Three tidbits from Sanskrit plays playing with bhavaterminology

Selection A.

From Act Nine of theMalatimadhava a play by Bhavabiti (early eighth century).

The hero, Madhava, is stumbling through the forest, tortured by his separation both
from the heroine Mlaf and from his dear friend Makaranda. He has just been speaking to
an elephant after observing the symptoms of the elephant’s love for its mate.
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katham, avadiana-nirasamvrajati. hanta, nudha evdsmi yo ’smin vanecare vayasya-
Makarandcitamvyavahaami. ha priya-vayasya

dhig ucchvasita-véiasammama yad ittham elkino,
dhig eva ramaryatamtvad-anublva-blavad rte /

tvaya saha na yas tayca divaso 'pi sa dhvasa@m,
pramoda-mgatrsnikamdhig aparatra w jayate //35//

[Translation by Michael Coulson ifihree Sanskrit Playéenguin Classics, 1981):]

Oh, he moves disdainfully away. Alas | am mad to treat a creature of the jungle as if he
were my friend Makaranda. Oh my dear friend,

Alas for this wilderness of life away from you,

Alas for beauty which you are not here to appreciate.

A curse on any day not spent with you and her,

And on the mirage of pleasure that arises in your absence.

Note: In nirasamandtvad-anublava-btavad rte there are plays on the technical termi-
nology of aesthetics. The latter phrase literally means something like “without the emo-
tional state (that | feel) in response to experiencing the symptoms of the emotional state
that you feel (in response to the experience of beauty we share).”



Selection B.
From the prelude to th€aitanyacandroday,ea play by Kavikarapura (sixteenth century).
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pariparvikah— bhava, bhaktiyogo yo 'gocara$astra-kitamsa ca sa-cama#itamjfianam
eva janayati. tasya brahma-kaivalydmlyamphalam iti ko bhedah

sutradharah— marisa,

evamvratah sva-priya-rmma-Krtya jatanurago druta-citta uccait
[hasaty atho roditi rauti @yaty unmadavan ntyati loka-kahyah//]

ity-adina bhagavan-ama-sarkirtanadi-rupasya bhakti-yogasya yo 'gasya rati-janaka-
bhavahsa khalu @rsada-bfavambhavambhavam avatighate. ... atatkhalu kalau mma
nama-sarkirtanam eva puruirtha-sadhakab-tiraslkari puraskari raty-akhya-bfavasya.

Assistant Stage Manage+ Sir, this Bhakti Yoga is not covered by the authors of the
philosophical treatises, and what it produces is nothing other than knowledge accompanied
by surprising delight. But the principal fruit of knowledge is isolation in the absolute, so
what'’s the difference?

Stage Manager— My good man,

When one practices this, enamored

with singing the name of his beloved lord,

his mind will begin to melt,

[and he’ll laugh] out loud,

[then weep, and shout,

and dance like a madman,

oblivious to the world.] Bhagavata Puana 11.2.40)

From which we learn that Bhakti Yoga, which consists of such things as singing the names
of the Lord, has the property of generatiragi in a person, who becomes without sin,

and it is clear that this property entails the coming into being of the condition of being an
attendant (of the Lord), which is an emotional state. ... And so it is obvious that in this
Kali age it is the singing of those names that surpasses all other means of achieving the
aims of human life, and which brings to the fore the emotional state cated



Selection C.
Caitanyacandrodayd 0.22—-25:
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Caitanyacandrodayd 0.22—25:

(nepathye madhuratara-s&mtana-kalakalah)

Kasimisrah— (nirupya) bho maaraja, ps&ya péya:
viraha-vyatlaiva murta karuro rasa eva mrtiman divasam /
asd ya es sanprati kirtana-kalato 'yam anyath jatah//22//

raja— bhavati hi:

ananda-kandalitam asya vapur yaghm
bhavamspisaty atha tam eva bahir vyanakti /
yaih puryate sphaka-ja ghatka rasais tais
tad varra-bhag bhavati &n upadasayant//23//

(punar nepathyeana-dhvanih)

raja— (akarrya) kim etad gam.
kaSimiSrah— bhagavad-vagi-nada-nadhun-pratipadakam idangaudyablagbpanibad-
dham iti devena &kalyate.

raja— aho citram. yad esh—

gaurahkrsna iti svayampratiphalan puyatmarammanase
niladrau naattha sanprathayate vndavanyamrasam /

adyahko 'pi puman nawtsuka-vadb-krsnanuraga-vyatia-
svad citram aho vicitram ahaho caitanyakyitam //24//

(punar nirupya.) aye, cira-&glam ekasgtiva gta-padasya dhruvam evayate.
Kasimisra— prathamato yasgmIilayammanahpravivesa, na tatalpunaravartate.

raja— bhavaty evam eva. (iti pun@lokya. sa-haram.) aho kdrsam asya mdhuryam.
pasya péya—

janitksepa-bhuivadiunana-pada-ngsaks-vikseparair
han@inandayato maaursi suhdamvisvamjadi-kurvatah/

nisthevair mukham asya bli subhaga-smerammatinandatah
phenair hema-saroruhanrtam iva stanair ivendur himaib//25//



Translation:

From Act 10 of theCaitanyacandrodayaf Kavikarrapura.

King Pragparudra of Orissa is standing with his gurasinisra in the temple of Jagan-
natha in Puri. From where they stand they can Seérsna Caitanya, farther inside the
temple.

(The loud sound of very sweet devotional singing is heard offstage.)
Kasimisra— (looking closely) Oh, Your Majesty, look! Look—

All day he was the incarnation

of the mood of compassion, as if the pain
of separation

were present in bodily form;

but now,

the same man,

at the sound of the singing,

has changed into something different. (22)

King— That's how he is:

When he touches any emotion
and then displays it outwardly,

his body is bliss in blossom;
whatever juices are poured

into a pitcher made of crystal,

it takes on their colors,

and shows them for all to see. (23)

(Again the sound of singing is heard offstage.)
King— (listening) What is this song?

KasSimisra— It's about the sweetness of the sound of the Lord’s flute. Your Majesty
doesn’t understand it because it’s in Bengali.

King— This is amazing, that he,

The fair one reflecting himself
as Krsna himself

in the minds of the pious,

is dancing right here,
manifesting Vndavana'srasa
here on Nladri—

the ineffable Primal Person,
tasting the first pangs of longing
in a young woman’s passion for gra—amazing!
It's just amazing, so beautiful,
how Caitanya plays. (24)



(Listening again.) My, he’s been singing the same single word of song steadily for a
long time.

Kasmisra— Whichever form of play his mind has already entered into, he doesn’t come
back out from it again.

King— That's exactly how he is. (Listening again. With delight.) Oh, how sweet he is!
Look! Look—

The way he lifts his knees and waves his arms,

the way he puts down his foot and casts his glances,

with all of these he delights the hearts of good people—

ah, he puts the world in a stupor.

His beautifully smiling face, with this spittle

that spreads in the throes of his rapture, looks like a lotus surrounded by foam,
or the moon thickly covered with frost. (25)



