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Abstract

The paper shows very briefly a fascinating story of the long-lived subject of the nayika-bheda, taking
as the telling example the abhisarika category.

The Natya-sastra is the earliest source mentioning different types of nayikas and nayakas. The association
of god Indra (Mind) and the nayaka of each and every performance, understood as the sacrifice on the one
hand and the identification of Sarasvat (Speech) and the nayika on the other, has been shown by M.K. Byrski.
These are the roots of the classification of heroes and heroines, as usual a hidden part of any phenomenon,
the most difficult to discover and describe. The fruit born later, after transferring the subject into the field
of alamkara-sastra and love poetry, will be discussed in the present article.

I. The place of the asta-nayikas in nayaka-nayika classification

The subject of the classification of the hero and heroine (nayaka-nayika-bheda) has
been dealt with by a great number of Indian theoreticians of literature and poets. The Natya-
Sastra is the earliest source mentioning different types of nayikas and nayakas (Byrski
1997). Bharata explains that the theatrical performance represents different characters.
As V. Raghavan points out:

Different persons in different ages, countries, levels of culture, character
and emotional condition will dress, walk, look, speak, react and behave
differently. In emotion whose representation is of paramount importance,
the same feeling will exhibit itself differently in persons of different ages,
temperaments and culture. To enable the actor, therefore, to understand
completely this variety and complexity in nature and mood in the characters
that he is to portray, Bharata analyses them and shows some leading
classes. (Raghavan 1951: 15)
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Out of all proposed divisions of characters the eightfold classification of nayikas
requires closer attention. First of all this categorisation based on the emotional states
(avasthas) of the heroines, called by later theoreticians syrigara-ndyikas, is repeated in
all later works dealing with the theme of nayaka-nayika-bheda. It is beyond doubt that
Indian love literature owes a lot to the Natya-sdastra and other treatises on dramaturgy
and theory of literature discussing the erotic flavour (syrigara-rasa) and the divisions
of §yngara-nayika and sprigara-ndyaka. A literary work may contain a number of rasas
but only §rrigara-rasa is called rasa-rdja — the king of all rasas, as it excels all other
aesthetic emotions existing in poetry. “Whatever in the ordinary world is bright, pure
(medhya), shining or beautiful, is associated with love™! — says Bharata while explaining
the mechanisms of creating the first rasa enumerated by him, namely syrigara. According
to Rudrata, the absence of syrigara-rasa in any poetic composition will bear a permanent
want (Kavyalarkara 14.38).2 Anandavardhana (1982: 48-49) too declares it the most
delighful rasa:

srngara eva madhurah parah prahladano rasah /

The Erotic indeed, is the sweetest and the most delectable of all sentiments.
(Dhvanyaloka 2.7.a)

Its supremacy is also attested by later poeticians and poets writing in Sanskrit and other
Indian languages. Let us quote Kesavdas, the Hindi poet and scholar who lived in the
age of Akbar:

Love, laughter, compassion, and wrath,

Wonder and dread; the awesome, brave,

And silent — nine emotions are

Which diverse forms and meanings take.

Says Keshavadasa, of these the prime

Is love — which has over others sway. (Kesavdas 1972: 5)

Theoreticians are unanimous that the process of completion of each rasa (rasa-nispatti)
is closely connected with the hero and heroine. If rasa results from the conjunctions of
vibhava, anubhava and vyabhicari-bhava,’ vibhavas, i.e. objective conditions producing
an emotion are of two kinds: alambana and uddipana. The latter technical term signifies
the circumstances arousing the emotion whereas the former means a person or persons

U yatha yat kimcil loke Suci medhyam ujjvalam darsaniyam va tac chyrigdrena upamiyate, NS§ 6, commentary

after Sloka 45. Masson, Patwardhan, 1970, vol. I: 49.
2 KAr, 14.38:
athadhyayam upasamharan sarva-rasebhyah sprigarasya pradhanyam pracikatayisur aha —
anusarati rasandam rasyatam asya nanyah sakalam idam anena vyaptam abala-vyddham /
tad iti viracaniyah samyag esa prayatnad bhavati virasam evanena hinam hi kavyam //
3 N§ VI vibhavanubhava-vyabhicari-saniyogad rasa-nispattih.
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with reference to whom the emotion is manifested. Bhoja, proposing a new theory of
rasa, claims that the soul (atman) of the rasika is the abode (asraya) of rasa. Under the
term rasika he understands both the spectator and connoisseur, the poet and character.
While discussing the subject of the seat (asraya) of rasa, Rudratabhatta, the author of
Rasa-kalika, states:

tatrasrayo dvidha nayako nayika ceti //

The locus of the sentiment (rasa) may be twofold, the hero and the
heroine. (1988: 2, 104)

As far as the emergence of the §yrigara-rasa is concerned, one could say that the
heroine would be at the centre of attention as she is the character with reference to whom
the emotion is manifested. The principal role of the feminine character is to evoke an
aesthetic experience of love. One has to bear in mind that Sanskrit poetry was mainly
male-written and no wonder, in such a case, that it is the beauty of the heroine which
is depicted by poets as a factor creating intense passion and love-longing in the hero.
The commonly held opinion that in love man was the main subject and women were
the objects to be enjoyed, was clearly voiced by Abhinavagupta:

tatra bhoktytve purusasya pradhanyam / pramaddyas tu bhogyatvam /

In love (fatra), man is the main enjoyer, and women are the objects to
be enjoyed.*

In conformity with this notion, theoreticians of literature were more concerned with
the classification of the ndyikas than with cataloguing the nayakas. The nayikas were
classified according to their age, nature, behaviour, marital status and relations with their
husband or lover. And the poets were providing subtle literary portraits of the feminine
characters enumerated by poeticians.

Among §yrigdra-ndyikas or avastha-ndyikas Bharata lists: vasaka-sajja (vasaka-sajjika)
— a lady expecting her lover to come to her house, virahotkanthita — one whose lover
cannot come to her house for some reason, svadhina-bhartyka (svadhina-patika) — one
whose husband is devoted to her, kalahantarita — one who is separated from her lover
or husband in consequence of a quarrel, khanditd — one whose husband or lover is guilty
of infidelity, vipralabdha — one disappointed by her lover’s breaking an appointment,

4 Then Abhinavagupta continues: pradhanyad eva ca tasya bhogyendparatantri-karanam iti nayikantara-yoge
‘pi na Spngdra-hanih | bhogyasya tu paratantryad evany-sammilane Sprigara-bhanga iti darsitam | “Because the
man is the main subject, not dependent on women who are (only) objects of (his) enjoyment, therefore even if
a man makes love to another woman this does not disturb the aesthetic experience of love. But because a woman
is subject (to man), and is an object to be enjoyed (i.e. primarily passive), if she makes love to another man, the
aesthetic experience of love is spoiled.” (Masson, Patwardhan, vol. II, 1970: 84)
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prosita-bhartrka (prosita-patika) — one whose husband or lover has gone away on some
business, and finally abhisarika — one who goes to meet her lover.

The asta-nayikas are mentioned by later theoreticians dealing with dramaturgy and
also theory of literature, however some of them make the eightfold classification of the
heroine more elaborate introducing the subdivisions of each type, subordinating some
of them to broader categories of feminine characters, slightly changing the definition of
certain types of syrigara-ndyikas or sometimes adding new types. Nevertheless, all of them
do appear not only in Sanskrit poetry but also in literature written in Hindi, Telugu and
other Indian languages. It is common knowledge that the popularity of the nayaka-nayika-
bheda was closely connected with the importance of this subject to Vaisnava poets and
poeticians. In Vaisnava lyrics Krsna is the supreme nayaka, the embodiment of kama,
“sublimated in the rasa of love®, by which He attracts and charms the hearts and souls
of all” (Rossella 2004: 82), whereas goprs are described in the categories of nayika.

As far as the §yrigara-ndayikas are concerned, the svadhina-patika is the only type of
heroine successful and perfectly happy about her relationship with her husband, and at
the same time is the least popular category with the poets. “Love suffering is ultimately
considered to be the extreme proof of the absoluteness of devotion to the priya (‘lover’)”
—as D. Rossella points out (Rossella 2004: 83). The question of how love in separation
(vipralambha-Synigara) should be depicted in literature was thoroughly discussed by literary
critics. They explain that without experiencing separation, love in union (sambhoga-
§rngara) cannot reach its height (Visvanatha, SD III. 213: na vina vipralambhena
sambhogah pustim asnute). Also poets in their turn corroborate this statement showing
a predilection for describing the pains of separated lovers, and pointing out, as for instance
Kalidasa does (Megha-diita 11.5; Vikramorvasiya 111.21; Abhijiana-sakuntala 11.1), that
separation increases love. Even if vipralambha-syrgara is usually accompanied by the
pathetic sentiment (karuna-rasa), the lovers should eventually be reunited, and their story
should end with their happiness. One could say that the heroines aim at obtaining the
ideal stage of the svadhina-patika and enjoy love in union.

Among the heroines who are about to meet their lovers there are the vasaka-sajjika
and the abhisarika. The prosita-bhartrka and her husband love each other deeply and
their separation is due to external factors. She awaits her beloved’s return, tortured by
pangs of love. The other four categories of the syrigara-nayikas, i.e. virahotkanthita,
kalahantarita, khandita and vipralabdha are unhappy women: disappointed by their lovers
or husbands, betrayed, suffering from jealousy.

In the group of eight syrigara-nayikas perhaps the abhisarika is the most interesting,
or at least deserving the name of the heroine of the poem. In this case one cannot say
that she is a mere object of the hero’s love-longing. Remembering the title of G. Tubb’s
article (1984), we could speak about the “heroine as hero”. It is she who takes the decision
to meet her lover and despite all the obstacles finalises her plan. That is why I propose

5 According to the Natya-Sastra, Visnu is the presiding deity of erotic rasa (NS V1.44).
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this particular type of the nayika as an example for closer analysis in order to show the
importance and history of the subject of the nayaka-nayika-bheda.

I1. Abhisarika — the heroine proceeding to a tryst
1. Selected definitions and examples of the abhisarika in theoretical treatises

The first definition of the abhisarika is given in the Natya-sastra, in chapter XXII
entitled Samanyabhinaya (Kasi ed., chapter XXIV):

hitva lajjam tu ya slista madena madanena ca |
abhisarayate kantam sa bhaved abhisarika // 220 //

That one is abhisarika, who overpowered by love and lust,
goes to her lover leaving aside (her) bashfulness.®

Bharata mentiones three sub-varieties of the abhisarika: kulaja (a highborn lady), vesya
(courtesan) and presyad (a maid servant) and he gives details concerning their manner
of acting:

samada mydu-cesta ca tatha parijanavrta /
nanabharana-citrangt gacched vesyangana sanaih // 227 //

An intoxicated courtesan bedecked with various ornaments,
accompanied by her servants, should slowly proceed [to a tryst]
moving gently.

samlind svesu gatresu trasta vinamitanand /
avakunthana-samvita gacchetu kulajangana // 228 //

A highborn lady should cover herself with a veil
and walk timidly, with her face bent and cowered body.

mada-skhalita-samlapa vibhramotphulla-locana /
aviddha-gatisamcara gacchet presya samuddhatam [/ 229 [/

A maid-servant should walk boldly with uneven steps,
rolling wide-open eyes, speech stammering due to intoxication.

gatva sa ced yada tatra pasyet suptam priyam tada |
anena tipacarena tasya kuryat prabodhanam // 230 //

6 All translations from Sanskrit are my own unless otherwise stated.
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alarkarena kulaja vesya gandhais tu Sitalaih /
presyd tu vastra-vyajanaih kurvita pratibodhanam [/ 231 //

If she comes and sees her lover sleeping,

he should be awakened in the following manner.

A highborn lady should awaken him with [the sound of her] ornaments,
a courtesan with her scents, and a maid-servant by fanning him with clothes.

Definitely such a method of exposing the subject of nayikas, indicating the manner
of acting, was very useful to the actor. However, the nayaka-nayika-bheda as well as
some other theoretical considerations and proposals designed within the scope of the
natya-Sastra pertained to the alankara-sastra. The Kavyalankara of Rudrata is another
theoretical work containing the passages devoted to the classification of the characters.
V. Raghavan claims that Rudrata in fact discussed in his text only “four out of the eight
Avastha-Nayikas, Abhisarika, Khandita, Svadhinapatika and Prositapatika, as the fourteen
earlier verses mentioning all the eight are not commented upon by Namisadhu, and what
is more, Namisadhu expressly states in his comments on XII.44 that two of the other
Nayikas, Vipralabdha and Kalahantarita are included in Khandita” (Raghavan 1951: 21).

Such a hypothesis explains the presence of the two definitions of the abhisarika. One
appears in the above-mentioned fourteen-verse passage, the other in sloka XII1.42.

The first definition reminds us of the one present in the Natya-Sastra:

abhisariketi seyam lajjabhaya-laghavan andalocya /
abhisarati pranesam madanena madena cakysta // 7 //

That one is abhisarika, who overpowered by love and lust,
goes to her lover leaving aside bashfulness, fear and derogation of dignity.

The other definition informs us that abhisarika can proceed to a tryst alone or accompanied
by other characters mentioned in the classifications, namely female or male messengers
(duti or diita):

abhisarika tu sa ya diitya diitena va sahaika va /
abhisarati pranesam kyta-samketa yathd-sthanam // 42 //

That one is abhisarika, who has made an appointment in a proper place
and goes to her lover alone or accompanied by a female or male messenger.

Rudrata points out that the abhisarika varieties occur in all the three main types of
female characters: sviyd (one’s own wedded and virtous wife), parakiya (someone else’s
wife) and samdnya (courtesan).

Rudrata — the author of the Kavyalarnkara was quite often confused with another
poetician Rudra or Rudrabhatta — the author of the irﬂgdra-tilaka, a treatise on the



136 LIDIA SUDYKA

varieties of the nayakas and nayikdas and the stages of love. Here, for the first time the
meticulous and clear-cut exposition of different types of hero and heroine is given in a
systematic manner. According to A.K. Warder, the text comes from around the eleventh
century or earlier as Hemacandra quotes from the irﬂgdra-tilaka (Warder 1988: 802).

The definitions contained in the S;rﬁgdra-tilaka are nicely illustrated with poetical
examples. Thus the definition of the abhisarika’, again similar to that presented in the
Natya-sastra, is accompanied by the following stanza:

no bhitam tadito drsa jala-mucam tad-darsanakamksaya

no garjid-ganita bhysam Sruti-sukham tad-vaci samcintya ca /
dharapata-samudbhava na ca mata pida tad-alinganam
vanchantya dayitabhisarana-vidhau tanvya param tatvare [/ 146 //

A maiden was in a hurry, yearning to meet her beloved in the appointed place.
Eager to see him, she was not afraid of the sight of lightning from the clouds,
Thinking about sweetness in his voice, she disdained thunder completely,
Longing for his embrace, she did not mind pain caused by streams of rain.

Here, we are dealing with a portrait of the heroine proceeding to a tryst typical for
kavya literature.

In the next stanzas Rudrabhatta shows the difference in behaviour between vesya-
abhisarika and kulaja and para-nart (parakiya) types:

kulaja samvyta trasta savrida tad-grham vrajet /
nayakam para-ndrl tu samantad anaveksita // 152 //

A highborn lady should go to his house timidly, veiled and full of shame.
Someone else’s wife proceeds to her lover unnoticed.

sakhiyukta madadhikyat spharitakst tv asankita /
sasabdabharana kamam vesya sarati nayakam // 153 //

Accompanied by her friends and jingles of ornaments, a courtesan
walks to her lover joyfully, with her eyes rolling due to abundance of liquor.

In comparison with the Natya-sastra the description of the heroine is less detailed in
reference to her movements and appearance as the author was not expected to provide
any hints to the actors.

7 Rudrabhatta, Srigara-tilaka 1.145:
ya nirlajji-kyta badham madena madanena va |
abhiyati priyam sabhisariketi mata yatha //



ABHISARIKA — THE HEROINE PROCEEDING TO A TRYST 137

The fact that alamkara-sastrins adopted the subject of character division and realised
it in their own manner does not mean that treatises on theory of drama or rather their
authors resigned from continuing and developing it. Just the contrary.

The Dasa-ripaka, a treatise on dramaturgy coming from the 10™ century A.D. and
written by Dhanamjaya, contributes further to the classification of heroes and heroines.
As far as the abhisarika is concerned, Dhanamjaya comes out with an innovation. He
introduces two kinds of the abhisarika: one who goes to her lover and another who makes
her lover come to her (DR I1.44: kamartabhisaret kantam sarayed vabhisarika). Both
sub-varieties are illustrated with examples from Amaru’s and Magha’s works respectively.
As V. Raghavan points out, such a division of the abhisarika type evoked discussion.
Some theoreticians held both varieties as abhisarikas, others showed the impossibility
of the latter being abhisarika.

Visvanatha (14™ century) belongs to those who adopted the view of Dhanamjaya. In
the Sahitya-darpana he treats “all topics of Poetics, including Dramaturgy” (De 1988:
216). He did not develop his own ideas, he usually quotes his predecessors and interprets
their theories. Visvanatha speaks about both types of abhisarika proposed by Dhanarjaya,
changing however the sitra style of Dasa-ripaka:

abhisarayate kantam ya manmatha-vasam-vada /
svayam vabhisaraty esa dhirair uktabhisarika // 115 //

[The heroine] who, proclaiming the power of Love, sends for her lover®
or goes to him herself is called by the learned abhisarika.
(Sahitya-darpana, 3.115)

This karika is accompanied by two illustrative verses: one udaharana is repeated after
Dhanamjaya (Magha, Sis’up. [X.56), the source of the other is not certain. Visvanatha was
a poet himself and he used to illustrate canons of poetics with his own verses.

To these karika and udaharanas he adds the stanza describing how different heroines,
namely kulaja, vesya and presya, go out to meet their lovers. This passage seems to be
a compilation from the Natya-sastra.

Among other treatises on dramaturgic topics it would be worthwhile to mention the
Nataka-laksana-ratna-kosa of Sagaranandin®, as in many points it follows a tradition
different from that handed down by Bharata. Sagaranandin adds to the eight avastha-
nayikas a ninth category, sabhayd, i.e. a wife in constant dread in her husband’s home.
In the treatment of the abhisarika he follows Bharata mentioning kulaja and vesya types

8 It would be worth pointing out that the causative form of abhi\/sor does not neccessarily mean ‘to send for
a lover’ or ‘to invite to a rendez-vous’. It can be understood as ‘to approach, visit” (MBh 1.1221). In the latter
sense the verb was also used in the Natya-sastra XXI1.220. I am grateful for this remark to H. Tieken.

9 The date of the Nataka-laksana-ratna-kosa is uncertain. The text cannot be earlier than the 10" century as
it quotes from the Rajasekhara’s Kavya-mimamsa. On the other hand it is quoted only by theoreticians living in
the 13% and 14 centuries.
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and illustrating the way in which they proceed to their tryst, however the parakiya heroine

does not appear in his work at all. Then Sagaranandin presents nine occasions suitable

for lovers’ meetings.

A text worth mentioning here is the Rasa-kalika of Rudrabhattal®, even if it has
nothing new to offer in the case of the abhisarika. The author discusses all aspects of
rasa in reference to both kavya and ndtya. He deals with the subject of nayaka-nayika-
bheda in a very systematic manner as he treats the characters as an important locus of
rasa. Rudrabhatta’s classification of the ndyikas is very clear, his definitions are quite
often new and the examples illustrating each thesis very apt. However, the definition of
the abhisarika is repeated exactly after Dhanamjaya (RK 34: smarartabhisaret kantam
sarayed vabhisarika) as are the examples.

Another work important in the history of nayika classification is the Rasa-manjart
of Bhanudatta!!. The classification of the abhisarika proposed by him is very detailed.
For Bhanudatta, as for other theoreticians also, there are basically three categories of
nayikds: sviyd, parakiya and samanyd. Samanya is of one single type but sviya has three
main categories (further division of these categories will not be discussed here): mugdha
(a very young heroine, new to the secrets of love), madhya (a heroine gaining experience
in love affairs) and pragalbha (a mature and self-assured woman); parakiya is again
divided into two main types, i.e. praudha (a confident and bold woman) and kanyaka
(an inexperienced girl). Thirteen kinds of sviyas, two of parakiyas and one of samdnyda
makes altogether 16 kinds which may be further multiplied by eight: prosita-bharmrka,
khandita, kalahantarita, vipralabdha, utka, vasaka-sajja, svadhina-patika and abhisarika.
But it is not the end of Bhanudatta’s classification. We end up with 1152 nayikas. Apart
from these, female friends and messengers of nayikds are described, as well as twelve
kinds of nayakas whose helping friends are of four types.

As for the abhisarika category of nayikas the author recognises eight kinds:

— mugdhabhisarika — one who due to her shyness approaches her lover inspired by
a female messenger or friend;

— madhyabhisarika — her passionate feelings make her eager to meet her lover but still
she hesitates whether to do it;

— praudhdabhisarika — she boldly dares to approach her lover;

— parakiyabhisarika — she violates all the etiquette to meet her paramour;

— jyotsnabhisarika — she approaches her lover in the bright moonlight, smearing her body
with sandal paste, prefers to be clad in white garments to minimise the possibility
of being seen by others;

—  krsnabhisarika — one who prefers to meet her lover in the complete darkness of night;

— divabhisarika — she spares herself in the daylight by trick and approaches her lover;

— samanyabhisarika — being a courtesan she is free from social boundaries and can
approach her lover any time.

10 The date of the Rasa-kalika cannot be fixed with certainty. It must be later than the 10% century as it quotes
from the Avaloka commentary by Dhanika. Among those who quoted the work are Vidyanatha and Mallinatha.
11 According to P.V. Kane, Bhanudatta flourished after 1250 and before 1500 A.D. (Kane 1987: 307).
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Bhanudatta introduces one more abhisarika-variety in his work Rasa-parijata. This
is durdinabhisarika — one who goes to a secret meeting in the rain.

Bhanudatta recognises both categories of the abhisarika: the one going to a tryst and
the other sending for her lover.

According to V. Raghavan: “The appearance of the Rasa-marijart of Bhanudatta marks
a definite period in the history of the subject of Nayika classification; before his time
the subject was dealt with in works on drama or Rasa as one of the topics; Bhanudatta
for the first time made it the sole theme of a separate book [...].” (Raghavan 1951: 27)
However, it should be stressed here that the intrinsic importance of the Rasa-marjart
and its creator is essentially connected with the immense influence it wielded on later
writers. Bhanudatta was able to influence and inspire his successors. His text became
a standard work, very much commented upon, adopted and translated into vernaculars, as
the subject was taken up not only by Sanskrit poets and poeticians but also by authors
writing in other Indian languages, too. The impact of the hero and heroine classification is
particularly apparent in Hindi literature. Before mentioning the most outstanding examples
of Hindi nayaka-nayika-bheda works and their contribution to the idea of the abhisarika,
one more stream adding to the vitality and longevity of the tradition discussed here
should be mentioned.

2. The classification of the characters in the hands of Vaisnava rhetoricians

The eleventh century witnessed a great popularity of the Vaisnava movement, which
made its powerful impact apparent in the field of literature. One of the brightest stars
in the galaxy of Vaisnava poets was Jayadeva, who wrote ecstatically on Radha and
Krsna’s love, i.e. love of the soul for God. Radha and other gop7s were described in the
Krishnaite erotico-mystical poetry in the categories of ndyikas longing for their Beloved.
Soon the doctrine of devotion to God (bhakti) was transposed into the domain of literary
theory. The credit of introducing the doctrine of bhakti concentrating on Krsna to the
theory of rasa goes to Ripa Gosvamin (died in 1590/91), a follower of the mystic-
thinker Caitanya (1485-1533) and the author of the theoretical treatises entitled Bhakti-
rasamyta-sindhu and Ujjvala-nila-mani. Using the theory for the first time proposed by
Bharata and later elaborated by others, he introduces, in connection with the aesthetical
experience of love, one more sentiment: bhakti-rasa. The basic emotion of it (sthdyi-
bhava) becomes madhurd-rati and it reaches a position of aesthetic enjoyment through
the vibhavas. The six bhavas: sneha, mana, pranatha, raga, anuraga and mahda-bhava
are playful manifestations of love (prema). The fundamental causes or alambana-vibhavas
of bhakti-rasa are Krsna as the subject (visaya) of madhura-rati and the beloveds (the
devotees) of Hari who are the asraya (locus) of madhura-rati. The qualities of Krsna
and his behaviour are the circumstances arousing the emotion (uddipana-vibhdava). Thus
the nayikas play an important part in generating the bhakti-rasa and as such they call
for the utmost attention.

In the Ujjvala-nila-mani Rupa Gosvamin proposes some changes in the classification
of heroines. The beloved of Hari are of two main types: svakiyad and parakiya. The
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samanya or vesya for obvious reasons are absent. As for the avastha-nayikas, he divides
this group into two classes: happy nayikas (hystah) and those suffering from pangs of
love — khinnah. The heroines wearing exquisite ornaments and attire (manditah)'? belong
to the first class. The other heroines are characterised by neglect of dress and decoration
(mandana-varjitah). The abhisarika together with vasaka-sajja and svadhina-patika form
a class of happy feminine characters. Rapa Gosvamin accepts the twofold division of
the abhisarika type into those heroines who go to a tryst and those who send for their
lover.

Rapa’s classification was accepted by some other Vaisnava authors, for example
Kavikarnapira, the contemporary of Rapa and the author of Alankara-kaustubha.

3. Hindi nayaka-nayika-bheda works

The vast legacy of nayaka-nayika-bheda works was remarkably enriched by Hindi
authors. Rakesagupta in his monograph “Studies in Nayaka-Nayika-Bheda” enumerates 36
Hindi treatises discussing this subject, which is obviously only a small part of nayaka-
nayika literature. There are texts not yet published and probably not yet discovered, as
well as the commentaries not yet studied. The period of Hindi literature to which such
treatises belong, often termed riti-granths, has been neglected by modern scholarship.
Only recently has the importance of riti-granths as both theoretical and literary documents
been noticed, which should bring to light new materials on this subject deepening our
understanding of riti-kal (dating from ca. 1650 till ca. 1850) and its role in establishing
the position of the Hindi language and its literature.

The appearance and development of riti-granths written in the Hindi dialect of Braj-
bhasa was closly connected with courtly culture and patronage monopolised throughout
centuries by Sanskrit poets and poeticians. The authors of Braj-bhasa riti-granths
successfully joined the intellectual tradition inherited through Sanskrit writings, proving
the ability of a vernacular to compete or replace cosmopolitan Sanskrit in its traditional
role as the language of courtly circles in the discipline of refined literature and literary
science. As Allison Busch stresses:

“That Brajbhasa was now functioning alongside Sanskrit as a major
transregional language of letters at a Dakhani court is another telling
index of its new cultural status. Nor was its literary presence at Golconda
particularly exceptional. Compositions in Braj and other dialects of Hindi
were also routinely sponsored by the Maratha courts.” (Busch 2004: 47)

12 Rapa Gosvamin, Ujjvala-nila-mani, “Nayika-bheda-prakaranam”:
hrstah svadhina-patikavasa-sajjabhisarikah /
manditas ca parah pafica khinna mandana-varjitah /
vama-gandasrita-karas cinta-santapta-manasah // 94 //



ABHISARIKA — THE HEROINE PROCEEDING TO A TRYST 141

The authors of riti-granths inventively presented the ideas borrowed from their
predeccessors’ writing in Sanskrit, sometimes including also other traditions, e.g. inspirations
with folk and Persian poetry present in KeSavdas” Kavi-priya (Stasik 2005: 277).

The eightfold presentation of the female characters is typical of the riti-granth. The
authors follow some of the definitions offered by Sanskrit writings, some others are not
accepted and more attractive innovations are introduced. Vaisnava-oriented writers do
not describe the samanya type of heroine. Thus the samanyabhisarika division does not
appear in their works. A great number of authors following Bhanudatta recognise the types
of the abhisarika connected with the time of her proceeding to a tryst. They recognise
Jyotsnabhisarika (other synonyms used: Suklabhisarika, candrabhisarika), kysnabhisarika
(Syamabhisarika, tamisrabhisarika, tamobhisarika, timirabhisarika) and divabhisarika
(divasabhisarika). Some of them disagree with the concept of the abhisarika who sends
for her lover, whereas some others permit such a category (Rakesagupta 1967: 131-133).
A few new types were introduced under this class of heroine, too.

The fundamental treatise discussing the asta-nayika-bheda is the Rasika-priya'3 of
Kesavdas (?1555-1617), a poet at the courts of Orcha and nearby Gvaliyar, who is
considered a forerunner of riri-kal. According to Kesavdas, taking into consideration the
feelings which urge her to proceed to a tryst, the abhisarika can be of three types:

— premabhisdarika — one who goes to meet her lover out of her love for him;
— garvabhisarika — one who is impelled by pride;
—  kamabhisarika — one who is driven by passion.

The first two types were supplemented by Tosa, the author of the Sudha-nidhi (1634)
with the pavasabhisarika, known from Bhanudatta’s Rasa-parijata as the durdinabhisarika
— one who goes to the secret meeting in the rain, thunder and lightning. The same
category in the classification of Kumararamani SastrT receives the name of varsabhisarika.
Kumararamani in his Rasika-rasala (1719) introduces a fourth abhisarika, namely vydja
— the one who goes to meet her lover pretending that she is going to meet her female
friend or to the market place, etc. An interesting division is proposed by Nandarama in
the Simgdm—darpana (1872). His abhisarikas are divided into aruna-, pita- and harita-
types. Red, yellow and green abhisarikas can be connected with the classification of
passions (ragas) proposed by certain theoreticians of Sanskrit literature.'* The subject
requires further investigation.

It is clearly evident that Hindi poets proposed their own solutions and their way of
presentation gained the appreciation of the audience. Their contribution enlivened the

13 Kesavdas was not the first writer to familiarise vernacular poets and their audiences with the theory of
poetics. His predecessors in that aspect were Krparam (fl. 1540) and Nandadas (fl. 1570). Nandadas’ Ras-marijart
is indebted to Bhanudatta’s work bearing the same title (McGregor 2003: 925).

14 Bhoja (11" century) in his irriga‘ra-pmkds’a, Chapter XXXVI, enumerated the twelve kinds of passions
(raga) in connection with types of heroes and colours. These twelve ragas are as follows: I: 1. haridra-raga, 2.
rocana-raga, 3. kampilya-raga, 4. riti-raga (belonging to sattvika hero); 1I: 5. kusumbha-raga, 6. laksa-raga, 7.
akstba-raga, 8. manjistha-raga (rajasa hero), 1ll: 9. kardama-raga, 10. kasaya-raga, 11. sakala-raga, 12. nili-raga
(tamasa hero). Bhoja included this classification of ragas both into his theory concerning the psychology of nayaka
and the types of love connected with the aims of human life (see Sudyka 2006).
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conventional, timeworn topic of nayaka-nayika-bheda. 1t is Kesavdas, Biharilal, and others
like them, who gave new life to the heroes and heroines from the ancient treatises.

4. irﬁgdra-maﬁjari — on the crossroads of cultures and languages

The irﬂgdra-maﬁjarz‘ ascribed to a Muslim author, Akbar Sah belongs to the priceless
treasure of the group of works dealing with the classification of nayakas and nayikas.
The text itself reveals its interesting history to the reader:

tenandhra-bhdasayam racitah Srngara-mariijari-granthah /
svayam akabarena bhiibhyn-mukuta-mani-rafijitamghri-kamalena // 15 //

This lotusfooted Akbar, who was the jewel illuminating the king’s crown,
himself wrote the work Syrigara-manjart in the language of Andhra.

tad-viracitandhra-bhasa-kalitam Syngara-mariijaricchayam |
sevadhvam sura-vani-racitam rasa-tosata-rasika-bhyngah // 16 //

Ah! connoisseurs, who are fond of rasa like bees of flower juice,
enjoy a copy of Syrngara-manjart which composed in the language
of Andhra is put together in the language of the gods.

Who was this Akbar Sah, so important for a king? Was he the author of both Telugu
and Sanskrit versions of the .Sirﬂgdra-maﬁjarz‘? V. Raghavan in his detailed Introduction
to the edition of irﬁgdra-maﬁjan‘ identifies the author, his ancestors and his royal patron.
Sayyid Sah Kaltmullah HussainT known as Akbar Sah or Bade Sahib belonged to the
family descended from the famous Muslim saint Sayyid Muhammad HussainT known as
Muhammad Gest Daraz of Gulbarga (1321-1422). Akbar Sah’s father named Sah Raju
was a teacher of Sultan Abul Hasan known as Tana Sah, the last Qutb Sahi ruler of
Golconda (ruling between 1672-1687). V. Raghavan anticipates that Akbar Sah “must
have succeeded Sah Raji as the king’s spiritual preceptor after his father. The friendship
must have persisted, and as Tana Sah, the king given to pleasure, Abul Hasan might
well have commissioned his guru’s son to produce a treatise on the types of heroes and
heroines figuring in love.” (Raghavan 1951: 8)

The introductory verse 15 puts stress on creating the irr'zgdra-maﬁjan‘ by Akbar Sah
himself (svayam), however such a firm statement does not accompany the information
about the Sanskrit rendering. It may well be that an anonymous Sanskrit scholar translated
the Telugu treatise into Sanskrit. The opening verses being the homage to Hindu deities
in that case would be indispensable (gurum ganapatim durgam vatukam Sivam acyutam /
brahmanam girijam laksmim vanim vande vibhiitaye //1//). V. Raghavan suggests also the
possibility that at the instance of Akbar who is described in the work itself as a patron
of poets and eulogised as the nayaka, some Telugu scholar wrote the original Sirr'zgdra-
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marijart in Telugu. The use of Telugu works on alankara-sastra seems to corroborate
this hypothesis. On the other hand Hindi works cited here and application of metaphors
characteristic for Dakhini poetry according to V. Raghavan show that — provided Akbar
did not write the work himself — he was also not “a mere passive patron, but an active
collaborator” (Raghavan 1951: 8). It is Hindi works which made the subject of the
nayikas so popular among Muslim patrons and writers. Muslim courtly patronage was,
so to say, responsible for the further expansion of the theme of nayikas and nayakas
into the realm of music and painting. The illustrators tried their best to present the texts
through visual forms and composers were not a step behind them.

Coming back to the irﬂgdra-maﬁjarl‘ itself, the abhisarika’s case demonstrates very well
that the subject of the nayaka-nayika-bheda instigated an absorbing discusion carried on
with undying vigour in different languages, different ages and cultural environments.

The ‘Sirﬂgdra-maﬁjan‘ is based on the Rasa-marfijart of Bhanudatta, however Akbar
Sah is critical on certain points and his proposals differ very much from the exposition
of the issues given in the Rasa-marfijart. He starts his presentation of the abhisarika by
quoting the opinion for the first time formulated in the Dasa-riipaka and shared by many
writers, among them Bhanudatta:

atra rasa-manjari-karah svayam abhisarati priyam abhisarayati va sa
abhisarikety abhisarika-laksanam aha /

The creator of Rasa-marijart said there (i.e. in his work) that she who
goes to her beloved or makes him come for a rendez-vous is [called]
abhisarika. (Akbar Sah 1951: 37)

Introducing the creator of Rasa-marijarr immediately suggests the distance of Akbar
Sah. In a moment the reader of the irrlgdra—maﬁjarz‘ is going to become acquainted with
its author’s opinion. The view of rasa-manjari-kara is unsuitable (tad ayuktam) as the
second variety has to be brought under the vasaka-sajjika: priyam ya tv abhisarayati sa
tu vasaka-sajjika.

However the commentator of the Rasa-marjari, Gurijalasayin (first half of 17% century)
forsaw a possible objection and explained in his Amoda that in the case of the vasaka-
sajjika the meeting place is fixed; it is vasaka — a sleeping-room, bed-chamber. There is
no such restriction in the case of the abhisarika. Akbar Sah joins in the discussion with
the author of Amoda. According to him the word vasaka can be understood differently.
In fact any place can be called vasaka (vasaka — abode, habitation, any place in which
someone stays).

In the same prose passage Akbar Sah refers to the Hindi work Rasika-priya of Kesavdas:

premdabhisariketi bhedo rasika-priya-kartrah /

The author of Rasika-priya described premabhisarika (the one who goes
to meet her lover out of her love for him) variety.
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In Akbar Sah’s opinion such a variety cannot be applied at all (tan na yuktah) as all
the abhisarikas are driven by love (sarva abhisarikah premnaiva bhavantiti).

Besides three categories of sviya (mugdha, madhya and praudha), the Szmgdra—maﬁjarz‘
recognizes all the types of parakiya-abhisarika in connection with the time of her meeting
with her lover: jyotsnabhisarika, tamobhisarika and divabhisarika. He completes this set
with two varieties described by Kesavdas but understood by Akbar slightly differently:
kamabhisarika — the one who goes out under the sway of exceeding infatuation, called
by Akbar the uttamabhisarika and garvabhisarika — who is proud and having come to
her lover’s place, pretends to have come on some other pretext.

The premavdakyabhisarika is newly introduced by the author of the irﬁgdra-maﬁjari
— the one who goes out to meet her beloved and has a loving conversation with him.

The S:(ﬁgara—maﬁjarz‘ turns out to be an extremely important document in the history
of the classification of heroines which supplies the opinions of the theoreticians originating
from different cultural milieus, using different languages as the media of their discourse
(Sanskrit, Telugu, Hindi). It also shows the role of Muslims in promoting indigenous
literature and art.

II1. Conclusion

The present article shows very briefly a fascinating story of the long-lived subject of
the nayaka-nayika-bheda taking the abhisarika category as the telling example.

For the first time we come across the definition and the description of the abhisarika
in the beginning of our era. This is a kind of the instructions for actors how to play the
heroine on the stage. However, the poets transferred the nameless nayikds into the realm
of love poetry. And Sanskrit theoreticians started to add new varieties and sub-varieties,
trying to take into account all possible situations calling for a new type of heroine and
giving suitable definitions. These defintions were accompanied by poetic examples which
had nothing to do with the instructive verses known from the Natya-sastra. The happy
or unhappy love stories of the nayikas, the moments of their everyday lives were set in
scenery described according to the kavya tastes and standards: conventional pictures of
the seasons of the year, animals and floral kingdom. When Sanskrit lost its position as
the cosmopolitan languge of culture the ndyaka and nayika topic, probably due to the
transformations that occurred in the socio-political sphere, did not extinguish with the end
of the Sanskrit domination. Popularised by the Vaisnava poets, it was taken up by Hindi
writers in the sixteenth and seventeenth centuries. They produced verses rich in poetic
flavour and having the quality of miniature paintings. Immediately this literature was met
with encouraging, some times even enthusiastic response!” at the Mughal courts.

15 Azam Sah, the third son of Emperor Aurangzeb, known as a lover of Hindi poetry, called a special assembly
of poets in order to arrange the verses of BiharT Lal’s Sar Sar according to the classification of heroes and heroines
found in the rhetorical works. This recension is called Azam Sahi (Randhawa 1982: 16).
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Surprisingly enough, the theme once introduced stirred up the minds continuously and
was keenly studied, discussed and debated throughout the centuries. In fact it has never
ceased to occupy the mind of the Indian audience as even today the ndyikas are present
in the Indian dance and music tradition and also in modern painting. Such a phenomenon
able to create literature anew and inspire artists calls for special attention from modern
scholarship. Interdisciplinary studies gathering specialists on different Indian languages and
literatures, theoreticians of literature, musicologists and art historians should be taken up in
order to bring to light the manuscripts on that subject, very often illustrated with beautiful
miniatures, yet still unpublished. Detailed study of these texts can discover the mechanisms
crucial to sustaining the vitality of the subject, shed light on the cultural interactions of
Sanskrit and vernacular languages and cultural ties between Hindu and Muslim cultures.

Bibliography
Primary sources

Akbar Sah, .Sirriga‘ra-maﬁjarz‘
Srngaramanjari of Saint Akbar Shah, Based on old Sanskrit Manuscripts in Devanagari and Telugu
Scripts, Edited with a Critical Study by V. Raghavan, Mylapore, Madras 1951.

Anandavardhana, Dhvanyaloka
Dhvanyaloka of Anandavardhana, Critically ed. with Introduction, Trans. & Notes by K. Krishnamoorthy,
Motilal Banarsidass, 2. ed. Delhi 1982.

Bhoja, ;Sirr'lgdm-praka‘s’a, SpP

Maharaja Bhojaraja’s Sringara Prakasha. The Great Tenth Century Work in Samskrit and Prakrit
Rhetoric. Manuscripts Collated by Yatiraja Swamy. Revised and Edited by G.R. Josyer. With a Foreword
by C.P. Ramaswamy lyer.

Vol. 1: First Eight Chapters. Vol. 2: Prakashas 9 to 14. Mysore 1955, 1963.

S;rr'lgdraprakds'a of Bhoja Edited by V. Raghavan, Part I, Harvard Oriental Series, vol. 53, Harvard
University Press Cambridge, Massachusetts and London, England 1998.

Dhanamjaya, Dasa-riipa DR
The Dasartpa, A Treatise on Hindu Dramaturgy by Dhanarmjaya, transl. By George C.0.Haas, Motilal
Banarsidass, Delhi-Varanasi-Patna, 1962.

Bharata, Narya-sastra

Natyasastra of Bharatamuni With the Commentary of ‘Abhinavabharatt’ by Abhinavaguptacarya,
Edited by the Late M. Ramakrishna Kavi, revised Edition by V.M. Kulkarni & Tapasvi Nandi, Second
Edition, Oriental Institute, Vadodara 2001.

The Natyasastra of Bharatamuni, Raga Nytya Series No. 2, Sri Satguru Publication, Delhi.

The Natyasastra of Bharatamuni, with the commentary Abhinavabharati by Abhinavagupta, ed.
by K.I. Joshi, vol. 2, 2.ed. Delhi 1988.

Aesthetic Rapture. The Rasadhyaya of the Natyasastra, in two volumes by J.L. Masson, M.V. Patwardhan,
Poona Deccan College 1970.

Kesavdas, Rasika-priya
The Rasikapriya of Keshavdasa, Translated into English verse by K.P. Bahadur, Motilal Banarsidass,
Delhi 1972.



146 LIDIA SUDYKA

Rudrata, Kavyalarkara, KA

The Kavyalankara (A Treatise on Rhetoric) of Rudrata, with the Sanskrit Commentary of Namisadhu,
ed. by Pandita Durgaprasada and Kasinatha Panduranga Paraba, Bombay 1886.

The Kavyalankara (A Treatise on Rhetoric) of Rudrata, with the Commentary of Namisadhu ed. with

the Prakasa Hindi Commentary by Ramadeva Sukla, Varanasi 1966.

Rudrabhatta, S)rr'zgdra—tilaka
Rudrata’s Sringaratilaka and Ruyyaka’s Sahridayalila, With an Introduction and Notes, edited
by R. Pischel, Hindi Introduction and Translation by Kapildeo Pandeya, Varanasi 1968.

Rudrabhatta, Rasa-kalika
Rasakalika of Rudrabhatta, Critically edited with an English translation and exposition by Kalpakam
Sanskaranarayanan, The Adyar Library and Research Centre, Madras 1988.

Ruapa Gosvamin, Ujjvala-nila-mani

The Ujjvalanilamani by ShiT Rapagoswami with the Commentaries of JivagoswamTt and Vishvanatha
Chakravarty, edited by Pandit Durgaprasad and Wasudev Laxman SastrT Pansikar, Kavyamala 95, Second
Edition, Bombay 1932.

Visvanatha, Sahitya-darpana, SD

The Sdhityadarpana or Mirror of Composition. A Treatise on Literary Criticism by Visvanatha Kaviraja,
the text revised from the ed. of the Committee of Public Instruction by E. Roer, Calcutta 1851.

The Sdhityadarpana or Mirror of Composition. A Treatise on Literary Criticism by Visvandtha Kaviraja,
transl. into English by Babu Pramadasa and the late J.R. Ballantyne, Calcutta 1865.

Secondary literature

Busch A., 2004. “The Anxiety of Innovation: The Practice of Literary Science in the Hindi/Riti
Tradition”, Comparative Studies of South Asia, Africa and the Middle East 24/2: 45-59.

Byrski M.Ch., 1997. Methodology of the Analysis of Sanskrit Drama. Delhi, Bharatiya Vidya
Prakashan.

Kane P.V., 1961. History of Sanskrit Poetics. 3" revised ed. Delhi.

McGregor S., 2003. “The Progress of Hindi, Part 17, in: Sh. Pollock Literary Cultures in History.
Reconstructions from South Asia. Delhi, Oxford University Press.

Raghavan V., 1963. Bhoja’s .frnga‘ra Prakasa. Madras, Punarvasu.

Rakesagupta, 1967. Studies in Nayaka-Nayika-Bheda. Aligarh, Granthayam.

Randhawa M.S., 1982. Kangra Paintings of the Bihart Sat Sat. New Delhi, National Museum.

Rossella D., 2004. Poetry and Poetic Devotionalism in the Indian and Western Tradition. Parma,
L’oca del Cairo.

Satya Vrat Tripathi (ed.), 2001. Mysteries of Love. Maratha Miniatures of the Rasamanjari. New
Delhi, National Museum.

Stasik D., 2005. “Bhiimi-bhiisana or how nature should be described. A few glimpses into Kesavdas’s
Kavi-priya”, Cracow Indological Studies 7: 275-282.

Sudyka, L., 2006. “Passion of the Indigo colour”, Pandanus 6: 37-52.

Tubb G.A., 1984. “Heroine as Hero: Parvat in the Kumarasambhava and Parvatiparinaya”, Journal
of the American Oriental Society 104.2: 219-236.



