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Preface

Shringara literature in Sanskrit and Hindi classics has a unique
place in world literature. Shringara refers to love as represented in
literature. Nayaka is the hero or lover. Nayika is the heroine or
woman who is loved. Nayikas are classified according to their age or
experience, their physique and talent.

Shringara literature has its roots in Bharata’s Natyashastra, a
treatise on dramaturgy, which dates back to 100 B.C. to second century
A.D. It deals with the doctrine of rasa or flavour, and bhavas or
emotions. Then follows a subtle classification of women, according to
mood, sentiment and situation called Nayika-bheda. The eight-fold
classification of heroines is given, and female messengers, their qualities
and functions are described.

Jayadeva, the court poet of Lakshmanasena (A.D. 1179-1205),
wrote the Sanskrit poem, the Gita Govinda, in which he described the
love of Radha and Krishna in all its stages. Here Radha is the Nayika,
and Krishna is the Nayaka.

Eastern India became an important centre of Radha and Krishna
cult in the fifieenth century. Vidyapati (fl A.D. 1400-1470) the poet
of Bihar wrote in the sweet Maithili dialect on the loves of Radha and
Krishna. A contemporary of Vidyapati was Chandi Das (fl A.D. 1420)
who lived at Nannura in Birbhum district of West Bengal. In his
Krishna Kirtana, Chandi Das describes the love of Radha and Krishna

in different phases.

Following the same tradition Bhanudatta, who belonged to Tirhut
in Bihar, wrote his Rasamanjari, or Bouquet of Delight, in the fifteenth
century. In Rasamanjari, the subject of Nayika-bheda is treated for
its own sake for the first time in Indian literature. Rasamanjari has a
unique place in Sanskrit love poetry. In the close of the sixteenth
century, it provided the base for the Rasikapriya of the Hindi poet,
Keshav Das of Orchha, which contains a more elaborate classification
of Nayikas and Nayakas, and their moods and feelings.
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It is surprising how the Rasamanjari did not attract the attention
of the British orientalists, who assiduously translated so many Sanskrit
classics. It is the studies of Indian miniature paintings and their texts,
which drew the attention of scholars to this delightful poem in the
current century. The pioneer of studies in Indian miniature paintings,
Dr Ananda K. Coomaraswamy, recorded eight paintings of the Rasa-
manjari in Basohli style (or Jammu, as he called it) in 1926. However,
he could not relate them to the Rasamanjari. Hirananda Shastri in
1936 read the colophon of series of paintings and discovered that the
text of these paintings relates to Bhanudatta’s Rasamanjari.

As a translation of the Rasamanjari in English was not available,
scholars of Indian miniature paintings gave imaginary interpretation
of the scenes shown in the paintings. In a painting, a cat and a rat are
shown on roof-top below which the Nayika is sitting along with her
Sakhi. The cat was interpreted as Krishna, chasing the rat, who
was Radha. It is for the first time, a complete translation of the
Rasamanjari has been provided, and it leaves no room for fanciful
interpretation of animals or human beings depicted in paintings.

The Rasamanjari is a long poem. It is only for convenience of the
reader that the text has been split up into nineteen chapters. In this
book we relate 87 paintings to the text.

Collection of photographs of paintings which were scattered in
collections of private collectors and museums was an arduous task. We
are grateful to late Dr W.G. Archer, Keeper Emeritus, Victoria &
Albert Museum, London, and the Keeper, Indian Section, Museum of
Fine Arts, Boston, for providing photographs of the Rasamanjari
paintings in their collections. We also acknowledge the help given by
the Curator, Dogra Art Gallery, Jammu; Partap Museum, Srinagar;
Chandigarh Museum; National Museum, New Delhi; Bharat Kala
Bhavan, Banaras; Seth Kasturbhai Lalbhai, Ahmedabad; and Professor
J-K. Galbraith in allowing the reproduction of photographs of paintings
of the Rasamanjari in their collections. We further record our gratitude
to Mr F.S. Ajjazuddin for providing photographs of the paintings of
the Rasamanjari in the collection of Lahore Museum and Pakistan
Museum, Karachi.
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This Bouquet of Delight of Bhanudatta illustrated with delightful
paintings in Basohli and Nurpur styles of Pahari paintings will provide
joy to many persons who will savour the sensuous beauty of Bhanu-
datta’s poem and its rendering in painting by the artists of the Punjab
Hill States.

M. S. Randhawa
S. D. Bhambri
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CHAPTER I

Bhanudatta’s Rasamanjari

India has had a tradition of love poetry since the time of the
Vedas. In Bharata’s Natyashastra, a treatise on poetics and dramaturgy
dating almost to the Ist century B.C., the theme of the Eight Nayikas
is clearly mentioned. In Natyashastra as well as other early Sanskrit
works the theme of Nayika-bheda is however treated as incidental
to other subjects. It was in Bhanudatta’s Rasamanjari that the subject
of Nayika-bheda was treated for its own sake for the first time.

Bhanudatta belonged to Tirhut in Bihar and flourished in the
close of the fifteenth century. In the last verse of Rasamanjari, num-
bered 138, Bhanudatta mentions that he was the son of the poet
Ganeshwara, a resident of the city of Mithila.

Rasamanjari is an important record of the social life of the upper
classes in India in the close of the fifteenth century. It reveals an ease-
loving society in which plurality of wives was common. Most of the
piquant situations described by Bhanudatta arise when the Nayaka tries
to make love to his favourite without exciting the jealousy of the
other. Apart from being a record of social life Rasamanjari also reveals
the spiritual aspiration of the Hindus in the age. From its pages we
learn how Krishnaism, the cult of a loving God, was finding popularity
among the people.

From the sixteenth century onwards Nayika-bheda became the
favourite subject of Hindi poets. The most celebrated among them was
Keshav Das who flourished about A.D. 1580. His home was in Tehri
in Garhwal State and he migrated to Orchha in Central India. His
Rasikapriya is obviously based on Bhanudatta’s Rasamanjari. Keshav
Das, however, illustrated the various types of Nayakas and Navikas
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with examples derived from contemporary life. In this work Krishna is
the Nayaka and Radha is the Nayika. In some verses Shiva is the
Nayaka and Parvati the Nayika. In few Rama is the Nayaka and Sita
is the Nayika. Though it has a remote religious flavour, Rasikapriya
was written for the enjoyment of a prince with a large harem. Hence the
subtle classification and analysis based on situation, moods, and phy-
sical traits of women.

In due course Moslem rulers also acquired taste for this type of
literature. The next Hindi work of importance is Sundarasringara
written by Sundar Das, court poet of Shah Jahan in A.D. 1631.

In the latter half of the seventeenth century Akbar Shah wrote
Sringaramanjari in Telugu. The work is based on Rasamanjari of
Bhanudatta and a commentary on it called Amoda. The patron was
Abdul Hasan Tana Shah, the king of Golconda, a liberal-minded ease-
loving Muslim who enjoyed mixing with his Hindu subjects and partici-
pated in their festivals. A translation of Sringaramanjari in English
has been provided by Raghavan in a monograph entitled Sringara-
manjari by Saint Akbar Shah.

Paintings of the Rasamanjari

In the seventeenth and eighteenth centuries Rasamanjari became
a favourite text with the rulers of Rajasthan and the Punjab hill states.

A series of paintings based on this text were painted for Raja Kirpal
Pal of Basohli.

Coomaraswamy published two paintings of the Rasamanjari in
‘Rajput Paintings’ (1916), viz., Plates XXVII A and B from his own
collection which he described Pahari (Jammu). The first one he described
as Virahini and the second as Abhisarika Nayika. He assumed that
Plate XXVII B related to Keshav Das’s Rasikapriya.

In addition to the two paintings mentioned above, Coomaraswamy
recorded eight more paintings in the Catalogue of the Indian Collections
of the Museum of Fine Arts, Boston, Part V, Rajput Paintings (1926).
He could not relate them to Rasamanjari and merely states: ‘Evidently
from an extensive series illustrating some treatise on Nayika-bheda.
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The numbering of the folios represented ranges from 15-133. The
series is characterised by strong colour with red borders onto which the
picture intrudes.’* He also mistranslates some of the inscriptions.

The discovery that this set of paintings relates to Bhanudatta’s
Rasamanjari was made by Hirananda Shastri in 1936. Shastri also
established that Basohli was the provenance of these paintings, and the
patron was Raja Kirpal Pal of Basohli (A.D. 1675-1694). The painting
which bears the colophon illustrates verse 136 of Rasamanjari describing
“Sakshat-Darshan” (Fig. 81), and is now in the Bharat Kala Bhavan,
Benares. The translation of the inscription on the colophon as provided
by Shastri is as below:

“In order to see the creation of God and to realise the hollow-
ness of the world this (Chittarasamanjari), containing many
pictures (which are) the wealth (i.e., creation) of mind, was
caused to be prepared by Raja Kirpal Pal. (It was completed)
on the auspicious day, the seventh tithi of the bright fortnight
of Magha in the Vikrama year (which is) counted by the eyes,
the arrows, the sages and the moon, i.e., 1752, in the town
called Visvasthali (the modern Basohli) which lies on the
beautiful banks of the Airavati (the modern Ravi), by
Devidasa who is well-versed in the art of painting.”’**

After Coomaraswamy and Hirananda Shastri, the next scholar
who studied the Rasamanjari paintings is W.G. Archer. Discussing
the theme of Basohli paintings and the work of Basohli artists in
Loves of Krishna (1957), Archer observes—‘Their greatest achieve-
ments, however, were two versions of Bhanudatta’s Rasamanjari, one
of them completed in 1695, shortly after Raja Kirpal Pal’s death, the
other almost certainly fifteen years earlier. The text in question is a
treatise on poetics illustrating how romantic situations should best be
treated in Sanskrit poetry—the conduct of mature mistresses, experi-
enced lovers, sly go-betweens, clowns or jokers being all subjected to
analysis. The subject of the text is secular romantic poetry and
Krishna himself is never mentioned. Nonetheless, in producing their

*Coomaraswamy, A.K.—Catalogue of the Indian Collections of the Museum of Fine Arts,
Boston, Part II Rajput Painting, p. 170.

**Shastri—Indian Pictorial Art as Developed in Book Illustrations, p. 9.
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illustrations, the artists made Krishna the central figure and we can
only conclude that eschewing the obvious Rasikapriya, Raja Kirpal
Pal had directed his artists to do for Sanskrit what Keshav Das had
done for Hindi Poetry—to celebrate Krishna as the most varied and
skilled of lovers and as a corollary show him in a whole variety of
romantic and poetic situations. As a result Krishna was portrayed in a
number of highly conflicting roles—as husband, rake, seducer, para-
mour and gallant.”*

Archer’s inferences regarding the dating of paintings of Rasa-
manjari we will discuss later on. As a complete translation of the
text of Rasamanjari was not available, his remark, that Krishna is not
mentioned by name in the verses of Rasamanjari, is based on surmise.
There are eleven verses in the Rasamanjari, viz , 29, 41, 61, 86, 94, 96,
99, 102, 119, 125 and 136, in which Krishna is mentioned by name. In
some of these Radha is also mentioned as the Nayika.

The Rasamanjari opens with a prayer to Shiva (verse 1) and in
verse 16 Shiva and Parvati are again mentioned. The artist who
painted the Basohli'Rasamanjari of the Dogra Art Gallery, Jammu
and other related collections usually depicts the Nayaka as Krishna
even where his name is not mentioned in the text, and only in very
few illustrations the Nayaka is a common mortal. On the other hand
in the Nurpur Rasamanjari the Nayaka is depicted as a young man

with moustache and shaven chin or a bearded gallant and only.in a
few as Krishna.

In 1958 Karl Khandalavala gave a review of the existing
kn?wledge of the Rasamanjari paintings in his Pahari Miniature
Painting. He dates Kasturbhai Lalbhai’s Rasamanjari nearabout
AD '1720 on the grounds of style and costumes. He also published a
painting of Madhya Dhira Nayika (Fig. 8) which as he mentions in
the text is from Alma Latifi collection, but in the caption he states
that it is from the Kasturbhai Lalbhai’s collection. In the study
supplement he reproduced fourteen paintings of the Rasamanjari, of
which two are from the Bharat Kala Bhavan which were originally
with Hirananda Shastri, one from the National Museum, six from the

*Archer, W.G.—Loves of Krishna, p. 105.



Catalogue of the Museum of Fine Arts, Boston, and five from the
Kasturbhai set.

Khandalavala published a note entitled ‘The Rasamanjari in
Basohli Painting’ in Lalit Kala nos. 3-4,1956-57 (actually published in
1959) in which he quoted Shastri’s translation of the colophon of the
series, and recorded twelve illustrations of Rasamanjari from the
collections of Kasturbhai Lalbhai, Bharat Kala Bhavan, Benares,
National Museum, New Delhi, and Museum of I'ine Arts, Boston. He
also provides a gist of classification of Nayakas and Nayikas based on
Raghavan’s translation of ‘Akbar Shah’s Sringaramanjari’. He further
provides a translation of the text of five Rasamanjari paintings. He
violently disagrees with Archer regarding the Nurpur provenance of
Kasturbhai paintings without giving any sound reason.

The Rasamanjari paintings reproduced here relate to three series.
The most extensive of these is distributed in the Dogra Art Gallery,
Jammu, the Museum of Fine Arts, Boston, the Victoria and Albert
Museum, London, the Central Museum, Lahore, the Chandigarh
Museum, Chandigarh, and with private collectors. The entire series
comprises 135 paintings. Rasamanjari has 138 verses out of which three
cannot be illustrated. The paintings of this series have a horizontal for-
mat, red borders with inscriptions on the top in Takri characters and
serial numbers in Takri on the left. The Sanskrit verses are inscribed on
the back in Devanagari. Very often the picture intrudes into the border.
The architecture of pavilions is characteristic, with turrets, panelled
doors, latticed windows, and plinths ending in grotesque animal heads.
The interiors of rooms have alcoves in which fruit trays, rose water
sprinklers, and flasks of wine are placed. The carpets have crude floral
designs. Another characteristic is the highly conventionalised repre-
sentation of trees out of which mangoes, cypresses, pomegranates, and
rhododendrons can be identified. The treatment of clouds, lightning
and rain is also typical. Above all, they are characterised by a charming
facial formula for women, with a rcceding forehead, high nose, and
wide lotus petal-like eyes. The women wear pearl necklaces, and some
of their ornaments are studded with shining bluish green pieces cut out
of beetle’s wings. Profuse portrayal of pearl necklaces is very charac-
teristic of this series. The clothes of men are jamas of Aurangzeb
period. Except for this, there is nothing Mughal about these paintings,

5



which have an individual style which stands out of the rest of Indian

painting.

The Rasamanjari paintings in the Dogra Art Gallery, Jammu,
were in the collection of Pahda Kunj Lal of Basohli, whose ancestors
were royal physicians to the rulers of Basohli. In 1956 Kunj Lal
presented these paintings to Bakshi Ghulam Mohammad, Prime
Minister of Jammu and Kashmir, who donated them to the Dogra Art
Gallery, Jammu. Out of this collection we reproduce thirty-five. The
senior author saw these paintings in 1957 on a visit to Basohli and
Jammu. This collection is important as it is definitely linked with
Basohli. The Rasamanjari paintings in the Victoria and Albert Museum,
London, out of which we reproduce ten, and those in the Museum of
Fine Arts, Boston, out of which six are reproduced here, all belong to
the same series and have been probably acquired from the same source.
I saw three paintings in the Pratap Museum, Srinagar, which are also
out of the same series. Fig. 25 in the collection of Prof. J.K. Galbraith
now gifted to Fogg Art Museum, Harvard University, Boston, and
paintings in the collection of Central Museum, Lahore, and the Chandi-
garh Museum, Chandigarh, are also from the same series. The senior
author published four paintings in colour from this series in his book
‘Basohli Painting’ (1959). In an article published in the Roopa-Lekha,
Vol. XXXI (1960) the senior author published ten paintings of the
Rasamanjari from the collection of the Dogra Art Gallery, Jammu, and
also provided English translation of the Sanskrit verses inscribed on
the back. The Nayika in these paintings resembles the female atten-
dants depicted in a portrait of Kirpal Pal published in ‘Basohli
Painting’. This fact taken along with the appearance of Kirpal Pal
who is shown as a middle-aged person indicates that these Rasaman-
jari paintings were very probably painted circa A.D. 1680-1690.

The second series of these paintings partly in the Bharat Kala
Bhavan, Benares, and partly in the National Museum, New Delhi,
were painted by artist Devi Das whose name is given in the colophon
and the year as A.D. 1695. In these paintings the figures are squat,
the nose is aquiline, and the facial formula is different (Figs. 67, 72 and
82). However, these paintings do not duplicate those in the first series.
Maybe they belong to the same series. Surely a number of artists
were employed to illustrate the Rasamanjari by Kirpal Pal, and hence

6



the differences in the facial formula and the treatment of landscape.

The third series comprising 31 paintings is in the collection of
Seth Kasturbhai Lalbhai of Ahmedabad, which he acquired from G.N.
Tagore of Calcutta. This series is very distinctive in style and can
easily be distinguished from the set in Dogra Art Gallery, Jammu and
in other related collections. This series was possibly painted at Nurpur
about A.D. 1730 under the patronage of Raja Daya Dhata according
to Archer. Daya Dhata figures as the Nayaka in this series. In the
collection of the Wazir family of Nurpur are a number of paintings in
which the female facial formula as well as the treatment of clouds and
architecture is very similar to that in Kasturbhai Lalbhai’s Rasaman-
jari. Out of this set we reproduce seventeen paintings. Fig. 1 in the
collection of the Raja of Lambagraon is very likely also from the same
series.
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1 PrAYER TO LOrRD SHIva; Collection: Raja Dhruv Dev Chand of Lambagraon
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Prayer to Lord Shiva

Apprehensive of discomfort to his sweetheart, Lord Shiva holds
Parvati—who is languid with excessive love—to the left portion of his
body; he extends his right foot forward on uneven ground; plucks a
flower from the tree with his right hand, and sleeps to the right on the
bed covered with a deer-skin. (1)

INTRODUCTION

Bhanudatta is composing this Rasamanjari to provide aesthetic

Joy to the minds of the multitude of scholars, as if it were honey to the |
bees. (2)



CHAPTER 11

Classification of Nayikas

The Artless, the Adolescent and the Mature

Bhanudatta classifies Nayikas into three categories, viz, one’s
own (Sviya), another’s (Parakiya), and anybody’s (Samanya).

Sviya is again divided into three types: the artless (Mugdha), the
adolescent (Madhya), and the mature (Praudha).

The Mugdha is divided into four types: Ajnata-Yauvana-Mugdha
(Nayika unconscious of her youth), Jnata-Yauvana-Mugdha (Nayika
conscious of her youth), Mugdha-Navodha (Nayika newly wedded),
Vishrabdha-Navodha (Nayika who has just begun to love and trust),
and Ativishrabdha-Navodha (Nayika with much love and trust).

The adolescent (Madhya) is divided into six categories, viz.,
Madhya-Dhira (youthful Nayika who expresses anger ironically but
remains firm in love), Madhya-Adhira (youthful Nayika who expresses
anger bitterly), Madhya-Dhiradhira (youthful Nayika who expresses
her anger ironically and bitterly), Praudha-Dhira (mature Nayika who
expresses her anger ironically but remains firm in love), Praudha-
Adhira (mature Nayika who expresses her anger bitterly), and
Praudha-Dhiradhira (mature Nayika who expresses anger ironically
and bitterly).

The mature (Praudha) Nayika is divided into two categories,
viz., Rati-Priya- Pragalbha (mature Nayika who delights in love), and
Ananda-Sammohavati-Praudha (mature Nayika excessively delighting

in love).

A Nayaka may have two Nayikas. Out of these one who is loved
more is called Jyeshtha, and one who is loved less is called Kanishtha.
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They are divided into three categories, viz, Dhira;Jyeshtha and
Kanishtha (the two Dhira Nayikas; Jyeshtha, who is loved more, and
Kanishtha, who is loved less), Adhira-Jyeshtha and Kanishtha Nayikas,
and Dhiradhira-]Jyeshtha and Kanishtha Praudha Nayikas.

10



2 CHARACTERISTICS OF Sviva NAvika (devoted wife) (3); Collection: Dogra Art Gallery, Jammu
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Characteristics of Sviya Nayika (devoted wife)

In a high-born woman, curiosity is confined within the corners of
her eyes, and her smile stays on her lower lip. Her voice is meant to
reach only her beloved’s hearing; and, if ever anger rises in her, it is
only to get drowned in her mind. (3)
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Mugdha Nayika (young and artless)

Ordained by Kamadeva, the King, to reside for a long time in
the body of the doe-eyed Nayika, her youth has resolved to worship
her Lord at an auspicious moment with all the rituals of love. For
this purpose, her eyes have invited the tremulousness of the Khanjana
bird, her face the radiance of the moon, and her speech the sweetness
of the waves of the nectarous sea. (4)
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3 AJINATA-YAUVANA-MuGDHA (Nayika unconscious of her youth) (5); Collection: Dogra Art Gallery, Jammu
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Ajnata-Y auvana- Mugdha (Nayika unconscious of her youth)

Youth has come unknown. The Nayika with moon-like face
stands drying herself beside the pool. Her full-blown eyes look like
lotuses in the reflection, and thinking that perhaps the flowers have
stuck to her ears, she moves her hands to brush them away. Next her
eyes drift to the downy hair on her person which she mistakes for algae
and tries to wipe off. Her hips feel heavy, and in virginal innocence she
asks her companion again and again, ‘Can it be that I am tired?’ (5)

13



4 JNATA-YAUVANA-MuGDHA (Nayika conscious of her youth) (6); Collection: Dogra Art Gallery, Jammu
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Jnata-Y auvana-Mugdha (Nayika conscious of her youth) Sakhi to Nayika

“O lotus-eyed beauty! Who will be the lucky one to imprint
nail-marks on your blissful, well-grown bosom—as if to decorate Lord
Shiva’s mop of hair—with the crescent moon?”’ (6)
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$ MucGpHA-NAVCDHA (Nayika newly wedded) (7); Collection: Dcgra Art Gallery, Jammu
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Mugdha-Navodha (Nayika newly wedded)

Drawn gently to the bed and locked in loving arms, the new
bride out of modesty struggles to free herself. I believe it is as difficult
to win over a new bride as it is to hold quicksilver steady on the
palm. (7)
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Vishrabdha- Navodha (Nayika who has just begun to love and trust)

A separaled lover to himself

“Who can be the (lucky) youth, whom the newly-married Nayika
approached and with whom she sleeps with half-closed eyes, with one
hand on her breasts, the other on the knot of the cord of her lower
garment and her thighs tightly pressed together?”’ (8)
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Collection: Dogra Art Gallery, Jammu

6 ATivisHrABDHA-NavoDHA (Nayika with much love and trust (9);
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Ativishrabdha-Navodha (Nayika with much love and trust)

The modest Nayika is in a dilemma. To fall asleep is to lose
sight of the adored one; to remain awake is torisk physical possession.
Faced with this dilemma, she tosses restlessly on the bed. (9)
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7 RATI-PRIYA-PRAGALBHA (Mature Nayika who delights in love) (10); Collection: Dogra Art Gallery,
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Rati-Priya-Pragalbha (mature N ayika who delights in love)

The fugitive night flees as the lover busily consummates one love-
rite after another—now sucking the nether lip (red like the Bimba fruit)
touching the bosom, hugging the neck, loosening the braid, and remov-
ing the last veiling garments. Drowsily he asks if the sun has risen.
The Nayika, lest the morning should bring the love-play to a close,
hastily covers the lotuses in her ears with the hem of her garment, so
that their opening may not announce the day. (10)
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Ananda-Sammohavati-Praudha (mature Nayika excessively
delighting in love)

Nayika to Sakhi

O Sakhi! I noticed the scratches on my bosom, the bites on my
lower lip, the falling apart of my garland of maulashri flowers, and the
shattering of my pearl-necklace only after the love-game. Where was
gone my recollection of your advice about the proprieties of love-

sport? (11)
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8 MaDHYA-DHIRA NAvIkaA (youthful Nayika who expresses anger ironically but remains firm in love) (12)
Collection: Alma Latifi, Bombay.
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Madhya-Dhira (youthful Nayika who expresses anger ironically but
remains firm in love)

Nayika to unfaithful Nayaka

“My darling, you appear to be coming from a bower full of a
swarm of agitated bees, for your hot streaming perspiration afflicts you.
I wish to comfort your limbs with this fan of lotus leaves™. (12)

The swarm of agitated bees are o

ther women to whom the unfaithful lover has been making
love.
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Madhya-Adhira (youthful Nayika who expresses anger bitterly)
Nayika to unfaithful Nayaka

“You did not sleep the whole night, but redness is in my lotus
eyes. Sweet wine (of love) was tasted by you to your heart’s content,
but, contrarily, it is my mind which is agitated. You gained the
Shriphala* in the green bower crowded with hovering bees, but Kama-
deva is piercing me with flaming arrows”. (13)

*This is suggestive of the other women’s bosom.
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Madhya-Dhiradhira (youthful Nayika who expresses her anger ironically
and bitterly)

Nayika’s taunting remarks to Nayaka who is suspecled of wooing another woman

“You are well-versed in the art of pleasing your sweet-hearts.
You are charming, you are my lord and you are glorious in your
youthfulness”.

Thus saying, the sweet-eyed Nayika sighed deeply and looked at
her beloved’s face from the corners of her tear-laden eyes. (14)
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9 PRAUDHA-DHIRA (mature Nayika who expresses her anger ironically but remains firm in love)

ster =

AT qeT AAH T e gararrsgHr frey

TING T 7 A7 IRAT FrOqFITHAIT |

T FasTadite! 2! wiger Mo

qEATRE, T I qgAL FAta anfq femam n gy
The guilty Nayaka tries to amuse his Nayika who is lrying to hide her anger
Nayaka to Nayika

“My sweet-heart, you are fair like the inner leaf of Ketaki. You

are hesitating to sit on my bed and to speak gently to me. You are
even avoiding to look towards me, on the pretext of showing anger to

your servants. You are doing all this to conceal your anger, for other-
wise why does your Sakhi smile obliquely”. (15)

Ketaki is Pandanus odoratissimus which produces fragrant spathes during rains. Its tender
sword-like leaves are white.
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10 PrAUDHA-ADHIRA NAYIKA (mature Nayika who expresses anger bitterly) (16); Collection: Dogra Art
Gallery, Jammu.
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Praudha-Adhira (mature Nayika who expresses anger bitterly)

When the daughter of the King of Mountains (Parvati) saw her
reflection in the Moon on Lord Shiva’s forehead, she mistook it for
another Nayika sporting with the Lord. So in anger she raised her
trembling hand, adorned with glittering bracelets, to reproach her

lord. (16)
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11 PRAUDHA-DHIRA-ADHIRA (mature Nayika who expresses anger ironically and bitterly) (17); Collection:
Dogra Art Gallery, Jammu.
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Praudha-Dhira-adhira (mature Nayika who expresses anger ironically
and bitterly)

When the lover drew near her bed, the deer-eyed Nayika turned
her face away. When she heard him imploring in a heavy and agitated
voice, she smiled a little, and her cheeks became flushed. But as he
took hold of her hand, she—with eyes wide open (with rage)—cast
upon him a glance, which possessed the profuse brilliance of the rays
emanating from the back of a fish dipped in molten lac. (17)
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Jyeshtha, who is loved more, and Kanishtha,
who is loved less) (18); Collection: Dogra Art Gallery, Jammu.
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Dhira-Fyeshtha and Kanishtha (the two Dhira Nayikas; Jyeshtha, who is
loved more, and Kanishtha, who is loved less)

When the Nayaka raising his head, saw both of his lotus-eyed
beloveds sleeping together in one bed, one of whom was veiling her
face, he stealthily drew near the other, and er sari and
thus roused her from sleep. (18) : a2
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Adhira-Jyeshtha and Kanishtha Nayikas

Seeing both his beloved Nayikas red with anger, the Nayaka sent
the elder one, whose face was down-cast, to the thick forest to fetch
flowers. He then, embraces the younger one wearing a shining garment
and with an attractive face who looks at him with drowsy eyes and a
smile on her moist lips. (19)
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13 DuirADHIRA (Jyeshtha and Kanishtha Praudha Nayikas) (20); Collection: Dogra Art Gallery, Jammu.
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Dhiradhira Jyeshtha and Kanishtha Praudha Nayikas

To please both the Nayikas—the cunning Nayaka held two
shining and beautiful jewels in the palms of his hands. He gave one
to the elder one, and, on the pretext of handing over the second to

the other, enjoyed the touch of her bosom. (20)
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CHAPTER III

Parakiya Nayika

Nayika who is in love with another man

Bhanudatta classifies Parakiya nayikas into eleven categories
according to their intelligence, discovery of their love affair by others,
etc.

The first two categories are Parodha and Gupta. Parodha is
a married Nayika who is in love with another man. Parakiya Gupta is
one who conceals evidence of her meeting with her lover.

Another two categories are the clever Nayikas. The one who is
clever in speech is Vag-Vidagdha-Parakiya. The one who is clever in
deed, is Kriya-Vidagdha Nayika. Parakiya Nayika whose love has
been disclosed is called Lakshita-Parakiya Nayika. The Nayika who has
a large number of lovers is called Kulata. The Nayika whose meeting
place has been destroyed is called Anushayana Prathama Nayika. The
Nayika who is sad on account of her future meeting place having been
destroyed is designated as Dvitiyanushayana Nayika-Parakiya. Nayika
who is sad at being unable to reach the meeting place is called
Tritiyanushayana-Parakiya Nayika. The Nayika who is happy at the
prospect of fruition of love is called Mudita Parakiya Nayika. An
unmarried Nayika who is in love with another person is called
Kanyaka. A Nayika who loves for the sake of money is called Samanya
Vanita. A Nayika who is cheated by her messenger girl is called
Anya-Sambhoga Dukhita Nayika.
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14 PArODHA PaRAKIYA (married Nayika who is in love with another man) (21); Collection: Dogra Art
Gallery, Jammu.
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Parakiya Parodha (married Nayika who is in love with another man)

Nayika to Sakhi

O Sakhi! This arbour on the bank of the Reva is a befitting
place for propitiating Kama. The breeze is fragrant with the odour
of half-blown cardamom flowers. This rainy season which brings forth
new clouds laden with rain is a blessing.

“O Sakhi! My heart is under another’s control and longs to give
itself up to unspeakable pleasures”. (21)

29



PSRN S A Y
Agmaun ll"l nn‘

B s e

15 PARAKIYA GUPTA (Parakiya Nayika who conceals evidence of meeting with her lover) (22); Collection:
Victoria and Albert Museum, London.
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Parakiya Gupta (Parakiya Nayika who conceals evidence of meeting
with lover).

Nayika to Sakhi

“O Sakhi! My mother-in-law may get angry, my friends may
become hostile to me, and sisters-in-law may slander me; but I shall not
sleep again in that house where the cat, suddenly pouncing in her
attempt to attack a mouse coming out of a hole in the corner, scratched
my body with her sharp nails”. (22)
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16 VAG-VIDAGDHA-PARAKIYA NAYIKA (clear in speech) (23); Collection: Kasturbhai Lalbhai.
Ahmedabad.
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Vag-Vidagdha-Parakiya Nayika (clever in speech)

“O traveller, the sun being piercingly hot today, it is proper for
you to rest on the bank of the river, adorned with rows of jasmine

creepers entwining tamala trees’. (23)

Tamala— Cinnamomum tamala, an evergreen tree with a dark trunk and fragrant leaves. The
reference by the Nyaika to Tamala trees entwined with jasmine creepers is an invitation for
love-making.
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17 KrivyA-VIDAGDHA NAYIKA (clever in deed) (24); Collecticn: Victoria and Albert Museum, London.
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Kriya-Vidagdha Nayika (clever in deed)
A Sakhi to another

“In the winter season, her husband having bidden the servant to

cut the ‘ber’ tree, the doe-eyed Nayika dropped the axe into the water”’.
(24)

The implication is that the ‘ber’ tree was the place of rendezvous for the Parakiya Nayika
which she did not like to be destroyed.

This painting has been reproduced in colour in Barrett and Gray’s ““Painting of India”,
p- 103.

Ber—Zizyphus jujuba—a thorny trce which bears delicious plum-like fruit in March.
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18 LAKSH!TA-IPARAKIYA NaYIKA (whose love has been disclosed) (25); Collection: Victoria and Albert
Museum, London.

afear

73 ¥ ag 4 45 AT 71 JAC
Tgwata qgwafa ar fAeaEaa Frsfr ayqaTaTE: 1 Y

Lakshita-Parakiya Nayika (whose love has been disclosed)

A Sakhi who knows the Nayika’s secret, speaks to her thus in jest :

“What was to happen has happened; what is to happen will
happen; and what is happening is also happening. Any effort on your
part at concealment is therefore useless.” (25)
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Kulata Nayika (the Immoral Nayika)

Nayika complains :

“These clouds rain drops of water; they do not rain men. These
mountains give birth to new plants but do not produce young men.
The trees of the three worlds bear various kinds of fruits but not

Nayakas. O God! I bemoan helplessly, for you have done nothing for
me.”’ (26)
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19 ANUSHAYANA-PRATHAMA NAYIKA (who is sad on account of her meeting place having been
destroyed)(27) ; Collection : Partap Museum, Srinagar.
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Anushayana-Prathama Nayika (who is sad on account of her meeting place
having been destroyed)

The sweet-eyed Nayika turned pale like the leaves of a palmyra

tree when she learnt that the clove creepers, which grew at her trysting
place, had shed their leaves at the advent of the month of Chaitra. (27)
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Duitiyanushayana-Parakiya Nayika (who is sad on account of her future
meeting place having been destroyed)

A Sakhi consoles Nayika :

“O slender girl! Don’t be distressed if there are no longer any
forests of trees covered with tender leaves, shaken by young pigeons

and inhabited by drowsy pairs of peacocks. Pray, go and meet your
beloved one in his house.” (28)

The Sakhi’s advice is sound and practical,
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20 TRITIYANUSHAYANA-PARAKIYA NAYIKA (who is sad at being unable to reach the meeting place) (29);
Collection: Kasturbhai Lalbhai, Ahmedabad.
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Tritiyanushayana-Parakiya Nayika (who is sad at being unable to reach
the meeting place)

Radha’s eyes were filled with tears (with remorse at not having
kept the tryst) when she saw Lord Krishna wearing mango blossoms
in his ears and his cheeks yellow with pollen (which was the proof of
his having been to the proposed meeting-place). (29)
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Moudita-Parakiya Nayika (Nayika happy at the prospect of fruition of
love) (30)

On learning that her husband lived at the cowshed, that her
nanad* was deaf and deorani** blind, the young Nayika was excited with
Joy and her bodice well-nigh burst by the pressure of her swelling
bosom.

*Husband’s sister.
**Wife of husband’s younger brother.
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KANYAKA (unmarried Parakiya Nayika) (31); Collection: Dogra Art Gallery. Jammu.
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Kanyaka (unmarried Parakiya Nayika)

Her necklace swung to one side, her eye-brows straight, smiling
from a corner of her mouth, the radiance of her agitated eyes streaming
from the corners, and with the drooping lotus flower in her ear touch-
ing her arm, the Nayika is looking at some fortunate youth, while
pretending to scratch her cheek with a finger, adorned with a ring
studded with a glittering jewel. (31)
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22 SAMANYA VANITA VASAKASATIA NAYIKA (courtesan) (32); Collection: Kasturbhai Lalbhai, Ahmedabad.
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Samanya Vanita (Nayika who loves for the sake of money)

Seeing a rich man come near her house, the doe-eyed courtesan
1s so happy and possessed by passion that her breasts seem to be
embracing each other. Her tresses are releasing tears of happiness in
the form of the flowers from the garlands decorating them, and her eyes

eager to tell the news of the advent of fortune are stretching to the
ears. (32)
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23  ANYA-SAMBHOGA DUKHITA NAYIKA (33); Collection: Partap Museum, Srinagar.
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Anya Sambhoga Dukhita Nayika (who is grieved at her beloved’s love for
another woman)

Nayika is scolding the messenger girl whom she had sent to call Nayaka :

“O girl! You do not seem to have gone to the house of my
wicked lover, but instead to the arbour; for otherwise, these ornaments
of red kinshuka flowers (or red nail-marks) would not have been seen

on your body.” (33)

Refers to nail-marks on the person of the messenger girl.
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CHAPTER 1V

Love in Separation
Pride and Obduracy, Garva and Mana
Mana is separation of lovers on account of jealousy, obduracy,
pride, impropriety of speech or conduct, or coldness. Mana may be
low (laghu), medium (madhyama), or high (guru).
A Nayika who is proud is called Garvita Nayika. The one who

is proud of her lover’s love for her is called Prem-Garvita. The one
who is proud of her beauty is called Rupa-Garvita.
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24 PReM-GARVITA NAYIKA (who is proud of her lover’s love for her) (34); Collection : Victoria and Albert
Museum, London.
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Prem-Garvita Nayika (who is proud of her lover’s love for her)

Nayika to Sakhi :

«O Sakhi! I am unable to say how lucky you are, for your lover
adorns your body with jewel-studded ornaments. But my beloved,
afraid even of a slight interruption in his gazing at me, does not so
decorate me.” (34)
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25 RuPA-GARVITA (who is proud of her beauty) (35); Collection: Victoria and Albert Museum,
London.
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Rupa-Garvita (who is proud of her beauty)

Proud of her beauly, Nayika thus speaks to her Sakhi :

“O Sakhi, how should I treat my lord who compares the beauty
of my eyes only with that of lotus flowers and the sweetness of my
speech only with that of nectar? Forbearance is my only fault.” (35)
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26 LaGHU-MANA (Nayika’s low pride) (36); Collection: Dogra Art Gallery, Jammu.
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Laghu Mana (Nayika’s low pride)
Sakhi to Nayika :

“O slim-waisted beauty! On seeing your beloved adorning
another woman, your limbs moist with drops of perspiration appear
charmingly smooth. Where is room for your indignation?” (36)
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Madhyama Mana (Nayika’s medium pride)
Nayaka to Nayika :

“Q slender girl! If on my uttering by mistake the name of
another woman, you do not regard your feeling as one of misconceived

suspicion, you should say this on oath by touching me with your
serpentine tresses.” (37)
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27 Guru Mana (Nayika’s high pride) (38); Collection: Prof. J.K. Galbraith, Harvard University,
Cambridge, U.S.A.
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Guru Mana (Nayika’s high pride)

Seeing her beloved’s forehead red with the colour of the paint
from another woman’s feet, the radiance of the corners of the eyes of
the sweet-eyed Nayika made the pearls in her ears red as rubies. (38)

The Nayika became very angry on detecting evidence of her lover’s unfaithfulness.
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CHAPTER V

Proshita Bhartrika Nayika

Nayika whose lover or husband is away

Proshita Bhartrika Nayika is a Nayika whose lover or husband is
away. Such Nayika is classified into three categories, viz. Mugdha,

Madhya and Praudha. Other two categories are Parakiya and
Samanya. -
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28 MUGDHA PROSHITA-BHARTRIKA (Mugdha Nayika whose husband is away) (39); Collection : A K.
Coomaraswamy.
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Mugdha Proshita-Bhartrika (Mugdha Nayika whose husband is away)

Though suffering the agony of separation for a long time, she
does not speak to her friends. Having made a bed of water-lilies, she
does not sleep on it out of modesty. Though her speech has been
choked with emotion—she is controlling her tears out of bashfulness.
Kamadeva alone knows the pains of separation suffered by the lotus-
faced Nayika. (39)
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29. MADHYA PROSHITA-BHARTRIKA (Madhya Nayika whose husband is away) (40); Collection:
Dogra Art Gallery, Jammu.
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Madhya Proshita-Bhartrika (Madhya Nayika whose husband is away)

Nayika to Sakhi :

“O Sakhi! The garments on my body are the same; so are the
bracelets on my wrist and the be-jewelled girdle round my waist. But
in the springtime, made beautiful by noisy bumble-bees, all these things
are now unbearable for me. What is the cause of this?”’ (40)
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30. PRAUDHA PROSHITA-BHARTRIKA (Praudha Nayika whose hustand is away) (41); Collection: Dogra
Art Gallery, Jammu.
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Praudha Proshita- Bhartrika (Praudha Nayika whose husband is away)

With the departure of her Lord Krishna, the Nayika (who has
beautiful eye-brows) has discarded her garland of lotus-petals, her
necklace of pearls and her girdle. Not only that, her armlet has
reached her wrist as if to feel her pulse.* (41)

*This is suggestive of the Nayika’s pining away.
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Parakiya Proshita-Bhartrika (Parakiya whose lover is away)

The deer-eyed Nayika accepts, with the movement of her eye-
brows, the lotus leaves offered by her mother-in-law; she does not
touch them with her hand for fear of producing the crackling sound of
dry leaves. She replies to the questions of her sister-in-law and Sakhis,

but (for fear of discovery) does not give out her breath, which is
blazing like fire. (42)

52



31 SAMANYA ProsHITA-BHARTRIKA (Courtesan whose lover is away) (43); Collection: Kasturbhai Lalbhai,
Ahmedabad.
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Samanya Proshita-Bharirika (Courtesan whose lover is away)

Sitting at the door of her house, the courtesan sheds tears from
her eyes by applying chilli-powder with the intention that her lover, on
returning from the distant country and coming to know of her heart-
felt love born of separation, will give money to her. (43)
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CHAPTER VI

Khandita Nayika

Nayika who has been wronged

Khandita is the Nayika who has been wronged by her lover or
husband. Bhanudatta classifies the Khandita into five categories.
The first three are Mugdha, Madhya and Praudha. The next two are
Parakiya and Samanya.
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32. MucprA KuaNDITA (Mugdha Nayika who has bezn wroaged) (44); Collection: National Muszum,
New Delhi.
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Mugdha Khandita (Mugdha Nayika who has been wronged)
As the newly married, beautiful-eyed Nayika wished to ask her

lord regarding the imprint of kumkum from another woman’s bosom on
his chest, he covered her eyes with his hands. (44)
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Madhya Khandita (Madhya Nayika who has been wronged)

In the morning, seeing the chest of her lord spotted with kumkum
marks from the other woman’s bosom, the Nayika neither heaves deep
sighs nor admonishes him. She washes her face with water, thus con-
cealing her tears. (45)
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Praudha Khandita (Praudha Nayika who has been wronged)
Guilty husband to his friend :

“Seeing in the morning my face coloured with the red paint of
the other woman’s feet, my wife cast her face down and remained still
as a painted picture. She did not utter harsh words, not did she let
her eyes become inflamed with anger. Instead of holding the mirror
in the palm of her hand, she put it in front of me.” (46)

56



qyHiar afear

F1d fAQ5T aaaifFasusas
gFareqar 9T 9T T ar9: |
gAE Gz @AgFgIU

gerRg? fazfay Aga=amEar: 1 ve |

Parakiya Khandita (Parakiya Nayika who has been wronged)

Seeing the imprint of another woman’s bracelets on her lover’s
neck, the Nayika did not speak harsh words, out of fear of discovery
by other people. From a distance she hesitatingly cast a side glance
on the messenger girl through flooding tears. (47)
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33. SamanyA Kuanpira (Courtesan who has been wronged) (48); Collection: Kasturbhai Lalbhai,
Ahmedabad.
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Samanya Khandita (Courtesan who has been wronged)

“O Cheat! How can you be excused by me when I see your chest
bearing red marks of some woman’s bosom? Give unto me, therefore,
the riches you had previously promised.”

So saying, the courtesan snatched the jingling bangle of gold
from the hand of the lover, whose mind was wavering. (48)
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CHAPTER VII

The Nayika Estranged by a
Quarrel

Kalahantarita

The Nayika estranged from her lover by a quarrel is called
Kalahantarita. Bhanudatta divided Kalahantarita into five categories.
The first three are based on age and expericnce, viz. Mugdha,

Madhya and Praudha. The next two categories are Parakiya and
Samanya.
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34, MuGDHA KALAHANTARITA (Mugdha Nayika estranged by a quarrel) (49); Collection: Dogra Art Gallery,
Jammu.
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Mugdha Kalahantarita (Mugdha Nayika estranged by a quarrel)

Out of modesty, the newly-wedded Nayika does not appease her
husband, nor does she say anything to her friends. But when the
Malaya* breeze blows, she feels an emptiness within. (49)

*Name of a southern mountain, covered with sandal forests.
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Madhya Kalahantarita (Madhya Nayika estranged by a quarrel)

Without telling her Sakhis about her quarrel with her lord, the
Nayika cannot relieve her misery; but her formidable modesty prevents
her. Thus, wanting to express herself and yet not to express herself
before her friends, she stays with her face downcast. (50)
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35. PrAuDHA KALAHANTARITA (Praudha Nayika estranged by a quarrel) (51); Collection: Dogra Ari Gallery,
Jammu.
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Praudha Kalahantarita (Praudha Nayika estranged by a quarrel)

Nayika is repenting for her show of anger to Nayaka after the latter had
apologised to appease her:

“O eyes! It was in vain that you became red (with anger).
O hand! Why did you threaten to assault him with the lotus-stalk?
O tongue! Why did you utter quarrelsome words? Indeed, those who
are in bad luck, cannot judge their own interest.” (51)

The Nayika repents for her harsh treatment of the lover who is shown in the painting departing
in a dejected mood.
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36. PARAKIYA KALAHANTARITA (Parakiya Nayika estranged by a quarrel) (52); Collection: Dogra Art
Gallery, Jammu.
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Parakiya Kalahantarita (Parakiya Nayika estranged by a quarrel)

“In anger I insulted and disappointed my love for whose sake
once I belittled elders, ignored assemblages of people, gave up all
patience, deserted my companions, discarded modesty considering it
worthless like straw, and took the mightly river as a mere drop of
water. O, mother! My reason was blighted, for fate is all powerful.” (52)
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37. SamanyAa KaranantariTa (Courtesan estranged by a quarrel) (53); Collection: Dogra Art Gallery,
Jammu.
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Samanya Kalahantarita (Courtesan estranged by a quarrel)
Nayika to Sakhi

“O Sakhi, there is a sign of lotus in my palm; Jupiter dominates
the house of fortune in my horoscope and good luck has been written by
God on my forehead. All these auspicious signs had fructified through
my lover. Yetupon him I let loose my temper. Cursed is my life, my
love, my conduct and my youth.” (53) '
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CHAPTER VIII

The Neglected Nayika

Vipralabdha

The Nayika who is neglected by her lover is called Vipralabdha.
Bhanudatta classifies Vipralabdha into five classes. The first three are
by age and experience, viz. Mugdha, Madhya and Praudha. The next
two are in relation to their lovers, viz. Parakiya and Samanya.
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38 MucpnaA VIPRALABDHA (the neglected Mugdha Nayika) (54); Collection: Dogra Art Gallery,
Jammu
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Mugdha Vipralabdha (the neglected Mugdha Nayika)

The new, lotus-eyed bride was taken to the bower by her Sakhis
with trickery. Seeing it empty, her mind was stricken with agitation
and she could neither stay nor leave the place. In this bewilderment,

her indignant gaze fell on the marvel of the expansive Kadamba grove,
full of frustrated bees, beyond the bower. (54)
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Madhya Vipralabdha (the neglected Madhya Nayika)

When the doe-eyed Nayika reached the lover’s tryst and did not
find him, there was an unuttered sigh on her lip, her speech to the
Sakhi was a mere half-spoken word, her eyes remained half-open, and
in her trance she could not chew the betel leaf.* (55)

*Lit. she could make a half morsel of the betel leaf.
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Praudha Vipralabdha (the neglected Praudha Nayika)

Not finding her lord in the bower, and knowing Kamadeva’s
villainy, the lotus-eyed lady made no request to the messenger girl, nor
did she say anything to her Sakhi; instead, she began praying to Lord
Shiva to save her from Kama.* (56)

*Shiva was the destroyer of Kama.
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39 PARAKIYA VIPRALABDHA (the neglected Nayika) (57); Collection : Dogra Art Gallery,
Jammu
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Parakiya Vipralabdha (the neglected Parakiya Nayika)

The slim Nayika, trampling with her feet the head of the serpent
of patience and crossing the river of modesty, thrust her way in dark-
ness to love’s tryst. When she did not find her lover there, she was
heart-broken. The thundering black clouds overhead appeared to her
like the roaring angry buffalo of Yama (the King of Death). (57)
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40 SAMANYA VIPRALABDHA (the neglected courtesan) (58); Collection: Dogra Art Gallery, Jammu
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Samanya Vipralabdha (the neglected courtesan)

Though adept in beguiling the entire lot of her lovers, the courte-
san has herself been deceived (this time) by some one with the trickery
of false words (of a promise to meet at the appointed place).

The bower, as if looking around with restless bees as its eyes,
seems to be laughing at the Nayika through its full-blown flowers. (58)
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CHAPTER IX

The Yearning Nayika

Utka

Utka is the Nayika who yearns for her lover. Utka is divided,
firstly into three categories according to age and experience, Viz,
Mugdhotka, Madhyotka and Praudhotka. The next two categories of
Utka are in relation to their lovers, viz. Parakiya and Samanya.
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41 MuGpHOTKA (the yearning Mugdha Nayika) (59); Collection: Kasturbhai Lalbhai, Ahmedabad
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Mugdhotka (the yearning Mugdha Nayika)

Her lover not having come to her, the Nayika, though suspecting
that he frequently visits another woman, does not, out of modesty, ex-
press herself to her Sakhi, nor heaves deep sighs, nor looks agitated;
only her cheeks have turned somewhat pale.* (59)

*Lit. pale like an onion
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42 MapHYOTKA (the yearning Madhya Nayika) (60); Coilection: Kasturbhai Lalbhai, Ahmedabad
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Madhyotka (the yearning Madhya Nayika)

“Did my dear Sakhi not go to call him; or has he been frightened
by snakes (on the way); or has he felt indignant on my having refused
his advances towards me?” Thus contemplating, the Nayika, with her
face like a newly-blown lotus, sheds tears, pretending pain in her eyes
as if caused by the falling pollen-grains from the yellow ketaki flowers
worn in her ears. (60)
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43 PRAUDHOTKA (the yearning Praudha Nayika) (61); Collection: Kasturbhai Lalbhai, Ahmedabad
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Praudhotka (the yearning Praudha Nayika)

In spite of the promise, Krishna did not reach the love tryst. So Radha asks the
lrees elc.
“Q brotherly bower; O friendly jasmine; O affectionate mango

trees; O motherly dark night; O paternal darkness. Be pleased to
tell me, for I ask you, why Lord Krishna bewitching as the clouds—has

not come.” (61)



43 ParAkiya UTkaA (the yearning Parakiya Nayika) (62); Collection: Kasturbhai Lalbhai, Ahmcdabad
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Parakiya Utka (the yearning Parakiya Nayika)

I drenched myself in the rain, dwelt in the dense forest, worship-
ped the god Kama with sandal paste and flowers, passed a sleepless
night and gave up may bashfulness. What penance have I not done?
And still, my Lord does not gratify my eyes with his presence. (62)



45 SaMaNvyA Urtka (the yearning courtesan) (63); Collection: Kasturbhai Lalbhai, Ahmedabad
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Samanya Ulka (the yearning courtesan)

Wondering for a long time why her lover did not come to the
bower, the Nayika, stricken with her desire for money, sheds tears. (63)

19



CHAPTER X

Nayika Waiting for Her Lover
with Bed Prepared

The Vasakasajja

The Vasakasajja is the Nayika, who waits for her lover with bed
prepared. Vasakasajja is divided into three categories according to age
and experience, viz. Mugdha, Madhya and Praudha. In the 67th
doha Bhanudatta states Praudha Vasakasajja’s desire. The next two
categories are Parakiya and Samanya.
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46 MUGDHA VAsakasaA (Mugdha Nayika waiting and preparing herself for the lover) (64); Collection:
Dogra Art Gallery, Jammu
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Mugdha Vasakasajja (Mugdha Nayika waiting and preparing herself for
the lover)

The pretty newly-wedded Nayika, with her smiling face, watches
from a distance the preparations, befitting lover’s desires, of the sleep-
ing chamber, being made by her Sakhis. While one of them is busy
making a pearl necklace shining like stars, another is fashioning a
creeper-like girdle, and yet another lighting a lamp having put in it
only a little oil. (64)
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47 MADHYA VasAkAsAaA (Madhya Nayika preparing herself for the lover) (65); Collection: Lahore
Museum, Lahore
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Madhya Vasakasajja (Madhya Nayika waiting and preparing herself for
the lover)

Eager to show her art, the Nayika prepares a garland of beautiful
Kalhara* flowers. She looks, with a slanting glance, at the door on the
pretext of looking at the paintings thereon. Pretending to excel her
Sakhis she wears new ornaments. Thus seeing the behaviour of the
lotus-eyed Nayika, Kamadeva was pleased. (65)

*A kind of white lily.
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48 PRAUDHA VAsAkAsalA (Praudha Nayika waiting and preparing herself for the lover) (66); Collection:
Dogra Art Gallery, Jammu
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Praudha Vasakasajja (Praudha Nayika waiting and preparing herself
for the lover)

The deer-eyed Nayika adorned herself with flowers and orna-
ments, scented her curly hair and put betel leaves beside her bed. Her
fair body bedecked with gold and ketaki flowers lighted up the chamber.
(66)
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49 PRAUDHA VAsAKAsAlA’s desire (67); Collection: Kasturbhai Lalbhai, Ahmedabad
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Praudha Vasakasajja’s destre

When distance parts our bodies, there is great agony of separation;

when there is union there is no chance of relishing the sweet sight of
each other’s smiling faces. (67)
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50 PARAKIYA VasakAsAwa (Parakiya Nayika waiting and preparing herself for the lover) (68);
Collection: Chandigarh Museum, Chandigarh
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Parakiya Vasakasajja (Parakiya Nayika waiting and preparing herself
for the lover)

By sweet trickery she puts her mother-in-law to sleep, covers the
flame of the lamp, and by producing sound like the cooing of pet
doves, makes a sign to her lover to come. She rolls her creeper-like
body on the bed, while the radiance of her lovely cheeks is increasing
(with excitement). Now and then she stretches out her lotus-like hands
as if to hold her lover, thinking that perhaps he is close. (68)
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51 SaAMANYA VasakasawA (Courtesan waiting and preparing herself for the lover) (69); Collection: Dogra
Art Gallery, Jammu
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Samanya Vasakasajja (the courtesan waiting and making preparation to
receive her lover)

Longings of a prostitute who prepares herself to receive her lover:

“When my lover cajoles me to remove the upper garment, I shall
ask for a saree; when he kisses me I shall demand jewels for my hair;
and on his touching my bosom, I shall request for a golden girdle.”
Thus contemplating, the Nayika scents herself with musk and sandal-

paste and cherishes every desire for the moment of union with her
lover. (69)
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CHAPTER XI

The Loyally Loved

Svadhina-patika

The Nayika who is loyally loved by her lover is called Svadhina-
patika. According to age and experience, Svadhina-patika is divided
into three categories, viz. Mugdha, Madhya and Praudha. The next

two categories are Parakiya and Samanya.
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Mugdha Svadhina-patika (Mugdha Nayika who is loyally loved)
Nayika to Sakhi:

“My waist is not slim; my bosom is not youthful; my body is not
lustrous; my hips are narrow, my gait is without languor; my gaze is
not artful; my dancing is immature; my speech is without wit; and my

laughter is not vivid. How, then, O Sakhi, does my Lord dote on me
alone?” (70)
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52 MaADHYA SVADHINA-PATIKA (Madhya Nayika who is loyally loved) (71); Collection: Dogra Art
Gallery, Jammu
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Madhya Svadhina-patika (Madhya Nayika who is loyally loved)
Nayika to Sakhi:

“Though I refuse his amorous advances and do not surrender my
modesty, yet my sweetheart does not give up close proximity of me.
What shall I do, then, O Sakhi?” (71)
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53 PRAUDHA SVADHINA-PATIKA (Praudha Nayika who is loyally loved) (72); Collection: Dogra Art Gallery,
Jammu
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Praudha Svadhina-patika (Praudha Nayika who is loyally loved)
Nayika to Sakhi:

“Lucky, indeed, are those lotus-eyed beauties whose lovers
admire their faces, leaf-like lips, speech, laughter and dancing skill.
But, how can my beloved compare me with another woman, for he has
not seen, heard or thought of one, even in dream?”’ (72)
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54 PARAKIYA SVADHINA-PATIKA (Parakiya Nayika who is loyally loved) (73); Collection: Dogra Art
Gallery, Jammu
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Parokiya Svadhina-patika (Parakiya Nayika who is loyally loved)
Nayika to Sakhi:

“Q Sakhi, how is it that my lover’s gaze—wandering in all direc-
tions and seeking me in the forest, on the street, in the house and in
the company of Sakhis—chases me unceasingly, although there are
beautiful deer-eyed damsels in every house, whose girdles, ear-rings
and golden bracelets constantly make rhythmic sound by their move-
ments.” (73)
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55 SaMANYA SvADHINA-PATIKA (Courtesan who is loyally loved) (74); Collection: Dogra Art
Gallery, Jammu
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Samanya Svadhina-patika (courtesan who is loyally loved)
Nayika to Sakhi:

“O Sakhi, there are, in every house, young damsels, the tremulous
gaze of whose eyes has the radiant beauty of lotuses growing in streams
emerging from the sea of nectar, this beauty having been caused by the

- manifestation of wondrous arts of love. But, it is strange that the young
lover gives away his wealth only to me.” (74)
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CHAPTER XII

Nayika Who Goes out to Seek
Her Lover
Abhisarika

Abhisarika is the Nayika who goes out to meet her lover. Accord-
ing to her age and experience she is divided into three categories, viz.
Mugdha, Madhya and Praudha. Further, she may be Parakiya and
Samanya. There are further three categories, viz. a Nayika may go to
meet her lover in a dark night, in moonlight or in daytime.
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56 MuGDHA ABHISARIKA (Mugdha Nayika who goes out to seek her lover) (75); Collection
A.K. Coomaraswamy
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Mugdha Abhisarika (Mugdha Nayika who goes out to seek her lover)
Sakhi to bashful Nayika:

“O my young friend! Lightning, like a messenger, brings an
invitation for you; the night, like a companion, is your guide; the cloud,
like an astrologer, is predicting with its thunder this auspicious moment
of departure; the engulfing darkness of the night is, as if] reciting
benedictions through the chirping of crickets.

“Give up your bashfulness, for this is the proper time for you to
go out and meet your sweetheart.” (75)
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57 MabpHYA ABHIsARIKA (Madhya Nayika who goes out to seek her lover) (76); Collection: Dogra Art
Gallery, Jammu
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Madhya Abhisarika (Madhya Nayika who goes out to seek her lover)

“O my slender beauty, you, whom even the snakes could not frighten
on the way, now tremble at the mere touch of my arm. The thundering
clouds could not shake you, and yet you turn your face away at a mere
word of love. What am I to do?” (76)
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58 PrAUDHA ABHISARIKA (Praudha Nayika who goes out to seek her lover) (77); Collection: Dogra
Art Gallery, Jammu.
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Praudha-Abhisarika (Praudha Nayika who goes out to seek her lover)

How could the Nayika who is burdened with the weight of her
swelling bosom, whose tender feet have the soft lustre of new leaves,
bear to go out in the night to meet her sweetheart, unless it were with
the help of the chariot of her longings? (77)
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59 PARAKIYA ABHISARIKA (Parakiya Nayika who goes out to seek her lover) (78); Collection: Dogra Art
Gallery, Jammu.
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Parakiya Abhisarika (Parakiya Nayika who goes out to seek her lover)

“Sakhi! For maidens who are ready to set out with eagerness to
meet their sweetheart, even the clouds are like the sun, the night asday,
darkness as light, the forest as their own home, and pathless wilderness

a smooth passage.” (78)
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60 JyorsNA ABHISARIKA (Nayika who goes out to seek her lover on a moonlit night) (79) Collection:
National Museum, New Delhi
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Jyotsna Abhisarika (Nayika who goes out to seek her lover on a moonlit
night)
Having decorated her body with sandal-paste, the lady, with a

beaming face, set out in the moonlight to meet her lover. Kamadeva,
too, took up the arrows of jasmine flowers to pierce her heart. (79)
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Tamisra Abhisarika (Nayika who goes out to seek her lover on a dark
night)

As the eyes of abhisarikas bloom only at night, they cannot be
compared with lotus-flowers, which bloom at sunrise; nor with the lilies
which open at moonrise. (80)
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Divasabhisarika (Nayika who goes out to seek her lover during daytime)

The householders eagerly set out, on the invitation of the village-
headman, to the festival of young women. Meanwhile, the young pair
stayed back on a false pretext and smilingly entered the inner chamber.
There, while their cheeks were moist with perspiration, they tasted the
ecstasy of warm embraces. (81)
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61 Samanya ABHISARIKA (Courtesan who goes out to seek her lover) (82); Collection: Dogra Art Gallery,
Jammu.
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Samanya Abhisarika (Courtesan who goes out to seek her lover)

Her shining upper garment is fluttering; her charming girdle is
tinkling; her full bosom is heaving on the tightly fastened string of her
bodice; her gold ornaments are dangling; and with her brisk gait, she
is spreading her charm in all directions.

Thus goes the Nayika to meet her lucky beloved in his bower.

(82)
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CHAPTER XIII

Nayika Anticipating Separation

Pravatsyat-patika Nayika

Pravatsyat-patika is the Nayika who anticipates separation from
her lover. She may be Mugdha, Madhya or Praudha according to her
age and experience. Further she may be Parakiya or Samanya.

97



saceaeafa®t

yeAHIA: Fq fag8wE @ Ad

geaT 7 erorarfad eaafad gganfe a7 92

rd fak=aaata fraan a3aq gfegar

weqea afq sifaa ! feaggear: fg asaq 1 s3 0

Pravatsyat-patika Nayika (Nayika anticipating separation)
Nayika to herself within Nayaka’s hearing:

“Hearing of the decision of my beloved to depart, my bracelets
have left my hands, and my tears are trickling down constantly. My
patience has refused to stay even for a moment, and my senses have
departed, too, ahead of others. Oh my life, why do you remain
behind giving up your friends, who have departed.” (83)
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Mugdha Pravalsyat-patika (Mugdha Nayika anticipating separation)

On her I:ord mumbling something about his proposed departure,
the slender-waisted Nayika cast her face down. Thereupon, her Sakhi

slipped stealthily into the bower of creepers and produced sweet notes
like those of an infatuated cuckoo. (84)

This is to remind the Nayaka of the advent of spring season, a time not appropriate for
departure.
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62 MADHYA PRAVATSYAT-PATIKA (Madhya Nayika anticipating separation) (85); Collection: Kasturbhai
Lalbhai, Ahmedabad
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Madhya Pravatsyat-patika (Madhya Nayika anticipating separation)

When the lover told the doe-eyed Nayika about his departure,
she neither heaved a sigh, nor dropped a tear from her eyes. A lock
of her curls crept on her forehead, as if to read in its lines the remain-
ing span of her life (i.e. she fainted). (85)
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Praudha Pravatsyat-patika (Praudha Nayika anticipating separation)
Nayika to Nayaka:

“O Lord of the Yadus*! the fever of separation will not leave the
(love-stricken) maidens even after their death. I, therefore, pray to
you, with folded hands, to tell me truthfully whether the betel leaves,
flowers and sandal-paste, offered to departed souls by their dear ones,
produce the same unbearable flames of passion in the other world, as
they do in this world.”** (86)

*Krishna.
**In the event of separation.
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63 PARAKIYA PRAVATSYAT-PATIKA (Parakiya anticipating separation) (87); Collection: Dogra Art Gallery,
Jammu
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Parakiya Pravatsyai-patika (Parakiya anticipating separation)

Nayika to Nayaka

“I have trodden on the heads of snakes, disobeyed my elders and
given up all discretion. What sins have I not committed, for your sake?
Now, after your departure, it will be just for my eyes, body and soul to
suffer the tortures of Raurava, Kumbhipaka and other hells.”” (87)
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Samanya Pravatsyat-patika (Courtesan anticipating separation)

“O dear! In your separation, my bracelets will become loose (on
my thinned arms) and drop away; so, please give me your ring to wear
in place of the bracelets.”” So saying, the courtesan filled her eyes with
tears and held her lover with both hands. (88)
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CHAPTER XIV

Another Classification of Nayikas

Uttama, Madhyama, Adhama

There is another classification of Nayikas according to their
reaction to their lover’s character. Uttama is the Nayika who treats
her lover well, though he is blame-worthy. Madhyama is the Nayika,
who, though loving, reviles her lover. Adhama is the Nayika who
insults her lover and she is reviled by her Sakhi.
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Uttama (Nayika who treats her lover well in spite of his blameworthi-
ness)

When her husband entered her chamber bearing on his chest the
imprints of another woman’s bosom, the gentle Nayika —gifted with
beautiful eyebrows—offered him the nectar of sweet words, cooled him
with the sandal-paste of radiant smiles and worshipped him with the
lotus flowers of her brightly dancing eyes. (89)
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64 Mabpuyama (Nayika who, though loving, reviles her lover for his lapses) (90); Collection: Dogra Art
Gallery, Jammu
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Madhyama (Nayika who, though loving, reviles her lover for his lapses)

When the lover gently touched her bodice, the beautiful-eyed
Nayika, turning away her neck, shot on him piercing glances, fierce
like the red-hot arrows of angry Kama. But on his pacifying her, she
presented him with her love enriched with soft smiles and sweet words,
as if her love were the Kalpalata* drooping with the weight of flowers
laden with honey. (90)

*Kalpalata : Mythical wish-granting creeper.
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65 ApHAMA (Nayika who, though loved, insults her lover) (91); Collection: Kasturbhai Lalbhai,
Ahmedabad
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Adhama (Nayika who, though loved, insults her lover)

Sakhi to Nayika

“With your eyes resembling a pair of faded lotuses circling in the
whirlpool of the agitated waves of the coral river, you express your
annoyance to your (doting) sweetheart, who, during your journeys, has
always protected your lotus-like face (from the heat of the sun) by
providing shade with lotus leaves (held by him over your face), and
sprinkled cooling sandal water in your path.” (91)
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CHAPTER XV

Sakhis

Female Friends of the Nayika and their functions

Sakhis are the female friends of the Nayika. Bhanudatta thus
describes their functions. They decorate her body. They reproach the
Nayaka for his coldness towards the Nayika, even when the monsoon
season is delightful for love encounters. She gives instructions to Nayika
how to meet her lover. She jests with her. She arranges stratagems for
uniting the lovers.



66 ManDANA (decoration of Nayika by Sakhi) (92); Collection: Kasturbhai Lalbhai, Ahmedabad
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Mandana (decoration of Nayika by Sakhi)

In the lonely chamber of her house, the lotus-faced lady reproa-
chingly hit her Sakhi, who, on the pretext of painting a fish beneath

her fair elevated bosom, has made a picture of the hands of her over-
joyed lover. (92)
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Collection: Dogra Art Gallery, Jammu

67 UpaLaMBHA (reproachful complaint by Sakhi) (93);
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Upalambha (reproachful complaint by Sakhi to Nayaka)

«“The thunder of clouds is resounding in all directions, and the
rolling clouds are flooding the earth all around with incessant rain. So,
it is befitting for my sakhi to entertain a deep feeling of love. But, my

lord, I am surprised that you are so cold.” (93)
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68 SHiksHA (instruction by Sakhi) (94); Collection: Kasturbhai Lalbhai, Ahmedabad
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Shiksha (instruction by Sakhi)
Sakhi to Nayika

“My friend, you may gladly proceed to the bower to see Krishna,
but be careful of the humming bees hovering there during day-time,
and of the chakoras* roaming at night, with their garrulous beaks.” (94)

The implicit meaning is that, owing to the presence of these insects and birds, which are
symtols of scandal-mongers, there is fear of disclosure.

*Chakoras— Moon partridges

110



69 SAKHIKRITA PARIHAsA (jesting by Sakhi) (95); Collection: Dogra Art Gallery, Jammu
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Sakhikrita Parihasa (jesting by Sakhi)

“Q, Sita! name the seventh,” said the Sakhi, pointing to the ten
paintings on the wall of the chamber, depicting the incarnations of
God. Sita looked up and smiled. The smile on her face was the
answer. (93)

Rama is the seventh incarnation of Vishnu and a wife never utters the name of her husband,
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Priyakrita Parihasa (jesting by Nayaka)

“O slender girl! Why do you converse with your Sakhi through
the movement of your eyebrows and not by word of mouth?”’

On being spoken to like this jocularly by Krishna, Radha, whose
bimba-like lower lip—having been bitten —was smarting, remained for
a long time with her face downcast. (96)
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Priyakrita Parihasa (jesting by Nayika)

“Surrender unto me my necklace, which you have today stolen
during our game of dice. (It isno use denying the theft) I cannot
accept your swearing by the holy Ganges, which you carry on your
head, nor your swearing by the holy fire which you hold in your eyes,
nor your swearing by the snakes which you wear on your body.”

Thus spoke Parvati to Lord Shiva and smiled. May this bless
all. (97)
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Sanghattana (messenger girl’s device to unite lovers)
Duti to Nayika:
“Night is approaching, darkness is growing and Kama is becom-

ing restless. Pray, don’t disregard my opportune advice and let your
soul relish the love of your lord.” (98)
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70 VIRAHANIVEDANA (narration of the pain of separation by messenger-girl) (99); Collection: Dogra
Art Gallery, Jammu
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Virahanivedana (narration of the pain of separation by the messenger-
girl)
Sakhi describing to Nayaka Nayika’s condition in separation:

“God created the moon-faced Radha like a flame of light for this
earth. As ill luck would have it, this flame is dying out and before its
end is bursting into a flare. O Krishna, we therefore request you, with

all humility, to revitalize this flame immediately with your love,* so
that the three worlds are not immersed in darkness.”” (99)

*There is a pun on the word ‘Sneha’ which means both ‘love’ and ‘oil’.
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CHAPTER XVI

Nayaka

Nayaka is the lover or husband. The Nayaka is classified by
Bhanudatta into seventeen categories. When Nayaka is the husband,
he is called Pati. When the Nayaka is devoted only to his wife he is
called Anukula. When a Nayaka has a number of wives and he loves
them equally, he is called Dakshina. Evil type of Nayakas are divided
into two categories, viz. Dhrishta, the shameless, and Shatha, the rake.
The Nayaka who loves another’s wife is called Upapati. The Nayaka
who is in love with a courtesan is called Vaishika. A Vaishika is divided
into two categories, i.e. Uttama and Madhyama. A rake is designated
as Adhama Vaishika. A Nayaka who is proud is called Mani. Then
come two categories of Nayakas who are clever. The one who is
clever in speech is called Vaka Chatura, and the one who is clever in
deed is called Cheshta Chatura. When the Nayaka is separated from
his sweet-heart he is called Proshitapati. The Upapati in separation
from his beloved is called Proshita Upapati. The Vaishika Nayaka
separated from his beloved is Proshita Vaishika. The Nayaka who is
ignorant of the ways of love is called Abhasa.
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Pati (Nayaka, the husband)
Shiva seeing Parvati exhausted addresses the moon elc.:

“O moon! Shower your cooling nectar drops on her; O King
Cobra, please do not delay but fan gentle breezes unto her with your
out-spread hood! O Ganga! moisten with your waters the shirish-like
limbs of Parvati, who is withering on the footpath in the oppressive
heat of the sun.” (100)

115



71 ANUKULA NAvaka (Nayaka devoted only to his wife) (101); Collection: Bharat Kala
Bhavan, Banaras
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Anukula Nayaka (Nayaka devoted only to his wife)

Imagining the hazards Sita would encounter, while accompanying him to the
forest, Lord Rama prays to the Earth, elc.:

“O Earth, become soft; O sun, assume coolness; O footpath make
yourself short; O breeze, relieve her fatigue; O Dandaka forest, come
near; O mountain, remove yourself from our way, for Sita is desirous
of accompanying me to the forest.” (101)
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Dakshina Nayaka (Nayaka equally devoted to all his wives)

“O friend, thousands of lotus-eyed girls are present before me.
On whom should I fix my eyes?”

Having spoken thus, Krishna closed his eyes and experienced the
thrill of romance. (102)
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Dhrishia Nayaka (Nayaka the shameless husband)
Nayika to Sakhi:

“In spite of having been forbidden by me at the door previously
when he had come up to me with his hands tied together with pearl-
necklaces, my shameless husband approached me again, after some
time, seeing me from a distance and finding me asleep. When I got up
to look for my gold bracelet which had dropped near the bed, I found

him asleep beside me.” (103)
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72 SHATHA Navaka (Nayaka the rakish and hypocritical husband) (104); Collection: Museum of
Fine Arts, Boston
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Shatha Nayaka (Nayaka the rakish and hypocritical husband)
Sakhi to another Sakhi:

“The cunning lover won the confidence of his doe-eyed nayika
by decorating her braid with garlands, painting floral designs on her
forehead with sandal-paste, putting armlets on her upper arms, and by
placing a necklace of pearls on her bosom. Winning the confidence of
the fawn-eyed lady he slyly loosens the knot of her skirt, with his soft
hand, on the pretext of touching her girdle.” (104)
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73  UpapATi (Nayaka loving another’s wife) (105); Collection: Museum of Fine Arts, Boston
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Upapati (Nayaka loving another’s wife)

Sakhi describing the secret loves of Upapati:

“Fear of detection does not permit the eager lovers’ gaze to meet.
Scared of the jingling sound of the armlets, they desist from embracing.
They kiss each other’s lips without the contact of their teeth. Their

union is hushed, too.

“Such a love is indeed void of joy.” (105)

119



afsw

FrarFaFaOaHIgIAIRIa
qreraasafAafafaasearian o
ITHHTATITTH I THATET -

qrarreng Fafa grfaamasan: 1 gog

Vaishika (Nayaka in love with a courtesan)

Nayaka to himself or to a friend:

“I long for the revelry of love in the company of a courtesan,
whose girdle tinkles, whose navel is delicately beautiful, whose painted
neck is resonant with pigeon-like notes and whose eyes are tremulous

like chakoras.”” (106)
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Uttama Vaishika

Observing the colour of a red lotus within the long eye-lashes of
his beloved’s eyes, the lover neither speaks aloud, nor smiles, nor
accepts the betel-leaf. Instead, having gone near her bed—his cheeks
glowing with excitement—he sits with down-cast head, preparing a
necklace of gems for her. (107)
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Madhyama Vaishika
Advice of a friend to Nayaka:

“There is no expression of smile on her face, there is no sweet
song on her tongue, and her eyes have assumed the colour of a red
lotus. However, you should stay away somewhere for some time, as the
sweet-eyed dame seems to be preparing garlands, beautifying her
bosom with paint and scenting her braid for the evening.” (108)
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74 ApuHAMA VarsHikA (Nayaka the rake) (109); Collection: Museum of Fine Arts, Boston
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Adhama Vaishika (Nayaka the rake)

Nayika to Sakhi:

“O Sakhi, I am tender like a bud of maulshri.* Pray do not leave
me to suffer in the hands of that rake, in whose heart there is no shame,
nor pity, nor a trace of fear.” (109)

*Maulshri—M imusops elengi, a tree with fragrant flowers.
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75 Man1 (the proud Nayaka) (110); Collection: Museum of Fine Arts, Boston
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Mani (the proud Nayaka)

Having heard his beloved woman’s remark, alleging that while
his speech was adept in superficial meaning, his heart was comparable
to stone, the (indignant) Nayaka discarding all humility prepared to
depart, on some pretext. He rejected her solicitations, avoided looking
at her, shunned conversation and turned his face away, while —
alas—his sweet-heart, with her beautiful eyebrows, looked at him

helplessly. (110)
123



76 Vaka CHATURA (Nayaka clever in speech) (111); Collection: National Museum, New Delhi
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Vaka Chatura (Nayaka clever in speech)
Nayaka to Nayika:

“After you have set out at a time of the night, when the long
tresses of darkness are, as if, pervading all space, who will be your pro-
tector—O slender-waisted girl—on the bank of the stream near the
woods?” (111)
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77 CuesuTA CHATURA (Nayaka clever in deed) (112); Collection: Museum of Fine Arts, Boston
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Cheshta Chatura (Nayaka clever in deed)

When the lover holds in his hand the golden lime fruit, the moon-
faced Nayika puts a dot on the sun painted on the wall. (1 12)

n’s bosom,-and a dot on the painted sun of sunset.

The lime fruit is suggestive of a woma
dicates her

Nayaka’s action conveys his invitation to a secret meeting, while Nayika’s action in
consent to meet after sunset.
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78 PROSHITAPATI (Husband in separation) (113); Collection: Victoria and Albert Museum,
London
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Proshitapati (Husband in separation)
Nayaka’s plaint:

" “My sweet-heart, whose thighs are like plantains, eyes like lotus,
locks of hair like Saivala, face like the moon, speech like nectar, waist
like a lotus-stalk, navel like a pit, fold in the belly like a stream, and
hands like leaves—dwells in my heart. Alas, there is still no abate-
ment of the fever of my heart.”” (113)
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79 ProsHITA UrapATI (Upapati in separation) (114); Collection: National Museum of
Pakistan, Karachi
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Proshita Upapati (Upapati in separation)
Nayaka to himself:

“I remember how she had accepted my unspoken request with
her surprised sidelong glance lit up as if by an inner smile, when I had
approached the path of the sweet-eyed damsel and stood there, on a
pretence, while she was going to the pool for the pleasure of playing in
water.” (114)
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Proshita Vaishika (Vaishika in separation)
Nayaka to himself:

“I remember the amorous desire of the sweet-eyed courtesan, who
did not hold up her loosened upper garment, who did not utter any
words of refusal, whose gaze was frank, whose laughter was manifest,
and whose face was turned up towards me.” (115)
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Abhasa Nayaka (the ignorant Nayaka)

Nayika to Sakhi:

“In many ways I dropped hints to him in the uninhabited house.
We went into the unfrequented forest, on the pretext of picking flowers,
and came out. I gazed at him with wide-open eyes. While accepting
the betel-leaf from him, I revealed to him my bosom.

“O girl, in spite of these hints he did not understand. How else
will he know?”’ (116)
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CHAPTER XVII

Sakhas—Nayaka’s Friends

The Sakhas are Nayaka’s friends. A Sakha who appeases the
indignant Nayika is called Pithamarda. A Sakha who is adept in
love-lore is called Vita. A Nayaka’s friend, who, with his cleverness,
brings about the meeting of the lovers, is called Cheta Sakha. A
Nayaka’s friend who plays tricks on the lovers is called Vidushaka
Sakha, or clown.
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Pithamarda Sakha (Nayaka’s friend who appeases indignant Nayika)
Nayaka’s friend to Nayika:

“Strange is the way in which you show your indignation. Please
speak sweet words, so that the whole earth may feel joyous as if with
fragrant nectar. You should look at him with desirous eyes; for he,
on whom you express your anger, is worthy of our adoration for his
profuse devotion.” (117)
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Vita Sakha (Nayaka’s friend who is adept in love-lore)
Nayaka’s friend to indignant Nayika:

"‘O slender beauty! The moon has arisen, life-giving breeze 1s
blowing with all resplendence; the fierce bees are humming; your
sweet-heart, too, does not give up proximity; and Kamadeva, whose
festivities are beyond reproach, has also arrived.

“How can your pride, which is like a disease, stay in the presence
of these sure remedies?”” (118)

The Sansk.rlt words used in the text for “the moon”, “breeze’’ etc. namely kumudeshvara,
sarveshvara, bhairava and praneshvara—are also names of famous Ayurvedic medicines.
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Cheta Sakha (Nayaka’s friend, who, with his cleverness, brings about
the meeting of the lovers)

It so happened that the moon-faced beauty (Radha) and the son
of Nanda (Krishna) reached the bower, at the same time. Meanwhile,
the sun having become oppressive, Krishna’s friend set out towards the
pool, on the pretence of drinking water. (119)
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80 VIiDUSHAKA SAKHA (Nayaka’s friend, the clown) (120); Collection: Victoria and Albert
Museum, London
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Vidushaka Sakha (Nayaka’s friend, the clown)

Nayaka to friend:

“Having coaxed my lotus-faced girl to come near the couch, I
eagerly prepared to loosen her bodice. Meanwhile, the clown, my
friend, repeatedly crowed like a young rooster, as if heralding the
dawn.” (120)
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CHAPTER XVIII

Love in Separation

The manifestation of a mental state through the face, eyes and
speech is Bhava. Sattvika Bhava is involuntary expression of emotions.
The Nayika suddenly sees the Nayaka on the highway. Her mental
state is described by Bhanudatta in doha 121.

When desire for union is not fulfilled, according to Bhanudatta
nine conditions result therefrom. These are Abhilasha (desire), Chinta
(anxiety), Smriti (reminiscence), Guna Kirtana (recalling the qualities
of the beloved), Udvega (agitation), Utkantha (longing), Unmada
(frenzy), Vyadhi (sickness), and Jadata (stupor).

Later rhetoricians like Keshav Das add a tenth one, Marana
(death). Thus according to Keshav Das there are ten states of love in
separation (Dasa Dashas).

In between Sattvika Bhava and the nine states of love in separa-
tion, Bhanudatta interposes a poetic description of Sambhoga (union)
and Vipralambha (separation). No illustrations of these two have
come to our notice.

133



aifas w1

¥ qifa, Taee, FAAE AT, TSR,
qugivead), a3 gafad, @ wafaesid |

qrees ATAPIATITOAY: TqEA: FYSIFAT,

afs qaay fASTREEnqIAISTAIAIET: 11 g2 1!

Sattvika Bhava (involuntary expression of emotions)
Sakhi to Nayika:

“There is interruption in your speech, water in your eyes, perspi-
ration on your bosom, tremor on your lips, and pallor on your neck.
Your body is horripilated and your mind is engrossed. Languor is
becoming manifest in your eyes and numbness in your feet. Isitso
because you have seen the lover on the highway?”’ (121)
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Sambhoga (union)

. Clouds are floating in the sky and the moon is, as if, coursing
haltingly. The pigeon is cooing; the cluster of stars is dropping down
and the lustre of the heavenly Ganges is tremulous. (122)

. The above figurative description of the lovers’ union refers to the locks of Nayika’s hair
ﬂoatm_g on her back, the expression of hesitation on her moon-like face, her sweet moaning, the
dropping away of the pearl-necklace and the beauty of the moving fold of her belly.
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81 VipRALAMBHA (separation) (123); Collection: Victoria and Albert Museum, London

fagars

TIZHA FIAAIL TS ZOTFHTAT:

TTO: GHTZIAZA: F5W FATE |

g-aq & ar a7 gafag as2qz€m 7+

Fe7: 7ef garfa fafadioeaasa =gaT 1 933 11

Vipralambha (separation)

Sakhi to Nayaka:
“The lotus-eyed maiden is desirous of watching your footpath.

With the appearance of new clouds, her heart goes as if into her throat

to choke it.
“Wishing to go flying so as to see your moon-like face, her heart

is, as if, growing wings in the form of lotus leaves.
“What else shall I say?”’ (123)

135



g
eIt gagaTedt Aat qa7 = fasafad |
et % g faae agAd q9dl wafq 1 ¢3¢

Abhilasha (desire)
Nayaka to friend:

“The beauty of that slender girl is like a pool, into which my
heart and my eyes have dropped. The heart, being heavy, has
been completely submerged; the eyes, being light, are floating all
round.” (124)
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Chinta (anxiety)

When Radha heard in the bower yonder the notes of a cuckoo,

creating the illusion of spring-time, her lotus-like eyes bore the sem-
blance of arched gateway. (125)
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82 SwmriTi (reminiscence) (126); Collection: Victoria and Albert Museum, London
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Smriti (reminiscence)
After Sita’s stealing by Ravana:

“Fearing lest the agony of Lakshmana should increase, Rama
neither expresses his own pain, nor heaves hot sighs, nor lets his eyes
be filled with tears. Pining away in the fever of love, which burns
like a fierce fire fanned by a strong wind, he remembers Sita conti-

nuously.” (126)
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Guna Kirtana (recalling of the qualities of the beloved)
Nayaka to friend:
“The most exquisite touch is that of her bosom; the most

bewitching sights that of her face; and the most ecstatic time is that
spent in exchange of words during the sport of love.” (127)
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83 UDVEGA (agitation) (128); Collection: Kasturbhai Lalbhai, Ahmedabad
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Udvega (agitation)
(Lover, in separation, to himself)

“The moon affects me like a poisonous root; springtime is undoing
the effect of merciful lotuses; the night pierces me like the sword of
Kamadeva. What shall I do, my God?” (128)

139



L ) SR
Al wefgaratad a4: |
Afggeoar: arforee ¥ B afesafa 1o9ze

Utkantha (longing)
Lover to friend:

“My eyes have not seen anyone other than my beloved, nor has
my mind cherished the thought of another person, nor, indeed, has my
hand known the touch of another person. What, then, shall I do (in
my present state of separation) ?”’ (129)
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84 UNMADA (frenzy) (130); Collection: Kasturb
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Unmada (frenzy)

Seeing the reflection of the moon and mistaking it for the face of
his doe-eyed girl, the lover prepared to say entertaining words.
Thereafter, suspecting that the beloved was not speaking up because
of her pride, he is touching (or caressing) the reflection with his thrilled

lotus-like hand. (130)
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Vachika Unmada (frenzied speech)
Lover, in separation, raves:

“O moon! In vain do you feel proud (of your beauty), for the
face of my doe-eyed girl is incomparable. O Kamadeva! You, too,
unreasonably pride yourself (on the effectiveness of your arrows) for
the lotus-like eyes of my beloved are something unique. O bee! You
are buzzing (mistaking my beloved for a creeper), but her body is
more slender than a creeper. Fie on your doings; no one like her will
ever be seen.” (131)
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Vyadhi (sickness)
Sakhi to Nayaka:

“The bow and arrows of Kama lodge themselves in the heart (of
a lover); so, also, the curved lines of your beloved’s eyebrows and her
slanting gaze lodge themselves in your heart. There being such
similarity between Kamadeva and your beloved girl, you should give
her your affection, my lord, so that, while languishing more and more,
she does not get disembodied (like Kamadeva).” (132)
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85 JADATA (stupor) (133); Collection: Victoria and Albert Museum, London
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Jadata (stupor)
Sakhi to Nayaka:

“The bracelet on her hand is producing no sound; the garment
on her bosom is not waving; the gaze of her pupils is fixed; and her
earrings are dancing no more. There is no difference between her
and one painted on canvas, unless a ripple of thrill is awakened in her

_ on her hearing your name.” (133)
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CHAPTER XIX

Seeing the Lover

Darshana

Darshana, is seeing the lover. The lover may be seen in dream,
in a picture, or face to face.
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Svapna Darshana (seeing lover in dream)

Gopi to Sakhi, having seen Krishna in dream:

“Q slender girl, I do not know the thief, who appeared in my
dreams today, wearing ornaments of maulashri buds, and stole neither
the pearl-necklace from my bosom, nor the bracelet from my hand,
nor the gold ear-ring from my ear, but stole away only my heart.” (134)
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86 CHiTRA DARSHANA (seeing of lover in picture) (135); Collection: 'Museum of Fine Arts, Boston
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Chitra Darshana (seeing of lover in picture)

The young girl, seeing the picture of her lover, could not, as
before, discard the fear of love-making, fearing lest he should suddenly
unloosen the knot of her garment, injure her bosom with his nails, and
bite her lips with his teeth. (135)
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87 SAKSHAT DARSHANA (seeing lover face to face) (136); Collection: Bharat Kala Bhawan, Banaras
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Sakshat Darshana (seeing lover face to face)
Nayika’s prayer on seeing Shri Krishna in person:

“0O my mind, give up your playfulness. O my friend-like
bashfulness, pray do not afflict me (i.e. do not inhibit me). O my
brotherly eyelids, let my eyes open wide. O Lord Kamadeva, forgive
me for a moment. The comely Krishna, wearing a peacock feather
on his forehead and blue lotuses in his ears and carrying a flute in his
hand, is appearing before my eyes.” (136)

This painting bears the colophon mentioning the name of the artist Devidasa, and his
patron Raja Kirpal Pal of Basohli.
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May the poets, in their kindness, make my Rasamanjari which has
been beautified as if by an excessive flow of honey, the ornament of
their ears. (137)

(May they hear the sweet poetry of my book, Rasamanjari.)
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Bhanudatta, who is the son of the most distinguished poet,
Ganeshwara, and who is a resident of the city of Mithila, which is
washed by the waves of the Ganges, has composed with his own verses
this Rasamanjari, which vies with the flowers of the heavenly tree Parijata
—adorning the ears of the Goddess Saraswati. (138)
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