakrit Vzjjalagga. Although itis apparent that there
is continuity between the poetry of the Gzhakosa and that of the later collections,
not only did I see differences in the ways in which certain shared topics were ap-
proached on the level of individual poems, but I also noticed differences in the
overall principles, perspectives, and priorities underlying the compilations. After
looking at the medieval anthologies in some detail, I focus on the poetry of the
Gahikosa. 1 consider elements of surprise, the inscription of gendered voice, and
attitudes towards naturalness and nature in the collection and I offer new reasons
for why it takes the form it does.

The study does not often go beyond Sanskrit and Prakrit to address the Tamil
Cankam anthologies because I wanted to focus on a limited number of texts,
though as publications such as those of Hart, Lienhard, Selby, and Vijayalak-
shmy have shown, there are close connections.® I also do not look in great detail
at the Amarusataka or Bhartrhari’s S/"r/zgdmfﬂmka, two shorter Kama-based collec-
tions of classical Sanskrit Kavya.? Other avenues for study would be to consider

SHart (1975, pp- 252—253) argues that the Sattasai and the Tamil Cankam poetry are refined
developments of a common popular tradition in the Deccan.

?See Chapter Ten.
8See also pp. 19, 25, 72, and 75 below.
9These anthologies are introduced on p. 53 fn. 18, p. 54 fn. 22, and pp. 69ff.
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THE STRUCTURE OF THE DISSERTATION

the Sattasai in relation to the Pali Canon, Jain poetry (particularly Jaina Maha-
rastri poetry), and other early Prakrit and Sanskrit literature that is connected to
the anthology in terms of original milieu and literary themes.

The Structure of the Dissertation

Chapter One, The Art of the Anthologizer: The Subbasitaratnakosa and the Saduktikarni-
mita, centers on the medieval Sanskrit Kavya anthologies of Vidyakara and Sri-
dharadasa. Previous studies of Vidyakara’s Subbdsitaratnakosa and Sridharadasa’s
Saduktikarpamyta have sought to explain artistic, aesthetic and social concerns of
the poets whose stanzas are included in these anthologies. In contrast to these
earlier publications, in this chapter I focus on the principles the anthologizers
employ in classifying and arranging their large collections of poems. The chapter
examines how Vidyakara and Stidharadasa group poems together and demon-
strates how they arrange them into short and long narrative sequences. I make
the argument that the arrangements of the anthologies have a hermeneutic and
interpretive value, but that they do not represent an epistemic break with the po-
etry itself. The poems were created in a Sanskritic world and in the anthologies
of Vidyakara and Sridharadasa they return, re-validated, to much the same San-
skritic world.

Chapter Two, Prakrit Poetry Through the Lens of Sanskrit: The Vajjalagga, turns to
Jayavallabha’s medieval anthology of Maharastri Prakrit poetry, a collection whose
organization is similar to that of the Subbisitaratnakoia and the Saduktikarnimrta.
The chapter shows how Jayavallabha employs many of the same categories of the
Sanskrit anthologies, and asks what it means to classify Prakrit poetry in terms of
these groupings. What are Jayavallabha’s goals and motivations¢ What is gained
in organizing Prakrit poetry along Sanskritic lines¢ Is anything lost or overlooked
when Prakrit poetry is arranged in this manner¢ Taken together, Chapters One
and Two pave the way for a clearer understanding of what the Gzhakosa represents.

Chapter Three considers how, apart from the occasional grouping of stanzas,

the arrangement of Gathas in the Sattasai’s early recensions stand in contrast to

°Cf. Lienhard, 1976. See p. 202 below.



THE STRUCTURE OF THE DISSERTATION

the discrete categories and narrative sequencing of the later Sanskrit and Prakrit
Kavya anthologies. While the unsystematic arrangement of verses in the Satta-
sai can present a challenge to their interpretation, the chapter argues that such a
(non-)arrangement gives us an important sense of how Maharastri Prakrit poetry

was meant to be read and enjoyed.

Chapter Four, Kama as a Sphere for Female Voice in Poetry, reevaluates how and
why Sattasai commentators understood the anthology to belong to the Sanskritic
spheres of kima and kamasistra. The chapter questions the degree to which the
emotive content and the ethos of the Gathas conforms to §astric conceptions of
kama.

Chapter Five, Bucolic Landscapes, explores the Gahikosa poetry’s attitudes to-
wards naturalness and the natural world, and how these at times differ from
the ideals set forth in kmasdastra and Sanskrit Kavya. The chapter considers the
poetry’s correlation of place with sentiment, demonstrating how this can differ
from later Kavya. In particular, it looks at how the GK focuses on the here and
now as against the Sanskrit focus on the always and everywhere, and how its fig-

urative language mirrors the local, natural world.

Chapter Six considers female voice in the Gahakosa in more detail. Whereas
Chapter Four suggested that commentators may even have invoked the presence
of female voice as a legitimizing factor in a k24 based work, Chapter Six demon-
strates how such voice plays a more central and a more extensive role in the an-
thology. In particular, the chapter shows how female voice is used in contexts
that move, as it were, beyond the sphere of k2ma and kamasastra.

Chapter Seven examines the appeal of the Sattasai poetry for its later Sanskrit
audiences. What did Sanskrit audiences make of the Gahikosa’s oftentimes au-
thoritative female speakers and characters? How did these speakers fit into the
Sanskritic worldview?

Among the Sattasai’s later readers, Tribhuvanapala (fl. ca. eleventh century ck)

is the earliest to formulate a sustained response of which considerable material
survives. The second part of the dissertation comprises an annotated edition and

xi



THE STRUCTURE OF THE DISSERTATION

translation of his Chekoktivicaralili commentary to the first twenty-eight Gathas
of the Gahakosa. The edition makes use of the Chekoktivicaralila recension’s old-
est extant manuscript, dated to Nepal Samvat 340/1 (1220/1 cE), located in the
Kesar Library, Nepal (NamPp C6/12, NAK acc. no. 76). Patwardhan’s 1980 edi-
tion of the Chekoktivicaralila relied on later materials that contain alterations and
omissions of the original text. The earlier manuscript offers improved and more
accurate readings and provides access to a fuller picture of Tribhuvanapala’s work
and the anthology as he knew it. As Tribhuvanapala lived right around the time of
Vidyakara, the compiler of the Subbasitaratnakosa, and as he quite possibly hailed
from eastern India,” it is intriguing to consider that he may have worked in the
same environment as the compiler of the Subbisitaratnakosa. The discussion of the
earlier chapters should provide a better idea of what the commentator’s project
entailed and some of the difficulties that he would have faced in bringing an en-
tire recension of the Gathakosa into a Sanskrit literary domain. The chapter does
not advocate an indiscriminate acceptance of Tribhuvanapala’s interpretations
and categories, but rather a considered reflection on them.

Part Three, Further Materials for the Study of the Gabikosa, returns to the Vajjalagga
and then to the Gahakosa’s early milieu. Chapter Nine addresses the Vzjjzlagga’s
redactional history, an introductory Gatha, and the collection’s relationship to
the Gahikosa. Chapter Ten explores the Gzhakosa’s historical context and the agents
involved in its production. It introduces the dynasty with which the anthology is
connected, what we know of the date of its compilation, and the legendary and
historical identities of its compiler and poets.

"See Chapter Eight, note 1, p. 170.

Xil
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Chapter1

The Art of the Anthologizer: The
Subbasitaratnakosa and the
Saduktikarnamrta

A significant feature of the arrangement of poems in the Sanskrit Subbasitaratna-
kosa (SRK, ca. 1055—1130"), the Sanskrit Saduktikarnamrta (SUK, 1205/6), and the
Maharastri Prakrit Vajjalagga (VaLa, ca. 750—1337%) is their organization into for-
mal and informal categories. For the purposes of the present dissertation a formal
category is a grouping that the anthologizer creates by the use of section titles.
As such it is always explicit. An informal category is a grouping of adjacent verses
or a grouping of formal sections not marked by section titles. An informal cat-
egory may be explicitly referred to by the anthologizer somewhere in the text,
or it may be implicit, that is to say, not mentioned. The present chapter looks
at the utilization of these categories in the Sanskrit anthologies and shows how
they replicate a larger, more far-reaching classical Sanskritic worldview.

'See Kosambi and Gokhale, 1957, pp. xxxi—xxxiv.
*See Patwardhan, 1969, pp. xviii—xxiii.

3For background information on the SRK see Kosambi and Gokhale, 1957; Thomas, 1912;
Ingalls, 1965. For the SUK see Banerji, 1965; Knutson, 2010.



THE ART OF THE ANTHOLOGIZER

The Subbasitaratnakosa

1. Taxonomies of Classical Kivya

Vidyakara’s SRK, the earliest of the extant Sanskrit subbisitasamgrahas,* formally
divides its poetry into sections called vr4jyas. The SRK includes fifty vrajyas, com-
prising a total of 1739 muktaka (independent) single-stanza poems.” The vrajyas
are of varying length. One of the shortest, titled The Lamp, consists of just four
muktaka stanzas. One of the longest, titled Panegyric, consists of eighty such
stanzas.® What was a vrajyi for Vidyakara and his immediate readers¢ Most likely,
Vidyakara’s understanding of a vr4jy4 is akin to that of the later Sanskrit rhetori-
cian Visvanatha: sajatiyanam ekatra samniveiab (Sahityadarpana 3.330), ‘a gathering
together in one place of [poems that have] the same essential characteristics.” Vi-
svanatha’s emphasis on sajatiya, the sharing of ‘essential characteristics’ or ‘mem-
bership in the same class,” correlates with the SRK’s use of vrajyas to group to-
gether poems not only in terms of subject matter, but also in terms of alazkira
(poetic ornament or figure of speech), voice, and so forth. Both Visvanatha’s
definition of vrajyz and the SRK’s usage evoke the idea of a genre, deriving, one
might say, genre from genus (ja#7), and it seems quite likely that Vidyakara and
his immediate audience thought of a vr4jy4 as a kind of literary genre—a category
characterized by similarities in style or subject matter, and possessed of a certain

4Following Sternbach (1974, p. 114), ‘the first genuine Sanskrit subbdsita-samgraha.’ Vidyakara
compiled the SRK in Bengal during the Pala period (see Ingalls, HOS 44, 1965). The SRK was
first edited by Thomas as the Kavindravacanasamuccaya (T) on the basis of an early but fragmentary
Nepalese 7s (comprising 525 stanzas), and later, on the basis of two newly discovered and more
complete Mss, by Gokhale and Kosambi (HOS 42, 1957). The newly discovered mss are a Tibetan
Ms (N) and a more modern paper ms from Nepal (K). Gokhale and Kosambi conjecture that N
represents an earlier edition of the SRK, and K and T a later edition made by the same compiler
(thid. pp. xxvi ff.). The editors also rely on the early thirteenth century Saduktikarnimrta (Rama-
vatira Sarma’s edition, Bibliotheca Indica 1912, 1921; Lahore edition 1933; Aufrecht’s transcripts
and collations of éintipura and Serampore Mss) and the ca. fifteenth c. Prasannasibitya of Nan-
dana (Ms no. 1051 of Umesa Misra’s personal collection). Ingalls’ translation (#id.) is based on
the edition of Gokhale and Kosambi. In addition to his translation and notes, Ingalls provides
some useful remarks on the style of poetry contained within the SRK in his introduction.

SEach poem consists of two lines, or four padas. Notably, most of the poems employ longer
meters.

GWajyi 26, Pradipa, and vrajyi 41, Citu.



THE ART OF THE ANTHOLOGIZER
shared objective form whose features would be recognizable to a wide audience.

The following two poems, both from the SRK’s Asati or Unchaste Woman vra-
v provide an example of how poems in a given vrajya possess a shared form. The
first is attributed in the SRK to the poetess Vidya:’

tesam gopavadhivilasasubydim radharabahsaksinam

ksemam bbadra kalindarijatanayatire lataveSmanim |
vicchinne smaratalpakalpanavidhicchedopayoge "dhuna

te jane jarathibhavanti vigalannilatvisah pallavih [| SRK 808 [/

O friend, farewell to the bowers

that grow upon the Jumna bank,

Companions to the sporting of cowherd girls
and witnesses of Radha’s secret.

Now that there is no use to cut their new fronds
to make them into beds for love,

I fear their greenness will have faded

and they grown old and hard.®

The next poem immediately follows the above in the ZOS edition:

sikatilatalah sandracchayds tatantavilambinah
SiSiramarutim lilavasab kvanajjalarankavab |

7 According to Abhinavagupta in his commentary to Dhvanyiloka 2.6, the speaker of the verse
is Krsna (see Ingalls, 1965, p. 523).
8Ingalls (ibid. p. 253) translates the first two padas:

‘Say, friend, if all is well still with the bowers

that grow upon the Jumna bank,

Companions to the dalliance of cowherd girls

and witnesses of Radha’s love...” However, this is a somewhat free translation. I take
ksemam as ‘farewell,” rather than as ‘say if all is well.” There is nothing in the Sanskrit

that translates as ‘say if.’

I follow Ingalls’ translation of the last two pidas.

2 ?'ﬁT’l'laTHTI] SRK, FAATATHT: Saduktikarnamrta, Banerji ed. (SUK); Prasannasihityaratnikara
of Nandana (Kosambi and Gokhale’s P); TraraTET: Saduktikarpamyta, Ramavatara Sarma ed.
(Kosambi and Gokhale’s S3).



THE ART OF THE ANTHOLOGIZER

avinayavatinirvicchedasmaravyayadiyinab
kathaya murale kenami te krta niculadrumih? [| SRK o [P

Say, O River Murala, who made your willow trees,
to overhang your bank with shade so deep

and grow on sand so smooth

to be gentle abodes of cooling breezes

where the water birds coo

to offer immodest women such a chance to taste

uninterrupted love?*

Both poems contain an allusion to the asat7, a description of setting, and the use
of dramatic voice. In terms of the setting we can see that it is the natural or the
outside world that is portrayed as the ideal location for amorous trysts. Hence,
in both poems female characters meet their beloveds on secluded, tree-covered
riverbanks. The first stanza refers to the ‘bowers that grow upon the Jumna bank’
(Kalindarijatanayatire latavesmanam) whose ‘new fronds’ (pallavah) were made into
‘beds for love,” (s7zaratalpa’), while in the second we have the Murala River with
its shade-creating ‘willow trees’ (niculadrumab), which are ‘charming abodes of
cooling winds’ (§ifiramarutam lilivisah), which resound with the ‘cooing of water
birds,” and whose roots are covered in ‘smooth sand’ (sikatilatalih). Such elements
contribute to the creation of a pleasant locale for a secret rendezvous.” We can
also see a similarity in voice between the poems. That is to say, both make use of
dramatic as opposed to narrative voice as is indicated by the vocatives ‘O friend’
(bhadra) in the first poem, and ‘O River Murala’ (Murale) in the second poem.*

Vidyakara’s inclusion of the following poem in the Asativrajya shows that a
vrajya is not based only on the artha (main topic) of a verse or on its primary rasa

9 Attributed to Vidya in the SUK (v. 531).
T follow Ingalls’ translation, except in pddas b and d.

“Though one might say that it is the setting that is the main character in both poems and that
it is not merely an u#ddipanavibbiva or ‘excitant’ as the Natyasistra would have it.

2 Although the first poem is in the idiom of Krsna bha#i, it nonetheless shares in the charac-
teristics of an Asati style poem.
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(sentiment), but on a wider range of characteristics:

yah kaumdrabarab sa eva ca varas tas candragarbha nisih
pronmilannavamalatisurabhayas te te ca vindhyanilih |

5a caivasmi tathapi dhairyasuratavyapiralilabbrtam
kim me rodhasi vetasivanabbuvam cetah samutkanthate ||’

My husband is the same who took my youth

And these the moondrenched nights we knew;

The very breeze is blowing from the Vindhya hills,

Heavy with the scent of newly blossomed jasmine.

I too am still the same;

And yet why does my heart yearn for the reedbeds by the stream
Which knew our happy, graceful,

Unending bouts of love.*

In their discussions of this verse alartkarikas dispute whether the character speak-
ing is indeed an asat7, as it is her own husband, or at least an earlier version of him,
she misses. Moreover, the stanza does not evoke §zgira (the erotic sentiment) as
an asati verse normally should.” Yet the dramatic mode of speech, indicated by
the speaker’s self-referential statement (s caivasmi ‘I am exactly the same,” and 47
me...cetah samutkanthate... ‘why does my heart yearn?’), and even more importantly
the settings described, the present setting of the moon-drenched night with its
jasmine scented mountain breeze, as well as the remembered thicket of reeds
on the riverbank, are evocative, even typical of asati-style stanzas. If we consider
that a vrajya is indeed based on a wider range of characteristics than only the artha

BSRK 815.
“] follow Ingalls’ translation to some extent.

YThus, even if we consider that the character though not unfaithful to her husband, may
nonetheless once have been an asa#7 in the sense that prior to marriage she met her husband in
secret without paternal consent, the sentiment of sadness or melancholy is still misplaced for an
asati verse. One might compare this stanza to Sattasai 112 (W 104), a verse about an asat7 which also
evokes karunarasa (the compassionate sentiment). The attribution of a poem to a female poet, in
this case éﬂibha;;ﬁriké (whose name is also given as éﬂabhag;iriki), is rare. One wonders whether
she draws on traditions to which the commentators had less access. On later Gaudiya Vaisnava
interpretations of this stanza see Okita, 2012—2013.
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(topic) or the rasa (sentiment), one can understand Vidyakara’s placement of the
poem within the Asativrajya. Even if the character’s status as an asat/ is contested
by other literary critics and even if the mood evoked is not f7igira, for the SRK,
the poem nonetheless shares enough in the features of the asat/-genre to warrant

the classification.

It is worth noting that quite a few poems of the SRK’s Ditivacana-, Asati-,
Manini, and Datikopalambhavrajyas are similar to poetry in the Sastasai in terms of
their use of female voice and their settings. Thus, for example, in the Asativrajya
we have 807, in which a female speaker says ‘O neighbor woman...though I am
alone I go to the river’ (be prativesini. ..ckikiny apiyiami srotas); 810, in which a female
speaker says: ‘O traveler quickly be upon your way...I am a girl alone’ (pantha
svairagatim vibaya jhatiti prasthanamdirabhyatam...balibam ekikini); and 818, in which
a female speaker says: ‘O mother, O lady of the house...I was scratched dragging
the accursed parrot out of the briar patch’ (matar, gebini...hataiukah badarinikurija-
kubare karsantya...)."®

2. Narrative Sequmcz'ﬂ g qf Consecutive V?‘zy’yd:

In addition to arranging individual poems into vrajyas or distinct ‘genres,’
Vidyakara has also put special care into the way in which these vrajyas are po-
sitioned within the anthology. Thus, a feature of the SRK is the arrangement
of consecutive vrajyas into informal narrative sequences. For example, after pre-
senting sections titled The God of Love, Youth, and the Young Woman,? the
SRK presents the following sections: The Blossoming of Love - Words of the
Female Messenger - Love in Union - Evidence of Consummation -» The
Woman Offended > The Woman in Separation » The Man in Separation.™
These vrajyas show a linear progression from what may be termed love-in-union

(sambbogasrigara), which reaches its pinnacle in the Evidence of Consummation

 Among the SRK’s vrajyas that deal with the topic of love and female characters those that
least resemble the Sattasai-style poetry are perhaps Adolescence (Vayahsandhi) and Description of
the Youth Heroine Yavativarpana.

SRK vrajyas 14—16: Madana, Vayahsandhi, Yavativarpana.

BSRK vrajyis 17—25: Anuraga, Ditivacana, Sambhoga, Samaptanidbuvanacibna, Manini, Virahini,
Virabi.
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(Saméptanidhuvanacibnavrajya), to love-in-separation or unhappy love (vipralambha-
$ragara), which comes to a head in the description of suffering in The Hero in
Separation (Virahivrajyi). It is almost as if one can follow a single set of charac-
ters through these different vrajyas. Thus, in the vrajyi titled The Blossoming of
Love" we hear the male character describing his beloved. It appears as though
he has just fallen in love, so fervent are his emotions. But at most he receives
only a glance from his beloved. In v. 465, the male character describes how just
two or three of his beloved’s ‘loving glances’ can ‘quench his fever’ (...saprema
prahitih smarajvaramuco dvitrah kataksacchatah) and in v. 487 his limbs are as though
‘washed in the nectar of a glance’ (amytasiktam ivangam...)*° In the next vrajya,
Words of the Female Messenger, we hear that the female character reciprocates
his feelings and languishes because of him. In v. 535 the female messenger says
to the male character: “The wasting of her limbs is hidden by her loveliness and
she preserves her life by constant thoughts of you..." (lavanyena pidbiyate “ngatan-
imd samdharyate jivitam tvaddhyinaih). The phrase samdbaryate jivitam tvaddhyanaih,
which more literally translates as ‘her life is preserved by meditating on you,’ sug-
gests an even religious devotion. In v. 545, in the same vr4jyz, we hear the female
character’s pining actions described using an even more explicit religious sym-
bolism: ‘Desirous of you she has striped her brow with sandal-paste for ashes
and is consecrated by the water of her tears...” (fvadarthini candanabbasmadigdha-
lalitalekbisrujalabbisikea. ..).> After being assured that the feelings of love are re-
quited, we come to the Love in Enjoyment vr4/y4. In this section we hear about
the physical consummation of love, close embraces, and so forth (samalingaty an-
gair inv. 565, etc.). In the next vrafya, Evidence of Consummation, we hear about
the tell-tale cosmetic and physical signs that indicate that love has recently been
consummated. Many of these stanzas describe nail marks made by the beloved
(kantanakbha® v. 6125 nakbaksata® v. 613) or the parrot who threatens to repeat in
public what was overheard in private. In v. 622 we hear the parrot say: ‘make
me an offering of food if you do not want me to squawk about what you did

Yingalls (1965, pp. 178fF.) translates Anuriga as The Blossoming of Love, which I follow here,
but the term would normally translate simply as ‘passion.’

2°This vrajya could even have been titled Drstih or The Glance, so prominent is this element in
these stanzas.

*Ingalls (¢bid. p. 193), writes that in 545, 550, and also 703 and 715 the heroine’s ‘service of Love
is likened to the religious service of a devotee.’
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in private’ (prayacchaharam me yadi tava rabovrttam akhilam mayi vicyam noccair...).**
Although it is often the feelings of the woman that we hear described in this
section, and she whom we see situated in a more public sphere, we also hear
about the couple. In v. 619 we see the pair trying to conceal a smile before their
elders (...gurunam puro | hisodbhedanirodbanamantharamilattaram kathamcit sthitam).
However, the mood changes quite dramatically in the next vr4jy2, The Woman
Offended. It would appear that in some intervening period, not described, the
male character has committed an offense against the female, and we hear of her
anger towards him. Often, this anger is tempered by an even stronger feeling of
love on the part of the female character. In v. 636, we hear her say: ‘I will not
speak to my cheating sweetheart again so long as my heart is not about to burst
inside from silence’ (tad api na maya sambhisyo ’sau punar dayitab sathab | sphutati hr-
dayam maunendntar na me yadi tatksanat).”> In the next two vrajyas the female and
male characters have become separated from one another entirely. In the Woman
in Separation, we hear of how the female character suffers in separation and we
also hear her chastised for being too ‘hard-hearted,” too prideful, or too much
of a manini. Her friend says to her in v. 702 ‘...even when your dearest fell be-
fore your feet you struck him with the lotus*# from your ear. So now the moon is
fiery and sandal-paste feels like sparks of flame, the nights each last a thousand
years and the lotus necklace weighs you down’ (...yat pade nipatann api priyatamakh
karnotpalenihatab | tenendur dahaniyate malayajilepab sphulingayate ratrib kalpasatiyate
bisalatabiro ‘pi bharayate [[). In the Man in Separation we hear the male character’s
lament. In v. 755, a stanza close to the beginning of the vr4jy, we hear the quite
pitiful statement: ‘With sudden force my heart splits open, but it is not cut in
two...” (dalati hrdayam gidhodvegam dvidhi na tu bhidyate...).” In v. 768, his condi-
tion, though still affected by longing, seems somewhat improved and less dire:
‘If the creator made me, why then did he make this doe-eyed woman? If he made
her and me, then why did he make the spring?..." (s752 vayam yadi tatab kim iyam
mygaksi, seyam vayam yadsi tatab kim ayam vasantah?/...). The idea being that he can-
not endure separation from his beloved, especially not in spring, and especially

22 Amarusataka (Rudramadevakumara’s text).
 Attributed to Amaruka (Amarukasya). Amaruiataka 146 in the Kavyamala edition.
*4Utpala: Nymphaea caerulea according to Mw.

»Bhavabhiiti, Malatimidhava 9.12, cited in Kosambi and Gokhale, 1957, p. 139; Uttararimacarita
3.31, with variants.
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not, as the poem continues, in spring in the presence of a mango tree.?® The
two vrajyas that follow, The Unchaste Woman and Anger at the Messenger,* are
not necessarily a part of this sequence, but perhaps just represent different gen-

res.28:29

Another example of such informal linear sequencing within the SRK may be
seen in the vrajyas in the final section of the anthology: Detachment » Old Age
- The Cremation Ground -» The Hero » Praise » Mountains - Peace.?®
These vrajyis show a progression that begins and ends with two different mental
states and that involves a movement upward through different physical locales,
implying, for instance, that peace lies away from the world and close to svarga, or
the heavenly realm.

The SRK also contains consecutive vrjyas that make a virtue of outright po-
larities. Thus, we have the Sad (Good People) vrajys immediately followed by its
negation, the Asad (Villains) vrajya.3* As Ingalls remarks (1965, p. 342), the po-
etry of both sections belongs to the domain of #i#/, the ‘clipped, sententious,
epigrammatic,” expressions of worldly wisdom. These two vr4jyzs may be distin-

guished from much of the rest of the poetry of the SRK by both their general

26The blossoming of the mango tree (here catadruma) in spring is particularly evocative of the
sentiment of love. Compare Sattasai 344 (W 143); 501 (W 543) with a twist; 571 (W 586).

*Viajyd 25, Asati, and vrajyi 26, Ditikopilambba, that depict unconventional or transgressive
love.

281 the poems of the SRK the asati is portrayed in generally benevolent terms. Even the im-
modest female messenger is not entirely abhorred. Her behavior often simply serves as a testa-
ment to handsomeness of the hero.

»In Mms N, after the Anger at the Messenger vrajya we have the four poems in vrajyz 26, The
Lamp Skt. Pradipa. Although at least three of its verses describe couples, the vrajyz could not be
said to represent in its entirety the reunion of the couple described above since at least one of
its poems portrays the asati. The five subsequent vrajyis on the five parts of the day might well
be said to pertain to the topic of love, though I would not place them into the above described
sequence.

3°SRK vrajyas 42—48: Nirveda, Virdhakya, 3mﬂfdﬂa, Vira, Prasasti, Parvata, Sants.

3'A proposed explanation as to how the vrajys titled, The Hero, Praise, and Mountains, fit
into this progression is given in the notes below.

3*Vrajyis 37 and 38. Despite the similarity, the Asadvrajya is not to be associated directly with
the Asativrajya.

10
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brevity in terms of meter and their directness of meaning.” The following pro-
vides an example:

chayam kurvanti canyasya tapam tisthanti vatape |

phalanti ca pardrthiya padapa iva sajjanih [[ 1229 [/

They provide shade to others
And endure the heat of the sun
And their fruit is for the sake of others
Thus are good people like trees.

In a few short pddas or metrical feet the author conveys a clear picture the ideal.
Despite the constraints of the genre, the good as well as the villains are described
in these sections using a variety of imagery and ideas. Thus, within the Sadvra-
a4 we hear, in v. 1215, that the steadfast do not deviate even a step from the
proper path (...zyayyat pathah pravicalanti padam na dhirah) 3* in v. 1219, that good
men are like sugar cane: if they choose to bend they bend, while if twisted (bent)
by another they break (pundreksukindasubrdo madhurambubbivab santab svayam yadi
namanti namanti kimam [ andolitis tu namanasprbaya parena bbajyanta eva fatadhi na
punar namanti [[), in v. 1223, we hear that unlike the earth which is bounded by
the sea, or the sun bounded by the sky, the unfolding of the wisdom of good
men goes beyond all limits («danvacchinna bhib sa ca nidhir apam yojanasatam | sada
panthab pasi gaganapariminam kalayati | iti prayo bhavab sphuradavidbimudramukulitib |
satim prajronmesah punar ayam asima vijayate [[),” and so forth. Ingalls points out
(1965, p. 350) that the good qualities and characteristics portrayed in the earlier
Sadvrajyi are often negated in the stanzas of the latter Asadvrajya. Thus, in the
former we hear that the good are given to speak well of others,3 whereas in the

3Much of the SRK possesses what Sternbach (#id. p. 2) calls ‘descriptive verses,” often char-
acterized by longer meters and which tend to depict a ‘single phase of emotion’ or ‘a single situa-
tion.” Sternbach (1974, p. 15) remarks that very few verses of the SRK are devoted to #iti or proper
conduct, but these two sections contain at least some such verses.

34 Attributed to Bhartrhari (Bhartrbareb); S/'ﬂmkﬂtmyﬂ, Nitifataka 10, with variants. Vidyakara
takes dhirah ‘the steadfast’ as a synonym for saz.

3 Attributed to RajaSekhara (Rajasekbarasya).

3For instance, 1233: ‘the good concede to the virtues of others while concealing their own,

11



THE ART OF THE ANTHOLOGIZER

Asadvrajyi we hear that the villain seems to find commendation of others impos-
sible.’” Whereas the good benefit others,’® a villain feels empty when not causing
pain (parasamtapanabetur yatrihani na prayati nispattim | antarmana asidhur ganayati na
tadayuso madhye [[ 1290 [[) and delights in those days spent afflicting others, con-
sidering them the best attainment in life (divasams tin abhinandati babu manute tesu
Jjanmano labham | ye yanti dustabuddheb paropatapabbiyogena [[ 1291 [[). In the Asadvrajya
we also hear about the ‘cleverness’ of the villain, who, according to Ingalls is not
‘a mere negation,” but who ‘is above all a trickster.” Thus we hear, in v. 1254, that
‘the minds of villains grow most clever when the deed to be done is black...”
(atimaline kartavye bhavati kbalinam ativa nipuni dbib), and in v. 1257, that even the
creator-god Brahma (dhatr) who brought us ‘ships to cross the sea,” ‘lamps for
the night,” and so forth has provided no means to overcome the plots of the
wicked: (...durjanacittavrttibarane dhatapi bhagnodyamab).*°-+ Yet, even though the
villain poses something of a threat in the SRK, in the Asadvrajya, particularly by
its juxtaposition with the Sadvrajya, it is his shallowness and folly that is brought
into resolution.** I would also just add to the Ingalls’ observations that the two
Vrajyas are part of the SRK’s larger organizational scheme.

keep silent about the vices of others, are gentle and honorable in speech,’ paragunatattvagrabanam
svagundvaranam, paravyasanmaunam | maduramasatham ca vikyam....

57For instance, 1302: ‘the tongue in a villain’s mouth seems...tied with strong ropes or pierced
by an iron pin; that never can he speak a word of other’s merit,’ baddhevatanurajjubhib paragunin
vaktum na Saktd sati | jibva lobasalakayi kbalamukhe viddbeva samlaksyate || Attributed to Sridharmadasa.
Ingalls’ translation.

381226, 1229, 1235, 1243, 1252, etc.

39Ingalls’ translation.

4° Paricatantra, Hitopadesa, see also 1261 and 1270 in the SRK on the theme of the cleverness of

villains.

#The Sad and Asadvrajyis are not the only vrajyas within the SUK to demonstrate this height-
ened polarity. Within the Diza (‘Poverty’) vrajya, which immediately follows these, we see a similar
juxtaposition, there the poor are set side by side with the wealthy miser.

42The SRK’s real concern, as it were, is not with the rather two dimensional villain, but with
time, death, and the vagaries of fate. Thus see the Detachment (Nirveda) and the Cremation
Ground (Smasina) vrajyas.

12



THE ART OF THE ANTHOLOGIZER
3. An Overarching Narrative Pattern to the Subbisitaratnakosa

Beyond the smaller consecutive segments and juxtapositions described above,
itis possible to discern in the arrangement of the SRK an informal yet overarching
narrative pattern that corresponds roughly to the stages in the life of a man. This
pattern is most readily apparent in the beginning and end of the anthology. The
vrajyas towards the beginning pertain to love, depicting its various phases and
concomitant elements. One might say that this section is particularly relevant to
youth, a period when a person typically becomes susceptible to ‘the arrows of
the god of love.’® The vrajyas towards the end of the anthology are relevant to
age and the final stages of life. Given their placement between ‘youth’ and ‘age,’
one would expect the middle vr4jyas of the SRK to map onto the middle stage of
life and to a considerable degree this can be demonstrated, albeit in a somewhat
piecemeal fashion.** The vrajyas titled Fame, Greatness, and Panegyric,® as well
as the ziti-style verses of the Good People and Bad People vrajyis, and vrajya 39,
The Poor,4¢ have much to do with a man’s role in public life, with the arena of
social standing and worldly responsibilities. The vrayas titled Allegory, Realis-
tic Description, and Substantiation,# each of which is named after a particular
alankira (poetic ornament or figure of speech), could be said to pertain to public
life not only insofar as their contents are often relevant to this particular sphere,
but also insofar as they provide examples of ways in which one ought to speak

I would suggest that Vidyakara intended vrzjyas 8—13, on the six seasons beginning with
vasanta or spring, to be included in the love section. The same might possibly be said for vrajyas
27—31, which are on the moon, darkness, and the different times of the day. It appears to have
been somewhat of a convention to group poems on the seasons and different parts of the day
with love poems. For instance, Stidharadasa’s SUK includes such poems in the chapter on erotic
love (§77gira). The understanding was perhaps that such stanzas, even if not always used to por-
tray love, are nonetheless used often enough in its depiction or evocation so as to justify being
grouped with other love poems.

#4These include vrajyas 32—a1: Yasas, Anyapadesa, Vita, fati, Mibitmya, Sad, Asad, Dina, Arthin-
taranydsa, and Catu.

BViajya 32: Yasas; vrajyi 36: Mibitmya, vrajyi 41: Citu.

46D;‘mumjyi. Ingalls translates the Dina as Poverty and Misers.

¥ Vrajyi 33, titled Anyapadesa, vrajya 35, Fati, and vrapya 4o, titled Arthantaranyisa. Anyapadesa
refers to the practice of speaking of the desired topic in terms of something else, while 7t/ refers
to ‘realistic’ descriptions, and Arthintaranydsa refers to the practice of corroborating the desired
topic by describing another subject or topic.

13
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and conduct oneself in a courtly or public setting.*® That leaves only vrajya 34,
The Breeze (Vatavrajyi), whose pertinence to worldly life or the middle stages
of life remains somewhat elusive.* The aforementioned final vr4jyas of the SRK
pertain to later stages and retirement from the world. Here we have vrzjyas titled
Detachment, Age, The Cremation Ground, The Hero,’® Praise,”” Mountains,”
and Peace.

The Peace vrajya, one of the last of the SRK, pays tribute to dharma (religious
or ethical merit) and acknowledges that while sensual pleasure has its time and
place, ultimately it must renounced by those who would seek equanimity.

The following stanza, located close to the beginning of the vr4jy4, presents a
view of life that is centered on dbarma:

plarayitvarthinam asam priyam krtva dvisam api |

param gatvd Srutaughasya dbanya vanam upisate [| 1596 [/

Having fulfilled the wishes of those who seek wealth,
Having shown kindness even to one’s enemies,
Having mastered the ocean of religious learning,

The fortunate reside in the forest.

48There is also the matter of the poet. One might say that these middle vrajyis are designed
to instruct the lyricist in how to work in the public world of the court. As Ingalls (1965, p. 291)
points out, ‘the ability to write a good panegyric was the surest means of acquiring wealth through
learning.” One might say that this middle section is relevant to the worldly success of the poet in
particular and to the middle stage of his life.

# As Ingalls points out (ibid. p. 320), the main sentiment evoked in the Vata stanzas is fragara
(the erotic). This and other seemingly unconnected parts of the SRK might be the result of addi-
tions made to the anthology over time that disrupted an original unity or focus. It is also possible
that in incorporating this vrajya Vidyakara follows some earlier tradition.

5°SRK vrajyi 45, The Hero (Skt. Vira), belongs to latter stages of life in so far as it is about
remembering the ancient heroes and their deeds.

S'SRK vrajyi 46, Praise (Skt. Prasasti), belongs to latter stages of life in so far as it is about
remembering and upholding the deeds of the poets’ own kings for posterity.

5*The Mountains vrajya, (Parvatavrajya) is in line in so far as mountains are considered abodes
of peace and represent a departure from the world.

14
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As Ingalls (1965, p. 418) remarks, the stanza suggests the three traditional stages
oflife: brahmacarin (student), grhastha (householder), and vanaprastha (forest-dwelling
renunciant). We are told how the fortunate (dhanyah) pass each stage: a brabmacarin
masters traditional (Vedic) learning (param gatva srutaughasya), a grhastha supports
others in society (pirayitvarthinim aiam), showing kindness even to his enemies
(privam krtvd dvisam api),”® while the vanaprastha retires to a peaceful life in the for-
est (vanam updsate). In presenting a traditional and dharmically centered view of
the life stages, one in which the primary outcome at each stage is dharma, the
stanza reiterates the sentiment of many of the final vr4jyas of the SRK and would
serve as a summation of much of the anthology.

After the above dharma-oriented verse, Vidyakara includes, towards the end

of the Peace vr4jya, the following stanza, a poem that focuses more on pleasure:

Sisutvam tarunyam tad anu ca dadhinib parinatim
gatah pamsukridam visayaparipatim upasamam |
lasanto “nke matub kuvalayadyiam punyasaritim
pibanti svacchandam stanam adharam ambhab sukrtinab [| SRK 1621 [P+

The fortunate have spent childhood, youth, and age
At play in the dirt, in a spate of sensual pleasures, and in peace;
Frolicking in the lap of a mother, of lotus-eyed women and

Holy Rivers, they freely drink of breast, of lower lip, of water.”

Like the earlier stanza, the above refers to the different stages of life and their
ideal outcomes, yet instead of the three traditional stages whose outcome is at
each stage dharma, the focus in this verse is on childhood, youth, and age and the
idea that the ideal outcomes for the fortunate or virtuous (sukrtins) should involve

enjoyment. The verse describes fortunate or virtuous people who lead happy and

%1n the context of the SRK this particular statement seems most relevant to a king who might

be considered as a type of grhastha.
s4Attributed to the poet Srthaniiman in the SUK, v. 2190 in the Dhanyavici.

%‘Fortunate’ translates sukrtinah. In addition to meaning ‘the fortunate ones’ sukrtinah also
carries the sense of ‘people who have done well’ or ‘the virtuous.’

2 famfedgaeme ] SRK, A aRarE=TemH SUK 2¢%0. 3 FEI] SRK,
&l SUK ¢ Ro.
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pleasurable lives, enjoying what is best in life. As in the previous verse, the ideal
life is not characterized by victory in battle, success at court, or wealth—even
though it may admittedly be upon each of these that such an existence depends.
What is best, the verse suggests, is the pleasure derived from a mother’s affection
and the love of lotus-eyed women. However, the stanza acknowledges that while
the good may enjoy sensory pleasures (visaya), such pleasures are ultimately only
temporary and fleeting and in the final stages of life it is not their enjoyment that

the virtuous experience, but tranquility of mind (upasama).s57

Whereas the previous verse focuses on the fortunate or virtuous (sukrtin), the
anthologizer now turns away from holy rivers (punyasarit) to confront the reader
with the river of Time or Death (klasrotas) and to introduce him or her to the
powerful (mahat), who may not have lead good lives:

vahati nikate kalasrotah samastabhayivabam
divasarajanikilacchedaib patadbhir andratam |

tha bi patatim nisty alambo na vapi nivartanam
tad api mabatim ko yam moho yad evam anakulah? [| 1622 [/

56Whether such people, who go through life immersed in pleasure and then retreat to a peace-
ful life in the forest, actually exist is unclear. To a certain degree the stanza resembles what is called
in Sanskrit alankirasistra an aprastutaprasamsi, an indirect expression in which the desired subject
matter is conveyed by advancing another subject matter (much like the figure of Anyipadesa or
Apadeia). Understood as such, when the speaker refers to the sukrtins, ‘the fortunate,” the idea is
that he, who is himself probably a poor courtier, does not belong to this exalted group of people
but instead suffers at court. However, Vidyakara’s placement of the verse in the Peace vrajya sug-
gests that he intended for it to be read as the perspective of a vanaprastha, a retired forest dweller,
looking back on the earlier stages of life—Vidyakara may even have intended it to be read as the
perspective of a samnydsin, or ascetic, who sees even the peace of the forest dweller as temporary
and fleeting. Sridharadasa includes this verse in his Dhanya or Fortunate vici, which suggests again
a slightly different interpretation.

57In terms of the purusarthas, or the aims of man, it is quite likely that the verse views, as it were,
artha (wealth and possession) and dharma (religious or ethical merit) as roots and 4ima (pleasure)
as a fruit. Hence, the stanza would agree with the view of the alankirika Bhojadeva that pleasure
or kama is the primary desire in life and the result of dharma and artha. Bhojadeva writes: “The
passions of dharma and artha are causes; in contrast, the passion of #2za has the character of a
fruit. That is why the main passion is kzma’ (S/"rilgdmpméﬁfﬂ III: 350, quoted in Malamoud 1982, p.

42).
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The river of Time’® flows close, bringing every fear,
With rapids that wash away its banks of day and night,
For those who fall within there is no support nor turning back,
What is this delusion of the mighty,
That in spite of this they are so undisturbed?

Read together with the previous stanzas, the verse is best taken as a renunciant’s
evaluation of the complacency or delusion (70ha) of the powerful (7abat) and
as an exhortation to them to be ever mindful that the world of the court and
the battlefield, greatness and wealth, should not be treated as ends in and of
themselves but only as a means to that in life which is actually of final value.”

4. Scholastic Foundations

Although Vidyakara makes no explicit claim about the overarching narrative of
the anthology, it seems that he founded it on both a conception of the purusarthas
and the prescriptions of the varnisramadbarma. As Halbfass (2000) observes, the
purusarthas, or the aims of man, consisting of kZma (love or enjoyment), artha (suc-
cess or possession), dharma (religious or ethical merit), and sometimes 70ksa (final
liberation), appear in compositions of the first millennium BCE® and thereafter,
have a pervasive presence in various branches of literature, from philosophical
texts to classical Kﬁtvya.61 Authors writing in the sphere of alankirasistra, identify

8 Kila may equally be translated as ‘death.’

9The next verse in the SRK, v. 1623, punningly suggests that it is the unrealistic clinging to
possessions, and the treatment of people as possessions, that is a root of the delusion: bbarya
me putro me dravyam sakalam ca bandhuvargo me | iti me me kurvantam pasum iva baddhva nayati kilab ||
* ‘(This is) my wife, my son, all my wealth, and my relatives’—as he thus calls out ‘my,” ‘my,’
Death leads him, having bound (him) like animal to be sacrificed’ (Skt. 7e me, ‘my, my,” mimics
the bleating of an animal).

¢°Halbfass (2000, p. 111) cites a number of early works dating to the first millennium BCE
in which ‘the doctrine [sic] already appears as well established and commonly known’—these
include Katyayana’s Varttika (as preserved in Patanjali’s Mahabbisya), the Gapapitha, the Hiranyakesi
Grhyasitra, Kautilya’s Arthasistra, the Manu and Visnu Dbarmasistras, and the Mababharata.

¢0n the appearance and elaboration of the doctrine in classical and later literature, Halbfass
(¢hid. p. 112) writes: ‘In general, we can say that the expansion of the purusartha doctrine was quite
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the purusarthas as the purpose of poetry, particularly of longer works of Kavya
such as mahakavya or prabandha. Dandin, in his definition of mabikivya, given in
the beginning of the Kivyidarsa, states that it should be based on the fruit of the
caturvarga. Similar types of statements are repeated in subsequent alankdratistra
Given the prevalence of the purusirthas, that they should provide a significant ba-
sis for the organization of the SRK is not surprising.

The different sections of the SRK would seem to belong to the frivarga man-
ifestation of the purusarthas—the first three aims of man exclusive of moksa.®
Hence, there is a correspondence between the beginning of the SRK and the
topic of dbarma,** between vrajyas 8—31 and the aim of kima,” between vrapyas

far-reaching. It has its place in the Ramayana, the Purinas and the Mabatmya literature, in poetry
and in popular consciousness, but also in theoretical literature, particularly in poetics, where we
find connections with the rasa theory and significant associations between f2gara and kima, and
in medical literature.’

82 itibasakathodbbiitam itarad vi sadifrayam | caturvargaphaliyattam caturudittaniyakam [| Kid 1.15;
see also Vamana’s Kavydlankirasitra, 2.2.24. A rather similar practice of prefacing content with
a defense of its relevance or conduciveness to some aim in life is also found in philosophical
texts. Halbfass (2000, p. 116) writes: ‘the underlying premise in this context is that theoretical
knowledge for its own sake cannot count as a legitimate purpose or goal.” One might similarly say
that in the context of Kavya and from the perspective of alankaraiastrins, the underlying premise is
that poetry or artistic endeavor for its own sake does not count as a legitimate purpose or goal. In
addition, one might say that for alazkarikas, poetry is the preeminent vehicle for the attainment
of the goals of life. At the very least, for some alankarikas, Kavya exists parallel to fastra, as an
equally effective yet more pleasing means to their attainment. See Hemacandra’s Kavyidnusasana,
and Mammata’s Kavyaprakisa.

% Moksa seems to be outside the purview of the anthology whose final sections correspond not
to moksa but to dharma.

%4The SRK’s opening vrajyas—its first seven vrajys, dedicated to the Buddha, the Bod-
hisattvas Loke$vara and Mafjughosa, éiva, Visnu, and the Sun Deity, respectively—might corre-
spond both to the aim of dharma and to the practice of prefacing Sanskrit works with a dedication
or dedications to the principle deity of the author or patron. On the SRK's homage to the Buddha
and Bodhisattvas and to the Orthodox Gods, see Ghokale and Kosambi (1957, pp. xxvii, xxxiv ff.)
and Ingalls (1965, pp. 30—31).

és Viajyis 8—31 comprise the six vrajyas dedicated to the seasons, the twelve vrajyas on the dif-
ferent phases of love mentioned above, one vr4jy titled The Lamp, and the five vrajyas on the five
parts of the day. In the later SUK, poems about seasons and times of day are formally included in
the section on romantic love (.S,"rizgdmpmvd/m) and it stands to reason that this is likewise intended
in the SRK. One could say that the descriptions of the seasons provide a prelude to the more
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32—35 and the aim of 4r7h4,% and between vrajyis 37—41: Good People, Villains,
Poverty, Substantiation, and Panegyric, and those that follow—beginning with
Detachment and ending with Peace—*% and the aim of dbarma.

At the same time that the anthology’s overarching narrative evokes the frivarga,
it also summons up the varpaframadharma, with its three prescribed stages of life:
brabmacirin (student), grhastha (householder), and vanaprastha (forest dweller). Al-
though one problem here is that a student or brabmacarin, though a youth or
young adult at the conclusion of his studenthood, is not supposed to be a -
marasika, a person inclined towards love and pleasure, nor is he supposed to be,
strictly speaking, a person in pursuit of wealth. According to Malamoud (1982,
pp- 51—52), for a brahman it is only at the grbastha stage that k2ma and artha be-
come relevant or even pf:rmit'ced.é8 If so, the arrangements of the SRK, so far
as the brahman is concerned, correspond solely to the life stages of the house-
holder, or grhastha, and the retired forest dweller, or vanaprastha. For the student
or brabmacarin, the anthologies pertain only insofar as they function as a guide of
what to expect (see Figure 1.1).597°

explicitly romantic verses, much as descriptions of the seasons do in zahikavya.

%6 Although, as suggested above, the relevance of vrajya 33, Vata (The Breeze), is not entirely
clear.

¢Which describe retreat from life in the world and a turning to a more simple life of the spirit.

¢8Malamoud writes that 474 and artha ‘are practically forbidden to a Brahman student’ and
to the retired forest dweller. As he writes, it is the householder ‘who must learn how to combine
and balance the three purusirthas of the trivarga, since only at this stage is it dharmic to devote
oneself to artha and kama.” On other correspondences between the life stages and purusarthas see
Syrkin, 1967.

A more complete foundation for the anthology’s organization probably lies somewhere be-
tween the prescriptions of the varnisramadbarma and the doctrine of the purusirthas. Halbfass
(2000: 113) raises the question of whether there are special relations between the purusirthas and
the particular stages of life (&ramas). The author cites the Nygyakusumirjali where ‘Udayana as-
sociates the variety of the aims of life with the variability of the conceptions of God.’

7°The anthology’s informal divisions into poems about love and public life are also reminis-
cent of the division of Old Tamil poetry into two main categories, akam or interior and puram or
exterior. Hart (1975, p. 7) writes akam ‘concerns all the phases of love between man and woman;
that is, their subject is life viewed from inside the family,” while p#ram ‘contains many different
kinds of poems—poems of war, of kings’ praise, of suppliants’ requests, of mourning, ethics—
all of which deal with men’s interactions in society, outside the family.’ Yet, what is the difference
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Preeminent Aim Life Stage

moksa —  sammyisin (ascetic)
dbarma —  wanaprastha (retired forest-dweller)
dbarma, artha, kama —  grbastha (householder)
dbarma —  brabmacarin (student)

Table 1.1: The Aims of Man and the Life Stages

The Saduktikarnamrta

We do not know whether the SRK had similar predecessors, but it served as
a model for later anthologies, including Sridharadasa’s Saduktikarnamrta (SUK)."*
The SUK is an early thirteenth century Subbisitasamgraba™ that incorporates much
of the same poetry and follows a classification system similar to Vidyakara’s an-
thology. In comparison with the SRK, the work presents an even more tightly
constructed formal arrangement of poems: its stanzas are divided into five pravahis
or ‘streams,’” each of which is further separated into a varying number of vic/s or
‘waves’ of approximately five verses each.” Despite the novelty of its formal di-

between akam and puram on the one hand and #4ma, artha, and dharma on the other? Although the
Old Tamil poems, based as they are on different linguistic and aesthetic sensibilities, are not re-
ally similar to the Sanskrit ones, the categories of akam and puram do seem somewhat comparable
to the trivarga if not the caturvarga. Though whether the former pair follow a similar hierarchy is
not entirely clear.

7'Gokhale and Kosambi (1957, pp. xxi f.) point out that Sridharadasa was familiar with
Vidyakara’s later edition of the SRK (represented in mss K and T) rather than the shorter and
earlier edition (represented in mMs N). According to the authors (#7d. p. xxii), the SUK and the
SRK share 623 stanzas in common—over a third of the SRK and a quarter of the SUK. Based on
Banerji’s edition, which had not been published at the time of their writing, the overall percent-
age may be larger. Gokhale and Kosambi suggest that the SRK influenced the fagajjivanavrajya, a
collection known only in citations.

72Sridharadasa, like his predecessor Vidyakara, hailed from what is now known as Bengal.

3Sternbach (1974, p. 16) identifies ‘476 pravaha-s,” which is a mistake for 476 vicis. The an-
thology includes 476 vicis that contain all in all a total of 2370 verses. As Sternbach notes this is
a slightly smaller number of verses than would be present if every one of the 476 vicis contained
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visions, the SUK, compiled in Bengal some 75—150 years after the SRK,7+ is very
much in the same tradition as the SRK.”

Within the SUK we find poems from the SRK channeled into more nuanced
categories. For example, SUK 541 and 545 belong not only to the Unchaste Woman
genre, as they do in Vidyakara’s classification scheme, but they also belong, in
Sridharadasa’s reworking, to the more nuanced Discrete Unchaste Woman sub-
genre. Similarly, whereas in the SRK 548 and 550 are also simply part of the Un-
chaste Woman vrajya, in the SUK they belong to the anthology’s Clever Unchaste
Woman subgenre, and so forth (see Figure 1.2 below). Thus, if the vrajyas of the
SRK represent genres of nuktaka poetry, the SUK’s vicis could be said to represent
its subgenres.

a full five verses. It is likely, as he proposes, that some verses were lost from the anthology. See
also Gokhale and Kosambi, 1957, pp. xxi ff.

74This is the same place in which Vidyakara had been previously active. Stidharadasa likely
worked in the court of King Laksmana-Sena of Bengal.

#Knutson (2010) offers an interpretation of several of the SUK’s stanzas in light of Turkish
invasions and conquests. I would just add that within the SUK these stanzas are worked into a
preexisting framework.
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Figure 1.2. Viajyas of the SRK and Vieis of the SUK
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Genre SUK
Asativrajya \/9 531
Asativrajya \ 533
Asativrajya \ \\+ 541
Asativrajyi —~ 545
Asativrajyia f» 548
Asativrajya \s 550
Asativrajya \/9 776
Asativrajyi \ 783

Asativrajya ~ \\» 785

4

Asativrajyi 899

Subgenre
Asativici
Asativici

Guptasativici
Guptasativici
Vidagdbisativici
Vidagdbisativici
Abbisararambbavici
Abbisarikavici
Abbisarikavici

Similar refinements and reworkings are seen throughout the SUK. For exam-

ple, stanzas from the SRK’s Yavativarnana (Descriptions of the Youthful Heroine)

vrajyd make up the whole of the SUK’s Strimatravici. Thus, Sridharadasa intro-

duces a new category for these particular stanzas, the main topic of which is, in

his conception, not descriptions of youthful female characters, but views on fe-

male nature in general (see Figure 1.3).
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Figure 1.3. SRK Yavativarpana Genre and SUK Strimatram Subgenre

SRK  Yuvativarnanavrajyi SUK  Strimatravici

384

395 581
\ 582
403 o83
/ o84
435 985
441

Sridharadasa’s more nuanced categories shed light on how he read and inter-
preted the poetry. In some cases he follows Vidyakara quite closely. For example,
he follows the latter in placing the much discussed and controversial poem begin-
ning yah kaumarabarah, attributed to the poetess éﬂibha;giriki, in his Asativici just
as Vidyakara had placed it in his Asativrajya.”” Readers curious about the meaning
of the verse might have wished that he had placed it into a more illuminating
category, though perhaps he could not do so because no such category existed.

Sequencing of Consecutive Vicis Within the Saduktikarpamyta

Consecutive vicis within the SUK are often sequenced in a manner similar
to that of the vrajyas of the SRK. For instance, the first 15 vicis of the SUK’s
.S/"rﬁgzimpmudbﬂ consist of the following: Adolescence » Post-adolescence - The
Youthful Heroine » The Wondrous Nayikas » The Innocent Nayika » The
Confident Nayika » The Bold Nayika -~ The Newly Married Nayika - The
Confident Newly Married Nayika » The Pregnant Nayika - The Good Wife
~ The Unchaste Nayika -» Instructing the Unchaste Nayika » The Secretly

7SRK 815=SUK 513.
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Unchaste Nayika and The Clever Unchaste Nayika.”® One might compare these
to vrajyas 15—25 of the SRK, described above.?”” Similarly, many of the vicis of the
fifth and final stream, The Undulating or Uccavaca, pertain to the final stages of
life in a manner that resembles the final vr4jyas of the SRK: Old Age » The Ex-
perienced » Regret » Detachment - Investigation > Obstacles to Peace
— Partial Peace > The Compassionate - Praise of Peace » The Peace of
Those Who Have Attained Their Goal - Peace, and continuing through vic/ 73:
The Cremation Ground.®

An Ouemrc/;z'ng Narrative

The similarity of the SUK’s overall narrative to that of the SRK is evident, to
an extent, in its basic division into five pravihas. Thus, like the first vrajyis of the
SRK, the first pravaha of the SUK, Devapraviha (The Current of the Gods), com-
prises religious dedications. The second praviha, S’_rﬁgzim (Erotic Love), comprises
stanzas about love or pleasure. The third and fourth pravabas, Catu and Apadesa,
dealing with circumlocution and panegyric respectively, are similar in title and
content to the Catu- and Anyapadefavrajyis from the middle section of the SRK.
The vicis or Waves within the fifth praviba, Uccavaca or Undulating, a name that
applies to a particular movement of water, show considerable resemblance to the
middle and final vrajyas of the SRK. The descriptions of these pravahas suggest,
that like the SRK, much of the SUK follows a comprehensive narrative that can be
said to correspond to the various stages in a man’s life, beginning with the topic
of love or enjoyment (youth=$rﬁgdrﬂpravdbﬂ), continuing on to a man’s obliga-
tions in the public sphere (middle age=Catu-, Apadesapravihas), and ending with

" Vayabsandhi, Kimciduparudhayauvani, Yuvati, Nayikidbbita, Mugdha, Madhyi, Pragalbha,
Navodha, Visrabdhanavodhi, Garbhini, Kulastri, Asati, Kulatopadeia, Guptisati, Vidagdbisati. Srid-
haradasa follows a framework of Nayikibheda. In Rudrabhatta’s nayikibbeda mugdha, madhy, and
pragalbhi are the three types of the sviya nayiki, and navodha and visrabdhanavodba are two subtypes
of the mugdha nayikz, though Sridharadasa may be following another alaitkarika.

72One difference between the sequences in the two anthologies is that in the SUK the pro-
gression is from love-in-union directly to unconventional love—love-in-separation is not in-
troduced in the SUK until later.

8oicis 5.51—5.73: Jard, Viddhab, Anuiayab, Nirvedab, Vicarab, Vicikitsitam, S'ﬂm'ﬂvlg/?ﬂﬂ_/?, Ardbasa-
mab, Karunikab, .S/'ﬁntyifm_md, Kitarthasintah, Sintab, Niskramab, Nisprhab, Vanagamanotsukah, Tapo-
vanam, Tapasvi, Babuvisayasantib, Athadhyatmavit, Bbavitavyati, Daivam, Kalab, Smasinam.
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the last stages of life (=Uscavacapraviha).

Anthologies that differ from those of the SRK and the SUK

There are Sanskrit anthologies of a similar period that differ from the SRK
and the SUK in terms of their content, emphases, and systems of arrangement.
For example, the fourteenth century (1363 cE) Paddhati of éérflgadhara contains,
in addition to poetry, numerous verses on plants, animals, gardening, recipes,
omens, and so forth. The aspirations of these stanzas are, as it were, more prac-
tical than literary. Most of these are verses that, as Brough (1968, p. 15) writes, ‘no
Indian critic would have considered to be poetry,” but they were perhaps consid-
ered useful for the pragmatic information they provided. The SRK and the SUK
can again be distinguished from collections whose goals are explicitly morally di-
dactic rather than literary.® We find in Govardhana’s j;ydmpmfm‘i an example of
an alphabetically arranged Kavya anthology that again differs from the SRK and
the SUK.*> Collections that are explicitly organized in terms of the purusirthas
such as the Saktiratnahira, the Subbasitasudhinidbhi and the Maharastri Prakrit V-

J/alagga, the last of which is subject of the next chapter, are closer in approach to
the SRK and the SUK.%

8Tncluded among these latter works are collections containing almost exclusively lokoktis or
proverbs, also called Lokavikyas or Pricinavikyas, examples of which are the Brbaspatisitras, the
Canakyasiitras, the Laukikanyayanjali, and so forth. Also included in the category of morally didac-
tic anthologies is a work like Ksemendra’s Cirucaryisataka, an anthologly comprised of maxims
substantiated by examples from the epics and purapas.

8The seven centuries of poems in Govardhana’s /{ryisﬂpmfﬂﬂ are arranged according to the
first syllable of each poem. The /frydmpmfﬂﬁ is of a considerably different nature from the above
Sanskrit anthologies not only in terms of its arrangement, but also in that it was authored by a
single individual and modeled on the Maharastri Prakrit poetry of the Sattasai. The topic dealt
with is mainly that of £4a.

81f we look outside Sanskrit and Prakrit anthologies, the list of collections arranged in terms
of the purusarthas includes the Tamil collections, the Nalatiyar and the Tirrukural.
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Consequences of Systematization

The arrangement of poems in the SRK and the SUK is doubtlessly motivated not
only by the desire—seen so often in the Sanskritic scholastic world—to bring
order to complex material, but also by the wish to systematize it in a manner
that would be ideologically meaningful within the anthologizers’ own cultural
milieus. Rather than alphabetize the poetry—an approach that, as mentioned
above, is found in the A_Uimpmfﬂﬁ, or arrange the stanzas according to metrical
considerations,®* the anthologizers use a system that serves more far—reaching
hermeneutic and scholastic purposes. By placing the poetry into vrajyis or vicis
and arranging these into a larger narrative, the anthologizers embed the poetry
in systems of meaning that extend beyond the given collection to the realm of

scholastic and philosophical treatises and to other Kavya works.%

Given their content and the way it is arranged, the SRK and the SUK might
be viewed as exemplary didactic texts. Not only are these anthologies reposi-
tories of subhisitas—poems that serve as instruments of acculturation in and of
themselves—but their arrangement into the scholastic units of vrapyas or vicis
and their organization along the lines of the #ivarga also serves to interpret and
reify meaning in the poetry and to link it to the concerns of a larger scholastic
world. The anthologies’ use of the purusirtha scheme, in particular, brings a mag-
nitude to the single-stanza poem that it did not possess before or that was not
self-evident. A poem is no longer simply about the beloved or about a journey to
a mountain peak, but it also becomes, through the lens of the purusartha, about
how one should live one’s life and prepare for death. In this regard, one might
disagree with Banerji’s statement (1965, p. ii) that anthologies like the SUK deal
merely ‘with the commonplaces of human life and the world’ and that in them
there is ‘no attempt to solve any problem of human life or to deal with the phi-
losophy of mundane existence.” The SUK and the SRK do tackle such problems

84Arrangement of verses according to length or number of padas is a much earlier classification
scheme that is found in the Thera- and Therigathas of the Pali Canon. This system, however, would
not be applicable to the Sanskrit anthologies, whose stanzas do not extend beyond four padas.

8 Kiamasistra and alankiratistra texts offer abundant descriptions of and classificatory schemes
involving Anruriga (Passion), Diti (The Messenger), Virahini (The Woman in Separation) Virahi
(The Man in Separation), and so on. It would be unthinkable that the genres and subgenres
Vidyakara and Stidharadisa use would be uninformed by these texts.
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insofar as they attempt to guide readers towards a view of the world and of how
one should live in it and insofar as they provide a cohesive ethical framework
within which all the human experiences expressed in the poetry are validated.

On a smaller scale, the arrangement of poems in the SRK and in the SUK also
serves as a useful hermeneutic tool. Especially for a novice reader, the topical
sections, vrajyas or vitis, make it easier to grasp meaning in a given poem, since
the reader will have an idea beforehand of what the poem ought to be about sim-
ply by referring to the heading of the section in which it appears. Moreover, the
other poems within a topical section create an interpretive microenvironment
by which the meaning of a given poem may be more narrowly circumscribed.
Hence, the topic-wise arrangement of poems serves as a hermeneutic tool on a
small scale, one that can be particularly useful in the case of the 7uktaka or single
stanza poetry that these anthologies present, whose brief nature might otherwise

open them up to considerable interpretive freedom.?%

The SRK and the SUK’s hermeneutic frameworks also allow quick reference to
verses on specific and familiar topics. The anthologies thus function somewhat
like encyclopedias or thesauri of poetry. If one wants to find verses on ‘love-in-
separation’ or ‘flattery’ one may simply turn to the appropriate section of the
anthology and choose from a range of verses on these subjects.’ It might be
noted that in this sense, the anthologies bear little resemblance to literary works
that were intended to be read from start to finish.® As demonstrated below, this
is very different from the Sattasai where one cannot simply look up a verse and
where reading long sections of Gathas from beginning to end is a different ex-

perience.89

8Some of the specific interpretive challenges posed by such brevity in Sattasai Gathas that
Selby (1996, pp. 83fF.) explains also apply to Sanskrit zuktaka poetry.

8Some anthologies were copied with tables of contents or gathadvara lists, which would have
facilitated the effort to look up verses.
8From this perspective, the narrative patterns of the anthologies are primarily placeholders,

a way of indicating where verses on specific topics will be found.

89This raises the question of whether this topic-wise method of anthologizing, which appears
to be somewhat labor intensive, is actually less difficult than the topic-free method of antholo-
gizing seen in the Sastasai in which it seems that effort must be made to obscure connections.
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Although these topical sections can be very useful in facilitating quick access
to the subject matter of the poems, a careful reader would want to remain at-
tentive to the sections used to categorize the poetry. For one, the sectioning of
individual poems into groups reflects the subjective view and learning of the an-
thologizer who must decide on what groups and topical sections to use, how to
arrange them, and the main subject of each verse or its essential characteristics. A
reader who relies on these sections as hermeneutic tools must reckon with the fact
that he or she has received the anthologizer’s interpretation of a poem, which may
not necessarily agree with other competing interpretations.?® It is possible that
a poem found in a particular section of Vidyakara’s anthology might be found
in a different section of some other anthology. Even Sridharadésa, who for the
most part follows Vidyakara quite closely, sometimes places a given poem from
the SRK in a different part of his own anthology.**

For any reader, there is also the question of the degree to which topical sections
like vrajyas and vieis embody what is most important about the poetry. Vigjyas
might guide a reader to a poem’s ‘characteristics’ or ja#/ following Visvanatha—
which in practice seems to amount to the subject of the verse, what it is ostensibly
‘about’—but 4t/ was never considered, at least by Alankirikas, to be the essence
of Sanskrit poetry, a subject of debate for centuries.

While it must be admitted that the process of anthologizing constitutes in it-
self a significant interpretive intervention in the transmission of the poetry, it is
difficult to find fault with the SRK’s or the SUK’s organization. I would argue
that this is primarily because the vr4jyas of the SRK and the pravahas and vicis of
the SUK, as well as the anthologies’ larger narrative patterns, do not represent
any great epistemic break with the poetry. For all their artificiality, one does not
get the sense that the classification schemes are radically misrepresentative. In
the case of the SRK, one might be inclined to agree with the alazkarika Visvanatha
who remarks that it is ‘very pleasing’ when an anthology or kosz is ‘arranged in

9°A modern reader might wonder about the degree to which the anthologizer’s interpretation
agrees with its historical reception or the original meaning intended for it by the poet.

9'For example, Sridharadasa places the verse beginning fisutvam tarunyam tad anu ca dadhanib
parinatim, in the Peace vrajya of the SRK, in a rather different section titled The Fortunate, Dbanya.
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a series of vrajyas.’®* Even while some might view aspects of the SRK’s extensive
categories as overly analytic—for instance its ten vicis on different parts of a fe-
male character’s body, beginning with the eyes and ending at the waist, might
seem overly methodical” —it is difficult to argue that Sridharadasa is completely
misinterpreting the poetry.

It is true that anthologizers like Vidyakara and Stidharadasa take their po-
ems out of their original sources or original contexts, often copying them from
longer literary works where they were no doubt imbued with a differently nu-
anced meaning or range of meanings. Yet, the anthologies themselves and the
categories they employ are based on many of the same principles, goals, and as-
pirations as were those earlier works. This is not to say that differences related to
time, place, and individual authorship have no bearing on classical Sanskrit, but
they have relatively little bearing insofar as a goal of classical Sanskrit authors was
the extension and modulation of earlier attitudes, styles, and themes rather than
a break with them.** Thus, the poems were created in a Sanskritic world and in
the anthologies of Vidyakara and Stidharadasa they return to a Sanskritic world.”

2kosab Slokasamithas tu syiad anyonyinapeksakab [| vrajyakramena racitab sa evitimanoramab |
(Sahityadarpana V1.329—330).
%See Brough (1968, p. 18) on a similar sequence in the Subbasitavali.

94See Pollock, The Language of the Gods in the World of Men.

% Though, the argument can be made that there is an increased focus on the hierarchy of
the purusarthas. In addition to the medieval anthologies introduced here, this may be also be
seen, for instance, in the Purusarthopadeia (ed. by K.V. Sarma, 1969), a selection and reordering of
the poems of the S'ﬂmkﬂtmyﬂ attributed to Bhartrhari in which poems from the .S/'.r/zgdm.r’m‘aka are
interpreted as a means to world negation. The majority of the verses of the Purusarthopadeia are
taken from the Vairagyasataka, or One Hundred Verses on Renunciation, while the only verses taken from
the .S/"rizgzimfﬂméﬂ are those which may renounce romantic love definitively. The Purusarthopadeia
stands in contrast to the éﬂfﬂkﬂﬂ'ﬂyﬂ insofar as much of the earlier appeal of the .S/'ﬂmkm‘raya and its
Srﬁgdrafafaka in particular is thought to be in the tension between the draw of worldly life on the
one hand and that of renunciation on the other, a tension that the fataas introduce but never fully
resolve. The Purusarthopadeia appears to resolutely answer the question of the priority of romantic
love or renunciation in favor of the latter. A concise section by section account of the motivations
of the Purusirthopadesa can be found in Sarma’s introduction (#éd. pp. xiii—xv).
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Beyond the Purely Sanskritic Sphere

Maharastri Prakrit poetry stands at the borderline of the purely Sanskritic po-
etic sphere. Here the question of misrepresentation becomes more crucial. While
the classical Sanskrit enterprise can claim a universal spirit, the ease with which
its scholiasts were able to classify that which I will argue lies—at least partly—in
a separate domain is often questionable. In the case of Maharastri Prakrit poetry,
rhetoricians like Anandavardhana, Abhinavagupta and Bhojadeva display laud-
able skill and dexterity in its interpretation—they even make plausible the argu-
ment that such poetry, rather than existing at the periphery of classical Sanskrit
Kavya, actually lies at its heart. Thus, when Anandavardhana attempts to iden-
tify the soul of poetry as suggestion (dhvani), it is Maharastri Prakrit lyric that he
cites as a prime example, a choice that Abhinavagupta defends.?® But while the
study and interpretation of Maharastri Prakrit poetry across sociolinguistic lines
proved fruitful for these Sanskrit scholiasts and was illuminating in terms of the
classical understanding of both Maharastri Prakrit and Sanskrit lyrics, efforts to
classify Maharastri Prakrit in the medieval period introduce a new set of com-

plexities.

9¢ Dhvanyalokalocana: 1.4bcdef etc.
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Chapter 2

Prakrit Poetry Through the Lens of
Sanskrit: The Vajjalagga

The szj&i/ﬂggﬂ

The Vajjalagga’ (hereafter VaLa; the collection’s date range from ¢a. 7501337,
see above p. 2, fn.2) is an anthology of Maharastri Prakrit Gathas* compiled by

"The third stanza refers to the anthology as the fayavallaha (Skt. Fayavallabba). The stanza
states: ‘a vajjalagga called the fayavallaha was compiled according to a system after gathering to-
gether excellent groups of Gathas from various poets;’ vivibakaviraiyanam gihanam varakulini ghet-
tina | raiyam vajjalaggam vibind jayavallabam nama || 3 [[; Skt. vividbakaviracitinam githinam varakulani
grhitva | racitam vajjalaggam vidhina jayavallabbam nima || However, according to Patwardhan (1969,
pp. ix f.), the title Vzjjalagga, or a variant thereof, is given in most mss. This is now the name under
which the collection is most often referred. Notably, the verse explicitly states that Jayavallabha
followed a system (vidhini, ‘according to an appropriate method’) in compiling the anthology.
In his commentary Ratnadeva writes vidhina fstraproktaprakarena; ‘vidbind means ‘in the manner
prescribed by $astra.’

*The poetry is recorded in Jaina-Maharastr1, though it was not all composed in this dialect
as the presence of Gathas it borrows from the Sattasai attests.
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Jayavallabha, a Jain author? learned in both Sanskrit and Prakrit.4

1. The Tivagga as a Principle of Arrangement in the Vajjilagga
The first Gatha of the Vulgate recension states that the anthology’s poetry is
connected to the tivagga, or the three-fold aims of man: dbamma, attha, and kima:
savvannuvayanapamkaya- nivdsinim panamiina suyadevim

dbammaitivaggajuyam suyanana subdsiyam voccham [[ VaLa 1 [[°

Having bowed to the Goddess of Learning
Residing in the lotus mouth of the Omniscient One

3In the late medieval period older non-Jain works were on occasion misattributed to Jain
authors, but it appears unlikely that this occurred in the case of the VaLa. Jayavallabha’s Jain
religious affiliation is indicated from the outset in the dedication—in the opening stanza of
the vulgate recension—to the Omniscient One, or, Jina (see stanza below). The compiler’s Jain
identity is also indicated by the relegation, in both the VzL4’s earlier recension and in its Vulgate
recension, of Gathas on theistic gods to the section of the anthology that deals with roman-
tic love. In the Vulgate recension these are the verses of the Harivajja (Harivrajyd)—vajja 20 in
the earlier recension of the VaLa—and the verses of the Kanhavajji (Krsnavrajya) and Ruddavajja
(Rudravrajyi)—vajjias 62 and 63 in the Vulgate recension. Were the anthologizer a theistic devotee
one would expect at least some of these verses to be placed at the beginning of the anthology.
Ratnadeva, the commentator, also recognizes Jayavallabha as a figure of considerable standing
among Svetambara Jains (see note below). After its initial compilation the 7zLz was transmitted,
via multiple recensions and manuscript copies, in Jain circles. Laber, the VaLa’s earliest modern
editor, after describing the fame of the Sattasai, writes: ‘Of the szjilﬂggﬂ on the contrary there is
no mention anywhere. Composed by a Svetambara Jaina, it appears to have remained confined
to this narrow circle’ (Laber 1913, p. 4, cited in Patwardhan, 1969, p. xxix).

4In his commentary to v. 1 Ratnadeva writes that the crown jewel of the Svetémbaras, the poet
named Jayavallabha, even though himself a master of Sanskrit, created this collection of Prakrit
verses out of regard for amorous people who do not know Sanskrit; tatra iastrasyidau svetambarasiro-
manir jayavallabho nama kavib samskrte nispratibbam tathi ca Srigarinam janam avalokya, atmani samskr-
taparam gato ‘pi prikrtagithisamgrabam imam cakira. Ratnadeva’s use of the concessive particle api
implies that the commentator considered Sanskrit to have a higher status. The idea that anthol-
ogizer was indeed proficient in Sanskrit gains support both from the contents of the anthology
and the way in which it is organized.

SSkt: sarvajiavadanapankajanivasinim pranamya Srutadevim| dharmaditrivargayutam sujaninim subbi
~sitam vaksyami [[ VaLa 1 [/ Sternbach, 1974, p. 13, cites this as 4 of Laber’s edition of the Vulgate
recension of the Vala.
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I shall relate the saying(s) of moral people
Tied to the three-fold aims of man, beginning with dbamma.

By referring to the Trivarga, the anthology places itself in much the same ideo-
logical world as the SRK and the SUK.

Similar to the SRK, a secondary and more formal principle of organization
of the Gathas is their grouping into vajjas.® VaLa 4 describes a vajja in terms of
‘unitariness of topic’ or ekattha (Skt. ekarthah):

ckkatthe patthave Jattha padhijjamti paiiragihio
tam kbalu vajjilageam vajja tti ya paddbai bbaniya [ VaLa 4 [’

Where several Gathas are read
In an elaboration of one single topic

That indeed is known as a work marked by vajjis®
And a vajja is said to be a gathering.?

Most of the Vulgate recension’s 96 vajjas, apart from those in its prologue, intro-
duction, and epilogue, are divided into sections that can be seen to correspond
to the #ivagga or three aims of man.*® The vajjs in the first part of the anthology,

6%{[/'5 is cognate with Sanskrit v7jy4, the name given to the SRK’s topical sections. Although
the VaLa’s definition of vajjz, emphasizing ‘unity of topic,” rather than ‘essential characteristics,’
suggests that the VaLa utilizes vajjas somewhat differently than the SRK, its vajjas function much
like the vrajyis of the SRK in that they are formal groupings of verses that share salient elements
in common.

Skt: ekarthe prastive yatra pathyante pracuragithah | tat kbalu vrajyilagnam viajyeti ca paddhatir
bhanita [| VaLa 4 [/

8The text gives no explanation of the meaning of Jagga, but Pischel (§12, n. 4, p. 10, citing
DNM 7.17) suggests that lagga, Skt. lagna, denotes cibna, ‘indication, mark.’

9 Although paddbai is here translated as ‘gathering,’ it is likely that the author of the verse
intends a more specific meaning. The Sanskrit cognate, paddbati, is often used to describe a class
of ritual manuals that gather diverse information topically, but which also provide step-by-step
ritual instructions. It is probable that in the VaLa a vajji indicates not merely a topical grouping,
but one in which the Gathis are arranged in a progression. Within the introductory vajjis of the
VaLa as well as within at least some later vajjas the verses are indeed arranged in a recognizable
sequence.

°This grouping is also evident in the VaLa’s earlier recension. Notably, Ratnadeva’s claim
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titled Good People, Bad People, Friendship, Affection,” and Good Conduct, are
presumably meant to pertain to the tivagga goal of dhamma. Vajjas 8—29, whose
titles include The Steadfast, Boldness, and so on, are likely meant to pertain to
the goal of attha. Vajjas 30—68, in the third part of the anthology, whose titles
include, The Clever, Love, Separation, Attachment to the Beloved, The Good
Housewife, The Chaste Woman, and The Unchaste Woman,# are, in all likeli-
hood, intended to pertain to the goal of kama. Vajjas 69—95, the final vajjis of the
Vulgate recension, appear to be on mixed topics, but many of the verses therein
address reflections that come with age, the merits of past deeds, and virtues in
general. I would suggest that these final verses are meant to be seen as a return
to the topic of dhamma with which the anthology began.” Table 2.1 below shows
the division of vajjas along the lines of the #vagga in both the early recension of
the VaLa and in its Vulgate recension.

(see note above) that Jayavallabha made the anthology specifically for people who were inclined
towards the erotic sentiment (§7igarinam janam) is surprising given the anthology’s own state-
ment that it deals with the three purusirthas, dbamma, attha, and kima, and not only with love and
pleasure.

YSujana, Dujjana, Mitta, Neba, Nii. Affection (Neba), as most of the Gathas in this section
indicate, refers to friendly rather than romantic affection. Differently, in the early recension Neba
is in the section of the anthology dealing with kz7a or love.

2 Dhira; Sabasa.

BVajjas 19—29 are on mixed topics: several of these vajizs comprise examples of the poetic
figure of anyapadesa, a figure in which one topic is introduced in terms of another. As in the SRK
and the SUK, it is likely that all these v4jjzs were meant to pertain to the frivarga category of artha.

*Chailla (possibly Skt. Cheka + -illa, the latter of which may denote, as Tieken suggests, the
sense of intensity (see Chapter Eight, notes 210 and 360); Pemma; Viraha; Piyanuriya; Sugharini;
Sai; Asai.

Y As in the case of the SRK and the SUK, little has been published on the narrative structure of
the VaLa. Patwardhan (1969), who comments on this topic in his introduction, has perhaps written
the most on this aspect of the anthology. He points out that Laber’s and later Winternitz’s (and
also Sternbach, 1974) claim that two thirds of the verses of the VaLa belong to the topic of kima is
an overstatement (see Table 1 below), and offers other useful observations. My assessment of how
the vajjas map onto the goals of life does differ in part from that of Patwardhan (#id. pp. xliv—
xlvii). For example, Patwardhan assigns The Good Housewife, Sugharini Vajji, to the category of
Dhamma. 1 would suggest that this particular vajji is intended to belong to the kzma section, as
its placement in the middle of other vajjs related to kzma would indicate.

34



PRAXKRIT POETRY THROUGH THE LENS OF SANSKRIT: THE

VAJJALAGGA

Table 2.1. Grouping in the Earlier and Vulgate Recensions of the VzLa (the num-

bers given in the subscript refer to the vajja’s placement in the anthology):

Topic or Goal Earlier Recension of the Vala Vulgate of the VaLa
Kavyaprasamsa Gibay , Kavvas Soyaray, Gahio, Kavvas
Dhamma(i) Sajjanas, Pisuninay Sajjanay, Dujjanas, Mittas, Nebaz
Attha Niix, Dhirag, Niig, Dhirag, Sibasarg, Divvaiq,
Vibi1o, Dinay3, Dariddaya, Pabuis,
Sevakaig,  Subadar7;,  Dhavalaig
Vi{ﬂj/ﬂﬂlg, gﬂyﬂzo, Sihasy, Vibass,
Haripass,  Karabasy, — Milaios,
Imdimdirasg, Surataruvisesasy,
Hamsaog, Camdasg
Kama Sair-Asaig-Gharanig-Nehay, Chaillazy, Pamcamasi, Nayanas,
Cheyar1-famtinaio-Musala3, Thapass,  Lavapnass, — Surayass,
Dhammiyay4-Vejja15-Nimittiyai - Pemmasg,  Manazy,  Pavasiyass,
Vesav7, Sevayaig-Subadarg, Hariso- | Vioyasa, Madanasy, Purisullivas:,
Mayanag, -Surayass-Hiyayilias, Piyanurayass, Diisz, Olluggaviyiy,
Vabasy, Nayanass, Sibinases, | Pamthiyass, Dhannass, Hiyayasam-
Olaggaviar,  Diiog,  Dhannazg- | varanasy, Sugharinisg, Saisg, Asaisg
Sasayas, Pamcamasy-Vioyasa- | Foisiyasi, Lebayasa, Vijjass, Dham-
Pimmasz, — Mainagy-Manasamvara- | miyasa, Mousalase, Jamtiyass,
nass, Milaizg-Bhamarasr-Gayass- | Kuttinisikkbisg, Vesisg, Kivinago,
Karabayasg-Layanpaso-Balakittii, Uddae1, Kanbaeo, Ruddags, Hiyilie,
Daidnuriyas -Bilasamthavanays- | Sasayass, Vasamtass, — Gimbagr,
Bilasikkbisa, Pamthiyass-Hamsase- | Pausass
Ghanayy, Vasamtayag
Dhamma(ii) Sarayagyg, Hemamtar,
Sisira71, Fardra, Mabilirs,
Puvvakayakammars, Thanazs,
Gunarg, Gunanimdir, Gunasalibizsg,
Purisanimding,  Kamalasy,  Ka-
malanimdisg; , Hamsamanasags,
Cakkaviyags, Camdanagy, Vadags,
Tilags,  Palasagy,  Vadavanalasg,
Rayandyaragy, Samuddanimdagg, Su-
vannagy, Aiccags, Divayags, Piyol-
ldvaga, Dosiyags
Epilogue Pajjamtagibijuyalage

In its sequencing of vajjas, the Vala shows a narrative progression similar to
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that of the SRK and the SUK. For example, one might compare the Vulgate recen-
sion of the VaLa’s vajjas 32—39, in the kZma section of the anthology,16 to SRK vra-

yas 15—24. See Table 2.2:7

Table 2.2: Correspondences Between the Kama Sections of the VaLa and the SRK

Earlier Recension | Vulgate of VaLa SRK
of VaLa
Léyannay Lavannasy Vayahsandhib, s, Yavativarpahie
(Lavanya)
Surayaz: Surayass (Surata) Sambhogab, g
Pimmass Pemmasg (Prema) Anuragab,
Moainasy Moainas; (Mana) Maniniy
Pavasiyazg (Prosita) Virahiniy, Virabiog
Vioyass Virabhasg Virahinioy, Virahiog
Madanas Anamgayo (Ananga)
Purisullavas,
(Purusollapa)
Daignuraya Piyanuriyas, Anuragah,;
(Priyanuraga)
Diiiag Dii 3 (Dati) Dativacanamig,Ditikopalambbabys
Olaggaviyay; Olluggaviya
(Avarugna)
Pamthiyays Pamthiyays (Pathika) | Virabinisg, Virabiss

Like the SRK and the SUK, the VaLa also contains consecutive vajjas that make a
virtue of outright polarities. Hence, within the VzLa, the Sajjana or Good People
vajja is immediately followed by a Durjana or Bad People vajja. Likewise, the Sa7
or Chaste Woman vajjz is immediately followed by The Asa7 or Unchaste Woman
vajja; and Guna or Virtue is followed by Gunanimdi or Blame of Virtue.”® Ta-

16 Vajjas 32—39 are titled Nayana, Thana, Lavanna, Suraya, Pemma, Mana, Pavasiya, Viraha.

7Tieken (1978, p. 112f.) shows some of the similarities between the order of topical sections
in the SRK and topically arranged recensions of the Sattasai. See the Chapter Ten, p. 215.

8 Gunanimdavajja is then followed by Gunasalihavajji (Skt. Gunaslaghavrajya), which seems to
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ble 2.3 displays these polarized pairs. This aspect of the Vala is similar to the
SRK’s juxtaposition of its Sud/Asadvrajyas, and to the SUK’s juxtaposition of Saj-

jana/Durjanavicis and Kulastri [ Asativicis *9>>°

Table 2.3: Adjacent Polar Opposite Vajjas

Sajjanay Durjanas
Good People Bad People
Sati 49 Asatisg
The Chaste Woman | The Unchaste Woman
Gunaze Gunanimdiz,
Virtues Blame of Virtues
Gunasalibig
Praise of Virtues
Kamalag Kamalanimdis,
The Lotus Blame of the Lotus

The ValLa’s adjacent sections on opposite topics are not necessarily excluded
from larger progressions within the anthology. According to Patwardhan, for
instance, the Asa7- or Unchaste Woman vajjz, which immediately follows its polar
opposite Sa7- or Chaste Woman vajjz, belongs to what he calls ‘the pornographic
core’ of the anthology. Patwardhan’s terminology aside, it does seem to be the
case that the Asaivajja is meant to be part of a larger progression in the VaLa. We
see a similar progression within the SUK.**

be a reiteration of Gunavajja.
YSee SUK 5.35 and 36, as well as 5.37: Sujanadurjanau; Kulastri and Asati are at SUK 3.11and 3.12.

*°The VaLa’s, SRK’s, and SUK’s formulations involve polar opposite subjects, rather than polar
opposite views on one and the same subject. However, Sternbach (1974, p. 4) observed: ‘“The
subbasita-samgraba-s deal with different themes and one is often impressed by the polarity of views
on the same subject and paradoxes expressed differently in the subbasita-s included in them. On
the one hand we are thought to live a carefree life, on the other a life of self-control and self-
abnegation.’ Yet, apart from Bhartrhari’s Satakas, Sternbach does not give examples of individual
anthologies that express polarized views on the same subject. But, see Diskalkar (1962, “Subbasitas
in Inscriptions”) on poets who express conflicting views for conflicting occasions.

*Thus SUK 5.11—5.15: Kulastrivici, Asativici, Kulatopadesavici, Guptasativici, Vidagdbasativici, etc. A
question arises as to whether the 7zLa indeed predated the SRK as is assumed here. The dating
of the VaLa to sometime between 750 and 1337 cE (see Patwardhan 1969, pp. xviii—xxiii) raises
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An Apologia for Prakrit Poetry

The VaLa begins with an introduction that is divided into three vajjas titled Soyara
(Skt. Srotr), Gahbi (Skt. Gathi), and Kavva (Skt. Kavya), which respectively praise
those who listen to Prakrit poetry, Prakrit Gathas—verses in the 47y meter which
comprise the whole of the 7zLa, and poetry in general.* As Patwardhan writes,
these three sections provide ‘an idea about the author’s views on the nature, com-
position, recitation, and appreciation of poetry.”® I would suggest that these
three sections may also be read as an apologia for Prakrit poetry, one that pro-
ceeds vis-a-vis Sanskrit. Their inclusion sheds light on Jayavallabha’s motiva-
tions in compiling the anthology and demonstrates a certain concern with the
reception of the collection and its categories.**

Most of the poems in this introductory section are centered on qualities and
virtues of kavva, Prakrit poetry. These qualities bear a striking similarity to the
qualities of ideal Sanskrit Kavya as outlined in Sanskrit alankirasistra. Thus, ValLa
8 claims that (any) poetry that is inherently flawless (sabdvavimala, Skt. svabbavavi-
mala) and that has melodious syllables (suvannasamghadiya, Skt. suvarnasamghatita)”
becomes famous upon reception.?® VaLa 10 borrows from the same literature
when it refers to Prakrit poetry as possessed of poetic ornament (salamkara, Skt.

the possibility that the collection predates the eleventh century SRK, which Sternbach calls the
earliest of the extant Sanskrit Subbdsitasamgrabas. Yet it seems unlikely that the VLa, which was
compiled in western India and does not appear to have traveled outside of that area nor outside
of Svetambara Jain circles, would have influenced the SRK. It is, however, possible that both the
SRK and the VaLa were following an earlier model.

**VaLa 6—8, 9—18, 19—31. A prologue (VaLa 1—5) which provides details about the anthology’s
name, purpose, and organizational structure—verses of which have been introduced above—
precedes the introduction.

1bid. p. xlviii.

*4The VaLa may have been one of the first Prakrit anthologies to classify and systematize its
poetry.

5(f. the $astraic use of samghatani as the combination of words or sounds.

S muttahalam va kavvam sabidvavimalam suwvannasamghadiyam | soyarakannakubarammi payadiyam
payadam hoi || VaLa 8 |[[; Skt: muktiphalam iva kivyam svabbivavimalam suvarnasamghatitam |
Srotrkarnakubare prapatitam/prakatitam prakatam bbavati [[; ‘Poetry that is flawless by nature, whose

sounds are melodious, becomes famous when it falls on the opening to the ear of the listener,
just as a naturally flawless pearl set in gold becomes famous when displayed on the ear.’
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salankira), bearing poetic merit (salakkhana, Skt. salaksana),”” and captivating by
means (of the projection and drawing forth) of various emotional states (a77a-
nnardyarasiya, Skt. anyanyarigarasita). Similarly, VaLla 12 praises Prakrit poetry as
possessed of good meter (sacchamdiya, Skt. sacchandaska), attractive form (sarava,
Skt. sarapa), poetic ornament (s@lamkari, Skt. salankari), and emotive expressions
(sarasa-ullava, Skt. sarasollapa). VaLa 15 and 16 suggest that Prakrit poetry has a re-
fined nature, a defining characteristic of Sanskrit Kavya.

From the perspective of the Vala’s medieval-era anthologizer, it is likely many
of the descriptions of Prakrit poetry in the Vala’s apologia evoke a set of uni-
versal qualities and norms, and in drawing on these particular qualities, the VzLa
claims, as it were, that Prakrit poetry partakes, not just in a strictly Sanskritic po-
etic realm, but in an even wider poetic universe. Patwardhan (1969, p. xlix) cit-
ing Sarasvatikanthibbarana 1.2: nirdosam gunavat kivyam alankarair alankrtam [ rasin-

vitam kavib kurvan kirtim pritims ca vindati [[, makes a similar observation.

Yet, several Gathas in the apologia also allude to the particular qualities of
Prakrit. Thus, VaLa 11 and Vala 14 refer respectively to the ‘hidden meaning’
of Prakrit poetry (biyayam gahina) and the difficulty of ascertaining its ultimate
meaning (paramattha). VaLa 29, in comparing Sanskrit and Prakrit poetry, claims
that Prakrit poetry is playful (lalia), delicate (maburakkhara), loved by women (ju-

vaijanavallaha), and possessed of srngararasa (sasimgara).

The VaLa’s defense of the special features of Prakrit poetry focuses in particular
on the aim of kima. VaLa 2, a verse that also appears at the beginning of many
recensions of the gzi/aj,(’om,zg claims that proper appreciation of Prakrit Gathas is
necessary for anyone who wishes to become erudite in matters of £ama:

amayam paiyakavvan padbium soum ca je na janamti |
kamassa tattavattim kunamti te kaha na lajjamti? || VaLa 2 [[*°

*Or possibly, ‘in accordance with grammatical rules,” perhaps speaking to a concern that
Prakrit, as compared to Sanskrit, is uninformed by rules of grammar or to a concern that Prakrit
grammatical treatises are, in any case, vague.

8Gee Chapter Five below.

29 amytam Prakrtakdvyam pathitum Srotum ca ye na jananti | kdmasya tattvavartam kurvanti te katham na

lajjante? [
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Those who do not know how to read and listen to the
Nectar of Prakrit poetry

Yet who profess to have knowledge in matters of kzma
How can they not feel ashamed?

VaLa 9, the opening stanza of the VaLa’s Gahavajja, states that knowledge of Gathas
is necessary for understanding the amorous speech and gestures of actual women:

addhakkbarabbaniyiinm nipam savilasamuddbahasiyaim |
addhacchipecchiyaim abihi vind na najjamti [| VaLa 9 [[*°

Discrete sideglances,
Statements that are half-said,*
Innocent and playful laughter,
Surely cannot be understood without Gathas.

The assertion is that knowledge and appreciation of Prakrit poetry is instrumen-
tal and even essential for those who would like to acquire knowledge of mat-
ters related to kama, the third member of the fivagga and the third aim of man.>

Rather than claim that Gathas pertain to 4Zma because they portray female
characters with accuracy or trueness to life, subsequent Gathas take up the trope
of how Prakrit poetry is similar to (ideal) women, linking the two metaphori-
cally through a set of shared qualities.’ The VaLa’s argument seems to be that if

3°Skt: ardbiksarabbanitini nianam savildsamigdbabasitini | ardbiksipreksitini gathabhir vind na
Jhdyante [|

3*The meaning of addhakkbarabbaniyii could be ‘statements said with half-syllables,’ referring
to the omission of vowels in Prakrit, or, in a more general sense, to the commonly encountered
voicing of consonants. However, at SUK 751, drdhaksara clearly has the sense of ‘half-said,” in
reference to words spoken with difficulty in a state of emotion.

3*The order of the aims of man differs in different sources, but 274 is often placed last in the
trivarga.

$3Gatha 10: s@lankaribi salakkhanahi (vipuli caesura) annannariyarasiyahim | gahibi panainibi ya khij-
jai cittam aimihim [| VaLa 10 [[; Skt: salankarabhib salaksanabhir anyinyarigarasitibbib/rasikibhib | gathab-
hib pranayinibhis ca khidyate cittam andgacchantibbib [[; ‘One’s mind is agitated in the absence of well-
ornamented, Gathas, possessed of poetic merit (see fn. 27 above), replete with various emo-
tional sentiments / Just as it is agitated in the absence of loving sweethearts (who are well-
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ideal women are a primary concern of kima, then, in order to learn more about
kidma one should study an art form that bears great resemblance to such women,
namely, Prakrit Gathas .34

The VaLa’s apologia is quite silent when it comes to special qualifications of
Prakrit poetry in regard to dhamma and attha, the other two members of the
tivagga. This is unfortunate, especially since the 72L4’s inclusion of discrete sec-
tions dedicated to these two aims is more novel and unexpected than its inclu-

sion of sections dedicated to Aama.%

What about the fourth aim of life, 7oksa or final liberation? As in the SRK and
the SUK, moksa is noticeably absent from Jayavallabha’s collection. The antholo-
gizer would likely have had knowledge of the doctrine of the four aims—for al-
though the purusarthas originally consisted of the tripartition of dbarma, artha,

ornamented, adorned with auspicious marks, who delight in various emotional sentiments).” In
a series of puns (flefa), the verse compares Gathas to well-ornamented women, who bear aus-
picious marks and delight in emotional sentiments. Following stanzas similarly focus on how
Gathas and women are alike. VaLa 11 asserts that both the true meaning of Gathas and the true
feelings of women are hidden—unknowable to those lacking literary appreciation: (azarasia, Skt.
arasiki—Patwardhan, 1969, p. 272, takes arasika as pun, meaning both ‘devoid of literary appre-
ciation’ and ‘devoid of emotional excitement’). VaLa 12 compares Gathas to an excellent woman
(varakamini, Skt. varakimini), elucidating qualities shared between the two in a manner similar to
10, that is to say, through a series of puns; VL4 13 claims that Gathas are at once like the amorous
gestures of women, the words of poets, and the inarticulate murmurings of small children; and
VaLa 17 treats Gathas as equally comparable to songs, the sound of lutes, and mature women
(podhamahilz, Skt. praudhamahilz). VaLa 15 and 16 emphasize the delicate, refined, and feminine
nature of Gathas. Thus, VaLa 15 begins, ‘the poor Gatha weeps as it is (mis)pronounced’ (¢zhz
ruai vardi sikkhijamti, Skt. gathi rudati variki Siksyamani), while 16 begins ‘O Gatha! You will be de-
voured or you will be rendered trivial (when pootly recited)’ (¢gabe bbajjibisi tumam abavi labuyat-
tanam va pavihisi, Skt. githe! bharnksyase tvam athavi laghutvam api pripsyasi). Both verses inevitably
personify Gathas as women and draw on the view that they are potentially delicate, powerless,
and pitiable. See Sutherland Goldman’s (2000) discussion of how the grammatically feminine
gender of vic comes into play in the Vedic period and amongst later Sanskrit grammarians.

34A related idea expressed in Kavya is that harsh subjects should be spoken of in harsh syllables
and subjects considered mild or gentle generally deserve mild, gentle, or soft syllables.

3The verses in the following poetry section or Kavva-vajja explain how the poet creates poetry
—through the churning of his mind by contemplation (19), through thief-like skill (22, 23), and
through past merit (24); the desired effect of poetry (25); and how poetry should be evaluated
(26, 27). In the Kavva-vajji only 21, 28, 29, and 30 refer to Prakrit poetry by name.
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and kama, by the time of the VaLa’s compilation moksa was well established as a
fourth member.3¢ However, the doctrine of the four aims or the caturvarga seems
to have been accepted by medieval Jain alankarikas only within the realm of Jain
canonical literature. Hence, the Natyadarpana of Ramacandra and Gunacandra
refers to the four aims of man in its opening verse: “‘We honor Jain scripture al-
ways, with its twelve divisions (a7gas), the fruit of which is the four aims of man;
[scripture] by which the world is secured on the right path.’?

All three anthologizers’ choice to exclude 70ksa may also be seen in terms of
a more general alankarika view that the goal is not of immediate relevance to the
sphere of life with which Kavya is mostly concerned. This is a view that appears
to have been shared by quite a few authors. Thus, Padmagupta, in his descrip-
tion of Ujjain in the Navasahasarnkacarita, describes a glamorous, cosmopolitan city
whose citizens pursue the three aims of life: dbarma, kima, and artha, 38 exclusive
of moksa. Likewise, the Bhavaprakasana, in its correlation of different rasas to the
purusarthas, leaves out moksa.3%°4°

While the poet Padmagupta and the author of the Bhavaprakisana, Sarada-

36On the historical priority of the #rivarga to the caturvarga see Halbfass, 2000, p. 111.

% caturvargaphalam nityam jainim vicam updsmabe | ripair dvidasabbir visvam yayi nyiyye dbrtam
pathi [[1]]

38See Navasahasankacarita 1.17—20 = dbarma; 1.21—34 = kama; and 1.35—37 = artha.

9In the Bhivaprakisana the eight rasas (aesthetic sentiments) are linked to the three aims of
man as follows:

Rasa Purusartha
Cbarupa > dbarma
vira, raudra > artha
Srngira, adbbiita > tkama
bhayinaka, bibbatsa, bisya >  Any of the 3 aims, depending on the hero

4°In an indirect way, Jayavallabha’s exclusion of moksa suggests that he and his audience saw
the doctrine of the #vagga, and hence the poetry of the Vala, as secular or laukika. That is to say,
if moksa was indeed excluded on doctrinal or religious grounds, then the inclusion of dhamma,
attha, and kima would seem to indicate that for Jayavallbha and his audience these three categories
carried a more general, non-doctrinal or non-religious, significance. The Sanskrit anthologizers
Vidyakara and Stidharadisa might have viewed the #rivarga similarly. The extent to which the
view of Jains and Buddhists on the purusirthas differed from Brahminical views is a matter of
considerable interest (but beyond the scope of the present dissertation).
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tanaya, would place immediate value on the #rivarga rather than on moksa, a well
known proponent of the directly opposite view is éaflkara, whose Advaita Vedanta
postulates, to quote Halbfass, ‘a far-reaching devaluation of the #rivarga’ in favor
of final liberation.# A view that is again different is found in the model set forth
by Abhinavagupta and Bhattanayaka. These authors would oppose an essential
dichotomy between the #rivarga and moksa. Under the goals of poetry they in-
clude all four aims of man—the fruit of each of which is, in their radical redefi-
nition, the Upanisadic concept of 4zanda or ‘bliss’: ‘[the purpose of poetry is] eru-
dition in the form of the four aims of man, and bliss indeed is the primary fruit
[of the four aims].” Although Hemacandra, the eleventh century Jain scholiast,
reiterates this idea,** Jayavallabha does not follow, and perhaps did not know,
this model.

At any rate, the VaLa’s defense of Prakrit poetry reaches its apex at Vala 29—
averse close to the end of the Kavvavajja and thus close to the end of the VaLa’s in-
troductory section. The verse asks the triumphant, if tongue-in-cheek, question,
‘in the presence of Prakrit poetry, who can bear to read Sanskrit¢’:

lalie mahurakkbarae  juvaijanavallabe sasimgare
samte patyakavve ko sakkai sakkayam padbium? || VaLa 29 [[

4'Halbfass (2000, p. 119) writes: ‘Sankara’s conception of liberation through knowledge alone
implies a far-reaching devaluation of the frivarga and the modes of planning and goal-orientation
which are at its core. The sphere of the trivarga is the realm of samsara, of cosmic illusion, ne-
science, and self-alienation (74yi and avidy). It is the domain of causality and of the network
of means and ends, and of ways of thought and action guided by them; in it, an essentially in-
strumental and ultimately vain rationality has its habitat. The definition of man, or rather, the
search for his true identity, within this context and framework, would be ultimately irrelevant; it
would, according to éaflkara, completely miss the meaning of the self (@tman)...Moksa...is sim-
ply there, as the timeless presence of the 4tman, which is the ultimate meaning of the word pu-
rusa.” Sankara’s antithesis between moksa and the trivarga has precedents, as Halbfass (#b:d. pp.
118f.) notes, in the Upanisadic pair of preyas and sreyas, or the pleasant and the good (see Katha
Upanisad 11.1).

+Following Kavyanusisana 1.3, Hemacandra writes: caturvargavyutpatter iti cananda eva paryan-

tikam mukbyaphalam iti [

BSke: lalite madburaksare yuvatijanavallabbe sasrngire | sati prikrtakivye kab iaknoti samskrtam pathi-
tum? [| VaLa 29 [/
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When there exists Prakrit poetry,
Playful, composed of sweet syllables,

Loved by young women, distinguished by the romantic sentiment,
Who could read Sanskrit?

Whereas many of the earlier Gathas in the VaLa’s apologia seek to identify
Prakrit poetry with Sanskrit Kivya, the above Gatha, seemingly summing up the
full defense, not only claims, as it were, that Prakrit poetry shares in important
features of Kavya, but it also flippantly suggests that such poetry is superior to
Sanskrit poetry. The idea seems to be that not only can Prakrit poetry do what
Sanskrit poetry does, but it can do it better.

Fitting Maharastri Poetry into a Sanskritic World

If the VaLa signals an attempt to bring Maharastri Prakrit poetry into the San-
skritic fold, its use of the doctrine of the goals of man is an especially produc-
tive means to this end. By introducing the #ivagga in the beginning of the anthol-
ogy, and by subsequently employing it to structure Maharastri Prakrit poetry, the
VaLa’s compiler gives the poetry a functionality at least some of it may have never
possessed, and he demonstrates that it is conducive to those aims of life that are
well established and generally recognized in the Sanskritic world. By classify-
ing the poetry in terms of current Sanskritic literary categories, the V2La demon-
strates that the poetry is conformable to the prevailing system of literary criti-
cism and appreciation, and that it therefore fits neatly into the VaLa’s own cul-

tural milieu.44

4By contrast, it is noteworthy that Vidyakara and Stidharadasa in the SRK and the SUK re-
spectively show no such compulsion to formally defend the relevance of Sanskrit poetry to the
aims of man. One might say that there would have been no need for them to make a formal state-
ment regarding the purpose of Sanskrit Kavya because its relevance and conduciveness to the pu-
rusarthas was already well known and self-evident. Sternbach (1974, p. 4) identifies two Sanskrit
and two Tamil anthologies in which the use of the purusirthas as a narrative framework is perhaps
more explicit: the Siktiratnabara, the Subbisitasudbanidhi, the Nilatiyir, and the Tirrukural. Stern-
bach’s observation that the division of poetry into the four categories of dbarma, artha, kima,
and oksa is similar to the structure of Bhartrhari’s three epigrams: #iti (dbarma and artha); iragara
(kama); and vairagya (dharma and moksa) is also worth noting. See also the previously mentioned
Purusarthopadesa (p. 29, fn. 95), a reworking of Bhartrhari’s stanzas.
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Yet, given that Maharastri Prakrit poetry was composed in a different language,
or at least in a different dialect, from Sanskrit poetry, and that, in origins, it has
ties to a historical culture in which Prakrit rather than Sanskrit was both the pop-
ular and the officially sanctioned language, we might question the applicabil-
ity of the VaLa’s Sanskritic categories. From a historical perspective, one cannot
say with certainty that early Maharastri Prakrit poets and audiences were at all fa-
miliar or concerned with the concept of the purusirthas or with the $astraic cate-
gories the VaLa’s vajjas represent. They may have had available to them a differ-
ent or a more preeminent way of classifying the goals of life or ‘the forms of hu-
man orientation and motivation,” to quote Halbfass, or they might, at the very
least, have had simply a different valuation of these categories.# This is all the
more likely given the linguistic, religious, and cultural diversity of the region
claimed by the Satavahanas.*¢

#In early Tamil poetry, which bears a proximity to Maharastri Prakrit Gathas, the interior
and exterior divisions might represent another type of classification. On the further presence of
different ways of classifying the goals of life in different cultures, see Halbfass (2000, p. 120) who
points to Aristotle’s typology of aims of life which include ‘political life,” ‘theoretical life,” and
SO on.

46For Gathas of the Vulgate and CheViL7 recension that are included in the VzLa see Table 9.4,
p- 187
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Chapter 3

The Arrangement of
Non-Arrangement: Hala’s Gahakosa

The earliest recensions of the Gihikosa (hereafter sometimes referred to as the
GK or as the Sattasai) lack the neatly constructed classification systems of the
SRK, the SUK and the VaLa. The Gathas are presented in a relatively free order,
one that stands in contrast to the discrete categories of later Sanskrit and Prakrit
Kavya anthologies. The comparatively unstructured arrangement of verses fol-
lows no predictable narrative pattern, nor does it gather poems into hermeneu-
tically linked groups. One might say that whereas the Sanskritic anthology is like
an elaborate canal system, guiding readers through already well-crafted chan-
nels of meaning, the Gzhdkosa, in its earliest recensions, is like a river, meander-
ing through an uncharted poetic landscape.

Nevertheless, in terms of its organization, the Ghakosa does share in certain
recognizable features of classical Sanskrit literary works. In keeping with San-
skrit literary tradition, the collection begins with an invocation to religious per-
sonages. In this case, the compiler pays tribute to the Gods Pasupati and Gauri.
This opening Gatha is further in consonance with Sanskrit literary tradition in
that it is not only an invocation to the Gods but it also, by way of its particu-
lars, indicates the main topic of the anthology.* The two verses that follow in the
vulgate are also typical of classical Sanskrit literary works. The first of these—
absent in the CheViLi recension—refers, in an unadorned manner, to the pur-

'On this Gatha and Tribhuvanapala’s interpretation of it, see below p. 114, etc.
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pose of the collection and its usefulness for those interested in the doctrine of
kima (love or pleasure), while the second is a straightforward description of the
anthology and how it was created.

Occasional Informal Groupings of Gathas

Although the Gathas in the CheViL7 and the vulgate recensions of the Gahikosa
are free of the formal and comprehensive thematic units found in the later Kavya
collections introduced above, informal pairings and larger clusterings of Gathas
along topical and thematic lines are occasionally discernible.

This type of grouping differs from what Schubring (1955) refers to as cognate
collocation, a device the author identifies in the first half of Kalidasa’s Meghadiita.*
Schubring describes the phenomenon of cognate collocation as the repetition of
words in neighboring stanzas for the sake of maintaining verse order across a
multiple stanza work. According to Schubring’s theory, the function of these re-
peated words, which may be bit players in terms of the meaning of a verse, is to
tie neighboring stanzas together and thereby prevent omissions and additions.
Table 3.1 contains a few of Schubring’s examples of cognate collocation from the
beginning of the Meghadita (1955, p. 334). Schubring, quite remarkably,’ demon-

strates the presence of a similar collocation in the whole of the Pirvamegha.

Tieken (1978) identifies in parts of the vulgate recension of the Gzhakosa simi-
lar patterns of grouping Gathas together. The patterns he observes include A:B,
B:C; chiasmus; and interlockings that occur over greater distances. He draws a
connection between these and the process Bloomfield (1899, p. 39) describes in
certain hymns of Atharvaveda (thus his observations are also related to Schubring’s
idea of cognate collocation). Tieken suggests that these patterns could shed light
on the original verse order of the anthology. A difficulty with this theory when
compared with Schubring’s is that the latter’s identification of the phenomenon

in Kalidasa’s mabikivya can be verified by the narrative structure of the work.

*Bloomfield (1899, p. 39) seems to have identified a similar process in certain hymns of the
Atharvaveda.

’Remarkable because it had been previously unnoticed in the Meghadiita, even by the com-
mentarial tradition. Schubring was perhaps inspired by Bloomfield’s earlier analysis.
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Word | Stanza

megha | 2,3
flista | 2, flesa 3
urtti | 3, 4
arthin | 4,6

prakrti | 5,6

Table 3.1: Cognate Collocation in the Meghadiita

Since Gahakosa stanzas, unlike the Meghadiita, are generally not connected in terms
of meaning or content, there is little way to verify the presence of a similar type
of cognate collocation, yet the presence of these pairs and interlockings is com-

pelling.

The pairings and groupings pointed out here in the GK are somewhat differ-
ent. Unlike in the Meghadita, these pairings do not run through the whole of the
anthology, but occur only intermittently and they are more like the groupings
discussed in the previous chapters. They were most likely added at various stages
in the anthology’s transmission. The following table provides some instances:

Table 3.2: Pairings and Groupings of Gathas in the Gahikosa

Gatha in the CheViLi Recension Shared Word(s)
(Correspondence in the Vulgate Re-

cension)

5 (W 6), 6 (W?7) trees (kurubaa/kurabaa and asoa)
7 (W 8),8(Wy) the garden enclosure (vada)

56 (W 54), 57 (W s5) the captive lady (bamdr)

111 (W 103), 112 (W 104) the Mahua tree

126—128 (W 115—117) the Vindhya mountains

#Tieken makes the also interesting proposition that these patterns reflect the original envi-
ronment in which the anthology was created—a competition wherein a poet would be tasked
with reciting a poem around a word or idea in the poem of a previous contestant. The complex-
ity of Sattasai Gathas, in terms of meter, meaning, and poetic device, makes it more likely that
they would have been memorized rather than created as on the spot as improvisations in such an
event.
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130 (W 119), 131 (W 122)

the hunter and his wife (viba, vahi)

153 (W 206), 155 (W 208)

marking with a line (reh4) the days until the
beloved returns

178 (W 232), 179 (W 233)

the departure of youthful age (gaavaa)

258—260 (W 319—321)

good people (sujana)

264—266 (W 325,748, 326)

the arrows of the god of love

426—428 (W 425, 427, 428)

n

434—436 (W 570, 433, 571)

nail marks

572 (W 587), 573 (W 588)

the possibility of death (7474) in separation

566 (W 760) the Reva River (=)

567 (W 579) the Narmada River

569 (W 584) lightning splits open the clouds, vijjulaa kilame-
bhassa

570 (W 585) mebamabisassa vijji

578 (W 589), 579 (W 590)

the parrot (s4rik4) who repeats publicly what has
been said in private

580 (W 761)
581 (W 591)

the bee (mahuara)

(bbamara)

601—605 (W 436, 561, 765, 725, 564) | the rainy season

610—615 (W 434, 563, 624, 625, 681, | autumn

684)
664—666 (W 787—789) elephants

A question arises as to what stage in the transmission of the poetry these pair-
ings and groupings represent. In other words, whose horizon of expectations do
they reflect? On the one hand, there is the possibility that some stanzas were ei-
ther grouped together prior to being anthologized’ or that their grouping was
due to the original anthologizer.6 On the other hand, some of these groupings
were doubtlessly created by subsequent editors in a later process of accretion.?

SIn the vulgate recension the two zahua poems below are attributed to one and the same au-
thor, Mana. This attribution, if it is to be believed, suggests that the pairing predates even Hala’s
anthologizing. However, in the CheViLi recension the poems are attributed to two different au-
thors, Gramanika and Mahaia. In both recensions, such attribution is rare in the case of these
groupings. Most often the paired Gathas are attributed—when there is attribution at all—to
different authors.

SThis seems especially likely in the case of pairings that occur by way of subtext (see below),
for this subtle pairing is indicative of the level of involvement of an original anthologizer.

7Sternbach (1971, pp. 27 and 60) describes how later editors and scribes of #athi literature
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The redactors, upon reading a Gatha on a certain topic or involving a certain word
or words, may have inserted a Gatha on the same theme immediately afterwards.
Thus, an editor or scribe reading a Gatha on Madhiika trees or about clouds on
the Vindhya mountains may have felt quite free to add, after it, another Gatha

on a similar subject.8

These pairings or groupings in the CheViLi and Vulgate recensions of the Sa-
ttasai proceed in a variety of ways: two adjacent Gathas may be paired by shared
words; a set of adjacent Gathas may be linked through synonyms (an example is
566, W 760, and 567, W 579, which refer to the Reva and the Narmada river re-
spectively); groupings of three or more Gathas may also be linked by a combi-
nation of shared words and synonyms.

A more subtle pairing occurs through subtext, when what is only implied in
one Gatha is made explicit in the one that follows. An example of this may be
seen in 5 and 6 (=W 6 and 7) where 5 alludes to the practice of gratifying vrsado-
hada,® while 6 refers to it explicitly. 7 and 8 (=W 8 and 9) are similarly linked by
the color white, which is referred to explicitly in 8 but merely inferable in 7.*°

Much like the topical sections of later Sanskrit and Prakrit anthologies, these

pairings can create an interpretive framework or a microenvironment in which

had a practice of placing new poems on similar themes immediately after an already existing
poem. The author suggests that the same practice was at work in the case of subbisitasamgrabas
(see Sternbach, 1974, pp. 7-8).

8The occurrence, with very few exceptions, of the same groupings in both the ChelViLi and
Vulgate recensions of the Saztasaz, demonstrates that these grouping occurred quite early. Mirashi
(1947) points out that many of the Sastasai poet names are those of Vakataka kings. Perhaps it was
these kings and others in their milieu that contributed these additions? However, the pairings
and groupings, in both the CheViLi and Vulgate recensions, become more pronounced as the
anthology progresses, giving the impression that the trend to group Gathas together grew over
time.

9Viksadobada, a common motif in Indic Kavya, is the longing of a tree for contact with a fertile
young woman as it is about to bloom. See fn. 15, p. 151.

°In 7 the female speaker tells her aunt that the lotus garden looks like a field of harvested
sesame plants because of the winter frost, while in 8 a speaker advises a woman not to weep at the
white rice fields because the hemp gardens are now in full bloom. In addition to being linked by
subtext, both Gathas are also linked by the word vida, ‘garden enclosure.’
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the meaning of an individual Gatha is predetermined. An example is the pairing
of Gathas 111 and 112 (W 103 and 104):

babupupphabbaronimia  bhimigaasiha sunasu vinnattim [|

goldadaviadakudamga™  mabua saniam galijjasu || 111 [[**

O Madhika tree, bowing down with the weight of many flowers,
You who grow in the thicket on the bank of the Godavari river,
You whose branches reach the ground, hear my plea,

Shed (your flowers) slowly.

nippacchimai asai  dukkhilodi mabuapupphaim

cie bamdhussa va atthiai®  ruari samuccinai [| 112 [[**

The asai gathers the last of the
Madhuka flowers

Weeping as though they were a relative’s bones on the
Funeral pyre.

We see the reoccurrence, from the first to the second verse, of 7ahua and pup-
pha, the Madhiika tree and its flowers. In the first Gatha, the speaker entreats a
Madhika tree, laden with blossoms and growing on the bank of the Godavari
River, to shed its flowers slowly. In the second, an 4sz7 mourns the loss of the
Madhiika tree’s flowers as she gathers them from the ground. Not only is there a
repetition of the same words, but there is also the reoccurrence of the same basic
theme, that the falling of the tree’s flowers is a sorrowful event. Further, a reader

" Caesura after the first short of the fourth gaza.

2 babupuspabbarivanamita bbamigatasikha Srpu vijiiaptim | godatatavikatanikunja madbika Sanaih
gala [[ 111 [

BCaesura after the fourth gana is most natural.

“nifpascimani asati dubkbilokini madhitkapuspani | citayam bandhor ivasthini rodanasili samuc-
cinoti [[ 112 [/
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OccasioNAL INFORMAL GROUPINGS OF GATHAS

who inscribes the first poem onto the second receives an idea as to why the fe-
male character hopes that the tree will shed its flowers slowly. The idea is that
she, like the female character in the second Gatha, is also an 4s4i for whom the
blossoming tree serves as a place of rendezvous.” Read together, the two poems
are also bound to invoke a bit of a narrative, since in the first Gatha we see the
female character before the Madhuka tree has shed its flowers, and in the sec-
ond we see her at a later time picking the flowers off the ground. In this con-
text it is relevant to note that in the Laksmidhara recension, attested in an early
unpublished Nepalese ms, another verse appears between these two, the topic of
which is also the Madhiika tree and its flowers. It seems likely that the commen-
tator added this Gatha, which describes the Madhuka flowers when they have
not yet fallen from the tree, himself, careful not to disturb the micro-narrative
already in place, and perhaps seeking to enrich it.’

Although these pairings and groupings create an interpretive environment sim-
ilar to that of the groups of poems in later Sanskritic anthologies, they differ in
a number of significant ways. When pairings or groupings occur in the Satta-
sai there is no formal subject heading to alert the reader to their presence before-
hand. Like a roman-a-clef, the reader is given a ‘key’ only after reading the po-
ems. Moreover, as they occur only occasionally and in an informal and unpre-
dictable manner, and as they are not arranged into an overarching narrative struc-
ture, the effect of these groupings on the overall anthology is not so great: they

do not serve to create a macro-environment that generates expectations.‘7

After the prologue, and apart from the aforementioned pairings and group-
ings, there is no neat or easily recognizable narrative or pattern to the arrange-
ment of the Gathas.”® In terms of its organization there is little to compare it to

$Other pairings and groupings in the Satasai can be seen to operate analogously. Often the
latter poem, in particular, sheds light, as it were, on a merely latent aspect of the former.

6This stanza is not attested in other Saztasai editions.

7Though, it is evident that these groupings would have had interpretive significance for San-
skrit rhetoricians who identified a similar type of interdependence by proximity in the poetic fig-
ure of fulyayogiti, a figure of speech that demonstrates the equal qualities of otherwise unequal
objects simply by listing them together.

®The arrangement of Sanskrit anthologies like the Amaruiataka and Bhartrhari’s .S,'_r;&gdm.r'amka
bear more of a resemblance to the Sattasai, though these anthologies are more fixed in terms of
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the later Sanskrit and Prakrit collections.”

The Element of Surprise

The first of the Sattasai Gathas in the main part of the anthology describes a

Balaka crane sitting in stillness on a lotus leaf, ‘like a conch shell on an emerald

tray:’
ua niccalanipphamda bhisinipattammi rebai balad
nimmalamaragaabhiana- paritthia samkbasutti voa [[ 3 [[*°

Look at the unshaken, unmoving crane
Appearing on the lotus leaf like a
Conch shell on a
Spotless emerald plate.

One might wonder why this portrait of the natural world serves as the first Gatha
in an anthology largely concerned, as the prologue would tell us, with love or
pleasure. The verse introduces no dramatis personae nor does it partake in any of
the anthology’s amorous themes in a direct or obvious way.* The reference to

their contents and overall topics.

¥Upadhye (1949, p. 43) points out that many long Prakrit Kavyas lack the formal divisions
common in Sanskrit katha, mahakivya and itihasa. Upadhye cites Kotthala’s Lilivai, a Prakrit poem
(which calls itself a kshz) about King Satavahana,Vakpati’s Gaddavaho, Uddyotana’s Kuvalayamila,
the Taramgalolz (based on Padalipta’s Taramgavai), Dhanesvara’s Surasundaricariya (ca. 11th or 12th
c.). Upadhye remarks in the case of the last that its division into paricchedas is evidently super-
ficial as it occurs arbitrarily after 250 stanzas, without regard to the subject matter. He simi-
larly points out that the division of Apabhraméa works into paricchedas or sandbis, ‘does not ap-
pear quite natural.” Upadhye suggests that later redactors introduced these divisions in imita-
tion of Sanskrit models. Though the G#hizkosa is not a narrative work, it is likely that its antholo-
gizer was influenced by this Prakrit practice.

2°pafya, niscalanispandi bhisinipatre rajate balaki | nirmalamarakatabhijanapratisthiti Sankbasuktir
iva [| 3 [ See this Gatha in the edition for variant readings.

*'The first ten or so gathas that follow the introductory stanzas introduce directly amorous
themes and a number of prominent dramatis personae: the wife (jaz, Gathas s, 10); the happily
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an emerald tray—striking in the context of a collection that otherwise contains
little mention of such luxury items—signals a certain refinement of taste on the
part of the anthologizer and it promises readers that the anthology itself will be
similarly refined. One could say that the image serves as a bridge between the
courtly milieu of the anthologizer and the more rustic one described in much of
the poetry, introducing the idea that the refined has a counterpart in the natural
world and alluding to the notion that the two are not always so different.*

However, Sanskrit commentators’ reading of this verse suggests somewhat of
adifferent interpretation, one that introduces an important aspect of love poetry,
the trysting place (Skt. samketasthina). According to both Tribhuvanapala and the
later commentator Gangadhara, the speaker of the Gatha suggests that the place
is a good location for a romantic tryst because it is free of people, the latter of
which should be deduced from the observed stillness of the balzka bird. Com-
mentator’s point out the recurrence of the samketasthina in Gathas 7 and 8, and
throughout the anthology. It is often coterminous with the outside world and
includes fields, gardens, and riverbank thickets.

If we follow the commentators’ cue, the Gatha initiates readers into the appro-
priate method of approaching Sattasai poetry. From the commentarial perspec-
tive, the verse, even more than most in the Saztasaz, ought to stump the reader.
Its ‘solution’ makes her or him realize that a Gatha’s meaning may require a cer-
tain amount of imaginative engagement—and previous knowledge—to grasp.

The Gatha introduces the idea that the poetry implies more than what, at first

married husband (subaa, Gatha s5); the male consort (daia, Gatha 6); the older female confidante
(atta, Gatha 7); the woman’s female friend(s) (b7 9, sahibi 13); the female messenger (11); and the
man who has committed a transgression (Gatha 11).

220ne could also surmise that the Gatha sets the scene for the whole work. In its focus on
lace and its absence of human characters, the stanza evokes the Natyaiastra’s (ca. 200 BCE to 200
p 1)
ce) recommendation that literary works should include a description of the setting. One might
7
say that the Amaruiataka’s opening verse, describing Siva’s destruction of the Triple City, also
agrees with the Natyaidstra prescription.

»Dundas (1985) shows hows the sanketasthina’s treatment by various commentators reveals
their creative use of information supplied in the stanzas, a familiarity with theories of suggestion
and contextual interpretation, and a justifiable reliance on paraphrase. One might compare these
locales to those described in the SRK’s Asativrajyi, some of which even adopt the same place

names.
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glance, it appears to signify and that relatively simple descriptions might conceal
an abundance of underlying or secondary meaning.**

For many Sanskrit audiences the recoverable presence of an underlying, sug-
gested meaning was the single most important and enjoyable feature of Maha-
rastrl Prakrit Sattasai-style poetry. Commentaries to the Sastasai often provide
two interpretations. The first is simply a gloss, often a reiteration in Sanskrit of
what was said in the verse, while the second spells out an entirely new and sug-
gested meaning, or what is ‘really’ being said.” Although commentators will fre-
quently disagree as to the precise nature of a Gatha’s suggested meaning—for
instance Gangadhara’s Bhavalefaprakisiki, with its somewhat steadfast focus on
kima and kamasistra, is very different from Haritamrapitambara’s Gathasaptasati-
prakasikd, which interprets the stanzas in terms of kima, dharma, niti, and yoga—
the idea that the Gatha may have a concealed meaning is universally accepted

amongst Sanskrit audiences.?®

Even though these commentaries were written centuries, even a millennium,
after the Sattasai poetry was compiled, the idea that a Gatha will have a hid-
den or secondary meaning appears intrinsic to much of the poetry, and the in-
vocation of a secondary meaning appears to have been a goal of early Maharastri
Prakrit poets. That is to say, it is not merely a matter of Sanskrit alazikarikas begin-
ning in the ninth century and onwards—with Anandavardhana’s theory of sug-
gestion or dhvani—imposing a way of reading onto Maharastri Prakrit poetry.
Rather, these authors theorized or rediscovered a way of reading the poetry that
is often in consonance with what appear to be the intentions of its original au-
thors, though a historicist might disagree with the commentators about the na-
ture of the originally intended suggested meaning, its underlying ethos, and the
speaker’s identity.

*4Secondary meaning for Rasa-theorists is the primary meaning.
»Compare Sattasai commentators’ use of # bhavah to more standard usage in commentaries
on other types of Kavya (see Tubb, 2007, pp. 23ff.).

2éAbhinavagupta goes even further than most commentators in pointing out that one
Gatha may have multiple intended meanings, each varying with the intended audience (see
Dhvanyilokalocana 1.41,g). Sattasai commentators, with the notable exception of Pitambara, tend
to give only one, or sometimes two, suggested meanings.
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If the above Gatha acquaints readers with a method of reading Gathas, the
anthology’s subsequent free arrangement of stanzas keeps the readers guessing
about the underlying or suggested meaning of each verse. Unlike in a topically ar-
ranged anthology like the Vajjilagga or the Sanskrit anthologies, there is no sec-
tion heading to lead readers to an interpretation beforehand. Instead, readers
are left to muse or puzzle over the verse and its suggested meaning on their own,
which leads to a different kind of reading experience. To take an example, we can
look at the following verse which appears in both the 7zLa and the early recen-
sions of the Sattasai:*

ma ruasu onaamubi dhavalaamtesu salichettesu |
haridlamamdiamubi nadsi voa sapavadia jai || 8 = VaLa 473 [[*°

Please don’t cry with your head lowered®

While the tops of the rice fields are growing pale
The hemp garden has become like a dancer

With a painted golden face.

AVaLareader, finding this verse in the ValLa’s Asaivajja, willimmediately be guided
towards the topic of the verse and its solution. While such guidance may be help-
ful in guiding the reader to an understanding of the sentiment expressed in the
Gatha, it can also diminish the element of surprise and curb the reader’s enjoy-
ment in solving the verse on his or her own. By contrast, the Gzhakosa reader, ar-
riving at this Gatha, even after having read the preceding verses in the anthology,
will have less idea of what to expect. Neither a subject heading nor the Gatha’s

*71 give the CheViLi reading which differs from the 7zLa only in orthographical details such as
the absence of the ya-fruti.

28Skt: ma rodir avanatamukhi dhavalidyaméanesu Siliksetresu | haritalamanditamukbi nativa sanavitiki
Jata [

*9Lit. ‘May the woman with her head lowered please not cry.’

1 AT & QP,,, —%Iq W,,, & &I KW, T, .Gy 1 AORHEN] Qrest. Q .,
WATHET Q 1 °FUH] QW Wy, fETH Py, 2 “HET]  em W, T,5Ge, “TEHT Q,
O-EIET PooWey 2 '_-rrg] QWEDTEDGED7 A8 PpWyyy 2 WSW] QPCWEDTEDGED)
TUETSST Q“, HUETEAT P,
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location in an overarching narrative will urge the reader towards a specific inter-
pretation. In this situation, the audience is compelled towards a more active and
freer engagement with the poem. A practiced reader might ‘solve’ a verse quite
quickly, but the Gzhakosa’s presentation invites wider associations with previously
read poems in the anthology and even with material and ideas outside the col-
lection. If we return to the Vala reader, we see that she or he is asked to view
the Gatha in the context of the anthology’s own ideological universe. The place-
ment of the verse within the Vala’s Asaivajji leads readers to identify the female
character as an asai—though the term does not appear in the verse itself—and
to draw comparisons between her and all the other female characters depicted
in this particular vajja. The reader is likely to take into account the proximity of
this vajja to the Saivajja or The Section on the Chaste Woman, which immedi-
ately precedes it, and to the much more explicit vajjzs 51—56 and 61, which fol-
low it. In this progression, the very idea of what an asa/ is becomes increasingly

narrowed down and prescriptively defined.

Interconnections

The GK’s freedom of association and its absence of such prescriptive categories
is one of the most striking characteristics of its early recensions. It is true that
associations may be formed in the anthology on the basis of the propinquity of
one Gatha to another. But what does one make of the depiction of an elderly
pair followed by a description of youth (instead of the reverse), the description
of a farmer followed by the portrayal of a lonely traveler, a depiction of preg-
nancy followed by the portrayal of a village chief, and so forth¢ These juxtaposi-
tions and concatenations differ considerably in their allusive productivity from
those of the later Sanskrit and Prakrit anthologies.

Whereas the later anthologies follow narratives that invoke the #rivarga, that
correspond to typical stages in the life of an individual, and that would diag-
nose, for instance, the degree of female chastity as in the above example, the
Sattasai instead portrays the lives of many different individuals existing side by
side. One effect of this latter type of anthologizing is that it allows readers a
greater interpretive freedom, in view of which one might well presume, from a
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classical and medieval Sanskritic perspective and perhaps also—to a degree—
from the perspective of the anthology’s own original compiler, that the Satta-
saf is a means of escape. It is an escape from the #77varga and from the prescrip-
tions of the varpasframadharma. It is is a means to think of and participate in po-
etry without a §astric scaffold. At the same time it also allows for greater free-
dom for the expression of a female voice and subjectivity. Female characters are
portrayed less as prescriptively defined others for a male readership, and more as
entities with subjectivities and agencies of their own.



Chapter 4

Kama as a Sphere for Female Voice

Many Sanskrit commentators introduce the Gzhakosa as a work that belongs to
the sphere of 44ma. Although these scholars may show enthusiasm in identify-
ing different figures of speech and may readily draw on diverse literature in elu-
cidating the poetry, the only purusartha, or aim of man, on which the GK is said to
have a bearing is 44, and it is primarily within this context that the collection

is viewed as significant.’

This commentarial approach to the anthology is doubtlessly encouraged in
part by the second Gatha in the vulgate recension (though absent in the CheViLi
recension), a stanza which proclaims the usefulness of Prakrit poetry for those in-

terested in ‘the doctrine of £474.”> Remarking on this verse, the fifteenth century

'Tieken’s (1978, p. 113) statement sums up this commentarial viewpoint: ‘While the content
of a Gatha is made up by what is literally said in it, the theme is that situation at which the
Gatha as a whole is purported to hint or allude; and there are only a few of such situations, in
contradistinction to the literal content which is as many-sided and diverse as there are Gathas.’
For a commentator like Gangadhara the limited themes for the most part pertain to £zma.

*kamassa tattatattim, which is glossed variously as kamasya tantratitparyam, ‘the purport of
the system/doctrine of kdma,’ in V and kimasya tattvacintim or tantravirtam (kimasya tattvacintam
tantravartam vi), ‘reflection on the essence of 474’ or ‘an account of the system/doctrine of 4ama,’
in Ggp,. Weber’s 1870 edition and translation of the verse: amiam paukavvam padhium soum a je na
Jjanamti | kimassa tamtatamtim kunamti, te kaba na lajjamti [| 2 [[; ‘Die nicht im Stande sind, nek-
tarartige Prakrit-Gedichte zu lesen und zu horen (d.i. verstehen), (und doch) das Saitenspiel der
Lehrbiicher der Liebe (zu iiben) affektiren,—wie sollen die sich nicht schimen? (d.i. die soll-
ten sich doch schimen!).” Weber (1881) emended tamtatamtim to tattatattim. For further discus-
sion this and other variants see Weber (1881, pp. 2f.; 1870 p. 72) and Tieken (1983, pp. 185f.).

59



KaAma As A SPHERE FOR FEMALE VoicEe

commentator Vemabhiipala writes: ‘Because of the intrinsic depiction (in Prakrit
poetry) of the settled doctrine of 44ma, those who do not engage in reciting this
(Prakrit poetry), which is instrumental for the purpose of kamaiastra, or who do
not engage in listening to it being recited by another, how could they not feel
ashamed?” Vemabhupala adds: ‘Therefore, because it invariably must be known,
it (Prakrit poetry) should be accepted (in the kamaidstra).”? Gangadhara explains
the stanza as follows: “They who do not know how to recite, at the right moment,
the nectar of Prakrit poetry, nectar-like because it is delightful due to being full
of the erotic sentiment, and who do not know how to listen to, i.e., understand,
Prakrit poetry read by another, yet who ponder the essence of 44ma or give in-
formation about #4724, how can they not feel ashamed?*4 Sadharanadeva, quot-
ing Vamana as an author of a kzmasistra,’ states that recitation of Prakrit Gathas
is specified by the authors of kamaidastra themselves: “The writers of Kamasistra
consider the means to pleasing an amorous woman to be the recitation of Gathas
that are charming and suitable to the occasion; and, thus, Vamana (writes): ‘One
should recite Gathas, which are the foremost messengers of the God of Love, in
a charming way.” > Sadharanadeva continues: “Therefore a gathikoia should cer-
tainly be compiled (or memorized) by those who enjoy the fruits of kimatastra.”®

Ticken (1983, p. 185) translates the Gatha slightly differently: “Those who do know how to read
and listen to (this) nectarlike Kavya in Prakrit, but are solely concerned with scholarly works (in
Sanskrit) on love, how can they not feel ashamed?’

3sarvatra kimasiddhantasya niripanarthid etat pathitum anyena pathyamane Srotum vi ye na prathante
tesam kamatantratitparyakaranam lajjavabam katham na bbavatity abbiprayab. tasméad avasyam jratavyam
ity asyopddeyata.

*frngararasanirbharatvenihlidakatvad amytam ivimrtam prikrtakivyam avasare pathitum parapathitam
ca Srotum boddbum ye na jinanti, atha ca kimasya tattvacintiim tantrivirtim va kurvanti, te katham na lajjanta
ity arthabh. Gangadhara also writes that the verse is either one in which Hala sets forth his purpose
in compiling the anthology or it is the statement of a clever #4yi4 addressing a male character
who lacks proficiency in regard to kamafistra: gathikosaviracanaprayojanam iha ...kamasistravyutpat-
tividburam prati vidagdhaniyikoktir va. The phrase kimaiastravyutpattividburam suggests a male char-
acter who lacks a complete knowledge of kimafistra because he does not know Prakrit poetry.

SAccording to Weber, 1881, p. 2, Sadharandeva often quotes a kamafistra of this Vaimana. It is
not clear whether he is the same Vamana as the author of the Kavyalankirasatravrtti.

6kﬁmiﬂimﬂjﬂﬂirthm_ﬂ kiimaiastrakaras ca samayocitalalitagathapatham eva tadupiyam Gmananti, tathi
ca Vamanab: gathih pathec ca lalitam madanigraditiv iti; tasmat kimaiastraphalopabhoksrbbir avafyam
githikosab samgribyate, Weber 1881, p. 2.
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The commentators make it clear that for them the £Z7a in the phrase kimassa
tattatattim is the particular type of love delineated in different ways in Sanskrit
kamasistra. This view of k4ma becomes, for the commentators, the overarching
paradigm against which the poetry is measured.” Before proceeding, it should be
acknowledged that one underlying problem with the claim of the above stanza
(W 2), and with the commentarial interpretations of it, is that much of the Sazza-
sai predates Sanskrit codification of #Zma in the Kamasitra and its allied works.
In particular, the GK poetry’s project of using female voice to create female sub-
jectivity strongly differentiates it from kamasastra, the latter of which is less in-

vested in such aspects.8

In the Sanskrit kzmasistra, or at least in the kamasitra, kima emerges as a pursuit
that exists in relation to the other aims of artha and dharma.® Here, though kima
is accepted as a normal pursuit for most, it is nonetheless deemed the inferior of
the other goals of man. As Rocher (1985, p. 522) points out, the Kamasatra begins
with the word dharma. Dharma is the first term it defines, followed by artha, and
lastly, by k4ma. After defining these pursuits, Vatysyayana writes: ‘their order of
precedence is that the prior is respectively more important’ (tesam samavaye pirvab

plrvo gariyan, Kamasitra 1.2.14)."°

We elsewhere also see the idea that 4274 should be subordinate to the other

?One exception is Haritamrapitambara, who interprets each Gatha in terms of 44ma, but also
in terms of dharma, niti, and yoga—thus, with regard to all four purusarthas. Tribhuvanapala, whose
text does not include W 2, is less concerned with 44ma per se. Much of his commentary is instead
focused on alarkirasistra. Like later commentators, he refers to the Gathas’ characters using the
niyaka and nayiki designations. This same terminology is used in the Kamasitra, but it is also
the terminology of alankirasistra from the Natyasistra onwards. See also Dundas’ (1985, pp. 37f.)
introduction of Mathuranath Sastri’s twentieth century commentary.

80One could say that kdmafastra teaches both men and women to view themselves objectively.
On this, see Laura Desmond (2011). I would suggest that the kama sections of the SRK, the SUK,
and the VaLa are also conducive to this goal. This is addressed further below.

9These might also be said to co-exist with z0ksa. Although, as mentioned in the notes in the
previous chapter, in some accounts of the purusarthas, kima, along with dbarma and artha, is the
antithesis of moksa; see Halbfass (2000).

¢

®Rocher concludes: ‘...the Kamasutra operates within the framework of the trivarga,
and...even the Kamasitra places kima at a lower level than artha and considers dharma to be

the highest of the three goals in life.’
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pursuits in life. In particular, it seems that the arrangements of the SRK, the SUK,
and the VaLa are in keeping with this viewpoint. For, though they include sec-
tions of stanzas on the topic of £2a, they begin and end with the topic of dharma.

The conception of kima in the Kamasatra raises potential problems. These con-
cerns and the way in which Vatsyayana addresses them help to show some of the
reasons why the goal is considered inferior.” Thus, in the beginning of the work
there is a defense of the treatise against two main opposing views, or parvapaksas.
The first is the idea that #4724 is contrary to dharma and artha, and hence leads to
a wide variety of undesirable results. To this Vatsyayana replies that £47z4 is not
opposed to artha and dharma, but that it is the natural fruit of the two. He further
argues that while one should be aware of the well known and well documented
dangers associated with 4474, one should not relinquish it, just as one does not
refuse to sow grains just because wild animals might eat a part of them. The sec-
ond opposing view raises a problem that is perhaps less serious. This is sim-
ply the idea that 274 does not require a §astra because it occurs naturally and in-
stinctively, even among animals. Vatsyayana’s reply is that 4274 of humans is dif-
ferent from the 42ma of animals, and that because it requires the proper means

of success it requires a fastra.??

It is a point of contrast that whereas Vatsyayana in the third or fourth cen-
tury is eager to defend the pursuit of kzma, the later Sattasai commentators are
content to show that Prakrit Gathas do indeed pertain to the sphere of k44, as
one of the accepted aims of man. The commentators make no attempt to defend
kima in and of itself.” They also do not here present the idea, that we see at the
end of the Kamasitra, that the purpose of kima is to become a jitendriya, one who

“Cf. Rocher (1985, 522f.).

?Malamoud’s argument (1982, pp. 371f), that to order ‘the terms of the trivarga in ascending
hierarchical order is to go from the most subjective to the most objective, and simultaneously
from the individual to the social,’ is a further way to explain the subordination of £z7a to the
other pursuits.

BThis is the case, even though followers of certain traditions continued to level criticisms
against kzma. Given the lower position that kzza seems to have held vis-a-vis the other goals
of man within the theory of the purusirthas, one wonders whether it posed a challenge for Trib-
huvanapala and others in writing on the Sattasai. But it seems that by his time, kzma was a well-
accepted aim of man, with its own army of exponents and critics.
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has mastered the senses, though it likely was, in some way, a part of their world-

view.'4

Kima, of all the purusirthas, is also the one that perhaps falls most fully into
the purview of women. Vatsyayana writes that women should study kamaiastra
even before they reach youth (Kamasitra 1.3.2), thus apparently before men, who
must first go through studenthood or brabmacarya.” The author defends this pre-
scription against a parvapaksa that claims that women are incapable of studying
$astra (yositam Sastragrabanabhavat, 1.3.4). According to Rocher, the pirvapaksa be-
lieves that women are not entitled to do so or that they are intellectually inca-
pable of it.** However, despite Vatsyayana’s own statement and his refutation
of the pirvapaksa, the extent to which Kamasitra is equally addressed to male and
female subjects bears further investigation.

The Kamasitra’s support of female subjects’ participation and limited agency
within the sphere of 44ma is reflected in classical Kavya anthologies. If we look
at the SRK and at the SUK, it is primarily in the sections devoted to the topic
of kama that we meet with female voice and agency and with more extensive de-
scriptions of the female form. By contrast, poems in the sections pertaining to
artha and dharma are inscribed with male speakers and agency. This pattern oc-
curs also in the VzLa, where we find a stronger male voice and agency in the sec-
tions dedicated to a¢tha and dhamma and many more clearly marked female speak-
ers and agents in the section dedicated to the topic of 44ma. It seems likely that
at least one reason that Sanskrit scholiasts adopt the view that the Sastasai be-
longs to the sphere of £4a is that it too is, to a large extent, inscribed with fe-

4Vatsyayana claims that the whole purpose of #7724 is not the indulgence of sensory pleasures
or r4ga, but to become a jitendriya, or one who has mastery over the senses. This particular idea
seems to be refuted in the Brabmasiddhi of Mandanamisra. The text presents as a parvapaksa in its
opening section the idea that desire can be removed by indulging in it, a view that is subsequently
rejected.

SFrom which the study of kmafistra is perhaps initially excluded.
* According to Rocher (1985, pp. 525—6), Vatsyayana’s rebuttal consists mainly of the evoca-
tion of the sixty-four arts. Texts like the fifteenth c. Raghunathabhyudaya of Raimabhadramba show

women studying other fZstras, but Vatsyayana was perhaps unfamiliar with such enterprises. On
the topic of women’s education in early India see Scharfe, 2002.
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male characters and speakers,? the presumed rationale being that when a female
character speaks or is portrayed, the subject is likely going to pertain to kama.

Yet, the degree to which the Gathas of the Saztasai can be relegated to the topic
of kima, at least as it is formulated within the Kamasitra, is worth examining.
On the one hand, there are a number of Gathas that have no direct or obvious
bearing on 44ma whatsoever. These include maxims, portrayals of village chief-
tains, and descriptions of natural phenomena. In the case of the latter, Tribhu-
vanapala is often content to write svabhavokti ‘a description of a thing as it is,’
though Gangadhara, writing several hundred years later, will often somehow in-
scribe these Gathas with a 44ma-inspired meaning.18 On the other hand, con-
cerning the Gathas that do involve amorous relations, we must ask the extent to
which the sentiment described corresponds to the classical Sanskritic notion of
kama and to what extent it differs.

Those who interpreted Gathas in terms of a $astric conception of £zma be-
long to much later readerships who were possessed of a worldview that had al-
ready changed considerably from the Satavahana and Vakataka periods. When we
remove the parameters imposed by these commentators, with what are we left?

To answer this we can evaluate the Sattasai on the basis of internal evidence.®

The Exaltation of Romantic Sentiment

We do find in the Gahikosa the idea that the beloved is a key to a good life. This
notion is expressed in one of the anthology’s last Gathas (Q 696, =P, 698, =W

7Because it is often clear that the speakers and agents in the Gathas are female, commentators
are likely to identify speakers and agents as female even in the absence of markers of gender. The
extent to which Pitambara focuses on female voice in his interpretation of the Gathas in terms of
the four purusirthas is uncertain.

See Dundas (1985, p. 37), who writes that interpretations like that of Pitambara, as well as
‘the presence in the anthology of garhas of a clearly gnomic character, show that, although the
commentators tended to view the SS as erotic, there was scope for a broader range of exegesis.’

¥ Also useful are inscriptional and numismatic evidence from the Satavahana and Vakataka
periods and other early literature.
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652).>° The stanza asks what happiness/auspiciousness exists outside one’s dearly

beloved:

savvdarena maggaba piam janam jai subena vo kajjam |

Jjam jassa hiaadaiam kam va subam jam tabim na tthi || 696 [[**

If you want happiness/auspiciousness,

Make the utmost effort to seek out the beloved person,
What happiness/auspiciousness is there,

Without the one who is dear to one’s heart¢*>

Given its placement at the end of the anthology, the Gatha seems intended as a
summation of the collection. Its high valuation of the beloved stands in contrast
to the sastraic devaluation of £Z7a and to the corresponding hierarchy espoused
in the SRK, the SUK, and the VaLa. As noted in Chapter One, for the SRK and
the SUK, it is ultimately the individual’s ability to withdraw from the spheres of
kidma and artha in the last stages of life, described in the final sections of the work,
that characterize a life well-lived. Likewise, within the VzLa, the highest value is
given to dharma.” The sentiment expressed in the Gatha might seem out of place
in the sphere of kimasistra only insofar as it awards a primacy to £4a that is un-

matched even in the Kamasitra. Yet, given the anthology’s early date and its mi-

2°Attributed in Py, to the poetess Roha, but in Q_the attribution appears to be to Brahma-
datta.

*sarvidarena margata priyam janam yadi sukbena vab karyam | yam yasya hrdayadayitam kamiva
sukbam/Subbam yam tatra ndsti [ 696 [ On suba in the sense of Subba and sukba see PN M, p. 1164.

**The idea is perhaps that one should choose carefully. Tribhuvanapala writes: priyo jano me
bbiyid ity dsankya. kurudhvamityarthab, placing particular emphasis on the agency of the imag-
inary addressee. Gangadhara introduces the Gatha as follows: “To encourage union with her
(true) beloved, a female messenger speaks to a Nayika who has had a quarrel with her husband.’
Gangadhara then writes: ‘Only that Nayaka towards whom/in whom there is love is a source of
happiness,’ jarasamgamayotsihayanti diiti patyi saha krtakalahim niyikim dha— tathi ca yatrinurigab sa
eva niyakab sukbabetur iti bhavah.

*The perspective presented in the Gatha is not expressed elsewhere in Sanskrit Kavya either
as far as I know. Although, see VaLa 89 which directs a somewhat similar statement seemingly
towards a male addressee.

2 FT] Q,qd P, TTW,,

65

W 652



HuMoOR AND THE ROMANTIC SENTIMENT

lieu, we might inquire about the degree to which the subam that is attained in con-
nection with the dearly beloved (bzaadaiam) can be mapped onto the later cate-
gory of kima.**

Humor and the Romantic Sentiment

If, as the above Gatha suggests, the GK exalts romantic sentiment, this glorifi-
cation finds a counterpoint in the GK’s humor. The view that love can afflict the
body and the mind lies behind much of the Gahikosa’s poetry, where it explains
the often amusing behavior of the characters. This notion is not limited to early
South Asian literature, but it is instead a theme we find expressed and remarked

on elsewhere, including sixteenth century England:

If thou remember’st not the slightest folly
That ever love did make thee run into,
Thou hast not lov’d.

—As You Like It, Act 11, scene 4, line 34

Silvius’s words would apply to quite a few Sastasai characters and scenes, for in-
stance 120 (W 700),” 184 (W 238), and so on. Sattasai poetry shows the roman-
tic sentiment inverting, often to comedic effect, the normal day-to-day order
of things. The tone of the humor is seldom harsh or mocking, but rather gen-
tle and playful. We are invited to laugh ‘with’ the characters rather than ‘at’ them.

The role of female characters in the production of this humor has been over-
looked. Often in the GK they are the ones who make humorous observations.
They laugh and smile at each other, but also at their male counterparts, thus in-

verting and calling into question certain gendered hierarchies. The way in which

*4In particular, the idea that subaz may be interpreted in this verse punningly as both sukbam,
happiness/pleasure, and fubham, auspiciousness, or even as ‘the good,” has the potential to com-
plicate such mapping. Admittedly, it must be added, it is not clear that this Gatha, which is al-
most certainly a later addition as its placement at the end of the seventh fazaka, its absence of defi
words, and its conventional meter would suggest, encapsulates an overarching message of the

Gibikosa.

»See Tieken’s (2001, pp. 55—6) discussion of this verse.
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humor modulates the romantic sentiment and its uses on the part of the anthol-
ogy’s female characters is addressed provisionally in Chapters Six and Seven.

While certain commentators advocate for the Gzhakosa’s place in the sphere of
kamasastra, the anthology’s high valuation of a differently nuanced romantic sen-
timent, its production of an oftentimes insightful female perspective, and its fre-
quent orientation towards an imagined female audience, are at odds with, or at
least have no straightforward correspondence to, kamasistra.*

Naturalness and Natural Settings

The next chapter looks at the Gahakosa’s emphasis on naturalness and its regard
for the natural world. This can differ considerably from the priorities of kamafas-
tra and from the ideals of later Kavya. If the Kamasitra and its successors are in-
terested in refinement and in the ability to shape one’s self, one’s affects, and
one’s desires, the GK is much more interested in the appreciation and celebra-
tion of naturalness, and the unadorned. The next chapter looks at the GK’s treat-
ment of the natural world, and how this at times differs from the ideals set forth
in kamasastra and Sanskrit Kavya. The chapter considers the poetry’s correlation
of place with sentiment, demonstrating how this can differ from later Kavya. In
particular, it looks at how the GK focuses on the here and now as against the San-
skrit focus on the always and everywhere, and how its figurative language mir-

2T would suggest, with Warder (1974), that the Gahikosa, unlike kimaiistra, has been shaped
in part by female subjects. It would be interesting to compare Gahakosa songs to the kinds of
women’s songs that are recorded and discussed in Raheja and Gold (1996). Concerning the pro-
duction of the poetry of the Gahikosa, cf. Warder’s discussion of the Gatha’s origins in folk po-
etry (see below, p. 214, fn. 74; p. 215, fn. 75), and also the presence of a considerable number of fe-
male names amongst the poems’ courtly authors (see below, p. 212). See also Dhanapala’s state-
ment that he compiled his Prakrit lexicon, the Pzialacchi Namamala, for his sister Sundari (Biih-
ler, 1879, p. 6). As for the reception of Maharastri Prakrit, ¢f. the VzLa’s assertion that Gathas are
loved by young women, Kotihala’s statement in the beginning of the Lil4vai that he composed the
kabi at his wife’s request (see below, p. 206), and also Sadharanadeva’s commentary introduced
at the start of this chapter, that states that men should recite Prakrit Gathas to women as a ama
related activity. Based on such citations, the Sanskrit literary convention that associates female
characters with Maharastri Prakrit would seem to have had a counterpart in the lokadharma.
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rors the local, natural world.?

*In addition to considering how female voice and female characters are invoked in this
project, it is also productive to look at how the the treatment of naturalness and the natural
world are part of more widespread attitudes of the period.
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Chapter s

The Gabakosa’s Bucolic Poetry

In many Sattasai Gathas we come across small villages and a surrounding land-
scape dominated by fields, rivers, and mountain wildernesses. For the most part,
the stanzas portray rural villagers and rural life: the characters we meet are the
consorts, wives, and daughters of farmers, hunters, and village chiefs, as well as
cowherdesses and lonesome travelers. In many verses we are also given a keen
sense of time and its passing. This chapter looks at the Sastasai’s pastoral and
temporal contents in more detail. How do these contribute to and help shape
the poetry’s amorous themes¢ To what other themes do they contribute? How
does their presence differentiate the poetry of the Sastasai from Sanskrit Kavya
and later conceptions of kzmal

Bucolic Landscapes

Locale plays a significant role in Sattasai Gathas, especially in comparison with
Sanskrit Kavya anthologies like the Amarusataka and the Sﬁrﬁgﬁmfﬂmka, and in com-
parison with many sections of the SRK and the SUK ." In both the A4marusataka and
the Sl"rizgdm:’ﬂmka we are given, in general, very little idea of where we are. Little
clues, like a chain of pearls here or an emerald pin there, indicate a setting of
some sumptuousness. Yet, the stanzas, which are so exquisite in their portray-

"Notable exceptions in the SRK and the SUK are the subsections dedicated to the seasons and
the Asati subsections, in which setting also figures prominently. These subsections belong to the
topic of kima.
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als of emotion, tend to focus on the character involved—his or her words, ges-
tures, and expressions, to the extent that we are left with very little sense of place.
This is not a fault of the poetry, and a reader looking for contextualization of
such Sanskrit verses may open a number of other Sanskrit zahakavyas or nitakas
to get a better idea of place. But the absence of a prominent setting is a strik-
ing feature, and it makes for a very different kind of anthology than the Sazza-
sai, where elements of the surrounding world are important at every step.

The setting that rests in the background of almost all Sartasai Gathas is that
of the village or hamlet. We catch a glimpse of it not only in Gathas 7, 17 and
81, when we hear of the young woman looking out on the rice field, a calf mak-
ing its way along a path, and neighbors preparing for a festival, but it is pro-
nounced throughout the anthology. Even in the opening stanza’s description of
a crane perched upon a lotus leaf, we are aware that somewhere, not far off, must
be some village.* This is a setting that is imbued with a sense of fecundity, with
a degree of poverty and simplicity, with humor, and with certain heartfelt senti-
ments that are difficult to map onto later Sanskrit categories.?

We do find, especially towards the end of the anthology, descriptions of vil-
lages that conform quite well Sanskrit theories and expectations. The follow-
ing two Gathas, which are paired together in the early recensions of the Gizhako-
sa and describe picturesque mountain villages, provide examples:

dhanna vasamti nisamka-* mohane babalasaddalavaie
vaamdolanahallamta- venugabane girigeame || 677, =PEd 679 [ W 637

*CheViLi 3 (W 4). As noted earlier, the Sattasai begins with this description of setting that is
replicated throughout anthology.

3For other discussions of the Sattasai’s village setting as an idealized locale see Weber (1881),
Keith (1920), Warder (1974), and Lienhard (1984).

4Caesura after the first short of the fourth gaza.

Sdhanyéi vasanti nibiankamobane bahalaiadvalavrtike | vatandolanavepamanavenugahane girigrame [| 677

I

1 FEAAST ] corr, “HEAAIT Q, “TAAALY, P, “TAAAZFH W, 2 ATRIATREAT ]
QP,,, ATETATATITI T W,
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Fortunate are they who live in a readily captivating
Mountain village,

Where there are thick grassy hedges,
And where bamboo groves whistle and sway in the breeze.

The second verse, immediately following:

papphullagharakalambi ¢ niddhoasilaali muiamora |
pasaramtujibarakalaala- manobara iha giriggama [| 678, = P, 680 [[?

The houses are surrounded by blossoming Kadamba trees,
There are sparkling stone platforms, peacocks [dance] happily,
And the pleasant murmur of running waterfalls,

Here in these mountain villages.

Like the anthology’s opening stanza,® these Gathas introduce no dramatis personae
or human characters. Instead the focus is on a particular locale and, at least in the
case of the second stanza, a particular season. If we look at the second, the sea-
son is that of the monsoon, which is characterized elsewhere in the Sattasai by
the blossoming of Kadamba trees and the dancing of peacocks.® The rainy sea-
son also explains why the mountain streams are murmuring and why the stone
benches are shining or washed clean (#idhoa, Skt. nirdhauta). In the poetry of the
Sattasai this is the time when couples who have long been separated are reunited,

or hope to be reunited.

6Caesura after the first short of the fourth gana.

7Skt: vikasitagrbakadamba nirdbautaiilitali muditamayarib | prasarannirjbarakalakalamanohar iba
girigramah [[ 678 [/

8Gatha 3 in the CheViLi recension (W 4).

9For earlier Sattasai verses on peacocks See W 560 = R 608, which describes these birds danc-

ing at the onset of the rainy season.

1 TGeaThedl] Q, Topecauheidl W,y 2 THLSATHAAAHIIRT 32] Q,

THLATSHAHE AT 35gTad W,y

71

W 638



Bucoric LANDSCAPES

In several earlier Sattasai Gathas we see the blossoming of the Kadamba flow-
ers (Mah. kalamba or kaamba) used to signal the onset of the monsoon and the
subsequent anticipation of the traveler’s return: W 177 describes a woman dis-
mayed by the sight of Kadamba flowers; 429 (W 566) portrays a traveler who
grows despondent when he smells the fragrance of these flowers; and 498 (W
711) portrays a ‘fortunate’ woman, who, because she had been rendered uncon-
scious by the fragrance of these flowers, does not hear the rumbling of the mon-
soon clouds. We see the association of Kadamba flowers with mountain regions,
as in the above Gatha, in 38 (W 37) which portrays a Kadamba flower and a bee car-
ried in a mountain stream (girinaié piarena). In this last stanza the theme of love-in-
union is also prominent, as the flower and the bee form a common metaphor for
the human couple. We also see these elements coming together later in classical
Sanskrit Kavya. Thus at Meghadiita 25 the cloud’s arrival is said to cause the blos-
soming of Kadamba trees on Mount Nicais,"® where couples meet for roman-
tic trysts:

nicairakhyam girim adhivases tatra visramabetos
tvatsamparkit pulakitam iva praudhapuspaih kadambaib |
yah panyastriratiparimalodgaribbir nagaranam

uddamani prathayati Silavesmabhir yauvanini || Meghadita 25 ||

Though, here in Kalidasa’s poem, it is the townsmen who are brought in rather
than the villagers as in the Sattasai, and the village is left out entirely.

Strikingly, the two Sattasai Gathas and Kalidasa’s poem share much in com-
mon with the 4u777¢i or mountain region landscape (tz47) used in the Tolkapiyam’s
classification of Tamil Cankam poetry and in the framework of the Cankam an-
thologies themselves. According to the Tolkapiyam, some of the concomitant fea-
tures of this particular ‘landscape’ are the waterfall (or mountain stream), win-
ter or the rainy season, bamboo, and the emotional state of love-in-union. That
the Sattasai Gathas should share in these elements could hardly be coincidental.
There is debate about which poetry came first, which cannot be addressed here

in detail, but at the very least the presence of these elements is further indication

°Possibly the mountain is called Nicaira. But see Mw, zicais: N. of a mountain, called also
Vimanagiri or Kharva (Megh).
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of a shared aesthetic.

Although the two Gathas at first glance seem to express delight in a particular
rural setting, commentators are apt to explain them somewhat differently, in a
manner that is in alignment with Kalidasa’s later poem and the Cankam land-
scapes of the Tolkapiyam. According to Tribhuvanapala/Ajada, the first Gatha is
spoken by an asati, the implication being that people who live in these mountain
villages are fortunate (dhanna), not simply because they live in a charming place,
but because they are provided with ideal locations for secret trysts.” In the case
of the second verse, the commentary in P, identifies a similar suggested mean-
ing, namely, that the mountain village described in the Gatha is an excellent place
for romantic assignations. The commentator writes: “The mountain villages here,
which have pleasant sights close by and where sounds of an amorous meeting will

not be perceived, are eminently suitable for people who seek secret rendezvous.”

The commentarial views reflect a characteristic frankness about matters per-
taining to #4ma and a preoccupation with dhvani or suggestion. The openness to-
wards £2ma is doubtlessly rooted in the status of kdma as a purusartha or goal of
man and in its rather scientific treatment in kimasastra. On the other hand, the

interest in dhvani may be traced back to Anandavardhana and Abhinavagupta’s

“On the relationship between Tamil Cankam poetry and Sanskrit and Prakrit see Hart, 1975.
For further cross connections between the Tamil Cankam categories and Prakrit and Sanskrit
poetry see Lienhard, 1976.

*Gangadhara offers a similar explanation of the Gatha. The commentator introduces it as
follows: ‘An asati, under the pretext of praising the mountain village, expresses to her beloved
her wish to meet unrestrainedly—"’ (¢irigramaprasamsichalenisati jaram prati svacchandibbisirasprhim
dha—). Gangadhara later explains that the village provides a good place for a tryst because its
many densely foliaged trees form a covering (tathi babalair uccataraib patralaib patrababulair arthid
vrksair vrtir vestanam yatra). Elsewhere too in the Sattasai sheltering hedges and verdant trees serve
as the locale of assignation. Nisamkamohane could mean both ‘readily captivating’ and ‘amorous
dalliance without worry.’

Basannanayanamanobarih, alaksyaminasitkrtaravib, samketirthikimino ‘nayogya iha girigrami ity
arthah. The idea that pleasant sights and noisy sounds make an ideal spot for a romantic tryst
is doubtlessly inspired by kimaiastra. Gangadhara introduces the second Gatha as follows: The
female messenger, encouraging the hero to visit the mountain villages, says they [the moun-
tain villages] have an abundance of loveliness which is produced at the coming of the rains
(girigramagamandya niyakam utsihayanti diti varsagamanakytam tesim ramaniyakitisayam iha—).

73



Bucoric LANDSCAPES

claim that dhvani is the soul of poetry, and in their use of Sattasai and other Ma-
harastri Prakrit Gathas to demonstrate its operation.

Yet, for all the commentarial focus on the locale’s association with #2724 and
dhvani, one cannot help but wonder whether these scholiasts inadvertently down-
play other roles the setting might provide, overlooking its connections to other
Gathas and other themes within the Sattasai** While these Gathas may be il-
luminated by references to Sanskrit k2ma- and alankirasistra—and even though
they appear to be a Sanskrit-inspired response to earlier Sartasai poems—at the
same time, they draw on a much wider repertoire of themes involving place, na-
ture, and heartfelt sentiment that cannot be easily assimilated to categories sanc-
tioned by Sanskrit theories.

Earlier in the collection we find Gathas, such as the following from the an-
thology’s second fataka, in which rustic settings bear a more complicated rela-
tionship to Sanskritic categories:

mabumdsamaruibaa- mabuarajhamkaranibbhare ranne |
gdi virahakkbaravaddha- pabiamanamobanam govi*® [ 137 [[7 W 128

In the spring month in the forest full of the
Humming of the bees struck by the wind,
The cowherdess sings,
Captivating the travelers with words of separation.

The stanza’s amatory theme of love-in-separation is intensified not only by the

“The commentarial interest in locale can be traced back to the Natyasistra’s assignment of
setting to an uddipanavibbiva (excitant), a subsidiary element in poetry.

YCaesura after the first short of the fourth gana in the second hemistich.
*®The Gatha’s structure is remarkable for its long compounds.
 madhumdsamarutibatamadbukaraghankiranirbbare 'ranye [ gayati virahiksarabaddbapathikamanomo-

hanam gopi [
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gopi’s song,18 but also by the sylvan setting and the spring season. In a not al-
together unconventional twist, the setting and season heighten the central fig-
ure’s inner feelings, not through resemblance, but by contrast. Hence, although
the forest is delightful in spring, its pleasantness serves to foreground the sad-
ness due to the love-in-separation of the travelers who are separated from their
beloveds.” This effect is found in several Sattasai Gathas*® and even in amatory
literature outside of an Indian context. The early twentieth century author Greg
(1906, p. 93), writing about the spurned shepherd who laments in the month of
June in Spenser’s The Shepherd’s Calendar, observes a similar device: “...the moods
of nature are no longer represented as varying in sympathy with the passions of
man, but are deliberately used to heighten an effect by contrast.’

We can see in the musician and the forest, delightful with the mantle of spring
and the humming of bees, the creation of a locus amoenus that does not fully cor-
respond to the categories of later Sanskrit Kavya. Commenting on this verse,
Tribhuvanapala writes: “The travelers, remembering their own wives uninterrupt-
edly, are captivated by the stimulating singing (gopiganena uddipanavibbivena) of
the cowherdess, which is especially full of the syllables of separation, and which
is accompanied by the charming buzzing carried on the Malaya breezes.’* Tri-
bhuvanapala does not comment further on the figure of the cowherdess musi-
cian, her juxtaposition with the travelers, or on the razza (Skt. aranya), perhaps
because their combination is not part of a well defined amatory motif in classical

B8The song is accompanied by the wind and the bees. The wind as a musician is a trope found
in Sanskrit, Prakrit, and Tamil poetry. A similar image is found in 602 (W 561), where a bull’s
striking at gnats with its horns is compared to the plucking of the strings of a lute.

¥The traveler is often a symbol for the theme of loss and longing in the Sattasai. He is often
far from a home to which he longs to return.

2°See, for instance, 498 (W 711); 499 (W 541) 501 (W 543); 571 (W 586).

> Malayanilandolanamanobarajhankirini visesato virabaksarabaddhena  gopiganenoddipanavibhivena
pathikah svasimantinirantaram smaranto mubyantity arthab. In describing the gopi’s song as an exci-
tant or uddipanavibhiva, Tribhuvanapala employs the terminology of the Natyaiastra. Vibbivas or
‘determinants’ are one of the three elements that in combination evoke r4s4, or the transforma-
tion of a foundational emotional state into aesthetic sentiment. The #ddipana subtype or ‘exci-
tant determinant,” one of the two subtypes of vibbivas, is an element such as the season and set-
ting that excites a certain emotional response in a character. In this scenario the travelers are the
dlambanavibbivas, the objective determinants or characters upon whom the excitant determinants
take effect.
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Sanskrit Kavya and alankaraiastra.”

The City as a Foil

It is perhaps not surprising that while praise is bestowed upon the village and
while even the forest is presented as a pleasant place, we find, at least on occa-
sion, the locus of the city described in altogether different terms, as in the fol-

lowing Gatha:
kbamdhaggina vanesum tanehi gamammi rakkhio pahio
naaravasio nadijjai sanusaenam vva siena || 79 [

In the forests the traveler is protected by fire from burning logs
In the village he is protected by (soft) grasses
Dwelling in the city he is distressed by the cold

As though it were his own regret.

Tribhuvanapala, explaining the verse in straightforward terms, writes that the
traveler, because he has no shelter in the city, is afflicted by a cold regret.** Else-
where in the anthology there is little mention of cities at all and the sentiment
that this is an unwelcoming place is not common. Yet, in presenting the forest
and the village as more pleasant locales, the Gatha contributes to the anthology’s
privileging of bucolic landscapes.

**The Gatha agrees with the To/kgpiyam’s landscapes wherein forest and pastureland are asso-
ciated with the sentiment of love-in-separation. Though in contradistinction to the Gatha, in
the Tolkapiyam pastoral occupations like that of the ggpi are associated with the lover’s quarrel.

33Skt: skandhigning vanesu trnair grame raksitabh pathikah | nagarosito vidambyate sanusayeneva
sitena [[ 79 [/

*450 yam nagare nirisraya iti sanuiayena Sitena biadhyate iti. ‘Cold regret’ contrasts with the more
usual ‘burning regret’ (paicattapas).

»See also 176 (W 230) in which the speaker says it would be better to be born in a remote
forest region, vanuddesa, as a stunted tree, than as generous, sensitive, and poor in the human
world manusammi loe.” Though, we do find Gathas that describe the kuggama, ‘wretched village,’
these occur with less frequency than Gathas that positively value the village.
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These Gathas present a view that is almost opposite to the view of Sanskrit
Kavya and alankirasastra in which the city (nagara) is the favored locale. Dandin,

one of the earliest alankarikas (ca. seventh century cg), asserts that Sanskrit mahikivyas

should begin with a description with the city and its virtues. Indeed, the descrip-
tion of the city forms an important, albeit little studied, component of most such
poems.

Lasting Values in a Fleeting World

In the Gathas we see the invocation of a fecund, earthly paradise, made more

pronounced by its fleetingness, as in the following poem:

6

naipirasacchahe juvvanammi®*®  diabesu niccapahiesu

aniattisu a raisu 7 putti kim daddbamanena [| 47 ||?®

When youth is like a river
When the days are fleeting
When the nights do not return
O daughter, what is the use of this accursed anger?

This Gatha is paired with the following in both the CheViLi recension and in the
vulgate recension. Its theme is also the passing of time:

kallam kira kbaratiao pavasibai pio tti suvvai janammi
taba vaddha bhaavai nise Jaba se kallam cia na hoi [[ 48 [[*°

26 Caesura after the first short of the fourth gana.

*?Caesura after the first short of the fourth gaza.

8Skt: nadipirasadyse yauvane divasesu nityapathikesu | anivrttiasu ca ratrisu putri kim dagdha-
manena? [[ 47 [/

*9Skt: kalyam kila kbarabrdaya pravatsyati priya iti Srizyate jane | tath vardbasva bhagavati nise yathi *sya
kalyam eva na bbavati |] 48 |/
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A Paucity oF MEANS—A RicuHNESSs OF LiFE

I have heard that
My hard-hearted beloved will depart at dawn
O Goddess Night, grow so dark that
Day-break does not come.

A Paucity of Means—A Richness of Life

The Sattasai often focuses on themes of natural abundance, verdancy, and fecun-
dity. Yet, it is not without its portrayals of hardship and a lack of means. The fol-
lowing, in which commentators identify the figure of speech of utpreksa,’® pro-
vides one example:

duggaakudumbaaddhi kaba nu mae dhoaena sodhavvi

dasiosarantasalilena- na uaba runnam va padaena || 16 [/

Look, with water trickling from its fringes
The cloth seems to weep (as though thinking)
‘How will I, who have been washed, endure

Being pulled upon by the unfortunate family¢’*

3°Rhetorician have varying definitions of ##preksa. Dandin, at KiA 2.221, defines it as the at-
tribution of sentiency to insentient objects, and vice versa, Rudrata, at KzA4/ 8.36, describes it
as the superimposition onto an entity of something non-existent (See Tribhuvanpala’s citations
below). It is similar to pathetic fallacy.

3 durgatakutiimbakystib katham nu mayi dbautena sodhavya | dafapasaratsalilena pasyata ruditam iva
patena [[ 16 [/

3*Patwardhan (1988, p. 2) takes dhoa (Skt. dhauta) as ‘washed (vigorously),” implying that wash-
ing is another hardship the cloth must endure. However, dhoa may be taken to mean purified, the
idea may be that the cloth, having been ‘purified,’” is now feeling sorry that it will now have to
undergo some hardship. In this manner, the cloth, being ‘pure,’ serves as a metaphor for a good
person (sajjana).

1 GIAUT] Q, AU P oW, AU W,
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NATURE AS A SOURCE OF GUIDANCE

The stanza, serves as a reminder that among the lushness of courtyard hedges,
gardens, and rice fields, the Sattasai’s characters may still endure material hard-
ships. A number of similar Gathas demonstrate that the anthology never turns
away completely from this theme.? Yet, even while present, it is not dominating.
It does not overshadow deeper themes within the anthology of abundance, fe-
cundity, and amorous love .34

Nature as a Source of Guidance

The natural world figures into the poetry not only in terms of the setting, but also
in the form of an exemplar and companion. Speakers look to it for metaphors of
their own condition. In 47 (W 45) the speaker, after comparing the passing of
time to an ever-flowing river, advises her companion to let go of anger.” In g
(W 10) a speaker who tries to console a friend, telling her ‘the progress of affec-

tion can be as crooked as a tendril.’s®

In 113 (W 105) the speaker addresses her own
heart, comparing it to a piece of driftwood being swept down a river. She worries
that, like a piece of driftwood, her heart will soon be captured and burnt. 110 (W
102) describes a mother crow trying to save her fledglings from an overflowing

river:

PSee 37 (W 36), 39 (W 38), 40 (W 39), 78 (W 76), 176 (W 230), 184 (W 238), 473 (W 472) etc.

34Though, one wonders the degree to which the traveler, a character who appears quite often
in the Sattasai, is evocative of this theme. The above Gatha is preceded in the CheViLi and in the
vulgate recension by two stanzas on the theme of traveling and separation. The juxtaposition may
be because this stanza, in mirroring the heartfelt absence of beloved consort, brings to mind yet
another kind of absence. On the other hand, the juxtaposition evokes the idea that the traveler’s
absence is motivated by the lack of means we see described in this stanza. For a Gatha in which
the theme of material hardship and the traveler appear together see 40 (W 39) and 79 (W 77).

3See above.

3¢See edition and translation.
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NATURE AS A SOURCE OF GUIDANCE

tabasamthianiddakkamta-5 pillaparirakkbanikkadinnamani

aganiavinivaabbai piirena samam vahai kii [| 110 [

The mother crow is carried by the current
Without fear of destruction

Wholly intent on protecting
The young in the nest.

Here, the natural world takes center stage, where it figures, in the form of the
mother crow, as an exemplar of motherhood and guardianship. The depiction in
the Gathas of the natural world, particularly this last, is evocative of the Jataka
stories of the Pali canon, images of which are depicted on Satavahana-era mon-
uments.?® One is also reminded of Nagarjuna, the Buddhist philosopher whose
hagiographies place him in a Satavahana context, as a friend and adviser to a Sa-
tavahana King,** and in whose philosophy nature or svabhdva is a companion and
teacher to the individual.#*

If we return to the first two Gathas at the start of the present chapter, which
describe mountain villages, we can agree that they correspond well to the expec-
tations of classical Kavya and to certain topics of amasastra. Yet, as I show above,
other stanzas within the Sartasai invoke setting in ways that have little correspon-

dence to such poetry and sastra. Beyond the given amorous backgrounds, itisa

%7 Caesura after the first short of the fourth gana.
38Skt: tathasamsthitanidothrantasitupariraksanaikadattamanib | aganitavinipiatabbayd piirena samam va-
bati kaki || 110 ||

39The gate and balustrade on the st#pa at Sanchi were likely built during the Satavahana period.
Aninscription (on one of the top architraves of a gate?) names Ananda, son of Vasithi, as an artisan
of the Satavahana king Siri Satakarni.

4°See the Lilavai, and the Subrllekba.

#See John Clark, “On Being None With Nature: Nagarjuna and the Ecology of Emptiness,”
2008.
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NATURE AS A SOURCE OF GUIDANCE

fondness for rural life and a closeness to the local natural world that are the salient
features of these Gathas.
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Chapter 6

Female Voice Beyond Kzma: Humor
and Pathos

The prevalence of female voice in the Gathas of the Sastasai has often been re-
marked upon in passing. However, this feature is so central to the anthology that
it deserves greater attention. Two motifs that unambiguously establish the cen-
trality of female voice in the Gahikosa and that show the poetry moving beyond,
as it were, certain Sanskritic notions of k4ma and kamasistra are pregnancy and
childbirth. The presence of these motifs distinguishes the anthology from kzma-
based collections of Sanskrit poetry, like the Amarusataka, Bhartrhari’s jrizgzim:’d—
taka, and Govardhana’s J;yzimpm:’ﬂtz', whose stanzas stop short of this topic. The
treatment of these motifs also sets the anthology apart from collections like the
SRK, the SUK, and the Prakrit VzLa. For, although the £4a sections of these lat-
ter anthologies do provide limited sources of comparison, their approach to this
subject differs considerably from that of the Gahikosa.

Motifs of Pregnancy and Childbirth: The Subbasitarat-

nakosa and the Saduktikarnamrta

The SRK includes, in its Yawvativarpanavrajya (Descriptions of Women vrajya), the
following single verse on the topic of pregnancy:

'See below, p. 214, fn. 74.
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MoTifFs oF PREGNANCY AND CHILDBIRTH

anilacicukasilimukbam udgataika-
romavalivipulandlam idam priyayah
uttungasangatapayodharapadmayugmam
nabber adbab kathayativa mahanidhinam [[ 434 |/

The romavali’s thick stem supports

A pair of lotuses, her high and close-set breasts?
On which sit bees, the darkening nipples

These flowers tell of treasure

Hidden in my darling’s belly.?

The poem, brimming with natural imagery, employs male voice to describe the
pregnant body in idealized and eroticized terms.* In comparing the body to
positively marked elements of nature—lotuses and bees, the speaker creates a
charming and lush portrait. The bee and the flower, a common metaphor for the
human couple, add a note of eroticism, as does the term priyz (‘dear one,” ‘dar-
ling’). Even though the speaker stands at a distance from the scene, his speech
conjures up a sense of intimacy and even security, both of which enhance the
erotic mood. For the term zidhana (treasure) both indicates that the speaker is
privy to the secret of his beloved’s pregnancy and suggests that the unborn child
is his deposit, placed with the mother temporarily for safekeeping.’

*1 follow Ingalls’ translation. However, udgataikaromivalivipulanilam more literally translates
as: ‘[the pair lotuses which are] possessed of a thick stem in the form of the elevated single romaval
(line of hairs on the navel).’

SHow the metaphor of the hidden treasure works for both the object and subject of compar-
ison is uncertain—clearly, the pregnant character’s breasts reveal the secret of her pregnant state
(and the treasure of the child). It is possible that the idea that lotus flowers mark a buried trea-
sure is a poetic trope found in other literature. The Nidhipradipa, a work on the art of finding hid-
den treasure might shed light on the symbology.

4Because this is the sole stanza on pregnancy in the SRK it would be worth looking at whether
commentaries to the anthology say anything about its inclusion.

SFor another reference to a child as a deposit, see Abhijiinaiikuntala 4.22, where Sakuntala’s
father, choking back tears, describes daughters as ‘deposits’ (zydsa or, in a variant, niksepa), wards
placed in their fathers’ care for safekeeping until marriage.
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MoTifFs oF PREGNANCY AND CHILDBIRTH

The tenth section of the SUK’s .S".rizgdmpmvﬂm, titled Garbhini (The Pregnant
Woman), comprises five stanzas on the topic of pregnancy. As in the above Subbayita-
ratnakosa poem, the verses employ male voice to portray pregnancy in an ideal-
ized and eroticized light. In the first verse of the section physical indications of
pregnancy such as wanness, thinness of cheeks, lassitude, the darkening of the

nipples, and the swelling of the waist are all part of the especially delightful form
(manobarakrti) the female character assumes:

avirbbatavipanduracchavi mukham ksama kapolasthali
savyapiraparislathe ca nayane ‘nutsabamugdham vapub

Syamibbatamukbam payodbarayugam madhyab svabhivocchrito
jatanyaiva manobarakrtir abo garbhodaye subbruvab [ SUK 521 [/°

Her complexion has become pale, her cheeks are thin and
Her eyes are relaxed in their movements
Her body is lovely in its listlessness
The nipples of her breasts have become dark,
Her waist has by nature swollen
Oh how wondrous! In pregnancy yet another delightful form
of the Lovely-browed lady has been produced.’

In the next stanza, the speaker describes the happiness or auspiciousness (7azngalam)
his beloved radiates in her pregnancy:

haridram ambaram upantanibaddhacakram
ekam kulasthitivasid dadhati priyasau
tatkilamangalasamacaranaprayatna-

vyasiddbakelir api mangalam atanoti [| SUK 522 |[°

¢ Attributed to Kalidasanandin.
?Eva in pida four emphasizes azya, indicating ‘yet another.’

8 Attributed as in the previous stanza to Kalidasanandin (Tasyaiva).
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MoTifFs oF PREGNANCY AND CHILDBIRTH

My beloved, wearing for the honor of the family
A single yellow sari, its ends knotted in a circle,’
Even though, in her effort to observe the sanctity of the occasion,

She has set aside her games, she radiates happiness.

The speaker in the subsequent stanza tells how the reticence and barely concealed

joy of his pregnant wife charm him:

mydasaktd brdyam sthagayati mukham cumbati mayi
stanau panpdusyamau mama karatalad aksipati ca
krte garbbildpe visadabasitam raksati rusa

priyéa sarvakaram visati brdayam vallabbataya [| SUK 523 [[*°

She who has a craving for clay,
Delightfully closes her mouth when kissing me
And she keeps her breasts, both pale and dark, from my hands
When there is talk of the fetus she angrily guards her bright smile
My beloved fully enters my heart by being endearing.”

The next poem similarly describes how the condition of pregnancy adds a par-
ticular charm to the female character:

alasamadburd snigdhi drstir ghanatvam upigati
kisalayarucir nistambilasvabbavadharodharab
trivalivalaya lekbonneyi ghatanta ivaikatah

prakrtisubbagd garbbendsau kim apy upapadita [| SUK s24 |[**

9This seems to be the meaning of ambaram upintanibaddbacakram in pida a.
°Attributed to Karnatadeva.

"There seems to be a deliberate contrast between the first three verbs, sthagayati (closes), ksi-
pati (wards off), and raksati (guards), and the final verb vifati (enters), though there is no conces-
sive particle.

2 Attributed also to Karnatadeva (Tasyaiva).
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Her affectionate glance, sweet with lassitude, has become heavy
Her lower lip, naturally, without betel
Has the [red] color of a new sprout
The three folds of her stomach
Inferred from the lines [they left there] have
Become as though one
This lady somehow has become naturally lovely
By means of the fetus.

The last poem in the section is quite similar to the SRK verse, in that it describes,

with lush imagery, the outward signs that reveal the female character’s pregnancy:

parinatasarakanda pandurd® gandabhittib
kucakalasamukbasrib kilimanam dadhati
vyapanatakysabbavam pinatim eti madhyam

vapur atisayagauram garbbam dviskaroti || SUK s25 [[**

Her cheeks are as pale as stalks of ripened sugarcane
The tips of her jar-like breasts have become dark
Her waist has become swollen, its slenderness removed

This body, which is very pale, reveals the fetus.

The five poems of the SUK are similar in voice and perspective to the SRK verse,

employing imagery redolent of abundance and fertility. In each poem, male voiced
creates an element of distance and pleasurable contemplation, facilitating the

idealization of pregnancy.”

B As published in the SUK (Banerji ed.). A compound is also possible: parinataarakindipindu-

7.
“Attributed to PaSupatidhara.

SThough pregnancy is a natural outcome of #dma, it is not dealt with much in kimatastra
(even conception is omitted from the Kamasitra, though it is included in later works such as the
Nigarasarvasva of Padmasri. However, for the above Sanskrit poets, the topic lends itself to the
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PrRecNANCY AND CHILDBIRTH: THE GAHAKOSA

Motifs of Pregnancy and Childbirth: The Gabikosa

In contrast to the above poems, Sattasai Gathas on the subject of pregnancy adopt
a female voice and bring in elements of humor and pathos. Whereas in the San-
skrit anthologies we find idealized and winsome portrayals of pregnant charac-
ters, many Sattasai Gathas on the topic revolve around the notion that this experi-
ence can be taxing on the body, painful, and otherwise problematic for women. It
is a further point of contrast that the anthology includes a Gatha about the pains
of labor itself, a topic that is avoided in the SRK and in the SUK. These Gathas
contribute to the Gzhakosa’s project of creating female interiority and subjectivity.

In one of the first references in the Sattasai to pregnancy, 13 (W 15), we see the
female character beside a group of friends and her beloved. Although the Gatha
invokes an amorous sentiment, it does so in a way that differs considerably from
the above poems of the Sanskrit anthologies:

kim kim te padibasai  sabibi ia pucchiai muddhie /
padbamullaadobalinii navara daiam gad ditthi /713 //*°

Asked by her friends, “What do you yearn for?’
The gaze of the innocent young woman

Who was experiencing her first pregnancy cravings
Went only to her beloved.

expression of sentiments that are in agreement with the sphere of £Zza. It might be noted that a
very different view on pregnancy and intrauterine existence is expressed in éahkarﬁcirya’s moksa-
oriented bhisya on the Chandogyopanisad (5.9.1—2). See also the Garbbavakrintisatra, which survives
in citations and in Tibetan and Chinese translations, for a related Buddhist view.

6See Tribhuvanapala’s full commentary to this stanza and notes to it in Chapter Eight, pp.
129, 158, and 210.

2 Caesura after the first short of the fourth gana.
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PrRecNANCY AND CHILDBIRTH: THE GAHAKOSA

Like the pregnancy poems in the SRK and the SUK, this poem is infused with an
amorous emotion. Although, here the object of affection is not the pregnant fe-
male character, but the male beloved. Rather than the subject who looks on, he
has become the object of his dear one’s glance. In his inactive role he is almost
reduced to what Bharata in the Natyasistra would call an uddipanavibhiva. Readers
are asked to identify with the female characters since the speech and actions all
lie with them, and it is their words and thoughts that are expressed in the Gatha.

Yet, in addition to the Gatha’s amorous element, it also evokes the idea that
pregnancy is an inherently difficult experience. This is certainly an understanding
we find in commentarial literature. Tribhuvanapala’s description of the speaker
as a Sviya, ‘a lady who does not abandon [her husband] in good or bad for-
tune, or even in death,” signals that he viewed her pregnant condition as po-
tentially dangerous. Tribhuvanapala also identifies her as a Mugdha, ‘an inno-
cent lady,” a diagnosis is linked to her ignorance of the true nature of pregnancy
longings. Tribhuvanapala brings this to light when he glosses the question ‘what
do you desire?” with ‘among solid foods, soft foods, lickable foods, and liq-
uids, which are you contemplating?’ (bhaksyabhojyalehyapeyinim madhyid iti man-
asy anudhydya kim kim te pratibbisata?),”, and also when he writes: “when what is de-
sired in pregnancy is not given, children are born with deformities, afflicted with
disease and so on. The practitioners of Ayurveda call this ‘gratifying the desire

»»

of pregnant women’” (dobadadinam antarena sammisritanga gadididosadusti jantavo
jayata iti. antarvatninam dobadadanam ity dyurvedavido vadanti).*° Tribhuvanapala’s

idea is that she is a Mugdhi because she neither understands what constitutes a

7See Rudrata’s SeTi: 1.49. Tribhuvanapala often cites Rudrata’s KzA4/, and he also seems to
have known a version of the 5?77'.

¥See note 214, p. 176.

¥Such cravings are also in consonance with the above SUK stanza in which the pregnant char-
acter ingests clay, recognized as a type of dobada. See also Raghuvamsa 3.3. Bloomfield (1920) notes
that geophagy during pregnancy was practiced in India as recently as the early twentieth century.

20 Cf. Susrutasambiti 3.18—21 (cited in Meulenbeld, 1999, p. 246). According to the text, dobadas
are first felt in the fourth month of pregnancy when the principle of consciousness (cezanidhatu)
is said to manifest in the developing fetus. The passage describes the difficulties that result from
ungratified dobadas, and the effects that particular longings have on the child. Sufrutasambiti 3.22—
28 describes how dobadas are determined by fate, parallel to how former actions determine those
in the present existence. See also Carakasamhita 4.15—19, cited in Meulenbeld, 1999, p. 42.
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dobada, nor does she know its significance for the fetus.

Gangadhara, taking a different route, also focuses on the idea pregnancy is a
difficult and painful experience for the woman. He gives the following #irva-
cana, or cultural etymology, of mugdha, ‘innocent young woman’: mugdhiyi iti
mohad garbhayasam apy aganayantyab; ‘a mugdhi is one who, because of her igno-
rance, does not consider the difficulty of pregnancy.” Gangadhara then explains
the use of the word padbama: * ‘the first,” is used because women who have had
many children, who have been afflicted by the agony of pregnancy, avoid the toil
of love. But she, who has not experienced the pain of childbirth, only desires
union with her beloved, this is the meaning’ (prathameti. babuprasitis ca garbhakhe-
dakbinnih suratiyisam paribaranti. iyam tv ananubbitaprasitikhedd priyasambbogam eva
param abbilasatiti bbivab). For Gangadhara, as for Tribhuvanapala, the recognition
of pregnancy and childbirth as painful and difficult experiences is a key to un-
derstanding the Gatha.

Whether or not these commentators fully capture the original meaning of the
verse is debatable. One could alternatively propose that since pregnancy crav-
ings are known to be very strong longings, the transference of longing to the hus-
band demonstrates, perhaps in an even humorous manner, the strength of the fe-
male character’s affections for her husband. In this scenario, the terms muddhi
and padhama are intended, not to highlight the pregnant woman’s ignorance of
what dobadas actually constitute, or to emphasize the difficulty of pregnancy and
childbirth, but rather to show that she is incapable of dissembling, of hiding her
true feelings. This particular characteristic of the 7zuddhi is remarked on at 171 (W
225), where her disguise or giveaway is said to be an open glance.* Hence, the
character in this verse might know what dobadas are, but, because of her inno-
cence, be simply unable to properly disguise her feelings for her husband, even
in front of her friends. Such an interpretation rests not on an understanding that
her condition is difficult or painful, but rather on the idea that she is very much in

*'At 533 (W 505) we also hear that the glance of a muddba like an arrow shaft. Often, within the
Sattasai, it is the muddha’s ignorance of romantic matters and married life that is remarked on: at
246 (W 307) the muddhi bursts into tears after she can no longer count the days of her beloved’s
absence on her fingers and toes; at 346 (W 145) she is laughed at by her friends for trying to
conceal her husband’s nail marks (similar is 435, W 433); at 490 (W 534) she suffers and grows pale
in separation from her beloved. We also hear at 395 (W 382) that this character is envied by the
first wife.
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love with her husband. Yet, although such alternative explanations of the Gatha
are possible, it must be admitted that Tribhuvanapala’s and Gangadhara’s inter-
pretations are in keeping with the other Sattasai Gathas in which pregnancy and
giving birth are associated with a certain degree of severity and physical hardship.

The next Sattasai Gatha to reference pregnancy is 85 (W 83). As in most Sattasai
Gathas, commentators understand the speaker to be female:

puttavadichim® dukkbam  acchijjai unnaebi hoiina

ia cimtamtana mane thanana kasanam® mubam jiam [| 8 [| >+

‘Having fallen upon the stomach,
The lofty become sorrowful’

Thinking thus, the face of the two breasts
Grows dark.

Though the Gatha does not mention pregnancy directly, the reference to the
darkening of the nipples, a characteristic of pregnancy described also in one of
the above Sanskrit stanzas, makes the context clear.? In contrast to the eroti-
cized description of breasts in the Sanskrit verses, the Gatha addresses the po-

tential physical and emotional hardships associated with pregnancy.

22 Putta (or potta Wy 1) is a defi word which both the CheViLi and the BhaLePra gloss with udara.
*Iretained Q ’s kasanam in the verse. In the commentary Q reads &Zsanam, which is unmetrical.

*4udarapatitair dubkbamisyata unnatair bhatvi [ iti cintayator manye stanayob kysnam mukbam ji-

tam [| 8 ||

*The CheViLi and the BhiLePra are in agreement about the gender of the speaker and the sub-
ject of the verse. Tribhuvanapala writes: ‘It should be understood that here a certain knowledge-
able woman hints at the pregnancy of a certain other woman.’ Tribhuvanapala then identifies the
figure of speech as Utpreksa, Poetic Fancy. Gangadhara writes: ‘Under the guise of describing
the darkness of the breasts of the happily married woman who is pregnant for the first time,
her friend says this to the [woman’s] husband in order to encourage the continuation of his af-
fections when the breasts have dropped even after birth’ (prathamagarbbayib subbagiyib stanakili-
makathanacchalena prasavinantaram bhavistanapatanottarakilam api snehanuvartanam angikirayitum sakhi
tatkantam iha).

1 E_g] QP;:p, tﬁgwﬁn 2 W] QWgp, ﬁ"_H-UT Py
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Gatha 132 (W 123) portrays a woman experiencing childbirth for the first time:

hasavio jano samali¢  padhamam pasiamanie

vallabaviena alam ~ mama tti babuso bbanamtie || 132 ||*¢

People had to laugh
When the beautiful young woman

Giving birth for the first time said again and again
‘I'm through with this husband-delirium.’*?

The stanza use humor to suggest the physical pain and difficulty of childbirth.
The Gatha is quite different from anything in the Sanskrit anthologies or the
VaLa, where the whole topic of labor is excluded.

That this is a well-defined topos of Gathas is evident from other examples. In
207 (W 259) pregnancy and labor are spoken of in the same breath as a fever and
a vigorous dance performance:

mdsapasiiam chammasa-  gabbhinim ikkadiabajariam ca |

ramguttipnam ca piam  puttaa kimamtao hobi [ 207 [[*®

One month after she gives birth,
Six months after she becomes pregnant,

One day after she has a fever, and just after she leaves the stage,
O little son, [then] you should desire your beloved.

2 hasito janah $yimayi prathamam prasiyaminayi | vallabbavitena alam mameti babuso bhanan-
tya || 132 ||

*’In Py, Tribhuvanapala calls vallabavaena, which he glosses with vallabbavatena, a lokokti, or
‘popular expression,” but does not explain its meaning further.

8Ske: mésaprasitam sapmasagarbbinim ekadivasajoaritim ca rangottirnim ca priyim putraka ki-
mayaméno bhava || 207 [/
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By placing pregnancy and giving birth in categories consonant with illness and
exertion, the Gatha fits the general pattern in the Saztasai of linking these expe-
riences with physical strain and hardship.*

The final Gatha on the subject, 509 (W 483), also focuses on hardship with its
reference to the heaviness of the fetus:°

na vi taba aigaruena vi - khijjai hiaam bharena gabbbassa

Jaba vivarianibianam  piammi sunbi apivamti || 509 [[*

Within the Sattasai we get a picture of pregnancy and childbirth that differs con-
siderably from that of the Sanskrit anthologies. The latter use male voice to por-
tray pregnancy in idealized and eroticized terms. The poets in these antholo-
gies describe the state in a manner that conforms more readily to the ethos, aes-
thetics, and goals of later kamasistra. By contrast, the Sattasai employs female
voice and female agency to show a more difficult side of the experience, depict-
ing it often in terms of humor and pathos. In so doing, the stanzas extend be-
yond, as it were, Sanskritic notions of kzma and kimasistra. One could even say
that the Sattasai stanzas explain, from a female perspective, why pregnancy and

childbirth may not always be considered proper topics of kamasistra.

Dobala or Pregnancy Cravings

In addition to the above Gathas, there are also in the Sattasai two poems that refer
to pregnancy craving in the context of material hardship. 274 (W 290) depicts the

*9Though this Gatha would also fit in a compendium of proverbial wisdom, it does have the
poetic ornament of fulyayogiti. Tribhuvanapala does not cite any alankira here. See Weber’s 1870
and 1881 notes to this stanza. That the speaker of the verse is female may be inferred from the
term of address she uses, puttaa, ‘O little son,” which is used elsewhere in the Sattasai with markers
that identify a female speaker, but not with ones that would identify a male speaker.

3°The CheViLi reads only: nigadavyikhyiteyam, ‘[this] is clear from merely reading it.” Gangad-
hara introduces the verse by explaining that speaker is a woman describing, with a smile, her
friend who is suffering from the weight of the fetus’ (garbhabbarena klamyantim sakhim sakbi sapari-
hasam iha).

S ndpi tathitigurund 'pi khidyate brdayam bharena garbbasya | yathi viparitanidbuvanam priye vadbir
aprapnuvati [[ 509 |/
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pitiable state (duggaa®*) of the pregnant wife:

hiaa ccea virdo na sahio janiina gharasiram |
bamdhavaduvvaanam piva  dobalao duggaavahiie || 274 [

Knowing the meager means of her house,
The pregnancy longing of the poor young wife
Which was not told,** melted away in her heart,
Like the harsh words of her relatives.?

Gatha 473 presents dohala in the context of similar self-deprivation:

duggaabarammi gharini  rakkbamti Gulattanam paino
pucchiadohalasaddhi  puno vi uaam cia kehai [ 473 [/

When asked again and again about her pregnancy longing,
The wife in the poor house,

Concerned for her husband’s distress,
Answers with ‘just some water.’?

3*This term, meaning ‘difficult circumstance,” occurs also in 16 (W 18), 39 (W 38), 40 (W 39),
and 538 (W 612), often, as in this verse, to describe to the economic situation of the family.

B3Skt: hrdaya eva vilino na kathito jrdatvi grbasiram | bandbavadurvacanim iva dobado durgata-

vadhva || 274 |/

34‘Which was not told’ translates 74 sahio. Tribhuvanapala glosses this with athita. However,
see the psm which equates szhia with both kathita and sadhita, ‘fulfilled,’ the latter of which is read
inWg's .

%Khoroche and Tieken translate bamdhavaduvvaanam as ‘an indecent proposal made by one of
her [the wife’s] husband’s brothers.” Weber (1870) who reads vandhavaduvvinammi (K 292) trans-
late the term with: ‘dem schlectem Betragen der Verwandten.’

% durgatagrbe grbini raksanti dkulatvam patyub | prstadobadairaddbi punar api udakam eva kathay-
ati || 473 /]
37This verse is also in the VaLa (VaLa. 457). It is one of the some 82 Gathas the Vulgate of the

VaLa has in common with the Vulgate of the Sattasai (see Patwardhan, 1988, pp. xxvi—xxvii) and
the only one in that collection that describes pregnancy.

1 fgorsr) Q, Eer=p,, 1 VW] QW,,, STTOSU P, 2 O 4 | 3 f=rer
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Both Gathas again impart a female perspective and show the female characters
heroic in their self-denial. Their stoic heroism becomes especially evident when
we consider the value placed on pregnancy cravings within the broader context

of early Indic literature.

Dobada is given one brief reference in one of the Sanskrit anthologies.?® Its
short treatment is probably because it readily evokes both the idea of pregnancy
as a medical condition and difficult to control desire. However, the motif of
the pregnancy craving (Pkt. dobala, Skt. dobala or dohada, Pali dobala) is traceable
in the Pali and Jain Canons and Brhatkathi-based narrative literature. Here, the
mother’s craving often conveys the longing of the fetus, portending some ac-
tion, good or bad, the unborn child will undertake as an adult. In this literature
we see an enormous value placed on the gratification of the dohada and the great
lengths to which husbands will go to fulfill it.? In the Thusa 7ataka, the mother of
the future parricide Prince Ajattasattu develops at the time of conception a se-
vere longing to drink blood from the right knee of her husband, King Bimbisara.
Although the king’s astrologers tell him that this longing means the son in the
queen’s womb will take the king’s life and seize the kingdom, the good king,
who has few worldly attachments apart from his son, responds by saying, ‘what
does it matter if my son should kill me and seize my kingdom¢’ He then has his
knee cut open and the blood collected in a dish for the queen to drink. A simi-
lar story occurs in the Samaridityasamksepa, though here the dobada is satiated not
through compassionate, self-sacrificing concession, but through a clever ruse.*
Thus, when the mother of the future parricide Ananda develops, while preg-
nant with him, a severe longing to eat her husband’s entrails, the king’s minis-
ter manages to gratify her longing by drawing forth in front of the queen the en-
trails of a hare hidden in the king’s clothes, as though they were from the king’s
own body.#

BSUK 523

%Bloomfield’s article “The Dohada or Craving of Pregnant Women: A Motif of Hindu Fic-
tion (1920) is one of the earliest and perhaps still the most comprehensive accounts of dohada in
Sanskrit narrative literature.

A Samaridityasamhsepa 2.56

#A similar story appears in the Kathikosa.
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We see the arising and equally expeditious fulfillment of benevolent and lofty
dobadas. In the Salibbadra Carita, the female character has a dobada, at 2.56, to give
alms and, at 60, to entertain monks. In the Parifistaparvan, a merchant’s wife con-
ceives of the desire to pay reverence to the gods and Jaina teachers** and in the
Samaradityasamksepa, Queen Srikanta conceives of the desire to give alms to the
poor and vessels to those who worship the Jina.# In the Jain Kathikosa, Queen
Srutimati has the dobada to worship the gods on Astapada mountain and Queen
Jaya has a desire to worship the gods and ascetics and to give gifts to the poor.
Though benevolent dobadas are less common in Buddhist narrative literature,
there are some five fatakas (159, 491, 502, 534, and 501) that attest to the recogni-
tion of and power granted such dobadas. In each of these stories, Queen Khema
dreams of a golden bird or deer whom she desires to preach the Buddhist Dharma,
and feigns dohada that she might hear it. Queen Maya’s desire to visit the penance
grove shortly before the birth of Siddhartha and her subsequent visit as described
in Asvaghosa’s Buddbacarita might be viewed as the arising and fulfillment of a do-
bada.

In the Brbatkathi-based literature we see the manifestation and fulfillment of
dobadas that are not so much benevolent or malevolent, but simply fantastic.
Thus, Vasavadatta desires to hear about vidyadbaras, and longs to sport in the
air and look down upon the earth, a dohada that is gratified by hearing the story
of Jimiitavahana, and in the Kathasaritagara, Queen Alankaraprabha has a dohada to
ride in a puspavimana,** a wish gratified by means of magic.# As extreme and fan-
tastic as many of these dohadas are, in each case we see the husband at consider-

able pains to gratify them.

In numerous instances in the same literature dobada, particularly amongst an-
imal characters, manifests as a strong craving on the part of the mother for cer-
tain types of food. Although these desires are often for victuals that are diffi-
cult or dangerous to procure, we again see the husband try to fulfill them. In the

4 Parifistaparvan 2.16 fI.

BSamaridityasamhsepa 2.13. Queen Srikanta also develops the desire for all beings to be without
fear, though whether and how this was fulfilled is not explained.

44 A flying vehicle made of flowers, or a flower-shaped flying vehicle.
¥ Kathisaritagara 35.109ff.
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Supatta fataka (292) the wife of the Bodhisattva, who had been born as the king of
crows, desires savory food from the kitchen of King Brahmadatta in Varanasi. In
the Sumsumara fataka (208), the Vinara fataka (342), and the Kumbhila fataka (224),
a female crocodile has a longing to eat a monkey’s heart. In the Parfvanathacarita
the wife of Prabhavaka conceives of a dohada to eat the flesh of his master’s pet
peacock,46 and a female parrot longs for rice from a nearby field.# Many other
such stories exist.4

If we consider the way in which dobadas are met in all of these stories and
the striving that goes into fulfilling them, the trope of the unfulfilled dobada in
the above two Gathas is especially poignant. Although it is true that the Satta-
sai Gathas do not share the same horizon of expectations as the above narrative
stories, many of the latter are early enough to have been known by and to have
influenced Sattasai authors and audiences. The Buddhist identity of Satavahana
queens and ministers, and the fataa scenes carved on Satavahana era stipas, noted
in the previous chapter, suggest that the Buddhist narratives may well have ex-
erted an influence on Sattasai poets and audiences. The Brhatkathi-based litera-
ture also has ties to the Satavahana court, and may have existed in some form in
their period. Given such connections, it is not unlikely that Saztasai poets and au-
diences shared, at least partly, in the views of this literature and placed a simi-
larly high value on dobada and its fulfillment, making the sentiment expressed in
these two Gathas all the more poignant.

Pregnancy in the Wz]jd/ﬂggﬂ

The VaLa, for the most part, eschews stanzas on pregnancy or childbirth. The
anthology’s only verse on the topic of pregnancy is one it borrows from the Satta-
sai—stanza 473, which the editor places in the Sugharini or Virtuous Housewife

section. Its placement within the VzLa lends it a meaning that is quite different

48 Parfvanathacarita 3.456.
4 Parfvanatha 7.275 or Kathakoia pp. q2ff.

48Robert Goldman pointed out that an ironic and fateful version of the motif is found in the
seventh book of the Ramayana (personal communication). At Uttarakinda 7.41.21—26, pregnant
Sita requests to visit the virtuous sages on the banks of the Ganga. Rama agrees but later when
he learns of the gossip in the city he uses the promise to deceptively have her banished.
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from the one it possesses in the Sattasai.

An Extended Narrative

The first five Gathas on pregnancy and giving birth in the CheViLi and the Vul-
gate recensions show a narrative progression. First, there is a Gatha about a char-
acter’s wish for pregnancy (Gatha 5),% a portrayal of dobala or pregnancy craving
(¢atha 13), a description of a character’s body during pregnancy (gatha 85), a de-
scription of giving birth (Gatha 132), and then a reference to a female charac-
ter one month after she has given birth (Gatha 207). These Gathas may also be
listed as follows:

1. The wish for pregnancy 5 (W 6)

2. Dohala or pregnancy cravings 13 (W 15)

3. The character during pregnancy 85 (W83)

4. Giving birth 132 (W 123)

5. The character shortly after giving birth 207 (W 259)

Since such an ordering is unlikely to occur by chance, it would appear that the
anthologizer purposefully arranged the Gathas in this manner, as a prolonged
micro-narrative amidst all the other Gathas.

#1f it may be agreed that this is what is hinted at in the verse.
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Chapter 7

The Gabakosa’s Reception: The Appeal
of the Small Scale

How do we explain the enduring positive reception of the GK, with its rural
setting and cast of characters, and forthright treatment of subjects like preg-
nancy and childbirth¢ Why did the collection remain popular in a Sanskritic do-
main long after its conception? For almost one and a half millennia, long af-
ter the Satavahana Empire had vanished, it was read, emulated, and commented
on in Sanskritic circles. While there are in the courtly Sanskrit literature that fol-
lowed the Sattasai positive associations with life in quiet, natural settings, away
from the court and city, these associations are more often with 4frama hermitages
or wildernesses rather than with villages." When certain Sanskrit authors and
rhetoricians want to identify something as crude and unrefined they might use
the pejorative adjective gramya, which literally means ‘of the village,” ‘produced
in the village,” or ‘villagey.” The twelfth century scholar Hemacandra (1089—1172
ce) gives the following cultural etymology of grama or village: grasati buddhyidin

iti gramah, ‘that which consumes one’s intellect.”

*As shown above, the sentiment expressed in the SRK and in the SUK is that one ideally retires
to a quiet life in the forest in the last stages of life.

* Anuyogadvira, p. 142a, Agamodaya Samiti edition. For the irregular Paninian derivation of
grama from gras see Unddisitra 1.142: graser i ca. We see this concern in certain evaluations of the GK
and in later Maharastri Prakrit poetry. Bana, praising Hala in the Harsacarita (ca. 620 cE), writes
that the anthologizer made a collection of poems that was agrmya, in other words, that was
elegant or not of the village. Likewise, the VaLa includes in its introduction Gathas that would
draw a line separating such poems from connections to village life (VzLa 15 and 16). Both the later
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Given the negative associations with the village, why then did Sanskrit authors
value these descriptions of such places and their inhabitants¢ Why were they in-
terested in these portrayals of village wives and daughters of ploughmen and lo-
cale chieftains, characters who seem so different from the epic heroes, Gods,
Goddesses, demons, royal figures, and hermitage dwellers emulated in much
Sanskritic poetry? The anthology’s purported usefulness to the pursuit of 4aa,
Sanskrit literary critics’ citation of the poetry for its use of charmingly crooked
speech and suggestion, and Kalidasa’s and other poets’ emulation of this style
of poetry, surely all helped to secure its renown and ensure its place in Indian
literary history. The anthology’s association with the Satavahana king who be-
came a celebrated cultural hero certainly also played a role. But these factors per-
haps do not fully explain the appeal of this anthology with its rustic setting and
cast of characters.

Small Scale

I propose that part of the Saztasai’s later popularity has to do with what, in
terms of its content, is its small scale. If we compare Sattasai Gathas to much
Sanskrit Kavya, one striking difference is the scale. Sanskrit poets, of both ear-
lier and later periods, excel at writing about the heavenly and the grand. They de-
scribe great heroes and their deeds and adventures with elegance and precision.
The long poems of Sanskrit (mahikivyas) and many Sanskrit plays are set against
expansive backdrops, covering not only all of India, but the whole world, the
cosmos with its multiple heaven and hell realms, and the entire past and present.
Sattasai poets, by contrast, capture and express something quite different. They
portray the mundane, joyful or tragic, events of everyday life. While the epics
and long poems are about cosmic quests, the Sattasai is about those who remain
behind, people whose interests revolve around hearth and home. Thus, if what
is often acknowledged as the greatest play in Sanskrit literature, The Abbijria-
nalakuntala or The Recognition of S/’ﬂkuﬂmld, is about the celestial nymph Sakuntala
and the king Dusyanta, parents of India’s first Universal Ruler, the Sattasar could

remarks of Bana and the later sentiments of the VaLa reflect a recognition of the poetry’s ties to
village life, and a concern with this association.
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be said to be about Sakuntala’s serving lady and childhood friends.

Surprisingly, this mundane cast of characters is described in a way that is at
times congruent with and no less elegant than that of Sanskrit Kavya. The fol-
lowing poem describes a female character standing guard in a rice field, or more

precisely, it describes her foot:

abilijjai pamkaale balalicalanena kalamagovie

kedrasoarumbbana- tamsatthiakomalo calano [] 630 |2

The foot of the guardian of the paddy fields
Placed unmoving across the

Bank of the water canal is sought by a
Swarm of bees greedy for lotuses.

The idea is that the bees mistake the woman’s foot for a lotus, which might also
grow in the rice field. Although the poet skillfully does not directly say that the
character’s foot resembles a lotus, but rather leaves it to the reader to infer. In
classical Sanskrit Kavya, images of lotus-hands and lotus-feet—hands and feet
that resemble lotuses—though very common, are most often used to describe
the hands and feet of gods, goddesses, religious teachers, and royalty.*

We also find, intermittently among the portrayals of village inhabitants, po-
ems depicting the gods, goddesses and mythological events. The first such verse
is the anthology’s opening dedication to Pasupati and Gauri. Quite a few others

/
follow, including other poems about Siva and Parvati, stanzas about Visnu and

3Skt:  abhiliyate  padmalolupilivalayena  kalamagopyah |  kedarasrotorodhanatiryaksthitaniicalas
carapa [ 630 |

4See also 401 (W 388), which compares the ploughman’s daughter, who is covered in flour,
to Laksmi emerging from the milk ocean and the travelers who are staring at her to the unblink-
ing gods; joyamti animisacch pahii haliassa pitthapamduriam | dbaam duddbasamudduttaramtalacchim via

ghario [f 01 [].
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Laksmi and verses about Krsna, Radha, and Krsna’s gop7 devotees.” The presence
of these figures in the Gathas encourages readers to consider the mundane inhab-
itants of the anthology in terms of a larger cosmological picture. If these stan-
zas bring the anthology’s mundane characters closer to the divine world, they

also succeed in ‘villagizing’ the deities.

The Authority of Female Characters

Related to the poetry’s small scale is the way in which it depicts the behavior and
attitudes of its female characters. Epic heroines such as Sita and Sakuntali ad-
here to a code of conduct that conforms to standards set forth in classical brah-
manical law books. These heroines, even though possessed of a divine or semi-
divine status,® do not cross the bounds or limits of propriety commensurate to
their lofty births and stature. Thus they go directly from the houses of their fa-
thers or guardians to the houses of their husbands, ties with whom are sanc-
tioned at all times by dharmic customs and rituals. By contrast, the female char-
acters of the Sattasai are bound by a code of conduct that appears to be nego-
tiated, not with law books and religious teachers, but with their female elders,
peers, and rivals.” In so doing they exhibit an unusual degree of freedom, au-
tonomy, and outspokenness. One wonders what later readers and commenta-
tors made of these female characters. Just as we can ask what made the Sa#ta-
sai popular, we also need to ask what made it tolerable from the perspective of
a literary tradition in which female voice was less common and also more sub-
dued, and in which the control of sexuality frequently fell under the purview of

dbharmasastra.

As shown in the previous chapter, we often see these characters lending sup-
port and offering friendly advice or admonishment in which natural elements

5As Mirashi writes, Gathas depicting Krsna and Radha were surely added some time after the
original composition. See Patwardhan (1988, pp. xii f.) for a list of Gathas depicting religious
figures in the CheViLi recension.

¢This status could potentially exempt them from normal codes of conduct.

7See sakbifiksoktis, etc., in the commentaries.
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serve as a metaphor for the character’s own condition—the growth of a tendkril,
the ceaselessly flowing river, and so on. Their speech and negotiations are quite
free of legal and formulaic religious idioms. When such idioms do appear their
tone is quite different from the serious and practical attitude such phrasing of-
ten assumes in Sanskrit Kavya. The following Gatha in which the female charac-
ter rebukes her messenger provides an example:8

jam tuba kajjam, tam cia kajjam majiha tti jam sadi bhanasi |
0 dii, saccavaane, ajja si param gad tassa || W61 [[°

Your affairs are my affairs
Thus you always say;
Hey messenger! Speaker of truth
Today indeed you have mastered that.

This verse, a compliment that is not really a compliment, hinges around the term
saccavaane and the expression param gai. Saccavaane, meaning ‘Speaker of truth,’ is
avocative that recalls dharmic ideals of truthfulness. It is especially marked since
it is the only long compound in a series of short words. As the speaker accuses
her go-between of coming too close to the male character to whom she was sim-
ply supposed to convey a message, one can imagine that it would be a particu-
larly difficult word for her to utter. Pzram gad, an expression often used to de-
note mastery over a worthy pursuit such as a branch of learning or a personal re-
ligious goal,™ is similarly tongue-in-cheek and ironic. This differs from exam-
ples we see in Sanskrit Kavya, where religious and legal idioms are used in a seri-
ous and practical way even in romantic or #27a oriented verse. A paradigmatic ex-
ample is the Abbijrianaiakuntala where both the king and Sakuntala’s father vali-
date the king’s union with Sakuntala by alluding to notions of dharma.”

The religious mendicant, a paternal figure and an eminent proponent of law
books and religious texts, also makes an appearance in Sartasai Gathas. Yet, rather

8The stanza is unique to the First Telinga Recension.

9Skt: yat tava kiryam, tad eva kiryam mameti yat sadi bbanasi | o diti, satyavacane, adya khalu param
gatd tasya [| W61 ||

°The expression is particularly common in a Buddhist context.

“For example, Abbijrianasakuntala 1.20 and 1.25.
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than providing moral backbone or controlling the characters’ endeavors, as would
often be expected in the context of Sanskrit Kavya, we see him portrayed as an
antagonist, someone who might himself be subject to a (veiled) rebuke or ma-
nipulation. In the following verse, W 175 (absent in the CheViLi Recension), the

speaker deceives a mendicant whose wandering along the riverbank has become

problematic:
bhama dbhammia visaddho 50 sunaho ajja mario tena
goldadaviadakudumga-** vasind dariasibena || Wizs [

Wander freely mendicant (dbarmika)!
Today that little village dog was killed

By the fierce lion who lives in the thickets
On the bank of the Godavari.

The speaker suggests to the mendicant that while the village is safe for him, un-
der no circumstances should he go to the thickets on the Godavart River. She
is, of course, concerned that he will disturb the privacy of the sheltering thick-
ets that serve as the setting for romantic trysts.'* The Gatha offers a perspec-
tive that differs considerably from the model of the high classical Sanskrit Kavya
in which the religious mendicant wields considerable authority and in which an
ordinary village woman would hardly try to meddle in his affairs by offering him
advice, especially misleading advice.”

Yes, that part of kavya seems more similar. One difference between the GK
and these other genres is the female voice (it seems that in these other genres the
narrators or main speakers are most often male). When there are female speakers

*Caesura after the first short of the fourth gana.

BSkt: bbrama dharmika! viSrabdba sa Sunako ‘dya mirito tena | godavaritatavikatakunjavising
dirunasimhena || W1zs || Notably, this Gatha is the first one Anandavardhana cites as an exam-
ple of dhvani.

“Elsewhere in the Sattasai such mendicants ruin the thickets by stripping them of their
branches—presumably for use in a ritual context—so this may also be a worry.

YOther genres of Sanskrit literature such as satires and prahisanas do poke fun at monas-
tics who are thought to be either figures of fun or corrupt, and are more similar to these types
of Gathas. Although, such works are often narrated by male characters. They are perhaps more
bound to $astraic prescriptions.
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they are often courtesans, rather than householders. These other genres are per-
haps also more bound to §astric rules.®

That the Sanskrit commentarial tradition is enthusiastic about these often out-
spoken female characters and quite unperturbed by the lack of male authority
probably lies in two factors that the authors would have seen as merging to-
gether in the Sattasai—kima and the grama. As pointed out above, both kima
as a purusartha and the grama, or village, already occupied within the Sanskritic
worldview relatively minor positions. As a topos of Kavya, the £4a of the grama
would not have been explicitly subject to the stringent rules formulated in sastric
literature. Hence, so long as the topic of the poetry was understood to be the
kama of villagers, Sanskrit audiences would likely be less inclined to find the de-
gree of female authority and the disregard for certain gender norms problematic.

For these readers there was no doubt something intriguing and even refreshing
in these characters whose eloquent speech and portrayals are comparable to those
of Sanskrit Kavya and therefore eminently palatable, yet who conduct themselves
with an unusual degree of zeal and freedom. In addition to its bucolic settings
and charming natural imagery, the Sattasa’s ability to depict conduct not en-
countered in the heroes and heroines of courtly poetry surely contributed to its
enduring popularity in Sanskrit circles.

From Palace to Bucolic Landscape

For later readers, if not those of Hala’s day as well, the Saztasar also represents
an escape from the palace to nature, from the sphere of refined, yet perhaps pre-
dictable ornamentation, to an equally complex world of natural beauty. Unor-
namented, natural beauty is celebrated in Sanskrit Kavya, but it is often found

The Sattasai is not as a whole opposed to devout religious practitioners. For instance, Gatha
247 (W 308) the earth covered with Palasa flowers looks like (rehai, Skt. fobbate, literally, ‘is re-
splendent’) it were covered with the red robes of bowing Buddhist monks who have fallen at
the feet of the Buddha. Though it is not the practitioners’ religiosity per se that is admired, one
might conclude that admiration is implied in the stanza. As noted above, several Gathas in the
collection are devoted to religious figures. The first of these is the collection’s opening stanza.

104



Tue GAHAKOSA AS A VERSION OF PAsTORAL?

confined within the boundaries of a more courtly sphere. In Kalidasa’s Abbijria-
natakuntalam King Dusyanta praises such beauty in Sakuntala:

sarasijam anuviddham Saivalenipi ramyam
malinam api himéamsor laksma laksmim tanoti |
iyam adbikamanojiia valkalenapi tanvi |
kim tva bi madburanam mandanam nakrtinam [ 1.18 |/

The lotus is lovely, even though surrounded by algae,
The face of the moon radiates grace, even though stained,
This slender lady is surpassingly delightful, even though clad in bark garments,

Indeed, what is not an ornament to the gentle and well-formed?

Even while the poet would praise Sakuntala’s humble appearance and her simple
garb, the heroine’s destiny lies at court and later the 4frama, the place where she is
promised eventual return.” She hardly for a moment leaves the influence of these
spheres, which are regulated by $astric injunctions and the purusirtha scheme. It is
in these worlds that the audience viewing the z4taka becomes immersed. For Sa-
ttasai readers, escape to nature means leaving the concerns of these spheres be-

hind.

The Gahikosa as a Version of Pastoral?

In terms of its original milieu, one wonders whether the Satasai Gathas were
composed and compiled by courtier-poets in a distant royal residence, as an ide-
alization of the village, similar to some conceptions of pastoral literature in West-
ern traditions. The opening Gatha comparing a a female crane on a lotus leaf to a
conch shell on an emerald tray evokes the courtly milieu in which the Sattasai was
originally compiled. The stanza introduces the idea that the refined and artificial
(emerald tray) has a counterpart in the rustic and natural world (lotus leaf) and

7King Dusyanta alludes to Sakuntala’s otherworldliness a few lines later: manusisu katham vi
syad asya rapasya sambbavah? | na prabbataralam jyotir udeti vasudbitalat [| 1.23 [/ ‘How could this form
be born among mortals¢ The lightning flash that flickers with shimmering brilliance does not
arise from the earth.’
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perhaps serves as a bridge between the two. Yet, the poetry that follows in the
anthology does not include many idioms of luxury and opulence. It is not meant
to be bridging poetry or a study in comparisons. Rarely do we find comparisons
drawn between the city and the court on the one hand and the countryside on
the other. Nor are there elsewhere signals of an urbane presence. There is in-
stead a considerable sympathy with, and affection for, the anthology’s village-
dwelling characters and landscapes. If we accept that the poets, male and female,
were primarily courtiers of the Satavahana and later courts, it is to their credit
that there is little within their poetry to signal a courtly, outsider presence. That
the Satavahana court was likely quite humble, that is to say, not far removed from
the village life depicted in these poems, would help to explain the poets’ close-
ness to their subject matter.
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Tribhuvanapala’s Chekoktivicaralila
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Chapter 8

Background

Tribhuvanapala is one of the earliest Sanskrit scholiasts to formulate a sustained
response to the Gahakosa of which substantial material survives. Presented here
is an annotated edition and translation of Gathas 1—28 with his Chekoktivicaralila
commentary. The edition makes use of the recension’s earliest extant manuscript,
dated to Nepal Samvat 340/1 (1220/1 cE), located in the Kesar Library, Nepal
(nempp C6/12, NAK acc. no. 76). Patwardhan’s (1980) edition of the Chekoktivica-
ralili relied on later materials that contain alterations and omissions of the origi-
nal text. The earlier manuscript offers improved and more accurate readings and
provides access to a fuller picture of Tribhuvanapala’s work and the anthology as
he knew it.

Tribhuvanapala wrote right around the time of Vidyakara—it is even possi-
ble that the two worked in the same geographical location'—and his commen-
tarial approach is doubtlessly shaped by some of the same ideologies that in-
fluenced the compiler of the Subbisitaratnakosa. My understanding of Tribhu-
vanapala’s commentarial project is shaped by the discussion of the preceding
chapters and my goal is to edit the GK to reflect, as far as possible, the text known
to him. This text differs on occasion from that constituted by Tieken (1983) and
Weber (1881), who sought to restore an urtext of the GK.

'On Tribhuvanapala’s possible residence in eastern India, see below, note 1, p. 170. On his
date, see below.
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Tribbuvanapala’s Date

In his literary criticism of the Ghikosa Tribhuvanapala cites definitions of rhe-
torical figures from Dandin’s ca. seventh century Kavyadaria, Anandavardhana’s
mid-ninth century Sabrdayiloka, Rudrata’s late ninth century Kavyalankira, Kun-
taka’s (fl. ca. 975 CE) Vakroktijivita,* and a treatise of Bhojadeva of Dhara (reg. ca.
1010—1055, died after 1062 cE?). Bhojadeva, the most modern author to whom
Tribhuvanapala refers, sets the commentary’s terminus post quem in the middle
of the eleventh century ck. The terminus ante quem may initially be set by the fi-
nal folio of Q , according to which the ms was finished in the month of Jyaistha in
NS 341 (1221 cE) during the reign of King Abhayamalla (reg. 1216 35 ce). How-
ever, we can move the terminus ante quem further back on the grounds that as
Tribhuvanapala does not mention the well known authors Mammata (f/. ¢a. 1050—
1135 ¢ce) and Hemacandra (ca. 1088—1172 ce), he either predated or was contempo-
raneous with them.? To conclude, a date of ¢4. 1050—1150 CE may provisionally

be assigned to the author.

Commentarial Method
As we shall see below, one of Tribhuvanapala’s main goals is to discuss the
Gathas in terms of early Sanskrit alazkarasastra. His basic commentarial procedure

is as follows:
1. Avataranika, or short introduction to the Gatha.

2. Pratika and Sanskrit gloss rephrased for for syntax, usually in the katham-
bhatini style.

3. Explanation of the situation and the purport of the poem.

4. Introduction of others’ interpretations (azye tu...).

*Kuntaka post-dates Anandavardhana (fl. ca. 850 ck) and Krishnamoorty (1977, pp. xiv—xx,
has convincingly argued that Abhinavagupta (fl. 975—1016 cE) paraphrases him, making Kuntaka
in all likelihood an elder contemporary of Abhinavagupta.

SWeber (1883:6) lists 21 citations from the Prakrit grammarian Vararuci, and four possible ci-
tations from Hemacandra, noting however that neither author is identified by name, and that
the attribution is moreover difficult because the grammatical citations are ‘nur theilweise nach-
weisbar und leider ebenfalls meist im hochsten Grade corrumpirt.” However, Q shows that al-
though the citations in the western Indian witnesses to the CheViLi were influenced by Hemacan-
dra’s PraVpa, Tribhuvanapala did not know this grammar.
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5. Citation of relevant diverse fastra.
6. Paraphrase of difficult words and grammatical citations.

7. Identification of one or more alankiras, followed by their definitions, usu-
ally from the KiA or the KiAl, when introduced for the first time.

8. Identification of the speaker or character portrayed in terms of nzyakana-
yikabheda, followed by a sastraic definition when introduced for the first

time.

However, one or more of the above steps may be omitted from any given com-
mentary to a Gatha, or proceed in a different order.

Although Tribhuvanapala post-dates Anandavardhana, rather than adopt the
latter’s terminology to identify suggested themes or topics (vastudhvani), he in-
stead concentrates on a particular group of alankiras defined mostly in Dandin’s
Kivyidarsa and Rudrata’s Kavyalankara that sought to incorporate suggested mo-
tifs. This stands in marked contrast to Vemabhupala (fl. ca. fifteenth c.), whose
Bhavadipiki commentary seeks to explain a selection of some one hundred Sarta-
sai Gathas in term of Anandavaradhana’s and Abhinavagupta’s system of dhvani-
based poetics. In comparison to successors, Tribhuvanapala has recourse to a
wider range of disciplines and resources. These include Vararuci’s Prakrtaprakisa,
the Amarakosa, other early grammars and lexicons which are still untraced, A}m—
rvedaidstra, Sakunaiistra, and the customs of his own time and place. He does
not follow one predetermined system, or pre-made $astric scaffold, but instead,
in explaining the Gathas, avails himself of that material which he finds useful.
The variety of sources on which Tribhuvanapala draws reflects a certain open-
mindedness towards the collection that is helpful in approaching the Gathas’

original meaning.

Hdiosyncrasies of Q_

It is likely that the scribe of Q had a separate source for the 7ila and for the
commentary, which he then combined in Q, for it is otherwise difficult to ac-
count for the repeated small differences in the ms between the two.

InQ,asinP, and W,

BH?

the poets’ and poetesses’ names are affixed through-

out. It is perhaps true that little credence can be given to many of these names.
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In several instances they correspond to the topic of the verse, rather to an ac-
tual personage. However, quite a few correspond to the designations of histor-
ical figures.# In the beginning of Q the names precede the Gathas, but, based
on the presumed correspondence between the author’s name and the topic of the
Gatha, by at least Gatha 20 they are placed after the Gatha (this discrepancy has
not been emended in the following edition).

Method of Reconstruction
Gathas
1. The edition reconstructs the Chekoktivicaralili recension of the Gahikosa. The
primary witnesses to this commentary are Q , P,, and W, The appara-

tus is positive in terms of Q and P_,. W, ’s numerous lacunae are not re-

ported.

2. Thereadings of T,,, W, K;, and G, are generally cited in the apparatus.®
Variants from their apparatuses are occasionally cited.

3. The no. of the corresponding Gatha in W, (Weber, 1881) is given in the
outer margin.

Commentary

1. As with the Gathas, the primary witnesses to Tribhuvanapala’s commen-
taryare Q , P, , and W, .. W, ’s many lacunae are not reported, but the ap-
paratus is positive in terms of Q and P_,. Variants from P, and W, are

reported in the apparatus as they occur in the printed text. Hence, square

#The ascriptions are introduced in more detail below. See Chapter 10, p. 207.

5Q_is described in the beginning of this chapter. Py, Patwardhan’s 1980 edition of the Che-
koktivicaralila, is based on two mss for the first six fatakas: Ahmedabad mMs No. 7118 of the L.D.
Institute of Indology and B.0.R.1. Ms NO. 245 of 1880—81. The edition makes use of Wy, and its
Ms, but apart from the citation of variant readings from W, it does not give a critical apparatus.
W, Weber’s 1883 edition of the CheViLi, is based on B.0.R.I. MS NO. 245.

¢See ‘Sigla in the Critical Apparatus’ in ‘Abbreviations & Symbols.’
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brackets, ellipses, question marks, and exclamation points included in the
citations are copied from the printed texts.

2. Commas have occasionally been added when considered useful. In such
instances sandhi has been removed, though this has not necessarily been
reported in the apparatus.

Critical Apparatus

1. The folio nos. of Q are given in the outer margin.

2. For the abbreviations and sigla used in the apparatus, see pp. v—vii.

Scribal Dialects in Q Not Reported in the Apparatus

The gemination of consonants following -7; #, #, or #—>m and vice versa; 5 or
§ s and vice versa; changes in the placement of dandas. Characters used to cover

parts of the palm leaf folio the scribe could not use (see folio 1v, line 2).

Dialects of P, , and W, Not Reported in the Apparatus

When a reading from P, or W, is adopted, the Jaina Maharastri dental 7-/-7-
and the ya-fruti are omitted, without record, from text and apparatus.
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YHRFafa=aTC T 9-%¢

% qH: TG
ST T IUHT

T = @A |

o o
T TS FO0T-
~N O
OO TA8LATd = |

TE G ATETaaTgddhd ATATRII ATATR AR oI (T U AT-
Foegeh [ 14dY ThARATRIALIAT STT T [EEAATE ATALgEEaaqad,
TTETH ? | TATT S a T e e TenT s ea= e g faao

faamera =fa

5 = SuM 2.4, MaSuSa 1929

1 S A AREH] com,, + + +: AR Q, A AWI SR 1L L. L P,,, & T
ST\ W, 2 TITE->T]  Q, omitted Py, FAXTH T ++ T AAT SHAT ++++ (T
R aFon ot faed (1) T A 0w, 4 TR Q, + T T Wy,
TIEd: Sadd, MaSuSa 5 TON] Wy, TN Q6 AMTHARCIAT] QP,,, AT[ATH|
fawferag w,, 6 fM=awa®] QP,,, = |a w,,, ¢ IMTF=gHIFAT]
Q, ATFoIHIFAY Py, A (?) FHIFAL W, 7 THAFATHIALIAA ] Q, TFHAT-
ATHTAAGIAT Py W,y 7 TEEAATE AEGKEAATH]  Q, TETATTLRTATTH Pep Wi
8 & TWaaH] QP,,, % W[ad| w,,, 8 FTFAGATI] Q, TFAGATHTH
P.oWyy 8 ITHATTRISATEATINL ]  W,y,, TTHAOIET SEATTHE QP,, 8 Afew+-
AAE] QPyp, TG W,y 8 TFaT0] 2 oWy, F9E Q
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TATET ThA A=A aeedT Tavete Hld g nl4dl q "lH("’hI(H*INTCI\l

TEATON TR
gfeATERaT Hgs T |

wigeragst fua
SEIGIEEEIE R ERIE]

THAZIN TIAAH AT | HATHIASA UHg Geed T aarssie] Tad
| FHLTA? | TATRITATSHTHHRATHCHGSHE T fafafraaai<iaera-
T | AT FIIH? | Tigeraaswet fua qEIara s ie | geeAraead
SHIUTRICE TR TH@AEET AT | AT FEIeA T a0 9 [ (I F A -
AT o=l 57 faemeaa =fq gi=a 9afd | ScraraseaTe: | &
AL |
77 faery aegfa
HAFI AT TH T |

T AT

10 No authorname] Q, T8I P, Wy, WT%I_GIWWPWG 10 WWﬂ Pep-
Wy, TATRT ATEEFA Q10 faeravedt TavafafgH]  em., oforearent yarafaten
Q, “fasufdarafafEd P,y W,, 10 TG Q, AT ST (PorfamTegato:) Py,
FaqagEE: (10T T0qe?) Wy, 10 TH THERRAENIG | Q, ¥ THERIHFINIA
PeoWoy 12 ] 3, T Wy 13 TT0] QPoWyy, FI9T T 0K, Grp, AT Wp GG
14 GATP] X, AT Q, omitted W,y 15 Wﬁ] Q7" erased, Wﬁ' Q* 13
HAT] Py, H9ATT Q16 “HIE@FAGH] Q, “AFaHIaagH Py, 17 °dvad
TR ] em., “ARAHTUMT Q , °Fv@dd LHT° P, 18 AEqUAAT°] P, TECIEIT°
Q 19 °TH°] Q, omitted Py, 19 SHATATHIL: | QP erased, THATAZATL: Q | ITHEAT
qH AASHIL: Py, 19 TAT] Q, TP,y =21 faemw] Q, fafew p k23
FEAACHITAT {3t araaeT]  Q, (FF@vaequaawT o) |7 (J) fazmm o,

11 T TR AT T @5 H | Ta AT TSR sl (7 Heed T e rssTe 79 ||
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fasr=m |sTaTerET

o [ o
2Id ' | ARMFASTTITRTLEATE |

HATAATTHTA

ATGEATHIA AT |

—~ (3
dHlelgaqlad ™

ATHCTEAT e |
fau ¢

2
I 3T Hgasgav
FIET AT |
g fawgsne
HTAHTIOT TIETOT 1R Ws
24 =~ Kadl 8.36: 77 faforg &g TdE@eIad 99 T | aEa-aqaa<al GHe

ATIUSAT | 29 = Vi 3.29—31: GATAATTHTAA ATGIAATHAIA AT | g ifqerasmataaTs-
TATSAT || % || ATHATHFRATTA T eeaeard arfefsy: | afeafa aeafq arfefaar=es

famr 1 3 0 1 EfeatEaaTRTI e TS | 3T, (FrAaTa A AR A )
I .32 I 31 Caesura after the fourth gana (vipul).

25 TIA ®XE:] Q| omitted Py, 25 ABIAASTAARIEATE >TAAT]  Q, omitted Py
27 AT Vafi, OGIATHIT Q 28 HHfeA@de] Vafi, AqcA@Id Q 31 no
authorname] QP W,, 31 FTSZA | Qe T SZATIT Q% 32 FEIH] QW
Gepy FIEMT Py oW, K, Typ 32 ASAMTTA] QK WipGep, FOATI PopW,, Top 33
ﬁ'{g?ﬂr{] 3, [ERSEINI Wo 34 STARITON] X TTAHTIIOf Gyp, omitted Wy 34
TETM] QTep, TR PepK Wy, TETH G

31 TS AT FHfqAEAT HIET HEX | AT (AL AATIT ATAHTLIOT TTATATH I
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TGN AT <97 ferfaaeedTa: araargdr 918 Joeaedd gie s
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Tt aw qeg favgeng aeq warfe fafEart fAagita d@e e |
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3
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I forem=ttorcgar
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ger 797 | fafaviamten afzeToe | See Ygg aarh med | Fwge? |
35 AEHIE-TGT 3(d]  Q, HWT AT FHfqacer FHIET: HeATHTd AT fazf=arfT

HTARTIOT ATATATH | T 3fq ATaaTeaded TradTaaed 919 | Hfaacqaareoard
AT TLAT TF ITAT: TATIET: | R W Py, BT S AT FaeTierTe a7 |
FE + 4+ + +(+) T(TT?) oAt TEEAT TF TAT(:) TATAT: | Wy, 35 TcETOH° ]
em., mﬂ_‘:l"’ Q 35 390] Q7 erased, fafor Q% 36 TSI ] QX erased, Eﬁﬁg Q*
38 WW] Qe WWQP‘ 39 ‘_’Fﬁﬁl?{:l?'ﬁ'ﬁ] Qf‘emsed”mg, EANERERE
A QY 41 TEHH] QP Wy, BTAEH K, AT W, AMTAHAW, 42 foTohaT]
P T K Wi, “fITHRT Q, fIITURT W,,G,, 43 “TRIFH] QP oWyiK Gy, “AXIEH
TeoWep 43 TATA] PooGepy TEATH T oK Wy, omitted Wy, TATAT Q45 TIXIZAT]
%, afgal G,y 45 ") %, AT Ty, omitted W,,, 46 SH-AAAf@] Q,
ot fraet fsueat fafaeas orad aarT Mg S aisar TeEEdaE
| frer aaeTfaararreT | frsteT = [Mfowaeard | wfeaarmmAresF i | Py,
FICTATTHTASHIE W, 46 IH] rest. Q ., ST Q% erased, T QX

42 T faafaeaeaT fafaeos Tsra a«mT | Muaesa A targar semEeEafea
I
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. o o L O [
forsaatoredar foare waeTfaaaeraTaTg | faeaear s HfcwaT -
Tfedard | Fa7 | foraemarerssrrafefgst geqit s | -

ATSTATETAT reafFaia | FleadraaTersehL: | T8I T |

T FlcTaITHTE
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ARUHY 4TI 4dH |

[ — —
AlgVH AT g -

ETGIHTT 9T T ||

o [ I e o
AT TTHIHT= G [0SAT AT |

S AT AT TIATRT | [ESTATH 00T A HAHET ATTHET (-
ESehd gadd | I foreaaforcheaTs, o Raqeaaqta=are 7 #-
Breregfa | aft au=ter= fogen samEeI=RETEaT: SN
AT | 377 = 987 THRTaaed: GEaTIHTASHIL: | TET T |

TEATATHRTCALAT ST
AreFTege™ Sfa &a: 1 2 |

53 =Kidl 8.13 54 = vakyarthopami at Kid 2.43 60 = Kid 2.26ocd

47 TATICIAATAT- ATA]  Q, TAATIIATATATATA Py, 47 MISHAT] o, T:F09T Q,
fafefaeara e, 47 fFafeamm) 7, Wed@am Qe s agfweamEfg:] Q,
W’%’:ﬁ'ﬁé’ﬁw: Kidl 54 T(USAT] corr.,a'ﬁ@_'ﬂ'Q 55 3Fa'—>‘€ﬂ_c|'t] Q,Eh—lﬁﬁﬁﬂ_ﬁﬁﬁ
TFHATET Hohed FAATT | 37 qfRFrEvefaae = add, qor o faeer fsoear
T FATHIT THRMATR- ATATATIATAET GEAT STATASHIL: Py, AT O]
FFTTATET Fohdl HAAT, . . AATAET TEHT STATASHIL: | W, 56 °TI=AI] Py,
fEe Q 57 WHARLTAT]  corr, AHAHAL T Q57 TATHEATAL]  corr., TATHT
FEATEAT Q 57 IATAAN: | QFF, AAAATAT: Q% 58 (A] em, TA Q 58 TE]
corr., EE) Q 58 AT rest. CheViLi 7 verse definition, °T&T: Q 59 °?’T%'<’3ﬁ'] rest. CheViLi
7 verse definition, AT Q 6o Fﬁ'&‘Wl_c[] corr., Fﬁ'a‘_m_c( Q
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4
ZTeTE |
ara o= wwawy
wiger fasswT fasita
E 0 FAAATAATI G
HIATA ITSAUTE XN

ata fewst wwawy araea faaaa | faswat fasita fasr afvrasia-
AT A aa faasied TWATNTHATEA T | 1 0 FaAsAaaass -
ETS AT ATATCTATATHNITTHTIT ITAVTE AS AT AT HpeiHafed |
fasrror wer FamfaeeaT faersaeg el |

s q faamm: @ fasvgafaamt faarty dagamyaa wafeq, 79
AT AT | ATEqT RORTOTIv{Tes fohaa geaTg: |

T A AT A agaa afq fasaaraariessr-
AT T ILATT AT TeATg: ¥

64 Caesura after the fourth gana (vipulz).

61 ] Q, ATATEUH P, W,,,, ANSHEH K,, qodged W,, FA#FT W, 62
=] », feaer K, 63 faswmT] ©, [AYTHTK, 64 TaEdT=8815 ] QP Wy,
FAANTTZRTE Ty, TAAATANLRTE K, FAAATATTZRIE Wy, FAAATATZATS Gy,
65 HSATT WAL ] Py Ty K Wy, HS(ed TMEHUTE Q , —TIAVE Wy, HIATw ITOITE
Gpp, 66 TTH oA TWEHAT] et Q,, TA 931 TZHAT Q, omitred Py, 66
AMAGT > oFqAq]  Q, ATARd LTEHI Higadi (AT fawrsited, A~ FaaIaAag-
T qFerraated aaT | fas@r qfvraeiaraes: p,, 66 AAe] P, AT Q
68 °TATIC]  corr, “TATH Q, omitted Py 69 TAHIATA] Q, ofaifeart= p,,
69 TAN:] Q, A AT P, 70 AA-TATE:] Q, FAAAT AAATH AT STATH
75 faemT o, T Py, g2 AASIA] Q, AT ATATTHITRAT SFTAY A
farerT 7 watrqa@imaEaTea«T 919 | 807 et wadl gt Aratagar | fT.agd
q&T AT HFATFAATIAT Py, 73 TATE:] e, BT Q

- ) 3 a S ~ —
62 dldad LdHHY HIGATHT faroraT fawrsrea | AT PAdAAA=G A A HpATHAT

AT 1l
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77 Caesura after the first short of the fourth gana.

74 ToAIHFH ] Q, IoAISHEH P, W, TeAIZEH W,, HILIHIEH W, , Hhiaed W,
76 WETH] QF, omitted Q“ 26 FZAATH] rest. Q o, TLHANTH Q, FTATH Py,
PLATE W Ty, T Wy, 77 9] QWi T, T PepWey 77 Y% I8 e ]

QP Wy, T8 B THT W, I8 898 WA Ty 79 TaA] em, T2+T Q79
F.arT] Q, ARl R T ATty AT o FEawer, d q gaty @t

g 9T afqaq@usad S AT | TATIAARA TaR(AHT | HEhdeqTTegaad Jeical
HAATT: AT FrAH TUNAATHAHT ATAd | T & T TATT FAATHH | AT T
TIHTE AT ATATUTE I Teq o 9rqadt | STeqea@ (At qsTaT -
HTE | A SASHIL:, I AT | AASTTALEH AAAT AATAT AT (AT (TAHAHTH) T=ied |
AawieET STee (7) FEASTaeSEa Tt | Y I Py, TAT (wohl etan nu?) AT @T g
AT W, 79 TH] QY TAA Q™ 79 FATZAMA]  em, ++++10 Q 80 HETHHA]
QY “HEHTH Q“ 8o ATAMMIAARA ]| em., ATEATITATEA Q 81 TH W] rest. Q
femm Q

75 TATMEATEAATH: T T AWE AN TLadhed? | U9 @] gH(q a9 AT afaaq@a-
TS ST I
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g ET e (A IaT: |
EPREGEICIEE
O (ol e cO
TTTaRATIOT FHH AT |l

AT AT I Y

87 = Kidl 7.93: STAATAAGHAA T [Ea=aqH | fohad Tgd SATHIATTHTL

IA |l The main difference is in pida c. 95 = Kavyadarsa 2.265cd 100 The enumeration of the

sakbigunas and sakhikarmas appear to be arya verse versions of irﬂgdmt//aka 2.66—67 (Pischel ed.,

2.103—4 ): FATHIATACETRT Al Tsrar =qfd: | AT qaufas= arfeaar =fa agom: |

farerar woss forerroreare T s gTeH | FeATHT fagrara: SEwH T e 0 )

8 ] Q/, 3T 3 Q™ 89 Wd T ] corr., TAATeA Q 90 WW] corr.,

TATHIT A8 Qo1 FLAF°]  rest. Q o, FOAT° Q91 TUHATHATEH]  corr, TUHTAT

A Q o3 TFW] e, FFITQ g3 AW TATR]  com, AWTHATE Q
a'l'f?qc_ﬁf] tom,a'ﬁqa'Q 100 °3|'ﬁ'5|7'|'|ﬁ] corr., RTITATIT Q
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107

110

113

116

119

hFITaaTTATAT 9 —2¢

6
Hh{rad T |
aeglaass Tgafatgfe |
Fagwfasm
qIAIETE Igeat? 0 & |
THIY(E ASEIAANS ATTASH (A AL hASHAAAT: FATH | FET? | TTHA-
fagtew ffaar | sre ami=e | & agg # fa w1 f5 arergER?
o =g = st FearfT qrasga? | o Fo? ageaedt S9E | U R

TgaaTIeaIaud THETY: TTaqeedTed 1 | T8 ohet Hieae g ar
T T IH: gWatq = | §9fq g Befadtgamt agfaartaarmsag -
THAATRAT I FOTSIIAT HEAT FAT ATGIA TTATH: | T Tea < ATe T
SASHIL |
T T SATea ATl
TEG TEGH fheaT |

TATTTIHI

107 Caesura after the first short of the fourth gaza.

106 AFCEEH | Q, HULGHGLHH Py, HILGHIEH W,,, HeGHUET K,, STHIIIET

W,, TaT W, 107 QlESSiiq] QZ°, ATfassial Q«, qTfatssd K,(Cod.) 107

TAUR] QFGypKy(Cod.), FHIUSE Q¥%, AT G, HAAUIE PoyW, Ty, 108

fAAMR] QP W, W,p, T3 T, TaemaTstt w,, afuremstt G, A8 W, 110

TEHAT]  corn, TEAAT Q Wy, TgUUAT P, W,p, TESHAT Wy, m AS@°] QP ATHC

Q% m AUFeEH] HAMF+oASH Q 1m FAHTUlE >T=d:] AT SIS
sfaafare, SEAfaaTEETeEme | fF ggd 1 s F#=rT aeuer 97 (7) |

FrgaaraTe qUien: TTaed ATE I 31 | AT aTHl ST | € I Py, e (!)af-
qar, Wy, 113 W] corr., W Q 13 IHAT] corr, IAAT Q_ 114 m]

corr., TFATT Q116 FAT] corr, AT Q19 AFY TEA] QI TEIH Q

107 AT SUTHeAEHAATT afaatate | 75 Tgd F1 st Feari arauegr a9 ? 1l € |
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128

131

134

hFITaaTTATAT 9 —2¢

TET AT S7E aE: |l

fearefaoft arfarseT | q&aT e

eFedT T Tt guaT=a< It
TTOPAT: TAqATTHRIE T |
c el ~

gAY g g dal (aaTsa
T IIIa Tt Jaefed a=a: I € |

Faﬁ%wmaﬁaﬁﬁ'aeu\en

g o fUgeas: | ag ivest a9 aF Ui TR e | f9-
etz fafadiorey | getaaarfeatey fafavo i siqewaw 7-
faerarfecTqed FAAH | FAYT TH? | ¥ TTHEH HSUNTH e T~
T AUSHITH | ShaEiaadr M= iad qaiaaarte-

121 = Kavyidarsa 2.169

125 Wﬂ corr., TrA1L® Q 127 No author name Q Wy, e Pip, STHIET K,
FATATH W,, TATLAT W, 128 THEA] %, T Gy, 128 HSUIH]  com,
TS Q/°, WEUTH + 3 Q% HEUZH W, ,Gyp, HETSHH P, Wy, HET G T,, 129
] ret. Qo, TA° Q129 “ATME]  QWypTypGrp, “ATE PppWy,, 129 “HITH ]
QW, TppGyp, TRH P,y 130 “HE X, @S W, 131 g-HET 9] g T (ageae:, a7
THO I STEAT ATHET HUSA9d A faaareagy forfero d fafadravey | gafaerare-
A HHTEITATERTATRICAT | HRTASTHAAH | STATER T (?) AASHT: EA TN 9 1
P, STHTERIFALASHIL: Wyy, 131 THUNAH]  QFF, THUNH Q% 132 “WUSH]  corm,
°1§'U€Q 133 W'Uﬁ"’] 5onj.,m+°(ﬁ@“ﬁ°lm°?)q 134m€?ﬁ‘31‘<'r] em.,mﬁsﬁ
Q/°P,,, AUSHHYT Q% 134 TEMT] ret. Q o, THAT Q.

127 TITCATETAT THAVTHEATS JTHES AUSHIAH | FoIqarartemrage forferor Fd

fafaeo=a 1 v
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hFITaaTTATAT 9 —2¢

FATTHIT | g=fa = faaterd 7 gt e faaarfesras qufa g-
— A c — ~
ST A TR COTHEA T | TASTIHT, SALEITEITT QUHTHR I, ST Q5
s TAEOTAAET: GEAT SAHT: |

SSATATR AT s
e TgEH Siq &qa: |
o Tofafoveer fafawat w =fq ae0 wea = | s foqeaar say a@]
VA

ws T QY TSR

46 afe =3 ForaTfssm ST 0 < Wo

FIEE] FATATAAIHEHTE | AT T SNUSTHGT AT L& adaqal |
¥ GIq7? | gaATsayg ATty GaATIHEY ey | giesrasts-

138 = Kid 2.260cd

137 °EAT]  rest. verse definition, °T&: Q 139 Fﬁ'&‘m'l_c[] corr. CheViLi 3 Kad , TEATA
Q 142 PHTH] Q, WF(T"I'FH' P.,W;,K;, No author name W, 143 HI ®AY
QPyp, — T W,y,, T T KW, o ToGrp 143 ATAHET] Quest. Q g, AATTHET
Q 144 FAH] QW Wy, BT P, 145 HET] emWipTonGap, “TET Q, °HaT
PooWor 146 ] QWipTenGip, TS PrpWoy 146 HUATISHT] QP WipTenGep,
qUATSAT Q%, AUATSAT Py, 147 FIAA->SASHI: ] HET (T unsicher) Tl 34,
—TEATEHRT Wypy 147 STSHET] QP ATHEIQY 147 L] corm, TS Q,
TET: Py, 148 ATERYTH ] Q, AMATYUH P,y 148 TAATTHNY] D, TAATIHTAY
QFf, TAATHAATIHE Q“ 148 AA| Q, omitted Py,

143 W1 VLEAAAHE! GaATIAY AT | FRATaAfveaq@l qe@ qurariea
ST
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149

152

155

hFITaaTTATAT 9 —2¢

gl Afe =7 guraTiest SAten FRATAH VS qHET qeid qUrETieaRT ST |
UageEd AATd | STeT: BeAqTRlear | S Iie 919 TRorfaaer -
T: IR, AT | ZAT oaartT qurarfehiie saegra=geidid-
FLOTT AT | FEATer aTqraary: | STHTHEHTAT SHhIvT SASHhT-
<l

9
Haae
afg ufa gt 2
HT Toa3 qHafATHgsE |

TATIT FTAAT (-
AT ST GFATOT I R

afg @fg | AT Tea9 AT FATH | q@ATATHESE sAafTaq @54 |

150 = Amarakoia 2.4.110a; = Manusmrti 1.46c: AT FATTHTAT: 157 Caesura after the first

short of the fourth gaza

149 “HEI] e, “HET Q, HET Py, 149 (€] Q, TPy, 149 WUATEAT] Q,
uraredT P,y 149 7‘|?37J|'] em., T T+A Q, AT 2 Py, 149 groraTiEaRT SIGIN
em., AT T STAT: Q, AUATEERT SITAT: Py 150 @W%'JTI] em., AT Q 150
FATMRAT] Q, FAUTHIAT: Py 151 IVMETICHIA] Q, IETEHIA Py 152
AT IIog LA IR Aaa=difd] Q, | dd: THogIIogaaiud ¥ Jid-
wrfed ofd 152 BAT™] Q, BXATAI P, 154 WeatH] em., HErasd Q , HErRUTAE
Py oWy, FTERTSET W, ST W, 155 TRE] QT TRIA P, W, Wy, 155 F55790)
QPepTerWep, o0 WyuK,Gep 156 T5A8] QPpoWinTen, 98 WepGep, o9 K,
156 dH] QY dffe Q, fafesre G, 157 AT Fe QRpp, ATAATAF Wy, Tep W,
AAAAFF W, 158 Tq°] 8, T W, 158 Feeore]  Qr, Ffeere Q~,
FeAT G,, 158 UFATT] QT,,, foFamr w,,, foeamor p,,, TFATO0 K, W,, 159
qig-®IH] >AEeae FFreama? (|Faqear) Fd T | Wy, 159 TIATH |
TH] Q, AT | FAH? | T8 Py, 159 GH°] QAT Q159 3T, 3TH° QF,
ag Q™

155 HIE S0 AT &7 SAAA AT AR | TAUT ATAATA S e F I ST ¥
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164

167

hFITaaTTATAT 9 —2¢

TTT STAA TS (RATE (SATIT GFATOT TIRE o=t T8 T uT aTaare s -
TeqEfeaATHT SETH o Tfag:@arfa=eas: | a6 gfq sraoreae a5 T-
facaradeary Fd =09 1 % |l

AT |
qrafes™y a3
gfs g aTRgate |
gemrgtAeTd fa
grat afvond forrErar u 2o

gET [T fasha: | #gean:? | geRvegwse fa gar a7 a2
162 Cf. PriPra 4.15: AHNQY || THTIY rea T faegZmmT wafqa | a6 | & 1. .. | T |

A | ... ZATRT: |; Pralyi 1.26: TRTETA: | THISY TATIA TIATS: T A7

ANTHETEATI Aafd | 6 | T | ... TF | TS | .. .

160 FISATM ] QI “FISATH® Q¥ erased 160 TFATN] Q, fUFdTII P, 160 U]
QFPyy, Q'& | T Q“ erased 161 ?‘FFI'E'FCT] Q, omitted P, 162 Wﬁﬂ corr., FFATI e
Q 163 ?E'T'@'lﬁ:ﬁ] QP;,, W’lﬁ_ﬁi Wen, fafmsen K., no author name W,, 164
TAAEHE | QP oWy, Tpp, TTATCHER W, K, 164 TI]  rest. Qc, T2 Q
165 U] QW K.Gyp, T(g PoWy, T,y 166 38°] 3, fa@e T,, 166 ZfW°] em,
P oWy TepWeoKe, FTIT° Gyp, o<3>THe Q166 3T rest. Q Pep W,y Te oK, Ge, “HTE
QW,, 167 FTMT]  QT,pK,Gyp, FTTLOMNE PypW,y,,, TRUTH W, 167 Orhal]
S, Ul G, 168 TTSHTFA:] om, TTFTFAT: Q 168 BTHT-> FEHTASHI:] EET
T faaehdT g et fAshT=a: | Fg9AT: | TG AATE 321 A7 H=: a9 UTTaT:
dtfaarar stfa | = &fq | ofg @ qumega ™ 78 1= gaeia afd | qafesy ggon
TTRITAdeT Te: | F fFaAT a1 Trere@ee FT | TATLAET = T T iaaree 77
A TR ALA AFTAST AT ST FTEEA: | FTEAT ST ZTHHA: FEeHaHTeAATHLIH -
(A | fapare T TSI FHEAtd | @ivedr AT | g TSl AeaH
=T FfvSAThT= | FEAAASHR: | Lo |l Py, TEAT SASHIL: W, 168 EHT ]
em., @W’QVZ Q

164 TTEIATTAET T I8 T AR | FEAIEATET T grET Trguar s |
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170

173

179

182

hFITaaTTATAT 9 —2¢

g, fifeamr:, @fv | F=@? | qfg o awegateR 0¥ 13 FARed
afd | FA? | IIHAIEIEH G IR aaed 9 | § fherqaa=ty
TG 1T | TATIAET T T T TN T IZor ot
fahd =eT AT g |

~

ZTEAT ST gTael: TR auTaHTETHIFH I |
EERIESECEINIE IR M b e E ]

givear ATt | ' AT s g 7vg | =fq gfvedaraidrea: | geHr
SASRTL: Nl Qo |l

11

AroTaaTgae |

e EAT AT TLAT GPT ARFAAT AAHHEHTE |

giateq sorfed Jeed e |
I O gH Wiy

Aot o "egfosst & 0 e

173 Arya verse version of Rudrabhatta’s (=Rudrata’s) SiTi: 3.1—2: i:ilj)dlsdlcl‘dith ERRRN
ST T | gTET S gTEHEAcaTedTaI=ar JAT I 175 Untraced.

169 F] Q, T (A P, 169 T§ TA AHIE(T] Py, omitted Q11 T
TR | ., TOATIANTET IT AV IERIEUAATIAFAAET AT FEAT ZTHEA:
Pyp, TAFAAITET TCTTRTAAT faFe FT AT T Q173 BTH]  Dyp, BT
Q 174 °WINTSHTIT Y¥A:] D, °WINTSALHT: Q 175 BTET STASATSA Heg Tfd
GIUSATHI- TA:]  em., BTET SAATSAT A7 (0 @IOSATHI- TaH Q , FTHA ATl
W H] T GISATRIIEH Py 17 HAMAATEAT | Q, TET (FTHEATIHT:) Py Wi,
AT W, 178 ATTFH] corr, THH Q178 FAA>HE]  omitted Py Wy,
81 TH] Q¥ TAH Q~

179 T AT ZE TF9 9 Ioad T | ot 7 @t wiorsarty seomfy wars aem:
I
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185

188

191

194

hFITaaTTATAT 9 —2¢

o WS T qc8 1T 399 | T Giateq Surteq Jeed et ager
ST ST T | SIAFAAT, 91T TFadias: | A8 7 qH wies 7fg
AT AT @ATHAAATT Frrd, foram | 7 @&t wivrearta | 5 Fos? | /<
fa aegines & | FOET w9 T, T<ERY /99d 3 |

T FIAT TS Ao Aeq | T AWM XY TIHT @I qIHEY
AT | Tagad 9atd, SEHT ST 7 S Narsra e | Iq:
FZAY STAY IAd TR | FAERHTAT AG90H | T T SqLsAd, &
AL T | ST forat, 7 @t sy | 99 Sgeam e e iy -
AT UF o9 | T F HLHTT 918 OEdT: | ArTHg q& 7 ardard]

TSI Ta: | Ua= 97 @ g S9rH] 977 ITedahedT aqd sfd Iid-

o [ C [
qilad 941d | 9ATATTFqLASeh T |

TIHIHATEATT AreaTedd faea |

. [ - e
JTRTLeq AT Tq AT dlesad | 221

195 Kid 2.295

184 ®UATHATA]  conj., ®UAT-AAT Qf",,,g, A4 Q¥ am P.pWey 184 HTFQ']
QAT P, Wy, 185 AT] Q, AP, 186 HATR(UISS] Py, AATRT+ Q186 ]
QFp T Q™ 186 AA]  Q, AN P oW, 186 TIA]  Q, omitted P.pW,,, 187 T
Q, omitted Py Wy, 187 T SITHIT X8 ] QP omitted W,y 187 TIHT AATTHEY
TATFAT]  corr, TTHT @ATITHET I ALFAT Py, TIHET ATAIHET I AT
FAT Q, AHT AT ATIHAEY (T ALFAT W,,, 188 Tdgad WATd XFHA SITAT(]
QP,p, FZHA I Wy, 188 Tq:] Py, ¥ A0 Q 189 HFAY 9WY] Q, #FA
ST Py, 189 THA] Py, TH(+ Qg1 IULAT U] Q, SUMTTA TH Py,
191 m’l":lﬁ' e ] Q, e m’l"qﬁ P.p 192 ﬁl’éﬁﬁ'] Q, IERIEE] P.p 193
TEAH] Py, TTET Q195 TSTHIFALCAT ] Py, TATHALCAT QL T
AR Q “, TAT 1Y AATATI W,
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197

200

203

206

12

g

hFITaaTTATAT 9 —2¢

TUTHFH TS fUTY

AT Y WA |
HgATRet fasian

oz fagt ot o 0 2R

g TREHFATOS O AT S & TR nH (0T J7 [e=red | Jar qgamest Q7
fasiat favams fogt agauas fuafeaita ot | o oseeg, T o

| FHGTH? | TAATSAGAYT THATTCALIGH | e, Hefferdr sgafa

FAATEAGI eI aaaTadq @ 7 ITT Tfd HedT qraahl 7 ard i |

A GG AANA I A AT R OTATAT G a7d TogTade | l-

(&S

—
(MlacHlgAlg: |

S T AT ST N R

196 H'Fa'a'] Q, no author name P, W, W, BTTE KW, W
AT P Wy T oK, 199 ﬁ?{'?ﬂ_cﬁ'] rest. Q_cPrpWep, foaar Q 200 ]%l?é:l'l_'{] rest. Q_cPpp-
Wiy, TSI Q, FHTE ToyWipGep 201 “HFATUC]  corr, “FFAUC Q 201 STH | conj,
S Q, AT P, 201 8] Q, omitted Py, 201 TAT]  em., TA: QP,, 202 [ASEATT ]
QY TASHATIT Q% 202 TN ASTAT]  rest. Qy, T TOSTAT QL. TSAT Q“ 202
ﬁ":’il%l'] Q, feora =fa P., 203 Wz‘f] Q, omitted Py, 203 H’gﬁi?ﬁ' W&l’] Q,
204 *TTEATHAFEC]  Q, “TTEAHIH" Py,
EERKH P.p 204 ﬁ'@l_d'] corr., é}‘:’:@' Q, Flﬁt&lﬁ', P.p, 205 °ﬁ'{ﬁm]

gyfera fg #fa p,,

198 S[T{] QW Gy,

204 THI] Q,

Q, A A EAFTTHTRATATD,,, 206 SATHIL: | corr, SATHIL Q206 AT > AT |

Q, 7 .31 T& AHT (TN SAZHTL: Wy, 206 1| 3 1] Q, T | AIZWIfvrer fagr
Faurfg fa o= =g | T sruTfaaeTaTe a1 #e fEssita? | &9 | 42 1 Py, 53
a1 Hrgwrturer fagr aovife faf==(?) + + + | [37] e srorfas swams w fEssifal
e, +AITESS, +HIS W,y

o a3

= (oo

197 Ll dshH AU

AT femres T Teae e | gEHTed 74
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209

212

215

218

hFITaaTTATAT 9 —2¢

13
glsy
f& &% 3 afegme
SIS R G e eyl
UeHeANG I feTuiIg

orar 253 e fagt ez

HGTQ WA Fgst wen fagt qeemam: et afad wrar gfe: | Feiqamn:? |
TEHEANEIGAuE TAHagear: | T wavaman? | & & & q-
fegms ot @it gegens wearvsaeRroa™T weATiefa Aaeaqae™
& & o afawmea =fa gemT g war gfew & gfawama 2fq 9m&: |
TTEEaTTH L0 HIRTAATSIT TaICaIugsT Seaal S I sTraacii-

i ol o

T AERRMHATIF G dal q&ried | ax S Haarsd faara: | w=ar geem

arfaET 1 23

210 Caesura after the first short of the fourth gaza.

207 BIM¥H]  Q, no author name P, W, K, Tlﬁ'f:ﬁgw W, 208 %I'] 3, 3 K 208
TfEEME]  QPpWenGep, TIERTHE Ty, TERTE K, 209 WRIE]  QGyp, ARG Py
TeoWep, TRIE K, 209 TH] 5, TIT,, 210 °FodA°]  QTpKy, “THIH° Py W, Gy,
210 FEMAUIE] QP RTRIEAT Q* erased, RIRIAAVNY PyuW,, T, K,, TRIAVIA Wy,
agﬂﬁq Gep 21 TEY] X UTEFF{'TED 212 g@rq»aﬁ‘gﬁﬂﬁs] Py, omitted Q 212
] rest. Q_y, GERS Py, omitted Q 213 tlﬂwagﬁl’“ﬁ_{] rest. Q_, Wﬁ_{ﬁ'ﬂﬁ'@
Py, omitted Q 213 Er?mﬁ‘aﬁﬁrr:] Q, Qwﬁﬁmt P, 214 gaﬂgﬁ%ﬁm]
Q¥, T TEITE Tfeeas Q, WElfE 39 TEaAT P,y 214 ATHA]  Q, HIATA P,
215 Sl'ﬁ‘l"ﬂ'l'ﬂ'ﬂ'] P.o, gfasr + Q 215 W%W{%Waﬁlﬁw?{@w&
gfaarad sfa @] s, SfawmEd =fq wra: Q, sfqwrad =fq afefadem: |
gfora war gfew 7 afqam™a sfa 93 b,y 216 AEHAAET &R ] Q , FAINIEETIG°
Ppp 216 W] Py, AT Q217 AAAHIAN | Py, FAAATI T Q 217 ATZEETTH |
Q, ATEEETA (?) Py, 217 AL E(A] e, AT B Q, TALAIA P, 217 FAHTA ]
Q, FAATAT Py,

208 & & T wfawmaa afefsfa qemT wamm | TaHgacg e fad g Tar
gfe:
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224

227

230

hFITaaTTATAT 9 —2¢

14
— o [aN . ~ — —
FIATGL U TTOPAET TRIAET9HT TIgI~dT AIFTHEHTE |

SHITHIA AT

Ui faas 9g < fgag
e 3 fasem

"+ fo afg vtz v v

g =T wifg wfg fasresmn TRy, afg fosr wifg == fu oy, o =
o TqwedE FRWT TgEfd | Gargauarieead rraareiE T J-
T FUT | STASTH THATEEL THAVHGAAS, ATTHT TWAAEL T 1 -
qEfqaerta, I o STedd § J9read =fq | @ fq sreemEr fqura |
faefeot ATfaeT | ITET 919 =TT |
[ > o
S EIER RN R RIGIFRIEREREaRIGE
A TSI HA IR grHTal AT §9afd |

219 RRYAA] P, W, T8 Q, QIII(;IGHE"IMI W, 220 The avataraniki comes after
the verse in Q 221 HSTHA] %X EIEELE K, 222 T3Tuﬁ'°] Qe T Q*
223 TEFRT]  QT,p, TORIT PouWenGep 223 SIE TUSIAAT] G, SITE foereml Q,
Stfg faersm™T T, K W,,, Sifg fa fasir p,,, Sifg fast w,,, 224 79 0] P Q.
THiT Q7"erased, THH fo Q% 224 afg f=rer) QP T nWep, afg feasr Kk, afe
fasr Gip 224 Elﬁ:%] 3, WTED 225 %%ﬁ:’] Py, omitted Q 225 ﬁ%aﬁ‘%
fIetem®r]  =rer. Q ., é‘% =rar Eh%% EE] QZerased, ﬁ% forer Eh%\'% forar Q*, a’% fr
(FX0E) Py 225 TIFRT] Q, BRI Py 225 AR T P, AR T Q225 FE]
Q, (ﬁ) P, 226 TRUXTHIMeaA NTFAATH® | QP erased, TR ITeR e TTfraTet Q~
URUITILIA P,y 227 AHAHA] Py, ATHIHAN Q227 W] P, Qerased, Tl"'lﬁ;
Q% 228 W fA] Py, T TF Q228 TIFAA] Py, T+ + Q 229 SPHTAI ATH]
P.,, SHIGHTH Q 230 3¥°] P, Q% AT Q% 23 AAASAANTFIG] Q,

o o
HATHSTHTATARTG Py

221 FHAHT TG TSI @S qox ST T97 | ST TTTATH AT T Fe:
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233

236

239

242

hFITaaTTATAT 9 —2¢

[ N e o oo L aY o
FffAaefadgad: TaqaTdTadrgs: |
AITSAITIAT TS S IIT: I 2% |l

— [N [ S e o

3
=
el
/T..
gl
4
jal
a4
I
1
jal
-

TgTor Atet fastsmtEa v ¢y

TIEs @ USedl TS & Tifud: | g Fivaest | o8 FRmHaey ae
T | &t fa sropferest |7 st A, foor s | guorfefa ) ger
Feq fa worg Ao Aren fusswteR Sfa wertT T Aeer-
HTAT FeAfd fST=d, F QA= HIGUIATHIT | USge ANTHSAT |

233 = NS7.8485: TESATANAATATRWHATATE AT FE T | fafaqar=atasrgr-
I ATH H9ATT 1| <% SAAfARiaagaaraiaeaaeriaargs: | = faariaaer-

& ?:I’EIQO‘\_Ti @ Il €40 238 Caesura after the fourth gaza (Vipula) for manorahina?

232 JA°] D, HA° Q 232 FATAAIEE:] Q" W+ faamfaargs: Q 233
ATTATIAAT] P, AMMITAT Q234 B@EA|  Q, ATHTAATEAH P, W,,,, no author
name Wy, 235 The avataraniki comes after theverseinQ 236 Usgs] Q, '\"ilng'i Py, UBR
WinGep, TeSST Tep, '\’.r'é\’“ KeWep 237 GIRCEZRl 31—5’3]-] QTepKeWepGep, ;ﬁ-w
W, AT 0 T90T 312 Gy 257 TOTST] QR BT Wiy, TP TR W, oG
237 A lLI ST ] QP“‘”PED 3 FU l[i ST QSIS Ty ) KW Gy, aﬁﬁmwBH 238
§3TEFF'F|']%|'] Y, R TT,, 240 U3gxs] Qffeused, 9383 Q% Q%lg% P., 240
e ] Py, AT Q  2qn AMTSH] Py, SAOIITSQA ™, SOTIOTSS Q
2q1 W EUUH] P, HHEUUH Q 242 HAUNEIN]  QFerasedP,,, HOELIRTNQ
242 TUATHAT]  QF'Pyp, TWATHIAT Q¥ 243 FATCTATAT]  Q, HATCATAT HTAT
Pep 243 I aél] Pep, [RECE Q 243 SAHAT l.] Q!WPED 243 Uze%]
QX erasedPy,, T2g% Q

236 TSATT | TITUAT 58 FoF &1 SATAA | 3q FEATq werfd A1 wrer fooraH |
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245

251

254

hFITaaTTATAT 9 —2¢

f=redT =TrATa: | ST AT I 2%

16

Arafreaed
AN
Fg I AY gifagur desar? |
Zfastaaateao
I T T ST N L€

FfasTETaa o TTTETE o | SHE 'O T T T99q &faqidd
TEhd | 3 FXOTHTE | WY eNfaQur 737 ide | RIAFEIgt Fg
HigsaT? AgeraTHie: w2  qleadta’ | aq: e MegaaearceeT-
TR0 7 &THA S | JHATAZRIL: | THT AL |
EPERTRIICIREN
AT AT |
AT TS T

248 Caesura after the first short of the fourth gana.

245 ﬁaﬁqW] Q, Sraqurey Pip, sraegurey Wyn, No author name W, 246
FEGA]  rest. QcPyp, “FIT° QGrp, FTEA° Wy TepKe, “FEA° Wy, 246 AZT] Py,
TSN Q, A(/Z)ET Tep, TaT Ky, AGT WGy 247 HTTAUI]  rest. Q Py Wiy, HTATI
Q, U T, KW, .Gyp 250 FESA°> Tl ] Q, IAAEIAHAAT TG & A
TEU TUTTELH (AT TIAT &GAHT TEHT | Py, 250 IATIAIA]  QF¢, TATHULA
QY, MIALA Py, 250 A rest. Q P Ten) KgWenGep, * Q250 F&T‘ﬂ{] Q¥ erased,
F&T‘i’l{ Q¥ 2: TEHT | SA]  corr, TEHAT 3T Q, ST | A P,y 251 GTAA] Py,
ATAT Q251 “HFN] Dop, 3T Q252 TEFATEH(T:] Py, TITFATFE Q252 FT: it
freae] Q, aid o fTeamHeo b,y 253 THEIEHHRUT | Q, TLEAHUT P, 253
IHATASHIT: | QP erasedPy,, THATA- TAHIT: Q% 254 ATAAT]  KadP,p, ATAT

Q
246 TNAFCHATHIS: T2 T AAT G147 AI@AT | IATALH ST T90d FfQq (7 T |l
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257

260

263

266

hFITaaTTATAT 9 —2¢

ATHCTEAT T=ed Il 4%

17
T
TS A0S
qUUT IJFRIGTE Fooile |
feerstegemzg a=awm
AT qTT 1 9 N
§ FIEAFEAAVIST AUITS HIANTHHTATAVE qUh | SFHRU[U(E FOOIE
SeRfuTaTet Furrearaaterd | fgersfegsmg asaww g o @ a5
| AT T TAAE T8 | ELET AT ST | FET Ao | T8
qoAdT: qTedT: Aaed{d | qUorsH Jcd: | TqaraUuTusiug g

257 ~Kid 2.221: AT FEAAT FITATATIET AT | AT T JTHEAT g |

261 Caesura after the fourth gana (vipulz).

258 TEIT|  Q W, Py, TEAW, 259 HIHATREAATIIL > TTH | Q7 omitted Q259
FEHT]  rest. Q_Pyp, FIAT Q 260 SFRUIE ] rest. Q_, SFAUMG Q , IFATIUS
W,, SHTHUE P, W, T, KW, SHITHTRE G,, 260 ®00(g] %, fFafg w,,, 261
feeref=ga @] rev @, fosfeas o Qp,,, fesfEasl — w,,, fesrufegs =°
Teo, GAATA T KW, ,Ge, 263 B) confyy B QU5 omitted Q263 “foeA°)
rest. Q_Ppp, TFHAANA Q 263 FIWTHIFTAT] Q, FIIATHHAAT Py 263 °F0T |
P, AW Q 263 SFRUIG] ret. Q,, SFRUNUIE QFferased(x2), TFHUIATE Q%
IHTHUE Py, 264 SCHOTATYAT]  conj., S0h + ATHAT Q, IeATHATHT Py 264
FUTHATH] Py, FUNEATH Q 264 [Ro=meiE] en, fesrsifaere Q, fearsfy
TP, 264 gRAAAE] Q, BIATHA G P, 265 TTH(@] QFP,y, TTHE Q%
265 8] DPopQlerased, °ATT Q% 265 SATT(A] Q, YATEATHIA P, 265 FHIHAT]
conj., TEATFEL Q, FIATHET Py, 265 FAAAT:] QP,p, TaAW:(!) Wy, 266 ToaaT:
TEAT ] Pyy Wy, TTEATIRIAT Q1 ,, TEAT Q266 AIMA]  Q, AT P, W,y
266 FFATITITSVIE | em., AATITIISIE Q 266 TSORE] Q2 omitred Q*

259 FTATHHAATAI TUTh JHOTHTAT FOATH | gATHA ASedaeed T |
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269

272

275

hFITaaTTATAT 9 —2¢

faN ~N_c
HIL"IIHICJIIIQIIOIIGGMH\ 2wl

18

T |
stfersraget faforiferersg
< FEA g AT |
UEEIREE R CEE ]
ot 3t FeRTEEE 0 2¢
T g g | srfersrager fafoiferersy srentersea fafaeifeare |
< ¥ AT | I ATHTHAATTIH | FRIHAEAATIA AT TF HT(ATE,

TR RSHIMIAZSRT 7 Iuit Farees Treaaraqqataarsar 7 qAa-

—~ - —~ ~~ —~
T | dParee ¥ SuyHEea e | Toh: drixasl 71 |

FHTAT IRTeHT o ATRERT Il 24 1

269 Caesura after the fourth gana (vipulz). 271 Caesura after the fourth gara (vipulz).

267 SAUATEEH] Q) AWT=ATGATEAH Q% 267 Udg-3ATeFTETH Il 29 |
] Q, TATANUTHESAI (?) 37E geafeaae arear (?) =fq smeftaiaaw | swenaial
SASAHT Nl 29 || Py, TAZTTATOT UG ZEATHTR IToA T AONATEAH | SAreraiar
SATHIT: | Wy, 268 TTEA] QP W, AXEATHT: W, 269 fafUHi@e=g] £Q/,
farforeTereree Q, —T=g Wy 270 TTEH MFE]  Ppp, < T TBH T Q, ¥ HA 7RI
Wiy, < 8 7S Ty, éggam—ﬁ K., 3 983 T58 W, ,G,, 270 A@TH] QP,,, IATH
Wiy, A T, oW Wo oGy 271 “TRSATTe ] PGy, TS (1F) 0T Q, oHRSa0TT
T,,, *TSATe K,W,, 272 ﬁTI"{FFT] Q' IfEed Q23 faforfifersr=g )
P, fafor- forsrfeg Qr, fafordierarf=eg Q273 st ] Q Py, HeFe Q2

TAFAEAE]  Q, TEATTAP,, 274 TG Py, T Q275 “WIAFAA ] Q,
qFFAT P,y 275 TATHATE] P, TATHATEN Q 276 SAFIATIHE H THTHTGEE -
] Q, sl afead § yHEEAqH 3P, 277 FATAT SHEAT o ATCHFT Il 4<
W] em., TETAT STEAT F ATART | a7 | 9 | Q, TATATIIRT SWEAT Il < 1l P,y

269 AATHICAH [ATTHTTATET TTHY 2 AT ATATHHIHTIH | TUSTAFIATLAhAT-
ST A AT o
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278

281

284

287

hFITaaTTATAT 9 —2¢

19
g |
FIATAAFALLR AN BT THTEAR A F T forer=dt ga9g |
JqHTHS W o=
Tod TX ¥ ARISgeAEH |
AATTAGAGATEH
gfwt fo o &fwrfgfa w ¢

THISEeATH TR HeT | ATHAHIW fTast T T4 STEATAHEAT G
7T | T FROTH? | AT AGAGASTER AT [ e | & T |
gf= o= o wfwefgfa g o = sfirssita | =mhng o= e steer-
A | T TEATHIST TSI IoAd 30 | FSged HIqHH | FAGAN

fa 3 Y o . faV
IHQAIIVII"IW"IIC(:L"l‘Q‘IH\l SlcdardlHg A= HIAT e

282 Caesura after the first short of the fourth gaza.

278 FAEN: ] conj., AT || L& | THRIGH || Q, FASSTH: (FHAW:?) P, T2AW (TSA:?)
W, FIATSTET W, 279 FfHAIHAE]  Pyp, omitted Q280 “HUSU®] QP! HUSHU[
Q% 280 °HUSW f=Ae] Q, “HUESW BAHA P, T, W,p, —° T = W, cHUST-foaer
K,, “HUSUfASr G,, 285 @fNrga] %, afvef Q, —fafifefa w,, 284
T TA| Dy, omitted Q285 HIAHRIATEHET | Q, FHITHIFATIAITET T i
P, 28 H aEN] QF T T Q% ¥ TET written before TRISZCAETH HDITH
P, 286 AR ] P, R M Qr, ), R AT Qe a8 @ffERE] Py,
AR Q 286 IMA] P, IRT Q 286 ARTHAHITA] P,,, ATEAANT Q 287
FAHF] Q, PIAEAH P,y 287 TAGH] Dy, omitted Q288 TIITATTATHFIA]  corr,
formerT e Q, T | P, 288 SCFAH]  corr, ACHFIH Q

280 AHHATAHUEAT A [ T HHIARAEH | ATTHRT=TIqHeT I = 7 fireata
[
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290

293

hFITaaTTATAT 9 —2¢

20
FlTSITET |
FARTFATAT TFAG STFITFa T SATE |
AT
AATSHUTE TSI |
FUUREATIHE T
e gfgtast wfmr e R0 Waa

FUUEHAEHRT d1¢ FurarraaFaEaeT: | afefast vt 7fg-
fFad &AT: | FAAH? | SMSRUUTRSNE AEaary | safssons
TATCAATHH | SETATTSTA SFETAAATEH | TR A TEFA AR AT [T
JERTTRrd Aafd | &0 q AT (FqadArgarad A acang: | goa fevas

293 Caesura after the first short of the fourth gaza. 298 Cf. DNM 5.22ab: % 331'%7’11_5'-

A et qoit £ | qoit i frme: e wfer: fme: saoaf

CERH

289 m] QP., Wy, No author nameW,, 290 HTdTAT] Q, TFHKI-AMAT P,
201 AHTAVNHAE] QK W, ,Gyp, ATFIAUTHIG Py, —°IG Wy, ATUMANG Ty,
292 FAFMAMETA]  QIT,,, AEATSTH Q% AHGATIETH K, W, Gp, TETATATE
Pep, TETAASTA W,y 293 TVHAATTHET ] Q, AWNANTAHEE Py, ATTNH
ATTHENE Wy, TORHATTHRNC T, ATIESAATHRENT K Wy, TTMAATAHLET
Geo 294 TT]  TepK Wy Gap, TTE QPypWyy, 204 TRSEH ] QIP,,, THRSTH Q¥
TREfEas W, TRSEE T,.K,, TRSa0 W,,, TS G, 295 TARHATIHRT
ST 1] conj., AVUNHATHRIS dig AVHATFRIEFA AT | TRIfas wieAr
gfigfrad =™ | P, — S fave, — afigfrad w,, TREFad &0 1 Q. 206
AATTMAAE ]  Q, AATAUNHGE Py, 297 AETATISTA ] QFF, SAEIATETH Q“,
HEIATATE P, °UATE W,,, 298 HTHFATFAGe] Py, ATEFATFIG Q

1 AR SHAfCqATaHETTAATEH | AT FN eI TEdeaT: T Sa:
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299

302

305

308

hFITaaTTATAT 9 —2¢

QUITRRST T QUITH S ATATRUEH | STTqasehie: | Sfqaid g4
AT | AT @ Fadl ST A qar Sfa: q7 1 | =T Uit | qored
TgaaeraT G =fa i 2o |

21
gL |
HOAATH: EARAAT (TgAAaereqameaay J 41 auagHere |
SATOTTEHATE Jelt
ag U gfeafasttasmraian |
e fa shorsrrE

g & = fasw o wgfegwm v 22 0

e fa s st @ & fasw o wefgmt gwra soEAaHET 59 -

299 Cf. Prilyi 4.39: AT CATA=ACTIUTHT: || 3% || TTOIeqeT U AT AT AT A |l
Afedas | TS | TUTHS | 987 | 3T9E |

299 W&Z] em., 3'&{ T QP., 299 qUITFHReT ?ﬁf T U 3‘&1’ W‘T‘{ conj.,
qUOTTH T AT qUTH T ArETEIET Q4 TUITHe Tfq ad qurt Tfd AramEuy
Q“, UMY 2 =F: qorH Zfq qUHTRY ®9IH P, 299 SATfALaseh:] Py,
STAAASHT: Q300 HAA] Q, ATHATH° Py, 300 AT EATA] Py, T Q
301 aT°] QAW P, so1 fFATEfT N R0 N] P, R BfT 1 AgTmET 1 R0 1 Q
302 AELNTET | P pW,,,, TG Il R0 1| Q, HFLGH W, 303 4181 | Py, HIAT Q
303 ANATH] P, TALH Q304 HTHAL]  rest. Q Py, ATMEIAE QP Wiy
TepKWep, STOTHATE Q, ATITHATE G, 304 S0T]  QTepKeWipGip, f&dT Py 305
HAT] QI FATACAT Q, ATl Py T, oK WenGep 306 T]  QTopK Wiy
Gepy T PepWyy 306 FAVHET]  QF'Pyy WG, AVTHHETET Q% SUIHET Wy,
ATMAET K, 307 T] QPpoWypy, H Te oKW, nGepy 307 TIAM TN QP Wy, T30
T K W,p, T3 T Gy, 937 T,, 308 MESTEEAT]  conj,, TH T AOAHR! FE T
7 foom 7 @2 fe@dT vy, omitted Q308 THTA SHAATA ] conj, THIA FAAT> Q , THTA
JrEaAde P,y 308 HF] QX TIF Q4 HTAT P oW,y

304 STHATIATI ITIAT TAT LA UARIAARATAT | TATT SHATTHEIAT &fq o 1
AZE: |
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311

314

317

320

hFITaaTTATAT 9 —2¢

I T ALATH | FIGAT? | T OGS v | TAT qaravieae -
feTsITeraTtT g&dt | FET? | gL I | (AT wiget? | gheatas-
fastrstie gufasfaasdrer | a1 fqomanr Mgaaeered aforqadr, ar
TTAWqAEHTg | 97 9id Aeradaasrgiearar aqr dau fafqa 7 9-
AT FA: N R

22

T RTLET |

FI AT AT A FATA T ITTHIHTHTE |
fastfawgr stfcaerdant =
TRas &t fa gwate
Srer T FTiewTte
Y oAt SfgsmsT 1 R
A oAt Sfgesw ey T st | S g TReE & T gEete @ -
fosorta waam @& et 3 stfu g e | F 97 | fasttagy stfoasEant =

316 Caesura after the fourth gaza (Vipula).

309 fAfA] P oW, BT T Q 309 #EET®] Q, HEA P,,W,, 309 &dT] Q,
fadtp,, 30 fAfomTETOET] P, AT SEOETT Q  3u AT] Q, I P, W,
31 ﬁ'ﬂﬂ?"] Qe ﬁ%ﬂ?"l" Q% 312 ar ﬂﬁm |1 Q, omitted P, Wy,
s12 9T O] Q, §F TATA P, W,,, 312 a4 Q7 g Pep W, FIAUQ« 313
TAET AL ] conj., T (A Q , TATHIAAT TAY: P, TATHIATT T Wy,
314 HATHIFET ] QP oWy, TRIATCN W, 316 T]  QPpyWyyTeoWep, A K,Gyp
317 TEAL ] QPypGrp, THAE ToKWep 317 9] QKW,iGyp, T P, T T4,
317 TFATE] QPypGrp, TFATE ToKWop 318 ST QW ST PpWiyy,
TeoKeGrp 319 AU] 3, A W, 319 HMEHET] Py W,y Ty, AEART Q,
BTATEHET Q«, AMESTET K W, , Gy 320 TTU UHT ATEAET] Py, omitred Q- 320
T ST | cor, A AT Q, WY AFASTH P, 320 SIA] Q, ST Py,
320 TT53T|§] rest. Q_yPep, TRATE Q321 TUAAT] Q, AT P, 321 ‘I’E‘Jﬁé 3]'&[ ?\:;@']
Pep, TE(OT T Q7" TEATE A1 {9 gaTe 3@ Q

316 Trafaegr straet= = peoft 3 sify 3@ | 797 & srede T J97 st )
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323

326

329

332

o

SENETICE

o

AT 9—R¢

frafaver staeee =7 | T3 w4

o

[aNiaNT o

T | oA g T4 a9

EIRERIER

(AU 0d, a4l ngqbll‘ll H

—

T 9 9 IUATHIT HEgIHTR TAT &

FTIH FIATASITIA: FATTAT AHEREHA T | ATAST ToeaeT THET Y

TTSTTeE FTAH | T AT WLAT 12T AT |
|7 T afFq aswrFat f e d = |

TR Cer=ahTe: Il 2

23

q&aﬁﬁrw

SIEMSUEREEE I ICER]
et fa wTerET o 3T g U ST FOERT T I]T(O TR | FAA:? |

325 PraPra1.2: 3 AFITEY AT Il R || FY(Z TAAATICY TeaSATIIHTET AR FATT

T | AEET ATFHET | 991 TaME | AEATE MESTTE 1. Pralha 1.44: T AHFITET AT I
¥ | HYfg THAATEY e ATSHITET <61 a7 Fatd | AT FEgr | arfgars

326 - STi 1.41ab: AT X7 ATFT ThFAT T FIOTFANEH | TEAT

T ATAFHT T T8 77 ||

afgars ...

322 oo 1

Pip, 'F;l'?vT° Q 322 °|;3|?3-

SFFITP] corr., °© ?':Rél 3TF5|'€I'° QP;p 322

T > TAT T 9T '&P:l'l'] corr., =T > TT 9 497 T ATH Q, omitted P Wy 323
qaT]  QPgp, UdAT Wy, 323 HAT HE ]
TEE Q324 HHSMET] PopW,y, TEMET Q325 ] PpWyy,, 9 Q326
FHRFAT T ] P, THIFAT BT Q 328 FGATM: ] QP Wy, FIAARET W, 329
THFRT]  QTepKeWepGrp, THHI Py Wiy
TAEUIAATT TypGrp, THTET AT KW, 331 TT] QPppWiyy, ST TypK Wip G

332 °F |

Q, O_ﬂrw PepTepKeWepGep

QWyy, HH Pyp 323 W] PeyWiy,

330 qallgﬂ°aﬁ?ﬁ] Q, TH ISU WPED,

333 UFHI>TAA]  conj., TFHT T FTeET

I3 Tl_g' Py, omitted Q 333 Qqﬁ'] Q7 Qq;’ﬁ Q¥

329 T ST FEUETRT T FATMA T TS0 aoA™: | 6 Harsagpiad a==apme

fraawmT:
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335

338

341

344

hFITaaTTATAT 9 —2¢

gafget aerat Fafert Tt aeawm: | R qur st fasemg

~ s~ —c — —
AT SATHTAT: | q7 AT A0 Taferurafera oo -
AT FAAREHET AL (TR AT qaras fag | 99 v fg 71-
AT AV, TAREATFARRUSHIA AT 2T | FIger ATATLITAH? |
Frgrstast arsarpiarad | F1 fg wawdl Feai qieasy aumeaeRaad’ |
TOE J AT et SATATH AT AT Troa | | g {iar wom s 74 |
TS TR AAHETH AT TR AT S ATHAATH FAT |
ATRAT ATTH: | STEATT SETSRTL 1 33 1)

24
FTAGTIET |

iarehrear faer frdzertaat afaqr ggraifaaeraereET f4-
T AT TqAT | AT qA: ITTGST AT T298:9 99 HAnaeveaTa -
fearaT | srr | frspager: oAt e d i gamtad g9 | T4

334 TR ] Q, TMIGW P, 334 SGIEAUl TcdT aAHTH:] QP,,,, TZ&(0 qIAHT:

Weu 334 S| Q, T Ppp  33¢ [ qAAT=EALIE Soqumm: ] Qo &
AR AT TR Q «, o qur: AT TeAv afeaa el e s HIeT-
T AT A AT T faug T ey, 335 AT ATAAOANT] o, AT
IGREEE] Q, CNEIGRELT] P;p(cited here from the previous sentence), T e Wen

337 STEOT:, TATTATRIAATUIGEHTA ATHT ST | conj., I(EATT: | TATTAGFARITRTA
T 2fd Q, FfErvITEa AT TA P,y 338 FT {8 - TTFATHATIA | Q , omitted Py

339 TTTH T ARSI SATIFIATH]  conj,, TR T ATl Arourgferafafa Q,

T ATHIT o Py 339 TA:]  Q, omitted Py, 340 AATAY ToAUSE] Q, AT
JW?GIT%W‘W[ req° P,,—this whole sentence is, in Py, before Elﬁ@?l’ ?ﬂw 340
TAAT] Q, AT Py 340 MTEAME AAT] Py, TEANTH 4AT Q342
FAATET ] | QP Wy, TITSTET W, 343 ot fasizorfaat afaar)  Q, ATt
ot fdeorfaat b,y 343 TATAONC] P, AFALHUN Q 343 ATAHAT] Py,

AT Q343 (TR TAT]  comj, Toesm w027 Q, fo@=aoal Py 304 AT
Q, TABT Py, 344 TEIAGE &) Q, ALALNA Py, 344 AAATATAEAAT] Q,

HIATT HATEAAT P, 345 AT T (Ahdsded: TATTA]  em., TT T a6 {dFdem:

AT QL,,, AT | T faohe: Jeged Q«, o weATTFaFeAsITeAT (?) Py,
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347

350

353

356

hFITaaTTATAT 9 —2¢

|1 T FAHT TAfq 937 § UF A0 geid | T o Aed faerear aaa

. fa fa
ald AlddlddrdiaHlg |

%wagﬁrmwa‘rn ¥
W foraTy guorgsraTaToEuEsTr StTerat fa /T o gerat afe -

q I F AT AT A TEIETET | AT ST | H9TH? | 91~
A AGGTo TS ALZTATH | A TA T AT T e
A @7 7 [F97d1, T O @O @A SR d | ITE 2iq THeaoreaed
IS TTSTETead | TAAT TS AT S{TeAT 7T = AT 1| 3% 1l

350 Caesura after the first short of the fourth gaza. 356 Cf. PraPra1.2 and Pralji 1.44, cited at
Gatha 22.

346 AT T] em, AT Q, AP, 346 A1&F fameAT] Q, Argwaeaa: (?7) Pyy 347
JfqaTeavdiadTg] Q, AT [Maraa=l AEUgHTZ P, 348 TUAT (oael] Q, Fuid f=asT
PooWoy Tep, FUTAT ST Wy, FOAT 2 W, G 348 HT] QPuW, WipGrp, FUUIH
Teo 349 THT°]  QPypWoy, FEHT® Typ, HEHT° WWipGop 349 (3T Q,
ST Py Wy Teo, FATETT W W, FITETT G, 350 “TTE] QP W, Wep G,
AT T, 350 THHAT] QP Wy, “TITHAT Wy, TRHHIT W, “TRHHT G,
351 ‘Tla'a'UT] Qo UEN L) Q% 33 E1'|":"i_<‘ﬁ'] 3, TTFI"JTFCTTED 352 StToraT f& |7 o
FOAr]  em, Forar f Qe STTOAT f& @, TH N BEA Py, 353 ATHIEA:] 2y,
AFCAL Q354 THANAIEMM]  Q, (TIT LGN Py 354 THATTAAT
79 @7 7 fasmafa)]  Q, cufvwsiaexet A9 @¥ A fasm® | by, 355 ATHA
3'&[] Py, omitted Q.

348 ATHTST T AT (oY T dg@THTH | TATAqI P T R adT Ffa ST |
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359

362

365

368

hFITaaTTATAT 9 —2¢

25
qursrgfasmor g fa
SrfrsTag=Tor |/TOTSTT |

foreaeoregniaE-
feworerooTTor A Heetr? 0oy N W 27

Fvg fa AT WY oAt AT SFTA TSN Hl Foa:? | T Hwl-
TATd: | AT ATHT €T ATEdq 9T | FHIIAT:? | qursrp e J-
THHIIAAT: | S FAAAT:? | ATAAAGT0 Fagqeraadr: | [T &-
Fqaar:? | feeatveguiamatavsmoner foaafegfTsamaaq T e
AR | geaed g faosmaer fosamar fAai=difa | amorgamer 714-
7 famar: g | el a7 I | ATaeasahre: | Y |

361 Caesura after the first short of the fourth gaza.

358 TFLSTET | corr., TETISTET Q , AL P, W, FHARET W, 359 TUTSTHIAST |
%, TOTAFTAN Gy 359 FUE] QoW WepGip, T8 PeoWey 359 1] 3, fa
W,y 360 HTUIETTO]  rest. Q o, ATOTSEATI Q TopyW,p, ATUTZCATO W, WTITSTTY P,
362 TN QPppTypWep, SFUUTT Wy, FUMN Gy 363 T€] Q, TR Pep 363
ATUTSATN]  Q, HIUIEATY P,y 364 ATVATHAT] Q, TATHAL P, 364 TUT°]
rest. Q Ppp, TS Q 365 TUF] P, WO Q 365 A HAAAT:? - FaAifeq |

Q, fr=a=turegformma ey fraafregfasame- ok, e
AT TTE (TSSHRFAT: | SAATh TR hrg AT fraeferarata- qrohoicad | qoaex g

foreremaaT: FamT fAaiedifa | P, 365 FAA°] corr, FAA° Q 366 °UIHTHIFUUC]
Q" VITETHHATTHT Q368 AT AT TAAAA:] e, HATH AT TAT: Q,
AEATF TATAT: P,

359 TG IAATGITAA BT HTHaar: | e egasamaaasoir: #i1 7o |
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371

374

377

hFITaaTTATAT 9 —2¢

26

FHTTE
LEEECFAd L
wig sifg wgs 2ot A
S,
afg afg =g agg u k=

TAATAEY F(g (g T TS I A AqAqTHZIE T TATSA 2] a ]
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TRANSLATION

Translation

3% Reverence to the Goddess Sarada!

‘We do not hear of an offense, and
You have told no lie,’
May Krsna, remaining silent
When this was spoken by the cowherdess,
Purify you.?

Even a person skilled in all the arts and conversant with all the lexicons can-
not expound upon the meaning whose true nature is concealed in the clever say-
ings (chekokti), composed by various poets and covering diverse topics, in the col-
lection of Gathas created by the glorious Satavahana, how then shall I¢ Nonethe-
less, in acquiescence to the wishes of the group (sartha) of all the learned (sar7), 1
compose a commentary to that [anthology] according to my understanding.

1

Here, in the beginning, the poet created this salutation to assure the completion
of the work free of all obstacles:

Bow to Pasupati’s cupped hands offering
Water to the Twilight,
Water into which the moon-like face of Gauri has entered
In the form of a reflection, red with anger.
It is as though [the handful of water] bears a lotus offering.®

Pasuvaino means ‘of Pasupati,” ‘of Mahesvara.” Samjhasalilamjalim namaha means
‘bow to the handful of water offered to the twilight.” What is it like¢ Rosarunapadi-
mdsamkamtagorimubaamdam, ‘it contains the moon-like face of Gaur reflected red
with anger.” And because of this, what is it like? Gahiagghapamkaam piva, ‘it is as

7For an explanation of the verse see note s, p. 170.

81 translate gahiagghapamhaam piva as a separate sentence for the sake of clarity. Another pos-
sibility: ‘Bow to Pasupati’s offering of / Water to the Twilight / Into which the moon-like face
of GaurT has entered / In the form of a reflection, red with anger / As though it bears a lotus
offering.’
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though it bears a lotus offering.’ It is to be understood that the redness of Gaur1’s
moon-like face is due to jealous anger at [éiva’s] salutation to the twilight. This
allusion to the topic at hand indicates that this work will be created full of the
rasa of love-in-separation caused by jealousy. The figure of speech is Utpreksa or
Poetic Fancy. Its definition—

Where, onto a certain existing object
Another non-existent entity similar to it

Is superimposed in a fitting manner (#papattya),
That is also known as Utpreksa.?

So says Rudrata. And the author of the Vakroktijivita says:

When the meaning of a sentence is informed by
An imaginative inference,"*

By resemblance (sadrfya), or by means of both of these
They call that Utpreksa.

Out of a myriad of
Poetically ornamented garhas
Hala, who was fond of poets,
Compiled seven hundred verses.

In the region called Vatsagulma there was a king named Satavahana who was cele-
brated on earth. He was known as Hala. By him kodia majjhairammi, amongst ten
million, salamkarana gahina, poetically ornamented Gathas, satta sadim viraidim,
seven hundred were compiled, that is to say, collected. The meaning is that he
drew the essence from out of ten million. What was he like? Kaivacchalena, means,

91.e., ‘that is known as another variety of Utpreksa.” See note 24, p. 171.

®The Vafi commentary explains sambhivaninuména as ‘an inference of an imagined object’:
sambbivaninuméinena sambbivanaya yadanumanam, sambbivyaméinasyarthasyobanam tena. See note 29,

p- 171.
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he was fond of poets/loved by poets.”* Since he was fond of poets, even though he had

poetic talent, he began arranging Gathas into a compilation.

3

Pottisa

Look! The unshaken, completely still

Female Balaka bird appears on the lotus leaf like a
Bright conch shell resting on a

Spotless emerald plate.

Uz means look. Bhisipipatammi means on the leaf of the lotus. Balia rehai means
the Balaka looks beautiful. What is it like¢ Niccalanipphamda, it is not moving
(niscald) because of the absence of the occurrence of wind and so on; it is com-
pletely still (#ispandi), it itself is devoid of movement because it is in a state with-
out action. Nimmalamaragaabhianaparitthia samkhasutti vva, [it looks] like a bright
conch shell resting on a spotless emerald plate. The figure of speech is Kalpi-
topama. Its definition:

Where the subject of comparison is furnished with adjectives
Of such a sort [and] in such a manner,

That they are also connected to the object of comparison.
This is called Kalpitopama.

Acérya Dandin considers this to be Vakyarthopama, ‘Comparison of the Mean-
ings of [Two] Sentences.’

But others explain the meaning of the verse differently. In a place full of
elders a certain lady hints at the secret meeting spot to a Nayaka who cannot be
addressed [openly], [saying] ua niccalanipphamda. There is certainly no one here
in the lotus grove in the garden. If someone were wandering about, the Balaka
would not remain still, therefore this place is suitable for our enjoyment. And in
this case the figure of speech is the Subtle Comparison in which [the meaning] is
indicated by a hint (i7gita). Its definition:

Y Kaivacchalena may be understood as a pun, meaning both ‘fond of poets’ and ‘dear to poets.’
Although Tribhuvanapala explains the term in the sense of ‘fond of.’
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[Where] the meaning is indicated from a hint or from an appearance,
Due to subtlety, the figure of speech is called the Subtle.

4
Hala

The gestures of
Women in love-making have some beauty,
So long as their dark blue lily petal-like eyes

Do not close.

Tava ccia raisamae means ‘So long, in love—making.’ Vibbhama virdamti means ‘ge-
stures’—which consist of sighs, making the sound si#, kissing, embracing, etc.—
‘are beautiful,” that is to say, attain preeminence. fava na kuvalaadalasacchabiim
naandim mailamti, that is to say, ‘as long as [their] dark blue lily petal-like eyes
do not close.” The meaning is that among amorous gestures, the closing of the
eyes in delight is preeminent.

But others say that the gestures of clever women occur even when not expe-
riencing the pleasure (sukha) of lovemaking, but not the half-closing of the eyes.
Therefore, they say that their [half-closing] marks the pinnacle of all the qualities
of lovemaking.

Still others say here that once their experience of the pleasure of love-making
is inferred from the closing of the eyes, gestures such as kissing, embracing, and
so on, are not important.

5
Cullovuka

Why do you not look for a gift of fruit from/for yourself?
You look for [one] from the Kurabaka tree.

Thus, O fortunate one, your wife surely laughs
With her lotus face tilted to the side.
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O subaa means ‘O fortunate one!’ Eam kbu tuba jai hasai means ‘thus, your wife
surely laughs.” How?¢ Valiamuhapamkaam means ‘with the lotus of her face turned.’
Nohaliam means fruit in the form of an unprecedented gift. Appano kim na maggase?,
‘Why do you not search [for a new gift ] in connection to yourself¢'* Maggase
kuravaassa means ‘you look for [the new gift] of the Kurabaka tree.” The meaning
is ‘by returning after such a long time you have become unrecognizable.” The
figure of speech is Uttara, the Later Statement—

Due to hearing the later statement
One infers the prior statement
This is known as Uttara

And also where the reply is inferred from the question.”

But others explain the meaning of the verse differently. Thus, the #2yaka, using a
pretext, [namely], by means of the convention of bringing out a Kurabaka blos-
som, communicated a concealed censure which could not be uttered out loud:
‘Earlier, I went to the secret meeting spot that it [the blossom] indicates, but you
were not there.” And, by the clever young bride’s showing him the Kurabaka blos-
som fixed in her hair, (an act made clear) by (the speaker’s) mention of a smile and
a tilt of the face, she reproaches him: ‘I went there earlier, not you.” But think-
ing, ‘may no one else know this secret of theirs,” the friend, concealing [their se-
cret], said this verse beginning with zobaliam appano kim na maggase maggase. In this
case the figure of speech is Lesa, the Subtle—

The Subtle is the concealing through subtlety
Of a truth the reality of which is about to be disclosed.

Here, the special quality of the friend is her state of knowing the real but covert
purpose of her lady and her action is the censure of the beloved. Her description—

?In other words, Tribhuvanapala understands pidas a and b to have one of the following
senses: ‘instead of taking a gift from the tree, why not give a gift from yourself/take a gift for
yourself?” The later commentaries in Py, in the BbaLePra, in K¢, and in Wy,’s Wy, and € offer
varying interpretations and thus also Weber (1870, p. 74); Ticken (1983, pp. 191ff); Dundas (1985,
p- 23); and Patwardhan (1988, pp. 1 and 130). See note 8o, p. 173.

BOn the difference between this definition and that of the K44/, see note 87, 173.
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Her qualities are memory, spiritedness
Devotion, knowledge of [the other’s] thoughts, eloquence
Boldness, pride, skill
Proficiency in all the arts.
Her individual responsibilities, [described] by the expert on Actions
Are censure of her [lady’s] dear one,
Diversion, soothing, and encouragement of [her lady] in separation,
Teaching about union with [her lady’s] dearly beloved.

She (jaya) is an independent Nayika.

6
Makaranda

Beautiful women, separated from their dear ones,
Are tormented by Asoka trees;
Does anyone who is strong
Endure [without retaliation] a kick from the foot of another?

Asoehim ladabavilagu tavijjamti means beautiful women are tormented by Asoka
trees. When?¢ Daiavirabammi means when they are separated from their beloveds.
Corroborating this, [the speaker] says: ki sabai ko vi kassa vi paapabaram?, that is
to say, does anyone endure the kick from the foot of another? [Anyone] doing
what¢ Pabuppamto, being able [to retaliate]. The [meaning is] that these [Asoka
trees] are tormented by foot-kicks from women under the pretext*# of satisfying
the longing (dohada) of the trees.” And previously when they were united with

their beloveds, the God of Love had no power over these women. But now, when

“According to the commentator, from the A$oka trees’ perspective the women’s kicks are
rather cruel and done merely under the pretense of dohadadina.

It is a convention in Kavya that ASoka trees desire a kick from the foot of a young lady
when they are about to blossom. Various other trees have other dohadas. Mallinatha provides
the following list in his commentary to Meghadiita 74: strinam spariat priyangur vikasati, bakulas 5id-
bhugandiisasekat / padighitid asokas, tilakakurabakau viksandlinganibhyim // mandaro narmavikyat, patumy-
dubasandc campako, vaktravitic / cito, gitan namerur vikasati ca, puro nartandt karpikarab // “The Priyangu
blooms due to women’s touch, the Bakula due to being sprinkled with mouthfuls of wine, the
Asoka due to a kick from the foot, the Tilaka because of glances, the Kuravaka because of an em-
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they see the flowering of the Asoka trees which is brought out in spring, the God
of Love afflicts the heart of [these] women who are separated from their beloveds,
and whose bodies have grown very thin—this is the meaning of the verse. The
figure of speech is Arthantaranyasa, Corroboration:

After putting forward one topic,
The introduction of another topic,
Capable of establishing that [previous topic],
Is to be known as Corroboration.

The Nayika is a Virahini, a lady separated from her beloved. Her description—

She whose beloved,* abandoning her,
Has left his own region and gone to a different region,
She who had concealed a small spark of sorrow.
Whose limbs are [now] inflamed with the
Difficult to extinguish fire of affliction,
The learned call her the Nayika whose dearly beloved has set out.

7

[No author name]

O auntie, the lotus grove,

So lovely that it had become the ornament of our village,
Now because of the cold season

Is like the garden of harvested sesame.

brace, the Mandara blossoms from being told jokes, the Campaka from [either] loud [or] gen-
tle laughter, the Mango due to breath, the Nameru due to singing, and the Karnikara due to danc-
ing in front of it.” Vyksgyurveda 112—114ab presents a similar list. See Hara’s (2009, pp. 236ff) dis-
cussion of vrksadohada as an example of coincidentia oppositorum in ancient Hindu speculation on
cosmogony.

6Beloved’ translates pranesvara,‘the Lord of Her Life,” a designation that emphasizes the
severity of the suffering of the Virahini, The-Lady-in-Separation.
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O atté means ‘O auntie.”? Taba ramanijjam means it is lovely in a manner to be
described. Bhisinisamdam means the lotus grove. Luatilavidisariccham sisirena kaam
means by the cold season it has been made equal to the garden of harvested
sesame plants. What is that like? Ambam gamassa mamdanibhiiam, that is to say,
it is the ornament of our village. The lotus grove is compared with the garden of
harvested sesame plants because it is useless due to its being unsuitable for trysts.
And here there is an intended hint: ‘the lotus grove together with the sesame gar-
den is now useless for secret romance.’ In the first part [of the Gatha] there is a
comparison (Upama).” And in the second part there is a comparison in the form
of a Statement of Concomitance (Sahokti),* however, the principle poetic figure

is the Subtle (Suksma) in which [the meaning] is indicated from a hint:

[Where] the meaning is indicated from a hint or from an appearance,
Due to subtlety, the figure of speech is called the Subtle.

The syllable b2 has become 4ha in accordance with the rule: Bha in bhisinisanda.
Attd means ‘father’s sister,” ‘mother-in-law,” and ‘friend.’

8

Kumara

Please don’t cry with your head lowered,
While the rice fields are growing pale
The hemp garden has become like a dancer

With a golden painted face.

A certain lady says this to reassure her friend. 444 ruasu onaamubi means ‘please
do not cry with your head lowered.” When what is happening?¢ Dhavalaamtesu
salichettesu means ‘when the rice fields are growing pale.’ [For] at that time har-

idlamamdiamubi nadi voa sanavidii jai, ‘the hemp garden has become like a dancer

7O auntie’ translates pitrsvasy, ‘father’s sister.” See note 127, p. 174.

®The first comparison occurs in the statement bhisinisamdam ambam gamassa mamdanibhiiam,
‘the lotus grove is the ornament of our village.’

¥The second comparison, the sahoktir upama, is found in the expression luatilavadisariccham,
‘[it] is like the field of harvested sesame.” See note 136, p. 174.
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whose face is ornamented by golden pigment.’ This is the meaning: ‘annual plants
are those that die after producing fruit’—if the pods* indeed burst open be-
cause they are ripe, let them burst. These blossoming hemp gardens will become
ameans of secret romance as desired. Haritala is a type of mineral pigment.* This

figure of speech is a combination of Comparison (Upama) and the figure called

the Subtle (Suksma).

9
Mahemda

O friend please don’t cry,
With your moon face hanging to the side,**
This is the very way of these affections,
As crooked as the curling tendrils of a new cucumber.

Sabi means ‘O friend.” Mz ruvvai means ‘please do not cry.” Tamsavaliamubaamdam
means ‘with your moon face hanging to the side.” Edna balavalunkitamtukudilina
pemmiina / erisa ccia gai means ‘this is the very way of these affections which are as
crooked as the curling tendrils of a new cucumber,” which is to say, [the path of
these affections] causes pain. Tazzsa, meaning tryasra, is formed according to the
rule: “There is azusvara in the list beginning with vakra.’

10

Durgasvﬁmin

When her son climbed onto the back of her
Husband who had fallen at her feet,
Even though afflicted with anger,
The housewife burst into a smile.

2°‘Pods’ translates falayab.
*'Haritala was apparently used as a facial cosmetic. See note 152, p. 175.

2>‘With your moon-face hanging to the side’ translates tamsavaliamubaamdam. See note 156, p.
175.
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A smile came forth from the housewife. Dudhamannudiamiié vi means ‘even though
she is afflicted, that is to say, distressed, by an anger that is strong.” While what
was happening?® Putthim putte samarubamtammi, ‘while the child was climbing up
his back.” Whose [back]¢ Piavadiassa paino, [the back] of her husband who had
fallen at her feet. It is said that he, even though trying to conciliate her, called her
by the wrong name. And the [humorous] transformation signaled by ‘climbing up
the back of the husband,” who was, in that manner no different from a domestic
animal, is the cause of [her] laughter.

Clearly also in the comedic rasa,

The cause of laughter is a high, low, or middle character.**
It arises from the performance of incongruent changes

In the limbs, dress, and speech.

She is a Khandita Nayika, a lady whose beloved has committed an offense. When
she smiles at another’s ruse the Khandita’s anger has come to an end.” The figure
of speech is Suksma, the Subtle.

11

/7
Srisatavahana

A certain lady, seeing the unhappy condition of her mistress, says this to the
Nayaka for the sake of bringing him to her house:

She truly knows how to see
It is right to have passion for a similar person.
Let her pass away! I will not speak to you.26

Even her passing is praiseworthy.

*3‘While what was happening?’ translates fva. See note 169, p. 175.

. . . . 4 .
*4The translation of praksti as ‘character type’ is based on a somewhat close parallel in the Sy77
which reads patra, ‘character.’

»See also Pyp’s reading of kopangam for kopantab: ‘smiling at the ruse of another is a part of
the anger of the Khandita.’

267 will not speak to you,’ i.e., ‘I will not intercede with you on her behalf.’
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Saccam janai datthum means ‘she truly knows hows to see.’” Since sarisammi janammi
Jujjaé, ‘affection for a similar person is appropriate.” The meaning is, ‘you, good
sir, are handsome, and she is also lovely.” Maradi na tumam bhanissam, means, ‘if
she, not being able to obtain you, passes, let her pass away. I will not intercede on
her behalf.” Why?¢ Maranam pi salihanijjam se, [because], she says, ‘even her passing
is praiseworthy, since it occurs for your sake.’

But others construe the meaning of the verse differently. She indeed knows
how to see, since she is attached to you, an incomparably handsome youth.
The meaning is that she o7/y knows how to see, she does not know nonverbal ges-
tures and cues. Since [she thinks] affection for such a person is appropriate. Here,
a similarity was brought about by fondness.?® The meaning is that one [should]
become enamored with an [equally] affectionate person, but you are devoid of
affection. Therefore let her pass away, I will not speak to you. Since a stance
of indifference is indeed appropriate towards this sort of indiscriminating lady.
Moreover, her passing is praiseworthy. The sense is ‘even when she passes there
will be no regret.’ It is explained that it is possible that she, through separation

from you, will pass away.

The figure of speech is Indirection (Paryayokti):

When the desired meaning is not directly spoken
And a statement is made in another way

For the sake of bringing it (the desired meaning) about
That is known as Paryayokti.*

*?Following P.,’s reading: yad asau tvayy anupamariipe yiini anurakti.

28 A freer translation would read: ‘because of her fondness for you she imagined that you felt
the same way.’

29 As the figure of Indirection or Paryayokti is intended to apply to both of the above interpre-
tations, for Tribhuvanapala, the speaker’s purpose in both interpretations is to bring the Nayaka
to the Nayika’s house for reconciliation. See note 187, p. 175.
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12

By the same author

O you who are skilled in the art of cooking

Do not be distressed—drinking in the breath from your mouth,
Which has the fragrance of a red Patala flower,

The fire burns out, [rather than] ignites.

He ramdbanakammaniunie mi jirasu means ‘O you who are skilled in the art of
cooking, do not be distressed.’ Since, ubamairuam piamto vijjbii sibi, ‘drinking the
breath from your mouth, the fire burns out.” Nz pajjalai means ‘it does not ig-
nite.” What is it (her mouth) like? Rattapadalasuamdbam, ‘fragrant as the red Patala
flower.” This is the meaning: thinking, ‘even though kindled, I will not obtain
the happiness of drinking the breath from your mouth which is as fragrant as the
red Patala flower,” the fire does not ignite.

But others say that a certain lady says this concealing the misconduct of
[another] lady by whom the ‘sut’ sound is expelled because of the influence of
the tooth-wounds on her petal-like lower lip. In this case the figure of speech is
Lesa.
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13
By Hala

Asked by her friends, “What do you yearn for#’
The gaze of the innocent young woman

Who was experiencing her very first pregnancy cravings
Went only to her beloved.

Muddhaé navara daiam gad ditthi means ‘the glance of the innocent young woman
went only to her beloved.” What is she like? Padbamullaadobalinié means ‘she is
one possessed of her very first pregnancy cravings.” What else is she like¢ Kinz
kim te padibisai sabihimn ia pucchizé means “she was asked by her friends, ‘among
solid foods, soft foods, lickable foods, and liquids,?® which are you contemplat-
ing¢’ ”—this is the meaning. It is said that when what is desired in pregnancy
is not given, children are born with deformities, afflicted with diseases, and so
on, therefore the practitioners of;‘\yurveda teach the ‘fulfilling of the pregnancy
cravings of pregnant women.” Navara is a particle in the sense of #evala, ‘only.’
The Nayika is Devoted and Innocent (Sviya Mugdha Nayika).

3°See note 214.
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14
By Rudrasuta

A certain lady in separation, longing even for the indirect (paramparya) touch of
her beloved, says this to the moon:

O moon, you who are made of nectar
You who are the diadem of the sky
You who are the #ilaka on the face of the night,
May you please touch me also with those very rays
By which my beloved is touched.

He camda jehim karebim piaamo chikko, tebimn cia karehim mamam pi chivasu, ‘O moon,
with those moonbeams by which my beloved was caressed, with those very rays
caress me also.” Through the meaning of words in an uninterrupted series of
vocatives,’ she bestows praise for the sake of obtaining what is wished for. 4maa-
maa gaanasehara raanimubatilaa, ‘you who are made of nectar,” ‘you who are the di-
adem of the sky,” ‘you who are the #laka on the face of lady night’—one who is
petitioned, is praised, it is said. De is a particle [employed] in a petition. The
Nayika is a Lady-in-Separation. The transitory emotion is delirium.

Delirium arises from the loss of a beloved person or the loss of wealth,
From a strong blow, from a disorder of Vata, Pitta, Kapha,
[Or] from a confusion of the mind due to love (manasijamanovikarad).
A learned person should show delirium,
Which arises from petitioning one who is not to be petitioned,*
Through baseless crying and laughter [or] through [baseless]

Singing, dancing, running about, and calling out.

3*The meaning of sambodbanaparamparirthaiabdena is uncertain. In addition to ‘through the
meaning of words in a series of vocatives,” also possible is, ‘through the sound and sense of an
uninterrupted series of vocatives.’

3*Perhaps, ‘in petitioning that which cannot be petitioned (i.e., that which cannot respond to
a petition).’
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15
By Hala

A certain lady in separation from her beloved worries to herself:

‘He who has set out will return
I will get angry at him, he will conciliate me,’
Thus someone’s garland of wishes for her beloved
Comes to fruition.

Eihai so paiittho, ‘he who has set out will return.” Ahaam kuppijja, ‘I will get angry
at him for the transgression of returning after a long time. So v/ anunijja, “‘he
will conciliate me: ‘O beloved, forgive this crime of mine.” ” Iz kassa vi phalai
manorabana mala piaamammi ‘thus some meritorious person’s garland of wishes
regarding their beloved comes to fruition, [that is to say, their wishes] will be
brought about, but not [the wishes] of unlucky people like me.” The transitory
emotion is worry. The Nayika is a Sviya, a lady devoted to her beloved.

16
By Sridhammila

Look, it is as though the cloth weeps,
with water dripping from its loose edges,
‘How will I, who have been washed,

Endure being pulled on by the poor family?’

Dasiosarantasalilena, ‘with water dripping from its loose edges.” Uaba runpnam vva
padaena, ‘Look the cloth seems to weep.” Here [the speaker] states the reason. Mae
dhoviena, ‘by me, who have been washed,” duggaakudumbaaddhi kaba ni sodhavva?,
‘how will the pull of the poor family be endured?’ Because my strength has cer-
tainly been sapped, being pulled on in turn by their hands (will be) unbearable.
The figure of speech is Utpreksa, Poetic Fancy. Its definition—

Where the action of a sentient being or another [entity]
Which is definitely established in one way

Is described differently
They call that Utpreksa.
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17

By the same author

O you who are the color of a new mango sprout!
Little calf! You who are going

With your ears alert to the house which is dear to your heart!
May you attain eminence.

O kosambakisalavannaa tapnaa, ‘you who are the color of a new mango sprout! Little
calf! Ukkanuehim kanpehim, ‘you who are characterized by upraised ears.” Hiaichi-
agebam vaccamana, ‘going to the house which is dear to your heart.” Dhavalattanam
péva, ‘may you obtain eminence.” The meaning is ‘may you become a leader.’
Kosamba is a type of tree. It is known to have red sprouts. Tazza0 means ‘calf.” In
connection with the search for him, I (will) reach the house of my beloved, hence

the giving of the blessing.

18
By Gana

O you who pretend to sleep, you whose eyes are closed,
O fortunate one, make room for me,3

You whose limbs thrill at the kiss to your cheek,
I will not be late again.

O subbaa, ‘O fortunate one.” Aliapasuttaa vinimiliaccha, ‘O you who pretend to
sleep, you whose eyes are closed.” De amha ovisam, ‘give me a place.” Wonder-
ing, ‘he is indeed truly asleep?’ she says, gandapariumbanipulaiamga na uno cirdis-
sam ‘you whose limbs thrill at the kiss to your cheek, I will not be late again.” For-
give me this mistake which was due to a carelessness of affection.3* The thrill of

hairs is an involuntary condition. The Nayika is Sviya, a lady dedicated to her
beloved, and Pragalbha, a bold lady.

3 Also, punningly, ‘give me a chance.’

340r, ‘due to a carelessness caused by affection.’
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19
By Candrarsi

A motherly fieure says this, instructing a certain lady who is slow to put on her
cosmetics and ornaments when her beloved is eager to see her—

Though your makeup is not done,
Go to the house of that eager man.

O daughter, you will not stay in the thoughts
Of one whose excitement has waned.

Sakouhallassa means ‘of him who is eager.” Asamattamandana ccia gharam vacca, ‘Go
to his house [though] your makeup is not done. What is the reason? Volaviahalaha-
laassa *of him whose curiosity will for the most part be overcome (whose curios-
ity will wane).” Se means ‘of him.” Putti citte na laggibisi, ‘O daughter, you will not
stay in his thoughts.” It is understood that the beloved is indeed eager. But it is
not proper that his longing should be dulled. Kouballam means ‘eagerness.” Ha-
lahalaam means ‘longing to see the beloved.” Here, eagerness, autsukya is a tran-

sitory emotion.

20

By Bahuraga

A certain man, remembering kissing the moon-like face of his beloved, says this:

I remember her kiss—
Her face was covered in tinted ghee
Our noses did not touch,
Our foreheads did not come in contact,

[And only] her lips were eagerly offered.

Vanpaghaatuppamuhié tié ‘of her whose face was anointed with tinted ghee.” Par-
iumbiam bbarimo ‘1 remember the kiss.” What was it like? Aarapanamiottham ‘in
which her lips were eagerly offered.” Aghadianisam, ‘in which (our) noses did

not touch.” Asamgaanidalam ‘in which our foreheads did not come in contact.’
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His beloved’s skill in the art of kissing is made clear. But others say the idea is
that this is a kiss in which the moon-like face is tilted. Tuppam means ‘anointed.’
Panamia—rthe form panama is taught in the sense of ‘offered.” The poetic orna-
ment is Jati, the Life-like. The transitory emotion is sz#, remembrance. That
experience, which due to whatever cause, would turn to remembrance, that is
smyti. The Nayika is Sviya, a lady devoted to her husband. Tinted ghee is used to
brighten the face.

21

By Meghandhakara

A certain Nayaka says this to describe the skillfulness of his beloved, who is at
other times bashful, in love-sport:

She gives hundreds of commands during love-making
Her cheeks bursting with joy

Yet in the morning her head is lowered bashfully—
I do not believe that she is the same beloved.

Gose vi onaamubi aba sa tti pia na saddahimo ‘1 do not believe that (this lady) whose
head is lowered in the morning is the same beloved.” What is she like¢ Tzha
andsadim demti ‘in that manner—in a way that is not to be described—giving
hundreds of commands. When? Surae ‘in love-making.” Moreover, what is she
like (then)¢ Harisaviasiakaoli, ‘her cheeks are bursting with joy.” He says this to
poke fun at the lady who shows skillfulness in love-making at night. The idea
is that he does not understand how she, whose face is lowered bashfully in the
morning, could be the same person as his beloved (in the night).
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22

By Brahmacarin

A certain lady says this to poke fun at the man, who, in addressing [her], had used

the name of another woman:

Separation from what is dear and

Seeing that which is not dear are two great sorrows—
Salutations to that nobility of birth,

By which you are [nonetheless] compelled to act.”

Tié namo ahidie, ‘homage to that noble birth.’ iz tumam garuiim do vi dukkhaim kari-
Jjast, ‘by which you are compelled to endure two grave sorrows.” What are these
two? Piaviraho appiadamsanam ca, ‘separation from that which is dear and seeing
that which is not dear.’ This is the idea— by this mistaken address alone it is in-
ferred that just as she is dear to you I am disliked.’” Being in separation from her
and the sight of me—that nobility of birth, that high rank, by which you will en-
dure these two terrible, unbearable sorrows is worthy of salutation. Because the
word abhijati is read in the list beginning with sarddbi, the [lengthened initial]
a-syllable is seen. The Nayika is Sviya, a lady committed to her beloved, Madhya,

innocent, and Dhira, self-restrained.

‘Out of anger the Self-restrained Nayika speaks, with clever speech,
To the beloved who has committed an offense.’

The poetic ornament is Paryayokti, Subterfuge.

¥1.e., ‘through nobility’—or ‘by righteousness’—‘you endure these two sorrows.’
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23
By Kalasara

Even a single black antelope

Turning to the right does not allow one to go,
How much more so the dearly beloved,

Her two [dark] eyes filled with tears.

Ekko vi kilasiro na dei gamtum ‘even a single black antelope does not allow one to
go.” Of what kind?¢ Pizhinam valamto ‘turning to the right.” Kim puna loanajugalam
piaamde, how much more so the dearly beloved, with her two eyes. She also, by
looking to the side, that is to say by means of her black pupils which are turned
to the right, sets an obstruction in her beloved’s path in the form of her two eyes
which resemble two kalasiras/which have two dark pupils.’® For it is well known
that all (lucky) omens move to the right, and that biers, female jackals, black
antelopes, and so on [should go] to the left. What are her two eyes like¢ Vahauliam,
‘tull of tears.” Who indeed would set out to another country, abandoning his
weeping beloved? Now, on the part of the antelope [the description] vahauliam is
also appropriate in the sense of ‘distressed by the hunter.” Since he is frightened
from that which strikes fear. [Omens] indicate the future accordingly by means
of revelations in the form of sights, sounds and gestures—so it is revealed in the
study of augury. The Nayaka is Anukila, sympathetic. The poetic ornament is
Aksepa, Objection.

36The pun, for Tribhuvanapala, is that 4lasira means both ‘having black pupils’ and ‘the black
antelope.’
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24
By Buddharaja

A certain husband, seeing his wife in a deep sleep during the night, eager for the
pleasure of love with his mistress, leaves the bed, and goes out.” Meanwhile, the
lady who has just woken up, experiencing sorrow because of his behavior, be-
comes disgruntled. Then he, having finished with his own affairs, tries to win
her over with false oaths. When she is not conciliated at all, he [in turn] be-
comes sulky. Seeing him like that and feeling insulted, she says this to inform
that Nayaka:

You would surely not be prideful
If you knew the pain of

Feeling the empty place next to you
When you are half asleep at night.38

Jai nisasu supnaiapasaparimusanaveanam janamto si manam na kupamto ‘if you knew the
pain of feeling the empty place next to you at night, you would not be prideful.’
(The pain) of what¢ Pasuttadaravibuddbina ‘of half-waking up in the middle of
the night.”? “When you went out, you did not know the pain I felt when turn-
ing to the empty side of the bed,” so speaking she reveals the existence of the dif-
ficult to endure pain. Pasutta—there is a long 4 as the word prasupta is read in the
list beginning with samrddhi. She is a Nayika who is also Sviya, devoted to her
beloved, and who is Pragalbha, bold, and Dhira, self-restrained.*°

%70r, reading virajya Sayyam, ‘disinterested in his marital bed, goes out’ instead of ‘he leaves
the bed and goes out.’

380r, interpreting dara as fear, ‘when you wake up afraid at night.’
39See previous note.

4°The api likely refers to Sviya. This is the first time Tribhuvanapala cites this combination
Nayika types.
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25
By Buddharaja

Of the two who are pretending to be angry,
Both feigning sleep, both full of pride,

Both listening motionless for the suppressed breathing of the other,
Who will be the victor?#

Donha vi manaittana ko mallo?, ‘of the couple who are both possessed of ana
(pride), who will be the victor?” No one—this is the meaning. The idea is that
out of the two of them, one is not more steadfast. What are they like? Panaaku-
viana, ‘pretending to be angry.” What else are they like? Aliapasuttina, ‘pretend-
ing to sleep.” What more are they like¢ Niccalaniruddbanisadinnaannana, ‘listen-
ing, without moving, for the held back breathing and sighing of the other.’#*
Since, the breathing of a person who is indeed asleep is unrestrained. Mapaittina
means, of the two who are known, i.e., famous, because of their m4na. Or, the
-itta suffix functions in the sense of ‘excessive.” The figure of speech is Jati, the
Life-like.

26
By Kumarila

Wherever on the limb the brother-in-law wishes to strike the
New wife with the young flower-vine®

In that very place a
Goosebump-mark appears.

Navalaipaharam jabim jahim amge daum dearo mahai, ‘wherever on the limb the brother-
in-law desires to strike with the young flower-vine,” tahim tabim, ‘in that very

#Or, ‘Who is the fighter?,” the answer here being, ‘both are.’

40r, ‘whose breath is held back to immobility,” is also possible. Perhaps the Gatha alludes to
something similar to Kabaddi sport.

#lnstead of ‘young flower-vine,’ zavalai, Py, reads kuvalaya, ‘water-lily.’ The flower-creeper
is a similarly soft flower used in play.
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place,” romamcadamdarai disai, ‘a goosebump-mark is seen.” Whose (limb)? Vahae,
‘the new wife’s.” Horripilation is an indication of passion. The poetic ornament is
Bhava. The Nayika is Parakiya, a lady who is married to someone else, and Sviya,

a lady devoted to her beloved.

27
By Kumara

Today, without him,
Remembering past joys,

I heard the thunder of the first rain cloud.
It sounded like the executioner’s drum.

A certain lady in separation tells her friend of her own sorrow. Téna vina ajja
mae ahinavamehana ravo nisamio, ‘without him, my dearly beloved, today, by me,
the roar of the first rain cloud was perceived, i.e., heard.’** What was she like?
anubiasubdim sambbaramtie, ‘remembering (previously) experienced joys.” What
was it (the thunder) like? Vajjhapadabo vva, ‘like the execution drum.’# The in-
tended meaning of the sentence—through connection to the metaphor of the
sound of the drum—is: ‘since my beloved has not returned even though the rainy
season has begun, I will die.” The figure of speech is Upama, Comparison.

#4Signaling the start of the monsoon season.

4 More precisely, ‘the drum of the one who is to be executed,’ or, ‘the drum of the place (or
time) of execution.’See note p. 178, 383.
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28
By Hala

A certain lady says this to tell a Nayaka of her own passion:

O merciless one, O you who are afraid of your wife!
O you who are difficult to catch sight of,
Like the small insect in the neem berry!
O son of the village chief!
Even so (even though you are like that),
The village grows thin because of you.

He gamininamdana, ‘O son of the village chief.” Nikkiva ‘O merciless one.” You
are merciless because even though, in this manner, I have reached the stage of
death, you pay me no heed. zabhirua, ‘O you who are afraid of your wife.” You
are afraid of your wife, because you do not pursue me even though I think of
you with single-minded devotion. Duddamsana means ‘O you who are difficult
to see.” Since you, who are very attached to her, do not come within sight of
anyone else. Nimbaidaasariccha, ‘you are the insect in the neem fruit, since you
take pleasure even in the company of a such a low lady’—thus the declaration of
the faults of the rival.4® Even though you are like that, #aha vi ‘nonetheless,” gamo
tujiha kae, ‘because of you the village,” tanuai, ‘grows thin.” By the word ‘village,’
she implies herself—"‘in separation from you, I have wasted away’—this is the
intended meaning of the sentence. The gramani is the chief of the village. The
figure of speech is Visesokti, the Remarkable:

And the showing of shortcomings of qualities, classes, actions, etc.
To bring out the special feature(s), that is indeed Visesokti.

The Nayika is Anyodha, married to another:#
The Anyodha, is a young lady who handles all her affairs pridefully.

Being subject to love, suffering, she approaches her beloved her-
self.4®

465ﬂpm‘m' is possibly the co-wife, though Tribhuvanapala later identifies the speaker as an Any-
odha, ‘alady married to another.’

#It is not clear why the character should be ‘married to another.’

48Ag opposed to the Nayaka approaching her, or, perhaps, to her reliance on a messenger.
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Notes

Prologue

1 3% namah $aradiyai] InP..’s prologue the opening invocations to Saradaand Krsna are miss-
ing. The edition instead begins with a salutation to the Jina. Patwardhan (1988, p. 130)
notes that this salutation, o7 namo jiniya, is followed by what appears to be a benedic-
tory verse in the anustubh meter, the major portion of which is illegible in the Ahmed-
abad and Poona (BoRi) Mss.

The invocation to éaradi, the patron Goddess of Kashmir, is possibly an indication
of Tribhuvanapala’s home. We might consider, in this connection, that two of the rhetori-
cians Tribhuvanapala cites most frequently, Rudrata and Kuntaka, hail from this same
place. However, homage to Sarada does not fall under the exclusive purview of Kashmiris
(the apparent absence of the salutation to Sarada in all witnesses except for Q_suggests
that it may have been added by the scribe, though in the edition it has been retained as
part of the CheViLi) and the often abridged form the citations of Rudrata’s and Kuntaka’s
works assume in the CheV7Li would point away from this region. Another possibility, sug-
gested by the dedication to Krsna in the verse, is Bengal. Given what we know of Tribhu-
vanapala’s floruit, based on his citations and the date of Q , it is possible that he was ac-
tive at the Sena court.

5 aparidham naSynumo]  Tribhuvanapala’s mangalasloka is cited in Bhagadatta Jalhana’s 13th cen-
tury SzM at 2.94, with attribution, together with the preceding verse at 2.93, to kayor apy
etau (‘these two are by some two [authors]’). Yet, according to the critical notes, in mss I
and ¥ of the Sz the stanza is attributed to Tribhuvanapala.

The verse extols Krsna in an idiom reminiscent of the Gzhakosa’s own mangalasioka
(CheViLi 1, W 1). The Gopi, presumably Radha, expresses her distrust of Krsna. Speak-
ing to a third party, she says: “We do not hear of any offense [that has been commit-
ted] and you have told no lie.’ The implication, however, is that Krsna quite likely has en-
gaged in activity that could be construed as offensive. The likely presumption is that the
person Radha addresses has used clever speech, chekokti, a la the Chekoktiviciralila, to avoid
any such admission.

9 sakalasirisirthaprirthanoparodhena] Compare Py and Wy, 's: sakalasirifistrarthaprarthanoparodbe-
na to Q’s: sakalasirisarthaprirthanoparodhena. The former implies that the commentary was
written according to the tenets of Jain doctrine (si#rifastrirtha). The compound in Py, and
Wy could be translated as follows: ‘in accordance (uparodhena) with the petition (prarthana)
for [a commentary based on] the purposes (artha) of all the Jain teachings (s@rifistra).” The
compound is, however, infelicitous in its prolixity. Q ’s reading, the most sensible trans-
lation of which is: ‘in accordance with the entreaty of all the groups (sértha) of the learned
(s@ri),” is more natural. Although Qs reading could also be construed as ‘in accordance
with the entreaty of a caravan train of Jains,” or ‘in accordance with the worthy entreaty
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of a Jain monk,’ it is common for authors to refer to a person making the request for a
new work as ‘the learned,’ ‘the good,’ and so on. See, for example, Jalhana’s (f. ca. twelfth
c. in Kashmir) Mugdhopadeia 65cd: kirunyat tarunam janam prati satim abhyarthanabbis tatha so
yam samprati jalbanena kavini mugdhopadesah krtab.

1 TgFSUI ETRure

14 sambi®] Samjha (Skt. Samdhya) is the Goddess of daybreak and evening twilight.

18 wastipaksepa®] Qs reading of vafstupajdi{pa}® appears to be a mistake for vastapaksepa® in an
exemplar. Vastiapaksepa, ‘allusion to the matter at hand,’ is a common technical term used
in alankaraiistra (see, for example, Kid 1.14).

24 saparotpreksi]  Apard, ‘also,’ is used in pada d of KaAl 8.36 because this is the work’s third
definition of Utpreksa (see KiAl 8.32 and 8.34).

Rudrata’s example of Utpreksa at 8.37 similarly involves samdhyi: atighanakunkumarigi
purab patikeva dyfyate samdhyi / udayatatintaritasya prathayaty dsannatim bbinob // ‘In the east
the dawn appears like a deep saffron-red banner announcing the nearness of the sun con-
cealed by the slope of the eastern mountain.’

29 sambbivananumanena] Tribhuvanapala’s citation is a condensation of V4 3.29—31. Q ’s read-
ing of samullikhati in pada c has been taken as a scribal metathesis and emended to sazul-
likhita®, which better reflects the Vafi’s reading. The Vafi passage is accompanied by a de-
tailed commentary, accepted as Kuntaka’s own, that supports its phrasing. Whether Tri-
bhuvanapala’s simpler version of this passage is his own original composition, or an-
other’s, remains unclear.

2 O AT FLaegA

31 kaivacchalena] This may be understood as a pun, meaning both ‘fond of poets’ and ‘dear to
poets.” Although Tribhuvanapala explains the term in the sense of ‘fond of.’

32 majjbairammi] The term combines 7ajjhd + ara + the locative singular -ammi ending (or,
in the variants, the ablative singular -4o ending). Majjha occurs also in W 205 (avalaa-
majjhatthiam), W 362 (majjhattheni, majjbena), and elsewhere in the sense of ‘middle,” but
what about 4r2¢ Weber (1881) includes 47z in his index as the equivalent of kzra. However,
madhyakira does not seem to mean anything, or at least not what it should mean. Tribhu-
vanapala glosses majjhadrammi simply with madhye. See also DNM IV.121: majjhadram mad-
hyam. A probable solution lies in Emeneau’s (1968) suggestion of madhyacira, based on
Turner’s *madhyacira-, whose attested form is madhyacarin. Emeneau proposes that 7ad-
hyacira follows the same development in meaning as X-gata-. The meaning of madhyacira
and hence majjhaira, though not spelled out by Emeneau, would thus be ‘that whose wan-
dering place is in the middle,” and then simply, parallel to X-gata-, ‘among.’

The -ammi ending, more often reserved for Prakrit -7 and -# stems (and cognate with
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the Skt. locative singular pronominal -s7x), is an accepted alternative to the more com-
mon locative -¢ ending. For more on free variation in MIA and the conditioning of vari-
ant forms see L.A. Schwarzschild (1977).

The locative here seems to carry the same meaning as an ablative. Tribhuvanapala,
who reads the -ammi ending, interprets it in this sense.

33 wiraizim] Tribhuvanapala’s gloss in Q suggests that he understands viraidim in the sense of
selected: kotimadhyat saram uddhrtam ity arthab. Compare also Tribhuvanapala’s statement
in Q : yata eva sa kavivatsalit eva satyam api kavitvasaktau tadgranthagithigrathane pravytta iti,
‘Since he was very fond of poets, even though (or, also) being [himself] a skilled poet,
he began collecting Gathas with true poetic power for this compilation,” to P;’s more
ambiguous reading: yata kavivatsalatvat satyim api faktau tadiya eva gathah prakbydpitib.

35 dsid vatsagulmanimnidese] Qs reading of visyegulmanimni defe has been emended to vatsagul-
mandmni defe. The whole sentence, dsid vatsagulmanimni dese ksititalakhyitab satavihano nima
nrpas tasyeyam bila iti samjii, which is taken to be Tribhuvanapala’s reading, is shortened
and changed in Py, to hala iti sitavahanasya kuntaladhipasya nima. It is possible that Tribhu-
vanapala chose the designation Vatsagulma, to draw out a bucolic theme in keeping with
the Krsna bhaks/ with which he begins his commentary. Py,’s reference to Satavahana as
the King of Kuntala is seen also in Rajasekhara’s Kavyamimasa.

40 W2, the well known Gatha amiam piuakavvam, which precedes this in the vulgate recension,
is missing from the CheViLi recension.

3 S fursae forcdar

43 bhisinipattammi] Whether Balakas and other birds actually sit on lotus leaves or whether this
is a poetic imagining is not certain. On the possible identity of Balakas, see Thieme, 1975.
For bba in bbisini, see below, note 140, p. 174.

45 sambkbasutti]  Sutti (Skt. Sukti) may be understood, not as a synonym for samkba, but as a
qualifier that marks the conch as especially bright.

Typ reads sippi in place of sutti. Tieken (1983, p. 190, citing DED 2089, 1st edition, =

DED 2035) observes that the compound is comparable to (vannag)ghaatuppa ‘ghee’ (W 520,

also in 20, W 22), vaivedha(a) ‘fence’ (W 96, W 220, W 221, W 564) and acchabballa ‘bear’ (W

109), each of which likewise combine a well known Sanskrit word, or derivative—ghy#a,

vrta, rksa—as the first member of the compound, and a m1a loan-word synonym—zuppa,

vedha, bhalls—as the second. He suggests that in each of these cases the first member of

the compound is meant to explain the second, which was still considered new and strange.

47 nifcald pavanadipatanabbivat] Tribhuvanapala differentiates niccald from nipphamdi. He ex-
plains the first, ziccald, as lack of movement due to an absence of external forces, and
the second, zipphamdi, as stillness due to an absence of action on the part of the Balaka.

172



NoTES

In this case, pavanidipatanibbivat in nifcald pavanidipatanibbivat should be understood to
mean ‘lack of occurrence of wind and so forth.’

54 vakyarthopameyam aciryadandini mateneti]  See Kid 2.43: vakyarthenaiva vakyarthab ko *pi yady
upamiyate / ckinekevasabdatvat si vakyarthopama dvidhi /7, ‘(If] the meaning of a certain sen-
tence is compared with [the meaning of another sentence], this is Vakyarthopama; it is
two-fold according to whether the word 74 occurs one time or more than once.’

4 = = waEny

72 anye punaratra] The difference between the three views is relatively subtle.

5 urgferst st f6

77 basai'tuba subaa] The short syllables and the repetition of 4z and s- in pidda c seem to mimic
the sound of laughter. See Tieken’s idea about the unusual word order (1983, p. 193,
adopting tuba hasai subaa).

80 nobaliain] In support of Tribhuvanapala’s gloss is the psm’s citation of halia, n., (=phalia,
p- 769) as a desi word meaning gift: phalia na [de] vayanaka, bhojana adi ki vamii (= a'\l"ﬂ') jatd
upabira; (Thi 3,3—patra 147).

87 uttara] The KiAl defines the first type of Uttara as a reply to a prior statement, the lat-
ter of which is meant to be inferred. Rudrata’s example is as follows: bbana manam any-
athd me bhrukutim maunam vidbitum abam asabi / Saknomi tasya puratah sakhi na kbalu parin-
mukbibbavitum [| 7.94 [/, “Teach me mana, O friend, otherwise I am unable to arch my eye-
brows, to give the silent treatment, or, indeed, to look away in front of him.” Presumably,
the speaker replies to a friend who has told her to have more 7ana, ‘pridefulness.” Whereas
Tribhuvanapala’s citation defines the second type of Uttara as a question whose answer is
meant to be inferred, the KA/ defines it as a formal question and answer; Rudrata’s ex-
ample: kim svargid adbikasukbam? bandbusubrtpanditaih samam laksmib / saurijyam adurbhiksam
satkavyarasimytasvidab [ 7.95 [/, “‘What is better than heaven? Good fortune together with
family, friends, and learned people, benevolent rule, lack of want, [and] savoring the nec-
tar of the aesthetic sentiment of good poetry.” Here there is a formal question and an-
swer.

91 kurabaka] My emendation to kurabaka is for the sake consistency, as this is the spelling seen
a few lines earlier in the commentary.

108 ladaba®] DNM 7.17 equates ladaba with ramma ‘lovely.’ Although the commentary to the

DNM notes that according to others it means ‘clever,’” vidagdha (lattayaladabi kusumbbara-

mmesu // 17 // ladabam ramyam / ladabo vidagdha ity anye /).
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108 ‘wilad]| PriV¥yi 2.128 gives vilad as an alternative for vanita: vanitiyi vilaya // 128 // vanititab-
dasya vilayd ity adeso vi bbavati / vilaya vani // vilayeti samskrte *piti kecit //, with which Tribhu-
vanapala’s gloss agrees.

16 bhrfam] Q’sreading of bhria® was emended to bhyfam. Bbria does occur in compounds, for
example, bhrfakisam and bbisakriatvam occur at Srikanthacarita 7.35 and 10.11 respectively,
however bhyfam krsanginim reflects more common usage.

7 &1 ag WSSt

127 attd] See PNM 108: maud sabi attd; DED 253: attd sasid. DNM .51 equates attd with matr, pitys-
vasr, $vasrit, and sakhi: maipiucchisasasabisu atta, thus adding pitrsvasr to the pnm’s list. Com-
pare the Tamil term a#tai and attaicar: ‘father’s sister, mother-in-law, woman of rank or
eminence’ (DED 142; see also CDIAL 222).

130 bhisini| In Pida d we have bhisini instead of bhisini (metri causa?). The citation at the end of
the commentary has bbisini, which is the expected form.

136 pirvatropama] The first comparison occurs in the statement bbisinisamdam ambam gimassa
mamdanibhiiam, ‘the lotus grove that had become the ornament of our village.’

136 uttarasyakbyine tipamisaboktir] The second comparison, the sahoktir upama, is found in the
expression luatilavadisariccham, (it] is like the field of harvested sesame.’ Tribhuvanapala,
who several times quotes Dandin, possibly had his definition of Sahokti, given at KiA
2.351ab, in mind: saboktih sababhivena kathanam gunakarmanam; ‘Sahokti is the description
of qualities or actions as concomitant.’

140 bha iti basya] Though Tribhuvanapala’s above citation conveys the same meaning as both
PriPra 2.38 and Pralja 1.238, it is not formulated in exactly the same manner as either:
PraPra 2.38: visinyam bbab // 38 // visiniSabde dder varnasya bhakiro bhavati // bbisint // strilin-
ganirdesid iba na bbavati // visam //; PraVya 1.238: bisinyam bbab // 238 // bisinyam basya bbo bha-
vati // bhisini // strilinganirdeiad iba na bhavati / bisitantupelavanam //

8 T Ty stureTET

150 osadbyab phalapikanti iti] Tribhuvanapala cites a passage (2.4.110a) from the Amarakosa’s
section on forests, gardens, trees, and plants. A. Loiseleur Deslongchamp (1839, p. 80)
explains the meaning in a note: ‘Plante annuelle qui meurt aprés la maturité du fruit.’
Amara seems to have borrowed this passage from AManusmyti 1.46c where it is located in
the section on the creation of the universe. The whole verse: udbhijjah sthavarah sarve bi-
jakandaprarobinak / osadhyab phalapikinti babupuspaphalopagib /7 Tt is more likely that Tri-
bhuvanapala cites Amara’s kofa than Manusmyti, as he several times draws citations from
lexicons.
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firyante] Tribhuvanapala introduces some farming realia: the expression ‘Siryante, Siryantim’

refers to the ‘shattering’ on the stem of ripened sesame capsules, descriptions of which
may also be found in agricultural texts.

“vatikani] Qreads “vatikini instead of the grammatical °vatikah. It is worth considering

emending to vitini, although there is not much support for this either (Mmw gives as the
definition of vata, n., an enclosure of a village consisting of boundary trees, but he cites
only lexicons). Pgp’s °vatakini might also be better. Is it possible that °Aserrani was in-
tended?

*haritila] Tribhuvanapala identifies bariala with haritila, for which see mw: ‘n. yellow or-

piment or sulphuret of arsenic’ (under hbaritilaka mw has: ‘painting the person, theatri-
cal decoration,” though with attribution only to Wilson). Compare the use of lead in Ro-
man and in eighteenth century English facial cosmetics.

afy afca fower 8

tamsa] The idea in the Gatha is probably that the character has her head tilted to the side.

Tamsa, which Tribhuvanapala glosses with #ryasra (so also PraPra 4.15, and Pral¥yi 1.26, for
both of which see testimonium; see also Weber 1870) perhaps refers to the triangular shape
created between the collar bone and the side of the head when the head is tilted to one
side.

kva] Tribhuvanapala’s use of 4va here is similar to that in his commentary to 8, line 148,

kva sati? Both mean ‘while what was happening?’

gotraskhalanam]  See also 449 (W 596) which describes gotraskhalana: gottakkbalanam soina pi-

aame ajja tia chanadiabe / vajjhamabisassa mala vva mamdanam waba padibii /7

anye tv anyatha] In Tribhuvanapala’s first explanation the speaker of the Gatha bestows

exaggerated praise on the Nayaka. In the second she criticizes, in an exaggerated man-
ner, the Nayika for becoming enamored with someone who does not return her feel-
ings. However, since the figure of Paryayokti, or Indirection, applies in both cases, Trib-
huvanapala’s idea is that the purpose of the speaker’s harsh speech is to encourage the
Nayaka’s reunion with the Nayika.

TIUFFH(OS Y

200 wijjbai] From vitksai or ksi. See *vijjbayati at CDIAL 11703: Pa. vijjbayati ‘is extinguished’,

Pk. vijjhai, which Turner traces to the Prakrit root v*jhai. For the common sound change
of ksa—jha, see von Hintiber, 2001, § 236.
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205 satkara] Pg.’s reading of phutkira (which also occurs as phitkara) is the onomatopoeic term

for blowing from the mouth. Q’s reading of sitkira represents the sound the character
would be forced to make on account of her wounded lip.

206 jaiso sobagganibi dittho nayanebi ti cciya galamtu / amgai apaviyasamgamiim ta kisa jhijjamti? ] This

Gatha has been added to the commentary in Py, and in Wy,. Given its complete absence

in Q, it was probably not added by Tribhuvanapala.

13 fF f% o ofegms

214 bhaksyabhojyalebyapeyinam] A reference to the four types of food. Yagi (1994) helps clar-

ify the difference between bbaksya and bhgjya: for Kaiyata (eleventh c.), who also uses this
fourfold classification, bhaksya denotes solid food and bhojya denotes that which is not
‘solid food,’ ‘lickable food,’” or ‘drinkables,” but which is ‘liquid food;’ for Hemadri (thir-
teenth c.), who uses a fivefold classification that includes cosya, bhaksya is ‘that which is in-
gested afer having been broken into pieces by teeth’ and bhojya is ‘that which, not being too hard,
does not depend on being broken into pieces requiring excessive effort;” Madhusadana
similarly defines bhaksya as food that ‘is eaten affer having been repeatedly broken into pieces by
the teeth, and bhojya as food that ‘is swallowed affer merely having been stivred by the tongue,
such as ‘rice porridge sprinkled with soup.’ ’ Yagi suggests that Hemadri was the first
to define food from the viewpoint of how it is ingested. See also Yagi’s (#b4d.) hypothe-
sis on how bhaksya came to denote ‘cakes, sweets, pastries,’ in medical texts and elsewhere.

218 G, ] In his commentary Gangadharabhatta gives the following zirvacana or cultural ety-

14

mology of mugdha and prathama: mugdhiyd iti mobad garbbiyisam apy aganayantyib / prathameti
babuprasitis ca garbbakbedakbinnah suratéyisam paribaranti/ Whether this is his own observa-
tion, or whether it goes back to an earlier author is not clear.

SRS TATHAEL

233 istajanavibbavanafid] Tribhuvanapala’s citation differs from that of the NS in almost every

péda. Thus, whereas NS 7.84c¢ reads vividbac cittavikarad, ‘[Delirium arises] from a confu-
sion of the mind which is of various types..." the CheViLi reads manasijamanovikarid ‘[Delir-
ium arises] from a confusion of the mind due to love...” Whereas NS 7.85 reads animit-
taruditabasitopavistagitapradhavitotkrustaib | anyaif ca vikarair akrtair unméidam samprayunjita ||
‘Delirium should be demonstrated by means of baseless crying, laughter, sitting down,
singing, running around, calling out, [and] by other transformations in which [what is
usually done] is not done,’ the CheViLi reads animittaruditabasitaih samgitanrtyapradhavito-
thrustaih | aprarthyaprirthanayi conméadam dariayet prajrab [[, ‘A learned person should show
delirium, which arises from petitioning one who is not to be petitioned, through sudden
crying and laughter [or] through, singing, dancing, running about, and calling out.’

Tribhuvanapala does not identify the Natyasistra in his citation, though the passage he
quotes is clearly a version of it.
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16 FEEE 9
245 $ridhammillassa] W, ’s érivarmmar}asya and P, ’s érivarmar_lasya could be a mistake for
the orthographically similar Sridhammillassa in Q.

246 ‘addhi] Accepting that addhi means ‘pulling,’ (see Weber 1870, p. 79; Weber 1881, index p.
531), the most basic meaning is that the cloth wonders how it will survive another round
of use by the family (see Patwardhan’s 1988 translation).

18 =EafwEEeaUITer

272 Tieken (1983, pp. 219f.) notes that this Gatha is inscribed on the pedestal of a ca. eleventh
century bas-relief depicting a woman kissing the cheek of a reclining man. The sculpture,
found near Jabalpur, Madhya Pradesh, is described in Katare, 1952.

19 ERTHSY o=

278 candrarseh] Theattribution of the verse to Sakautuka (sakautukasya) in Q_is a mistake, copied
from the gloss in the same position on the line immediately below: sakouballassa sakau-
tukasya. Vandyarthah (‘for the sake of the bard’), which appears in Q_at the very end of the
commentary to 18, is likely a corruption of the correct attribution. Based on the attribu-
tion of the previous Gatha in W, candrasvaminah, and the attribution in Py, and Wy, va-
Jjarseb, 1 conjecture candrarseh. Q ’s vandya (vandyarthah at the end of the commentary to 18)
could easily be a corruption of candra.

20  STSRUUTAEE

293 wanpagha®] W’s wand W, gloss this with varnapradbinam ghrtam kumkumabaridridisadbitam,
‘brightly colored ghee made of saffron, turmeric, and other ingredients.” Gangadhara
writes haridradivarnapradbinam ghrtam, ‘ghee consisting primarily of turmeric.” The com-
mentator remarks that in certain regions it is a custom for menstruating women to put
this tinted ghee on their faces to signal their physical state, desavifese rajasvalamukbam cib-
néartham varnaghrtena lipyata ity dcarah. However, Tribhuvanapala treats it as a general, daily
cosmetic.

21  TUTTHIME ST

306 ghose] On ghose=prabbite, see DNM 2.96, and Patwardhan 1969, p. 476, n. 352.

22 fasrfaegy sticasrdat =

325 abbijatiiabdasya]  Abhiyati, which is given as the interpretation of Zh#jai and abijii in the com-
mentary to Pral}a 1.44, should likely be emended in that text to ms A’s abbijati. Abbijati is
also the reading in the PriPra and is probably what Hemacandra intended.
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24 o i fo=er Aol

348, 351 kunamto, janamto] On the use of present participles in the sense of the conditional
mood in the GK, see Weber, 1870, pp. 62—63 and 82; Tieken, 1983, p. 232.

25  gursrpfaser Avg fa

362 mallo] The poem may allude to something similar to Kabaddi, a competitive sport that
involves holding the breath.

26 UEEE TET I

371 mahai'] See Weber 1881, p. 12 who discusses the connection to the Vedic root 7ah, ‘to enjoy,’
and see Tieken, 1983, p. 237. I included the mabati in the chaya, although this usage is not
seen outside Vedic.

27 oSS WY QU fqom

383 wadhyapadaba®] Thave translated this as ‘the execution drum.” More precisely, it means ‘the
drum for the one who is to be executed,’ or, ‘the drum of the place (or time) of execution.’

28 furfarar STomiERT

394 tabavi] Tribhuvanapala suggests that the meaning of the concessive is that even though
the Nayaka is like an insect in the #imba fruit, and so forth, the village, i.e., the speaker,
suffers because of him. In other words, even though he is like that, she is still passionate

about him.
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Post—Tribhuvanapila Commentarial Literature

The Gihakosa is followed by at least nineteen Sanskrit commentaries, though some
of these we know through the author’s name alone. In addition to the CheViLi
introduced above, another early commentary surviving in a Nepalese ms is that
of Laksmidhara. Gangadharabhatta’s possibly sixteenth century Bbiavaleiaprakasika
and Haritamrapitambara’s Gathasaptaiatiprakisika, also possibly from the sixteenth
century, are wo later commentaries.*’ Important as well is the fifteenth century
Kondavidu king Vemabhupala’s Bhavadipiki on the Saptaiatisara, a collection of
some one hundred verses said to have been selected from the original seven cen-

turies of the Sattasais°

Although the commentaries were written long after the Gathas were com-
posed, by authors who have their own set of parameters when it comes to explain-
ing them,’ their Sanskrit glosses often help in solving problems of Prakrit lexi-
cography, morphology, and syntax. Beyond this, the way in which these writers
contextualize the Gathas—for instance who they might identify as the speaker or
the imagined audience of a poem—and how they interpret a Gatha’s suggested
sense, sheds considerable light on the poetry and its reception.

Sattasai Commentators and their Dates (Select List):

Tribhuvanapala fl. ca. 1050—1150 CE

Ajada son of Tribhuvanapala (?)

Laksmidhara fl. ca. 12th century (?)
Vemabhiipala fl. ca. 14031420 CE
Gangadharabhatta f1. ca. sixteenth century (?)
Haritamrapitambara fl. ca. sixteenth century (2)

#Pitambara may have written just after Gangadhara, for Weber (1881, p. xxxv) notes that he
mentions the Bhattatika at Gatha 123. This is possibly a reference to Gangadharabhatta’s Bha-
valeSaprakasika, though, as Weber also notes, the citation does not correspond to Gangadhara’s
text.

5°Vemabhupala also wrote a commentary on the Amaruataka and treatises on music and poetry
(the Samgitacintimani and the Sahityacintimani). He retained the celebrated poet Vamana Bhatta,
who wrote a work called Viranarayana or Vemabbipilacarita.

'Dundas (1985) and Selby (1996) draw attention to many of the commentators’ motivations.
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Kulanatha unknown date (?)

Sadharanadeva unknown date (¢)
Mathuranathasastri b. 1889
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Chapter 9

The Vajjalagga

The Vajjalagga’s Antecedents

The ValLa’s vulgate recension® includes some 795 verses organized into 96 vajjas
(see Table 1 below). According to Vala 5, an earlier version of the anthology con-
sisted of seven centuries of poems. A metrical list appended to Ratnadeva’s com-
mentary to Gatha 8 reveals that this earlier version had only 48 vajjas. This met-

rical list names the 48 vajjas in sequential order:*

'Edited by Laber (Bibliotheca Indica, No. 227, Calcutta, 1944) and Patwardhan (Prakrit Text
Society Series, No. 14, Ahmedabad, 1969).

*Patwardhan (1969, pp. 419—20) considers the list, or gathidvira, to be part of Ratnadeva’s
commentary, but it is possible that it was included in the original anthology, and thus the work of
Jayavallabha. It would be odd for Ratnadeva to have listed 48 vajizs and then go on to comment
on 96 vajjis, some of which have no correspondence to the original 48. It is therefore possible
that he inherited the list as part of the anthology. On the other hand, it is also quite possible that
Ratnadeva’s commentary was originally on seven centuries of poems organized into 48 vajjas to
which later editors added new sections as well as new verses with commentaries until the Vulgate
recension with ‘the commentary of Ratnadeva’ reached its present size. It is clear that the Vulgate
recension of the 7Lz is complex and not only for this reason. Thus, Patwardhan (#44d. pp. xiv—xv)
notes that whereas mss E and I state that Ratnadeva composed the 7zLa commentary in 1337 CE at
the request of Sridharmacandra, a disciple of Haribhadrastri, in ms C Ratnadeva’s commentary
is attributed to Dhanasara, a Jain disciple belonging to a different school (Gaccha) than that of
Sridharmacandra, and the commentary is dated to 1496 cE, some 159 years after Ratnadeva was
supposed to have composed the same work. Patwardhan notes that the sequence of vajizs in ms. C
differs from mss I and E and that it includes some 194 new verses with commentaries. Therefore,
it seems likely that C is a conflation of two commentaries. Even though this would not fully
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THE VAJJALAGGA’S ANTECEDENTS

abanam, kavvanams sajjanas-pisunanay niis-dbiriname |

sai7-asaig-gharanig-nebinayo cheyay~jamtina o-musalanams ||

dbammiya, s-vejjars-nimittiyac-vesanamy sevayanag subadanamg |

Hariyg-Mayanas, -surayasy-hiyayaliyanass vihanass nayaninamss [/

sihinanamsag olaggaviyanay; diinasg dbannagg-sasayanams |

pamcamas, ~vioyasy-pimmanass-manaz,-manasamoaranayanamss ||

malaizg-bbamaras;-gayanamsg-karabayasg-layannay-balakittinamy, |

daignurdyasy-balasamthavana,s-balasikkhanamay [|

pamthiya,s-hamsase-ghananam.yy vasamiayinamag ca sattasaiyammi |

evam atthilisa havamti vajjau nayavvi ||

It is appears as though vajjas three through six of the earlier recension cor-

responded to the first two purusarthas: dbarma and artha. Possibly, the remain-

ing sections all pertained to 44ma. In the Vulgate recension several of the vajjas

have been reordered. Many new vajjas have been added in the latter part (vajjas

67—96).

Table 9.1: Vzjjis of the Earlier Recension and of the vulgate recension of the Vala

Early Recension of Vala Vulgate of VaLa No. of Gathas
(Vulgate)
Prologue 5
Soyaray (Sroty) 3
g&f}]&il gdlﬂdg (Gﬁthé) 10
Kavvay Kavvaz (Kavya) 13
Sajjanaz Sajjanasy (Sajjana) 17
Pisunay Dujjanas (Durjana) 16
Mittag (Mitra) 8
Nebayg Nebay (Sneba) 8
Niis Niig (Nits) 10
Dbirag Dhirag 14
Sahasarg 13
Divvayy (Daiva) 6
Vibiva (Vidbi) 7

explain the change in attribution of the whole commentary, it would at least help explain it. It is

/.
possible that Ratnadeva’s name was once recorded along with that of Sridharmacandra but was

lost in the transmission of the work.
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Dinay3 (Dina) 5
Daridda14 (Daridrya) 9
Pabuys (Prabbu) 4
Sevakaig Sevayaie (Sevaka) 11
Subaday7 (Subbata) 17
Dbhavalag 7
Vimjha1g (Vindhya) 4
Gayaszs Gayasg (Gaja) 10
Sibagy (Simba) 4
Viahaoa Vabaoo (Wﬁdhﬂ) ¢
Harinags ¢
Karahayaszg Karahasy (Karabhba) 7
Milaisg Malaioy (Malati) 9
Bhamarasy Imdimdirase(Indindira) 17
Surataruvisesagy 4
(Surataravisesa)
Hamsaye Hamsagg 7
Camdasg (Candra) 6
Chekayq Chaillasy (Vidagdha) 15
Pamcamasy Pamcamasy (Parncama) 6
Nayanazs Nayanazy (Nayana) 10
Sihinaog Thanass (Stana) 12
Layannayg Lavanna 34 (Lavanya) 6
Surayass Surayazs (Surata) 10
Pimmass Pemmasg (Prema) 21
Mainasy Mainas; (Mana) 15
Pavasiyazg (Prosita) 9
Vioyaszs Virabasg 13
Madanasy Anamgaso (Ananga) 8
Purisullavasy (Purusollipa) 5
Daignuriya Piyanurayass (Priyanuriga) 10
Diiiog Diii 43 (Diiti) 9
Olaggaviyasy Olluggaviya 44 (Avarugna) 18
Pamthiyays Pamthiyays (Pathika) 6
Dhannasg Dhannaye (Dhanya) 4
Hiyayasamvaranayy 5
(Hrdayasamvarana)
Gharanig Sugharini 43 (Sugrhini) 8
Saiy Sai 49 (Sati) 9
Asaig Asaisg (Asati) 25

184




THE VAJJALAGGA’S ANTECEDENTS

Nimittiyaye Foisiyas1 (Pyautisika) 11
Lebayaso (Lekbaka) 3
Vejjays Vijjass (Vaidya) 11
Dhammiyaya Dhammiyasy (Dbarmika) 11
Famtinaia Jamtiyass (Yantrika) 5
Musalar3 Musalasg 5
Bilasamthavanays(?) Balasamvaranas; 9
Kuttinisikkbass (Kuttinisiksa) 8
Vesa1r Vesasg (Vesya) 19
Kivinago (Krpana) 7
Uddag1 (Kapakhanaka) 4
Hariog Kanhbags (Krsna) 16
Ruddags (Rudra) 5
Hiyayiliyass Hiyili ¢4 (Hrdayavat?) 14
Sasayase Sasayacs (Sasaka) 5
Vasamtayasg Vasamtase (Vasanta) 12
Gimbagr (Grisma) 4
Pausags (Pravre) 7
Sarayagg (Sarat) 2
Hemamtaro (Hemanta) 1
Sisirary (Sifira) 3
Jardzo 9
Mabiliars 3
Puvvakayakammary 7
(Pirvakrtakarma)
Thanars (Sthana) 7
Gunaze 8
Gunanimdéazy (Gunanindz) 5
Gunasalabig (Gunasligha) 4
Purisanimdizg (Purusaninda) 4
Kamalag 5
Kamalanimdig, 7
(Kamalanindz)
Hamsamiénasaga 4
(Hamsaménasa)
Cakkaviyags (Cakravika) 6
Camdanagy (Candana) 5
Vadass (Vata) 3
Talagg 3
Palisagy (Paliia) 5
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Vadavanalagg 2
Rayaniyaragy (Ratnikara) 15
Samuddanimdio 6
(Samudranindi)

Suvannagy (Suvarna)
Atccags (Aditya)
Divayags (Dipaka)

Piyollavagy (Privollipa)

Dosiyags (Dausika)

N | onN| oo | [ [

Pajjamtagibijuyalagg

(Paryantagéithiyugala)

Forty-three of the forty-eight vajizs in the earlier recension of the VaLa directly
correspond to the vajjizs in the Vulgate. As Patwardhan points out, at least two
vajjas from the earlier recension are absent in the Vulgate, namely, balakitti and
ghana. The author suggests that remaining three vajjzs from the earlier recension

have a tentative correspondence to sections in the Vulgate:3

Vajja in the Earlier version of VaLa Corresponding Vzjja in the
Vulgate Recension

manpasamvarana - hiyayasamvarana
balasamthavana - balasambarana
balasikkha - kuttinisikkha

Table 9.2: Correspondences Between Vzjjas in the Two Recensions

It is likely that many of the remaining forty—eight vajjas were created through the
expansion and division of vajjas in the earlier recension. Some possible subdivi-

sions are shown in the next table:

3Perhaps the shortening of the vowel, from 44li° - bala,® is due to metrical concerns in the
earlier recension of the VaLa where these headings are given in verse form. The same shortening
of the final vowel occurs with szi' and 4sai (ordinarily, sa7 and 4saf) in the verse.
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Vajja in Earlier Recension of ValLa Resulting Vajjas in the
Vulgate Recension of the ValLa
kavva > kavva, soydra
dbira > dbira, sabasa, divva
sevaka —~ sevaka, prabhu, subada
hamsa~ bhamsa, bamsamanasa
pamthiya - pamthiya, pavasiya, purissullava, piyollava

Table 9.3: Subdivisions Made in the Earlier Recension

The following twenty-one sections, all of which are placed at the end of the Vul-
g y p
gate recension, have little correspondence to the vajias in the earlier recension:

puvvakayakamma, thana, guna, gunanimda, gunasaliha, purisanimdi, kamala, kamalanimda,
cakkaviya; five sections on trees: camdana, vada, tila, palisa, vadavinala; and the fol-
lowing sections: rayaniyara, samuddanimda, suwvanna, dicca, divaya, dosiya, pajjam-

tagahajuyala.

Gibakosa Gathas Included in the Vzg'jdlaggﬂ

The following table is based on the list in Patwardhan’s introduction (1969, pp.
xxvii), to which I have added the CheViLi recension and the vajias in which the
Gathas occur in the Vala.

Table 9.4: Gahakosa Gathas Brought Into the Vajjalagga

CheViLi | Wyp | Vala Vajja
2 2 Soyara
8 9 473 Asai
30 194 | 432 Oluggiviya
37 36 | 464 Sai
39 38 | 462 Sugharini
45 190 | 375 Viraha
47 45 | 354 Mana
48 46 365 Pavasiya
55 53 | 348 Pemma
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59 57 | 425 Oluggiviya
60 58 | 374 Viraha
61 59 | 465 Sai

72 70 | 643 Gimha
130 | 119 | 206 Viba

120 | 207 Vaha
142 | 197 | 476 Asai
143 | 198 | 439 Oluggiviya
147 | 202 | 453 Hiyaya
153 | 206 | 378 Viraha
155 | 208 | 377 Viraha
156 | 209 | 325 Suraya
163 | 217 68 Mitta
166 | 220 | 429 Oluggiviya
182 | 236 | 347 Pemma
189 | 243 | 147 Pabu
193 | 247 | 665 Jard
196 | 250 | 34 Sajjana
198 | 253% | 52 Dujjana
200 | 575 | 633 Vasamta
216 | 268 | 312 Thana
227 | 278 | 318 Lavanna
231 | 282 | 114 Divva
233 | 284 | 102 Sabasa
235 | 286 | 556 Kuttinisikkbi
237 | 178 | 438 Oluggaviya
250 | 311 | 637 Vasamta
258 | 319 35 Sajjana
311 | 361 | 406 Piyanuria
325 | 371 | 430 Oluggiviya
328 | 374 | 353 Mana
364 | 163 | 557 Kuttinisikkha
373 | 173 | 212 Vaha
378 | 181 | 413 Dui
396 | 383 | 195 Gaya
395 | 308 Thana

411 | 399 | 440 Pamthiya
413 | 401 | 454  Hiyayasamvarana
446 | 753 | 8o Neba

4A typo in Patwardhan’s text cites 253 as 283.
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430 | 390 Anamgavajja
432 | 362 Maina
456 | 455 | 607 Rudda
473 | 472 | 457 Sugharini
476 | 475 | 381 Viraha
495 | 755 | 251 Imdimdira
548 | 319 Suraya
520 | 627 | 412 Duai
534 | 720 | 280 Chailla
595 | 555 | 533 Jamtiya
611 | 563 | 654 Saraya
598 | 208 Viha
669 | 496 Asai
671 | 307 Thana
673 | 140 Daridda
688 | 61 Dujjana
701 | 658 Sisira
729 | 648 Pausa
746 | 344 Pemma
812 | 160 Sevaya
815 17 Giba
816 | 611 Hiyali
819 | 244 Imdimdira
820 | 189 Vimjha
829 | 333 Pemma
861 | 415 Dar
871 | 467 Sai
877 | 491 Asai
879 | 494 Asai
883 | 282 Chailla
916 | 616 Hiyali
935 | 361 Mana
951 | 213 Vaha

Vajjas of the VaLa that Contain Gathas from the CheViLi recension (the numbers
in parentheses refer to the CheViLi):
Asai (8,142); Sai (37, 61); Sugharini (39, 473); Mana (47, 328); Pavasiya (48); Pemma

(55, 182); Oluggaviya (59, 237, 30, 143, 166, 325); Viraha (60, 45, 153, 155, 476); Gimba
(72); Vaha (130, 373); Kuttinisikkbi (364, 235); Dai (378, 520); Hiyaya (147); Suraya
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(156); Mitta (163); Pabu (189); fard (193); Sajjana (196, 258); Thana (216); Lavanna
(227); Divva (231); Dujjana (232); Sahasa (233); Vasamta (250, 200); Piyanuraa (311);
Gaya (396); Pamthiya (411); Hiyayasamvarana (413); Rudda (456); famtiya (595); Saraya
(595); Chailla (534); Neba (446); Imdimdira (495).
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Asakkaya Poetry

A notable Gatha in the VaLa’s defense of Prakrit poetry is VaLla 77

sakkayam asakkayam pi bu attho soyarasamgamavasena

appuvvarasavisesam Jjanei jam tam mabacchariyam [| VaLa 7 [/°

(Expressed) in a Sanskritic or even in a non-Sanskritic manner
Meaning produces extraordinary delight

Depending on the encounter with the listener?
This is what is remarkable.®

A likely interpretation of the stanza is that any sufficiently sensitive reader will
experience aesthetic pleasure whether meaning is expressed in a Sanskritic mode
or in a more rustic idiom like Prakrit.? Yet, while the Gatha might appear to be

5This Gatha is located in the anthology’s Soyara or ‘Listener’ vajja.

SSkt: samskrtam asamskrtam api kbalv arthab frotrsamgamavasena | apiirvarasavisesam janayati yat tan
mabascaryam [ VaLa 7 [|

Samgama may mean ‘encounter’ as translated here (or as ‘understanding’), but it may be a
pluralizer: ‘the crowd of listeners,” thus the compound could be translated as ‘depending on the
group who is listening.’

$Patwardhan (1969, p. 271) translates: ‘Whether or not expressed through the medium of San-
skrit or Prakrit, the sense (thought, idea) (conveyed) gives rise to extraordinary delight, depend-
ing on the kind of listeners (that one gets)—this indeed is very astonishing.” In his notes Pat-
wardhan (ibid. p. 419) suggests the verse be construed as follows: ‘(kavvam) sakkayam asakkayam pi
bu (hou) | (tassa) attho soyarasamgamavasena etc.,’ This particular construction would literally trans-
late as: ‘Let there be Sanskrit poetry and also non-Sanskrit poetry—the meaning (of that) pro-
duces extraordinary delight depending on the listener—this is what is remarkable. Kavya was the
topic of the previous verse?

?One might compare the sentiment of VaLa 7 to the following stanza by Kalidasa from the

prologue to the Malavikignimitra:

Is poetry always worthy when it’s old?

And is it worthless then because it’s new?
Reader, decide yourself if this be true:

Fools suspend judgement, waiting to be told.

Translated by Brough (1968, p. 53).
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a fairly straightforward reduction of linguistic difference, it poses a consider-
able challenge to certain Sanskritic norms. Most Sanskrit readers would recog-
nize that to say something is done in an un-Sanskritic or unrefined way, or to
call something asamskrta, is a strong negative statement against it. Sanskrit lit-
erature abounds in positive valuations of the term samskrta and negative valua-
tions of asamskrta. Bhartrhari’s celebrated encomium provides a reminder of the
high valuation of that which is samskrta:

‘Bracelets do not adorn a person, nor necklaces shining like the moon,
not baths, not ointments, not flowers, not jewelled coiffures. Only
that speech which is refined (samskrta) adorns a person. Mere orna-
ments will always fade away; the ornament of speech is the only true

ornament.’*®

Bhartrhari’s poem demonstrates the highly positive meaning of samskrta. Yet VaLa
7 questions the established norms concerning the superior position of that which
is samskrta and asamskrta.

*Translated by Goldman and Goldman (2004, p. 153).
keyird na vibbasayanti purusam hari na candrojjvali
na snanam na vilepanam na kusumam nalankytd mirdhajab |
vany-ekd samalankaroti purusam ya samskrta dbaryate
ksiyante kbalu bhiisanini satatam vigbhasanam bhisanam ||
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Chapter 10

Historical Narratives: People, Periods,
and Places

The following section looks at the Gahakosa’s historical context and the agents
involved in its production. It introduces the dynasty with which the anthology is
connected, what we know of the date of its compilation, and the legendary and
historical identities of its compiler and poets.

A Satavahana Document

The collection is often linked to the Satavahana dynasty, a line of hereditary rulers
who rose to power in the area of the Godavari River valley between the Maurya
and the Gupta Empires and who used Prakrit rather than Sanskrit in their in-
scriptions. Epigraphic and numismatic evidence points to the extension of Sa-
tavahana hegemony in southwestern India, including parts of the modern day
states of Maharashtra, Karnataka, and Andhra Pradesh, from the first centuries
BCE until ca. 225 ce." The precise period, dates, succession, and geographic bor-

ders of the empire remain a matter of ongoing debate.?

'As Falk (2009) writes, although most historians would agree with Ajay Mitra Shastri who
saw the Satavahanas’ beginnings in the first century BcE, others still hold that they had an earlier
start in the second or third centuries BCE.

2See Falk, 2009; Shastri, 1999; Mirashi, 1981.
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We do know that like most early Indian dynasties, the Satavahanas followed
complex politico-religious practices. Whereas some Satavahana inscriptions in-
dicate royal support of Vedic rites, others show queens and ministers sponsor-
ing Buddhist and Jain institutions. In addition to supporting diverse religions,
we also know that the Satavahana Empire, situated between Sanskritic Northern
India and Dravidian southern India, comprised a heterogeneous linguistic re-
gion, and that at least one dynast circulated bilingual coins, inscribed in a Dra-
vidian language on one side and Prakrit on the other.> We also know that un-
like the Mauryas or the Guptas, the dynasty in their royal inscriptions referred to
themselves in terms of Vedic Gotra derived matronymics.# Such evidence points
to a culturally complex politico-religious matrix, and a dynasty that in significant
respects was unlike the empires that preceded or followed.

A simple opening stanza, present in nearly all recensions of the Saztasaiy con-
nects the anthology with this dynasty:

6

satta sadim kaivacchalena®  kodié majjbagrammi |

balena viraidim  salamkaranam gihanam || 2 [[7

Out of a myriad of
Poetically ornamented Gathas
Hala, who was fond of poets/dear to poets,

Compiled seven hundred verses.

3See Nagaswamy, 1979.

#This practice is repeated in the Puranic genealogies of the Satavahanas, Andhras, or Andhra-
bhrtyas, as they are also called there.

SThough several ms attribute authorship of the Gatha to Satavahana, it is likely a later ad-
dition to the anthology. Besides the simplistic style of the stanza, most agree that the origi-
nal anthology contained fewer than seven hundred stanzas and that it was called the Gazhako-
sa (Skt. Gathikosa), rather than the Sattasai. Mirashi (1946) draws attention to Prakrit colophons
that refer to the anthology as such and presumes these colophons to be quite early, predating the
stanza. See also Weber, 1881, p. 377f., and Wright, 2011, who makes the intriguing proposal that
the stanza refers not to the collection itself, but to an earlier collection of seven hundred Gathas.

¢Caesura after the fourth (vipul).

7sapta Satani kavivatsalena kotya madhye | hilena viracitani salamkarinam gathanam [| 2 [/
1 \J[ ] PEDWBHKE’ aT QWEDGED 1 Wm ] QKEWEDGED! v
P, oW, T,y 2 [aezars] %, fawzsmot w,, 2 ATHSR]  enG,,, STAHTIIOT
QPEDTEDKEWED
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For the later tradition Hala, Hala Satavahana, gitavihana, and Satavahana, gen-
erally refer to one and the same Satavahana king, who is the subject of numer-
ous stories and legends, and who is famous, not least of all, as the compiler of
the Sattasai b

In Indian letters, authors have repeatedly associated the anthology with this
legendary king. Perhaps the earliest extant reference is that of Bana, a court poet
of Harsa, who refers to Satavahana in the opening of his Harsacarita (ca. 620 cE).
The stanza hinges on the double meaning of 40f4, as both an anthology and a

treasury:

avindsinam agramyam akarot satavibanab |
visuddbajitibbib kosam ratnair iva subbisitaib [/ 1.14 |/

8See further discussion of this stanza in notes 31—33, pp. 171f. Tribhuvanapala, commenting
on the verse sometime between the second half of the eleventh and the first half of the twelfth
century in his CheViLi, explains that Hala is the personal name of Satavahana. In Q, the earliest
witness to the CheViLi, Tribhuvanapala calls Satavahana the king of the Vatsagulmas. See Chapter
Eight, p. 116 and note 35, p. 172. In P, which is based on later Western Indian mss, Hala is said
to be the personal name of Satavahana, the king of Kuntala, which is a also designation he re-
ceives from Rajasekhara (fl. ca. late ninth—early tenth c.) in his Kavyamiméimsa. The later commen-
tator Gangadhara, in his BhiLePra, also identifies Hala as Salivihana, a variant of Satavahana as do
the anonymous commentators in Weber’s (1881) € and R. See also Tribhuvanapala’s introduction,
Chapter Eight, p. 113, in which he refers to the collection on which he comments as the Garhakoia
created by Satavahana.

Another internal reference to Satavahana kingship is found in Gatha 468 (W 467). Here a
king named Satavahana is compared to Gaur1’s husband (Pa$upati). The reference is reminiscent
of the Sattasai’s opening benediction (see Chapter Eight, CheViLi 1, p. 114): dvanndim kuldimdo
ccia_janamti unnaim neum | gorié hiaadaio abava salabananarimdo || 468 (W 467) || Skt: aparnani (/apan-
nani) kulani dviv eva janita unnatim netum | gaurya hrdayadayito thavi satavahananarendrab [/ ‘Only two
know how to renovate temples dedicated to Aparna (Parvati)/how to help families plunged in dis-
tress, the beloved of Gaurl and King Satavahana.” Apart from these two stanzas, the only other
ruler’s name in the Sattasai is Vikramaditya (Vikkamaicca) in stanza 465 (W 464), which is likely a
later addition to the collection. The occasional portrayal in narrative literature of Satavahana and
Vikramaditya as contemporaries would explain the motivation for adding the stanza to the com-
pilation. Patwardhan (1988, p. xiii) suggests that 472 (W 471) and 603 (P, Add. 3; W 726) also re-
fer to Vikramaditya, though these Gathas, each of which reference valor, do not mention the ruler
by name.
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Satavahana made an imperishable and refined collection
With inherently faultless gem-like poems,?
As he also made an inexhaustible treasury

Of the most excellent jewels, not of the village.

Uddyotanasiri (eighth c. cg), the Jain monk and poet, in his Apabhramsa
Kavya Kuvalayamali (779 cE) includes two stanzas that mention Hala’s role as
a poet and as the compiler of the ofa*°:

bhaniivilasavaittana-  cokkille™ jo karei halie vi |

kavvena kim paditthe  bale halaviyare vva? [

panaihi kaiyanena  ya bhamarebi va jassa jayapanachin |
kamaldyaro vva koso  viluppamano vi bu na jhino [[*

He, who is intoxicating like liquor,®

With charming speech refines even ploughmen—
What is the use of [trying to compose] poetry

Now that Hala is here?

91 take jati, in pada c, to mean ‘inherent nature.’ It is possible that Bana intended ja#/ to mean
a particular figure of speech, though, if so, it is difficult to know exactly what figure of speech he
had in mind since he wrote before most extant alankaraistra had been composed. In Rudrata’s
(post-Bana) KaAl, jati is a figure of speech similar to svabbavokti or ‘direct expression.’ But from the
perspective of a later alankarika like Kuntaka, who distinguishes svabhavokti from vakroks/ (indirect
expressions), Sattasai poetry would contain predominantly the latter, and relatively little of the
former. See also Winternitz (1920, p. 102), who translates ja# as ‘meter(s)’ (VersmafSen).

*°From Upadhye’s edition in the Singhi Jaina Granthamala (45).

"Upadhye’s edition adopts collikke (p. 3, In. 21), from J’s vo(co)llikke, instead of P’s «w>cokkille (my
deletion). Upadhye discusses collikke and its possible meanings in Part. 2, p. *125, adding in ‘Ad-
ditions and Corrections,’ the possibility of vo(bo)llike, with reference to Marathi bolake, ‘talkative,
vocal.” Chojnacki, 2008, also expresses doubts about the reading. I give cokkille, as cited in Mi-
rashi, 1946, p. 74, from C.D. Dalal’s notes on p. 1 of his edition of Rajasekhara’s Kavyamiméimsa.
On the -7lla ending in Prakrit see Pischel (§595) and Schwarzschild (1962, p. 518). Even if cokkille
is adopted, cokkhille is perhaps expected (see cokkha, Skt. coksa, in the PNM, p. 416).

128k, following Mirashi, 1946: bbanitavildsavatitvena samskytan yab karoti bilikan api | kivyena kim
pravrtte Hale halidvikira iva? [[ pranayibbib kavijanena ca bhramarair iva yasya jitapranayaib | kamalikara
iva koso vilupyamano pi kbalu na ksinab [/

Bhaliviyire voa, in pada c, may also be translated as, ‘whose name is as though derived from
the term liquor.” On A4lz = liquor, see J’s marginal gloss of madira in Upadhye’s edition.
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Even though affectionate lovers and appreciative poets
Plunder like greedy bees
His lotus-like kosa™4

It does not diminish.

In his Ramacarita, Abhinanda (ca. 9th c. cg), praising his own patron, the king
Haravarsa, similarly refers to Hala’s fame as an anthologizer:

namab Sri/%immr;@a yena Halad anantaram |
svakosab kavikosanam avirbbavaya sambbrtab |[°

Salutations to Sriharavarsa
Who following Hala
Compiled his own anthology
To display the treasures of poets.*

In addition to the above ascriptions, the anthology is tied to the Satavahanas
by its geographical references, almost all of which are to locations in the area
of the Satavahana’s territorial domain in southwestern India, in the region of the
Godavari river valley.” Upadhye and others, noting that Maharastri Prakrit shares
distinctive features in common with Marathi, have also drawn a linguistic con-

nection to the same area, and thereby to the dynasty.18

As well as the above ascriptions and the geographic and linguistic evidence,
the anthology is connected to the Satavahanas in another, significant way. The

“4Kosa may also in this stanza, punningly, have the sense of ‘flower bud.’

YAbhinanda’s Ramacarita as quoted in Mirashi 1946, p. 74. K.S. Ramaswami Sastri edited
Chapters V, VIII, X, XII of the Ramacarita in Gackwad’s Oriental Series.

*Uddyotanasiiri may have chosen to employ the name Hala rather than Satavahanaas in Bana’s
earlier passage because of its similarity to halika, ‘ploughmen,” and to hal ‘alcohol.” Abhinanda
might have chosen the name because of its resemblance to that of his own patron, Haravarsa. See
also Govardhana’s (fl. ca. twelfth century at the court of Laksmanasena, 1179—1205 ce) reference
to Hala in his Aryasaptasati and Dhanafijaya’s (f. ca. twelfth century) reference to the fofz. See as
well Bhayani, 1993, who discusses a number of literary references to Hala Satavahana.

7For a list of verses with geographical references in the CheViLi recension, see Patwardhan,
1988, p. xiii.
®see Upadhye, 1949, pp. 85f; Woolner, 1928, p. 5.
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poetry itself, in particular its dexterity and creative impulses, presupposes a cul-
ture in which Prakrit was still a dominant language and in which Sanskritic sastric
culture had yet to take root. Sanskrit became the dominant language of the In-
dian subcontinent soon after the end of the Satavahana’s reign, and though po-
ets of the strongly Sanskritic cultures that followed continued to compose Maha-
rastri Prakrit Gathas, their poetry is often quite different from that found in the
Sattasai. While these poets could doubtlessly read and appreciate such poetry,
they usually did not recreate it except in a simplified manner. Even Kalidasa’s
charming Gathas, which he includes in his Gupta era #atakas, are simplified ver-
sions of more complex Sattasai poetry. Similarly, much of the poetry of the later
Maharastri Prakrit Wg’jdlﬂgﬂ, introduced below, shares more in common with the
norms and ideals of Sanskrit poetry than with the images and ideals of Sastasar

pOCtI‘y.

The anthology’s early period and its place of compilation explains why it does
not necessarily show agreement with general and common §zstric norms and pre-
scriptions of the post-Satavahana period. Instead, its poetry suggests a lack of fa-
miliarity with their characteristics or details. We can see this in the way in which
the stanzas are arranged as well as in the Gathas themselves—their sentiments,
interests, and the practices they describe. An example of the latter is ChelViLi 112
(W 104), which centers on an allusion to a female character who removes the re-
mains of the bones of her beloved from the funeral pyre. This act contravenes
the Manavadharmasastra prescriptions, according to which funeral rites should be
performed by the oldest son or by another male relative.” This and other ex-
amples introduced in the present study suggest that the poetry lay outside the

¥The poem appears use the term 4527 punningly, in the sense of both ‘unchaste woman’ and
‘one who does not immolate herself on her husband’s funeral pyre,’ thus indicating a familiarity
with widow immolation or sa#7, a practice that Hart (1975, pp. 116ff) suggests originated in South
India.
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purview of certain®® Sanskritic §astric norms.*

The Date of the Anthology

To give a date to the Sattasai, scholars have availed themselves of inscriptional
and numismatic evidence, early manuscripts, and accounts provided in Puranic
and narrative literature. Puranic genealogies identify Hala as the seventeenth Sa-
tavahana dynast with a reign of five years, or in a variant, a period of reign of just
one year. According to the estimates of Pargiter, based on the available Puranic

2°We might ask what to make of the anthology’s PaSupata mangala verse. The Pasupatas as fol-
lowers of the Atimarga were early precursors of those Saivas who followed the Mantramarga, also
known as Tantric Saivism. On the identity of the Pasupatas and their relationship to Saivas see
Sanderson, 1988, 2006, 2009, 2014 (forthcoming). Whereas the Satavahana royal inscriptions in-
dicate that the dynasts were supporters of Vedic ritual in state functions, in the Sattasai as in other
literature they are more likely to be associated with Pasupata and Saiva religions. In later stories
we hear of a king named Satavahana who often appears in a Saivite context and as a devotee of
Siva. For example, the Lilavai has a Saivite frame story, the characters are devoted to Siva and Par-
vatl, and a Pasupata ascetic makes an appearance. The frame story of the Kathisaritsagara is simi-
larly Saivite. The Sattasai’s opening mangala is an invocation to Pasupati and Gauri, attributed in
many recensions to Hala himself. In Q, Tribhuvanapala, in his avataraniti, attributes the verse
only to ‘the poet’: tatridau sakalavighnavandhyim prabandbasiddbim adbigantum kavir imam namaskaram
akarsit. In Py, and in Wy, however, this verse is attributed to Hala (Halasya Py, Wyy,). It is thus
quite probable that Tribhuvanapala read Halasya and that when he writes 4avi in the avataraniki he
refers back to the name Hala. If he meant just any poet one might expect him to have written ‘“4afcit
kavi.? Weber’s (1881) P and G attribute the verse to Salivahana (éilivihanasya). How do we recon-
cile the royal inscriptions with the textual evidence and legendary stories¢ Recently Sanderson, in
examining inscriptional records from the second century BCE to the third century ce from widely
separated sites, including Kanheri in Maharashtra and Bimaran in Afghanistan, bearing names of
Buddhists and Jain lay donors, has shown evidence for a popular Saiva religiosity. See Sander-
son, 2012, ‘Handout from October 16th lecture at Kyoto University.” The sites of the inscrip-
tions include Kanheri and Nasik in Maharashtra and Nagarjunakonda, Bhattiprolu, and Amara-
vatl in Andhra Pradesh. It is possible that while the dynasts supported Vedic ritual, at least some
of them, including the Sastasai’s anthologizer, adopted as their personal religion a form of the
more popular Pasupata religion. The Sattasai stanza, which shows Pasupati engaged in the Vedic
rite of worshipping the Dawn, is not unfitting for a dynast who was himself both a devotee of
Pasupati and a supporter of Vedic ritual.

*'For a look at the anthology from a different angle, see Khoroche and Tieken, 2009, pp. 5—6;
Tieken, 2001, pp. 73ff.
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material, Hala would have ruled in the first century ce.** Mirashi (1947), in his
dating of the anthology, gives considerable weight to the Puranic records and
Pargiter’s estimate, reasoning that in a number of instances they are corrobo-
rated by inscriptional and numismatic evidence.” However, Keith (1956, p. 24),
claiming on the basis of the early Asvaghosa fragments and early Prakrit inscrip-
tions that the weakening of consonants seen in the MaharastrT Prakrit of the Sa-
ttasai could not have arisen until 4. 200 cE, places the anthology in the third cen-
tury Ce.**

Warder (1974, pp- 183f.), taking yet a different approach,® works with the as-

**See F. Eden Pargiter, 1913, 35-43, who relies on the Matsya, Viyu, Brahménda, Bhagavata, and
Visnu Purdnas. On the problematic historicity of Puranic records see Pargiter, 1917 and Rocher,
1986, pp. 115 ff.

»Mirashi notes that additions were made to the anthology until as late as the eighth century.

*4See also Weber, 1881, pp. xxiii, who suggests a similar date. Like Mirashi’s argument, Keith’s
argument for the date of Maharastri Prakrit is somewhat tentative. As A$vaghosa’s birth place
most give Saketa or Ayodhya, modern Awadh, but Benares and Patna are sometimes men-
tioned in this connection. Further, according to the traditional hagiography in Chinese at-
tributed to Kumarajiva (translated between 401 and 409 ce) Asvaghosa’s teacher whom he met
in Central India was from the north (see Stuart H. Young, Biography of the Bodbisattva ASvaghosa,
http//echs.ntu.edu.te/FULLTEXT/FR-AN/103180.htm, accessed May 9, 2014). Since Asvaghosa may have
had little connection to Southern India (i.e. the area of the Godavari River valley), the Prakrits
of his plays are not necessarily reliable in dating the language of the Sastasai. Similarly, because
Maharastri Prakrit is not an inscriptional language, it cannot necessarily be dated on the basis
of inscriptions. It is also worth considering that even if we were to accept that the weakening of
consonants did not occur in Maharastri Prakrit until the third century cg, Sattasai manuscripts
can be unreliable in terms of linguistic evidence because they are not ancient and redactors are
known to make changes in keeping with standard forms. In other words, there is a possibil-
ity that the MaharastrT Prakrit that we read in the modern editions and in Sattasai Mss, the ear-
liest of which dates to about the thirteenth century, differs from that which was originally com-
posed and recorded (see Salomon, “The Original Language of the Karpira-masijari,” 1982, pp. 119-
141; Liiders, Bruchstiicke buddhistischer Dramen, 1911; Steiner, Untersuchungen zu Harsadevas Niginanda
und zum indischen Schauspiel, 1997).

*Unlike Mirashi, Warder disregards the name Hala in the Puranic genealogies and instead fol-
lows Sircar’s suggestion that the name is simply a Prakritic variant of Sata. Concerning the ge-
nealogies, Warder writes, “The historians have probably hypostatised the name Hala into a sep-
arate emperor, not realising that it meant the same as Sata, then inserted him into the dynas-
tic list at a conveniently obscure point, though they managed to give him only five years, or in
a variant list only one year to reign.” Although, see also Mirashi’s article in The fournal of the Nu-
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sumption that the Satavahana king who anthologized the Gahikosa is the same
Satavahana, also called éilivihana, éélavéhana, etc., who is frequently associated
in narrative literature with the Buddhist Madhyamaka Négﬁrjuna.26 Warder holds
that if Nagarjuna lived in the second century cE, it is likely that he stayed at the
court of the Satavahana emperor Vasisthiputra or Pulumavi, and that it was this
emperor who compiled the Gzhikosa.? The argument is not entirely flawless. Even
if we accept that Nagarjuna was indeed a contemporary of the Sattasai’s antholo-
gizer, the former’s dates are unresolved, ranging sometime between the first and
third centuries ce.>® Nonetheless, it must be admitted that of all the Satavahana
emperors, Pulumavi, whose reign saw the expansion of the empire’s territory and
the pursuit of major public works such as the renovation of the stupa at Amara-
vatl, is perhaps the one most likely to lay claim to the title of cultural hero and an-

mismatic Society of India (Vol. VII, pp. 1f.) on a copper coin of Hala Satavahana. It is possible that
Hala was simply the pen name of one of the Sataviahana king, perhaps Vasitthiputta Pulumavi.

*6Warder points to Koahala’s Lildvaz, the Rasaratnikara, and two Jain historical narratives—the
Puratanaprabandhasamgraba and the Prabbivakacarita, all of which place Nagarjuna in Satavihana’s
court (to these may be added Nagarjuna’s Subyllekha (Letter to a Dear Friend) addressed to Sa-
tavahana. Warder further refers to Bu-ston’s and Taranatha’s accounts of Nagarjuna’s travels to
South India and the descriptions therein of the Madhyamaka’s role in the construction of Bud-
dhist monuments, pointing out how these narratives are supported by archaeological and inscrip-
tional evidence.

*7Shastri (1999, p. 35) dates the reign of one of two Pulumavis’ to 91—118 cE on the basis
of a line from the Matsyapurina (Shastri, 1999, pp. 29, 43, fn.96), giving him 27 years to reign.
However, Falk (2009) shows, on the basis of epigraphic evidence from Kanganhalli, that it is likely
that the Puranas mistakenly identify multiple Pulumavis when there was only one who reigned
for a period of 36 years.

28Kumarajiva (344—413 CE or 350—409 CE), as the founder of the Chinese Madhyamaka, sets
Nagarjuna’s terminus ante quem in the latter part of the third century (allowing some one hun-
dred years to pass). However, it is difficult to narrow Nagarjuna’s dates to a more precise pe-
riod than sometime between the first and third centuries ce. Xudnzang’s seventh century Record
of the Western Regions identifies the philosopher as a contemporary of Aévaghosa in the first cen-
tury (see Seyfort-Ruegg, 1982). Though other records that identify Asvaghosa as the twelfth pa-
triarch and Nagarjuna as the fourteenth patriarch suggest that the two may not have been con-
temporaries. Yet Kalhana’s twelfth century Rajatarangini links Nagarjuna to Kaniska, whose dates
are somewhere between 78 ck and the third century ck (see Seyfort-Ruegg, #4id). From this ad-
mittedly cursory glance we may conclude that Nagarjuna’s second century date is speculative.
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thologizer.>?:3°

Antecedents

The precise century of the anthology’s initial compilation notwithstanding,
the Gathis speak of a much longer history. Lienhard (1975) observes that the Sa-
ttasai’s poetry shares certain tropes and themes in common with the Thera- and
Therigithis of the Pali Canon. He suggests that the poetry that we find in the Sa-
ttasai is part of alongstanding and widespread tradition of lyrical poetry that goes
back to the first several centuries before the common era. It is, moreover, possible
that while some of the poems are a product of this earlier lyrical tradition, others
date to an earlier time. Just as a later anthologizer like Vidyakara includes poetry
from a period of over five centuries, the Satasai’s anthologizer may well have

included poetry from a similarly long span of time.>

*9Raja$ekhara’s reference to Satavahana as the king of the Kuntalas is a factor in favor of
Warder’s argument, for it appears likely that it was during the reign of Pulumavi that the Kuntala
country came under Satavahana rule.

Puranic lists mention a Kuntala $atakarni separately from both Hala and Vasitthipu-
tra/Pulumavi, who, given his placement would have ruled after the empire had expanded to in-
clude the Kuntalas. It is perhaps this Kuntala-Satakarni who is described in the Kamasitra. Ac-
cording to Sircar, the Kamasatra explains that Kuntala-Satakarni was so named because he was
born in the Kuntalas.

°D.R. Bhandarkar (1917) proposed a much later date for the compilation of the Sattasai. On
the basis of Gathas referencing Vikramaditya (465, W 464), the weekday Tuesday (Amgiraavara,
209, W 261), and Radhika and Krsna (89, W 89), Bhandarkar suggested that the collection was
compiled at the beginning of the sixth century ce. However, these verses could be explained
as later additions to the anthology. It is even possible that 209 (W 261) referencing the weekday
Amgaraavara is much earlier than previously supposed. A Satavahana Nasik cave inscription by the
mother of Gautamiputra éétakarr}i from around the early second century that lists the planets in
the same order as they appear in the weekdays suggests that they may have been known to poets
in this period (see Senart, 1905—6, Epigraphia Indica vol. 8, pp. 60—6s; Pingree, 1963). Though
the Yvanajitaka of Sphujidhvaja, whose Chapters 75, 77, and 79 mention the weekdays, it can
no longer be adduced as early evidence of the use of the weekdays. Mak (2013) has shown that
the text cannot be dated to the second century cE as Pingree had previously supposed. See also
Bennedik’s Ph.D. dissertation, Die Siebenplanetenwoche in Indien, which shows that the weekdays
became popular in an inscriptional context only in the late fourth century CE. According to her,
the earliest attested use is found in a $ti Lankan inscription dated to 398 CE.

3 This would mean that MaharastrT Prakrit either has a longer history than previously sup-
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Later Additions

Extant Sattasai recensions share some 340 Gathis in common. Most would
agree that despite the name Sattasai, the anthology originally contained fewer
than seven hundred Gathas. If we follow the author names appended to the po-
ems in several Mss and commentaries, it would appear that Gathas continued to
be added to the anthology in considerable quantity until as late as the eighth cen-
tury CE. Mirashi (1947) draws attention to some nine poets whose names name are
known through other works, where they are often® associated with later Vakataka
and Rastrakiita dynasties. However, we can give only so much weight to these
author names as they may well be spurious. As for the Gathas themselves, there
is little doubt that stanzas about Vikramaditya or about Radha and Krsna are
later additions to the anthology. There are also a number of Gathas that seem
to adopt the conventions and norms of classical Sanskrit Kavya. In a very general
sense one may say that it is towards the end of the anthology that a greater num-
ber of new stanzas appear to have been added, for it is here in the last sazakas that
more Gathas tend to take on a character more in keeping with the expectations
of classical Kavya.»

posed by Keith, or that the mss simply do not record the earliest forms of the poems, having
‘Maharastrified’ them.

3*Mirashi (é#bid. p. 80) names only one, Palitta (Skt. Padalipta), who, according to Mirashi,
is associated with the court of Hala Satavahana in the Kavyamimimsi of Rajasekhara (fl. ca. 880—
920 cE). There is also, however, the Sattasai poet Potissa, who figures in the Lilzvai as Hala Sa-
tavahana’s minister.

$See Chapter Five below. It would of course be incorrect to suggest that all the Gathas in the
beginning are original and all those at the end were brought in later.
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Satavahana Legends

Hala Satavahana came to be a legendary figure in Indian letters. Was he a pot-
ter’s child who became a king¢ An unlearned emperor who was taught Sanskrit
by his minister? The relative of an infamous ruler in Vatsyayana’s Kamasitra®*
Was he the esteemed recipient of Nagarjuna’s Subrllekba? A prolific scholar, who
composed treatises on mathematics, astrology, metrics, and poetics¢ Although
all these accounts and more are given about him in story literature, poetry, and
philosophical texts, it is difficult to know which are true, or which hold at least
a kernel of truth.»

In many of the legends we see Satavahana reprise the same role with which he
is credited in the Sattasai, as the protector of language and literary arts, and the
patron of poets. Koithala’s® c4. ninth century ce¥ Maharastri Prakrit Kaha Lilz-
vai attests to Satavahana’s patronage of poets when it describes him departing
his capital Pratisthana, not only in the usual company of soldiers and attendants,
but also with a retinue of one hundred #4is. Perhaps most notable, however, is
the Kathisaritsagara story of how Satavahana saves the last chapter of Gunadhya’s
Paisaci Brhatkatha from destruction. Due to a lost bet, Gunadhya composes his
work in the Paisaci language, and, because of a lack of ink, records it in his own
blood.?® When Gunadhya wonders who will disseminate his work, his students

34Satavahana éitakarr_}i or Kuntala Satakarni. Was he himself this king?

»Satavahana legends are found in the Puratanaprabandhasamgraha (Jinavijaya Muni, gen. ed.,
Singhi Jaina Granthamala, Calcutta: Singhi Jaina JAanapitha, 1936; Satavahanaprabandba, p. 11);
the Prabandhacintimani of Merutunga (Jinavijaya Muni, gen. ed., Singhi Jaina Granthamala, Cal-
cutta: Singhi Jaina Jianapitha, 1933; Satavahana Prabandha, pp. 10—11); the Prabandbakoia of Ra-
jasekhara (Caturvimsati-Prabandba or Prabandhakoia by frz'RdjﬁeHmm Sari, ed. by Hiralal Rasikdas
Kapadia, Bombay: Harsiddhabhai Vajubhai Divetia, 1932; Sitavabanaprabandba, pp. 136—142); and
the Prabbavakacarita (Jinavijaya Muni, gen. ed., Singhi Jaina Granthamala, Calcutta: Singhi Jaina
Jhanapitha, 1940; Padaliptasiricaritam, pp. 28—40). See also the Kathasaritsigara (1.6.87—167; 1.8,
for a good modern English translation, see Sir James Mallinson’s The Ocean of the Rivers of Story,
The Clay Sanskrit Library, New York: New York University Press, 2007).

36Skt. Kutihala. On the author’s name and the possibility that it was not actually Kutathala,
‘Curiosity, Interest’ see Upadhye, 1949, pp. 20ff.

%7Upadhye (1949, pp. 69fF.) places the work around 800 cE.

Ja
3Gunadhya loses a bet over whether Sarvavarman would be able to teach King Satavahana
/
Sanskrit grammar in six months. The condition of the bet was that if Sarvavarman succeeded
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suggest Satavahana, saying, ‘he appreciates literature and will promulgate your
poem like the wind spreads the fragrance of a flower®. Yet when King Satavahana
first hears of Gunadhya’s Kavya, he responds: ‘It measures seven hundred thou-
sand verses long, the language is Paisaci which has no aesthetic merit, and the
letters are written in blood. Shame on this demonic tale!"** Gunadhya returns
to the forest where he had been living and begins to burn his manuscript, paus-
ing to read each page aloud before he throws it in the fire. The forest animals
all gather around to listen. Satavahana becomes aware of his error only when he
falls ill after eating a piece of dried-out meat. The hunters who brought the meat
explain that it is dry because the forest creatures, listening to Gunadhya’s tale,
have stopped eating. Curious, Satavahana travels to the forest where he hears
Gunadhya’s recitation and manages to save the last chapter from destruction. To
a certain degree Satavahana’s Kathisaritsigara role as the preserver of the Paisaci
Kavya and parallels his Satasaz role as anthologizer, and preserver, of the Maha-
rastrl Prakrit Gathas.+

A Tradition of Female Agency and Perspective

In some Satavahana legends we see the appropriation of the Sattasai’s tradition
of female agency and perspective. Kotthala’s Lilavai tells the story of Hala Sa-
tavahana’s* romance with and eventual marriage to the Sri Lankan princess Lila-

val. The tale is very much in line with the Saztasa’s later reception as literature

Gunadhya would give up the languages always possible among humans (1.6.47—8: sadbhir mésais
tvayd devab Siksitas cet tato maya samskrtam prakrtam tadvad defabbisi ca sarvadi bhasatrayam idam tyaktam
yan manusyesu sambhavet). Gunadhya, a gana of Siva, was cursed to become a human for his involve-
ment in eavesdropping on a story told by Siva to Parvati. His curse will end only when he records
the story when it is told to him by the Pisaca Kanabhati, himself actually the yasz Supratika who
had been cursed by the god Kubera, and establishes the story in the world.

39KSS 1.8.10: rasiko hi vabet kivyam puspamodam ivinilah

A0KSS 1.8.15: pramanam saptalaksini paisicam nirasam vacab Soniteniksaranydso, dbik pisicakatham
imam.

#The KSS does not mention Satavahana’s role as the compiler of Gathas, perhaps because
they would have been considered outside its scope in terms of subject matter and style.

42As he is referred to at v. 868 and v. 975, though more often in the poem he is simply called
Salavahana.
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of kamaidstra, for it is centered on the preeminence of love relationships.® How-
ever, one could say that the narrative also shares with the Sattasar a certain em-
phasis on female perspective and agency. For, a main concern is how the female
characters themselves negotiate romantic relations in the context of kinship and
friendship. The plot centers on Lilavar’s decision not to pursue her wish to marry
Satavahana until her cousin Mahanumati is happily reunited with her beloved,
Madhavanila. Rather than the sometimes more passive female characters of later
Sanskrit Kavya, the Lilavai shows its principal female character taking a relatively
active, agentive role within the spheres romance and marriage. This type of role

overlaps with that of female Sastasai characters.**

According to Kotthala’s own account, given in the beginning of the work, the
poet began to compose the £2h2% one autumn evening upon hearing his wife
SavitrT’s request for a story in the Prakrit language, with few desi words,4¢ dealing
with gods and humans, and pleasing to innocent women.# The last part of the
request is reminiscent of VzlLa 29, in which (Maharastri) Prakrit poetry itself is
said to be loved by young women (juvaijanavallaha). It is possible that the asso-
ciation of Prakrit language with female preferences goes back to a particular and
popular reception of the Gathas of the Sattasai.*®

#The story features Nagarjuna. Although Kouhala describes Nagarjuna as a bhikkhu (see v.
1016, v. 1021), he appears to be a conflation of the Madhyamaka and the Siddha Nagarjuna. One
of his main tasks as Hala’s guide and advisor is to take the despairing king to find enjoyment in
Patala.

44See Chapter Seven. Upadhye (1949, pp. 6711.) points out that the earlier Kidambari of Bana,
who was himself an admirer of the Gahakosa, follows a similar storyline.

45Skt. katha, a term that Kouhala himself uses to describe the Lilivai.

46As Upadhye remarks (1949, pp. 328—9), the request for few def/ words is a petition for the
work to employ a more artificial and literary language rather than popular and local speech ele-
ments.

Yemeya  muddbajuyaimanobaram piyayie bhisae | paviraladesisulakkbam kabasu  kabam  div-
vamanusiyam || Lilavai q1 || Skt: evam eva mugdbayuvatimanobarim prakrtayi bhisayi | pravi-
raladesyasulaksyim kathaya kathiam divyaméanusim ||

#¥The idea that women liked Maharastri Prakrit is somewhat separate from but nonetheless
related to the Natyafistra’s statement that in the world of the play (#atyaloka) female characters’
should sing in Maharastr Prakrit, a practice employed in classical Kavya.
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Gabakosa Poets

The stanza introduced above, 2 (W 3) claims that Hala selected poems for his
compilation from out of a myriad of Gathas. One Sattasai commentator, re-
sponding to this stanza, attributes the poems not to trained poets, but to the
more general populace of the Satavahana kingdom. Raghavan quotes the follow-
ing short story from a ms held in the Madras Government Oriental Manuscript
Library:#

In this manner it is has been handed down by tradition t T the
Satavahana king, the aesthete ruler of the city of Pratisthana, wor-
shipped the goddess Bharati. Pleased, she said, ‘choose a boon.’

Satavahana asks that the goddess might bestow on his people a talent for literary
composition.”® Bharati stays for two days, and, as the story continues:

At that time everyone in his camp, from children to cowherds began
to compose works of prose and poetry in Sanskrit and Prakrit. Out
of the florilegium of the myriad Gathas that they composed, seven
hundred ornamented Gathas were selected.”

#Though Raghavan does not specify, it is clear that the commentary is to the stanza satta sadim
kaivacchalena.

5°The ms is damaged here, however, the nature of Sitavahana’s request is evident in what
happens next.
51

atra kila evam anusrigyate (te) | [ pratisthanagabagara (nagaridhisena) rasikena Sataviha-
nena rajid bhagavati Bbirati upisita. si ca prasannd bbitvi varam vrnisvetyicacakse. sa tac
chrutvi, bbagavati! madiye skandbivire | | dé martyalokaviso na yukta ity avadit. uk-
tena rajid tarhi vatsa matram sthatavyam iti, | | divasadvayam bbavadiye skandhavare
sthisyamity uktvi antardadbe. atas tatkatakavisinah dbalagopalam sarve ‘pi samskrtaprakyta-
mayam gadyapadyapriyam kartum upakramire. taih krtesu kotinam gathanim kadambakam
dbrtya silankarinam githanam saptasatani racitiny arthab.

The statement is made that living among mortals is not suitable for Bharati (martyalokavaso na yukta
ity avadit). Raghavan does not give a date for the manuscript, and I do not know the source of
the story. Winternitz (1920, p. 102) relays a similar tale: ‘Eine Sage erzbilt, dafS Bharati, die Gotten die
Dichtkunst, sich einst anderthalb Tage im Heerlager des Sitavabana aufgehalten und alle Leute bis hinab zu den
Elefantentreibern und Rosseknechten zum Dichten von Prakritliedchen begeistert habe...,” though he does not
give a reference. One possibility is the fourteenth century Caturvimsatiprabandha. Whether there
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This account of widespread poetic talent finds a parallel in the Sarasvatikantha-
bharana of Bhojadeva (fl. ca. 1010—1062 CE), according to which everyone in Hala’s
kingdom spoke Prakrit and everyone in Sahasanka’s time spoke Sanskrit:

ke *bhuvan nadhyardjasya rajye prakrtabhasinah?

kéle Srisabasankasya ke na samskrtavadinah 25

In the kingdom of Adhyarija (Sataviahana)
Who were not Prakrit speakers?

In the time of glorious Sahasanka (Vikramaditya)
Who were not Sanskrit speakers ¢

Raghavan points out that Bhojadeva’s passage resembles, or is based on, an
carlier statement in the Kavyamimamsi of Rajasekhara (fl. ca. 880—920 cE). One

can see the similarities:

Srayate ca kuntalesu satavibano nama rija, yena prikrtabbasatmakam eva an-
tabpura iti saméanam piarvena. sriyate cojjayinyam sabasanko nama raja tena
ca samskrtabhisatmakam antabpura eveti samanam pirvena.

And it is heard that in the kingdom of Kuntala there was a king
named Satavihana by whom [the rule was made]:54 ‘In the inner quar-
ters only Prakrit is to be spoken.” And it is heard that in the king-
dom of Ujjayini there was a king named Sahasanka by whom [the rule
was made]: ‘In the inner quarters only Sanskrit is to be spoken.’

Whereas Bhojadeva’s remarks encompass an entire kingdom and an entire epoch,

Rajasekhara’s emphasis is on the antabpura, the women’s private residence, which

are earlier precedents is uncertain.

The story is notable in its suggestion that expedition and territorial expansion led to the
evolution of the poetry. Insofar as it invokes the idea that the poetry was the result of the merging
of previously distinct cultures it agrees with Hart’s (1975) thesis.

52Sarasvatikanthibharana 117. As quoted in Raghavan, 1963, p. 830.
i . . 2 —1 = —_ —_ - —_
$Ratnesvara, the commentator, adds that Adhyaraja is Salivahana (Satavahana) and Sahasanka
is Vikramaditya (Candragupta II of the Gupta dynasty).
54The expression samanam pirvena, ‘as before,’ refers to pravartate niyamab, ‘a rule was made,’

in a previous sentence.
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is of interest insofar as it suggests women’s roles as authors of poetic composi-
tions, a topic discussed below.”

In contrast to accounts like the above,’® some of the Sattasai’s first European
scholars suggested that Hala was not just an anthologizer, but also a highly in-
volved redactor. Keith (1920, p. 224), comparing Hala to the poet Robert Burns,
writes: ‘It is possible, even probable, that in its origins the Sattasai was no mere
anthology but a careful collection of his [Hala’s] own or refashioned by himself.’”
Yet Pischel and later Indologists including Warder, Mirashi, and Lienhard, place
more emphasis on the contributions of the individual poets whose names we find
in the CheViLi recension, in Haritamrapitambara’s text (hereafter sometimes re-
ferred to as W), and, occasionally, in Gangadhara’s (G,,) and Kulanatha’s (K,)
texts.’®

% It is also noteworthy how both Bhojadeva’s and Raja$ekhara’s statements tie poetic com-
position (since for these authors Prakrit and Sanskrit were the languages of poetic composition)
to kingship. For these writers the idea of ubiquitous poetic composition would be the summum
bonum of any golden age, the latter itself considered to be the outcome of admirable rule (see
Pollock, The Language of the Gods in the World of Men, on how poetic talent is related to the notion
of ideal kingship).

Tribhuvanapala’s and Gangadhara’s commentaries to CheViLi 2 (W 3) are also worth look-
ing at. The stanza is notably absent from Vemabhupala’s Saptasatisara. It is likely that Vemab-
hupala omitted the stanza because of its description of the Gathas as ‘poetically ornamented’
(salamkira), an assessment that he by and large rejects in favor of a dhvani-based reading. He in-
stead prefaces his commentary with a stanza that lacks this particular description, but that is sim-
ilar in its mention of Hala.

%See also Peterson, 1889, pp. 76—7. Winternitz (1920, Jha transl., 1963, p. 113) writes: “The
motley contents of “seven hundred stanzas” already point to the fact that here we do not have
before us the work of a single writer, but that of a compiler. On the other hand, however, the
songs show such a striking unified characteristic that we can in no case consider Hala, to whom
is attributed the collection, merely a compiler of an anthology, but rather a gifted redactor, who
made the selection with dexterity and skill and probably gave to the stanzas the final poetical
form for the first time.’

8The CheViLi recension, which was unknown to Weber when he produced his 1881 edition,
includes the name of an author for almost every Gatha. Pischel prepared a copy of a Pitambara ms
in 1872 that includes the first 300 stanzas, with commentary and attributions up to stanza 151. This
is Weber’s 1881 P. Pischel’s copy is in the Staatsbibliothek Berlin (MS. or. quart. 365). According
to Weber, Pischel’s ms is based on a Telinga Ms, no. 2796 of the India Office Library (see Weber,
1881, xxxiv—xxxv). In addition to Pitambara’s text, those of Kulanatha and Gangadhara (Weber’s
1881 K and G) occasionally have a record of a poet’s name next to a verse. See Pischel, 1900, §13,
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Ascrzptz'om in the Mﬂnmcrzpty

The attributions, not surprisingly, often appear quite corrupted”® and, when
compared across recensions, show certain inconsistencies.®® However, while the
poem with which the poets are paired—which precedes, or follows as the case
may be, the author’s name—is quite inconsistent across the recensions, the names
in and of themselves are fairly unchanging, indicating that the attributions may
be quite early, predating any of the recensions in which they occur.

A closer look at the ascriptions will show this relative regularity and explain
some of the irregularity. The Gatha that comes first in all of the recensions is
attributed in the CheViLi recension, in two of its witnesses (P, and W,,), to
Hala (Halasya).®* Pitambara’s text similarly attributes the stanza to Salivahana
(éilivihanasya). The Gatha that comes next in the CheViLi recension (satta sadim
or W,,,, nor

ED? BH?

kaivacchalena) has no attribution in any of its witnesses, Q, P
does it have attribution in Pitambara’s text.®> The third Gatha is ascribed to
Pottisa (Pottisassa) in Q , P, ,, and W, ;; to Yodita (Yoditasya) in W,; and to Vodisa

p. 11; Lienhard, 1984, pp. 82ff.; Warder, 1974, §783.
9This is not surprising given that they include difficult or unusual Prakrit names.

¢°Earlier Indologists concluded that the names may be inauthentic. Winternitz (1920, Jha
transl., 1963, 114, fn. 3), for instance, suggests that author names may well be a later invention,
though he also notes the view of Pischel: ‘In the commentaries written in later centuries, the Sa-
ttasai is treated altogether as an anthology and in it we find names of writers of individual stan-
zas. In respect of these names, however the manuscripts differ very much from one another: most
of them give names only in the beginning of the work and then stop. The commentaries of the
vulgate recension give 112 names, Bhuvanapala gives 384. In the Km. edition the names of proba-
ble authors too are given in the gathanukramanika. Yet in many cases the names are wanting, and of-
ten Hala himself is mentioned as the author. In the opinion of W. [Weber] these names are quite
unreliable. A different view is that of Pischel (Grammatik der Prakrit-Sprachen §13) who concludes
from the names given that the Sastasai presupposes a very rich Prakrit literature, in which women
also had their contributions.’

“For the attribution in Q see above, p. 199, fn.20.

¢However, in Kulanitha’s text, the verse is attributed to Hala (Halassa), which we might
suppose to be a mistaken attribution, borrowed from the first stanza.
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(Vodisassa) in K,. These are clearly all transmutations of the same name. Thus,
up to this point the attributions match up in the two recensions. It is with the
fourth Gatha of the CheViLi (tava ccia raisamae) that an error enters into the as-
criptions. The stanza is ascribed to Hala (Halassa) in Q and P, and similarly to
Salahana (Salahanassa) in W,,,. However, the same stanza is ascribed to Triloka
(Trilokasya) in Pitambara and to Culla (‘Cullossa’) in Kulanatha (while Cullodaa,
Cullodaassa, is said to be the author of the subsequent stanza in the CheViLi re-
cension). It is because of this insertion— or loss—of the name Hala that the en-
suing ascriptions in the Ch/ViLi recension, as represented by Q, P, and W,
differ from Pitambara’s text by one stanza. This mismatch continues until at least

CheViLi 92 (P ), after which the names become increasing disparate.

We might try to solve the problem of which recension carries the older as-
criptions for at least these first ninety-odd stanzas. The difficulty is that is rel-
atively easy to imagine how a scribe of either recension might have made a mis-
take. For instance, if the CheViLi recension represents the earlier ascription, then
we might imagine that in the copying of Pitambara’s text the name ééléhana fell
out (was omitted) from the stanza. A scribe may then have moved the name of
the author of the following Gatha back by one verse, assuming the poet’s name
had been placed at the end of the Gatha instead of at the beginning. As a re-
sult, all of remaining names would be moved back by one poem. One the other
hand, if Pitambara’s ascription is the earlier one, we could propose an equally
probable scenario in which a scribe of the CheViLi recension inserted the name
Hala next to the stanza, possibly by an eye skip from the line above since the
first Gatha is attributed to Hala in Q and P,.” This could lead the remaining
names to be moved forward by one stanza. Neither scenario is particularly diffi-
cult to imagine, especially since, in both cases, it is primarily just a matter of mov-
ing dandas used for punctuation. However, in favor of the precedence of Pitam-
bara’s ascription is Weber’s observation (1881, p. liv fn. 5.; see also p. lvi.) that
there is a correlation, in at least one instance in Pitambara’s text, between the
name, Prahata/Prahrta, and the content of the verse, pahara. As Weber points out
this could well be a case where the poet has taken—or been given—a pen name

Notably, this would indicate the precedence of Q and P, as witnesses to the recension.
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based on the topic of her composition.é4 Although we can conclude that Pitam-
bara’s text has the better ascriptions, its variants are often less Prakritic and there-
fore later-looking than those of the CheViLi witnesses, which is to say that the

names themselves are often better preserved in the CheViLi recension.®

Female Authors

Quite a few of the Gathas of the Sattasar are attributed to women poets. The fol-
lowing table gives the names of these authors and the verses attributed to them
in the first 151 stanzas of Pitambara’s text. Some of the names are clearly corrupt:

Stanza and Author’s Name
P 42 (=W 43, CheViLi 42) Nadha/Natha [Nadhayah/Nathayah]
86 (=CheViLi 88) Prahata/Prahrta [Prahatayah]
87 P (=W 89, CheViLi 89) ‘Potasya’*®
88 P (=W 87, CheViLi 90) Reva [Revayah]
90 (=CheViLi 92) Reva [Revayah]

Table 10.1: Women Authors in Pitambara’s text

The CheViLi recension, which provides attributions for almost the whole of the
anthology, includes many more women’s names, as the following table shows:®

64In this case we must understand that the name Prthvi in the CheViLi recension, to which We-
ber did not then have access, is a misreading of Prahata/Prahrta. The practice of later audiences’
naming authors after the content of their compositions is also seen already in Vedic hymns. To a
certain extent the same appears to have happened in the Gzhikosa.

%For instance, compare Trilokasya to Q ’s Cullovukassa and P, ,’s Cullodaassa.

6sPo‘_casy:?\, which looks like it could be a corruption of a feminine ending, is probably an error
for Potasya, a variant of Puttisassa. See below, p. 214, Table 3.

¢7Patwardhan (1988, p- iii, fn. 10) provides a similar list for the CheViLi recension, but leaves
out Prthvi, and Hastini. Also, whereas that list attributes eighteen poems to women, a perusal
of the edited text, Py, and Q_reveals some twenty-eight such poems, as Table 2 shows. Pat-
wardhan may have purposefully left out some poems, assuming the ascriptions to be most cer-
tainly spurious or belonging to later stanzas—for instance, stanzas that do not occur in other re-
censions or stanzas that occur only at the end of the CheViLi recension.
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Stanza and Author’s Name

43 Roha (W 42)

73 Candraputtika (W 74)

89 Prthvi (W 89)

91 Revati (W 88)

92 Gramakuttika (W 9o)

138 Gramakuttika (W 127)

175 Andhralaksmi®® (W 229)

212 Andhralaksmi (W 274)

244 éaéiprabhé (W 305)

245 Gramakuttika [pseudonym] W 306)

365 Reha/Reva (W 164)

376 Andhralaksmi (W 179)

441 Yesa/Jyestha (W 445)

444 Andhralaksmi (W 752)

463 Roha (W 462)

464 Roha (W 463)

475 Ganamugdha/Gunamugdha (W 473)

477 Andhralaksmi (W 476)

478 Andhralaksmi (W 754)

536 Andhralaksmi (W 743)

540 Reha/Roha (W 508)

550 Girisuta (W 517)

555 Sarasvatl (W 522)

562 Andhralaksm1 (W s550)

571 Jyestha (W 586)

590 Jakkurangi (W 620)

591 Jakkurangi (W 763)

592 Hastinl (W 554)

Tarahgamat169

Table 10.2: Women Authors in the CheViLi Recension

Comparing Tables One and Two, one can see how the ascriptions in Pitambara’s
text and in the CheViLi are mismatched by one stanza as far as CheViLi 92 (P 89).7°

$80r Andhralaksmi. I follow the readings of the manuscript (Q) and Py,.

¢9Patwardhan cites Tarangamati, but I have not been able to find a verse attributed to this

7°There is an exception with the CheViLi’s Candraputtika. See note in the table below.
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Hence, whereas CheViLi 43 is attributed to Roha (Rohayah), the stanza preceding
itin Pitambara’s text is attributed to the poetess Nadha (Nadhayah)—aquite likely
a variant, or corruption, of Roha (Rohayah), and so on. It goes without saying
that if Pitambara has the correct ascriptions, then CheliLi 42 was originally at-
tributed to the woman Roha/Nadha/Natha. Although, as noted above, the sit-
uation becomes more complicated as the two recensions proceed and more er-
rors enter, we nonetheless continue to see a certain degree of correspondence be-
tween the two recensions, as Table 3 shows:

Pitambara’s Text CheViLi Recension
P 42 Nadhayah/Nathayah CheViLi 43 (P 43) Rohayah
Vasalakasya (¢)7* CheViLi 75 (P 74) Candraputtikayah
P 86 Prahatayah/Prahrtayah CheViLi 89 (P 87) Prthvyah
P 87 ‘Potasya’”* CheViLi go (P 88) Puttisassa
P 88 Revayah CheViLi 91 (P 89) Revatyah
P 89 Gramakutasya CheViLig2 (P 9o) Gramakuttikayah
P 90 Revayah CheViLi 93 (P 91) No name
tasyaiva (3)7 CheViLi 138 (P 132) Gramakuttikayah
Table 10.3: Corresponding Women Author’s Names in W, and the CheViLi
Recension

These ascriptions provide some evidence that women poets contributed to the
anthology. This is of interest not least of all because of the frequently made ob-
servation that the voice we hear in the poetry is predominantly female.”* We can

only speculate about the details concerning the correlation between the fictive

7'The attribution at P 73, where we would expect to find a match to the CheViLi’s Candra-
puttika, is to Vasalakasya.

7*Potasya is not feminine. Though Potasya looks as though it might have been a corruption
of a feminine ending, it is more likely a variant of Puttisassa.

The attribution at P 131, where we might expect to find a match to the CheViLi’s Gra-
makuttikaya, is to tasyaiva (éélikasya).

74See Warder, 1974, p. 189: ‘...it is almost always women who love in these lyrics, who experi-
ence the emotions which inspire the sensitive experience in the reader or listener to the song...’
Mirashi (1981, p. 183) writes that in the poetry the ‘delicate feelings of men and women are ex-
pressed not by men but by women themselves.” See also Winternitz, 1920, Jha transl. 1963, p. 124
000, who quotes A. Wilbrandt (1900) on the preponderance of female voice in the Gathas.
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voice of the poetry and the presumed gender of at least some of its authors.”

Three Recensions of the Gahakosa Arranged into Topical

Sections

Tieken (1978, p. 112f.) observes that two Sattasai recensions in which the Gathas
have been organized into topical sections by later redactors, the Sadharanadeva
recension (S), called the Muktavali (60 vrajyas), and Tieken’s First Telinga recen-
sion (T, 23 paddhatis and also uses Satakas),’”® follow a similar tradition to that of
the SRK in regard to the way in which their sections are ordered. Tieken notes
that the three collections begin with a section of verses praising the Gods; S and
the SRK then have a section of poems describing the seasons of the year (this
is at the end of T); S and T then have sections on poetical devices; and all three

have in the same order, a section on love quarrel, separation, the sa#/, and the asati.

If we also consider the Vala, T is similar to the VzLa in that its sections on
seasons are at the end of the £4ma section. Even more similar are the first pad-
dhatis of a third recension of the Sattasai, the Gathamuktivali (GM). This collec-
tion, which includes Skandhaka stanzas from the Setwbandbha and stanzas from
other sources,”” also shares certain section titles in common with the SRK and
the SUK that we do not see in the Vala.7®

Warder (1974, p. 189) compares the Sattasai Gathas to the Thera and Therigithis, suggests that
they go back to a folk poetry possibly authored by women. He writes: ‘it is noteworthy that, in
the great majority of verses, it is women who are represented as the speakers; though we cannot
say how many were authentic folk songs, which might have been composed by women, and how
many were imaginatively and rhetorically cast in that form by more sophisticated poets, either

men or women.’

75T is unusual in that it also divides the poems into fatakas.

77See Bhayani, 1993. A Ms of the GM exists in the L.D. Institute of Indology.

78The titles of the GM’s paddhati’s are: Hara, Krsna, Sujana, Durjana, Mmmvfi, Rijacitava, Niti,
Diina, Anydpadesa—which has the following subsections: Hasti, Gopa, Haripa, Sunaka, Kapi, Bhra-
mara, Narmada, A:'o/{’ﬂ/, Pitala, Prakirna—followed by the Sadrtuvarnana—7Vasanta, Grisma, Varsa,
Sarat, Hemanti, and Sisira—followed by Saryastamana, Sandhyi, Timira, Candrodaya, and Strivi-

pavarnana. Sirydstamana, Sandbya, Timira, Candrodaya include almost exclusively verses from the
Setubandba. Bhayani believes that the GA is based in part on S. The author notes that the GA£ has
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much in common with Weber’s R recension, and hence with the CheViLi recension.
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When juxtaposed next to the poetic worlds of the SRK and the SUK, the Prakrit
Gabakosa appears distinctly different. Whereas the medieval collections extoll re-
finement, order, structure, a coherent moral worldview, and virtuous abstemious-
ness, the Gahakosa appears, by comparison, natural, disordered, unstructured,
unprincipled, humorous, and overwhelmingly amorous.” Commentators tell us
that it belongs to the sphere of 44ma, the lowest, most limited goal of man, ren-
dering it and the pursuits it purportedly celebrates, by certain accounts, infe-

rior.

To overcome these perceived deficiencies, the Sanskrit anthologies adopt what
I argue are relatively ordered, coherent systems. As I have suggested, this move
can be seen as part of the larger Sanskritic drive to give order to complex material,
to catalogue and contain such material, to show its conduciveness to the goals
of life, and ultimately to impose some level of control on and help shape these
goals. We might speculate that this organizational drive is, in some of the more
extreme forms it assumes in the medieval anthologies, motivated by a fear of loss
of control. In these more extreme forms it may even, to a certain degree, reflect
an inward looking vision assumed periodically in response to political exigencies.

»Given the Sattasai’s fame in eastern India in the medieval period, Vidyakara, the compiler
of the Subbasitaratnakosa, unquestionably knew the anthology. It is likely that his collection and
those that follow it were composed at least partly in response to the Sattasai. On the GK’s fame in
eastern India in the medieval period, ¢f. Govardhana’s /{Uﬂmpm.r'aﬁ. Atvs. 52, Govardhana writes
that he has ‘brought Prakrit language to Sanskrit, just as Baladeva carried the Yamuna river to
the heavenly realm: vani prakrtasamucitarasi balenaiva samskrtam nita | nimnanuripania kalindakanyeva
gaganatalam [[ The earlier Kashmiri tradition in which the Gathas were praised as prime examples
of dhvani would also have helped to secure the fame of the anthology.
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However, the question of why the Gazhakosa takes the form it does, and why
the Prakrit poets of the Satavahana era chose to compose the poetry they did,
is less easy to answer. Why does the compiler eschew systematization? Why are
so many Gathas, but by no means all, expressed from the perspective of female
characters? Why do they describe rustic settings¢ Above, I argue that the struc-
ture of the anthology contributes to the element of surprise that is intrinsic to so
many of the Gathas and to the aesthetic they celebrate. But from there we might
ask why surprise is important. One answer to this may be found in the emerg-
ing narrative of the Satavahana Empire as an outward looking, multilingual, cul-
turally diverse domain, engaged in active maritime trade.3° Perhaps the empire
and the poets it seems to have supported were more open to new ideas, to newly
emerging horizons, and less worried about reframing and refining tradition. An-
other part of the answer might be found in the Gahakosa’s concurrent literatures
and philosophical systems.

We must pause to consider the inscription of gendered voice in the antholo-
gies. It goes almost without saying that the Sanskrit anthologies are overwhelm-
ingly inscribed with male voice and that they direct themselves towards a male
audience. It is true that within the Sanskrit collections we occasionally hear from
female speakers. They sometimes participate in symbolic power and privilege in
that they are shown to have the ‘capacity to look creatively, speak authoritatively,
and capture and coerce the speech of others.’® Yet, as it is primarily within the
morally ambiguous 4sati and Dati sections that such female characters are given
a prominent voice (see also the AManini and Ditikopalambba, and Samaptanidbu-
vanacibna Vrajyas) it is difficult to say that they wield much power within the
SRK or the SUK. By contrast, within the Gahikosa female voice is inscribed in a
far wider range of situations and circumstances. We may look at GK Gathas in
the Vala’s Sajjana (196, 258), Dujjana (232), and Sugghana, and Sai wz]jds,gz and
other GK Gathas that proceed in a similar manner. In addition to these straight-
forward ethical statements, which are conformable to the conventional moral-
ity celebrated in the medieval anthologies (some of which explicitly limit female

80Gee Ray, 1987.
81Silverman, 1988, p. 31.

82 Also included here would be the GK Gathas in the Mitta, Neba, Sihasa, and Sugharini vajjas.
Unlike in the VzLa, within the GK these Gathas are more readily inscribed with female voice.
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power), the GK also grants female speakers the capacity to view and capture, in a
creative and at times almost documentary-like manner, the lives of others. Why
the authors chose to invoke female voice in this manner, what it signified for
them, and what it signified for the GK’s later audiences bears further considera-
tion. Warder suggested that the Gahikosa goes back to a folk poetry. It would be
reductive to claim that the GK is unmodulated Satavahana-era women’s folk mu-
sic. To a large extent the anthology and its contents have been filtered and shaped
by a particular courtly male subjectivity, but I would suggest that nonetheless, it
carries and has retained, perhaps purposefully, something of this character.
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