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Résumé

Cet article présente la partie disponible (stances 1-14) d’'un commentaire
inédit sur la Saptasati, ['ouvrage le plus important de la littérature prakrite,
composé par Vrajaraja Diksita de Mathurd au xviui© siecle. On y trouvera
une discussion sur la famille, le style et les sources de Vrajardja, ainsi que
sur les rapports qu’entretient ce commentaire avec d autres.
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Abstract

This paper presents the available portion (verse 1—14) of a previously unpub-

lished commentary on Hala’s Seven Centuries, the most important work of
Prakrit literature, by the eighteenth-century scholar Vrajardja Diksita of
Mathura. It includes a discussion of Vrajardja’s family, style, and sources,

and the relationship of his commentary to others.
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Explaining Prakrit Poetry in the 18th Century

Vrajaraja Diksita’s Commentary on Hala’s Seven Centuries

Andrew OLLETT

The Seven Centuries (Sattasat in Prakrit, and Saptasati in Sanskrit) is a
collection of seven hundred poems in the Prakrit language. Ascribed to a
king of the Satavahana dynasty known as “Hala”, and likely compiled in
the first half of the first millennium of the common era — with proposed
dates ranging from the second century, which I personally find credible
(Ollett 2017: 54-57), to the sixth century (Bhandarkar 1917: 189) — it has
since become one of the most popular and influential collections of lyric
verse in South Asia. It firmly established Prakrit, a Middle Indic language
associated with the Deccan, as a literary language that would be cultivated
in many regions for many centuries afterwards.

Each of the poems in the Seven Centuries is complete in a single verse,
called a gatha, that consists of two lines. Most of the poems are therefore
very brief vignettes. They depend on the reader’s ability to either find a
hidden significance in the statements or images disclosed in the verse, and
even more fundamentally, to imagine the discursive context in which the
verse might have been spoken: that is, to imagine who is speaking, to whom,
for what purpose, and so on.' Hala’s Seven Centuries is largely, although
not exclusively, concerned with love and sex, and hence very many of its
verses can be read as representing the various statements and actions in what
the text calls “the drama of sexual life” (rainadaa-, verse 344 in Weber’s
edition). For some readers, an erotic subtext must be discovered at any cost,
and even verses that appear to be innocent descriptions of nature can be seen
as oblique forms of communication between lovers. The poems of Seven
Centuries are very often set in the villages of the Deccan, on the banks of
the Godavart river: their cast of characters includes the anonymous “him”
and “her” around whom the aforementioned drama of sexual life revolves,
their parents, in-laws, confidantes and friends. Hala’s Seven Centuries thus
provided a model for how to read single-verse or muktaka- (“isolate’) poems,
as they are called in Sanskrit.?

Besides inspiring other similar collections of “isolate” poems, in Prakrit,
Sanskrit, and a range of vernacular languages, the Seven Centuries attracted

1. The best example of the various different contexts that can be imagined for a single poem
is Abhinavagupta’s discussion of the verse numbered 886 in Weber’s edition (see Ingalls ef al.
1990: 103-105).

2. Readers are referred to the excellent translations of Hala’s Seven Centuries into English
(Khoroche & Tieken 2009) and Italian (Boccali ez al. 1990), both with useful introductions.
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a large number of premodern commentaries.® All of these commentaries were
written in Sanskrit and aimed, in part, to provide a readily-understandable
Sanskrit gloss of a text of which the language was always rather obscure and
probably became increasingly so to later generations of readers. They attest
to a long history of reading the text — starting, perhaps, with Bhuvanapala in
the eleventh century (Vasudeva & Chiarucci 2011) —and, accordingly, a wide
variety of interpretations and interpretive strategies. The commentaries are
thus important not only for understanding the text of the Seven Centuries,
but also for understanding premodern protocols of reading (see especially
Dundas 1985 and Selby 2000: 89-98). Moreover, as we will see in this
article, they allow us to see precisely how readers made use of concepts
from the domain of poetics (alamkarasastra), through their identification of
various figures of speech and forms of suggestion. Commentaries, finally, are
important to the textual criticism of Hala’s Seven Centuries, both because
they often constitute “recensions” or “versions” by themselves — or at least
stabilize the text in a form that can be compared to other such versions —and
because they sometimes report variant readings. We are, as yet, very far from
a “critical” edition of the Seven Centuries as a whole, and in large part that
is because the testimony of the commentaries has yet to be fully exploited.*

In the introduction to his edition of Vema Bhiipala’s Bhavadipika, a com-
mentary on a hundred selected verses from Hala’s collection, A.N. Upadhye
listed all of the premodern commentaries on the Seven Centuries known to him.
In 1970, only four of these commentaries had been published: Gangadhara
Bhatta’s Bhavalesaprakasika, probably the most widely circulated (pos-
sibly sixteenth century, but see below); Bhuvanapala’s Chekoktivicaralila
(eleventh century, according to Vasudeva & Chiarucci 2011); Pitambara’s
Gathasaptasatiprakasika (date unknown); and Vema Bhuipala’s Bhavadipika
(early fifteenth century). Upadhye, with some references provided by
V. Raghavan, listed another thirteen commentaries that were unpublished in
1970. They include those of Ajada, Kumaradeva, Kulanatha, Govindasarman,
Ghanasyama (his commentary, however, is known only from a reference
in another one of his works, and in all likelihood is lost), Pramukhasukavi,
Premaraja, Kulabaladeva, Madhava Yajva, Vrajaraja Diksita, Sadharanadeva,
I$vara, and Jalhanadeva. For details see Upadhye (1970: 17-18).

All thirteen of these commentaries remain unpublished today, almost a
half-century after Upadhye’s survey. The modest goal of this contribution
is to introduce, and present an edition and translation of, the aforemen-
tioned commentary of Vrajaraja Diksita. The edition is based on a single
incomplete manuscript held at the Bhandarkar Oriental Research Institute

3. While no other collections of Prakrit verse (such as Vajjalaggam) attempted to approximate
Hala’s organization into seven hundred-verse blocks, collections of isolate poems in other languages
were often explicitly modelled on the Seven Centuries. Govardhana (12th/13th c.) and Visves§vara
(18th c.), both composed such collections in Sanskrit (called Arydsaptasati), and Bihari (early 17th c.)
composed one in Braj Bhasa (Satsai). See Acarya (1982) for more on the vernacular Satsaf tradition.
4. The editio princeps of Weber (1881) remains the edition of reference; Tieken’s partial re-edition
(1983) takes a number of new commentarial traditions into account, including the South Indian
text commented upon by Madhava Yajva Misra.
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in Pune (no. 585 of 1891-1895).° The Prakytasaptasati of Vrajaraja Diksita,
represented by a manuscript at the Nathdwara Library in Udaipur accord-
ing to the New Catalogus Catalogorum, may be the same text, but I have
not been able to consult it. The B.O.R.1. manuscript is a relatively modern
paper manuscript, with ten folios and between nine and ten lines per folio.
It contains Vrajaraja’s commentary on the first fourteen verses of the Seven
Centuries, the commentary on the fourteenth verse being incomplete. It is in
good condition with few mistakes. The copyist has made a number of inter-
linear and marginal corrections, which are marked in the edition by angular
brackets. Brief as it is, the surviving portions of Vrajardja’s commentary
allow us to see how Hala’s Seven Centuries was read by an intellectual of
the eighteenth century.

Vrajaraja Diksita

P.K. Gode (1929) was one of the first to write about the Diksita family of
Mathura to which Vrajargja belonged, and S.G. Rajimwale has reviewed the
evidence in his 1979 doctoral thesis (131-137). The genealogy of Vrajaraja is
quite clear: his father was named Kamaraja, and his grandfather was named
Samaraja. He also had a son, named Jivaraja, who wrote a Gopalacampii
and a commentary on Bhanudatta’s Rasatarangini (Krishnamachariar 1957:
785). His father, Kamaraja, wrote a text on poetics called Kavyenduprakasa
and, according to Krishnamachariar, a poem called Syrigarakalika. Regarding
Vrajaraja’s grandfather, there is some doubt as to whether all of the texts
attributed to a Samaraja can be attributed to him. Gode argued that he was the
author of both the Sridamacarita, composed in 1681 for the Bundela prince
Anandaraya, and a work on erotics titled Ratikallolint, composed in 1719,
which would imply a relatively long career. If his grandfather wrote between
1681 and 1719, we should expect Vrajaraja to have lived in the early eight-
eenth century. Besides the Sridamacarita and Ratikallolint, one Samaraja is
also known as the author of a short text discussing the nature of rasa, called
the Syrgaramytalahart, a prahasana called Dhiirtanartaka, and a collection
of 300 arya verses (Aryatrisati). Rajimwale, who discusses Samaraja’s liter-
ary output, notes that the author of a ritual manual, the Padarthapradipika,
is also named Samaraja and, like our author’s grandfather, gives his own
father’s name as Nrhari; additionally, this Samaraja names his grandfather as
Narayanabhatta. Nrhari and Narayanabhatta are thus likely to be Vrajaraja’s
great- and great-great grandfather, respectively.

In general, we can say that the Diksitas were a well-established family of
the Mathura region, with a particular expertise in literature, poetics, and erot-
ics. Rajimwale (136—137) sees in the names Nrhari or Narahari and Samaraja
a sign that the family was devoted to Visnu in his form as Narasimha, and
speculates that the family had moved to Mathura from Maharashtra — a

5. I thank the staff of B.O.R.I., especially Shreenand Bapat, for kindly making this manuscript
available to me on a visit in 2013.
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stronghold of Narasimha worship, where Samaraja is common as a name
for the deity — in the seventeenth century.

Besides the present commentary, Vrajargja is known as the author of the
following works, according to the New Catalogus Catalogorum (Dash 2013)
and Krishnamachariar (1957: 784):

* Sadrtuvarnanakavya, printed in vol. 14 of the gucchaka series of the
Kavyamala (Bombay 1938), pp. 124—131. It describes the six seasons
as parts of the army of Kamadeva — identified as a king — as he attacks
Siva in his meditation.

* Rasikarafijana, also known as Rasikarafijanatrisati or Aryatrisatimuk-
taka, evidently a collection of 300 verses in the aryd meter. According
to Krishnamachariar (1957: 784), this work was printed in Bombay,
but [ have not been able to find it, and the New Catalogus Catalogorum
does not list any printed editions. (Samaraja is also said to have com-
posed a similar work.)

* Another Rasikararijana, this one a commentary on Bhanudatta’s
Rasamanjart.

» A commentary on Gopaladasa’s Vallabhakhyana.

« A Spngarasataka, mentioned only by Krishnamachariar.

Commentarial style

For each verse, Vrajaraja first provides an introduction that explains the dis-
cursive situation represented by the verse: Who is speaking? Who is spoken
to? And what is the object, or purport, of the speech? Such introductions
are a standard feature of the commentaries on the Seven Centuries. Similar
introductions are also, interestingly, found in commentaries on the earlier
collections of Tamil poems (the so-called carikam poems). They identify the
speaker and addressee of each poem with one of the stock figures of Tamil love
poetry (see Wilden 2014). This similarity perhaps speaks to a shared culture
of commentary in the early centuries of the transmission of both the Prakrit
and Tamil anthologies, which is perhaps less unlikely than it sounds, given
the well-known — but still nebulous and understudied — similarities between
Prakrit and Tamil poetry (see Hart 1975, Boccali 1999, and Lienhard 1973:
116). Whatever their origin, these introductions seem to represent the earliest
stratum of the commentarial tradition on the Seven Centuries. In Vrajaraja’s
case, they are usually quite short and vague (e.g., “one woman tells another
woman that some man was making fun of some woman while she was cook-
ing”, from verse 12). In providing a brief mise en scene for every verse, he
was undoubtedly following the procedures of earlier commentators. After the
introduction, Vrajaraja reads the text of the verse, followed by a translation of
the verse into Sanskrit, signalled by iti prakytarthah, “this is what the Prakrit
text means”. In the manuscript used here, both the text and the translation use
a dot (*) to separate words, although not in compounds, and not between a
word and an enclitic particle. Vrajaraja then discusses the various suggested
meanings of the verse (it vyajyate). These discussions are, in my view, the
strongest point of Vrajaraja’s commentary: he is sensitive to subtleties in the
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choice of words and how they affect the interpretation of the verse. Depending
on whether such meanings are available, and how they function within the
poem as a whole, Vrajaraja will then classify the poem as either “high”, “mid-
dle”, or “low” (uttama, madhyama, or avara).

Vrajaraja proceeds to make a number of identifications: the ornaments
(alamkaras) used in the verse, the type of leading lady (nayika) it features,
its verbal quality (guna), its style (riti), its manner of development (paka),
and its meter (chandas).

Sources

In the preserved portion of the commentary, only one earlier authority is named.
That is Pingala, the alleged author of the Prakytapingala, a thirteenth-century
handbook of metrical forms in a late variety of Apabhramsha. His name, and
quotations from the Prakytapingala, only appear in marginal additions, and
hence it is possible that they were added after Vrajaraja had completed his
commentary. (In the edition, I have included these quotations in the main text,
less out of a conviction that they are original than out of a relatively diplomatic
approach to presenting the text.) Vrajaraja also quotes from Vi$vanatha’s
Sahityadarpana (fifteenth century), as well as from Hemacandra’s grammar
of Prakrit (twelfth century), although without naming either of them.

Apart from these quotations, Vrajaraja draws on a vocabulary of literary
analysis that is relatively common among authors of the eighteenth century,
including the language of suggestion (dhvani/vyarnijand) and the language of
ornaments (alamkaras). He devotes comparatively little attention to the analy-
sis of rasa, despite the fact that he probably was quite familiar with it, given
that it formed the subject of his grandfather’s Syrigaramytalahari. When it
comes to ornaments, Vrajaraja’s analysis is closest to the model represented by
the Kuvalayananda of the sixteenth-century polymath Appayya Diksita. In the
first and fourth verses, for example, Vrajaraja identifies the figure as uktavisaya
vastiitpreksa. As far as | know, Appayya Diksita’s popular handbook was the
first to make vastiitpreksa one of the three main varieties of utpreksa, and in
Appayya’s treatment this variety has two further subvarieties, uktavisaya and
anuktavisaya. The reference, in the same context, to abhedariipaka as one
of the two main varieties of riipaka also comes from the Kuvalayananda.® In
one case, his discussion of kavyalinga in the eleventh verse, Vrajaraja uses
a navya-type expression which he may have picked up from Appayya. A
number of identifications, however, are closer to Vi§vanatha’s presentation
in the Sahityadarpana, for example arthi upama in the twelfth verse. When
it comes to suggestion, Vrajaraja’s analysis seems to be based primarily on
the Kavyaprakasa of Mammata, whom he paraphrases on many occasions,
but his use of Mammata seems to be quite limited and superficial.

6. See Kuvalayananda §12 (v. 32) for utpreksd and §5 (v. 17) for ripaka. My numbering of verses
and sections follows that of Bholasankara Vyasa’s edition, but the same numeration is to be found
in the Srimadappayadiksitagranthavalih edition printed in Hyderabad in 1998.
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His discussion of “leading ladies” (nayikdas) is probably based on the
Rasamarijart of Bhanudatta, which both he and his son, Jivaraja, com-
mented upon. Most of the types mentioned in Vrajaraja’s commentary are
described elsewhere, for example in the aforementioned Sahityadarpana:
this applies to the parodhaparakiva (v. 4), praudha (v. 5), madhya (vv. 6, 10),
kalahantarita (vv. 10, 13), manini (v. 11), and mugdha (v. 12) types. The
anusayand type (vv. 8, 9), however, I have found only in Bhanudatta’s work,
and indeed the brief explanations that Vrajaraja gives in verses 8 and 9 agree
exactly with Bhanudatta’s wording (v. 27).

Other aspects of Vrajaraja’s analysis are more idiosyncratic. His types of
“development” (paka) include the grape (draksa), the coconut (narikela),
the mango (rasala), and the jambu, and I know of no authority that gives
these options. Similarly, the styles (#iti) are only partly familiar: the paricali,
gaudr, and vaidarbhi styles date all the way back to Vamana, but the bhairavi
style, mentioned in the commentary to verse 7, is unknown to me.

Relation to other commentaries

Vrajaraja does not refer to any other commentators on the Seven Centuries
by name. Some sections of his commentary, however, have close parallels
in Gangadhara Bhatta’s Bhavalesaprakasika. The date of Gangadhara is
unknown; Dundas (1985: 9) says “possibly sixteenth century” and Selby
(2000: 93) says “sixteenth century”. Gangadhara’s commentary, though also
relatively brief, gives the impression of being somewhat more developed
overall, and a comparison of their commentaries on verse 4 suggests that
Gangadhara builds upon an interpretation that was known to Vrajaraja.

Both Vrajaraja and Gangadhara quote Mammata’s interpretation of
verse 4, or rather his pair of interpretations. In both, a woman is speaking
to her lover; according to the first, the stillness of the heron suggests that
no one else is around, and hence it is a suitable place for an encounter;
according to the second, the stillness of the heron suggests that the lover
has failed to come to the assigned place at the assigned time. What Vrajaraja
and Gangadhara share against Mammata are two novel interpretations of
the phrase niccalanipphamda: it could be a comparison-compound, mean-
ing “still as a mountain”, or alternatively the first word could be read as a
vocative, meaning “motionless”. Vrajaraja’s overall interpretation, however,
is identical to Mammata’s, whereas Gangadhara offers an entirely new
interpretation, according to which the woman is commanding her lover to
be “motionless” in their sexual encounter. It would appear that Vrajaraja
was ignorant of Gangadhara’s innovation, despite the face that Vrajaraja
almost certainly lived after Gangadhara. The similarities in their commen-
tary, however, including their shared citation of Mammata’s interpretations,
and their shared interpretations of the phrase niccalanipphamda, suggest
that they have a common source that is now lost.

Some of Vrajargja’s reading strategies — for example the interpretation
of'the first verse as containing at least three implied meanings — are similar
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to those of Premaraja, whose Sahityabhiimi commentary on the Seven
Centuries remains unpublished (B.O.R.I. ms. no. 181 of 1879-1880). I have,
however, found nothing to indicate that Premaraja was used by Vrajaraja as
a source, and I am at this stage uncertain about Premaraja’s date. Similarly,
Vrajaraja’s attention to the “typology of leading ladies” (nayikabheda) is
common to Madhava Yajva Misra (G.O.M.L. ms. R3378), who includes
a long excursus on the subject in his commentary to the ninth verse, but
there is nothing to indicate that one commentator read the other. Handiqui
(1976: 92) placed Madhava Yajva, who worked in Kerala, between the
twelfth and the sixteenth century.

Regarding the text of the Seven Centuries that Vrajaraja used, the first
fourteen verses are sufficient to show that it was the “vulgate” version in
the terminology of Weber (see 1881: xxxii). More specifically, the order
of verses is identical to that of Weber’s manuscripts y and v, and diverges
slightly from the other vulgate manuscripts, including the commentaries of
Gangadhara and Pitambara. Several readings (e.g., molemti for maiilamti
in verse 5, and anana for muha in verse 6) corroborate the text’s closer
affiliation with y and y than with any of the other witnesses of the vulgate.
The text is closer to y than to y, as shown by the reading vanido (with )
rather than vilado in verse 7 and jirasu (with y) rather than jhiirasu in verse
14. There is, moreover, a reading that does not appear in any other version
— bhohalia and dohaliam for the vulgate’s nohaliam in verse 6 — but this is
likely to be a secondary error.

Symbols and conventions

The text presented here is not a “diplomatic” edition. I have normalized the
orthography of the manuscript, as explained below, and made a number of
corrections, which are documented in the apparatus. This edition, however,
was generated from an XML document that includes the readings of the
manuscript alongside my editorial interventions. Hence a diplomatic edi-
tion can be generated from this document as well, upon request from the
author. Parallel texts are given in the upper register of footnotes. The criti-
cal apparatus is given in the lower register. The only relevant siglum is ms,
which represents the B.O.R.1. manuscript.

The manuscript generally writes anusvara for any syllable-final nasal.
I retain this usage for Prakrit, but give parasavarna for syllable-final nasals
within a word in Sanskrit. The manuscript writes an avagraha in some cases
of vowel coalescence (e.g. vastitpreksa ’lamkarah on f. 2v. 1. 4), but not in
the standard cases of vowel sandhi; this edition uses avagraha for lopasandhi
and not for vowel coalescence (e.g., bhaje "ham but utpreksalamkarah).
Regarding double consonants, the manuscript also writes bhbh, and ghgh,
and jhjha where 1 write bbh, ggh, and jjh, although it rather consistently
writes ddh. The manuscript doubles consonants after 7; I do not. I write
tattva and sattva where the manuscript writes fatva and satva. In the
quotations from the Prakrtapingala, 1 use m to represent a nasal that is



10
11

12
13

14
15
16

20 Andrew OLLETT

non-moraic (i.e., according to the metrical template, it must not contribute
to the weight of the preceding syllable) but is read in the manuscript as an
anusvara. I have not normalized the use of the word-separator (¢), since its
presence or absence may be of some philological interest.

I have not noted the numerous small corrections and deletions that the
copyist himself has made in the margins or between the lines, except when
I believe the original reading (ante correctionem) is worth reporting. For
larger additions or corrections that the copyist has made in the margins,
I enclose the added characters in {angle brackets). All of these additions are
written in the same hand as the main text. My own corrections are read in
the text, and the original reading is noted in the apparatus. Characters which
I have supplied, and which are not read in the manuscript, are enclosed in
| floor brackets]|.

The base text of the Seven Centuries, as it is read in the manuscript, is
printed in grey background. Folio numbers, and even line numbers, are
reported in the right-hand margin. Names of meters, which are not read in
the manuscript but supplied for the reader’s convenience, are reported close
to the right-hand margin in brackets.

This contribution was vastly improved by the careful reading of the
reviewers for BEFEQO and their valuable suggestions.

$11 ganesaya namabh |
svarge tribindur@jer utkrsto bhavati yasya sevanaya | larya)

midho ’pi tan nijantar bhaje ham arunarunam tejah | 1 Il

bindunutam brahmadikadevasyasrimahimakaranam | [upagiti]
daityendrasarthadalanam bhajami ki|m|cin mahah krsnam | 2 Il

danujadhinathanasanapi$unam prahladanam nrhareh | [upagiti]
bhavyaya bhavaye 'ntah pradurbhavaprabhavam aham | 3 |l

vibudhaganasevyamanam vidyasrisobhitasvariipam ca | [arya]
$rinathasamardjam {vande) $risamarajam iva | 4 ||
jaivatrkasamsevyam vibhitibharasobhitam caiva | [upagiti]
$ritatakamarajam vande $rikamarajam iva | 5 ||
srimadguruprasadat tatasyanugrahad visadah | [udgiti]
srisalivahanaryas tanute vrajarajadiksitah sukavih | 6 |l
$11h | rasikajanamanovinodaya praripsitasya granthasya nigpratythaparisama-
ptyartham $risalivahanah sadasivasandhyanjalipranatyupadesartipam manga-
lam aracayati |

4 bindu ] bimdum ms 12 had vi | haddvi ms
4 nutam ] nuta ms. The emendation was 14 praripsitasya ]| praripsitasya ms
suggested to me by Hugo David. 16 aracayati] sic
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pasuvaino ° rosarunapadimasamkamtagorimuhaamdam © I|
gahiagghapamkaam mia ¢ samjhasalilamjalim ¢ namaha ¢ | 1 [l

pasupateh  rosarunasamkrantapratimagaurimukhacandram © |
grhitarghapankajam iva ¢ sandhyasalilaijalim * namata * | 1 |

iti prakrtarthah |

prakrte pirvanipataniyamat samkrantapratimeti | rosena na tu krodhena |
aruno na tv araktah | cidi ahlade ity asmad dhator nispannasya candra-
sabdasya ahladakaritvam arthah | tatha ca nayam Irsyajanyo manah | kim
tu “premnah kutilagamitvat kopo yah karanam vina sa mana” ity ukta-
laksanah premamana eva | anyatha candrapadam noktam syat | anyad e-
voktam syat | Trsyajanyamanartipavipralambhe udvegah samcari premama-
nariipavipralambhe harsah samcart autsukyadayas tibhayatra samah | ata
eva rosarunasyapi mukhasyahladakaritvam upapadyate | tatha ca gaurim ala-
mbya pradurbhiitasadasivanistharatiprakrtikavipralambhasrngaro vyajyateti ra-
sadhvanih | ardhanarinatasvariipakaranaksamanyadevapeksaya sadasive sarasa-
tvenotkarsavisesad vyatirekalamkaro vya(jya)ta ity alamkaradhvanih | grantha-
krnnisthabhavanisankaravisayakaratiriipo bhavo vyajyata iti bhavadhvanih |
dhvaner ati$ayitacamatkarakaritvena uttamam kavyam | arunyena nimittena
gaurimukhacandrasya grhitarghapankajatadatmyasambhavanaya uktavisaya va-
stitpreksalamkarah | mukhacandram ity atra abhedartipakam alamkarah | eta-
bhyam samdehasamkarah |I] madhuryam gunah | paficali ritih | draksapakah |
gaha chandah | {iyam ca gaha prathamanaganatvena) mitrabhrtyayor nayaga-
nayos ca sattvena Subhaphalada trayovirs$atilaghusattvena §tdra | (tatha ca pi-
ngale |

jata kavvagahadoha munahu nagana hoi padhamakkharahim | [chappaal
tasu riddhi buddhi savvairm phurai rana raula duttara tarai |

ity uktatvat |

22 Bhavalesaprakasika: pratimaya samkrantam prakrte pirvanipataniyamat samkrantaprati-
mam va

25 Sahityadarpana 3.198—199ab: manah kopah sa tu dvedha pranayersyasamudbhavah | dva-
yoh pranayamanah syat pramode sumahaty api | premnah kutilagamitvat kopo yah karanam vina |
34 Kavyaprakasa (p. 20): idam uttama atisayini vyangye vacyad dhvanir budhaih kathitah.
40-43  Prakrtapingala 1.36: jata kavva gaha dohai munahu nagana hoi padhamakkharahi | tasu
riddhi buddhi savvai phurahi rana raula duttara tarai |

17 rosaruna | rosarunam ms. Possibly the 38 ] There are roughly five different marginal
copyist mistook a word-separator in the exem-  additions here; I have reconstructed their prob-

plar for an anusvara. able sequence.

19 pratima | pratima ms 38-39 nayaganayo$ ] naganayo$ ms
25 vina ] vina ¢ ms 39 virsatilaghu ] vimsatir laghu ms
29 upapadyate ] upapanipadyate ms 41 munahu | sunuhu ms

32 visesad ] visesat | ms 41 akkharahim ] akkharahim ms

34 nimittena ] nimittettena ms 42 riddhi ] jhaddhi ms

35 panka ] paka ms 42 savvaim ] savvaim ms
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mitta bhicca thirakajja jujjha nibbhaa jaa dijjai | [chappaa (part)]
ity uktatvac ca |

sesa suddint hoi | lgatha (part)]
ity uktatvac cal ) nayakadvayasambandhat samgrahini ceti dik [] (tatraiva

ve naakena hoi samgahini lgatha (part)]
ity u| ktatvat] | ) 11

%k

prakrtanabhijnah kevalasamskrtarasikah kamatattvavicaram kurvantah katham
na lajjanta ity abhiprayenaha |

amiam ¢ pauakavvam ° padhium ° soum ¢ a * je * na * anamti ° I|
kamassa ° tattatattim * kunamti * te * kaha ¢ na  lajjamti * | 2 I|

amrtam e prakrtakavyam e pathitum ¢ $rotum ¢ ca * ye * na ¢ jananti ° |
kamasya e tattvacintam ¢ kurvanti  te * katham na ¢ lajjante < | 2 |

iti prakrtarthah |

amrtam ity anenavibudhanam arasajfianam dusprapyatvam vyajyate | ye na ja-
nantiti bahuvacananirdesena nafia casya kavyasya pathanam $ravanam ca dvitra
eva janantity arthah | kamasyeti aradhyaradhakabhavasambandhe sastht tena ca
tadaradhanapradurbhiitasvabhinnarasasvadanispannam vigalitavedyantaram a-
nandam ta eva prapnuvantity arthah | yad va rahoh $ira itivad abhede sasth1 tada
kamabhinnarasanandam ta eva prapnuvantity arthah | tatha ca gaha chandah |
21

%k
$r1salivahanah svakrtisiicakakathanakanibandhanapiirvakam svaka-
rtrkagranthasamkhyam visinasti |

sattasaai * kaivacchalena ¢ kodia majjhaarammi ° |
halena ¢ viraiaim ¢ salamkarana * gahanam | 3 ||

43-45 Prakytapingala 1.37: mitta mitta de riddhi buddhi aru mamgala dijjai | mitta bhicca thi-
rakajja jujjha nibbhaa jaa kijjai | mitta uase kajjabamdha nahi puni puni chijjai | mitta hoi jai sattu
gottabamdhava pidijjai | aru bhicca mitta sava kajjaho bhicca bhicca aatti cala, sava bhicca aase
dhanu nasai bhicca vairi hakamda phala |

45-47  Prakytapingala 1.64: teraha lahua vippl eaisehirh khattinT bhania | sattaisa vesT sesa sa
suddint hoi |

47-49  Prakytapingala 1.63: ekke je kulamamti be naakkehirh hoi samgahini | naakahina ramda
vesa bahunaaka hoi |

47 uktatvac ca ] uttkat ms 59 kama | kamya ms

50 vicaram ] vicavicaram ms 60—61 m anandam | m anamdam ms
50 kurvantah ] kurvamtah | ms 64—65 svakartr | svakatr ms

55 kamasya | kamyasya ms 66 vacchalena | valena ms

57  dusprapyatvam ] dusprapyatva ms 66 majjha ] bhajja ms

58 casya ] casyam ms 67 viraiaim ] viraioim ms
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saptadatani  kavivatsalena ¢ kote * rmadhye © |
salivahanena ° viracitani * salamkaranam ¢ gathanam | 3 |

ity prakrtarthah |
kodte ity atra ekaro laghuh | tena ca akarah pathaniyah | gaha chandah | 3 |
%

kacit samketayanti nayakam praty aha | yad va kacit samkete tvam adrstva tatah
paravrtya samagato “ham iti vadantam nayakam praty aha |

ua * niccalanipphamda ¢ bhisanipattrammi * rehai * balaa |
nimmalamaragaabhaanaparitthia « samkhasutti vva ¢ | 4 [l

pasya ° niscalanispamda ¢ bisanipatre * rajate  balaka |
nirmalamarakatabhajanaparisthita * sankhasuktir iva * | 4 ||

ity prakrtarthah |

prakrte atmanepadabhavena rehai iti | niscalo acalah tadvan nispandety arthah |
yad va niScaleti sambuddhih | tatha ca abhasadvaye ’pi na paunaruktyam |
sankhasuktih sankhakrtih Suktivisesa ity arthah | adye acalavannispandatvena
asvastatvam tena ca nirjanatvam atas tv idam evocitam avayoh samketa-
sthanam iti vyajyate | dvitiye niscaleti sambuddhya nirudyamitvam tena ca
yadi tvaya tatra gatam syat tada balakikayoddinam eva syat tadabhavena
tvam mithya vadasiti vyajyate | iyam ca vyaiijitavyafijana | kramena sam-
bhogavipralambhasrngarau | dhvaner ati$ayitacamatkarikaritvena uttamam ka-
vyam | uttamottamam iti kecit | bisintpatragatanailyabalakagatasvaityariipani-
mittena bisinipatrasambaddhabalakayah marakatabhajanasthitasamkhasuktita-
datmyasambhavanaya uktavisaya vastiitpreksalamkarah | parodhaparakiya na-
yika | madhuryam gunah | paficali ritih | draksapakah | gaha chandah | 4 |l

*

kascin nidhuvanavaidagdhyagarvasilam kamcid aha | yad va kascid ratantasa-
maye svamitram praty aha |

79-80 Bhavalesaprakasika: ni$calo ’calas tadvan nihspanda vegavidharanaprayatnavasat,
niscaleti purusasambodhanam va.

81-83 Bhavalesaprakasika: yad va nihspandatvenasvastatvam, tena ca janarahitatvam, tena ca
samketasthanam iti kayacit kamcit prati vyajyate; Kavyaprakasa (p. 36): atra nispandatvenasvas-
tatvam, tena ca janarahitatvam, atah sanketasthanam iti kayapi kamcit praty ucyate.

83-85 Bhavalesaprakasika: — athava mithya vadasi, na tvam agato ’bhir iti vyajyate;
Kavyaprakasa (p. 37): athava mithya vadasi, na tvam agato “bhir iti vyajyate.

86—87 Kavyaprakasa (p. 20): idam uttama atisayini vyangye vacyad dhvanir budhaih kathitah.

68 kote * ] kaute  r ms mistake might also be read as svakytih.
79 tadvan ] tadva ms 81 acalavan ] acalava ms

80 yadva]yadvalms 84 syat]syat|ms

80 sambuddhih | ] sambuddhih ms 84 ddiam ] ddinam ms

81 Suktih ] yuktih ms 84 tadabhavena | atadabhavena ms

81 sankhakrtih ] khakrtih ms. The scribe’s 89 vastl | vasta ms
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tava ccia raisamaye mahilanam vibbhama viraamti |
java ¢ na * kuvalaadalasacchaim ¢ molemti * naanaim | 5 Il

tavad eva ° ratisamaye * mahilanam ¢ vibhramah ¢ virajante ° |
yavan na * kuvalayadalasadréani « mukulibhavanti * nayanani * | 5 |l

iti prakrtarthah Il

dvitiye ratisamayanetramukulibhava eva rasadhayako vibhramah sambhavatiti |
vyangyam gunibhiitam | vyangyapeksaya vacyasyaiva camatkarakaritvan ma-
dhyamakavyam | svabhavoktir alamkarah | praudha nayika | madhuryam gu-
nah | jambupakah | gaha chandah | 5 |

*

kurabakam vicarayantam anabhijfiam prati narmasakhi vadati | yad va puspi-
takurabakam vilokya saharsam anabhijfiam prati kascid aha |

dohalia * m appano kim * na * maggase maggase * kuravassa ° |
eam ° khalu ¢ suhaa ¢ tuha ¢ hasai ¢ valiananapamkaam ¢ jaa |6 Il

bho e halika {dauhrdam ity arthantaram) ¢ atmanah * kim na * margase * ma-
rgase * kurabakasya ° |
iyam  khalu  subhaga  tava ¢ hasati * valitananapankajam ¢ jaya | 6 |l

subhagahalikapadabhyam 1dr$tm prapya subhago "pi tvam anabhijia eveti kim
na maggase ity anena vicaraksamatvena atijadatvam ca vyajyate tac ca gunibh-
tam | vyangyapeksaya vacyasyaiva camatkrtijanakatvan madhyamam kavyam |
svabhavoktir alamkarah | madhya nayika | madhuryam gunah | vaidarbhi ritih |
rasalapakah | hasa ity atra tvaritapathitah samnaddhabhyam varnabhyam eka eva
varnah sampadyate | gaha chandah | 6 Il

*

puspitam asokam drstvatikhinnam kamcid virahinim vilokya narmasakhi sakhim
prati vadati | yad va tam praty evaha |

99-100 Kavyaprakasa (p. 26): tadapeksaya vacyasyaiva camatkarakaritvat.

94 java]javams 102 yad va ] madva ms

98 dvitiye ] dvitlya ms 104 do]p.c.;bho-a.c.

98 ratisamaya ] bharo tatsamaya ms 104 m appano ] p.c.; appano a.c.

99 gunibhitam | ] gunibhatam ms 106 bho ] mi ms

99 camatkarakaritvan ] camatkari ms 109 1dr$tm ] edr$im ms

100 madhuryam | madhurya ms 111 wvyangyapeksaya | vyagyapeksaya ms

101 jambupakah | ] dauhrdam | ms. dauhydam 111 vacyasyaiva ] vyasyaiva ms

was probably anticipated from its occurrence 111  janakatvan ] manakatvat | ms

in the next verse; jambupdkah was evidently {73 samnaddhabhyam ] sanaddhabhyam ms
skipped and inserted between kurabaka and
vicarayamtam in the commentary to the fol-
lowing verse.

115 puspitam | puspam ms
115 khinnam ] khinnam | ms

102 kurabakam ] kurabakajambupakah | ms 115 sakht ] sakhim ms
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tavijjamti * asoehim * ladahavaniau ¢ daiavirahammi ° |
kim e sahai « ko vi ¢ kassa vi ¢ paapaharam * pahuppamto * | 7 Il

tapyante * adokaih ¢ sundara(laliteti va)vanitah ¢ dayitavirahe |
kim ¢ sahati * ko ’pi * kasyapi * padapraharam ¢ prabhur bhavan | 7 |

iti prakrtarthah |

ladaheti lalitarthe sundararthe va dest | vaniao ity atra okaro laghuh tena ca u-
karah pathantyah | avyangyatvat avaram kavyam | svabhavoktir alamkarah | ma-
dhuryam gunah | bhairavi ritih | jambiipakah | gaha chandah | 7 Il

*

siksayanttim $vasriim prati rahasyam prakasayanti kacid vadati | yad va kacit sam-
ketanasena duhkhita sati tatasthyena §vasriim praty aha |

atta e taha * ramanijjam * amham * gadmassa * mamdanthtiam ° |
luatilavadisariccham ¢ sisirena * kaam ¢ bisanisamdam e |

iti prakrtarthah | 8 |l

taha ramanijjam ity anenaitatsadr$am dvitiyam samketasthalam nastiti vya-
jyate | amham gamassety anena duhkhaspadatvam vyajyate | dhvane$§ cama-
tkrtijanakatvad uttamam kavyam | u(pa)malamkarah | vartamanasthanavigha-
tanena anusayana nayika | madhuryam gunah | paficali ritih | narikelapakah |
gaha chandah | 8 |l

*

samketanasena duhkhitam kamecit sakhi vadati |

kim e ruasi ¢ onaamuhi ¢ dhavalaamtesu  salichettesu ¢ |
harialamamdiamuhi ¢ nadi vva ¢ sanavadia ¢ jaa |9 Il
kim ¢ rodisi * avanatamukhi ¢ dhavalayamanesu e §aliksetresu ¢ |
haritalamanditamukht ¢ nativa ¢ Sanavatika * jata * 19 |
iti prakrtarthah |
dhavalaamtesv ity atra §anaco vartamanatvam arthah | tatha ca vartamanakala-

vachinnataya karma pratiyate tena ca samketanaso vyajyate | vyangyapeksaya va-
cyasyaiva camatkrter madhyamam kavyam | upamalamkarah | bhavisthanabha-

132-133 Rasamaiijari 27: anu§ayana yatha — vartamanasthanavighatanena ...
143-144  Rasamarnjart 27: anusayana yatha ... bhavisthanabhavasankaya ...

117 ladaha ] laha ms 132 janakatvad | janakatvat | ms

117 vania | vania ms 133 anusayana | anusayanana * ms

117 vaniau ] p.c.; vanidom a.c. 136 chettesu ] chetesu ms

118 paa]pams 142 taya karma ] tatka nam ms. Uncertain;
122 lalitarthe ] lalitarthe ms possibly tat karma.

123 avyangya ] avyamga ms 142 tena ca ] tena ca bha ms

125 rahasyam ] tathasyam ms. Uncertain. 143 vyangyapeksaya | vamdhyapeksaya ms

126 tatasthyena ] tatasthena ms 143 camatkrter | camatkrteh | ms
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vasankaya anusayana nayikah | madhuryam gunah | paficali ritih | rasalapakah |
gaha chandah | 9 |l

%k

kacin narmasakhi premabhangena khinnam kamcid aha |

sahi e erisi * ccia * gal * ma * ruvvasu tamsavaliamuhaadam ¢ |
eana * balavalukkitamtukudilana pemmanam ¢ | 10 |

sakhi « 1drSyeva ¢ gatih * ma ¢ rodasva ° tiryagvalitamukhacandram e |
etesam ¢ balavalunkitantukutilanam ¢ premnam ¢ | 10 I

iti prakrtarthah |

erisi ccia iti evakarena cintam ma kurv iti vyajyate | ma ruvvasu ity anena dhai-
ryam dhatsva sarvarthan ayasah aneya iti vyajyate | tiryakpadena lajja duhkhati-
Sayas ca vyajyate | eana balavalukkitamtukudilanam iti purovartinirdesena jata-
matre premni tavedrsam kartum asampratam iti §iksa vyajyate | vyangyapeksaya
vacyasyaiva camatkaradhayakatvena madhyamam kavyam | svabhavoktir alam-
karah | madhya kalahantarita nayika | prasado gunah | pafcali ritih | jambiipa-
kah | gaha chandah | 10 Il

*

kacin maninT tasya evam eva manasyapagamo jata iti kamcit praty aha |

paapadiassa * paino * putthim ° putte * samaruhamtammi |
didhamannudiimiai ¢ vi * haso * gharania nikkamto * | 11 |

padapatitasya ¢ patyuh ¢ prstham ¢ putre * samarohati |
drdhamanyudiinaya ¢ api hasah ¢ grhinyah ¢ niskrantah | 11 |

iti prakrtarthah |

diimiae gharanie ity atra ekaro laghus tenekaro *kara$ ca pathaniyah ||| ka-
statarapaneyo ’pi (na) gurur manah | patyur na tu priyasya | tenanya-
nuraktatvena saparadhatvam vyajyate | drdhamanyupade sahajatayaivapagata
ity arthah | grhinyah na tu priyayah tatha ca padapatanam mukhadaksi-
nyenety arthah | etair nayikayas canditvam gamyate | vacyacamatkrtya ma-
dhyamam kavyam | patisambamdhiprsthakarmakaputrasamarohanartiparthasya
manapagamasiicakahasaniskramanartpaprakrtarthopapadakatvena vilaksitatvat

147 tamsa | tamsi ms 156 camatka | camatkha ms

149 rodasva ] ruhasva ms p.c.; rodisi a.c. 159 evam eva | evam evam ms
150 balavalunki ] balocasika ms. Uncertain. 159 mana | maga ms

152 erisi | erasi ms 159 kamcit ] kacit ms

152 ccia | ccia ms 161 damiai ] p.c.; dimiae a.c.
152 iti ] itams 161 gharania ] p.c.; gharanie a.c.

153 sarvarthan ayasah ] sarvarthan ayasahms 163 hasah | nasah ms

153-154  duhkhatisayas | duhkhatiasayas ms 165 gharanie ] gharanae ms

154 eana ] eana ms 167 tvam ] tva ms

154 bala ] balabala ms 170 ruparthasya ] riipo rthasya ms
155 asampratam iti | asampratam sampratameti 171  vilaksitatvat ] vilaksitatvat | ms
ms
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kavyalingam alamkarah | manapagame hasasya hetutvena hetvalamkarah | ma-
napagamasya hetoh hasavattvasadhyasadhakatvena anumanalamkaras ca | ma-
nini nayika | prasado gunah | paicali ritih | nalikerapakah | gaha chandah | 11 |l

*

kacit pacantT hasyate kenacid iti kacit kamcit pra(ty a)ha |

gharania mahanasakammalaggamasimailiena ¢ hatthena e |
chittam * muham ° hasijjai camdavattham ¢ gaam * paina « | 12 |

grhinya » mahanasakarmalagnamasimalinena ¢ hastena ° |
sprstam ¢ mukham ¢ hasyate * candravastham * gatam ¢ patya |12 |

iti prakrtarthah |

gharanie ity atraikaro laghus tenakarah pathaniyah | mahanasakammalaggety
anena prathamabhyaso vyajyate | vacyacamatkrter madhyamam kavyam |
apradhanyena hasyarasasyalamkarata | ivadipadabhave ’pi pratiter arthy upa-
malamkarah | mugdha nayika | ojo gunah | gaudi r1tih | nalikerapakah | gaha
chandah | 12 Il

*

kacid datt mananam amanayantam nayakam praty aha | yad va gurujanabhayal
lokanindaya va anagacchantam nayakam prati datya uktih |

saccam ° janai * datthum ¢ sarisammi * janammi * jujjae * rao |
marail ® na * tumam ° bhanissam ¢ maranam ° pi * salahanijjam se |
1311

satyam * janati * drastum ° sadrse jane  yujyate  ragah |
mriyatam * na tvam ¢ bhanisye * maranam api ¢ §laghaniyam ¢ asyah « [ 13 Il

iti prakrtarthah |

sarisammity adina aprapye jane anurago na yukta ity arthah | tena ca nayikayah
aprapyakaryatvena ajiiatvam vyajyate | maraii nety anena yadi tvaya nagamyate
tada sarvatha tanmaranenaiva bhavyam iti vyajyate | tena canuragatisayas tasya
iti vyajyate | vyangyacamatkrter uttamam kavyam | prathame ka(la)hantarita na-
yika | dvitiye gurvadiparatantryat samgamanirodhad virahas tajjanyavirahava-
ttvena virahini nayika | madhuryam gunah | vaidarbhi ritih | nalikerapakah |
gaha chandah | 13 1|

completed; the copyist has put the numeral “2”
on top of each word of the first line, and “1”
after every few syllables of the remaining part
of the introduction, to indicate that we should
read “1” before “2”.

188 datthum ] datham ms

183-184 arthy upamalamkarah ] arthi upama- 192 ¢laghaniyam ] §laghanayam ms

172 hasasya | hasyasya ms

176 gharania ] p.c.; gharanie a.c.

176 kamma ] kammya ms

176 hatthena ] hastena ms

183 apradhanyena ]| apradhanyena ms

lamkarah ms
186 yad va ... salahanijjam se ] The first
line was written before the introduction was

195 aprapyakaryatvena ] apreksyakaryaritvena
ms. Uncertain.

198 nirodhad ] nirodho ms
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*

kascit pakam kartum udyuktam nayikam praty aha |

ramdhanakammaniunie * ma jurasu ° rattapadalasuamdham |
muhamaru(am ¢ piamto * dhiimai * sihi * na pajjalai ¢ | 14 ||

pakakarmanipune ¢ ma ¢ khidyasva ¢ raktapatalasugamdham e |
mukhamaru)tam piban ¢ dhtimayate  $ikhi  na prajvalati | 14 ||

iti prakrtarthah |

jurasu ity asya khider juravistrav ity anusasanena khedarthakatvam |

Translation

Note that I omit Vrajardja’s rendering of the Prakrit verses into Sanskrit.

Reverence to Ganesa.

Though I am a fool, I devote myself

to that deep red brilliance within.

Through serving it, one can become superior
even to the three orbs in heaven. (1)

I devote myself to the indescribable dark brilliance
that destroys the hosts of the lord of Daityas,

the brilliance known as the ‘forehead-mark’

that imparts great beauty to the faces

of Brahma and the other gods. (2)

In my heart I meditate upon that power that Nrhari
had to manifest for the benefit of the world,

a power that brings delight, and foretells

the destruction of the lord of the Danujas. (3)

I praise the lord Samar3ja, like Samaraja himself,
attended by crowds of scholars : gods,

and made all the more beautiful by the splendor
of learning | Sarasvati. (4)

I praise my father, Sr1 Kamaraja, like Kamaraja himself,
attended by his sons : worshipped with camphor,

and made all the more beautiful by copious wealth :

by his enormous power. (5)

207  Siddhahemasabdanusasana 8.4.132: khider jlravistirau

201 kartum udyuktam ] karttum madyuktam 207 jUrasu ] jurasu ms
ms 207 jura ] jjura ms
202 padala ] pala ms

203  sihi | siha ms. Emended in conformance

with the Sanskrit gloss.
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By the grace of his revered teacher,

by the favor of his father, the excellent poet
Vrajarajadiksita now renders completely clear
the arya verses of Sri Salivahana. (6)

For the sake of the unobstructed completion of the text that he, in order to
delight the hearts of lovers of literature, is now about to begin, S1T Salivahana
starts with an auspicious verse that takes the form of a recommendation to
bow to Sadasiva at twilight:

Do reverence to Pasupati’s cupped hands,
holding the water of a twilight offering,

in which Gauri’s moon-face appears

in a reflected image, red with anger,

as if they held a red lotus to offer to a guest. (1)

Because there is no restriction on which member of a compound must come
first in Prakrit, the phrase “image-reflected” (padimasamkamta) is the same
as “reflected image”. It is a mild red, not a deep red; and morever it is red
with anger, not with rage. The meaning of the word “moon”, which is derived
from a verbal root that means “delight”, is that GaurT’s face is a cause of
delight. And thus this mood of hers is not produced by actual jealousy, but
rather it is just one of the moods of love, according to the definition that “a
mood is sullenness without any cause, due to the fact that love proceeds in
crooked ways”. Were this not the case, then the word “moon” would not
have been used, and something else would have been used instead. Agitation
accompanies separation in the form of a mood produced by actual jealousy,
whereas a thrill accompanies separation in the form of a mood produced by
love. Other emotions, such as eagerness, are common to both forms. For
this reason, although her face is red with anger, it still makes sense for it to
be a cause of delight.

Furthermore, this verse suggests an aesthetic emotion (rasadhvani): what is
manifested is love-in-separation, which has as its basis the fully-manifested
desire that is located in Sadasiva, and which has Gaur as its object. It also
suggests an ornament (alamkaradhvani): what is manifested is the orna-
ment of distinction (visesa), since Siva’s being full of an aesthetic emotion
imputes a particular excellence in comparison to other deities, who are not
capable of taking the forms of the one whose half is a woman (ardhanari)
and the dancer (nata). And it suggests a feeling (bhava): what is manifested
is the feeling of desire, of which the author of the text is the subject, and
of which the object is Siva and Parvati. Because suggestion is the primary
cause of our amazement, this is the highest kind of poetry. One ornament
is the imagination of a state of affairs (vastitpreksa), of the variety whose
object has been stated, because the redness of GaurT’s face serves as the
occasion for it being imagined as identical to a handful of water that contains
the red flowers of offering. Another ornament here is identification without
a difference (abhedaripakam), in the word “moon-face”. There is thus a
combination of these two that amounts to a doubt. The quality (guna) is
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sweetness. The style (riti) is parnicali. The development (paka) is that of the
grape. The meter is the gaha. And this particular gaha is auspicious and
beneficial because it begins with a na-gana, and because of the presence of
a na-gana and a ya-gana, which are the “friend”” and “servant”, respectively.
It is also a siidra, because of the presence of twenty-three light syllables.

And as Pingala has said:

Know that if a kavya, gatha, or doha

has a na-gana in the initial syllables,

his success and intelligence will sparkle everywhere,
and he will overcome difficulties in battle and at court.

and:

A “friend” and “servant” are firm in what needs to be done:
they produce fearless victory on the field of battle.

and:
The rest are Sidras.

Furthermore, it is a samgrahini because it has two “leaders” (~—v), as
Pingala also says:

It is samgrahini on account of two “leaders”. (1)
*

His idea in the next verse is: how is it that those people who don’t know
Prakrit, who have a taste for Sanskrit alone, aren’t ashamed when they
conduct their investigations into the principles of love?

Prakrit poetry is nectar.

Those who don’t know how to recite it,

or listen to it, but who are still deeply concerned with love —
how are those people not ashamed? (2)

What is suggested by the word “nectar” is that it is extremely difficult to reach
for those who are not wise, that is, for those who have no understanding of
aesthetic emotions (rasa). Through the plural reference and negation in the
phrase “those who don’t know”, the sense is that only a handful of people
know how to recite and listen to Prakrit poetry. The genitive case of “love”
refers to the relationship of what is propitiated and the one who propitiates it.
Hence the idea is that what is manifested by propitiating love is the savoring
of an aesthetic emotion (rasa) that is actually no different from love itself, and
what arises from this savoring is the bliss in which all other objects of knowl-
edge fall away, which only those people can obtain. Alternatively, it might
stand in a relationship of non-difference, just as in “the head of Rahu”, and
hence the idea will be that they alone can obtain aesthetic bliss (rasananda),
which is in fact no different from love. The meter is g@ha here as well. (2)

%k
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Sr7 Salivahana now specifies the extent of the text of which he is the creator
by putting together a short narrative that indicates what he has done:

Hala, beloved of poets, composed
seven hundreds of beautifully ornamented verses
in the midst of a crore. (3)

In the word kodie the letter e is short, and hence it should be read as the
letter a. The meter is the gaha. (3)

%k

A certain woman says the following to the leading man in setting up a
meeting. Alternatively, a certain woman says the following to the leading
man, who is saying “I didn’t see you in the meeting place, so I turned back
around, and here I am”.

Look: the heron, still as a mountain,
looks beautiful on the leaf of a lotus,
like a pearl conch placed on a plate
made of pure emerald. (4)

The form rehai is used because there is no atmanepada in Prakrit. The
word “motionless” (niccala) refers to a mountain, and hence the sense
is “as still as a mountain”. Alternatively, “motionless” is an address to a
listener. And thus there is no repetition, although the same idea appears
twice. The sense of “pearl conch” is a piece of mother-of-pearl in the shape
of'a conch. On the first interpretation, what is suggested by its being “still
as a mountain” is that it is totally comfortable, which means that there is
nobody nearby, and therefore this will be a good place for us to set up a
meeting. On the second, what is suggested by the vocative “motionless”
is that he has not made any effort, and accordingly, if you had gone there
then the heron would have flown away, but since it hasn’t, you are lying.
This is “suggestion through something that has itself been suggested”
(vyarijitavyanijand). The aesthetic emotions are the erotic in union and in
separation, in sequence. Because suggestion is the primary cause of our
amazement, this is the highest kind of poetry. Some people say that this
is the highest among the highest.

One ornament is the imagination of a state of affairs (vastitpreksa), of the
variety whose object has been stated, because the two colors — darkness
of the lotus-leaf and the whiteness of the heron — serve as the occasion for
imagining the heron, linked to the lotus-leaf, as identical with mother-of-
pearl, situated on an emerald plate. The leading lady is one who is married
to someone else (parodhaparakiya). The quality is sweetness. The style is
pancali. The development is that of the grape. The meter is the gaha. (4)

%k
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A certain man says this to a certain woman who is always proud about how
good at sex she is. Alternatively, a certain man says this to a friend of his
regarding the time just after sex.

The art of seduction of women

at the time of sex reigns supreme —
but only until their eyes,

as beautiful as the petals of a lotus,
begin to close up. (5)

On the second interpretation, it is that the art of seduction can only bestow
rasa when women’s eyes act like closing buds (mukulibhdva) during sex.
The suggested meaning is secondary. Because the expressed meaning is the
primary cause of our amazement, in relation to the suggested meaning, this
is the middle kind of poetry. The ornament is description (svabhavokti). The
leading lady is one who is experienced (praudha). The quality is sweetness.
The development is that of the jambii. The meter is the gaha. (5)

%k

The close confidante of a woman says this to her friend’s lover, who is
unaware, as he is taking care of an amaranth plant. Alternatively, a certain
man says this to a man, who is unaware, who is happy to see that the ama-
ranth is in bloom.

Hey farmer! Why aren’t you seeking

for yourself what you seek for the amaranth?
Your wife is here, god bless you,

laughing with her lotus-face turned down. (6)

What is suggested by the words “god bless you” (subhaga) and “farmer”
(halika) is that you have had the good fortune to get such a beautiful girl,
but you just don’t know what to do with her, and what is suggested by
“why aren’t you seeking” is that you are incapable of thinking about these
things, and hence very stupid. These meanings are subordinate. Because
the expressed meaning is the primary cause of our amazement, in relation
to the suggested meaning, this is the middle kind of poetry. The ornament is
description. The leading lady is of the middle type. The quality is sweetness.
The style is vaidarbhi. The development is that of the mango. In “laugh-
ing”, the two syllables (ha-sa) should be rushed through, so that they come
together and form a single syllable. The meter is the gatha. (6)

%k

The close confidante of a certain woman sees that she is very depressed
to look upon a flowering asoka tree in her separation from her beloved,
and says this to a friend of hers. Alternatively, she says it to the woman
outright.
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These “painless” (asoka) trees torture beautiful women
when they are separated from their partners.

Is there anyone who will suffer the strikes

of someone’s foot, if he can do something about it? (7)

The word ladaha is a regional expression (des?) meaning “charming” or “beau-
tiful”. In the word “women” (vaniao), the letter o is short, and hence should be
read as the letter u. Because there is no suggested meaning here, it is the lowest
type of poetry. The ornament is description. The quality is sweetness. The style
is bhairavi. The development is that of the jambii. The meter is the gaha. (7)

*

A certain woman says this in order to reveal a secret to her mother-in-law
who might offer her some advice. Alternatively a certain woman who is
upset at the loss of her meeting-place says this to her mother-in-law as if it
did not personally affect her.

Mother, the stand of lotuses was so beautiful,
the ornament of our village,

and now the winter has made it

like a field of cut sesame. (8)

What is suggested by the phrase “so beautiful” is that there is no meeting-
place that is quite like that one. What is suggested by “our village” is that
it is a place of misery. Because suggestion is the primary cause of our
amazement, this is the highest kind of poetry. The ornament is comparison
(upama). The leading lady is of the “regretful” (anusayana) type, because
of the destruction of her current meeting-place. The style is paricali. The
development is that of the coconut. The meter is the gaha. (8)

%k

A friend says this to a certain woman who is upset at the loss of her
meeting-place.

Why are you weeping, with your face turned town,
in the rice fields that are turning white?

The hemp fields have now become like an actress
who has painted her face yellow. (9)

The present participle (sanac) here, in dhavalaamtesu, has the sense of the
present tense. And thus an action that is delimited by the present time is under-
stood, and what is suggested by that is the loss of the meeting-place. Because
the expressed meaning is the primary cause of our amazement, in relation to the
suggested meaning, this is the middle kind of poetry. The ornament is compari-
son. The leading lady is of the regretful type, because of her concern that her
meeting-place will no longer be available. The quality is sweetness. The style
is paricali. The development is that of the mango. The meter is the gahda. (9)
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*

A certain close confidante says this to a woman who is depressed because
her relationship has taken a bad turn.

This is just the way relationships are, friend.
Don’t turn your moon-face down and cry about it.
These things are as twisted

as the fibers of a young gourd. (10)

What is suggested by the word “just” (eva) is that you shouldn’t worry.
What is suggested by the phrase “don’t cry” is that you should take cour-
age and be strong in all of your endeavors. What is suggested by the word
“down” is her shame and great sadness. In “these things are as twisted as
the fibers of a young gourd”, she refers to something right in front of them,
and what is suggested is her advice, which is that it’s not appropriate for
you to do this over a relationship that has only just gotten started. Because
the expressed meaning is the primary cause of our amazement, in relation
to the suggested meaning, this is the middle kind of poetry. The ornament
is description. The leading lady is of the middle type, quarreling with her
lover. The quality is clarity. The style is paricali. The development is that
of the jambii. The meter is the gaha. (10)

*

A certain woman who is in a mood of anger says to a certain other woman
that her anger has disappeared on its own.

When her son climbed up

on the back on her husband, who had fallen

at her feet, a smile crept across the housewife’s face,
though she was firmly in the grip of anger. (11)

In the words “in the grip of” (diumide) and “housewife” (gharanie), the let-
ter e is short, and hence we must read the letters i and a. Her anger is hard
to appease, but it is not grave. And it is not a lover, but her husband. What
is suggested by this is that he has done her wrong by falling in love with
another woman. The sense of the word “firmly in the grip of anger” is that
it has gone away entirely on its own. The sense of her being a “housewife”
rather than a “beloved” is that when he falls at her feet it is because of
“politeness to her face” (mukhadaksinya). Through these things we under-
stand that the leading lady is irascible. Because of our amazement at the
expressed meaning, this is the middle kind of poetry. The ornament is poetic
indication (kavyalinga), since one meaning, in the form of the son’s climb-
ing up onto the back that is connected to her husband, subserves another
meaning that is contextually more central, in the form of a smile creeping
across the woman’s face and implying the disappearance of her anger, and
hence it is different. It could be the ornament of “reason” (ketu), since the
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smile is the reason for inferring the disappearance of her anger, and it could
also be the ornament of “inference” (anumana), since the disappearance of
her anger is the reason that establishes the conclusion, which is that she is
possessed of a smile. The leading lady is of the “angry” type. The quality
is clarity. The style is paricali. The development is that of the coconut. The
meter is the gaha. (11)

*

A certain woman says to a certain other woman that a man is laughing at a
woman as she is cooking.

The housewife’s hands are dirty

from the work she’s been doing in the kitchen,

so when she touches her face, her resemblance

to the moon is complete, and her husband laughs. (12)

In the word “housewife” (gharanie), the letter e is short, and hence should
be read as the letter a. What is suggested by the phrase “doing work in the
kitchen” is that this is her first attempt. Because of our amazement at the
expressed meaning, this is the middle kind of poetry. The comic emotion
serves as an ornament here because it is not primary. The ornament is an
implied comparison, since we understand it even in the absence of a word
such as “like”. The leading lady is of the “innocent” type. The quality is
power. The style is gaudi. The development is that of the coconut. The
meter is the gaha. (12)

%k

A certain messenger says this to the leading man, who doesn’t take his
lover’s anger seriously. Alternatively, it is the statement of a messenger to
a leading man who isn’t coming to meet his lover, either out of fear of their
parents, or because of what people might say.

It’s true, she knows what to look for.

Desire only makes sense for someone similar.

Let her die. I’'m not going to talk to you.

It would be more praiseworthy for her to die. (13)

The sense of “someone similar” is that desire for someone who can never
be attained does not make sense. And what is suggested by that is that the
leading lady, insofar as she has set herself a task that can never be attained,
is clueless. What is suggested by “let her die” is that if you don’t come then
it is guaranteed that she will die. And what is suggested by that is that her
desire is out of proportion. Because of our amazement at the suggested
meaning, this is the highest kind of poetry. In the first interpretation, the
leading lady is the type that is quarreling with her lover. In the second, she
experiences separation from her lover as a result of the lack of a chance for
the two of them to come together, since they are both still dependent on their
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parents, and hence since she experiences that kind of separation, the leading
lady is the type that is “in separation”. The quality is sweetness. The style is
vaidarbhi. The development is that of the coconut. The meter is the gaha. (13)

%k

A certain man says this to the leading lady, who has just started cooking
a dish.

You’re an excellent cook! Don’t get angry.

The fire is smoking, only because it wants to drink in
the breeze of your breath, which is as fragrant

as red patalt flowers. It’s not blazing. (14)

The word jirasu means to feel anguish, in accordance with the rule that
substitutes the roots jiira and visira for the root khid. (14)

Notes to the text

References are to line-numbers of the edition.

2-3: The “three orbs” are generally the sun, the moon, and fire (thanks to
Anand Venkatkrishnan for this information).

6—7: The use of prahladanam, which I take as an adjective to pradurbhava-
prabhavam, suggests the story of Prahlada.

8—11: These verses identify Vrajaraja’s grandfather, Samaraja, and his father,
Kamaraja. The figure seems to be ananvaya: Vrajaraja compares Samaraja
and Kamaraja with their eponymous divine counterparts (Samaraja appar-
ently referring to Brahma on this construal) with descriptions that could
apply equally to both human and divine figures. I am not certain about the
sense of jaivatrka- in connection with Kamadeva; its conventional mean-
ings are “moon” and “camphor”. In connection with Kamadeva, vibhiti
also suggests the “ashes” into which the god is transformed by Siva’s third
eye, although that meaning seems to be secondary here.

22-33: Premar3dja also identifies three types of suggestion (dhvani) in his
commentary to this verse in the Sahityabhiimi, although they are of a vastu,
an alamkara, and a rasa, rather than of a rasa, an alamkara, and a bhava.

35-37: As noted above (p. 17), Vrajaraja’s analyses of the utpreksa and
riipaka recall Appayya Diksita’s in the Kuvalayananda (§5 and §12). Samde-
hasamkara is a type of “commixture” in which it cannot be decided which
figure is primary (Kuvayalananda §121).

38ff.: Vrajaraja analyzes the gahda meter — referred to here under its Prakrit
name rather than as the gatha or arya — in the terms provided by the
Prakytapingala, from which he quotes. The gaha is auspicious and beneficial
(Subhaphaladd) because it begins with a na-gana (~ - ~). These auspicious
effects are compounded because the first six syllables form a na-gana (~ - -)
followed by a ya-gana (~——), which in the Prakrtapingala’s classification
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are considered a “friend” and a “servant” respectively. Additionally, this
gaha is a Siidra, since it has 23 light syllables: the Viprd has 13, the Ksatriya
has 21, the Vaisya has 27, and all others are Siidras. Finally, the gaha is
further identified as a svayamgrahini, since it has two “leaders” (nayakas),
the Prakytapingala’s term for a ja-gana (-—~ ). One is in the sixth gana of
the first line, and the other is in the second gana of the second line.

59-62: The question here is what sense the sixth case ending has in k@massa:
it either signifies that which people seek to attain by means of tattvacinta
(i.e., it is an objective genitive), or it is identical to tattvacinta (i.e., it is
an equative genitive). Rahu is a mythical being said to cause eclipses; he
is always pictured as a disembodied head, and therefore “Rahu’s head”
expresses a relation of identity. Vrajaraja seems to understand tattvacinta
as ‘the savoring of rasa’ or the bliss that is produced from it, although it is
not clear how he comes to this interpretation. My translation (“deeply con-
cerned with love”) is based on his Sanskrit gloss rather than his commentary.

74: The manuscript spells bhisini as bhisani here and bisani in line 128, and
alternates between bisani and bisini in Sanskrit.

79-85: See the introduction for the relationship between Vrajaraja’s and
Gangadhara’s commentary on this verse, and their shared dependence on
Mammata’s comments in his Kavyaprakasa. The verse is also discussed
by Vis$vanatha (p. 15).

85: Warijitavyaiijand is probably Vrajaraja’s rephrasing of Mammata’s
vyangyavyanjand, of which he cites this verse as an example in his Kavya-
prakasa (chapter 2, p. 36); here, and elsewhere, he rephrases Mammata’s
definition of suggestion, or dhvani, as that wherein the suggested meaning
is more striking than the literal meaning (p. 20).

94: Weber’s manuscript  reads maiilenti, similar to this text’s molemti.

98: My emendation here is uncertain. Vrajaraja typically uses prathame and
dvitiye to refer back to the scenarios described in the introduction to each
verse. Note that, although Vrajar3ja reads j@va na in the verse, his com-
mentary would support the reading ja nava- (which would mean “so long
as” rather than “until”) that is found in Dhanika’s citation of this verse in
the Dasaripaka (p. 95).

101: The copyist apparently skipped the riti and paka for verse 5, copying
part of the commentary to the next verse instead. He inserted the paka for
verse 5, but not the riti, in the middle of the introduction to the next verse.

104: bho halia was the original reading, and correspondingly the chaya
originally read mi (= bho) halika, “You boor!” The text was corrected to
dohaliam, and the chaya to dauhydam, “pregnancy longing”. The read-
ing and interpretation of bho halia as a vocative in this verse is otherwise
unattested. The corrected reading, dohaliam, is also relatively uncommon.
It is found in one manuscript of Gangadhara’s commentary (Weber’s B).
The other manuscripts read nohaliam, but Gangadhara gives the meaning
dohadam (= dauhydam) in his chaya, which may have influenced the read-
ing dohaliam in B and in this manuscript.
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105: There are metrical problems with the second half of verse 6 that
Vrajaraja has tried to fix in a strange way (see lines 113—114). Part of
the problem is that Vrajaraja has read khalu instead of khu. The vulgate
readings of this verse come in two groups: one that reads valiamukha (so
Weber’s &) and one that reads valianana with Vrajaraja (so Weber’s y and v,
as well as the printed edition of Gangadhara’s commentary). The editors of
Gangadhara’s commentary have deleted kAu on metrical grounds.

117: The reading vaniao or vaniau is shared with Weber’s vy against his y
(viraao, for vilaao). Vrajaraja himself apparently read vaniao, explicitly
noting that the o was short (see line 123); the copyist, apparently, has taken
ukarah pathaniyah to mean that o should be corrected to . The substitution
of a, i, or u for a short e and o happens elsewhere (e.g., with diamide and
gharanie in line 161).

119: The manuscript reads /alita “charming” in the Sanskrit gloss, and
lalita in the commentary; I consider the first to be correct (close as it is to
Hemacandra’s glosses of ramya and vidagdha in his Desinamamalda, p. 242)
and have corrected the second instance.

120: prabhur bhavan must be an etymological paraphrase of pahuppamto,
which other commentaries (e.g., Gangadhara) render more straightforwardly
as prabhavan.

126: The reading asati is also possible, although the manuscript typically
marks the coalescence of a-vowels with an avagraha.

129: The copyist has omitted the Sanskrit gloss for verse 8.

134: Note the spelling narikela, in contrast to nalikera in lines 174, 184
and 199.

161: Once again (see lines 66 and 117), in the case of both gharania for
gharanie and dizmiai for diimide, the copyist has taken Vrajaraja’s indica-
tion of how a letter must be read (pathaniyah) as short and written the word
with a letter that is unambiguously short.

171: Vrajargja’s explanation of why verse 11 is an example of kavyalinga,
and his remark about it being “distinct” (vilaksita) from other figures, recalls
the general tenor of Appayya Diksita’s discussion in the Kuvalayananda
(§60), who defines the ornament using a few similar terms (one element
of meaning, or artha, subserves, or upapddaka, another, insofar as it acts
as its cause, or hetu). Appayya exemplifies but does not define hetu or
anumana, Vrajaraja’s alternative identifications of the figure, but the defi-
nitions would have been well known (from the Sahityadarpana, among
many other sources).

177: Vrajaraja has the same order of verses as Weber’s manuscripts y and
v, which read Gangadhara’s verse 13 (gharanie etc.) after verse 11 (paapa-
diassa etc.).

177: On gharanie/gharania, see the note on line 161.

183—184: arthi upama is defined in these terms at Sahityadarpana 10.16.
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184: This verse is given a different quality (power or ojah) and style (gaudr)
than most of the others, which is probably because of the long compound
in the middle of the first line.

186: These two possibilities relate to the reason why the man is inacces-
sible to the woman (his aloofness in the first case, and the impossibility of
a discreet meeting in the second), and have different implications for the
interpretation of the verse. prathame and dvitiye in lines 197 and 198 refer
to these two interpretive possibilities. I have not encountered these alterna-
tives in any other commentary.
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