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Abstract

This dissertation examines the shifting social, political, and religious significance of poets in south-
ern India and the Deccan during the fourteenth- and fifteenth-centuries. To this end, the project
centers on the career of Gaurana, a poet and scholar from a family of courtly brahmans in Telugu-
speaking south India (present-day Telangana and Andhra Pradesh). Modern historians and literary
scholars have interpreted Gaurana’s compositions in Telugu dvipada—typically considered a non-elite
genre—as evidence that he afhiliated with the Virasaivas, an egalitarian devotional movement. How-
ever, through an analysis of his Telugu compositions and his neglected treatises in Sanskrit poetics, I
argue that Gaurana’s relationship to the Virasaiva poets and similarly inclusive literary traditions was
one of competition and appropriation rather than collaboration.

Chapter Two examines Gaurana’s Laksanadipika (A Light on the Properties) project, two Sanskrit
treatises on poetics and poetry’s metaphysical characteristics. It demonstrates that Gaurana offered
an unprecedented and systematic synthesis of multiple Sanskrit knowledge systems to argue for brah-
manical prerogatives in the poetic profession. In order to reconstruct the literary world and poetic
forms to which Gaurana laid claim, Chapter Three traces the conceptual and compositional history of
catuprabandha, the panegyrical genres detailed in the Laksanadipika. Chapter Four analyzes Gaurana’s
Telugu dvipada poetry to grasp how his compositional choices align with his theoretical positions and
situate him relative his poetic predecessors and contemporary competitors. Finally, focusing on his
Navanathacaritramu (The Deeds of the Nine Naths), Chapter Five explores Gaurana’s relationship to
Saivism, Srisailam, and his monastic patrons. Utimately, the dissertation traces changes in the char-
acter of literature, the development of vernacular cultural practices, and the ways in which literature

registered transformations in the political culture of late medieval south India.
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Chapter 1

Introducing Gaurana

For that matter, he did not consider himself a genius. . . . He could
see with complete clarity the experimental nature of his books:
admirable, perhaps, for their novelty and for a certain laconic probity,
but not for their passion. “I am like Cowley’s Odes,” he wrote me from
Longford on March 6, 1939. “I do not belong to art, but merely to the
history of art.” There was for him no discipline inferior to history.

J. L. Borges, “An Examination of the Work of Herbert Quain”

Animated by an attempt to understand (precolonial) poetic practices, their textual artifacts, and
their wider historical contexts, this dissertation also seeks to elucidate the relationships between all
of these. In this, the dissertation’s orientation is double: It simultaneously seeks a portrait of poetry,
texts, and society in this period as well as a method—perhaps a winding path—for arriving at such
an image. At its core then, the dissertation simply poses to a set of south Indian examples some of
the perennial questions of literary study: What, after all, is literature? What is its relationship to its
authors? What is its relationship to the world? And how do we know?! In asking these questions,

this dissertation forsakes notions of an eternal essence of Literature (whether these be derived from

1. Antoine Compagnon, Literature, Theory, and Common Sense, trans. Carol Cosman (Princeton: Princeton University
Press, 2004).



thought Romantic, Sanskritic, or more probably the coincidence of the two) and follows recent studies
of south Asian literature as they have set out to scrutinize the contigent nature of the literary, as well
as its entanglements in larger schemes of culture and society.? In this light, the question “What is
literature?” must thus become “What was literature thought to be, by whom, and wherefore?”

This essay ventures a literary history of the Deccan in southern India during the fourteenth and
fifteenth centuries by focusing on the poet Gaurana, who flourished in the Telugu country from about
1375 to 1445 CE. This period has generally been imagined as politically turbulent, an interregnum
framed by the demise of Andhra’s Kakatiya dynasty in 1323 CE and the ascendancy of Vijayanagara’s
Sangama dynasty over southern India at the middle of the fifteenth century. Even as it saw the
competition of smaller kingdoms and principalities, the period also witnessed great poetic productivity,
which literary history often represents through the major poet Srinatha (fl. 1390-1430).> The period
also saw the life and work of a lesser-known poet named Gaurana. Standing behind a set of disparate
works in both Sanskrit and Telugu, Gaurana is at face value a peculiar figure: A brahman boasting
a ministerial pedigree, he seemingly held no administrative post. A theorist of Sanskrit poetics, he
has to his name only poetry in a low-ranking Telugu genre. But even as he has received some notice,
he nonetheless holds a minor status in the literary history of Andhra and greater south India. This
essay hesitates to give an aesthetic assessment of Gaurana, and would not at this early juncture argue
for his greatness as such. Still, it is a central claim of this dissertation that where major poets like
Srinatha may in their greatness cast a shadow over their age, a minor figure such as Gaurana can serve

to illuminate their shared literary world.

2. Many of these follow (whether implicitly or expressly) declarations of methodological intent from the Literary
Cultures in History Project: Sheldon Pollock, “Introduction,” in Literary Cultures in History: Reconstructions from South
Asia, ed. Sheldon Pollock (Berkeley: University of California Press, 2003), 3-7; Sheldon Pollock, “Literary History, Region,
and Nation in South Asia: Introductory Note,” Social Scientist 23, nos. 10/12 (1995): 1-7.

3. See now Velcheru Narayana Rao and David Shulman, Srindtha: The Poet who Made Gods and Kings (New York:
Oxford University Press, 2012).



Poetry and Power

Descending from this orientation, the dissertation follows recent studies which have attended to the
articulation of power with poetry. These studies consider the communicative capacities of poetic
language and the ways that poetry reflects and expresses the social, cultural, and political positions
and interests of its creators. Especially influential on this front has been Sheldon Pollock’s work, which
fuses these two strands. Specifically, he has has sought to describe the way in which the discourse
of kavya (poetry, literature) was central to the operation of rdjya (royal or political power).4 In the
world Pollock describes, language and literary form represent and even constitute power; subsequently,
they can be seen as indices for changes in the structure and conception of political society. Thus,
for instance, the literary vernacular’s novel supercession of Sanskrit as the discourse of kavya at the
beginning of the second millennium is taken as a mark of a new socio-political order.> The analysis
ultimately rests on describing poetry’s instrumentality and its place vis-a-vis the powerful, who have,
not unexpectedly, been identified with kings and the elites of their courts. A fundamental aspect of
rule here was patronage of the literary arts, to be sure; but it also consisted of a personal excellence in
these arts.6 This work has convincingly shown that understanding the social and political worlds of
premodern India requires understanding the poetry that has been left by them.

These studies have maintained that kdvya literature and the court were fundamentally linked in
premodern India.” Consequently, the relationship between poetry and patrons has received the most
attention. With respect to this, a king’s patronizing literature was essential to his being a king. What is

more—patronage not being enough—mastery of languages and literary arts was central to geopolitical

4. Sheldon Pollock, The Language of the Gods in the World of Men: Sanskrit, Culture, and Power in Premodern India
(Berkeley: University of California Press, 2006), 5.

5. Tbid., 410-423.

6. Ibid., 162-188. Daud Ali has shown that political discourse in medieval India was primarily the discourse of courtly
interaction, and that this was in large part coextensive with the discourse of kavya. Daud Ali, Courtly Culture and Political
Life in Early Medieval India (Cambridge: Cambridge Univesity Press, 2006).

7. A structural portrait of the place of kdvya and its panegyrical (and world-sustaining) function is provided in David
Smith, Ratnakara’s Haravijaya: An Introduction to the Sanskrit Court Epic (Delhi: Oxford University Press, 1985). But
Pollock’s work has most recently set the terms of such analyses: The relationship between poetry and power—or, as he
puts it, kavya and rdjya is the exact focus of his Language of the Gods. Daud Ali gives a sustained analysis of the place of
kavya portions in epigraphical materials from the Cola period in “Royal Eulogy.”



mastery, such that the king himself came to play the poet.® The picture of poetry’s role in the
formulation of royal authority has thus become increasingly clear.

While my dissertation preserves this orientation, it also recognizes and attempts to address some
elements that have remained out of focus: First, the significance of and connection between sites
of literary production beyond the court is still being explored. Second, the focus on potentate-poet
relations has tended to eclipse the automony of poets and the interactions that took place between
them. And, following this, little attention has been paid to the relationship between poetry, poets, and
other schemes of social power—like caste—with which the court and other domains were intertwined.

For one, while the court remain an crucial site and category in my analysis, I also move to turn
away from it. Great though its gains have been, the courtly orientation that marks the work of Pollock
has been at the expense of other modes and sites of literary production. Among these other kinds
of literature, religious literature has been a conspicuous object of inattention. Pollock has made the
rationale for this explicit in his work: Indology has historically given much of its scholarly attention to
religious literature, and this overemphasis has obscured the courtly basis of literature and the process
of literarization that Pollock describes for both Sanskrit and the vernaculars.” Nonetheless, religious
sites and communities have played a critical role in the development of South Asian literature and
culture more generally. The temple is a particularly important locale in this regard. Particularly in the

context of South India it has long been recognized as a center of cultural and economic activity.!® Rich

8. For an extended discussion of this concept, see: Pollock, Language of the Gods, 162-188. This seems to me the reason
that the figure of Bhoja looms so large in Pollock’s work: not only do the king’s works offer a consummation of much
Sanskritic literary theory, but the man himself is the paragon of the poet-king both for Pollock and later literary legend.

9. Pollock describes Sanskrit, for instance, as “handmaiden” to religious studies. Sheldon Pollock, “The Social Aesthetic
and Sanskrit Literary Theory,” Journal of Indian Philosophy 29 (2001): 199. For a longer critique of the assumptions of the
religious basis of literature with respect to regional languages, see: Pollock, Language of the Gods, 423-436.

10. Focusing on Tirupati, Burton Stein traces the donative economy and the development of irrigation and agricultural
resources of the temple. Burton Stein, “The Economic Function of a Medieval South Indian Temple,” The Journal of Asian
Studies 19, no. 2 (1960): 163—176. James Heitzman shows the economy of temple endowment and how this influenced
claims to power in Cola South India. James Heitzman, “Temple Urbanism in Medieval South India,” The Journal of
Asian Studies 46, no. 4 (1987): 791-826. Arjun Appadurai shows the way in which the temple is a nexus of exchange of
material and symbolic goods between kings and sectarian leaders, particularly in the Tamil country of the later Vijayanagara
period. Arjun Appadurai, “Kings, Sects and Temples in South India, 1350-1700 A.D.,” Indian Economic and Social History
Review 14, no. 1 (1977): 47-73. Cynthia Talbot shows function of temples and the endowment thereof in expanding and
maintaining the economic and political network of elites in Kakatiya-period Andhra. Cynthia Talbot, Precolonial India in



literatures of both systematic thought and poetry have arisen around these sites. In the case of Telugu
literature, V. Narayana Rao has described the multiplicity of Telugu literatures and literary culture,
expanding the view beyond the court which is so often taken as the focus in studies of poetic literature.
In particular, against the court he poses the temple as the other primary site of literary production.
Thus, against the scholar-poet of the courtly—and generally brahmanical—kdvya tradition emerges
the poet-devotee who is committed only to his or her religious community (as in the case of the Telugu
Virasaiva poet exemplified by Palkuriki Somanatha) or temple deity (in the case of Bamméra Potana in
Telangana or Tallapaka Annamayya at Tirupati).!! In the metapoetic statements found in their works,
such poets explicitly reject the literary modes of the court, whether or not they employ techniques
and tropes of this rejected tradition in actual practice. The model that emerges is one in which there
is for each sociopolitical position a corresponding poetics: For the court, there is a courtly literature;
for the temple, the bhakti poetry of devotion. Little room is left for the poetic work (or poet) that
does not conform to these models.

Even so, scholars like Francesca Orsini have identified the need to illuminate a broader set of literary
locales.!? Among these other sites, mathas—monasteries and, more broadly, colleges or lodges located
at temple complexes—have been shown to be particularly important, especially as nodes joining the
domains of the temple and court in southern India.!* Scholars such as Elaine Fisher are beginning
to untangle the early modern history of these institutions and their intellectual productions.'* Even
so, the matha and temple have mostly been explored in terms of the religious commitments of their

leaders and afhilliates. And the sites have been revealed as important stewards of literary culture in

Practice: Society, Region, and Identity in Medieval Andhra (Oxford: Oxford University Press, 2001), 87-124.

11. Velcheru Narayana Rao, “Multiple Literary Cultures in Telugu: Court, Temple, and Public,” chap. 6 in Literary
Cultures in History: Reconstructions from South Asia, ed. Sheldon Pollock (Berkeley: University of California Press, 2003),
408-413.

12. Francesca Orsini, “How to do multilingual literary history? Lessons from fifteenth- and sixteenth-century north
India,” Indian Economic and Social History Review 49, no. 2 (2012): 225-246.

13. Tamara Sears, Worldly Gurus and Spiritual Kings: Architecture and Asceticism in Medieval India (New Haven: Yale
University Press, 2014). Valerie Stoker, “Darbar, matha, devasthanam: the politics of intellectual commitment and religious
organization in sixteenth-century South India,” South Asian History and Culture 6, no. 1 (2015): 130-146.

14. Elaine M. Fisher, “Transregionalizing a Religion: Monastic Lineages and the Transformation of Tamil Saivism,” in
The Matha: Entangled Histories of a Religio-Political Institution in South India, ed. Sarah Pierce Taylor and Caleb Simmons
(In Progress).



south India well into the eve of colonialism.!s So, by considering the range of political and cultural
institutions in which poets and poetry functioned, a richer picture of those functions can emerge.
On the second account, even as other sites of literary production and circulation come into view,
still other elements of the social conditions of poetry demand our attention. Poets themselves are
among these. The (mostly non-royal) poets (Sanskrit kavis) who composed kavya have become in
some ways incidental to their works. What has been more important is the relation of poet and poetry
to the social and political powers they served. This is justified on a number of accounts. On the whole,
it is not surprising that those seen as holding the lion’s share of power (that is, kings and other chiefs)
and the structure of relations between them and others should receive the most attention. This state
of affairs in only bolstered by a general lack of evidence about the lives of poets in particular. What
information is available often finds poets of record serving kings and their courts in some other office,
usually in a ministerial or diplomatic capacity. Furthermore, poets’ work as political functionaries
seems to be corroborrated by insights into the history of kavya itself: Though there was apparently a
division of labor between the poets of inscriptional prasasti and poets of the long narrative kavya works,
it was primarily a difference in the scale, not in the stylistic quality of the work. That is to say, both
sets of kavis engaged with the same literary modes. Subsequently Sanskrit kavya appears as a limited,
more or less unified discourse.!é This unification is transformed with the first and second “vernacular
revolutions” described by Pollock. Yet even here, the overriding concern seems to be the way in which
the poet’s literary work reflects the ideology of the patron—whether this be a Deccani court’s new
vision of sovereignty (as in Pollock’s exemplary Rastrakita polity for the case of the first revolution)
or the vehement social critique of an emergent religious movement (as in the case of the Virasaivas).
This common state of affairs has helped to underscore the notion that the poets and their poetry were

merely subservient to and directly reflective of the operation of political and cultural power.

15. Sascha Ebeling, Colonizing the Realm of Words: The Transformation of Tamil Literature in Nineteenth-Century South
India (Albany: State University of New York Press, 2010).

16. Pollock, Language of the Gods, 134-5. The point is reiterated with a Cola example in Daud Ali, “Royal Eulogy as
World History: Rethinking Copper-Plate Inscriptions in Céla India,” in Querying the Medieval: Texts and the History of
Practices in South Asia, ed. Ronald Inden (New York: Oxford University Press, 2000), 221-2.



Still, this subordination was not absolute and recent works have focused on the poet behind the
poetry. Throughout the history of kavya literature, we are faced with poets who express their cyn-
icism and ambivalence about kavya’s fundamentally panegyric function. Such instances foreground
the poet’s autonomy, his power, and the ways in which the patron is in fact dependent on the poet.
This ambivalence and cynicism is present almost from the beginning of the classical kavya tradition.
Bana voices it in his Harsacarita. It also stands at the core of later medieval works like Bilhana’s
Vikramankadevacarita as highlighted by a number of recent studies. Yigal Bronner, in a study of the
eleventh-century Sanskrit poet Bilhana and especially his Vikramarkadevacarita, has described the
poet and how he positions himself in respect to his poetry and political life, ultimately observing in
his works a “poetics of ambivalence” with respect to kingly power.!” Whitney Cox, positioning this
image of Bilhana in the larger political-literary culture of the Calukya/Cola dominated Deccan, has
read this ambivalence as signaling a transformed and increasingly mobile literary professional class in
the region.!® It is also a recurrent theme in stories from south India about bhakti and temple poets,
such as the Telugu poet Potana (late fifteenth century), as mentioned in the introduction. Neverthe-
less the focus is still on understanding the kinds of relationships that obtain between poets (or other,
less distinguished literary professionals) and the powers (usually kings) that they serve, and how these
relationships are borne out in kavya literature. The fact that poets often held some other political
office under a king, while it may draw attention to the poet as an agentive force in politics, would
seem to underscore his being beholden to the imperatives of the patron and his court. Even so, these
works does begin to theorize explictitly the potential and realized mobility of the professional poet.

But by focusing on the relationships that obtain between poets and their patrons, the various
relationships that might obtain between poets themselves are often left out of the analysis. Yet, in not
accounting for this aspect of the poets’ work, part—perhaps much—of the meaning of the work is lost.

The literary scholar, as Pierre Bourdieu argues, must identify the position of the literary field—which

17. Yigal Bronner, “The Poetics of Ambivalence: Imagining and Unimagining the Political in Bilhana's Vikramarnka-
devacarita,” Journal of Indian Philosophy 38, no. 5 (2010): 457—483.

18. Whitney Cox, “Scribe and script in the Calukya West Deccan,” Indian Economic and Social History Review 47, no. 1
(2010): 1-28.



includes works, producers, patrons, and other consuming agents—within the larger field of power
and social action; but it is also necessary, as he says, to consider the internal relations within this
field.’ Producers of literature exist in a space of various possibilities (stylistic, linguistic, conceptual,
and thematic) and their choices within this field are determined in part by their place in the wider
socio-political world but also by their interests for standing in the literary domain alone.2°

Though temporally and geographically far afield of Bourdieu’s case, the literary culture of medieval
Andhra can be subjected to a similar perspective. The scholarship cited above has described many of
the ways that the literature relates to power in general; and though it has largely neglected the interac-
tions between poets—and here I am thinking of relations like competition, veneration, emulation, or
affiliation, to name a few—it has of course not been entirely overlooked them. With respect to these
dimensions, the kaviprasamsa (praise of poets) verses often found in the preambles to many works of
kavya have received particular attention. For example, Sascha Ebeling has examined the cirappuppayi-
ram (or “special preface”) in Tamil and the way in which these were employed by poets to further
their own status and that of fellow poets; such practices bound poets into an “economy of praise”
wherein this praise, which was circulated in the form of verse, helped poets obtain a position and earn
a living under the auspices of some patron or institution.?! Pollock and Ali have, as we saw above,
noted that there is not merely a division of labor between but also a kind of hierarchy of poets that
mirrors the hierarchy of kings.22 Works like Ballala’s Sanskrit Bhojaprabandha (the theme, if not the
mode, being picked up in our period by Anantamatya’s Telugu Bhojarajiyamu) describe the exploits

of authors of the Sanskrit canon like Kalidasa and Bhavabhuti, many of which involve competitive

19. Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field, trans. Susan Emanuel (Stanford: Stanford
University Press, 1995), 215.

20. Ibid., 206. We might also keep in mind the revision of a Marxist sociological poetics posed by Medvedev (and
Bakhtin) in response to the critique of the Formalist school of literary criticism: A history of literature cannot be based
on an internal analysis alone, nor on an analysis that proceeds from the work directly to the socio-economic environment;
rather, analysis ought to be based in a thorough analysis of internal features, then out to relations with other literary
works, then to the general ideological environment, and only at that point should analysis engage with the social and
economic context. P. N. Medvedev and M. M. Bakhtin, The Formal Method in Literary Scholarship: A Critical Introduction
to Sociological Poetics, trans. Albert J. Wehrle (Baltimore: The Johns Hopkins University Press, 1991).

21. Ebeling, Colonizing the Realm of Words, 73.

22. Ali, “Royal Eulogy,” 222.



encounters among each other and a motley crew of versifiers. In Andhra, oral verses from the catu
tradition are contextualized by similar stories of poetic competition, many of which feature Gaurana’s
contemporary Srinatha. In the worlds drawn by these texts (both inscribed and oral), the trope of
poetic competition is central.

Furthermore, as we study the character of the relationships between poets, we must also consider
how wider social structures may subtend these poetic interactions. The aforementioned Bhojapra-
bandhba offers an image of this in its diverse ensemble of poets: Career Vedic ritualists, courtier and
ministerial brahmans, princes, courtesans, and washerfolk are all shown to venture a verse or two for
aesthetic and/or monetary merit. While I am not suggesting that Ballala’s work be read as a docu-
mentary report, I would argue that it (among other works explored later) presents such episodes to a
diverting or satiric effect, but that this effect precisely depends on an awareness of competitive interac-
tions between poets, some of which were also bound up with tensions based in class- and caste-based
competition.

To be sure, caste has not been ignored in the study of Indian literature, but for the precolonial pe-
riod interest has primarily orbited around declarations in or about religious literature. Broadly, these
have consisted of violently proscriptive injunctions against sharing Vedic instructions with those of
low caste backgrounds; or else, the democractizing or egalitarian declarations issued by some poets
in the devotional or bhakti traditions have also garnered attention. This has led to some stark char-
acterizations of the different literary traditions in premodern India, fusing caste distinctions broadly
and directly to the political and religious sites delineated above. Thus, the literature of the court
is considered Sanskritic and brahmanical, while the literature of the temple offers more room for
non-brahmans. Statements in this vein are quite explicit, but less conspicuous ways in which literary
cultures are imbricated in social institutions like caste remain for research. However, scholars have be-
gun to unravel some of the other tangled histories. Exemplary here is the work of Rosalind O’Hanlon

and Christopher Minkowski on the social history of brahman scholars in western and northern India.

23. Narayana Rao and Shulman, Srindatha, 153-156.



In working to identify networks of families and households, they have sought to understand how these
brahmans defined their identity and how these identities were imbricated with professional and intel-
lectual activies. For southern India, recent research has begun to detail the networks of brahmans
that undergirded intellectual and aesthetic traditions. For example, Elaine Fisher examines the emer-
gence of these networks and identities in the early modern Tamil country.?s Whitney Cox explores
the textual creations and philological methods produced by scholars in these networks.?¢ This study
would continue in this vein and seek to make explicit some of the workings of caste in literary culture,
with a further hope of illuminating as well as networks beyond the brahmanical ones that seem to be
foregrounded by the literary archive. Following Rich Freeman’s move in his study of literary culture in
premodern Kerala, there is considerable warrant for examining how poets and poetry conditioned and
were conditioned by contexts of caste as well as other social and political institutions.?” Consequently,
this study pays particular attention to articulations of genres not just as formal types but as literary
practices that constitued and were constituted by social conditions.

So, in the attempt to describe the historical contingency of and change within the literatures of
premodern India, the competitions for power and standing within the field of literary activity must be
kept in full view. Such an analysis does not, however, demand that we remain outside or at the edges
of the text. Rather, it requires an even closer reading of the works in question and an attention to
their formal features. For it is these features—as scholarship both outside of the South Asian context
(like Bourdieu and Medvedev/Bakhtin cited above) and within (like the work of Pollock, Shulman,

and Narayana Rao) has shown—are charged through with meanings that simultaneously relate them

24. See especially: Rosalind O’Hanlon and Christopher Minkowski, “What makes people who they are? Pandit networks
and the problem of livelihoods in early modern Western India,” Indian Economic and Social History Review 45, no. 3 (2008):
381-416; Rosalind O'Hanlon, “The Social Worth of Scribes: Brahmins, Kayasthas and the Social Order in Early Modern
India,” Indian Economic and Social History Review 47, no. 4 (2010): 563-95; Rosalind O’Hanlon, “Speaking from Siva’s
temple: Banaras scholar households and the Brahman ’ecumene’ of Mughal India,” South Asian History and Culture 2, no.
2 (2011): 253-277.

25. Elaine M. Fisher, Hindu Pluralism: Religion and the Public Sphere in Early Modern South India (Berkeley: University
of California Press, 2017).

26. Whitney Cox, Modes of Philology in Medieval South India (Leiden: Brill, 2016).

27. Rich Freeman, “Genre and Society: The Literary Culture of Premodern Kerala,” in Literary Cultures in History:
Reconstructions from South Asia, ed. Sheldon Pollock (Berkeley: University of California Press, 2003), 439.
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to other literary works and producers as well as larger social phenomena.

Gaurana in the Age of Srinatha?

But why focus on Gaurana, a minor poet, to illuminate these issues? I suggested at the outset of
this chapter that it is precisely his obscurity that may cast a brighter light on his literary world. But
how so? Why Gaurana over his contemporary Srinatha, whom some literary histories have deemed
so major a poet that they dedicate the fourteenth and fifteenth centuries to his name??® In asking
this, I do not mean to engage in aesthetic arguments over Srinatha’s eminence in these years. Instead
I mean to ask about the status of poets and their place in their world in their time. To this ques-
tion, even those modern commentators who do lionize Srinatha for his aesthetic achievements—most
recently Shulman and Narayana Rao—note that the poet has earned such esteem mostly in retro-
spect: In his own day, he likely struggled to find a sympathetic audience for his works.?? Given this,
Srinatha would not seem inherently a better candidate for illuminating his period than any other poet
of his day. But I would suggest here that Srinatha’s status in large part descends from the nation-
alist ideology—concomitantly linguistic and Hindu—subtending many Telugu political and literary
histories. However, while Srinatha features easily in the narratives of nationalist literary histories, the
prominent role he is made to play edges out other aspects of his figure and his period. In particular,
the model of the age of Srinatha borne out by Telugu literary histories leaves unexplored the shifting
nature of literary and political identities in favor of fixed forms and figures fitted into evolutionary
schemes that find their ending in the modern nation. On the other hand, focusing on Gaurana facil-
itates our moving beyond received narratives, and it allows us to examine more fully the dynamic (if

seemingly unusual) forms of poetry and power in the period.

28. P. T. Raju, Telugu Literature (Bombay: International Book House, 1944).
29. Narayana Rao and Shulman, Srindtha, 52.
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Poets, Periods, Politics

The period of his flourishing presents a number of challenges to historical study, and particularly
periodization. These problems descend in large part from the political fragmentation evident in the
Deccan during these years. At face value, the years make up a more or less coherent period, but precisely
because they seem to have seen much political fragmentation from 1323 (when Kakatiya Warangal was
captured) to the late 1440s, when powers from outside of Andhra (namely the Gajapatis, Sangama
Vijayanagara, and the Bahmani kingdom) became the primary political contenders. Aside from the
work of Mallampalli Somasekhara Sarma, the period between 1325 to 1450 cE has received little
attention, nested as it is between the collapse of the Kakatiyas and the emergence of a fully imperial
Vijayanagara. In this time there was not one central (or: centralizing) power but many: the Panta
Réddis of coastal Andhra and the Recérlas of present-day Telangana were most prominent, along with
the rising star of Vijayanagara and the Bahmani sultanate; but others like the Elamanci Calukyas and
Telugu Codas were also involved in the fray.

On the whole, this fragmentation has been incorporated into nationalist historical narratives, which
cast the period as a dark episode in the saga of Hindu-Muslim conflict in Andhra and greater India.
Thus, when the period has been a focal point, it has primarily been either as a postscript to Kakatiya
history or prehistory to Vijayanagara.®® In Somasekhara Sarma’s history, for example, the scholar re-
constructs the chronology of kings of the Réddi clan—along with those of their rival clan the Recérlas,
and smaller kingdoms like the Elamanchi Calukyas—using epigraphic sources, literary works from
Sanskrit and Telugu, and Persian chronicles. The narrative that overlays and explains this chronology

is primarily one of Hindu-Muslim struggle.3! The opening of the period saw the indisputable advent

30. For the former see: Talbot, Precolonial India in Practice, 175-183; for the latter: Burton Stein, Vijayanagara (Cam-
bridge: Cambridge Univesity Press, 1989), 13-20.

31. Somasekhara Sarma’s orientation to the material is clear from the first paragraph of the preface: “The Reddi kings of
Kondavidu, who began as the subordinates of the Musuniri chiefs of Rékapalli and Warangal, soon became independent,
and played an important role during the revival of Hindu supremacy in the post-Kakatiya period.” M. Somasekharasarma,
History of the Reddi Kingdoms (circa. 1325 A.D., to circa. 1448 A.D.) (Waltair: Andhra University, 1948), v. The sentiment is
echoed in Turaga Krsnamiirti’s study of literature during this period. Turaga Krsnamiirti, Reddiyugamuna Amdbra-Girvana
Sahitya Vikasamu [The Development of Telugu and Sanskrit Literature in the Reddi Period] (Pittalavemavaram, 1962), iv-v.
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of Islamicate power in South India, when the Delhi Sultanate brought the Kakatiyas to heel around
1323. In the wake of the Kakatiya kingdom’s demise, a number of warrior clans arose to assume power.
First among these were the Musunari Nayakas, who are said to have led a federation of Hindu warriors
against the Muslim invaders. The Réddis and Recérlas figure first as subordinate soldiers in this fight
before moving to the forefront as leading families.3? Their kingdoms appear in this story as brief, but
ultimately feeble, glimmers of hope until Vijayanagara emerges in full force.

This narrative of Hindu-Muslim struggle is primarily rooted in the claims to dharmic kingship
that constitute the rhetoric of many of the epigraphic sources. But as Cynthia Talbot has shown
in her analysis of inscriptions from the early years of this period, the claims are more likely based
in the struggle for authority among groups without a long established power base.33 A more useful
framework for the social and political history of this period is that oftered by Talbot in Precolonial India
in Practice of an Andhra in which power, and social and political identities, were in flux. What we are
left with is a region of numerous kingdoms and social institutions striving for power. Among them are
more established lineages (like the Elamanchi Calukyas and Telugu Codas) and the upstart kingdoms
that seemed to dominate the period, namely the Réddis and Recérlas. It is apparent that the Réddis
and Recérlas were one of a number of upstart peasant clans who at some point during the Kakatiya
period forsook (or, perhaps: leveraged) the plow for the sword and became military contenders. They
emerged from an environment pervaded by a kind of militarism. The hero-stones commemorating
fallen warriors mark the landscape and gory celebratory feasts (e.g. rice mixed with the blood of the
defeated) are recorded in some of the literature. Cynthia Talbot points to this very militarism as one
of the engines of social mobility in precolonial Andhra. The Recerlas and Reddis are undoubtedly

rooted in such a land. Indeed, “réddi” is seen as common title for land-owning peasants very early on

32. On the first of the Réddi kings, Prolaya Vema: “An ardent supporter of Hindu dbarma, Prolaya Véma placed all his
resources in men and material at the disposal of Prolaya Nayaka in the struggle for the liberation of his country and strove
hard with the help of his brothers and relations to free it from the Muslim yoke.” Somasekharasarma, Reddi Kingdoms,
76.

33. Cynthia Talbot, “Inscribing the Other, Inscribing the Self: Hindu-Muslim Identities in Pre-Colonial India,” Com-
parative Studies in Society and History 37, no. 4 (1995): 719-721.
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in Andhra. (The Recerlas are often counted as “velamas”—another title of land-owning peasants.)34
Over the course of the first half of the fifteenth century, these Réddi and Recérla kingdoms would
ultimately be subordinated to the more powerful kingdoms of the Bahmani sultanate, Sangama-led
Vijayanagara, and the Gajapatis from Kalinga.

In part, Srinatha’s status as the central literary figure of this period lies in his connections to the
Réddi, Recérla, and Vijayanagara kingdoms featured in this narrative. His primary political position
in this years seems to have been as a Sanskrit literatus—specifically the vidyadhikarin (superintendent
of learning?) and epigraphic poet—in the court of Réddi king Peda Komati Vema. Some traditions
also cast this position as a diplomatic one and find the Réddi kings sending the poet as an ambassador
to the courts of their Recérla rivals in the Telangana interior.3> Beyond the courts of Telangana and
coastal Andhra, other traditions associate Srinatha with Vijayanagara. While prefaces to his Telugu
works show his patronage by Réddi kings in the early stages of subordination to the Sangamas, they
also reference his achieving the status of kavisarvabbauma (emperor of poets). He captured this title,
tradition holds, from Dindima Bhatta, a poet in the associated with the court of a “Karnata king”
usually identified as Vijayanagara’s Praudha Devaraya II.3¢ This title does not indicate a courtly ap-
pointment so much as it replicates in the literary world the political hierarchies constituted among

royal patrons. In this, literary history depicts Srinatha not just as connected to the region’s major

34. The naming of the Recérlas is quite confused in the scholarship. Historians often give the Recérlas the title of
“Padmanayaka” and classify them as “Velamas.” See, for instance, Arudra’s designation of the Recérla’s era as “the age of the
Padmaniyakas” (Padmanayaka yugam). Nevertheless, Cynthia Talbot advises caution when it comes to these designations
in her discussion of post-Kakatiya kingdoms. As she notes, the Recérla kings used this clan name “Recérla” as their
primary social identifier. Padmanayaka and Velama were separate social ($udra) groups at this time. Padmanayaka was
a status that could be claimed by warriors of disparate clans and does not appear in the epigraphic record until the late
sixteenth century. It is only in the seventeenth century that some Velamas begin to claim Padmanayaka status. These three
groups—the Recérlas, Velamas, and Padmanayakas—have been conflated because late-nineteenth and twentieth century
historians have relied on the Vélugotivari Vamsivali, a genealogy of the VElugoti chiefs of Venkatagiri in southern Andhra
(Nellore district). This family claimed descent from the Recérlas, whom the work defines as Padmanayaka Velamas. For
a fuller discussion see: Talbot, Precolonial India in Practice, 189-192. Following Talbot, I will refer to the kings primarily
by their clan name.

35. Somasekharasarma, Reddi Kingdoms, 526-530. The sources of this tradition are not given by Somasekhara Sarma.
Part of the foundation may lie in that oral (catu) verses praising a Recérla king have been attributed to Srinatha. Even so, the
story holds that Srinatha was deployed to Recérla court to reclaim the Réddi king’s sword—named Nandikantapotaraju—
which had been captured in a battle. Pleased by the poets poetic talents, the Recérla rulers are said to have returned the
sword to Stinatha and bestowed many other gifts upon him.

36. Narayana Rao and Shulman, Srinatha, 153-155.
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courts but explicitly celebrated by them, leading Somasekhara Sarma to deem him “the first Andhra
national poet.”¥’

Gaurana, on the other hand, appears to have occupied a less prominent position; and, in comparison
to the clearly courtly Srinatha, he is difficult to situate in terms of the prevailing models. The image
of Gaurana—both that which emerges from his metapoetic statements and from an overview of his
body of work—lies somewhere between the different (if not rival) poetics of the court and the temple.
To be sure, he does have ties to the political world sketched above. He boasts that his eldest paternal
uncle Potaraja served as a minister to the king Recérla Mada I (alias Singaya Madhava I) who ruled
Devarakonda (in present-day Telangana) from about 1369 to 1384 cE.?® Thus he claims a ministerial,
brahmanical pedigree in the preambles to his works, pointing with one hand to the courtly culture
that has occupied much of the (literary) historical imagination. He does not, however, seem to have
been directly patronized by these courts. Instead, his prologues connect him to the temple complex
of Srisailam. The temple had long been seen as a center of esoteric activity in the literary imagination
of medieval India and, beginning in the thirteenth century, it became a center for the Virasaiva (or
Viramahesvara) tradition that had begun two centuries earlier in what is now Karnataka. The two
works for which he is best known, Navanathacaritramu (The Deeds of the Nine Naths) and a telling
of the trials of the King Hari$candra, were composed in Telugu in the dvipada meter that had hitherto
been associated with anti-court Virasaiva literature.

Despite this association, Gaurana betrays little of the devotional sentiment we have come to expect
of the temple’s poet-devotee, let alone the more revolutionary imperatives attributed to the Virasaivas.
Instead, building upon his ministerial lineage, he promotes himself as an author in the classical (prac-

tically: Sanskritic) tradition, taking the titles of an alamkarika (poetician) in his Telugu works. His

37. Somasekharasarma, Reddi Kingdoms, 531.

38. The identification of his uncle Potardja and which Mada he served is the crucial point in dating Gaurana. Some
take it to be Mada II (r. 1400-1425). See: Kandukiri Viredalingam, “Gauranamantri,” in Amdhra Kavula Caritramu
(Hyderabad: Visalandhra Publishing House, 2005), 403—413; and Gaurana, Hariscamdropakbyanamu, ed. Tafijanagaramu
Tevappérumallayya (Madras: Vemiru Venkatakrsnamasetti & Sons, 1911). But others adduce an epigraphic record of the
uncle that places him in the service of Mada I. For this view, see: N. Venkataramanayya, “Gaurana,” in Vydsamamjari
(Hyderabad: Andhra Sarasvata Parisattu, 1967), 24-32; and Sarasvati Mohan, “Gaurana and his Sanskrit works,” Annals of
Oriental Research (University of Madras) 20 (1965): 1-10.
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work in the discipline of poetics—despite their unusual focus (elaborated in Chapter Two)—corrobrate
this dimension of his persona. Further, these works are of particular interest because they particularly
take up the topics of panegyric and varnaviveka (also called varnasuddhi), the evaluation of poetic lan-
guage in terms of the auspicious and inauspicious circumstances it can engender for poets, patrons,
and other auditors. Gaurana thus directly offers a compelling case for the description and analysis of
the relationship between poetics (as the qualities of poetry and the discipline that theorizes them)
and the operations of social and political power. Nonetheless, Gaurana has largely escaped notice in
considerations of literature’s impact on political history.

However, by turning to this lesser-known figure, the dissertation aims to sidestep simple equiva-
lences and linkages between literary and political developments. As mentioned above, Gaurana did bear
connections to the principalities at the center of political histories of the period. But he seems to have
made his own professional home not in these courts but at Srisailam, where he was patronized by a
figure named Muktisanta, who was the head (adbipati) of the complex’s Bhiksavrtti matha. An unusual
example, the figure of Muktisanta complicates the narratives of political history for this interregnum.
As I detail in Chapter 5, the ascetic had begun to style himself as a king of Bhiksavrtti (bhiksavrttiraya)
who sat enthroned over the domains of Srisailam. Given his connection to the important (if short-
lived) Recérla kingdoms and the hybrid figure of Mukti$anta, Gaurana also presents a means by which
these political entities might be better understood. But because his ties to these kingdoms are less
immediate than those of some other contemporaries (Srinatha, for instance, held administrative posts
under the Réddis), the temptation to interpret his literary work in terms of dynasty-centered political
history may be diminished. Moreover, the scope and character of his political ties may provide an

image of unfamiliar forms of social and political power.

Language, Languages, and Literary History

As T have sketched so far, notions of an essentially Hindu India have provided basic structures for

organizing political history. But these are intertwined with more specific notions of linguistic nation-
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alism, which posit essential links between a people, a land, and a language. However, while familiar
to recent history, such conceptions are foreign to the years under consideration here.

The literatures with which I will be concerned in this project are those written in Sanskrit and
Telugu. In geographical terms, this means that the works that will make up my archive were composed
in what are now the states of Telangana and Andhra Pradesh. For the literary historical purposes of
this project, it is necessary to keep in mind not only that as legal entities these states were created in
2014 and 1952 respectively, but also that the ideologies of language that contributed to the creation
of this state were unknown to premodern South India. Indeed, some of the geographic and cultural
heterogeneity that characterizes the region is elided (though only incompletely, as the continuing saga
shows) by the nationalistic ideologies that fuel the process. For one, the modern states are made of
three zones: the historically more prosperous coastal region, which is the only one properly called
Andhra; the drier interior of Telangana; and the southern interior of Rayalasima. Over the course of
the tweltfth and thirteenth centuries, these saw a significant degree of political integration under the
Kakatiya empire, as Cynthia Talbot has shown in Precolonial India in Practice. But beyond this limited
political integration and that which obtained through networks bound to temples and the like, the
region saw no single political overlord.

What has, according to modern nationalistic ideologies, bound the region together (and been a
point of contention) is its language, Telugu. Language is a crucial factor in the constitution of a
nation and a people, according to the nationalist model; but as Lisa Mitchell has shown, the idea of
a “mother tongue” and a natural concommitance of a language, land, and people is—in the case of
Telugu and Andhra—a product of Indian intellectuals’ engagement with the European ideology of
linguistic nationalism encountered in the colonial period.* In the premodern Telugu country, the
primary conceptual opposition was that between desabbasas (languages of place) and devabhasa (the

langauge of the gods or Sanskrit).% But the modern concepts came to supplant the more pragmatic

39. Lisa Mitchell, Language, Emotion, and Politics in South India: The Making of Mother Tongue (Bloomington: Indiana
University Press, 2009), 19-24; 35-67.
40. Velcheru Narayana Rao, “Coconut and Honey: Sanskrit and Telugu in Medieval Andhra,” Social Scientist 23, nos.
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multilingualism that characterized the premodern period. Thus, coming out of the colonial period,
there has been an essential connection between the region of Andhra and the language of Telugu.

Literary history has been an important tool in the construction of national identities and, in
particular, the creation of the linguistic states in India.#* As the works of Lisa Mitchell and Heiko
Frese show, literary histories of Telugu (not unlike those for other modern South Asian languages)
have contributed to development of a Telugu linguistic identity that would precipitate the development
of linguistic states in India.#> These nationalistic preoccupations in literary history come to privilege
statements that articulate connections between a language and land.

The elevation of poets largely hinges on their contribution to these developments. For Telugu
this has meant that Srinatha stands out not only for his literary achievements, but because he offers
a classic (and perhaps even seminal) description of the “land of Andhra” (@mdbrabbibbuvana) in his
Bhimesvarapuranamu.®® Earlier references exist that designate the area as the “place of the three lingas”
(trilingadesa, trilingajanapada).* But these same poets also make other statements that provide differ-
ent labels to what seem to be the same regions and languages. Indeed, Srinatha himself often affiliates
his poetic work as being not of Andhra but of Karnata and its language. So, while seemingly clear,
the references are still in many ways obscure and do not necessarily possess the conceptual contours
granted to them by modern readers. Consequently, the poets themselves must also fall away from the
essential relationships literary history has tended to grant them.

Yet privileging the relationship of a region to a single language obscures the fact that the spaces of

premodern India were decidedly multilingual.45 Sanskrit and Telugu literature was certainly composed,

10/12 (1995): 25.

41. For the notions of language and nations in South India, see: Thomas Trautmann, Languages and Nations: The
Dravidian Proof in Colonial Madras (Berkeley: University of California Press, 2006), xi-xii. Linda Hutcheon describes the
national model and its continued relevance (Linda Hutcheon, “Rethinking the National Model,” in Rethinking Literary
History: A Dialogue on Theory (Oxford University Press, 2002), 4-14).

42. Mitchell, Language, Emotion, and Politics; Heiko Frese, “From Scattered Archives to the Centre of Discourse: His-
tories of Telugu Literature in the Nineteenth and Twentieth Century,” chap. 4, ed. Hans Harder (Social Science Press,
2010), 84-98.

43. Bhimesvarapuranamu 3.50. For a full translation of the passage, see: Narayana Rao and Shulman, Srinarha, 23-24.

44. See, for example, Ketana’s early grammar of Telugu, Amdbrabhasabbisanamu, and Vidyanatha’s Sanskrit Prataparu-
drayasobbusana.

45. For North India, see Orsini, “Multilingual.” For the South in a later period, see Indira Viswanathan Peterson,
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read, and heard in the same place; and poets in both literatures certainly encountered each other
directly.“ This is, of course, not to mention other languages and literatures that circulated in the
region, Tamil and Kannada being the most salient examples. Furthermore, some poets composed
works in multiple languages. Gaurana is one; Srinatha, the giant of the age, is another. Though
known primarily for his Telugu works, he also composed Sanskrit prasasti as vidyadbikarin to Peda
Komati Vema Réddi. This dimension of his work is often mentioned, but its significance is rarely
contemplated. Because he is counted as a Telugu poet first and foremost, his work in Sanskrit is
considered incidental to—not constitutive of—his image. In order to take the robust view of the
literary field that I pointed to above, this study must consider the literatures from this period in

Telugu and Sanskrit in what would have been their necessary relation to each other.

Marga, Desi, and Genre in Telugu Literary History

One way to cut through the attention to one language or another has been to consider the relation of
languages as it was articulated by south Asian literary cultures themselves. Sheldon Pollock has re-
emphasized that in premodern India literature could only be composed in a restricted set of languages.
In the first millennium of the common era, these were Sanskrit and the literary Prakrits. Within this
set regionally-denominated ways or mdrga-s were imagined; but despite their names, these were ulti-
mately cosmopolitan in scope, transcending any real regionalism.%” Starting in the second millennium,
courtly intellectuals (first in the south) began constructing and promoting vernaculars as languages fit

for literary composition. This was largely done through the adoption of the discourse on literature

“Multilingual Dramas at the Tanjavur Maratha Court and Literary Cultures in Early Modern South India,” The Medieval
History Journal 14, no. 2 (2011): 285-321.

46. For instance, Gaurana’s contemporaries Srinatha and the Sanskrit poet Vamanabhattabana likely crossed paths in
the Réddi courts. Kuruganti Sitarimayya examines the correspondences between the Telugu works of the former and the
Sanskrit works of the latter. See Kuruganti Sitaramayya, “Vamanabhattabanudu-Srinathudu,” Bharati 13, no. 5 (1936):
579-582.

47. Pollock, Language of the Gods, 209. More recently, Andrew Ollett has proposed another orientation—the “language
order”—for understanding the notions of language and literature in premodern India. For him, Prakrit is the key term in
the analysis for understanding developments in Sanskrit and then vernacular literary cultures. Andrew Ollett, Language of
the Snakes: Prakrit, Sanskrit, and the Language Order of Premodern India (Berkeley: University of California Press, 2017).
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in Sanskrit, whereby the regional language was conceptualized on the cosmopolitan model. Thus,
in Pollock’s preferred case of Kannada, there is the early conceptualization of two distinct registers
of literary language, one which is more Sanskritic and second which is more local in character. The
former would eventually be labeled madrga, the latter desi. 4

This categorization is also known in the case of Telugu and finds expression as poets describe
their practice and speak about their notions of poetry. The earliest employment of these terms seems
to be in Nannécoda’s (early twelfth century?) Kumarasambhavamu, among the earliest extant texts
in classical Telugu. Here there is not yet an internal division of Telugu literature into two registers.
Rather, he says that there was first mdrga (cosmopolitan) literature in Sanskrit, and then later the
Calukya kings had desi or regional literature composed in Telugu.# The distinction is clear; yet it
is equally clear that the literatures interacted closely and constantly from the very beginning. As
Pollock has insisted, the initial shift to the vernacular was not a populist one; rather it originated with
the courtly elite, among whom the paradigm of Sanskrit literary culture reigned supreme. Telugu
literature absorbed the mature Sanskrit literary tradition—its words, its poetic meters, its poets, its
works, its theories of literature, its motifs, its themes—all at once. Nannécoda, for instance, takes
the Sanskritic tradition as his primary point of reference. He alludes to Eastern Calukyan patronage
of Telugu literature (and possibly by extension Nannaya’s pioneering work), but mentions no other
Telugu poets explicitly. Instead he speaks of the Sanskrit tradition, praising authors such as Vyasa,
Valmiki, and the Kashmiri poet and poetician Udbhata (whose work he follows). Thus—and this is
also clear from the beginning in Nannaya’s work—competence in the Sanskrit tradition was in many
cases a prerequisite for composing and appreciating the then new literature in Telugu.

As Narayana Rao has shown, this scheme is replicated within Telugu literature in the thirteenth
century, when Palkuriki Somanatha begins the Telugu Virasaiva literature with his Basavapuranamu.

In this work Somanatha uses the dvipada verse form to tell the tales of Basavesvara—a pioneer of the

48. Pollock, Language of the Gods, 408.
49. Nannécoda, Kumarasambbavamu 1.23 as translated in Velcheru Narayana Rao and David Shulman, Classical Telugu
Poetry: An Anthology (Berkeley: University of California Press, 2002).
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movement—and other legendary (Vira)$aiva devotees. This meter, its name (approximately “couplet”)
marks it as having two lines rather instead of the usual four, setting it apart from meters borrowed
into Telugu literature from Sanskrit. Dvipada is also distinguished from other verse forms in that
it is never mixed with other meters (as is the norm in campi or padyakavya), but is always the sole
meter used in a composition. Until Somanatha, works of literature had been primarily composed in
campii, a form consisting of mixed gadya (poetic prose) and padya (verse), which had been earlier
defined by theorists of literature writing in Sanskrit. Apologizing for his choice of form, Somanatha
asserts that a work in the dvipada meter, replete with“beautiful, idiomatic Telugu, is to be preferred
over dense compositions” in the campui form for its accessibility. In doing so, he effectively replicates
the distinction made by Nannécoda. Yet instead of distinguishing between two languages, he speaks
of two distinct modes within Telugu itself. One is the Sanskritic marga style, which is primarily
composed as campit; the other is desi by virtue of its accessible, idiomatic language cast in dvipada.
By the time of the Réddis and Recérlas, these developments had already taken place. And in terms
of its literary production, the period was a prolific one. In royal circles, this primarily meant the direct
patronage and production of works in Sanskrit. These years saw the flourishing of Vamanabhattabana,
who in partially taking the name of canonical prose poet Banabhatta, betrays his classical aspirations.
His oeuvre bears it out as well: His historical kavya Vemabhiipalacarita on the Réddi king Peda Komati
Vema (r. 1403-1420) is clearly modeled on his first-millennium namesake’s Harsacarita; he writes a
messenger poem (Hamsadita) in emulation of Kalidasa’s Meghadiita; his now mostly lost Nalabhyu-
daya evokes Kalidasa’s Raghuvamsa; and his play Parvatiparinaya has been described as a (perhaps
feeble) attempt to transport Kalidasa’s Kumarasambhava to the stage, borrowing as it does much of
the original’s diction.?® In short, each of his works explicitly invokes some first millennium Sanskrit
classic. This poet is but one example. His royal patron Peda Komati Vema (or Viranarayana) Reddi was

himself a literary scholar who produced commentaries on the Amarusataka and selections from Hala’s

50. Gary Tubb, “Heroine as Hero: Parvati in the Kumdrasambbava and Parvatiparinaya,” Journal of the American Oriental
Society 102, no. 2 (1984): 235. Vamanabhattabana is also the author of Sabdaratnakara, a lexicon, and of Syrgarabbisanab-
hana, a one-act erotic/comedic monologue.
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Prakrit Sattasai. Similar examples can be drawn from the Recérla kings, the Réddis’ rivals. Under their
auspices flourished the scholar-poet Visvesvara, who wrote Camatkdaracandrikd, a treatise on poetics.
His royal patron, Recerla king Singa IT wrote a play, Ratnapaicalikd, and a Rasarnavasudhakara, a work
on dramaturgy. At this level, the model of the Sanskrit poet-king was quite dramatically brought to
life.

Not solely interested in promoting Sanskrit literature, these elite patrons (though perhaps not
those at the highest echelons) also patronized Telugu literature. Still, these Telugu works actively
engaged with the Sanskit tradition. Two works on the Harivamsa were composed: one was by Nacana
Somanatha (fl. 1355-1377 under the patronage of Sangama king Bukka I); the other was written by
Erraprégada, court poet of the first autonomous Réddi king Vema I. This latter poet is most well-
known, though, for completing the small section of the Telugu Mababhdrata left undone by the
earlier two poets Nannaya and Tikkana. Towards the end of the period, Bamméra Potana composed
what he would of his Telugu Bhagavatapurana. These other figures aside, the engagement of Telugu
poets with the Sanskrit tradition has come to be represented by Srinatha. It is not hard to find the
reasons: He is said to have composed a (now lost) Telugu translation of Hala’s Sattasai as a teenager.
Most famously he writes a Symgaranaisadhamu, (perhaps the first) self-avowed translation of a piece
of Sanskrit poetry, namely Sriharsa’s Naisadhacarita. In this work and others, Srinatha’s engagement
with the Sanskrit tradition is so intense that V. Narayana Rao and David Shulman have shown that
the poet effectively “re-Sanskritiz[ed] Sanskrit.”s!

More to the point, Srinatha has come to represent the mature marga mode of Telugu poetry and the
period’s Telugu literature in general. In particular, he is credited with inventing the Telugu prabandha,
which literary histories have considered the pinnacle of Telugu genres and the analogue of the Sanskrit
mahdakavya. Thus he stands in Telugu literary histories as the crowned progenitor to the prabandha’s
“golden age,” where poets like Allasani Péddana, Ténali Ramakrsna, and Bhattumarti composed ma-

jor works like Manucaritramu, Pandurangamabatmyamu, and Vasucaritramu (respectively), under the

51. Narayana Rao and Shulman, Srindtha, 25.
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auspices of the Vijayanagara court.? Thus, not only is Srinatha credited with articulating a clear vision
of the Telugu state but also for ushering in the age of Telugu literature’s aesthetic apex.

Gaurana’s position in this environment is less clear. Where Gaurana is prized in Telugu liter-
ary history, he is prized for his contribution to the Virasaivas’ desi orientations. Given his apparent
affiliation with Srisailam, which in the thirteenth century came to be dominated by Virasaiva sects,
Gaurana’s composing his two Telugu narrative works in dvipada is not all together surprising. At least
at first glance, the works are indeed desi in terms of an overarching mode. But the formal choice has
led Telugu literary historians to make certain ideological inferences about Gaurana. In particular, they
have generally assumed that when a poet chooses to write in dvipada, he does so in an egalitarian,
Saiva spirit—such that his narrative and/or systematic thought might be better propagated amongst
the people. Subsequently, Gaurana’s work on the nine Naths is situated against an alleged source
text, the (now lost, if ever extant) work of the same name by the poet Srigiri.53 The sense yielded by
Gaurana’s introduction seems to be that Srigirikavi’s work was in mixed verse (padyabandbamul), pre-
sumably in a mdrga mode.>* Whether the source work was composed in Sanskrit or Telugu is unclear
from the Navanathacaritramu. Now, dvipada was certainly—perhaps even primarily—employed as an
antidote to elite Sanskritic literary forms when Palkuriki Somanatha used it for his Virasaiva narratives
on Basava, Mallikarjuna Panditaradhya, and the larger Virasaiva devotional community. So, even if
the full significance of Palkuriki Somanatha’s referring to his language use as “janu ténurhgu” awaits

full elaboration, he certainly aimed for greater accessibility and inclusiveness, as the countercultural

52. Tlanit Loewy Shacham, “Krsnadevaraya’s Amuktamalyada and the Narration of a Srivaisnava Community” (PhD diss.,
University of Chicago, 2015), 1-6.

53. See also Arudra’s explanation of the form of Navanathacaritramu in Samagra Amdhra Sahityam Vol. 5: “The abbott
[Santabhiksavrtti] proposed it like this: Until now, this story has existed in Telugu as a work of campi literature, written
by the poet Srigiri. Were it a work of dvipada literature, it would be well-propogated among the folk.” (53) For this
sentiment, see also: Krsnamiirti, Réddiyugamuna Amdbra-Girvana, 116.

54. Gaurana, Navandthacaritra: Dvipadakavyamu, ed. T. Kote$vararavu (Hyderabad: Andhra Pradesh Sahitya Academy,
1984), 5. The identity of this poet Srigiri is unclear. There is a Pramathakavi Srigiri (also known as Srigiri Ayyangaru) who
appears as a donee in two records of the early Réddi kings. Somasekhara Sarma identifies him with the Srigiri mentioned
by Gaurana, but there is no mention elsewhere of a Navandathacaritra by the poet. Somasekharasarma, Reddi Kingdoms,
498-9.

55. The term suggests something of a deeply idiomatic Telugu and is first used by Nannécoda (Kumarasambhavamu
1.35). However, its meaning is not entirely clear. Narayana Rao and Shulman, Classical Telugu Poetry, 25.
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ethic of the Virasaivas is well-documented if not indisputable.

However, the ways that Gaurana frames his works and presents himself (as compared to the likes
of Somanatha and others) complicate this picture. For one, despite his affiliation with Srisailam—
specifically the Bhiksavrtti leader Muktisanta—he does not present himself as a Virasaiva devotee, not
even of the dradhya tradition that would be expected of a brahmin.5¢ As I have shown above, he
places himself in a courtly ministerial lineage and elliptically praises the classical tradition (referring
to Banabhatta and Kalidasa) rather than a distinctly sectarian tradition or community. In short, he
presents himself as a kavi and his work as kavya, without any apology for his generic choice. Part of this
may be explained by a diffusion of the vehement literary protest introduced by Palkuriki Somanatha,
as evidenced by Telugu Mahabharata poet Tikkana Somayaji’s claim to be friend to both schools (that
is, Saiva and non-Saiva) of poetry.5” However, even if the desi register had become more acceptable,
dvipada remained on the fringes of respectability; it was never really supported by Sanskritic, brah-
manical circles and was even repudiated.® Gaurana’s choice here then remains unexpected, especially
as he expresses an orientation more mdrga than desi.

Still, for all his seeming abnormality, Gaurana also appears to embody the diagnostic features
of medieval literature in Andhra that David Shulman and Narayana Rao identify and then attribute
to Srinatha: In his bilingual literary production, he touches on the continued negotiation between
the literary use of the cosmopolitan Sanskrit and Telugu; his writing of Telugu dvipada as kavya
touches on the contested nature of kdvya literature and the presence of a contest for standing between
a higher marga style (exemplified by the courtly campii) and a less-esteemed desi mode (dvipada being
paradigmatic) in Telugu literature; and, though there are no tales of his sorcerously powerful poetry,

Gaurana nevertheless focuses his literary theoretical attentions on the metaphysical aspects of literary

56. Caganti Sesayya, Andhra Kavi Tarangini [The History of the Poets of Andhra], vol. 4 (Kakinada: Andhra Pracirini,
1948), 253-255. Sesayya is able to distinguish him from another poet named Gaurana (late fifteenth and early sixteenth
centuries) who was an dradhya brahman and explicitly presents himself (and is presented by his son and grandson) as such.

57. Narayana Rao, “Coconut and Honey,” 30.

58. Thid., 29.
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language.®® In this respect, Gaurana in fact offers more immediate access to these themes than any of

his contemporaries, including the seemingly indominable doyen of his age, Srinatha.

Metapoetics, Poetics, Poetic Practice

Given the apparent incongruities in his poetic persona, this dissertation will pay particular attention
to the metapoetics of Gaurana, his contemporaries, and his predecessors—that is, how they actu-
ally speak of their poetic practice and how their statements define concepts of the poet, poetry, and
audience. Attending to such declarations may disrupt received literary historical narratives and give
us greater insight into the linguistic and literary practices of Andhra in the fourteenth and fifteenth
centuries. Yet Gaurana in fact offers only brief metapoetic statements in his prologues. And while
representations of literary practices and their reception in narratives themselves can provide useful
metapoetic insights,®® these, too, are mostly lacking from Gaurana’s work. In the absence of such
explicit metapoetic declarations, I would look in two further places: For one, I would attempt to read
Gaurana’s Telugu compositions for their implicit (meta)poetics. Second, I would look also the pre-
suppositions and implications of his work in Sanskrit poetics. Taken together, these may provide a
richer picture of poetic practice and its conceptualization in premodern Andhra.

On the first account, I would see his compositional choices as containing in themselves metapoetic
statements of a kind. That is, I consider his compositional choices to possess certain metapoetic
connotations that assert the poetic work’s relation to that of predecessors and contemporaries named
and unnamed. The orientation in part descends from the theoretical arguments of Bourdieu and the

formalists cited above. Some studies of Sanskrit literature have dealt with how poets differentiate

59. Narayana Rao and Shulman, Srindtha, 16-34.

60. Thibaut d'Hubert has shown this in his studies of the poet Alaol and literatures of Bengal and Arakan. See, for
instance: Thibaut d’'Hubert, “Patterns of Composition in the Seventeenth-Century Bengali Literature of Arakan,” chap. 16
in Tellings and Texts: Music, Literature, and Performance in North India, ed. Katherine Butler Schofield and Francesca Orsini
(Open Book Publishers, 2015), http: //books . openedition. org/obp/2530. Whitney Cox has compellingly read
narratives in Cekkilar’s Périyapiranam for what they reveal of textual practices in the poet’s world. Cox, Modes of Philology,
especially Chapter 2.
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themselves from their predecessors. Thus, for instance, Yigal Bronner tracks Bana’s allusions to and
revisions of his predecessor Subandhu’s sometimes impertinent paranomasia.®! And Gary Tubb traces
the ways that Abhinanda’s verse Ramacarita may have been influenced by the style of Bana.6? Building
on this analysis of allusion and influence and their anxieties, this dissertation would also follow studies
that seek to understand how stylistic choices reveal other social, cultural, and political afhiliations
through these implicit metapoetic gestures.®? Similarly, I would read Gaurana’s Telugu style—how he
engages and deploys a range of linguistic, rhetorical, and thematic tools—for what it suggests about
the traditions—poetic, social, political, religious—that he might privilege. Still, the move beyond
the literary position of an individual work can only come after taking stock of the resources and
restraints that inhere in the chosen form; simultaneously, works must also be placed within a fuller
network of literary forms—both works nominally of the same genre and those that are not.#4 Given
the unexpected character of his compositions, Gaurana’s work invites such investigations into its poetic
and social orientations, which themselves may provide a chance to illuminate the literary field of which
they were a part.

Systematic work in poetics (alamkarasastra) and allied disciplines may also be read for its metapo-
etic insights. To be sure, such texts are already metapoetic even though they are not necessarily
comprised by poetic compositions as such. However, the gap between alamkarasastra and poetic com-
position can be particularly narrow in many cases: On the one hand, many of the literary principles
in tropes defined in treatises are exemplified by verses composed by the poeticians themselves, es-

pecially in the early centuries of the discipline. Similarly, the poets and poeticians recognize hybrid

61. Yigal Bronner, Extreme Poetry: The South Asian Movement of Simultaneous Narration (New York: Columbia Univer-
sity Press, 2010).

62. Gary Tubb, “Something New in the Air: Abhinanda’s Ramacaritra and Its Ancestry,” chap. 13 in Innovations and
Turning Points: Toward a History of Kavya Literature, ed. Yigal Bronner, David Shulman, and Gary Tubb (Oxford: Oxford
University Press, 2014), 357-394.

63. In Sanskrit literature, for example, Gary Tubb has shown how Kalidasa’s composition of the Kumdarasambhava was
likely influenced by the poet’s theological commitments.Tubb, “Heroine as Hero.” For Telugu, Ilanit Loewy-Shacham
has drawn out connections between the structure of the Amuktamalyada and its poet Krsnadevaraya’s relationship to the
Srivaisnava devotional community.

64. This approach is drawn from the recent revival of Historical Poetics as literary historical method. A particularly useful
example of such work has been Boris Maslov, “The Semantics of aoidos and Related Compounds: Towards a Historical
Poetics of Solo Performance in Archaic Greece,” Classical Antiquity 28, no. 1 (2009): 1-38.

26



genres that fuse the forms of scholastic treatise and poetic composition (for example, sastrakdvya and
kavyasastra). On the other hand, poets often explicitly deploy the terminology of the discipline in
their compositions, whether to playfully preempting their imagined critics’ contempt or to offer their
auditors preferred protocols for the appreciating the work.¢3 In these cases and others, texts in poetics
may also be analyzed for the further metapoetic connotations that link their systematic and conceptual
work to the wider social world.

Much scholarship on alamkarasastra has tended toward intellectual history. But Gaurana’s work,
I would suggest, provides a convenient avenue for this kind of work because his treatises engage
with issues in the practice of poetry that are not often examined in alamkarasastra and studies of it.
Scholarship of the last twenty years has opened up the history of alamkarasastra, especially work-
ing to highlight its contributions to the intellectual history of southern Asia and the wider world.
Here alamkarasastra’s engagements with the philosophy of language and wider developments in In-
dian philosophy have been of particular interest. This diverges from earlier European and American
scholarship. As Lawrence McCrea has shown, modern histories of Sanskrit poetry and poetics have
largely focused on categorizing texts in poetics according to what each considered to be the essence of
poetry: In so doing, they produced teleological accounts oriented toward the works of Anandavard-
hana and Abhinavagupta, who championed especially the primacy of rasa (essentialized emotion) and
dhvani (suggestion as a distinct semantic function).¢ Poeticians (for example, Mahimabhatta) who
reject the theory of dhvani have been long noted because of they directly engage with Anandavardhana
and are close to his time. However, scholarship of recent decades has begun to account for and assert
the importance of these interlocutors and competitors of Anandavardhana.t” Furthermore, studies
have focused on the intellectual methods and achievements of poetics beyond the debates around rasa

and dbvani. A case in point can be found regarding the novel methodology of the new poeticians

65. For example, Thibaut d’'Hubert has shown this in the case of seventeenth-century Bengali poetry and its musicological
poetics. d’'Hubert, “Patterns of Composition.”

66. Lawrence McCrea, The Teleology of Poetics in Medieval Kashmir (Cambridge: Harvard University Press, 2008).

67. See, for instance: Lawrence McCrea, “Mahimabhatta’s Analysis of Poetic Flaws,” Journal of the American Oriental
Society 124, no. 1 (2004): 77-94.
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(navyalamkarikas)—such as Appayya Diksita and Jagannatha Panditaraja—who flourished in the two
centuries preceding the ascendancy of European colonialism. Such authors are most often studied to
see whether they stand for or against dhvani. Inspite of this, scholars are increasingly elucidating the
particular intellectual character and achievements of works from this period.6® For instance, it is clear
that these scholars remain preoccupied with properly characterizing and classifying alamkaras. Still
further marginalized are discussions that do not at all (neither affirmatively nor negatively) speak to
the rarified realm of rasa-centric aesthetics, let alone the question of beauty.

Thus the history of Sanskrit poetics has tended towards the history of ideas in literary aesthetic
philosophy / psychology and the philosophy of language, and not unduly so: The topics loom large,
and they possess a more immediate relevance to many outside of Indology’s narrow domain. But this
tendency has led histories of alamkarasastra to often downplay (or ignore) the other topics that come to
be discussed in texts of alamkarasastra. Subsequently, it can be easy to lose sight of the breadth of the
alamkarikas’ interests and the other fields that bear upon the business of making poetry—grammar,
metrics, dramaturgy, and music, as well as other knowledge related to performance and composition
that is only rarely or incompletely put to the page.”® The first four of these constitute their own fields
of stcudy—vyakarana, chandas, rapakagranthas / natyasistra, and samgitasistra respectively. Still, there
are moments when texts on poetics as such—texts that deal with the craft(ing) of literature—engage
with topics lingering at the fringes. These moments—when the tension between the core of the
discipline and outlying topics is resolved or at least actively engaged—has been shown to be crucial for
understanding the development of alamkarasastra as a discipline. For instance, it has been recognized

that in its early period, Sanskrit poetics was alternately engaged and at odds with grammatical science

68. See studies stemming from the Sanskrit Knowledge Systems on the Eve of Colonialism (SKSEC) project, especially:
Gary Tubb and Yigal Bronner, “Vastuzas tu: Methodology and the New School of Sanskrit Poetics,” Journal of Indian
Philosophy 36 (2008): 619-632; and Yigal Bronner, “Back to the Future: Appayya Diksita’s Kuvalayananda and the Rewriting
of Sanskrit Poetics,” Weiner Zeitschrift fiir die Kunde Siidasiens / Vienna Journal of South Asian Studies 48 (2004): 47-79.

69. See for instance Edwin Gerow, Indian Poetics, ed. Jan Gonda, vol. 5, A History of Indian Literature 3 (Wiesbaden:
Otto Harrassowitz, 1977). Gerow’s history of Indian poetics covers precisely the story given in brief at the beginning of
this section.

70. For example, Rajasekhara’s Kavyamimamsa, which speaks extensively about the (ideal) daily routine of a poet, is the
exception that proves the rule.
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(vyakarana).”* And, as I have already mentioned, the major paradigm shift in poetics—the dhvani
theory—is arrived at both under the influence of Mimamsa and precisely insofar as literary theory
continued to reconcile itself with the notion of rasa.

Beyond the drive to explore understudied materials, it is for this reason that I turn to the poeto-
logical tradition of Telugu-speaking south India to engage the questions enumerated above. Gaurana’s
treatises sit to one side of the usual topics of alamkarasastra. To be sure, poeticians in the Telugu
counry—Gaurana among them—considered the standard topics in poetics noted above. But alongside
their analyses of the alamkaras and the particular semantic and aesthetic operations of poetic language,
they also developed a body of knowledge on the metaphysical character of poetry which they deemed
indispensable for its composition and performance. They detail the powers of phonemes (varnas) and
metremes (ganas), as well as their occult affinities with social and cultural categories (namely caste) and
astrological entities (like planets and constellations). Furthermore, they describe short prosimetrical
compositions that contain musical and dramatic elements and, when performed, are understood to
have larger metaphysical effects. Beyond these compositional properties, the poeticians also described
rituals that must be performed at the beginning of any poetic performance or undertaking. Thus,
looking to Gaurana’s work and the Andhra tradition of alamkarasastra—especially as it engages with
the forms and genres of poetry—provides an efficient case in which we might bridge the histories of

theory and practice in poetry and poetics.

Plan of the dissertation

With these considerations in mind, the central chapters of the dissertation fall roughly into two parts in
terms of their textual foundations: one focusing on Gaurana’s contributions in Sanskrit to what might
be called the Andhra school of poetics, the other directed toward Gaurana’s own poetic compositions,

which appear to exist only in Telugu. This division is mostly incidental, and the fact that the Sanskrit

71. Victor D’Avella is currently completing a dissertation that elucidates the interactions between grammar and poetics.
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materials come first is not meant to suggest in any way its priority over those in Telugu. If any
thing, the organization and scope of the dissertation is meant to undermine such arguments. As I
hope to show, the Sanskrit and Telugu texts mutually inform one another, neither being sufficient
for offering an account of the period. However, the Sanskrit materials, though largely unexamined in
previous scholarship, are nevertheless more familiar; and they generate a number of problems which
are addressed (albeit incompletely) through a study of the Telugu materials.

Because of the nature of these works, the first part attends to the questions of “What was literature
thought to be, by whom, and why?” In particular, it explores theories of poetic form and practice and
their connection to conceptions of the social world. Thus, Chapter 2 analyzes Gaurana’s contribution
to Sanskrit poetology in what I call his Laksanadipika project, evinced by two non-identical works
bearing this title, each surviving in only a single manuscript. The relationship between these text
artifacts is analyzed in the appendix to the dissertation, which offers an edition and translation of
both. The chapter, however, explores the development of Andhra’s particular brand of poetics and the
Laksanadipika’s place therein. Scholars have cited the Laksanadipika to exemplify a particular strand
of poetic thinking that emerges in poetological works from regions in Andhra or contiguous to it. As
mentioned above, this strand of poetics considers especially two topics: the metaphysical and sorcerous
pragmatics of poetry, and the classification of minor genres of praise poetry called catuprabandha. The
chapter focuses on the first topic—the metaphysical evaulation of poetry—and comprises an essentially
philological essay of the work, its sources, and its place in the history of Sanskrit poetics generally. I
show here that Gaurana’s work constitutes an attempt to revise and reinforce the tradition as it was
available to him by linking it to wider Sanskritic traditions of scholarship and ritual, especially in
tantra and astrology (jyotibsastra). This project, I argue, is meant to support a larger social argument
for brahmanical prerogatives in the domain of poetic work.

Chapter 3 follows directly from the insights of the previous chapter and continues to consider Gau-
rana’s Laksanadipika. While Chapter 2 focused on Gaurana and the Andhra poeticians’ metaphysical

researches into poetry, Chapter 3 attends to their study of genre. In so doing, it suggests an avenue
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toward answering the question with which I end the previous chapter: Against whom, specifically,
might Gaurana have been arguing? Taking the work of the Laksanadipika as a launching point, the
chapter traces the historical poetics of catuprabandha, the category deployed by Gaurana and other
Andhra poeticians to label an increasing heterogeneous set of literary practices. The phrase historical
poetics is meant to mark the orientation of the inquiry: It at once tracks this genre as it is defined
through the decades. But, considering genre to be not just a formal designation but also bound up in
society, the chapter also explores how the theorization of catuprabandha was linked to the social life of
the poetic practice. While I show through my survey that the genre designates a number of new forms
and practices previously unknown to Sanskrit poetics, I also argue two further points: First, I suggest
that catuprabandha marked a set of forms particular to southern India if not necessarily Andhra; and
second, I claim that the category is marked by an early connection with more socially-inclusive tra-
ditions of poetry, the earliest example of which can be found in the Viramaheévara Sivakavis around
Srisailam. Thus the first part of the dissertation ultimately argues that Gaurana’s Sanskrit work in
part exemplifies a reaction to transformations in Andhra’s literary culture in general and, specifically,
constitutes a competitive intervention in that world—an attempt to stake a claim on poetic practice
against Srisailam’s more open traditions which included both brahman and non-brahman poets.

Where the first part examines how Gaurana intervened in the literary field by advancing a number
of theoretical and normative arguments, the second part focuses on Gaurana’s work as a poet himself.
While these chapters attend to both of Gaurana’s Telugu works, they devote most of their attention to
his Navanathacaritramu, both for its apparent aesthetic range and because it is more forthcoming about
its historical contexts in its metapoetic declarations. As a whole, these chapters consider further the
question of how literature (and not just literary theory) relate to the world: Given what we can glean
from his theoretical work in Sanskrit, what more (what else, what different) can Gaurana’s Telugu
poetry say about his ideological and social commitments? Or, to take the obverse, to what extent
might social contexts condition his poetic output?

Chapter 4 takes up the first side of this question by studying Gaurana’s compositional styling in the
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Telugu dvipada form. My approach to style primarily focuses on qualities of diction, syntax, prosody,
and thematics. In considering the particularities of Gaurana’s style, I focus here on how Gaurana’s
work both cleaves to and departs from established models of dvipada poetry. The main figures in the
early history of dvipada poetry—and, given the insights of the first part of the dissertation, the most
important stylistic interlocutors—were the Sivakavis. Thus, the chapter offers a profile of Sivakavi
dvipada as represented by its foundational figure, Palkuriki Somanatha, to establish a baseline against
which to measure Gaurana’s work. This analysis is not, it should be said, interested in looking at style
for psychoanalytical insights: The viability of that orientation is debatable; but, more importantly
in this case, there is simply not enough biographical data on Gaurana to consider pursuing that line
of inquiry. But what is of interest is how stylistic moves may invoke different poetic traditions and
schools and, consequently, have certain ideological shadings. Telugu dvipada, I show, has a relatively
low status in the generic system of Andhra’s poetics; and, more to the point, it is associated with the
Viramahesvara / Sivakavi tradition. Despite this, I ultimately argue that in his dvipada Gaurana makes
consistent poetic gestures that distance him from the Sivakavi school and link him instead to courtly
traditions of kavya.

Chapter 5 pivots away from the questions of poetic form that unite the other three chapters. Con-
centrating on Gaurana’s Navandthacaritramu, this chapter examines the poem’s themes and narratives
in an attempt to illuminate the relationships between Gaurana, his text, and the religious and political
institutions of Srisailam. Here I first offer a detailed summary of the Navanathacaritramu as a step
toward understanding just what the poem is about. But where the earlier chapters in a sense seek to
recover less conspicuous historical contexts, in this chapter I show how the work displays and antici-
pates characteristics linked to the traditions of alchemy and yoga associated with the Nath Sampradaya,
which is most prominent today in northern India. However, I suggest that seeking such correspon-
dences prematurely narrows the analysis, and that the poem may better be understood as not—or
not primarily—a Natha text. Gaurana’s poem, I show, focuses less on the celebration of a particular

religious tradition and more on the examination of the troublesome relationships that obtain between
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siddbas, possessors of a supernormal capabilities, and possessors of more mundane political powers and
ambitions. The text, I argue, is ultimately a rumination on the problems and possibilities of siddha
ascetic power in the world. In highlighting this set of issues, the text echoes developments in the po-
litical culture of Srisailam and the rising fortunes of Bhiksavrtti matha, led by a lineage of increasingly
powerful Saiva ascetics and devotees.

By way of conclusion, I construct a very brief summary of Gaurana’s career based on the finds of
the central chapters. But more substantially, I work through the implications of this story and the
analysis behind it for the greater literary history of southern India and the Deccan. In particular, I
work through what can be gained by thinking of the fourteenth and fifteenth centuries in Andhra not
as the age of Srinatha but as the age of Gaurana. Beyond its significance for literary history in southern
India, I also point to how this dissertation’s analysis may contribute to more general understandings

of the relationships between literature, politics, and religion.
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Chapter 2

Authority and Auspiciousness in Gaurana’s

Laksanadipika

Introduction

In the introduction to his Navanathacaritramu (The Deeds of the Nine Naths) Gaurana, describing how
he came to compose the work, extolls his own virtues. He recounts how the work’s patron, monastic
potentate Muktisanta Bhiksavrttiraya, deliberated about whom he should call to compose the Naths’
tale. Chief among Mukti$anta’s concerns were the poet’s qualifications. So, he wondered: Who is
“well-practiced . . . in judging the properties of tasteful rasa-filled literature” (sarasasabityalaksana-
vivekamulan . . . alavadda vamdu). Such praise could seem cliché. Through the alliterative sa-rasa-
sahitya the poet invokes the concept of rasa (essentialized emotion), which had long been deemed
an indispensable feature of poetry and which—owing to the influence of Kashmiri poeticians—had
helped to constitute the prevailing paradigm in Sanskrit poetics. Who would be a poet whose poetry
was not infused with rasa?

But more important in this bit of praise, I would suggest, is the word laksana, which can be taken in

the sense of “property” or “characteristic”—and by extension any “rule” or “definition” based on such a
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property. From this perspective, rasa is just one in a battery of other laksanas that poetry should have
in order to appeal to the discerning literary elite. Scholars of the alamkarasastra (Sanskritic rhetoric
and poetics) had enumerated and posited many such features. The discipline’s namesake alamkaras
(rhetorical ornaments or figures of speech) were its founding concern; but thematics, characterology,
narrative structure, and generic form were also of great importance. More to the point, being educated
in poetics and related linguistic disciplines—especially metrics, dramaturgy, and grammar—was a
qualification that few poets would disavow. The few who do disavow such an education (however
apparent it may be in their poetry itself) are devotional (or bbakti) poets for whom a lack of courtly
erudition is a point of pride.! Learning, then, was not exceptional but rather to be expected. Referring
to such qualifications would only have been to say that Gaurana was a poet worth his salt (or betel, as
the convention turns out to be).

Still, stereotyped though it may be, Muktisanta’s commendation points to more tangible traces
of Gaurana’s erudition and more unexpected senses of laksana. Not just a poet, Gaurana was also a
poetician. As such he authored two Sanskrit treatises, both entitled Laksanadipika (4 light on the
properties).2 The laksanas that Gaurana illuminates here are not, however, the many definitions of the
myriad rhetorical ornaments. Indeed, he is generally unconcerned with the usual subjects of Sanskrit
poetics. He barely considers matters of meaning. He does not care to consider what makes poetry
poetry; he does not analyze what makes it interesting or beautiful or generally pleasing to the mind and
ear. And he does not care to reflect on rasa. The poeticians’ laksana notwithstanding, his laksana often

stands much closer to the laksana of astrology and divination—that is to say, the tellingly auspicious

1. In Telugu literary culture, for example, it was a frequent tack of composers of the generally devotional $ataka genre.
The disavowel is also rife among Tamil bhakti poets. However, as Norman Cutler has demonstrated, these poets were
nonetheless well-versed in the conventions of courtly literary cultures. See especially: Norman Cutler, Songs of Experience:
The Poetics of Tamil Devotion (Bloomington: Indiana University Press, 1987), 81.

2. T had access to only one manuscript of each work: (1) LD1 = D. 1494, GOML Chennai; (2) LD2 = D. 12952,
GOML Chennai. Throughout this chapter, however, I will draw on these two works almost indiscriminately. Earlier
scholars—chief among them Sarasvati Mohan—have seen them as two discrete albeit similarly themed works; others (as
Mohan reports), have found reason to doubt that Gaurana composed both works. My contention, which diverges from
both of these perspectives, is that LD2 should be seen as a supplement (part commentary and apology, part revision with
additions) to LD1. Thus for the purposes of my argument here I will treat them as being part of a single project, if not a
single text. More details on the manuscripts and their relation in the appended edition.
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or inauspicious mark on an animal, object, or person. So, just as an astrologer claims the power to
descry a person’s fate by reading the marks on the body, Gaurana’s work promises to elucidate those
characteristics of literary composition that can anticipate and actualize both favorable and unfavorable
outcomes for the patrons and performers of poetry.

While Gaurana is an early proponent of the analysis of literary auspiciousness, he did not invent
it. Gaurana himself testifies this. Rife with quotations, the very texture of the Laksanadipika (LD)
suggests that we are dealing with a derivative work. Many of these quotations are from other poet-
ological works that are early constituents of what David Shulman has dubbed the “Andhra school of
alamkarasastra.” From at least the early fourteenth century, the poeticians of this school had begun
to delineate the laksanas of auspicious composition. For one, while Sanskrit alamkarikas typically
investigate poetry starting at the level of the word or utterance, the Andhra school poeticians devel-
oped rubrics for analyzing the occult properties of poetry’s basic components—the phoneme (Sanskrit
varna) and the metreme (Sanskrit gana). These linguistic units are understood to have deep aflinities
with the divine energies that structure reality. Thus in reciting a poem, to utter a word—or even a
few unmeaningful sounds—could be to invoke great and potentially perilous powers, especially when
beginning a work. Lest danger ensue, a poet must—with the help of the poeticians’ descriptions of
these more occult laksanas—be sure that his work’s opening sounds are auspicious. Stories abound
from at least the fourteenth century of poetry’s awesome power. A poet could lay a king and his king-
dom low or make the same thrive with a well-placed (or misspoken) syllable in a single verse. It was to
these linguistic powers that the Andhra poeticians posed a fine-grained analysis of literary language.

In concert with the auspicious analysis, the poeticians also took a broader view in order to describe
a distinct set of literary forms that Gaurana calls catuprabandba. These forms were relatively short,
multi-stanza, quasi-musical compositions in a mixture of prose (Sanskrit gadya) and verse (Sanskrit
padya). The poeticians invariably stipulate that the subject of such works should be an eminent—
if not actually royal—personage. This panegyrical character, it seems, makes auspiciousness of the

utmost importance: Not only must the work’s opening phonemes’ auspiciousness be assessed, but the

36



phonemic goddess (Sanskrit matrka) of the patron’s varna (here caste) must also be propitiated before
the work can be performed.

Because earlier poeticians had—if his own work is any evidence—already elaborated much of this
material, Gaurana’s work might appear (at best) to be a useful and, perhaps, usefully condensed col-
lection of earlier works. However, as I will show in what follows, Gaurana has not merely reproduced
received opinion in his Laksanadipikd. He has, to be sure, collated earlier materials. Yet in doing so
Gaurana offers a purposeful and novel synthesis wherein he both brings together and hierarchizes a
wide range of materials. His sources are primarily literary and poetological, drawn from the produce of
the Andhra school. At the same time, Gaurana is not unique for all his quoting, abundant quotation
being a pronounced feature of Sanskrit $astra. Scholars of law and ethics (dharmasastra) frequently
quote earlier authorities; ritual experts quote scripture and each other; and poeticians, too, quote
other poeticians and poetic works alongside works on grammar and metrics. But—and by all accounts
unlike his poetological predecessors—Gaurana frequently takes recourse to authorities on ritual and
astrology.

In what follows, I will analyze how Gaurana synthesizes these materials: What topics are at issue?
Contingencies of his library aside, what principles govern his inclusion or exclusion of certain texts?
What relationships (such as relative importance, priority, or subordination) does he forge between
those sources he does include? What appears to be the logic behind Gaurana’s organizing them so?
And, ultimately, under what conditions—of his literary culture and wider social world—might Gau-
rana have thought it important to compose the Laksanadipika in the first place? And what can this tell
us about the wider Andhra school and the conditions of its development? In particular, I will describe
the connections that Gaurana forges between a rather variegated body of sources. More specifically,
it remains to be seen why Gaurana should offer such a synthesis at the moment he does and why
astrological and ritual authorities should end up as the bedrock of his project.

As an opening proposition, I would suggest that as an early member of the Andhra school Gaurana

seeks to ground and thus fix what appears to have been an unstable body of poetological knowledge
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in the Telugu country. Consequently, Gaurana works to resituate the Andhra school’s decidedly po-
etological precepts in a framework that is neither poetological nor linguistic. By implication—and
sometimes explicitly as I will show—Gaurana redefines what constitutes poetic knowledge and, thus,
what it means to be a poet.

To describe Gaurana’s intervention more precisely, the next section will trace the discourse on
auspiciousness in alamkarasastra—including how and when Andhra’s peculiar auspicious analysis de-
veloped. Through this description, I will also begin to sketch out the ways in which Gaurana departs
from the approaches of earlier Sanskrit poeticians and his fellows in the Andhra school. The next
section will detail how Gaurana arranges his array of sources to make claims about their authority and
construct a coherent system on auspiciousness in poetry. In the final part of the chapter, I will begin
to trace how Gaurana’s auspicious analysis dovetails with his description of the poetic forms known
as catuprabandba. This section will show that Gaurana’s revision of the auspicious analysis is driven
by an almost ritual understanding of literary practice and the prerogative of brahmans in the ritual
domain. I will conclude by revealing Gaurana’s likely interlocutors and, more generally, the motive

forces behind Andhra’s peculiar poetics.

Understanding the auspicious analysis

Anxiety about the propriety and power of speech runs deep in the Sanskritic context. This is often
noted and unsurprising given that language occupies a privileged place in the performance of and
thinking about ritual, whether Vedic or tantric. A widely accepted typology of genres underscores
this. Within it scriptural and ritually important texts—like the Veda—are known as sabdapradbana
or sound-centered. That is to say, the text works (ritually) due to the precise sequence of its syllables.
Thus, a mispronounced mantra in Vedic ritual can prove fatal, as Patafijali’s example of Vrta’s im-

properly accenting a compound attests.> On the other end of the spectrum are the meaning-centered

3. Patanjali, The Vyakarana-Mahabhasya, ed. F. Kielhorn, vol. 1 (Bombay: Goverment Central Book Depot, 1880), 2.
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or arthapradhana texts. The category comprises texts deemed important for the information they
impart—namely science or scholarship (Sanskrit {astra)—as well as historical and legendary narratives
(Sanskrit itibdsa, purana). In this domain, misspeaking may weaken an argument or diminish one’s
authority.

Kavya—poetry—sits in the middle, with sound and sense being equally important (Sanskrit sab-
darthapradhana), though to different effect. Often drawing their themes and subjects from the stuff of
arthapradhana texts, diction has typically been deemed important insofar as it might be aesthetically
pleasing or interesting to the learned reader. So, the poeticians describe effects which are sheerly sonic
or merely musical, as well as turns of phrase which are beautiful precisely because of the meanings
they impart. Increasingly important—and taken by many literary historians to be the crowning in-
sight of Sanskrit poetics—is the theory of dhvani (poetic suggestion, connotation) made famous by
Anandavardhana and his distinguished commentator Abhinavagupta. According to these poeticians,
dhvani is the most subtle of the communicative powers of language insofar as it can communicate the
sublimated, essentialized emotions of art (rasa). Whatever the case, sound’s power lies not in its meta-
physical or ritual capacities. Conversely, usage may be displeasing, either by trangressing authoritative

grammars or by offending the urbane sensibilities of literary connoisseurs. It is, however, unlikely to

be fatal.

Auspiciousness in early alamkarasastra

Even so, early works of alamkarasastra do show some interest in auspiciousness, particularly with regard
to the beginning of a work. So much is evinced by Dandin’s Kavyadarsa (The mirror of poetry), the
discipline’s seminal and second earliest (extant) text. Early on Dandin stipulates that a work may
properly begin with a benediction, an obeisance, or some indication of the subject matter.4 Many of
kavya’s commentators would go on to cite this verse, assigning the subject text’s opening verse(s) to

one of Dandin’s categories. Indeed, from about the twelfth century on, it became standard practice

4. Kavyadarsa 1.14cd: asirnamaskriya vastunirdeso vapi tanmukbam
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to begin any work—poetic or $astric—with a margala verse.> Actually existing poetry, however,
sometimes runs counter to this commentarial preference. The early kavya poets often did not start
with a marngala verse but tended towards the vastunirdesa type, foreshadowing or introducing their
themes straightaway.

Such divergences from the auspicious path did not go unnoticed, with commentators needing to
explain away any apparent deficiency on the part of the great poets. One example of this is the opening

of Bharavi’s Kiratarjuniya (Arjuna and the Hunter):

Sriyab kurianam adbipasya palanim prajasu vrttim yam ayunikta veditum
sa varnilingi viditah samayayau yudbisthiram dvaitavane vanecarah

He'd been employed to ascertain the Kuru lords operations amongst his people—the
safeguarding of his glory;

so informed and in the guise of a young brahman, the forest-dweller came to Yudhisthira
in Dvaita Forest.)

Strictly speaking, the verse best matches the vastunirdesa type. While Bharavi does not give for
the reader a general introduction to the particular Mahabharata story he retells, the reader is never-
theless thrust into the recognizable world of the epic. All the same, commentators have made every
effort to show that Bharavi’s poem, being one of the five great literary works (pasicamahbakavya), be-
gins properly. A telling example is comes from the Sabdarthadipika commentary of Citrabhanu (late
fifteenth / early sixteenth century). In his commentary on Bharavi’s first verse, he answers the charge
that the poem lacks the requisite mangala verse. He argues that the mangala verse could be external
yet proximate to the text: It could either have been performed by Bharavi himself before he sat down
to compose; or else, it could be inscribed in the manuscript (grantha) itself. Should this explanation

prove unsatisfactory, he adduces three additional layers of meaning to ground a larger argument for

5. Christopher Minkowski, “Why Should We Read the Mangala Verses?,” chap. 1 in Sastrarambba: Inquiries into the
Preamble in Sanskrit, ed. Walter Slaje, vol. 62, Abhandlungen fiir die Kunde des Morgenlandes (Wiesbaden: Harrassowitz
Verlag, 2008), 10.

6. Giuliano Boccali, “The Incipits of Classical Sargabandhas,” in Sastrarambhba: Inquiries into the Preamble in Sanskrit,
ed. Walter Slaje, vol. 62, Abhandlungen fiir die Kunde des Morgenlandes (Wiesbaden: Harrassowitz Verlag, 2008), 188.
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Bharavi’s correctness. At the most superficial level, he grants that this first verse is not exactly a man-
gala verse. However, this is unproblematic for Citrabhanu; such a verse would be unnecessary for
Bharavi’s intended audience, for whom—by the grace of Siva—the obstacles to comprehension have
already been removed. Nonetheless, he is still able to identify in the verse words that are explicitly
auspicious (for example §77) and words with auspicious connotations (yudbisthira, who is figured as the
essence of dbarma) for readers of lesser and middling intellect.” Citrabhanu’s analysis exemplifies the
common understanding of the mangala verse and its purpose, which is to eliminate and forestall any
obstacles to the composition or understanding of a work.? Furthermore, what auspiciousness there is
follows from language’s semantic capacities, however subtle these may be.

The alamkarikas quickly move beyond poetic beginnings to expressing a more general anxiety about
inauspicious usages in the body of a poem. Vamana, in his Kavyalankara (8th century), seems to be
the first to engage with the issue in his section on word-based flaws. Here he includes mentioning
something inauspicious or disturbing (amargalatarika)—such as “He is stilled” (samsthitah). Along
with embarrassing (v7ida) and revolting (jugupsa) turns of phrase, he classes this as an instance of
unrefined (aslila) speech.® Later discussions elaborate rather than supplant Vamana’s basic type. In
his own treatment of faults in diction (padadosa), Visvesvara (whom Gaurana frequently cites) gives
a more elaborate treatment of this topic in his Camatkaracandrika. He identifies three varieties of
inauspicious usage: The first type is (1) direct mention of somthing inauspicious (amargalartham)
(for example, using pari-mr, which plainly means “die”). Second is (2) using a word of which one (but
not all) of its meanings are inauspicious (amargalarthantaram). Here, Visve$vara incorporates Vamana’s
prototypical example involving samstha and explains that “as if standing firm can also be understood
as dying.” (Better, he says, would be uttha, which lacks the negative connotation.) Finally, there

is (3) usage that inadvertantly calls the inauspicious to mind (amargalasmaranahetu). The problem

7. Bharavi, The Kirdtrjuniya, with the commentary Sabdarthadipikd of Citrabbénu, ed. T. Ganapati Sastri, Trivandrum
Sanskrit Series 63 (Trivandrum), 2-3.

8. Minkowski, “Mangala Verses,” 16.

9. Kavyalamkarasatravreti 2.1.20: tat traividbyam vridajugupsamarngalatankadayibbedat || tasyaslilasya traividbyam bba-
vati vridajugupsamangalatankadayina bbedat | kimcit vridadayi yatha vakkatavam iti | kimcit jugupsadayi yatha kapardakah
iti | kimcit amangalatankadayi yatha samsthitab iti |
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here comes when an auspicious (or simply neutral) word (in his case kuksayah or “stomachs”) contains
within it an inauspicious word (ksayab or “destruction”).1® Still, Visvesvara argues, context may obscure
and thus ameliorate the inauspiciousness of such usages.

Thus did Sanskrit poetics generally rule on auspiciousness in poetry: First, the enterprise of poetry
should begin with a mangala verse so that the poet might complete his work and his audience under-
stand it properly. Secondly, in the body of the work, poets should avoid even inadvertent inauspicious
usages, which are basically categorized as a variety of distasteful, offensive language. In both cases
poeticians focus on the semantic powers of language—first the power to invoke and communicate

with a deity, second the power and problem of accidental reference.

Auspiciousness in the Andhra school

To be sure, the Andhra school shares these same anxieties, as seen above with Visvesvara’s analysis
of inauspicious usage. But they go even further, beyond language’s capacity to mean. The treatises
take their analysis down to the level of the phoneme and metreme. As David Shulman characterizes
it, the Andhra school recognizes a “dense grid of sonic waves and energies that, while bearing their
own inherently positive or negative charges, interact decisively with one another, with various divine
presences, and with context, intention, velocity, density, volume, and other determining factors that
shift and transform.”! Anecdotal evidence of this state of affairs seems to have circulated into twentieth
century. References to poets with preternatural powers begin to appear in poetological texts by the
middle of the sixteenth century. For example, in his Telugu work Sulaksanasaramu (The Essential

Rules of Literature, ca. 1560), Lingamagunta Timma Kavi exemplifies a rule governing an inauspicious

10. Camatkaracandrika 1.39-41: amangalartham yatha — Srisingabbipalajayaprayanasannabanissanaghanam kriyabbib
| sadyab parisphotitasamdbivandhab parimriyante paripanthibbipab || atra parimriyanta iti siksad amangalam | nidranti
dirgham paripanthibbipa iti patho ramaniyab | amargaldrthantaram yatha — Srisingabbipalacamusamithasanabasan-
nabavasambbramanam | samtisthamanaib purato ripanam krtanu yodhais tv avikatthanani || atra samtisthamanair ity anena
samyak sthitir iva maranam api pratiyate | uttisthamanair iti patho ramaniyah | amargalasmaranahetur yatha — katyayana-
sutoddesabaliraksitakuksayah | bhavanti medininatham anamanto naresvarab || atra kuksaya iti pade ‘ntyavarnadvayenaman-
galarthasmaranam |

11. David Shulman, “Notes on Camatkara,” in Language, Ritual and Poetics in Ancient India and Iran: Studies in Honor
of Shaul Migron, ed. David Shulman (Jerusalem: Israel Academy of Sciences & Humanities, 2010), 271.
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combination by citing a verse attributed to the notorious Dread Poet of Vemulavada (Vemulavada
Bhimakavi). Later literary histories provide a fuller framestory for the verse: After being refused an
audience by the Kalinga king Raja Gangu, Bhimakavi composed the verse, which caused the king to
lose his kingdom to his Vengi Calukya rival.

But, given this anxiety, what does this mode of analysis look like? As Shulman notes, it typically
resembles a kind of list. Such lists are given under the rubric of varnaviveka (consideration of the
phonemes) or subbasubhaphala (the auspicious and inauspicious outcomes of phonemes and metremes).

Consider Gaurana’s presentation:

The definitions should be like so:

A is the deity of everything, red is its color, it has power over everything. A: Paradakti,
white, attraction. I: Visnu, dark (§yama), protection. I: Mayaéakti, tawny, and con-
trol over women. U: Vastu, dark (krsna), and control over kings. U: the Earth, dark
(§yama), and control over kings. R : Brahma, yellow, mastery of the celestial objects. R:
Sikhandiripa, dark, destroys fever. L and L: the Aévins, white and red, destroy fever. E:
Virabhadra, yellow, grants all aims.'2 AM (anusvara): Mahesa, red, gives contentment.
AH (visarga): Kalarudra, red, severs the bonds [of existence?]. K: Prajapati, yellow, liveli-
hood. KH, G, and GH give Glory, but N infamy. C and CH give delight and comfort
respectively. J brings sons. Danger and death come from JH and N. T and TH are
of hardship and discomfort. Glamor and inglamorousness from D and DH respectively.
Confusion from V. T and TH make war. D and DH give comfort. /N vexes. Danger,
comfort, death, difficulty, and vexation: these are the respective products of the labials
[P, PH, B, BH, M]. Y gives glory; R gives pain; L and V bring affliction. S brings
comfort, S hardship, and S bestows comfort. H causes pain. L bestows affliction. K§
produces prosperity.!3

12. The list quoted above leaves out three of the vowel sounds (O, and the dipthongs AI and AU). However, because
Gaurana elsewhere acknowledges sixteen vowels, this seems to be a problem of the manuscript record. It may be that the
other complex vowels have simpy been grouped with E, the first of their order. Visvesvara gives a precedent for this at
Camatkaracandrika 1.21cd: “The set of four starting with E give pleasure, speech, liberation, and prosperity” (ekaradyas
ca catvarah kamavanmoksabbitidab).

13. etal laksanam bhavet | akaram sarvadaivatyam raktam sarvavasikaram | akarab syat parasaktip Svetam akarsanam bbavet
| ikaram visnudaivatyam Syamam raksakaram param | mayasaktir iti [x[tam pitam strinam vasikaram | ukaro vastudai-
vatyap krsno rajavasakaraf. . .] | akaram bbumidaivatyam Syamam rajavasikaram | rkaram brambmano jiieyam pitam
grabamisanam |Sikbamdiripam tkaram amjanam juarandsanam | asvinibbyam lulic cobbau sitaraktau jvarapabau | ekaram
virabbadram syat pitam sarvarthasiddbidam | amkaram tu mabesam syar raktavarnam sukbapradam | abkaram kalarudram
ca raktam pasanikymting | prajapatyab kakdrab syat pito vrttipradayakab | caturbbyab kadivarnebbyo laksmir apayasas tu na
| pritisaukbye cachau putralabbo jo bbayamrtyudau | jhasiau tathau kbedadukbe sobbasobbakarau dadbau | bbramanam nad
api tathau syad yudhbyat sukbadau dadbau | nab pratapi bbitisaukbyamaranaklesatapakrt | pavargo yas tu laksmido ro dabam
vyasanam lavau | Sab Sukbam tanute sas tu kbedam sas sukhadayakab | ho dabakrd vyasanado lab ksas sarvasamrddhikyt |
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[And] in the Crest-jewel of Literature:

“The sound 4 confers pleasure, unless used in negation (prohibition), when it effects the
opposite. A gives joy; it is not appropriate for contexts of anger and suffering. Z, [, U and
U make for satisfaction and the fulfillment of wishes. R, R, L and L block continuity [of
the family line]. E, AL, O, and AU lead to desire, speech, release and wealth, respectively.
Velar consonants (K, KH, G, GH, and N) generate prosperity. C leads to a loss of fame.
CH and ] remove disease. /H and N will kill. 7 and TH produce depression; D, however,
is auspicious; DH diminishes beauty (or brightness). N conduces toward achieving what
one wants. T destroys obstacles. TH leads to war. D and DH produce steadfastness. N
makes for suffering; but when not used in negation, it can be auspicious. P protects. PH
terrifies. B gives health. BH is lucky. M is disturbing. Y gives splendid wealth. R burns.
L makes for dullness. V' is a mine of eloquence, health and long life. The three sibilants
and H offer happiness, conflict, prosperity and ultimate joy, respectively; but when one of
them is combined with K to produce K, cruelty results—this cluster, however pleasant
(it might sound), should be avoided like poisoned food (at the outset).”4

Here and there it conveys what I have said. And the absence of an understanding between
them [the two lists] —that can be overlooked, since it [the Sabityacidamani] lacks basis
authority.!

The most obvious feature of this excerpt is that offers not one but two schemas—first Gaurana’s
and second that of the Sahityacudamani. This doubled presentation is peculiar to Gaurana and his
particular project. However, it marks two features of the Andhra school in general. First, to reiterate,
the analysis is rather schematic: for each phoneme is stipulated some power or effect. This manner of
organizing the material is common to all members of the Andhra school; examples rarely—if ever—
punctuate these basic definitions.

Second, the poeticians’ schemas do not always agree in their particulars. Gaurana shows this quite
clearly, drawing attention to the difference between his list and the other. Such disagreement is not
peculiar to Gaurana but is rather pervasive in the school. One poetician might identify a phoneme as
being positively charged while another might mark the very same sound as hazardous. As seen above,

Gaurana says that N results in infamy, but according to the Sabityacidamani it leads to prosperity.

14. Since the Sahityacidamani passage is identical to Camatkdaracandrika 1.18-27, T have given here the translation of
David Shulman in: Shulman, “Notes on Camatkara,” 267.
15. ity anena kvacit kvacit asmaduktarthab pratiyate | tad apy amilatvar paraspardvijianam upeksaniyam |
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Furthermore, Gaurana’s treatment of the vowel sounds (Sanskrit svara) is all together more robust than
what we find in the second passage (and, in fact, anywhere else in the Andhra school): each vowel (and
the first consonant, X) is given a divinity (Sanskrit daivatyam) and color (Sanskrit varna) in addition
to the familiarly stipulated outcome (phala). Even more fundamental differences are apparent insofar
as the two schemas differ even in the number of phonemes they postulate: Gaurana posits fifty while
the Sahityaciudamani assumes only forty-nine.

Holding these discrepancies and Gaurana’s own analysis in abeyance for a moment, it would be
worth examining the second passage to bring out some of the basic features of the the Andhra school’s
analysis. Though attributed to the Sabityacidamani, the quotation is quite typical (not least because
it matches verbatim the phonemic analysis found in the assuredly earlier Camatkaracandrika).'¢ Each
phoneme has some effect. That said, the rationale for many of the attributions is mysterious. Why,
for instance, should N be fatal while NV is beneficial> On the other hand, some formulations—as
Shulman suggests—are more transparent, seemingly explicable through semantics: for example, the
protective power of P likely comes via the root pa (to protect), just as the identification of DH with
steadfastness reflects the semantic descendents of dhr (to bear up, hold fast).1” But etymology cannot
explain every case.

Such phoneme lists are always accompanied by an equally schematic presentation of the metremes

(Sanskrit gana). For his, Gaurana cites the authority of the Camatkaracandrika.

The ma-metreme—all heavy syllabes, the Earth its divinity—gives security.

The ya-metre—light in the first syllable, Water its divinity—makes wealth.

The ra-metreme—Ilight in the middle, the Fire its divinity—bestows prosperity.

The sa-metreme—heavy at the end, the Wind its divinity—causes destruction.

The ta-metrme—Tlight at the end, the Sky its divinity—gives prosperity.

The ja-metreme—heavy in the middle, the Sun its divinity—cause pain.

The bha-metreme—heavy at the beginning, the Moon its divinity—bestows comfort.!?

16. Not having access to Sahityaciidamani and given the vagaries and frequency of quotation amongst these texts, I
will not venture to say whether Gaurana incorrectly attributed the passage, whether the Sabityaciidamani is here quoting
Visvesvara, or whether Vi$vesvara has in fact quoted from the Sabityaciidamani.

17. Shulman, “Notes on Camatkara,” 268.

18. ksemam sarvagurur dhatte magano bbiamidaivatah | karoty arthan adilaghur yagano jaladaivatab | (bbiti)dayr mad-
hyalaghii raganao vambnidaivatah | ksayam karoty amtyagurus sagano vayudaivatab | bbi(ti)m amtyalaghur dhatte tagano
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Aside from ascribing to them a material consequence, the poeticians grant each metreme an elemental
deity. As we saw in the case of the phonemes, the poeticians may disagree about whether a metreme
will produce a positive or negative outcome; however, they are always in agreement about the metremes’
respective divinities.

In both cases, meaning can modulate an entity’s inherent properties, for better or for worse. For
one, 4 is positive, unless it is being used in a compound in its negative sense. The same can be said
for A (which can be a plaintive or angry cry) and N, the consonantal core of the negative particle
na. On the other hand, inauspicious sound sequences can become auspicious when they combine
to denote something auspicious, such as a deity. Gaurana makes this plain several verses later by
citing a short series of maxims from other poetological treatises: “Words denoting deities and other
things auspicious—whether written or spoken, they are never to be rejected” (devatavacakab sabda ye
ca bhadradivacakah, te sarve naiva nindya syur lipito ganato ’pi va). Gaurana cites this verse from the
Kavikanthapasa, but it can also be found in the Alanikdrasamgraba. The same sentiment is also iterated
by Visvesvara: “When referring to auspicious things or mentioning gods, metremes and phonemes—
like stones imbued with divinity—cannot be faulted” (margalarthabbidane ca devanam arnkane pi va,
gand na dusyd varnas ca devatadhbisthitasmavat). That is to say, whatever malefic powers exist in the raw
material may be ameliorated if the element comes to manifest the auspicious through its referential
powers. Visvesvara’s simile is telling in that it points to the transmutation of a mundane object (here a
stone) through certain ritual procedures (adbisthana), as indicated by the phrase “imbued with divinity”
(devatadhisthita). Initial sounds and sound sequences have become here objective facts; but their
inherent properties can be subverted precisely through their capacity for meaning.

The system is then predictable in its basic form and interests if not necessarily stable in the partic-
ulars. As seen above, Gaurana points to the possibility (and, in fact, the presence) of difference din the

discourse by giving both his view and that of the Sahityaciudamani / Camatkaracandrika. But more

vyomadaivatah | rujakaro madbyagurur jagano bhanudaivatab | adau gurus saukbhyadayi bbaganas camdradaivatah |. Gaurana’s
citation omits nga-metreme, even though Visvesvara does include it: “The na-metreme—all light syllables, the sacrifice its
divinity—produces wealth.” (dhanarnkarah sarvalaghur nagano yajiiadaivatah)
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than that, (in a statement admittedly obscure to me) Gaurana seemingly suggests that the analysis
is in part problematic because it lacks grounding or is baseless (amiilatvat). Though Gaurana had

other—and earlier—works at hand, the authority of these works seems to have been debatable.

A sketch of the so-called Andhra school, 1100-1600 CE

But which poetological works could have been authoritative for Gaurana? What constitutes the Andhra
school and when did it start?

There is difficulty in even saying when the so-called Andhra school began. Some evidence points
to its being coeval with Telugu literature itself. The first extant work of Telugu poetology is a manual
on metrics called Kavijanasrayamu (The Poets’ Saving Grace). The work was likely composed around
1100 CE, making it more or less contemporaneous with Nannayabhatta’s Mababharata, considered
the ddikavya (first work of literature) in Telugu. In his edition of the text, T. Bhaskara Rao notes that
some manuscripts contain a complete auspicious analysis of metremes, with some consideration of
the individual phonemes; however—and his philological reasoning is not entirely transparent here—
because this section is lacking in most manuscripts, he takes it to be a later interpolation.’ The second
work on Telugu metrics, Gokarnachamdamu (Gokarna’s Prosody), has been dated to about 1130 CE.
It is not available in full but is known from quotations in three later works: Gaurana’s Laksanadipika;
Kakunuri Appakavi's Appakaviyamu (Appakavis Grammar, ca. 1656 CE); and Kastari Rangakavi’s
seventeenth-century Anandarargaratchamdamu (Prosody for the King Anandaranga). Gaurana, for one,
quotes a line from Gokarnachandamu, seemingly on the auspicious analysis. Thus some of the school’s
concerns may be traceable to the twelfth century; or else, these earliest works as they were known to
Gaurana and the others may have been revised and enlarged in later centuries. Regardless, even if the
interest was present, it was not pervasive. It is, for instance, not present in the earliest work on Telugu
grammar as such, Mulaghatika Ketana’s Andbrabbasabbisanamu (Ornament for the Andbra Language)

which was written in the second half of the thirteenth century.

19. Vémulavada Bhimakavi, Kavijanasrayamu, ed. T. Bhaskararavu (Guntur: Mahati Granthamala, 1969), 17.
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The auspicious analysis, at least, is evinced more clearly by the late thirteenth century. Two Telugu
works on Telugu metrics—Atharvanachandassu and Sridharachandassu—appear to have included some
auspicious analysis of the metremes. However, like Gokarnachandamu, they are only known from quo-
tations in the later works of Gaurana, Appakavi, and Rangakavi. So they are presumably earlier than
these three and are commonly considered to be later than Kavijanasrayamu and Gokarnachandamu.
Also in this period is the anonymous Kavikanthapasa (A Leash for Poets), which offers an auspicious
analysis of the metremes and can frequently be found bundled into manuscripts of Kedarabhatta’s V7z-
taratnakara (The Sea of Meters). The provenance of the work is unclear, but it definitely circulated
in the south—in Andhra and as far as Sri Lanka. Whatever the case, it does appear that the me-
treme analysis is not just more stable (see previous section) but also older than the phoneme analysis.
The early character of the metremic analysis—and, potentially, its having a separate genealogy—is
corroborated by the Prakrtapingala (A Founding Father for Prakrit Prosody). The text, which Andrew
Ollett has recently dated to about 1315, offers an auspicious analysis of metremes.?? The work is
nowhere quoted in the Andhra school; but Gaurana does take great pains to pay homage to Pingala
in his Laksanadipika, recognizing his centrality to the discipline of metrics. And, finally, Sarngadeva’s
Samgitaratnakara—which has been consistently dated to the middle of the thirteenth century—bears
witness to the familiar analysis of metremes. Sarnigadeva also offers an auspicious analysis of the
phonemes, which share properties according to their class (varga); in this regard, the phonemic anal-
ysis diverges from early instances of the Andhra auspicious analysis, which describes the power of each
individual phoneme.?!

Phonemes and metremes aside, the Andhra school is also characteristically concerned with a sec-
ond matter: the categorization of minor panegyrical genres. This interest is only evinced from the
fourteenth century. It first occurs in Vidyanatha's Prataparudrayasobbisanam (An Ornament for the

Fame of Prataparudra), which was written around 1320.22 Still, the treatise lacks any trace of the

20. Ollett, Language of the Snakes, 186. Further, in tracing the text to northern India, Ollett’s work may complicate the
seemingly southern origins of the auspicious analysis.

21. See Samgitaratnakara 4.57-62.

22. Part of the typology is prefigured—this time decidedly in Kalinga—in Vi$vanatha’s Ekdvali.
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auspicious analysis. It is not until the 1360s that both the classification of genres and auspicious anal-
yses occur together in Visvesvara’s Camatkaracandrika (Moonbeam on Astonishment, ca. 1366 CE) and
Amrtanandyogin’s Alarnkarasamgraha (Poetics Digest, ca. 1360 CE). In the absence of a clear root text,
these two together are the best candidates for the Andhra school’s seminal treatise(s).

To be sure, the poeticians who followed in their wake would address both topics in the same
vein. Gaurana, for one, draws on both works and is among the first to cite Amrtanandayogin and
Viévesvara. Another early successor is the Sahityacidamani (The Crest-jewel of Literature) of king Péda
Komati Vema Réddi (ca. 1403-1420), whose analysis Gaurana quotes—and whose analysis appears to
have some relation to that found in the Camatkaracandrika.?® Following these, Purusottama Kavi’s
Sanskrit Kavitavatara (The Avatar of Poesy, ca. 1400) records both topics. Other early followers are
attested in the region’s literary commentaries. The most prominent—if not the earliest—example
comes from Kolacala Mallinitha, the famous Sanskrit scholar and commentator. In his comments to
the first verse of Kiratarjuniya, he cites Alarkarasamgraba in his analysis of the poem’s initial phoneme
and metreme. Around this same time, Telugu poetological treatises begin to treat both issues. Vin-
nakota Péddana’s Kavyalamkaracidamani (The Crown-jewel of Literary Ornaments, ca. 1400-10) and
Anantamatya’s Chandodarpanamu (Mirror on Prosody, ca. 1420) are the earliest of these. But the
texts that immediately follow them offer more robust presentations. These are: Kavigajarnkusamu
(The Goad for Monstrous, Elephantine Poets, ca. 1440?) by Bhairavakavi, Gaurana’s son; Kacana Basa-
vana’s Kavisarpagarudamu (An Eagle to Keep Snake-like Poets in Check, ca. 1450); Citrakavi Péddana’s
Laksanasarasamgrabamu (The Condensed Essentials of Poetics, ca. 1550); and Lingamagunta Tim-
makavi’s Sulaksanasaramu (The Very Essence of Poetics, ca. 1560). These two concerns of the school

would be evinced in commentaries and independent treatises well into the nineteenth century.

23. Sayana—the well-known commentator on the Veda—is the other: In his Alasikarasudbanidhbi (Ambrosial Moon of
Rhetoric) he cites Visvesvara but only with regard to varieties of intricately patterned citrakavya, which is not specific to the

Andhra school.
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Gaurana’s place in the Andhra school

The foregoing delimits the Andhra school according to a basic chronology. I have tried to detail the
works prior to Gaurana comprehensively, but have sketched in only a few after his day. While Gaurana
explicitly cites many of these earlier poeticians, he does not treat them as definitive authorities; nor
does Gaurana fully model his work on theirs. Though the works constitute a sort of corpus by virtue
of their peculiar interests and provenance, individually the works of the Andhra school may be more or
less invested in the Andhra school’s trademark interests. Gaurana is particularly concerned with these
peculiar Andhra topics, but most poeticians cover them only as a matter of course.

The texts of Visvesvara and Amrtanandayogin show this clearly, for they both take a comprehensive
approach to poetics. They include the auspicious analysis, but it is not their key concern. As attested
by his work’s very title, Amrtanandayogin sought to write a digest. And, indeed, the text effectively
works as a primer on poetry and poetics (perhaps for his princely patron). The auspicious analysis is
included, but only insofar as it is a part of a standard syllabus along with the definitions of rhetorical
tropes and the like. Vi$vesvara’s work is similarly comprehensive. Unlike Amrtanandayogin, however,
he strives to offer a novel synthesis and statement on the very nature of poetry, which he organizes
around the concept of camatkara (astonishment or delight). Though he briefly considers the Andhra
school’s characteristic topics, Visvesvara is primarily concerned with the communicative powers of po-
etic language. To this end, he details the functions commonly described in alamkarasastra—namely,
direct denotation (abbidha), figurative meaning (laksana), and connotation (vyasijana). And so, near
the outset he speaks of the prayojana (purpose) of poetry in this way: “The purpose of poetry is to
instruct men in the matters of command and request; and instruction given wondrously will take
hold” (nrnpam vidbau ca nathe ca Siksa kavyaprayojanam, Siksa ca sacamatkaram bodhbita sthiratam bba-
jet). Poetry in this formulation is a medium, a way of representing and communicating some sort of

information.?4 For Visvesvara, poetry’s particular advantage and defining characteristic is that it can be

24. Compare to Kavyaprakasa 1.2 and auto-commentary, in which Mammata also describes poetry’s prayojana as being
rooted in its unique communicative capacity.
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especially astonishing. This astonishment, says Visvesvara, is that which “brings a flood of joy upon
the learned” (camatkaras tu vidusam anandaparivabakrt). Further, it has seven components—guna,
riti, vrtti, paka, Sayyd, rasa, alamkrti (special qualities, style, performative mode, maturity, perfection
of diction, aestheticized emotion, and rhetorical ornamentation)—which are all based in the repre-
sentational capacities of literary language. This is especially the case with rasa, pika, Sayya, guna, and
the section on word-level faults. Word-level faults are those that, by and large, present an obsta-
cle to understanding. These are excused insofar as the superficial incoherence actually contributes to
production of camatkdra or some lesser pleasure. In all, poetry is meant to instruct, or communicate
information, in a striking and ultimately pleasing manner. Visvesvara’s text seeks to analyze the various
ways that poetry can do this.

Thus Vi$vesvara and Amrtanandayogin certainly carry the sign of the Andhra school, as their re-
vision of the alamkarasastra syllabus shows; but that commitment is not so strong as to pull them
away from the mainstream of poetics. This mainstream quality marks many of the aforementioned
poetological successors to the Alankarasamgraba and Camatkdaracandrika. This includes Telugu man-
uals such as Kavyalamkaracidamani and Chandodarpanamu. The former text takes up the concerns
of alamkarasastra, the latter metrics. It also includes Sanskrit works like the Sahityacintamani, which
seems to have taken Mammata’s Kavyaprakasa as its main model and interlocutor.?s On this point, I
differ from Shulman in my reading of Vi$vesvara and the Andhra school. For Shulman, the central
point of comparison lies in Kashmir, with someone like Abhinavagupta. In Abhinavagupta’s case,
the metaphysics of phonemic energies and efficacies (as elaborated in the Tantraloka) is seemingly
irrelevant to the theories on literature and poetic suggestion, which are rooted in what Shulman calls
“metaphysical psychology.” In the case of Andhra in general and Visvesvara in particular, he ar-
gues, the metaphysics of phonemes pervades the entire system in a way that transmutes its theory of
aesthetic effects. The end result, according to Shulman, is that phonemes’ objective magical powers

undergird their usual communicative and aesthetic capabilities; and it is this added magical quality

25. P. Sriramamurti, Contribution of Andbra to Sanskrit Literature (Waltair: Andhra University, 1972).
26. Shulman, “Notes on Camatkira,” 260.
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that gives Visvesvara’s usage of camatkdra a nuance that differentiates it from early usages in Kashmir
(by the likes of Ksemendra and Abhinavagupta). This is by implication true; however, as we have seen
above, it is the (aggregate) communicative and referential power of sounds (in the form of words) that
can override the more elementary energies. My contention then is that the split Shulman identifies
in the Kashmiri case between a (Tantric) metaphysics of sound and a metaphysical psychology is also
present in the Andhra school. That is to say, there may be two, more or less discrete approaches to
language within the same text. Vi$vesvara’s express concern for the referential powers in his treatment
of camatkara points to this separation. Nonetheless, we must still follow Shulman in seeing this sonic
metaphysics as pervasive in the Andhra school and, indeed, novel insofar as it is placed directly under
the rubric of poetics.

But if this metaphysics of sound is not relevant to the traditional communicative and aesthetic
problems of poetics, then what problems does it address? Some insight may come from the small set
of authors who truly focus on the Andhra schools peculiar subjects. In this they mostly ignore the
topics of beauty, pleasure, and the multitude of rhetorical ornaments and metrical variations. The first
such text seems to have been the Kavikanthapasa mentioned above. But Gaurana’s Laksanadipika stands
out over them all, for it offers the most in-depth analysis of auspiciousness in the Andhra school. The
peculiar intensity of his focus is apparent in the opening of his work, where he lays out the syllabus

for his project:

(1) The origin of the phonemes, their manifestation, and their number; (2) their planets
and core elemental association; (3) their proper and improper usage and the distinction
between harsh (ritksa) and pleasing (snigdha) phonemes; (4) precepts about their use and
their powers (felicitous and infelicitous); (5) the names of the metremes; (6) their pre-
siding deities, their planets, and their powers; (7) the compatibility and incompatibility
of the metremes; (8) their signs according to the sidereal zodiac (naksatra) and tropical
zodiac (rasi); (9) consideration of the ambrosial periods (amrtavela) and the strength of
planetary influence (grabavastha); (10) the method of worshipping the Mother deities
(matrkas); and (11) the characteristics of authors, patrons, literary compositions.?

27. varnanam udbbavah pascad vyaktisamkbydatatah param | bhitabijavicaras ca tato varnagrabav api || anarbanabaved-
has ca riksasnigdbavicarand | prayoganirnayas tesam subbasubbaphalani ca || gananam cabbidbanani svariipany adhidevatap |
varnabbedagrahas tatra Subbasubbaphalani ca || mitramitravicaras ca naksatrani ca rasayab | mrtavelagrabdvasthamatrkdpii-
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He seems to have been matched only by his son Bhairavakavi, who writes a similarly concentrated
manual in Telugu called Kavigajarikusamu (A goad for elephant-like poets). This latter text, however,
lacks the wealth of citations or argumentative depth found in the father’s work.

Recalling the work of Visvesvara and company throws the peculiarity of Gaurana’s project into
relief. As the table of contents reveals, Gaurana is almost completely silent about matters of meaning.
He speaks not of a composition’s being beautiful, interesting, or pleasing; nor does he speak much
about language’s capacity for communication or representation. Rather, he addresses those powers
of language that precede any of the recognized semantic operations. He speaks of the raw, phonetic
material in the language as being either fit—that is, pure and auspicious—or unfit. Therefore, he
speaks of the phala (consequences, or fruits) of poetry. Or else, he delineates the astrological affinities
of poetic elements. Presumably he would not oppose the notion that literature should be beautiful;
but he simply has other concerns. He intends a different contribution, something distinct from the
information usually on offer in poetological treatises. This is clear in his treatment of rasa, which
comprises a strikingly brief nine verses. Here he communicates the essential information on the
rasas—what they are, which are compatibile with which, and which incompatible. Beyond this, he
only enumerates their presiding deities (adhidevaras) and the colors (varnas) associated with them.
Though quoted almost verbatim from Amrtanandayogin’s Alamkarasamgraba, this is only a fifth of
the information Amrtanandayogin offers and a small fraction of what one can find on rasa elsewhere.
Gaurana himself speaks to this explicitly (if only in passing) when he alludes to the many varieties of the
rasa of Passion (§r7igara). He says these are elaborated elsewhere by those who are learned precisely
in the study of rasa (tacchastrakovidaib). Thus, rasa is important, to be sure: However well-made
it may be, an utterance without rasa is as tasteless as a dish without salt (sadbupikam anasvadyam
bhojyam nirlavanam yatha tathaiva nirasam vakyam). Nevertheless, Gaurana seems to identify the
study of things like rasa as a distinct field of knowledge. Such inattention to ordinary aesthetics and

its affective and semantic dimensions is typical.

Janakramah || kartub karayitus caiva prabandhanam ca laksanam
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Gaurana’s treatise is thus not meant to treat the entirety of Sanskrit poetics and explain how to
make poetry beautifully. Rather it purports to be a comprehensive manual on composing auspiciously.
He insists on this point at the end of his introduction, where he offers a series of four verses (three

quotations, one original) that explain the importance of the syllabus he has just set out:

If a poet should utter a verse without knowing all of this [i.e. the syllabus of topics out-
lined above],
Like a monkey up a Ketaka tree he would be all pierced through with thorns.

Similarly, it is said in The Crown-jewel of Literature:

He who knows neither all the meters nor their properities, and
Yet still writes prose and verse—He is the Death of kings.

And in the Moonlight on Astonishment:

If even a single fault is seen, a myriad of observances are wasted.
Such is the innate power of faults. So, what are we to do?

And my very own:

With an intellect adept in the deed of designing amazing poesy
a wise and ambitious man should avoid faults like poison.2

The verses all make the same claim: Understanding literary language’s infra-semantic properties
and avoiding truly infelicitous usage is critical for the maintanence of life and livelihood. As the first
quotation suggests, the poet himself is imperiled by reckless usage. And, as the second quotation and
Gaurana’s own verse argue, royal personages (presumably insofar as they are the patrons of literature)
find their own wealth and well-being imperiled by poets who are untutored in such occult material.
One need only recall the tales of Vemulavada’s dreaded poet.

This level of concern is a significant departure from the core alamkarasastra tradition headed by

Dandin. The auspicious beginning is no longer an option alongside the narrative incipit; nor is it a

28. etat sarvam avijiidya yadi padyam vadet kavib | ketakaridhakapivat bbavet kantakavedhitab || kim ca sabityacidamanau
| anekachandasam samyag ajiiatva laksanani ca | karoti gadyapadyani prabbinam mrtyur eva sab || camatkdracandrikayam
| ekasminn api nastam syad drste dose vratayutam | dosasyaitavati Saktip sabaja kim nu kurmabe || mamaiva | tasmad vis-
mayakaranakavitanirmanakarmakusaladbiya | sudbiya visavat tyajyo nayakardajyabbilasina dosabl|
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matter of propitiating god(s) for the removal of obstacles to the poet’s composition and the audience’s
understanding, as the commentarial tradition would have it. The Andhra school does come to stipulate
that all poetic works should be preceded by the propitiation of deities known as the matrka-s or Mother
deities. This, however, diverges from the wider practice of reciting a mangala verse in crucial ways. For
one, while the mangala verse may be predictable, poets do have a great deal of room for innovation.
The Andhra poeticians, on the other hand, stipulate what comes to be a fixed ritual meditation /
visualization (Sanskrit dhydna) as part of the worship of these mother deities (Sanskrit matrkapija).
Second, while both practices are expressly for an auspicious beginning, the literary mangala verse
is also meant to ensure that the work be well-understood and generally well-received in the world.
The matrkapuja of the Andhra school, on the other hand, is part of the larger demand to negotiate
elemental, potentially perilous powers associated with the elements of language. Poetry then, according

to the Andhra school, is a serious business demanding great precision on the part of the poet.

Sources of authority

It is this demand for precision that seems to condition the structure and scope of Gaurana’s work.
For most of the Andhra alamkarikas, the analysis stops with the phoneme and metreme lists (items
3-6 in the syllabus above). But if we recall Gaurana’s plan for the Laksanadipika, we see that his
presentation of the phonemes, metremes, and their consequences is but a fraction of the material.
The lists are preceded by remedial discussions of what these entities are, and they are followed by a
series of more advanced topics that build upon the basic schema. In this, Gaurana may be attempt-
ing to ameliorate the problem voiced in the elliptical statement that follows the Sabityaciudamani /
Camatkaracandrika list excerpted above. In this statement he suggests that one’s analysis may lack
grounding and authority—that is, may be baseless or amiila. I would suggest that, in expanding the
scope of the usual analysis, Gaurana seems to be building—or, perhaps more accurately, shoring up—

the system from the ground up and working out its implications. Throughout all of his judgments,
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Gaurana draws on two main sources of authority: mantrasistra and astrology (jyotibsastra). The fol-
lowing sections will work through the way that Gaurana uses these as evidence in his argument. In
the first, I will show the place of mantrasistra in Gaurana’s remedial investigation of the phonemes and
how he lays the groundwork for his obligatory list of phonemes and their auspicious and inauspicious
outcomes (Subbasubbaphbala). Next, I will move up a level to Gaurana’s analysis of metremes and their
combinations. It is from this perspective that I will work through his use of jyotibéastra. Finally, I will
attempt to render explicit the basis of their authority, especially as they measure up to the standards

of $ruti and smrti alongside the precedents set by great poets (mabakaviprayoga).

The nature of phonemes: Mantrasastra as a model

It is in the remedial discussion of the phonemes that Gaurana first harkens to non-poetological texts.
In particular, he references two works—the Saradatilaka (The Forebead-mark of Sarada, the Goddess
of Language) of Laksmanadesika?® and the Prapasicasara (The Essence of the Emanation) attributed to
Sankaracarya.3 The history of both texts is obscure. Alexis Sanderson has proposed that the works be
considered part of the Arngirasakalpa corpus, which he has connected to communities of Atharvaveda
brahmans in Odisha.3! G. Bithnemann has dated the Prapaficasira (PS) to the tenth or eleventh
century and the Saradatilaka (ST) to about the twelfth.32 In any case, it is generally agreed that,
in relative terms, the ST is the later of the two works, for it rearranges (seemingly for clarity) and
elaborates upon the presentation of the PS. With regard to their subject matter, the two texts are

exemplars of the subfield of mantrasastra, the study of verbal formulas (Sanskrit mantra) used in tantric

29. Laksamanadesika, Saradatilakatantram, with the commentary Padarthadaria of Raghavabbatta, ed. Arthur Avalon
(Delhi: Motilal Banarsidass, 1982).

30. Atalananda Sarasvati, ed., Prapajicasira Tantra of Sankardcarya, with the Commentary Vivarana by Padmapadacarya
and Prayogakramadipika—a Vrtti on the Vivarana (Delhi: Motilal Banarsidass, 2002 [1935]).

31. Alexis Sanderson, “Atharvavedins in Tantric Territory: The Angirasakalpa Texts of the Oriya Paippaladins and their
Connection with the Trika and the Kaltkula,” in The Atharvaveda and its Paippalida Sakba: Historical and Philological Papers
on a Vedic Tradition, ed. Arlo Griffiths and Annette Schmiedchen, vol. 11, Geisteskultur Indiens: Texte und Studien
(Aachen: Shaker Verlag, 2007), 195-311.

32. Gudrun Bithnemann, Iconography of Hindu Tantric Deities: The pantheon of the Prapaficasira and the Saradatilaka,
vol. 2, Gonda indological series 9 (Brill, 2001).
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ritual. On the whole, tantric texts (like those referenced above) elaborate a complex metaphysics where
sonic energies emanate from the divine to constitute the fabric of the universe as we (should) know
it. The power and critical importance of sound and speech are particularly and predictably apparent in
mantrasastra. The field’s texts build upon this metaphysics and concern themselves especially with its
practical application in constructing mantras for ritual: Here the power of mantra is not semantic—
neither does it force, nor does it beseech a deity to act; rather, its power is rooted in the fact that
sound pervades through all of reality such that there is no separation between language, the human,
and the divine.?® The proper construction and application of mantras simply makes manifest divine
powers inherent in the sound. Thus the digests of mantrasastra stipulate not just the significance of
phonemes and their associations and affinities with various divine powers but also general prerequisities
and procedures for using mantras, instructions for particular mantras, and instructions for visualization
rituals (dhyana).

Previous treatments of the Andhra school have noted that the metaphysical orientation of the
alamkarikas’ analysis echoes the linguistic and sonically-inclined metaphysics of zantra. Shulman,
as we have seen, has noted so much; thus his using as a point of comparison Abhinavagupta, who
lays out a phoneme-by-phoneme list in the Tantriloka. That said, the comparison here is primarily
typological. Though a general relation to the tantric mode of thought is presumed, no direct links
are posited and, as I have argued, the tantric linguistic metaphysics remains largely separate. Earlier
work by Sarasvati Mohan also notes the similarity between the Tantric analysis and the alamkarika
analysis, going so far as to present extracts from Andhra poetological treatises (like the one we saw
above) side-by-side with extracts from Tantric works like the Uddhdaranakosa [Dictionary of Mantric
Utterance] 3* More than this, however, Mohan argues for explicit continuities, with Gaurana as an

apparent nexus between the usually distinct traditions:

33. Patton E. Burchett, “The ‘Magical’ Language of Mantra,” Journal of the American Academy of Religion 76, no. 4
(December 2008): 831. See also André Padoux, Vac: The Concept of the Word in Selected Hindu Tantras, trans. Jacques
Gontier (Albany: State University of New York Press, 1990).

34. See the introduction in Visvesvara, The Camatkaracandrika of Sri Visvesvara Kavicandra: Critical Edition and Study,
ed. Sarasvati Mohan (Delhi: Meharchand Lachhmandas, 1972), 71-99. See also: Sarasvati Mohan, “The Mystic Signifi-
cance of Letters: Their Application to the Art of Poetic Composition,” Adyar Library Bulletin, 1963, 89-115.
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According to Tantra, all letters from ‘A’ to ‘Ksa’ are auspicious and each of them is said to
have some intrinsic value or potency. . . . Particular syllables or letters are associated with
particular deities and certain Vibhutis or aspects of those deities are said to be inherent
in those Varnas or letters. . . . [Still] some of them [i.e. letters] are considered as
having more potency....Thus it is the Tantric school that had systematically recognized
the mystic significance of letters and made ubiquitous use of it. This fact is clearly borne
out by the references of Gauranarya in his Laksanadipika and Padarthadipika to many of
the Tantric texts such as Saradatilaka, Prapaficasara and Mantradarpana.”

Mohan’s proposition here—that the system of the Andhra school is, as Gaurana’s work shows,
indebted to the researches of the Tantric school—requires qualification. Gaurana does draw upon the
mantrasastra texts. Yet, despite these texts having rather robust schemas for the powers of phonemes
from A-to-KSA, Gaurana does not reference these sections in his auspicious analysis proper. Rather,
he draws upon mantrasistra in the sections leading up the auspicious analysis.

Gaurana here executes his first move in reinforcing the system: defining the phoneme, the fun-
damental element of language and literature. Where do these phonemes come from? What are they
made of? How many are there? Before giving his version of the standard phonemic analysis, Gaurana
spends almost twenty verses outlining the nature of the phonemes and how they come to be. The
explanation describes how sound is physically produced; but, in greater detail, it describes their meta-
physical character. For Gaurana, mantrasastra’s comprehensive and systematic treatment of the matter
offers a well-wrought foundation for the alamkarika analysis.

Such recourse to mantrasastra is borne out by Gaurana’s first two points—on the phonemes’ origin
(varnodbhava) and manifestation (varpavyakti). Initially, however, poetological texts seem to have some
standing insofar as their linguistics assumes the metaphysics of tantra. Indeed, Gaurana’s first source
on the origin of the phonemes is the above-cited Sahityacidamani. Based on this work, we are told that
the phonemes have a divine derivation, with the “cause of their birth being Siva—the divine god who
is the bindu—ijoined with his female counterpart” (vadanti vibudbas sarve varnanam janmakaranam
Sivaya saba divyam tam devam bindvatmakam Sivam). The references to Siva, the bindu (“singularity”

or “drop”), Siva’s female counterpart (Siva), and the phonemes’ coming from these are as good as the

35. Viévesvara, Camatkaracandrika, 72-3.
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trademarked language of a tantric linguistic metaphysics. According to the basic cosmogony presented
in Saradatilaka (as translated by Padoux), from Siva, “the supreme Lord, . . . was born the [phonic]
energy [$akti]. Out of that came the nada and out of nada, bindu, which is a manifestation of the
supreme energy, and which itself divides into three;” from the tripartite bindu (viz. bindu, nada,
bija) comes Sabdabrabman, which takes the shape of the kundalini (coiled serpent); thence come the
phonemes, then speech; then the gods, the elements, and the whole phenomenal world.?* The only
difference seems to be the Sahityacidamani’s reference to Siva where the ST speaks of sakti or Siva’s
“[phonic] energy,” which is grammatically and conceptually figured as female.

Gaurana ultimately accepts the view of the Sahityacadamani. Nevertheless, he appears to find it
wanting precisely because its language diverges from the standard description. Gaurana follows the
Sahityacidamani excerpt with a half-line of verse taken from the Saradatilaka 1.113: “the phonemes
are born from the bindu, which consists of Siva and Sakti” (jata varna yato bindob Sivasaktimayad atah).
Here he effectively glosses the Sabityacidamani’s “female counterpart” with Sakti, the female manifes-
tation of the god Siva’s generative power. Further, Gaurana’s citing of the Saradatilaka could be seen
not just as a clarifying gloss but as a correction. The bindu—which, as Padoux glosses it is the “‘drop’
of energy . . . concentrated upon itself, and therefore endowed with special potency” (to precipate the
manifestation of all reality)—is not, strictly speaking, made up of Siva alone (bindvatmakam Sivam).>”
To be more precise, as the Saradatilaka has it, the bindu is that stage of the emanation constituted by
Siva who is still conjoined with Sakti; it is only in later stages that the two divide (and thus unleash
the previously latent sakti).38

Even so, the turn to mantrasastra is not absolute; when it proves imprecise or elliptical Gaurana
will turn to properly linguistic texts. For example, on the basic matter of how the phonemes are
spoken, the intial citation comes from the Prapaiicasira: “Blown by the wind, expelled through the

opening of the susumnd, touching some place (such as the throat), they are manifested on the mouth”

36. Padoux, Vic, 87. Padoux is here translating from the first chapter of ST. The Kashmiri Saivas, especially of the Trika,
present a different view. For this theory of phonic emanation see chapters 4 through 6 in Vic.

37. ibid., 105.

38. ibid., 106.
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(samiritab samirena susumnarandbranirgatab vyaktim prayanti vadane kanthadisthanaghattitah). The
passage touches on the production and movement of breath through the body and to the mouth, the
organ of speech. The places of articulation (sthana) are given in an abbreviated form, kanthadi (the
throat, etc.). Thus Gaurana adduces a decidedly grammatical text, Ripavatara, to specify all eight
places for the articulating phonemes (viz. chest, throat, head, root of the tongue, teeth, nose, lips,
and palate) (astau sthanani varnanam urab kamthab Siras tatha jimbvamilam ca damttas ca nasikosthau
ca talu ca). But, unlike the case above, this is only because the PS leaves the matter unelaborated—not
because it has gotten something wrong. Ultimately, though he dispenses with both points quickly,
Gaurana disregards neither set of sources. His primary aim seems to be precision and the precise
documentation of sources for each point.

Still, the status of these authorities becomes clearer as Gaurana settles the question of the number
of actually existing phonemes (varpasamkhbya). The controversy begins with what seem to be compet-
ing accounts from his two mantradastra authorities. The opinion of the ST—that the phonemes are
fifty-one—is the first to be adduced.?® Next come poetological and linguistic opinions: the number
forty-nine from Camatkaracandrika; sixty-three or sixty-four (from Sambu by way of a Tribbasyarat-
nakara).®® These are offered but summarily ignored. In the end, Gaurana must bring the authority of
the PS to bear on the issue. His judgment revolves around the status of the retroflex L and the con-
junct KSA. On the first account, the difference between the dental L and the retroflex L is dissolved:
He argues that they must have been born of the same phonemic deity (mdtrkd), since the retroflex is
not said to have one of its own (lalayor abbedah antarmatrkayam lakarasyanuktatvac ca). Nonetheless,
he admits the retroflex L by acknowledging that there are fifty-one aksaras or graphemes, but only

fifty metaphysically significant varnas or phonemes.4! On the other hand, some remove the conjunct

39. ST 2.3cd, 2.4cd: svarah sodasavikhyatah sparsis te paiicavimsatib | [. . . ] vyapakab dasa te kamadbanadbarmapraday-
inah.

40. Camatkaracandrika omits the retroflex L. The augmented number of 63 (or numerologically significant 64) presum-
ably comes from the addition of jibvamiliya, upadbmaniya, and a number of transitional or weakly articulated forms. See:
Padoux, Vac, 161-2.

41. The use of aksara in the sense of “grapheme” is common in Kannada materials from the tenth century on. See:

Pollock, Language of the Gods, 307-9.
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KSA from the count since it can be divided into its constituent parts, K4 and SA. Yet Gaurana does
not relinquish it as a discrete phoneme because it is universally recognized by his mantraastra author-
ities. Namely, the PS recognizes K54 as a conjunct, but ascribes to it its own, appropriately conjunct
deity—the man-lion avatar of Visnu (ksakaras tena samjato nrsimbas tasya devara). Having given this
pronouncement, Gaurana also cites two other works that agree with his decision: one work on mantra
(Mantradarpana).#? and one poetological (Kavikanthapasa). Thus Gaurana explains the view of the
poetological / linguistic texts, which are shown to have some purchase regarding the conventions of
grammatical analysis and the realities of writing practice. Yet he also shows the authority of mantrasas-
tra, which turns out to be decisive in the ultimately metaphysical rudiments of the system. Still, there
is a hierarchy amongst even the tantric texts, seemingly based in the relative authority of their authors.
Aside from the argument grounded in the number of matrka phonemic deities, Gaurana argues fur-
ther that the Prapaficasara’s number fifty is to be accepted precisely because the teaching comes from
Sankaracarya (Sarnikardcaryena parthakyenoktatvat tasmad varnab paficasad eva).

The recourse to mantrasastra for the analysis of phonemic powers more or less ends there. The ST
and PS are further adduced to give three other classifications of the phonemes: according to whether
they are mahdprana (of great breath) or alpaprana (of weak breath); according to whether they are
pleasing (snigdha) or harsh (ritksa); and according to their elemental affinities. This last system classifies
the phonemes into five groups of ten, with each group corresponding to one of the five elements
(paricabbiita)—wind, fire, earth, water, sky. These all appear in Telugu poetological treatises from the
late fifteenth century on.# So, despite harkening explicitly to a mantradastra metaphysics, Gaurana
does present literary works on the whole as mantras. Where a tantric literary analysis might target an

extended passage or text,* the Telugu poeticians are concerned only with the opening of the poem

42. This is the only time Gaurana cites Mantradarpana. And his using it this way suggests that it is at least less
authoritative than the ST and PS.

43. These are: Bhairavakavi's Kavigajamkusamu, the Appakaviyamu, and Citrakavi Péddana’s Laksanasirasamgrabamu.
These sections have been extracted in: Mohan, “Mystic Significance.”

44. A striking example of this is are the tantric commentaries of the Saundaryalabari illuminated in David Shulman,
“How to Bring a Goddess into Being through Visible Sound,” in The Poetics of Grammar and the Metaphysics of Sound and
Sign, ed. S. La Porta and David Shulman, vol. 6, Jerusalem Studies in Religion and Culture (Leiden: Brill, 2007), 323-339.
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(kavyamukhe, kavyadau), which comprises at most the first six syllables. Thus, the only linguistic units
that matter are the phoneme, the metreme, and only occasionally the lexeme.

That said, Gaurana does not merely appeal to the authority of mantrasastra. He also tries to emulate
it. Thus, his own analysis of the phonemes tends toward the form of the mantrasastra analysis. Thence,
I would argue, comes Gaurana’s peculiarly robust analysis of the vowels wherein he stipulates the color,
power, and divinity of each vowel sound. On the whole, mantrasastra more fully explicates the qualities
of each varna, describing more than just the fruit of their use. As we have seen in the case of the
conjunct consonant KS, the PS will stipulate a deity (devaza) for an syllable. What is more, as the
fourth chapter of the PS details, syllables may each be individually connected to celestial bodies, an
explicitly feminine generative power / goddess (sakti), and have some color (varna). In this case, I
would argue that we should not see mantrasastra as the source of the auspicious analysis insofar as I
have not been able to find any direct source for Gaurana’s description of the vowels in the PS, ST, or
elsewhere. Rather, for Gaurana mantrasastra stands as a model for the depth of its analysis. Having
documented (with appropriate citations) the metaphysical presuppositions of a systematic phonemic
analysis, his analysis should appear to have the same rigor as the mantrasastra analysis even if does not
actually agree in its particulars.

A similar orientation is also borne out by the references to texts of mantrasastra in later sections
on the worship of the Mother deities (matrkapijana), ritual procedures that are to be carried out
before the recitation of a literary work. The core of this procedure appears to be dhyana or ritual
visualization of a mdatrkd, which should correspond to the caste of the literary work’s patron. Sources
for these dhyanas are not forthcoming. Some are ascribed to the Nidhipradipika, but the identity of
this work is unclear.4s The matrkas to be worshipped do not correspond to any of the common lists

of eight matrkas or names of the goddess. Nor do they correspond to the matrkas named in the PS

See also reference to tantric readings of Sriharsa’s celebrated Naisadhacarita discussed in Deven M. Patel, Text to Tradition:
The Naisadhiyacarita and Literary Community in South Asia (New York: Columbia University Press, 2014), 140-151.
45. It does not match identically titled work on hunting treasure-hordes published in the Trivandrum Sanskrit Series.

Other possible titles (if there has been some orthographical mistake has been transmitted) could be: Vidhipradipika or
Si[d]dbipradipika.
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or ST. The dhyanas offered by Gaurana are only to be found in later poetological works. Gaurana
offers four elaborate gadya passages to for the visualization of the matrkas of brabmans, ksatriyas,
vaisyas, and Sidras respectively. The same dhydna passages are found later in Telugu poetological
manuals, namely the Sulaksanasaramu and Laksanasiromani. The citations in these two texts are
from Nidbipradipika with no reference to Gaurana’s work. While Gaurana cites earlier works and
contemporaries (Sahityacandrodaya, Sabityacidamani, and Sabityaratnakara) that declare the necessity
of propitiating the matrkas, it is not clear whether or not they prescribed specific procedures for doing
so. And even Gaurana does not give these poetological dhyanas in his initial Laksanadipika.

Instead he turns again to mantraéastra. Citing ST 6.12-15, he describes the basic procedures for
honoring a matrkdi—namely that such a deity should be borne on a throne whose base is the “lotus of
phonemes” (varnabjendasanam dadbyad mirtim milena kalpayet avabya pujayet tasyam devim dvaranais
saha). Gaurana then goes further and draws on the PS to specify the exact dimensions and formation
of this phonemic lotus.% To worship the matrkas without taking into account these basic procedures,
he says, amounts to a fault (evam akarane dosah). While poetological texts dictated the necessity for

the auspicious analysis, it is mantrasastra that provides the theoretical framework for actually doing so.

Astrological authorities in the analysis of metremes

The dictates of mantrasastra carry less weight, however, when Gaurana shifts his analysis to the me-
treme. For one, from Gaurana’s presentation, it appears that from the beginning the poetological
tradition provided more robust dictates and resources for the auspicious analysis of metremes. This
may not be a surprise. More than the phoneme, the metreme is a unit particular to poetic literature.
In line with this, Gaurana recognizes that the formal names and definitions of the metremes were set

long ago by Pingala in the Chandabsistra (second century BCE).#” Further—as we saw above—even

46. varnabje laksanam prapaficasare [7.7] "bhibitam | vyomavibsacaturdasasvaravisargantasphuratkarnikam kifijalkalikbitas-
varam pratidalam prarabdbavargastakam | ksmabimbena ca saptamarnavayujasrasasu samvestitam | varnabjam Sirasi smrtam
visagadapradbvamsi mytyuijayam | evam akarane dosab |

47. ganabhidbanani chandasi | mayarasatajabbanalagam sammatam | bbramati vanmayam jagati yasyeti ganasvaripani |
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the earliest analysis posited a deity for each metreme in addition to some favorable or unfavorable con-
sequence. And on this point, after setting out the basic form of the metremes, Gaurana cites another
poetological text—this time the Sahityaratnikara, a work of the Andhra school. From this reference,
we learn that the deities of the metremes are forms of Siva (ganadevata sabityaratnakare — bhajalagni-
marudvyomasiiryasomatkasamjiiikab miirtayab Sankarasyastau gananam devatah smrtab). On this point,
poetology seems to be sufficient. What is more, Gaurana’s immediate poetological predecessors—
Sabityacidamani, Sabityaratnakara, and Sahityacandrodaya—-attribute further associations to the me-
tremes, namely colors (varna), planets (graha), and sidereal and tropical zodiac signs (naksatra, rasi)
for each metreme.

Yet the presentation of these other attributes belies the apparent precedence of the poetological
Sastra: Poetology does not always determine the logic that governs these advanced associations. The
question Gaurana poses to introduce the topic of the metremes’ colors alludes to the possibility that
other frameworks might be operative here. He does not begin by asking, “What are the colors of the
metremes?” (gandnam ke varnah) but rather “The metremes have the color of which things?” (kesam
varnab). The question reveals that before specifying the colors of the metremes it is necessary to
specify the grounds on which these colors are to be specified. To this point Gaurana cites the Sahity-
aciidamani, which declares that the colors of the metremes are just the colors of their presiding deities
(svasvadhidevatanam ye varnds te ceti visrura). In this case, poetology has stipulated a framework for
generating further attributes. But Gaurana shows that the rules for applying this framework often
reside under the jurisdiction of non-poetological texts. So, even though he offers an elaborate verse
of his own composition to specify the colors of the deities and metremes, he immediately cites the PS
and ST to corroborate his statement.

But the turn to mantrasastra is brief. Colors and deities aside, the other properties have a distinctly
astrological character, with the metremes subsisting under the influence of planetary and zodiacal
bodies. For this reason, Gaurana turns to both astrology and poetology, albeit to different ends. To

open up the discussion of the metremes’ planets, Gaurana does have at his disposal a poetological text—
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this time the Sahityaratnakara: “Intelligent men say that the metremes of Fire, Earth, Sky, Water,
and Wind correspond to the list of planets starting with Mars” (vabniksmakbambumarutam vadanti
manisinah ganan bbaumadikan tattatgananam ca yathakramam). As we saw in the case of mantrasastra
and the phonemes, Gaurana here uses astrology to reinforce the poetological statement. In this case, he
uses the Brhajjataka (The Big Book on Nativities), a seminal work on astrology by Varahamihira (fourth
century CE): “As [it says] in the Brhajjataka: ‘For the groups associated with Fire, Earth, Sky, Water,

”»)

and Wind, the lords are, in order, [the planets] beginning with Mars” (Sikbibbikbapayomarutgananam
adhipa bbimisutadayab). The Brhajjiataka reference here grounds the equivalencies set out in the
Sabityaratnakara. The reference to an older attestation of the two sets (elemental and planetary)
serves to make the implicit framework explicit. Nonetheless, an ellipsis remains. The list of elemental
deities omits the Sun and the Moon, which preside over the ja-metreme and bba-metreme respectively.
Gaurana notes this explicitly and explains that the ja-metreme and bha-metreme are omitted because
they already have planetary overlords in their deities—the Sun and the Moon (jaganabbaganau [. .
.J nijadhidevatagrahau). This time, however, he cites the Sabityacidamani, which gives the list of
planets—Sun and Moon inclusive—to go along with the metremes. Here the reference fulfills the
need for clarity regarding the particulars (similar to the case of the Ripavatara’s filling in an ellipsis
in the PS). The Sabityacidamani, however, could not have been used alone since the ordering of its
list is basically poetological. Its metreme list starts—as most metreme list are wont to do—with the
ma-metreme,® which has Earth as its divinity and Mercury as its planet (mayarasatajabbagananam
budbakavikujasaurifivaravicandrap). Subsequently, even though its list of planets covers more than that
of the Brhajjataka, its manner of sequencing—and thus establishing correspondences—does not fully
adhere to astrological precedent.

But when it comes to resolving true discrepancies, it is precisely the proof provided by astrology’s

system that becomes most consequential. So much is borne out when Gaurana elaborates upon the

implications of using metremes in various contexts. His base text for considering the metremes is

48. See, for instance, Gaurana’s citation of Sabityaciidamani, which itself follows Kedara’s Vyttaratnakara 1.6ab.
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the Camatkaracandrikd. Yet Gaurana here considers each metreme in turn, with an eye toward the
neutralization of inherently inauspicious metremes and the evaluation of conflicting poetological as-
sertions. The most problematic case in this regard is the bha-metreme, which has the Moon as its
presiding deity and planet. Viévesvara describes the bha-metreme as bestowing comfort (saukhyadayi).
But Gaurana finds a dissenting opinion from the Sahityaratnakara, which claims that: “When a dim-
witted poet uses it at the start of piece of prose or verse, the bha-metreme—black on account of the
Moon—spells the end for the poem’s patron” (kavina gadyapadyadau prayukto mudhacetasa krtanto
bhagano bbartub krsnavarninisakare). This view from the Sabityaratnakara is completely recast as Gau-

rana explains that the Moon’s qualities are inherently mutable:

Tradition has it that Moon is dark in color; but it has been well-established that it consists
of water. As Varahamihira says: ‘While the Moon, which is made of water [. . .].” [And]
water is actually transparent in color. . . . Asa crystal is red in the presence of the China
Rose, so does the Moon’s color depend on the influence of this-or-that conditioning
factor. As it is said in the Sambitasara: ‘The Moon’s color depends on the influence of
this-or-that conditioning factor. Red, yellow, white, and dark: these are the four colors
of the Moon. The colors of the Moon are produced by the colors of the [other] planets.’
Therefore, the Moon’s being black in color is actually possible; [and] a black Moon is
fatal. Even this statement is made according to the very same text [i.e. Sambitasara):
‘When there’s a red Moon, war. When its dark, death—no doubt. When it’s yellow,
there’s good fortune. When it’s white, the most auspicious circumstances.” Thus does the
Moon-governed bha-metreme bestow fruit in accordance to its color.#

The discussion is concluded by reference to the Sabityaratnakara (unfortunately damaged in the
manuscript), which seems to explain that given the reflective character of the Moon relative to the
other planets, the bha-metreme also takes on properties of the metreme that follows it. While Gaurana
employs the poetological text to render his conclusion absolutely clear, he relies upon exposition from

Varahamihira and the Sambitasara® to make his case—for a case he must make. Gaurana presents

49. nanu candrab krsnavarna ity aitibyam | salilatmaka iti prasiddhab | tatha varabamibirab | salilamaye Sasini [. . .] |
salilasya suklariipatvam eva | [. . ] tatha | japakusumasamnidhyat sphatikasya raktateti | Sasini ca tattadupadbivasat tattadru-
pata vidyata eva | tatha sambitasare | Sanaiscarab tattadupadbivasat tattadripata vidyata eva | raktam pitam sitam krsnam
candravarnacatustayam | grabavarnena varnds ca Sasankasya prajayate | tasmdc candrakrsnavarnatvam sambhavaty eva krsna-
candro mrtyukrt | etad apy uktam yathd tasminn eva | raktacandre bhaved yuddham krsne mrtyur na samsaya | pite subbam
vijaniyat svete Subbataram bbavet | iti candradhbisthito bbaganab tattadvarnanurapapbalam dadati ||

50. The identity of this text is not clear to me. As the quotation is not in Prakrit (and elsewhere Gaurana leaves non-
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two conflicting but equally traditional pieces of wisdom regarding the Moon’s properties. On the one
hand, he labels the Sabityaratnakara’s view as traditional wisdom or aitibya; while on the other hand,
he notes an equally well-established or prasiddha view that the Moon consists of water. Because these
two views seem to be equally valid, Gaurana must in the end resort to a more rigorous method.

By citing Varahamihira and the Sambitasira, Gaurana reproduces the work that these texts do in
order to establish the basic properties of the Moon as well as any further attributes that would be
entailed. In this case, Gaurana does not throw out what he identifies as the traditional view, but he
does show it to be incomplete insofar as it lacks the requisite background of astrological research. And
while the Moon’s reflective color makes it and the bha-metreme special cases, it nonetheless exem-
plifies a general principle: The celestial bodies can all come under the influence of one another and
stand in relationships of affinity (maitri) and enmity (Satrava, satruta). Therefore, the metremes do,
too. Gaurana makes this point explicitly elsewhere in the Laksanadipika: “The best sages reckon the
affinity and enmity between the metremes according to the affinities and enmities of their presid-
ing planets”(gananam Satrutamaitri vijiieyau munipumgavaib tadisanam grabanam ca Satrutvan maitrya
sadd). Thus astrology becomes the fundamental resource for analyzing the metremes precisely because
it has already described and established the properties of the astrological entities that condition the

metremes.5!

The criteria of authority

While Gaurana is obviously concerned with the validity of sources and their opinions, we should note
that he does not explicitly offer any criteria of authority. So far, we have seen only that Gaurana holds

works to be authoritative—some more than others. Poetological treatises can hold valid opinions

Sanskrit quotations untranslated), it does not appear to be identical with the work of the same name by Sankuka. Dating
might preclude its being the Sambitasira of Krsna, which Pingree identifies as a slightly later revision of the fifteenth
century Jfyotirnibandba of Suramahatha Sivadasa. (David Pingree, Jyotibsistra: Astral and Mathematical Literature, vol. 4, 4
(Wiesbaden: Otto Harrassowitz, 1981), 115-6)

51. See, for instance, the grabamaitriprakara, where Gaurana refers only to a passage from Gargya (whose text is mostly
lost, but, according to David Pingree, is cited by Varahamihira and others) to establish the relationships between the
planets but does not then dwell on spelling out the metremic relationships, which simply follow the astrological pattern.
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and may even be authoritative in decidedly poetological matters (such as the technical terms for the
metremes and the very necessity of analyzing poetry’s auspiciousness). However, when it touches topics
that are not strictly literary, authority may shift elsewhere. From the analysis above, it would seem that
Gaurana ultimately privileges works that offer a particularly systematic and comprehensive treatment
of some subject—mantrasistra when it comes to the metaphysics of phonemes, jyotibsastra in the
astrological properties borne by the metremes. Gaurana demonstrates this ethic of comprehensiveness
in composing his own work. The syllabus he describes at the start of the work; his analysis of the
phonemes; and his citation practices themselves suggest that comprehensiveness and systematicity
are among the criteria of authority. Further, this comprehensiveness and systematicity always serve
Gaurana’s arguments for consistency between poetological axioms and the precepts handed down in
any knowledge system that might be relevant. Ultimately, in arguing for his kind of consistency
Gaurana places poetology under the aegis of not just traditional knowledge systems but, more precisely,
brahmanical systems of knowledge.

To be sure, Gaurana nowhere identifies his mantrasastra and jyotihsastra sources as belonging to
the transcendentally authoritative classes of sruti and smyti that undergird the brahmanical $astras.>?
To be sure, he does explicitly cite from sruti and smrti separately, but only three times—two of which
are in the abstract. In the first case, the reference is explicitly used to validate another source. Here
Gaurana adduces a statement allegedly from $ruzi, in support of opinions given by Manu (in this case on
the auspiciousness of Fire).53 In the second case, $ruti and smrti directly speak to the matter at hand.
Here Gaurana considers the ja-metreme, whose planet is the Sun. Against the standard poetological
view (that the ja-metreme causes disease), Gaurana offers a verse describing how the poet Mayura was

cured of leprosy after praising the Sun with his Siryasataka. To corroborate this tale of the Sun’s

52. Sheldon Pollock, “The ‘Revelation” of ‘Tradition’: Sruti, Smrti, and the Sanskrit Discourse of Power,” in Lex et
Litterae: Studies in Honour of Professor Oscar Botto, ed. Siegfried Lienhard and Irma Piovano (Torino: Edizioni dell’Orso,
1997), 409.

53. “See also Manu: ‘One should seek glory from (Fire who) eats the sacrifice” And what is said by Manu . . . is
trustworthy. Sruti says: ‘And what is more, whatever Manu says is a balm indeed!” (tatha manub | Sriyam iccheddbutasanat
| manuna yad uktam [. . .] grabyam eva | yad vai kim ca manur avadat tad bbesajam iti Srutib |)

68



curative powers, Gaurana then adduces two adages from $ruti and smrti.* Here Gaurana conceives of
the two as a generic pair without referring to a particular textual instantiation.’s The third reference

comes as Gaurana asserts that only a brahman should be a poet:

The word pure used at the beginning of the verse means “brahman.” As Sruti says: “Pure
is the brahman, pure is the poet.” Thus a poet is simply a brahman and not $udra, et
cetera. Never a $iidra nor a vaiéya nor even ksatriya, only a brahman is poet. Surely, Sruti
is the exemplar here. [As it is said] in the Yajurveda: “Pure is the poet.”?¢

As opposed to the other references, this reference points to a specific Veda in the course of expli-
cating and grounding the initial claim. In each case, the Sruti-Smrti dyad would seem to be of the
highest authority insofar as it certifies not just literary but also sastric statements. So much is to be
expected. As Pollock has argued, the Veda may be conceived of as the supreme $astra—the paramount
source of knowledge of the world; moreover, according to the tradition, it has transcendental authority
(being eternal, authorless, and infallible).5? Sruti and smrti are the particular manifestations of this
supreme knowlege: Sruti is Veda directly perceived (verbatim, in its current recitation), Smrti is Veda
remembered (heard upon a time).5® Insofar as it was increasingly imagined after the fashion of smrti,
$astra came to have a similar authority: That is to say, the theory that mandates practice—and even sets
its ambit of possibility.® This suggests one reason for Gaurana’ silence: He understands the Prapari-
casira, Saradatilaka, Amarakosa, Sambitasira, the works of Varahamihira (Brhajiataka, Brhatsambita),

and any works they cite (e.g. Gargyasamhita in Brhatsambita) as being self-evidently authoritative.

54. “And on this point, Sruti and Smrti: ‘Sun—destroy my heart disease and jaundice.” ’One should seek health from
the shining Sun.” [atra ca Srutib smyti§ ca | brdrogam mama siryo harimanam ca nasaya | arogyam bbaskarad icched iti]

55. Indeed, a textual source for either statement is not forthcoming. The explicit validation of Manu—the author of
a smrti text—in $ruti is unexpected to say the least. The second citation on the Sun has a parallel in Ramacandrakavi’s
commentary on Mayuras Suryasataka. Here it occurs in the course of Ramacandrakavi’s telling of the $ataka’s frame
narrative. (George Payan Quakenbos, ed., The Sanskrit poems of Mayira, vol. 9, Indo-Iraninan Series (New York: Columbia
University Press, 1917), 358).

56. asya padyasyadau prayuktena SuciSabdena vipra ucyate | tatha Srutib | Sucir vipras Sucib kavir iti | tasmad vipra eva kavib
| na tu Siudradayab | tatha bi | na Sidro na ca vaifyas tu na narendrab kadacana | vipra eva kavir ninam atrodabaranam Srutib
| yajusi | Sucib kavir iti ||

57. Sheldon Pollock, “The Theory of Practice and the Practice of Theory in Indian Intellectual History,” Journal of the
American Oriental Society 105, no. 3 (1985): 519.

58. Pollock, “Revelation’ of ‘Tradition’,” 406.

59. Pollock, “Theory of Practice,” 515.
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On the other hand, what is neither self-evident nor unassailable is the validity of poetological $astra.
As we have seen so far, when poetological theory touches a subject that is not strictly poetological,
its precepts must be reckoned and revised in the light of $astra that has already theorized the subject
in question. But still more, Gaurana argues that poetological theory must conform to its object—the
actual practice of poets. Nevertheless, not all poetic practice is authoritative; were it so, there would
be no need for Gaurana’s work, nor his son’s Goad, nor the other antagonistically titled treatises like
them. Thus Gaurana appeals more specifically to the practice of great poets (mahakaviprayoga). He
does so as a way of corroborating precepts certified by $astra. But, more strikingly, the practice of
great poets can be a precedent in itself. Gaurana’s discussion of the za-metreme bears this out in the

supplement:

The [particularities] of the ta-metreme [are given] in the Sabityaratnakara:

Whenever followed by the bha-metreme, the ta-metreme
whose divinity is the Sky, grants every desire for the author and patron.

For example, it is said in Amaru’s poetry: “jyakrstibaddbakbatakamukba.” Now, one might
say: No—the ta-metreme is intrinsically harmful; so how could it engender any benefit?
The reply would be that it would bestow good fortune if it is linked with an auspicious
metre, just as an onion gains a pleasant fragrance through contact with sandal. Yet—it
has been said that there is a flaw in using the the ta-metreme: “Ta: the Sky [its divinity],
a light syllable at the end, destruction.” And: “For the Sky, Void.” But even so, great
poets who know the standards of speech have accepted it at the beginning of treatises
and among the literary ornaments. Therefore, the ta-metreme can only be auspicious.
For example: “astyuttarasyam” in the Kumarasambhava. And Sankaracarya: “omkara-
panjarasukhim.” Furthermore, the treatises also say that the ta-metreme is auspicious. In
the Camatkaracandrika: “The ta-metreme: Sovereignty is its fruit, a light syllable at the
end, the Sky its god.” And in the Sahityacandrodaya: “The ta-metreme always bestows
every blessing.”¢?

60. taganasya sabityaratnakare | nityam bbaganasannidhyat sarvabbisthaphalapradab | kartub karayitus caiva tagano vy-
omadaivatab | tatha coktam amarukavye | jyakrstibaddhakbatakamukbeti |maivam | prakrtya hanidas taganab | katham Sreyab
karisyati | yadi subbaganayukta[§] subbado bhaved iti cet | yatha palandub Srikbandayogena kim sugandbi bbavet | kimca
taganaprayoge dosam aba | to dyaur antyalaghub ksayam iti | gagane Simyam iti | evam saty api va vakyapramanajfiair mahakav-
ibbis tarkagrantbadau nanalamkaresu camgikrtatvat taganafs] subbada eva | tatha kumarasambhave | astyuttarasyam iti |
[parimalakrsnavijaye dbauyadaparvatasya pumsa?] iti | mantramahdarnave | omkdarapasijarasukbim iti | Samkaracaryab | kimca
laksanagramthesv api taganas Subba ity ucyate | camatkaracamdrikayam | atvam antyalaghukas tagano vyomadaivata iti |
sabityacandrodaye | taganas sarvasaubhdgyadayakas sarvada bhavet iti |
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What Gaurana points to here is a disagreement within the Andhra school. The Sahityaratnakara
holds that the za-metreme is permissable so long as it is followed by the bha-metreme. The objection,
however, takes issue with the notion that a malefic metreme can be made positive, adducing two
statements from other poetological treatises (the first from the Kavikanthapasa, the second apparently
from the Sabityaratnakara itself). Unexepectedly (given what we have seen so far) Gaurana does not
turn to jyotihsastra. It may be that that science is useless here. The firmament as such has little
significance for the astrologer; it is primarily the medium in which celestial signs are manifested.
Because it was unaddressed, the Andhra poeticians were free to take up the problem and define some
of the Sky’s properties at their own discretion. (Further, I would suggest that the Andhra school’s
conception of the Sky as a discrete entity is another indication that the poetological analysis does not
descend directly from the non-artistic knowledge systems Gaurana claims.) And, as the foregoing
analysis has shown, Gaurana believes that poetology lacks a solid $astric foundation (save, perhaps, in
the specialized area of metrics as set out by Pingala). For this reason he looks to what “great poets”
have done. They are imagined to “know the standards of speech.”

Gaurana’s appeal parallels the grammarians’ taking recourse to a speech community of the fista
or “learned” who can certify usages not explicitly legislated in available grammars. Such folk are
deemed authoritative insofar as they are irreproachable brahmans who are observed to be masters of
the available grammatical knowledge. Through some higher sagacious insight, they are thought to
have access to some more complete body of grammatical knowledge.é! Such a view thus preserves the
priority of theory over practice even while recognizing the inevitable fissure between the two. In the
case of Gaurana’s appeal, the source of the great poets’ knowledge is not specified; but, whatever it
may be, it is independent of the teachings propagated by poeticians. Poetology can corroborate poetic
usage, but Gaurana does not think it solid enough to legislate usage on its own. In this regard, he
mirrors the tack of a commentator like Mallinatha, who defends poets against the criticisms leveled by

poeticians. As McCrea has shown, Mallinatha often works to close the gap between theory and practice

61. Pollock, “Theory of Practice,” 505.

71



by showing an allegedly flawed usage to be justifiable by some other $astric authority.6? In so doing,
Mallinatha preserves the precedence of even this $astra. Still, Gaurana finds available poetological
sastra to be fundamentally wanting. In this regard he stands closer to the regional language poeticians
described by Pollock: They maintain in principle the centrality of $astra; but, because they are not
treating a language imbued with transcendent authority (that is to say, Sanskrit), they are “paradoxically
dependent on antecedent literary practices that have achieved some kind of canonicity.”? In the same
way, Gaurana turns to the usage of great poets given the unstable and seemingly inchoate character of
this poetological knowledge.

Despite this afhnity with the regional poetics’ perspective, Gaurana does not invoke some canon of
Sanskrit poets from Andhra. Rather, most of the great poets to whom Gaurana appeals are claimed by
Sanskrit literary culture at large. Among them, Kalidasa, Bharavi, Magha, Sriharsa stand out. These
four are (in chronological order) the authors of the works that fill out the pajicamahakavya or five
great literary works of the Sanskrit literary canon: Kumarasambbava and Raghuvamsa; Kiratarjuniya;
Sisupalavadba; Naisadbacarita. The grouping, Deven Patel conjectures, emerged in the fourteenth
century, and it was likely reinforced by commentators (like Mallinatha) who worked as teachers in
contexts where these five were accepted as great works in need of proper professional explication.64
Aside from these major four, Gaurana also cites Banabhatta and Subandhu, who are frequently included
in other lists of great poets and are noteworthy for having set the template for major works of prose
poetry (gadyakavya). There is nothing exceptional in Gaurana’s referring to their works, which likely
constituted the major part of the literary curriculum.

But, as Gaurana’s excursus on the ta-metreme shows, his class of great poets is more expansive.
For one, he includes Saﬁkarﬁcﬁrya among this class. Such a move is (perhaps) unexpected but not

unreasonable; Sankara is often celebrated not just as a philosopher but also as a hymnist with many

62. Lawrence McCrea, “Poetry in Chains: Commentary and Control in the Sanskrit Poetic Tradition,” in Language,
Ritual and Poetics in Ancient India and Iran: Studies in Honor of Shaul Migron, ed. David Shulman (Jerusalem: Israel
Academy of Sciences & Humanities, 2010), 240-7.

63. Pollock, Language of the Gods, 366.

64. Patel, Text to Tradition, 60-62.
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compositions ascribed to his name. In this regard, we might see Gaurana’s including Sankara as fore-
shadowing the image of the teacher that emerges later, among the Tamil Srividya intellectuals described
by Elaine Fisher. For example, in Rajacidamani Diksita’s Saﬂkardbbyudaya (sixteenth century), over
and above his philosophical and contemplative work, it is Sankara’s mastery of Sanskrit poetic tra-
ditions that gains him his apotheosis, the throne of wisdom.t> Other citations are, however, more
surprising. Between the opening words of the Kirdtarjuniya and those of the Naisadhiya, Gaurana also
adduces the mangala verse of a philosophical treatise, the Nyayasara (Essence of Logic), in suppport of
using the ja-metreme.® The move is striking for few would label the work a kavya—Ilet alone a major
kavya. Nonetheless, alamkarasastra and allied disciplines would have no problem describing its form
(a free-standing verse (muktaka) in praise of Siva in the meter vamsastha). To put it another way—the
task of the author, the Kashmiri Pasupata Bhasarvajfia, is primarily one of philosophical explanation
(as the quoted verse itself attests). Nevertheless—and if only for a moment—the philosopher is still
engaged in the work of the poet. Though they are not exactly a part of the kavya commentators’
canon, neither figure is exactly unknown in the history of Sanskrit literary culture. To say this—
especially with regard to Sankaracarya—is an understatement. Like the canonical poets, these other
figures could very well have been encountered in a pedagogical environment.

This literary and pedagogical connection is underwritten, it seems to me, by these figures’ brah-
manical character. This—more than some standard of literary accomplishment—unites Gaurana’s
great poets. Gaurana’s insistence that only brahmans should be poets makes his brahmanical sympa-
thies no secret. Beyond this, however, Gaurana’s Laksanadipika mainly works to ground—and thus to
embed—poetological knowledge in more established systems of knowledge. And each $astra he cites
bears the mark of brahmanical tradition. Gaurana’s reliance on the Saradatilaka and Prapaiicasira
underscores this. For one, as Alexis Sanderson has argued, these texts appear to have been digests for

brahman ritualists edging their way into the field of tantric ritual. Moreover (if more tenuously), as

65. Elaine M. Fisher, “Just Like Kalidasa’: The Sakta Intellectuals of Seventeenth-century South India,” The Journal of
Hindu Studies, 2012, 15-16.

66. mabakaviprayogab | bbaravikavye Sriyab kurinam iti | nyayasare pranamya Sambbum jagatah patim iti | naisadbakavye
nipiya yasya ksitiraksina iti |
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we have seen Gaurana emphasizes the authority of the Prapasicasara’s presumed author Sankaracarya
(“because Sankaracarya taught [them] as separate”). In so doing, he exhibits some similarities with the
(proto) Smartas studied by Fisher. As she has described them, they are brahman Saivas who espoused
a Vedic orthodoxy and looked back to Sankaracarya as progenitor of their community. That notwith-
standing, unlike the Tamil country intellectuals Fisher describes, Gaurana does not espouse a Srividya
theology nor does he explicitly associate himself with an intellectual lineage descending from Sankara.
Little more can be said about Gaurana’s theological afhliations based on his poetological work alone;
he does not argue for the pre-eminence of particular theological positions, nor does he seek to prove
the validity of certain scriptures. He is instead arguing about the proper foundation of poetological
knowledge and, thus, the proper training and background for the poet himself. So, that the sources
may have been part of a particular curriculum holds; but, whatever that curriculum may have been, it
seems to have been a brahmanical one.

While this brahmanical brand of knowledge is necessary, it is not in itself sufhcient. The poet
himself must have a certain character. In this, education and breeding are key. Yet, despite his eventual
stipulation that a poet must be a brahman, Gaurana’s basic description does not include the caste
requirement. He quotes from the Sahityaciadamani: “A man who is pure, clever, calm; who is praised
by respectable folk, trained in the arts, learned; who is sweet voiced and expert in poetry; who knows
what to do; who knows omens; who is kind, born of a noble clan; whose body is auspicious and who
knows the properties of the metremes—such a man is a poet” (kavilaksanam sabi[tyaci[damanau] Sucir
daksah santas sujanavinutah [. . .] kalavedi vidvan kalamrduvadah kavyacaturah krtajiio daivajiias sadayas
satkulabbavah subbakaras chandoganagunaviveki sa bi kavib). Excepting extraordinary charisma, martial
or romantic prowess, the poet so described here resembles the heroic subject (ndyaka) prescribed for

poetry and drama.®’” The qualities the manual demands are primarily virtues acquired by rearing;

67. Compare the core qualities of the nayaka described in a text likely known to Gaurana, Singabhupala’s Rasirnava-
sudhakara (Full Moon Over the Ocean of Rasa) 1.61-63: “. . . The hero is male and full of good qualities. His qualities
are: magnanimity, nobility, steadfastness, cleverness, radiant, and righteousness; further, he is well born, well-spoken,
grateful, modest, pure, composed, charismatic, artistic, and pleasing to people. The learned have taught that these are
the universal qualities of the hero” (. . . nayako gunavan puman | tadgunds tu mababbagyam audaryam sthairya-daksate
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traits gained through education (an acquaintence with omens, knowledge of the arts, poetry, and
the metremes in particular) shade into qualities conducive to noble comportment, such as the ability
to speak in a pleasing manner. Others, like being born of good family, are ineluctably congenital.
Nonetheless, “being born in a good family” could be interpreted variously. In the dramaturgical
domain, though the nayaka is most often a ksatriya, some subtypes are open to vaisyas and brahmans.
So, according to the initial definition, the poet could also come from a vaisya or ksatriya line.

Further, given the increasing recognition of saz (“good” or “noble”) $udra lineages by Gaurana’s day,
the poet could even be from such a clan based on the Sahityaciudamani’s definition alone. Among such
groups are the Recérla kings (who retained Gaurana’s uncle and father as ministers) as well as their
rivals to the east, the Réddis. While these kings do not necessarily emerge as poets in their own right,
they are active participants in the literary culture of the period as authors of theoretical and critical
works. So, Recérla Singabhupala composes the dramaturgical manual Rasarnavasudhakara (A Moon for
the Ocean of Rasa) and Réddi king Péda Komati Vema composes the musicological Samgitacintamani
(A Wishing-jewel for Music), commentaries on the Amarusataka and selections from Hala’s Sattasa,
and the poetological Sabityaciidamani (which Gaurana cites). These works are cited as authorities in
premodern commentaries and other poetological works. So, poeticians on the whole seem to accept
these works on scholastic grounds. Furthermore, poets and poeticians seem to accept such $udra
lineages as patrons and subjects of literature. By the fourteenth century at least, poets had developed
a repertoire of poetic conventions and mythological standards of comparison for proudly proclaiming
the $udra identity of these kings.*8

Gaurana, however, would not go too far with these accommodations. He limits the class of poetry’s

creators by singling out the poet’s being “pure” as his key characteristic. As we saw above, he argues:

|| aujivalyam dbarmikatvam ca kulinatvam ca vagmita | krtajfiatvam nayajfiatvam Sucita manasalita || tejasvita kalavattvam
prajarafijakatadayab | ete sadbaranah proktab nayakasya guna budbaip ||).

68. See, for instance, the opening of the Vemabbipalacarita (p. 3), where the poet Vamana Bhattabana describes the
line of Réddi kings as Sidras descended from the divine feet of Visnu. The image is employed elsewhere in the R&ddi
inscriptional corpus. This expansion is not limited to poetry alone. Theodore Benke has begun to track the accomodation
of sat-$idras in premodern legal and ritual manuals. See: Theodore Benke, “The Stdracarasiromani of Krsna Sesa: A 16th
Century Manual of Dharma for Sadras” (PhD diss., University of Pennsylvania, 2010).
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“The word pure used at the beginning of the verse means ‘brahman.’ As Sruti says: ‘Pure is the
brahman, pure is the poet.” Thus a poet is simply a brahman and not a $udra, et cetera. . . . Surely,
Sruti is the exemplar here. [As it is said] in the Yajurveda: ‘Pure is the poet.” Thus purity (sucita)
is made synonymous with brahmanism. Circular as it may be, Gaurana’s argument seems to be this:
Poetry must be auspicious and unsullied. Purity is the basis of auspiciousness here. The parameters
of purity and auspiciousness have been detailed by brahmanical $astra. Only a poet learned in these
traditions can produce a sufficiently pure piece of poetry. More than this, the poet’s own purity (or lack
thereof) inheres in the poet’s work. Only a brahman, it would seem, is vested with the requisite purity;
brahmanical knowledge, rooted as it is in Vedic tradition, says so. Thus Gaurana’s final citation on the
caste identity of poets and their poetry: the poetry of non-brahmans—of $udras and their like—is
impure and to be considered repulsive, just like milk from a dog (Sunidugdham yatha tyajyam padyam
Sidrakrtam budbaib gavam iva payo tatha kavyam viprena nirmitam). In the end, just as the stuff of
language has powers that transcend its semantic capabilities, so, too, does the poet have a certain
metaphysical constitution. Yet, where the properties of phonemes and metremes may be attenuated
or exacerbated, it is not so for the would-be poet. According to Gaurana, there is simply no procedure
whereby poets can control the consequences of their caste.

Of course, such a pronouncement makes the most sense only if we imagine that Gaurana faced non-
brahman poets and not just the kingly connoisseur-poeticians cited above. However much Gaurana
attempts to naturalize the co-incidence of poethood with brahmanism and purity, the statement is
not so much descriptive (“All poets are brahmans.”) as prescriptive (“All poets should be brahmans”
or “All real poets are brahmans”). He begins with the recognition that poetic practice is not so
tightly regulated, and that it is precisely this lack of regulation that necessitates his work. His ending
here suggests that neither is the class of poets regulated, let alone monopolized by practitioners of a
single caste. His declaration that all poets be brahmans is then better understood as the culmination
of an argument: Poetological knowledge regarding auspiciousness should be made consistent with

other knowledge on auspiciousness. Such knowledge is, at least implicitly, aligned with brahmanical
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tradition. Therefore, poetic practice overall should be a brahmanical enterprise.

This more studied argumentation goes hand-in-hand here with a frame that could be characterized
as alarmist. As noted above, Gaurana introduces his text by saying that such knowledge is a matter
of prosperity or destitution—even life or death. In this light Gaurana’s work in the Laksanadipika
is driven by an anxiety about the power of poetry and thus poets themselves. The titles of other
poetological works from this period echo the concern and the consequent need to keep poets in
check. Thus, they label poets as beasts to be reined in with the anonymous Leash (Kavikanthapasa), or
wild elephants to be prodded and tamed with Gaurana’s son’s Goad (Kavigajankusamu), or an invasive
species of serpents to be kept in check by their raptorial natural predator (Kavisarpagarudamu,).

In being fashioned to counter poetic dangers, these texts resonate with stories of medieval south
Indian poets and the havoc they wrought. I have noted above the dreaded poet Vemulavada Bhimakavi.
The archetype of the period’s sorcerous poet, he looms large in stories framing the orally-circulated
catu verses. Known for cursing kings who dare scorn him, he mirrors—as Narayana Rao and Shulman
have argued—the wrathful sage or the powerful Vedic 75i.¢> But I would add that part and parcel
of Bhimakavi’s origin story—and thus his fearsome figure—is his vexed social status. In stories of
his early life, Bhimakavi is depicted as the son of a brahman widow who bore him some time after
her husband had died.”® He was ridiculed and abused by the community because of his apparent
illegitimacy. Eventually he insisted that his mother reveal his parentage. She, in turn, told him that
his birth was the result of a blessing received at Daksharama and that his father was none other than
the temple’s deity, Bhimesvara Siva. Upon learning this, he went to the temple straightaway and,
brandishing a rock at the massive stone linga there, demanded that the god confirm his mother’s
story. Thus threatened, Bhimesvara confirmed the story and granted his namesake the ability to bless
and curse at will. Though the power would mostly manifest in poetry recited at court, Bhimakavi first

uses this power as a boy. When a group of brahmans banishes him from a feast, Bhimakavi—now

69. David Shulman and Velcheru Narayana Rao, A Poem at the Right Moment: Remembered Verses from South India
(Berkeley: University of California Press, 2001), 157.

70. Velcheru Narayana Rao, “Multiple Lives of a Text: The Sumati Satakamu in Colonial Andhra,” in Ritual, Caste, and
Religion in Colonial South India (Halle: Franckesce Stiftungen, 2010), 353-4.
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enlightened and enraged—curses the brahmans, transmuting their rice to lime, their cakes to frogs, and
the brahmans themselves to logs. While Bhimakavi is ultimately proven to be of superlative stock—
son of Siva himself—he nevertheless sits on the fringes of society, respectability, and auspiciousness.
That he is a kind of outcast to kings and other brahmans is because he is a figure to be feared; but
that he is a figure to feared is also a product of his first being outcast. In legend and in the work of
poeticians like Gaurana, fear of the poet’s power descends in part from a fear that such power could be

in hands that might not heed (or might not have to heed) the institutions of brahmanical authority.

Conclusions

In large part, Gaurana and the Andhra school’s anxiety over auspiciousness may have been rooted in the
forms of poetry that occupied their attention. In particular, they describe forms of poetry that Gaurana
calls catuprabandba. The term catu is most widely known in south Indian literary culture as referring
to verses that circulate orally and are usually accompanied by a story that explains the circumstances
under which a poet uttered the verse. Gaurana, for his part, offers no gloss on the designation.”!
However, it seems that these catus and Gaurana’s catuprabandha are distinct. Especially following the
foregoing essay on the auspicious analysis and the rationale with which Gaurana opens his work, the
panegyrical character of catuprabandha becomes clear quite quickly. Even at a superficial reading,
we can in part understand Gaurana’s designation catuprabandba (attested earlier in Amrtanandayogin’s
work) as speaking to the encomiastic character of these works: The compound’s first word catu is often
taken in the meaning of “sweet” or “pleasing.” In an extended sense—particularly when the adjective
modifies speech—the word can refer to “flattery.” This may highlight the genre’s panegyrical function
and, ultimately, a courtly orientation. The consequences enumerated by the auspicious analysis already
suggest a concern for distinguished persons. So much is said explicitly in the opening statement to

the section on catuprabandha: “Poetry should give results such as fame; thus it should be free of stain”

71. On these carus, see especially: Shulman and Narayana Rao, A Poem at the Right Momens.
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(kavyam kirtyadiphaladam syat tato dosavarjitam). And, indeed, at a glance the phonemic effects are
particularly consequential to people of consequence: To be sure, the majority of the phonemes are of
a common interest, impacting bodily welfare (for example: CH, J, JH, N, B, B, N, R, V) and general
happiness and prosperity (4, 4, I, I, U, U, E, O, the velars, the cerebrals, 7, PH, BH, M, Y, L, H,
KS). Yet others are less general and touch specifically on the concerns of political life: the need to
be well-spoken (47, V); anxiety about personal fame and prestige (C); concern for one’s lineage and
legacy (R, R, L, L); and war (TH). Even those that touch on the body and, in particular, its beauty
and desirability (E, D, DH) point toward the concerns of political life and the court. The point is
merely driven home when Gaurana stipulates (following the Alamkarasamgraba) the proper subjects of
these compositions. They should be such persons as gods, anti-gods, brahmans, gurus, kings, vassals,
and ministers (bbaveyur yatra netarab surasuramabisurab guravab ksonipalds ca samantds sacivadayah).

Moreover, as Gaurana and the other Andhra poeticians describe it, the archetypal form of the
genre is the udabarana, which is centered on the praise of an explicitly named patron. In a move that
draws on mainstream alamkarasastra’s stylistic analysis, he remarks that “it should be in the Gauda
style [the bombastic style, replete with nominal compounds and sound-based figuration] . . . it
should contain words of an energetic quality that blaze with the subjects virtues” (syad yatra gaudariti

. ojabpradhanab sabdas syur yatra netrgunojjvalah). Thus the form and the content of the work are
wholly oriented towards representing an eminent—if not royal—subject.

More to the point, the udaharana aligns quite closely with the functions and powers of poetry elab-
orated in the Andhra school’s auspicious analysis. Formally speaking, it consists of eight sections. Each
section consists of a single verse (Gaurana stipulates that it be a Sakvari meter, but other poeticians
offer alternatives), which verse is followed by a eight lines of kalika prose which are in turn followed
by eight lines of utkalika prose. More to the point, however, each section comprises a string of noun
phrases in praise of the poem’s subject, who may be human or divine. Gaurana stipulates that each
verse in the composition must include the name of its subject (atra sarvani padyani netrnamankitani

ca padye padye kramopetanetynamavibbaktiyuk). Each section is focused on a particular grammatical
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declension. Thus, the compounds describing the subject in the first section are all declined in the
first case (the nominative), in the second section the second case (accusative), and so on; the ninth
section is called the sarvavibbaktika verse and has a noun phrase declined in each of the seven cases.
Finally, the work includes a tenth verse, which identifies the poet.’? With this structure, the work
is understood to propitiate the goddesses that preside over the seven grammatical declensions [vib-
haktidevata]. Exalting / exemplifying the grammatico-divine entities in this way is understood to be
auspicious for the similarly exemplified / exalted subject. According to Amrtanandayogin, who is not
cited by Gaurana on this point, “the divinities that preside over the declensions—whom the wise call
Virajanti (Radiance), Kirtimati (Fame), Subbaga (Prosperity), Bhogamalini (She who wears the garland
of pleasure), Kalavati (Artistry), Kantimati (Glamour), Kamala (Wealth), Jayavati (Victory)—give a
gift that corresponds to their name when pleased by this praise.””* Therefore, the udaharana is pre-
cisely the kind of charged panegyric that, as the Andhra poeticians caution us, can have truly magical
consequences.”4

Thus, the central force behind the Andhra school’s development may have been the poeticians’
anxiety over and drive to describe poetry’s power, especially when it is used to express royal power in

a courtly context. Jennifer Clare emphasizes the courtly cause in her study of Tamil pattiyal treatises,

72. athodaharanadinam uddistanam yatha kramam | laksanam kriyate samyak parvacaryyanusiratab || vibbaktib prathama
pascat evam sambodhanantima | dvitiyapramukbas saptaf. . .] syur vibbaktitah || Sakvaryadimabachandonibanddho yatra
dréyate | padye padye kramopetanetrnamavibbaktiyuk || jayetyadipadopetam malinivrttam adimam | kimeadya vapi cantya va
kalikastadala smrta || kalika to [. . .] matra va kimcid anapi so jvala | vibbaktyabbydsasamyukta caturdba va susobbana ||
bhaved utkalikavete pirvoktankdsya te ubhe | ojabpradhanah sabdafs] syur yatra netrgunojvalap || syad yatra gaudaritir ya yatra
bandho/. . ] dburap | bhaveyur yatra netarab surasuramabisurab || guravap ksonipalas ca samamsttas sacivadayab | yatra syad
rasasampiirtis tadudabaranam bbavet ||

73. virgjanti kirtimati subbdga bbogamalini | kalavati kantimati kamala jayavatyapi || eta vibbaktyadbisthatryo devatab
kathita budhaib | dadatyetab stutipritah svasvanamasamam phalam || (AS 11.13-14).

74. That these magical genres were often termed cazuprabandha may provide some insight into the eventual use of catu to
refer to the oral verses described by Narayana Rao and Shulman. They say: “Verses praising a given donor (birudu-gadyas,
for example, which list the patron’s titles and honors) are not catus unless they become integrated into the whole citu
system, in which case their import changes radically. The image of the patron becomes inflated to an enormous degree,
and the poet’s image also fits the citu milieu” (Shulman and Narayana Rao, 4 Poem at the Right Moment, 136). However,
it is precisely the set of short encomiastic forms that, are first called catu in the literary culture of Andhra. As I will
argue in the next chapter, these forms were likely the major activity of the working premodern poet. Further, they are
definitionally occasional, composed for some patron and, as the repeated concern about the astrological conditions belies,
to be peformed at a specific time. The possibility of silent or private reading notwithstanding, these are decidedly works
to be performed aloud in a social—or else systematic and ritual—setting, for the patron. The erotic verses aside, it is in
just such a social context that the majority of the stray catu verses are situated in premodern sources.
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which share many of the Andhra school’s concerns. The earliest of these texts—Panniru Pattiyal
and Venpa Pattiyal—are likely to have been composed around the twelfth and thirteenth centuries
respectively. As such they may predate the earliest works of the Andhra school; however, no pattiyal
is explicitly referenced by Andhra school poeticians. That said, the similarities between the pattiyal
works and Andhra poetology are striking. According to Jennifer Clare’s description, a central task of
the works is to describe the rules governing poruttam, the affinity between things.”> To begin, the
rules stipulate the words that can serve as the first, necessarily auspicious word (marikala col) of a poem.
These must either mean auspicious or beautiful (for example, ziru, the usual translation for Sanskrit
§ri) or refer to something auspicious (such as an elephant).”¢ Even further, this complex system of
poruttams stipulates such things as the astrological sign, gender, and age associations of the the first
syllable (Tamil varunam, Sanskrit varna), which must correlate with that of the patron.”” The pattiyals’
poruttam system, like that of the Telugu country texts, delineates these correspondences as essential
knowledge for practitioners of the poetic arts. Delineating poruttam aside, pattiyals also spend much
time detailing panegyrical genres of pirapantam (Sanskrit prabandba).

Despite these similarities, I would hesitate to follow the pattiyal parallel too closely, let alone de-
clare it a direct ancestor of the Andhra analysis. At root, the two rubrics do not appear to be identical.
To start, they do not enumerate the same panegyrical genres. Moving to the auspicious analysis, the
Andhra system does not place an explicit emphasis on the first word’s having an auspicious mean-
ing (though presumably all the better if it does). Furthermore, aside from astrological affinities the
pattiyals address properties (e.g., life stage—Tamil tanam or Sanskrit sthanam) that do not concern
Andhra poetology. The metreme analysis—seemingly the earliest topic for the Andhra school—does

not feature in the pattiyals; still, metrical issues are addressed with regard to the properties of words

75. Jennifer Steele Clare, “Canons, Conventions, and Creativity: Defining Literary Tradition in Premodern Tamil South
India” (PhD diss., University of California, Berkeley, 2011), 72. The term, Clare explains, has a range of meanings.
Significantly, in its modern usage, the word refers to the agreement of the horoscopes of two people being matched for
marriage.

76. Ibid.
77. Ibid., 74.
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(col poruttam) insofar as the first word is not to be split between metrical feet.”® Finally—and perhaps
fundamentally—the two systems diverge when they come to the place of the patron. For the pattiyals,
the linguistic entities correspond—by way of astrological properties and the like—to the patron specif-
ically; and it is both the attainment of these correspondence and the avoidance of inauspicious words
that ensure the felicitousness of the poet’s enterprise. To be sure, later works in Andhra poetology
(such as in the Kavigajarnkusamu) of Gaurana’s son Bhairavakavi, or the prominent seventeenth century
manual by Kakunari Appakavi) stipulate that the patron and initial sound(s) should correspond in their
caste. Nonetheless, while the Andhra system is at root concerned with outcomes for the patron—and
while nothing in the Andhra system precludes or repudiates the auspiciousness of affinities between
linguistic entities and patrons—the poet of the Andhra school need not harmonize the linguistic
work’s metaphysical properties with those of the patron in order to make it auspiciousness.

Still, Clare’s analysis is suggestive insofar as she draws attention to the complete coevality of the
discussion of the occult athnities of words and letters and the description of specifically Tamil genres
of panegyric. Against the backdrop of earlier Tamil poetics, that these two subjects should coincide
in the partiyal suggests that the function of Tamil poetry had become reoriented towards the praise of
royal patron. Thus, the concern with the sorcerous pragmatics of poetic language is in part a product
of the larger concern with literary practices of praise and political representation in the royal court.”
Further, she aligns the rise of the pattiyals with the rise of vernacular literary cultures as described by
Sheldon Pollock. In this regard, she understands the pattiyals as a project aimed at demonstrating
Tamil’s capacity to express royal power, while at the same time harkening to forms and models that
are decidedly more vernacular than courtly and cosmopolitan.®°

Yet, if we imagine that the authors of these treatises (Tamil and Andhra alike) were primarily try-
ing to constitute their regional language as an entity fit for a courtly, praise-oriented literary culture,

we only account for part of the picture. For one, by using the appellation “the Andhra school,” I mean

78. Clare, “Canons, Conventions, and Creativity,” 73.
79. Thid., 82-3.
80. Thid., 79.
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to signal that the matter at hand is not bound to the literature of a single language but to a geograph-
ical space. (And even this regional delimitation will likely need to be revised since the relationship
between the partiyals and Andhra poetics remains to be seen.) As I have sketched it, the first texts to
witness the complete Andhra school are Sanskrit language texts that discuss other Sanskrit language
texts; and, while the earliest Telugu manuals on poetics proper—Kavyalamkaracidamani and Chan-
dodarpanamu—include a discussion of minor genres, the phonemic analysis does not appear. More
to the point, through his concern over the retroflex L and his reference to Telugu metrics, Gaurana
himself shows us that the Andhra poetological project spans linguistic boundaries. Subsequently, in
thinking through the development of the Andhra school, I would shift the level of analysis away from
a particular language (that is, Sanskrit or Telugu) to a certain set of literary forms and practices that
are, at best, specific to a region (Andhra). Just as the genres described in the pattiyals are limited to
the Tamil country, the forms described by the Telugu poeticians are, as we will see in the next chapter,
decidedly limited to Andhra.

Second, Sanskrit has long been understood as a potent and transcendentally powerful language,
one that is fit (to say the least) for fulfilling panegyrical functions. Indeed, as Pollock has shown,
one of kavyas core genres was panegyric. Poetry was always wrapped up in praise, especially the
praise of a royal patron. However, discussions of panegyric as such are almost completely absent in
poetics: Pradasti is only referenced once (by Rudrata in his Kavyalamkara) before the turn of the
second millennium. The most extensive discussion outside of the Andhra school comes in thirteenth
century from Viévanatha in neighboring Kalinga. So, given the practical centrality of panegyric but
its modest presence in the theoretical literature before the rise of the Andhra school, the question
becomes: What has changed about praise poetry? Or, at least, what does the Andhra school find
worth defining?

The Andhra school’s interest may have been born in connection to an explicitly sorcerous or rit-
ualized literary panegyric, to be sure. But, following the legendary cdzu material and Gaurana’s pro-

nouncements, I would also argue that this formal interest proceeded in tandem with concerns about
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a new class of poets. While I take seriously Mundoli Narayanan’s warning against reading too much
religion and ritual into artistic activities and would not say that poetry in Gaurana’s time was a ritual
activity,®! I think that we must still account for Gaurana’s lack of interest in theorizing literature with
the wealth of tools available from alamkarasastra, natyasastra, samgitasastra, and the allied disciplines
of verbal art. To this end, I would argue that Gaurana’s work in the Laksanadipika is primarly to
re-describe the practice of literature—particularly as it applies to regional, panegyrical literary forms.
In this, Gaurana’s Laksanadipika project quite conconsciously harkens back beyond the classical kavya
culture to Vedic visions of poetic authority. The role of kavi—verbal expert associated with royal
power—had since the early centuries of the common era been associated with members of the brah-
manical estate.32 Thus, Gaurana (and other courtly brahman poets) likely found that new groups of
poets were encroaching upon their professional domain. Thence comes the fearsome, unruly poet
of caru legend. Moreover, thence come Gaurana’s explicit denunciations of $udra, vaisya, and ksatriya
poets and his invocation of Vedic concepts of the kavi. By consistently grounding the Andhra analysis
in astrological and ritual $astra, Gaurana recasts the poet’s work as a ritual practice that only an elite
brahman few are competent to perform.

That said, I would recall that Gaurana seeks to limit only the class of poetic practitioners but
not necessarily the set of acceptable literary forms. Thus, the next chapter will explicate Gaurana’s
discussion of genre—especially catuprabandha—and map out more fully the field of literary activity

into which he would intervene as a poet.

81. Mundoli Narayanan, “Over-Ritualization of Performance: Western Discourse on Kutiyattam,” TDR: The Dance
Review 50, no. 2 (Summer 2006): 136—153.

82. Stephanie Jamison, “Poetry: kauuvi, kavi, kavya,” in Le rgveda entre deux mondes: quatre conférences au collége de France
en mai 2004 (College de France, 2007).
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Chapter 3

Gaurana and the Historical Poetics of

Catuprabandba

Introduction

As we saw in the previous chapter, Gaurana grounds Andhra’s novel poetics of auspiciousness in brah-
manical systems of knowledge. He does so by examining the axioms of the earlier Andhra poeticians
and making their elaborations of poetry’s occult properties consistent with well-established authori-
ties in astrology and tantras on the metaphysics of ritual speech. Not just the pursuit of more perfect
knowledge, Gaurana’s researches serve a claim, I have argued, for poetry’s being the professional pre-
rogative of brahmans: Just as brahmanical sciences set the standard for knowledge on auspiciousness,
he asserts, brahmans possess a metaphysical constitution of the purest and most auspicious sort. Thus,
only brahmans, Gaurana argues, are true poets (kavis) and certainly the only poets that an aspiring
potentate should accept. Thus, according to Gaurana, any $udra, vaisya, or ksatriya should be excluded
from poetic activity. To be sure, this could be a large and nebulous class. But could Gaurana’s claim—
leveled as it was through the eternalist and naturalizing language of varna—have had a more concrete

target?
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The content of Gaurana’s claim here is familiar to later Telugu literature. It is, however, typically
quoted from the Appakaviyamu, which was composed over two centuries after Gaurana. Here poetry
composed by a $udra is compared to rice pudding touched by a crow.! Both items, the verse explains,
are impure. As an object of critique from modern Telugu poets from lower castes, the sentiment has
been become a common place, imagined as a fixture of premodern literary theory.2 However, while the
Sanskrit dramaturgical tradition regularly oftered characterological guidelines for representing different
castes and classes, the alamkarasastra rarely theorized the social aspects of textual production and
reception in any explicit way, leaving this “social aesthetic” implicit.?

Consequently, it is hard to come by sociological reflections on poets and patrons in Sanskritic
poetics. Poets and poeticians have, to be sure, often defined the poet but, on the whole, without
much reference to social class let alone the discourse on varna or caste purity. Outside of the Andhra
school, alamkarasastra rarely considers the poet as such. Before Gaurana, only Rajasekhara in the
ninth century explores the subject in any depth. He offers an uncommonly rich picture of the literary
life wherein the social and economic class is clearly prescribed (thus the poet is ideally an urban(e) man
of means), but there are no explicit stipulations regarding varna or caste. Rajasekhara comes closest
when he investigates the types of poets. His concern here, however, is only the source of the poet’s
talents. While these may be a quality of birth (the result of refinements achieved in a past life), or else
achieved through undertakings in a present life (through rites that eliminate trace impurities or certain
magic spells that Rajasekhara promises but does not deliver), he nowhere brings to bear questions of
purity in terms of caste.4 Thus the position expressed by the likes of Gaurana and Appakavi does not
primarily come down through any core alamkarasastra discourse.

Neither is the view actually endemic to Andhra. One of Gaurana’s main sources, Amrtanan-

1. Appakaviyamu 1.25.

2. See, for example, the Dalit poet Sikhamani’s “Pardon” (Ksamapana): “Pardon us, O Dalit! Pardon ...our beloved
Appakavi who said that poetry by a Sudra is just like crow-touched payasam!” For this reference, I am indebted to Sravanthi
Kollu of the University of Minnesota.

3. Pollock, “Social Aesthetic”

4. Rajasekhara, Kavyamimamsad, ed. C. D. Dalal and R. Anantakrishna Shastry, Gaekwad’s Oriental Series (Baroda:
Central Library, 1916), 14-15.
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dayogin’s Alamkarasamgraba, ofters a seven-fold typology of poets. This schema, however, lays out
stylistic tendencies rather than social afhliations.® Vinnakota Péddana, author of the Andhra school’s
first Telugu manual (Kavyalamkaraciadamani), reproduces Amrtanandayogin’s stylistic typology, again
without adding a sociological dimension.6 Only a handful of texts broach the social as such, and Gau-
rana seems to cite them all. Yet even these do not all go as far as Gaurana. For example, Peda Komati
Vema Reéddi’s Sahityacadamani (which Gaurana draws upon for the bulk of his definition) does not
even list brahman-ness as a requisite quality. According to this text, in terms of birth and social
standing, a poet need only be born into a good family (satkulabbava). As noted earlier, this stipulation
need not exclude members of the other three varnas. But in making his most narrow argument for the
prerogative of brahman poets, Gaurana cites only the concurring opinions from two texts, the likely
contemporaneous Kavirdjagajankusa and Sabityacandrodaya.

Thus, as in his larger work on the auspicious analysis, Gaurana has not simply reiterated a claim
handed down by his scholarly tradition. He has done something different—uncommon but not
unique. So, I open this chapter with the question: Why did Gaurana make this argument when
he did and how he did it?

Answers lie, I would suggest, in the genres that Gaurana described. In large part, the concerns
about the purity and auspiciousness of poetic practitioners were driven by concerns about panegyric
rather than poetry as such. Gaurana’s metaphysical and social prejudices proceed in lockstep with

his recognizing, along with the rest of the Andhra school, an expansive and expanding system of

5. Alamkarasamgraba 2.1-6ab: “Thus, a poet is one skilled at deliberating on the implications of phonemes and me-
tremes, and who possesses the set of poetic ability’s sources. The Whimsical, the Wordy, the Meaningful, the Artisan,
the Mellifluous, the Discerning, and the Ornamentalist—these are the seven types of poets. The Whimsical composes—
throwing in and taking out—at his pleasure; the Wordy makes great fanfare of the words alone. The Meaningful aims at a
flashy meaning; the Artisan makes a picture of sound. The poet that looks to mellifluousness of word and meaning is Mel-
lifluous. He who knows the virtues and flaws and words, and follows the precedent of great poets; who refines according to
poetics and science—nhe is the Discerning, the best of poets. The wise call the poet who is dependent on ornaments the Or-
namentalist” (evam varnaganavyaptivicaranavicaksanab | kavitvakaranastomasampannah kavirucyate || rauciko vacikascarthap
Silpiko mardavanugah | viveki bbisanarthi ca kavayab sapta kirtitap || avapoddbarakyrdyavanmanaso ruciratmanab | rauciko
vacikab Suddbavagadambarakdrakab || artho bbideyacitrarthi Silpikab sSabdacitrakrt | Sabdarthamardavapeksi kavib syanmar-
davanugab || Sabdarthagunadosajiio mabakavimatanugab | Sastralamkarasamskari viveki kavipumgavah || alamkaraikanighno
yo bbisanarthi budhairmatah | Saktirnidanam kavyasya kathyate kavyavedibhib || sabdacchando "bhidbanadisastralokavalokanam
).

6. Kavyalamkaraciadamani 3.80-88.
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poetic forms—a system particular to the Telugu country and much richer than that described in
earlier alamkarasastra. Chief among these forms was the udaharana. From this perspective, it is
unsurprising that an interest in the sorcerous pragmatics of poetic language should emerge together
with an interest in new panegyrical genres. These are genres that engender magical effects not just
through their opening syllables but through the metaphysical power of the whole work. As such they
are powerful tools for celebrating potentates in both the court and the temple. Stories of the period
relate the exploits of poets and their fraught relations with other poets and kings; in so doing the tales
register an anxiety about such powerful poetry being in untutored hands.

These forms, which Gaurana calls catuprabandha, and the anxieties they induced may have driven
the rise of the auspicious analysis in the Andhra school. But, as I have noted, only Gaurana and a few
others go beyond regulating poetic practice to regulating its practitioners. Consequently, recognizing
the seeming panegyrical reorganization of Andhra’s literary culture is not sufficient for explaining
these exclusionary claims. It is not enough to know the function of this new poetry. There must be a
deeper understanding of not just these new practices but, more importantly, the poetic practitioners
who performed them.

In what follows, I will sketch a history for catuprabandha that moves between the history of the
very term itself and a history of the production of the forms so called. Surveying the history of
catuprabandha—other poetological definitions, occurrences of the term itself, and extant works fitting
the poetological description—can help measure the vector and force of Gaurana’s claim. On the basis
of such a survey, I will argue that more menacing to Gaurana than Andhra’s princely sudra poeticians
were the Sivakavis. Modern historians and literary scholars have used this term broadly to designate
all those poets who praised Siva or told his stories. However, the Sivakavis’ own declarations from the
periods under consideration, they were members of the Viramahesvara (heroic devotees of the Great
Lord) community now known as Viradaivas (heroic Saivas) or Lingayats. A revolutionary religious
movement espousing egalitarianism and militant devotion to Siva, these Viramahesvaras began from

Kalyana (in present-day Karnataka) in the twelfth century and, by the thirteenth, spread into Andhra,
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where they found an institutional stronghold at Srisailam. In line with their populist ethic, the
Virasaivas also championed non-elite poetic practices aligned with oral and vernacular traditions rather
than the literary traditions of the court. Among these practices, I will demonstrate, are the genres
that come to be called catuprabandhas. Beyond a set of evolving formal and performance criteria, I
will argue that the category is also implicitly shaped by its vernacular and non-elite genealogies, one
of which is rooted in the Viramahesvara school of poetry.

In his move to Srisailam, Gaurana is likely to have considered (or reconsidered) these catu forms
primarily through his encounter with Viramahesvara poets. And so, the discursive history of catupra-
bandha can ultimately provide a poetic and social context for reading Gaurana’s Telugu dvipada works.
In particular, I will suggest that dvipada was a part of generic ecology from the Andhra school poeti-
cians extracted the smaller catuprabandha class. Subsequently, if the Virasaiva poetic practices consti-
tute a revolt against a courtly tradition of Sanskrit and Sanskritic poetry, then subsequent periods in
Andhra’s literary history are in part marked by the reaction from the courtly and brahmanical sector.
At times, the reaction of courtly brahmans poets bordered on counterrevolution. Gaurana exemplifies
this in the extreme: While he appropriated to the courtly tradition genres previously associated with
more inclusive (and less elite) poetic schools, he nonetheless rejected the poetic authority of those

poets who may have first championed them.

What we talk about when we talk about caru-

It would be wise at this point to define the scope of catuprabandha. Since the significance of Gaurana’s
work is the immediate end of the inquiry, I will use Gaurana’s discussion of kavya and catuprabandha
to set out the diagnostic features of the family beyond the term catu- itself.

Though it proves itself a particularly important form for a magical-minded poetology, the udaharana
and its variants do not exhaust the poetic possibilities available to Gaurana. We know so much from

Gaurana himself and hear echoes in the other Andhra poeticians. For one, in invoking the authority of
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“great poets” (mahbakavis), Gaurana points directly to forms other than the udaharana: the long Sanskrit
novels in prose (Bana’s Kadambari, Subandhu’s Vasavadatta), the great poems (mahdakdavya) in verse
(Kalidasa’s Kumarasambbava and Raghuvamsa; Bharavi's Kiratarjuniya; Sriharsa’s Naisadhiya), as well
as works belonging to the formally amorphous category of stotra (the verse attributed to Sankaracarya).
The varied nature of these works implies a concept of poetry more capacious than the focus on the
panegyrically important auspicious analysis might suggest. Second, Gaurana and the Andhra school
acknowledge that the need to perform the auspicious analysis may be less important for some kinds of
poetry. Visvesvara explicitly recognizes this, noting that some poeticians only prescribe the auspicious
analysis for poems that have a living (vartamana) subject who could reap the work’s consequences.
The stipulation is certainly apt for panegyrical works like the udaharana with a royal subject. How-
ever, other Andhra poeticians—Gaurana and Visvesvara among them—pronounce the importance of
the auspicious analysis for all kinds of poetry: Though the patron/subject may be the most obvious
recipient of a poem’s produce, even if he or she is no more, poeticians recognize that the poet, the
reciter (when different from the poet), and the audience are all subject to the work’s power.” Still,
in so deliberating, the Andhra poeticians recognize that not all poetry is panegyric for some present
moment.

Yet Gaurana frames poetry as an enterprise that is first and foremost relevant to those who long
for power. For such individuals, the Laksanadipika and its auspicious analytical method are essential
to avoiding the poetic flaws that could jeopardize this pursuit. He says: “[. . .] the sensible man who
is adept at the act of fashioning astonishing poetry should avoid [poetic] flaws like poison if he longs
for power over leaders” (tasmad vismayakaranakavitanirmanakarmakusaladhiya sudbiya visavat tyajyo
nayakarajyabbilasina dosab). Further, because Gaurana places his whole discussion of literary forms
under the rubric of these panegyrical (atha catuprabandhah, he begins), he would seem to level the
functional differences between panegyric and the wider set of poetic forms he surely knew.

Still, Gaurana ultimately situates catuprabandhas into a wider system of genres. For this, he re-

7. See Camatkdaracandrika 1.47-51.
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Figure 3.1: The catuprabandhas according to Gaurana’s Laksanadipika, Chapter Three.

lies on the pre-existing work of the wider alamkarasastra tradition. This description will occupy us
further below. For now, however, I would simply delineate the forms that Gaurana includes in the
catuprabandha category.

Gaurana in effect offers two sets of catu genres. The first set, described in only three verses,
includes twelve simple types, all of which consist of a fixed number of verses (padyas) in the same meter.
These include: the single verse composition (muktaka or “pearl”), the two-verse composition (yugalam
or “pair”), the three-versed composition (¢rayt or “trio”), the four-versed (vedamala or “garland of
Vedas”), the five-versed (paiicaratnakam or “five jewels”), the six-versed, the seven-versed (rdgavali or
“the modic garland”), the eight-versed (gajamala or “elephant garland”), the nine-versed (ratnamala
or “garland of gems”), the ten-versed, the eleven-versed (rudrali or “rosary”), and the twelve-versed.

The second set, described over the course of two-and-a-half sections (twenty-eight verses), involves
more complex forms that mix metrical verse and a quasi-metered prose. The first type is the already
mentioned udaharana, which consists of eight sections composed of a verse and two prose passages
called kalika and utkalika respectively. Gaurana defines it in this way: The remaining five types—
udabaranamatrka, udabaranamatra, kalyani, utphullakam, and kevalarya—are variations on the basic
udaharana type that substitute or eliminate part or all of a section.

Central to the definition of these types are the relative prevalence of these prose passages kalika
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and utkalika. These forms are listed as types of prose (gadya) but have a more defined metrical shape.
Specifically, they come in sets of two lines that consist of a number of metrical feet or dalas (anywhere
from four to multiples of four up to thirty-two). Further, these prose lines should be set to a defined
musical rhythm or zala. Aside from the udaharana variations, Gaurana devotes a considerable number
of verses (fourteen) to detailing these prose forms.

Thus, Gaurana’s primary theoretical concern when it came to catuprbandhas was the udaharana
type. Second to this, he took great pains to define the kalika/utkalika type of prose contained within
the udaharana. Going forward, then, aside from the catu- designation itself, udaharana and kalika-

will be the main indices for the catuprabandha category.

When catuprabandba becomes catuprabandha, 1300-1370 CE

On the basis of these terms, the history of catuprabandha before Gaurana describes an arc wherein a
set of new poetic forms move from minor poetry to a proper theoretical object in Andhra poetology.
At the beginning of this arc, catuprabandha is not even known by its own name. By the end—likely
two or three decades before Gaurana was active—catuprabandhas were clearly understood as relatively
short panegyrical poems in a mix of prose and verse that could be composed in a variety of Sanskritic

and regional languages.

Making a minor genre in Vidyanatha’s Prataparudrayasobbiisanam, ca. 1320 CE

The first traces of catuprabandha come in the early fourteenth century from Vidyanatha's Prataparu-
drayasobbiisanam, albeit not by the catu- name. Instead, using the heading ksudraprabandha (mi-
nor composition), Vidyanatha lists five forms—the udaharana, along with the cakravalaka, bhogavali,
birudavali, taravali. This is the first articulation of the set that later Andhra poeticians (starting with
Amrtanandayogin and Gaurana) call catuprabandha. The first to be defined is the udaharana:“It is
called udaharana when its composed of prose and verse with some zala or another; it opens with the

word Victory!’; the first verse is in Malini or some other meter and is prettied with alliteration; and
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when it is focused on all eight cases.” The remaining receive little more attention and take on the
appearance of variations: The cakravalaka has more verses and makes greater use of the vocative case.
The bhogavali is fit for a deity or a king; further, each of its sections should have a different stylistic
texture (riti) and should begin with the word deva (lord, god). The birudavali (chain of exploits) is
noteworthy for its verbal pyrotechnics and the sheer number of birudas (titles, exploits) it lists. The
taravali (chain of stars) should have as many verses as there are constellations (that is, twenty-seven).

Aside from enumerating these forms, Vidyanatha offers no generalized definition—no laksana as
such—to unite the ksudraprabandba class. According to the brief individual definitions, these could
all be classified as panegyrical compositions. The udaharana’s encomiastic character has already been
discussed and is indexed by the required exclamation of jaya (Victory!). The others seem to be in the
same vein. The cakravalaka is by definition a variation on the udaharana. The bhogavali should explic-
itly address a divine or mortal potentate. The birudavali is constituted by the military achievements
of kings. Of them all, the taravali is the outlier, with Vidyanatha giving no indication of its themes.

Consequently, the only comprehensive conceptual cue lies in the category name itself. By using
the label ksudraprabandha, Vidyanatha places these genres in a larger network of compositional genres,
which are generally called prabandha. Drawing on a typology that goes back to the earliest works of
alamkarasastra,” Vidyanatha explains that poetry (kavya) has three basic types—gadya (prose), padya
(metrical verse), and campii (a mix of the two).

However, Vidyanatha divides prabandha (compositional genres as such) into two main branches.
For the first branch, the mahakavya is the paradigmatic form. For his definition, Vidyanatha follows
Dandin’s seminal description of the sargabandba (chaptered composition) but centers his definition

only on the descriptive topoi such a work should include:

Where there are descriptions of cities, oceans, mountains, the seasons, moon- and sun-
rises, parks, water play, drinking parties, sexual escapades, longing and marriage, and
descriptions of the ascent of princes, as well as counsels, messengers, travel, battles, and

8. Prataparudrayasobbisanam 2.75.
9. See Kavyalamkdra 1.16 and Kavyadarsa 1.11

93



the successes of heroes—such a work is a great poem (and even if some of these eighteen
[topoi] are lacking).10

Beyond the mahakavya / sargabandha, Vidyanatha notes a related category, which he calls asar-
gabandba (not-a-sargabandha). Exempliflied by (presumably Mayura’s) Siaryasataka (A Century to the
Sun), it would seem to encapsulate forms longer than a few verses but still relatively short—about the
size of one canto in a mahakavya. Despite designating the asargabandha as the etymological opposite
of the mahakavya form, Vidyanatha does not actually present the asargabandha as the exact opposite
of the major form. Instead he notes that it has also been termed upakavya (shorter poetry), suggesting
that the form is a member of the same family as the mahakavya.

In classifying shorter works like $ataka in this way, Vidyanatha follows the earlier alamkarikas who
tended to see these forms simply as pieces of a mahakavya. Dandin, for his part, mentions some
few short forms of composition—a single verse (muktaka), a string of four or more (kulaka), the
anthology (kosa), a string of verses in the same meter (samghata). These forms are, to be sure, not-
mahakavya. But in the end, Dandin describes them as being mere parts of the totalizing project of
the mahakavya.!' In this early conceptualization of poetic genre, shorter forms are recognized and,
theoretically, a poet could compose a short work, perhaps taking up a single topos. Anandavardhana
speaks to the possibility explicitly. But in this case, rather than thinking of shorter forms as parts
of a whole, the paradigmatic form is the independent stanza: All forms of poetry—including the

mahakavya—should aspire to the aesthetic, sentimental unification exemplified in the well-wrought

10. Pratapariadrayasobbisanam 2.69-71. Compare with Kavyadaria 1.14-20: “The chaptered-composition [sargabandha]
is called a great poem [mabakavya]. Its characteristics: At beginning it has either a benediction, paying obeisance, or an
indication of the theme; it is based in good source material (from either itihasa, tales, or somewhere else); it adheres to
four ends of man; it has a skilled and noble hero; it is adorned with descriptions of cities, oceans, mountains, the seasons,
moon- and sun- rises, parks, water play, drinking parties, sexual escapades, longing and marriage, and descriptions of the
ascent of princes, as well as counsels, messengers, travel, battles, and the successes of heroes; it is not too short but is
replete with rasa and feeling; it should have well-connected chapters that are not to diffuse, use pleasant meters, and which
end in different meters. Such a poem delights the world, and well-adorned, will live on into later ages. Though lacking
some of these parts, a poem is still pleasing to those in the know if it succeeds in doing what it sets out to do.” Beyond
the topoi, Dandin offers guidelines for beginning a poem, the sources of mahakavya, its moral content, and notes on the
use of meters within and between chapters.

11. Kavyadarsa 1.13: muktakam kulakam kosab samghata iti tadysab | sargabandbamsarapatvad anuktab padyavistarab ||
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Figure 3.2: The poetic genres according to Vidyanatha’s Prataparudrayasobbisanam 2.69-80.

muktaka.'? Thus, early alamkarasastra sees little in these forms that might occasion a label that refers
to anything other than the number of verses they contain.!3 Thus, in being a member of this family,
the upakavya / asargabandha is still valuable—it is still poetry (kavya).

As such, upakavya would appear to be distinct from and even superior to ksudraprabandba, the
second branch of prabandha. While ksudra- may be translated simply as “short,” given the presence
of the upakavya in his typology, I would suggest that Vidyanatha is referring to more than the relative
size of the ksudraprabandhas. His terminology suggests a difference in both aesthetic form and in
aesthetic value. At the extreme, the ksudraprabandha label may suggest that these forms are not so
much kavya (the work of a Poet) as they are mere compositions (prabandba)—and lesser (ksudra) ones
at that. In so doing, Vidyanatha may be distancing these panegyrical works from works in higher art

forms already known to Sanskrit alamkarasastra, which he classes as maha- and upa- kavya.!4

12. See Dhvanyaloka 3.7. The exception here is the katha (story). But even this should be focused on the delivery of its
single narrative.

13. There are exceptions. For instance, the early kavya commentator Vallabhadeva labels Kalidasa's Meghadiita a
kridakavya (playful poem). In Dandin’s terminology, it would be a samghata. Later on, Bhoja, for his part, calls it a
khandakavya (short poem). Bhoja is generally exceptional. In his Srigaraprakaia he offers a typology of many genres
differentiated according to both verbal form and subject matter. Yet, despite the obvious existence of a distinct genre of
ditakavya (messenger poetry) inspired by Kalidasa’s work, it is mostly unrecognized by poetological scholarship before the
twentieth century. Also, on the whole, dramatic theory has consistently offered extensive genre typologies.

14. This distinction could be especially important with regard to Vidyanatha’s own treatise, which is aptly labelled an
“ornament for the fame” (yaobbiisanam): Every example verse in the work praises the text’s patron, Prataparudra I (r.
1289-1323 CE), in addition to exemplifying some poetological principle or another. Thus, one motivation for Vidyanatha’s
typology may have been to distinguish his work—informed as it is by a better known model (the scholastic treatise)—from
lesser panegyrical forms.
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Formal equality in Visvesvara’s Camatkaracandrikd, ca. 1360-1370 CE

The next signs of catuprabandha come toward the end of the fourteenth century from Visvesvara’s
Camatkaracandrika. Here Visve$vara avoids the Vidyanatha’s trivializing schema and proposes a more
precisely articulated typology organized around the linguistic and metrical shape of poetic forms.
Rather than subordinating the gadya/padya/campu trichotomy to the overarching mahakavya, Visves-
vara posits these metrical distinctions as the parent categories. In so doing, he maintains Vidyanatha’s
two-fold schema of kavya but reverses its semantic polarity. Giving the name aksudrakavya (not-short
poetry) to the sargabandha and ksudrakavya (short poetry) to the asargabandba type (which includes
the $ataka and other short compositions in verse), Visve$vara undermines (if only slightly) the con-
ceptual priority of the mahakavya / sargabandha. He casts the shorter form as the main point of
reference and, in the process, attenuates the deprecating connotation (or, at least, the analytic laxity)
of Vidyanatha’s use of ksudra-.

What Vidyanatha called ksudraprabandha, Visvesvara calls upacampi (minor prosimetrum). These
are comprised by mixed prose and verse poetry, which has the most subtypes. First, it can be visual
or aural—a distinction seen already in Dandin. The visual form refers to drama (and is thus elabo-
rated in other treatises). The aural (§rd@vya) forms, on the other hand, are the province of poetology.
Here we have campi—prosimetric poetry. Following Vidyanatha’s typology, the forms eventually
known as catuprabandha could be included here simply, being as they are “made of prose and verse”
(gadyapadyasamanvitam). However, as the literary corpus bears out and Viévesvara corroborates, the
appellation campiz had ceased to be a simple, descriptive term for poetry in prose and verse. In-
stead it was largely reserved for prosimetric poetry on the mahakavya scale, such as the king Bhoja’s
Ramayanacampi. Thus Visvesvara uses the term upacampi instead. This move dovetails with his
reallocation of the ksudra- label, placing these new, not yet catu- forms squarely within the realm of
respectable poetry.

In line with his efforts at a conceptual rehabilitation of these forms, Visvesvara defines a unifying

thread—in this case, a basic unit—for the upacampi. This unit is the bbadram, which is defined
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Figure 3.3: The poetic genres according to Visvesvara’s Camatkdracandrika 3.41-73.

as a verse followed by an even number of lines of prose.! These bhadrams constitute the larger
upacampu forms that Visvesvara goes on to name: dvibbadram, caturbbadra, birudavali, bhogavali,
vijayavali (subtype of caturbhadram), udaharana, and cakravalaka (as a subtype of udaharana).

The forms Visvesvara calls upacampi are all panegyrically oriented. So much is confirmed by the
themes he describes for them and the stipulation that the upacampt’s final verse be a kind of colophon
that marks the name of the poet, the work, and the work’s subject-patron. However, this panegyrical
component does not seem to be their defining feature. Indeed, following his formal fastidiousness,
Visvesvara highlights characteristics that would distinguish the upacampii forms from any categories
handed down from earlier alamkarasastra. In particular, upacampii are generally composed with fixed,
musical rhythms. There is a hint of this already in the Prataparudriya, where Vidyanatha notes that
ksudraprabandhbas are set to “some musical rhythm (¢dla) or another.”¢ From Visve$vara on, the

poeticians are more precise: It is the prose in the forms that is fixed with musical rhythm. For

15. Camatkaracandrika 3.56
16. Prataparudrayasobbisanam 2.74.
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Viévesvara, the degree to which tala is present distinguishes the various upacampu forms from one
another. Therefore he offers three types of his upacampu element bbadram—that with tala (satala),
without tala (azala), and a bbadram that mixes satala and atdla prose. Tellingly, however, he does not
describe any forms that lack tala completely.

The paradigmatic form of upacampn with tala is the udaharana. To define the udaharana and its
satala elements, Visvesvara introduces the kalika, which he describes as a metrically regimented form of
prose. Visvesvara is the first Andhra school poetician to use the term kalika but not the first alamkarika
to do so. The term kalika first appears in Vamana’s Kavyalarikara (late eighth century). In Vamana’s
usage, kalika refers to a dense, heavily alliterative kind of prose. Vamana sets the kalika next to two
other varieties of prose. One, cirnakam, is prose in a simple style devoid of nominal compounding
or alliteration. The other variety, vrttagandhi, is literally prose “with a whiff of meter.”'7 As such, it
is the only form in this schema to have any rhythmic regimentation. Still, the incidence of such a
rhythm is irregular: The metrical perfume is applied only as the poet fancies. Vamana’s kalika thus
stands at quite a distance from Gaurana’s.

On the other hand, Viéve$vara’s kalika is the more likely progenitor of the type Gaurana defines.
He defines it this way: “Kalikas come in pairs that are strung together beautifully with beginning and
end rhyme” (dvayordvayoradyantanuprasasundaramakalaniyah kalikah). Gaurana’s guidelines for dalas
(metrical segments) are lacking here, but the rhythmicality is nonetheless given through tala.

Beyond the defining the category’s metrical textures, Visvesvara further distinguishes the category
by occasionally alluding to the upacampus’ linguistic content and context. In particular, the poetic
forms he describes may be composed in regional (desya) languages. After defining the dvibbadram, for
instance, Vi$ve$vara names variations that descend from the varying linguistic bases: If there is more
than one language present, it is called rakzams; if it is, specifically, a combination of Sanskrit and the
regional language, kalyanam. Furthermore, the birudavali also lends itself to the desya, which may be

used for rhetorical effect.!8. Visvesvara makes this point in his section on word-based flaws. While the

17. Kavyalankara 1.3.23-25.
18. Camatkaracandrika 1.27
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poet should generally avoid pure defya words (that is, by implication, words from another dea) because
they are difficult to comprehend, desya words are acceptable—and even beautiful—when it comes to
a patron’s birudas, since these index the geographical extent of the patron’s power. Furthermore, as
he concludes the upacampu section, Visvesvara makes an oblique reference to Prakrit (and, perhaps
even, Telugu) metrical forms, refering to a class of works that includes dvipari. The name is obscure
but resembles dvipadi, which refers to a Prakrit meter possibly related to the Telugu meter dvipada.'®
Thus, though he does not explicitly theorize this aspect, Visvesvara nevertheless marks upacampus as
forms permeable and permeated by regional language and literature.

Consequently, Visvesvara departs from Vidyanatha by fully integrating the imminently catu forms
into the alamkarika system by reconfiguring the extant generic typology. He also provides these
upacampus with more robust formal definitions. He offers the first definition of the kalika, isolates
the bhadram as the upacampus’ foundational element, and provides more satisfactory formal glosses
on certain generic designations (such as the recursive structure that gives the cakravalaka, or “the
round,” its name). However, because the upacampt by definition mixes prose and verse, Visves$vara
must omit one of Vidyanatha’s ksudraprabandha—the zardvali (poem in twenty-seven verses)—even
as he doubles the category’s members. Nonetheless, his category is also marked as different in that it

explicitly accommodates the regional.

Introducing catuprabandha in Amrtanandayogin’s Alamkarasamgraba, ca. 1360-1370 CE

Amrtanandayogin seems to be the first poetician to use the term catuprabandha. With the arrival of
this proper designation in the final chapter of his Alamkarasamgraba (roughly contemporary to Ca-
matkaracandrikd), the category appears quite the same; but it also comes much changed, cutting across
the generic boundaries found elsewhere. For one, Amrtanandayogin differs from both Vidyanatha and

Visvesvara by not integrating—even by proximity—catuprabandha and kavya in general. While the

19. Camatkaracandrika 3.73: “In this way, others coming from this class may be known, but we consider them to be
included in the minor [compositions] like dvipati, etc. (itthamanyadapi jiieyametajjatisamudbbavam | dvipatipramukbanam
tu ksudresvantargatirmata | yesam laksyam budbairiihyam vayam vistarabbiravah).
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Figure 3.4: The catuprabandhas according to Amrtanandayogin’s Alamkarasamgraba, Chapter 11.

general and by now familiar discussion of kavya (especially the mahakavya / sargabandha) comes in
the first chapter of his manual,?® Amrtanandayogin allots a separate chapter and many more verses to
describing catuprabandha. In this, his discussion echoes that of Vidyanatha, who seemed to count
the ksudraprabandhas / catuprabandhas as a class apart from the genres attest in the older alamkarika
literature. But, like Vi$ves$vara, Amrtanandayogin evinces nothing of Vidyanatha’s diminishing idiom.

Amrtanandayogin ultimately presents a formally diverse class that breaks down the categories es-
tablished by earlier poeticians. Here he echoes and revises both Vidyanatha and Visvesvara’s works.
Catuprabandhas, according to the Alamkarasamgraha’s presentation, seem to be of two kinds. The
first includes shorter verse works—what Vidyanatha called asargabandba or upakavya, and Visvesvara
called ksudrakavya. With this set, Amrtanandayogin is able to recuperate the zaravali (which was
lost in Visvesvara’s revision of Vidyanatha) while massively expanding the category to include well-
established types like the muktaka (independent verse) and $ataka (century). He further recasts some
of these basic genres—for instance, the astaka or composition in eight verses—by including more sug-
gestive names—in this case, gajamala (garland of elephants, in reference to the eight elephants that
uphold the eight corners of the earth). The taravali might then have been the core of this group: com-
positions with a precise number of verses, named either by the number directly or indirectly through
metonymy.

The second catuprabandha variety includes forms like the udaharana and largely mirrors what

Visvesvara called upacampis. Though Amrtanandayogin does not mark the bbadram as the basic unit

20. Alamkarasamgraba 1.11cd-20.
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of prosimetrum, he nonetheless describes a series of panegyrical forms in a quasi-musical mixed prose
and verse. Furthermore, like Visve$vara, Amrtanandayogin describes some of the forms as precisely
being open to regional markers—whether in linguistic matter or themes. In a new development, the
udaharana can be composed in either Sanskrit, Prakrit, a mix of Sanskrit and Prakrit, or a regional
(desi) language.2! The gunavali (list of virtues) may includes two, four, five, or even six different
languages.??

Aside from enumerating some new forms (ragald, addali, phalodaharanam, utphullakavati, tya-
gaghosanam) and redefining pre-existing terms (kalyani), Amrtanandayogin’s major innovation is that
he stipulates the goddess who preside over each of the grammatical declensions and, by extension,
each of the udaharana’s eight sections. He thus underscores the genres’ panegyrical enterprise. And,
moreover, he draws this enterprise closer to the Andhra schools larger magical and ritual concerns,

which both he and his contemporary Visvesvara evince in their auspicious analyses.

Gaurana on catuprabandhba

By the time Gaurana comes to compose his Laksanadipika, catuprabandha was firmly a poetological
object and Gaurana does not hide his familiarity with his predecessors. His discussion of the udaharana
and similar forms mirrors Amrtanandayogin’s. Like Amrtanandayogin’s, Gaurana’s category can be
divided into two sets—the verse-garland and the udaharana-types—and he does not introduce any
new types.

Still, just as Gaurana did not simply regurgitate earlier auspicious analyses, neither does he simply
reproduce his predecessors’ generic typologies. Instead, Gaurana, in a move analogous to Visve$vara’s
invention of the upacampu, augments these earlier discussions by integrating the catuprabandha cate-
gory with two more fundamental schemas from alamkarasastra. On the first account, Gaurana bridges

the gap Amrtanandayogin made and realigns the catuprabandha type with mahakavya form. On the

21. Alamkarasamgraba 11.16.
22. Alamkarasamgraba 11.35-36.
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second, Gaurana refines the description of kalika and situates it in a larger universe of poetic prose. In
both cases, Gaurana essentially continues the explicatory refinement that characterized his auspicious

analysis.

Catuprabandha and aesthetic value

Regarding the first matter, Gaurana does not seem to dwell on the aesthetic value or beauty of poetic
works. As I have argued above, he is not necessarily averse to beauty in poetry, but he is also not
much interested in its whence or wherefore. Even so, in discussing the types of poetry, he does
reference a three-tiered ranking of poetry as inferior, middling, or superior (adbamam, madhyamam,
uttamam). The reference—unexplicated and made in passing—is nonetheless familiar from earlier
works of alamkarasastra like Mammata’s Kavyaprakasa. In Mammata’s work, the schema is precisely
a ranking of aesthetic quality, which is to be determined by the relative predominance in a poem of
the lauded dhvani: If it is not at all oriented towards dhvani (as citrakavya or “diagrammatic poetry”
tends to be), a poem is inferior; if primarily oriented towards dhvani, superior.2? Other poeticians echo
the schema, albeit inflecting as their own theoretical concerns demand (for example, Visvesvara’s three
levels of camatkara). So, just as in the case of rasa, Gaurana heeds the prevailing poetic paradigms.
But it is not his main interest and he offers nothing by way of real instruction. He does not even
mention dhvani, the crux of the ranking. Thus at first blush catuprabandhas are not immediately set
apart from other kinds of kavya as better or worse.

Aesthetic evaluation aside, Gaurana nonetheless investigates—and thoroughly—the aesthetic forms
of poetry. Indeed, it is precisely after he pays lip-service to the hegemonic poetics of dhvani that Gau-
rana reveals his true interests: “Now, it has been taught elsewhere that there are three kinds of poetry
[kavya] —namely superior, middling, and inferior; and that each of these has three subtypes. But

compositions [prabandha] are of two kinds, namely long [mahat] and short [laghu].”?* Here he shifts

23. See Mammata’s Kavyaprakasa 1.4-5: idam uttamam atisayini vyangye vacyad dbvanir budhaib kathitab | atadysi gunib-
bitavyangyam vyangye tu madhyamam | Sabdacitram vdcyacitram avyarngyam tv avaram smrytam ||
24. kavyam tu trividbam proktam uttamam madhyamam tatha | adbamam ceti tatsarvam anyatra triprakarakam | adbamam
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his focus from the possible aesthetic value of poetry (Which kinds of kavya are best? Which are the
worst?) to poetry as prabandha or composition. The question thus turns away from whether the poem
is good or bad or beautiful to what its size and shape might be. This move is quite consistent with
how Gaurana actually begins his catuprabandha section. Following a common trend, he opens his
discussion of poetic genres by classifying poetry into three types, namely gadya (prose), padya (verse),
or an amalgam of the two (sammisra). This trichotomy is familiar from the work of Dandin.? Verse,
he goes on to say, can be divided into two subtypes: vrtta meters structured according to syllabic feet
(gana) and jati meters defined according to moraic feet (matrd). As an opening move this classification
is quite standard—practically unremarkable. Still, his description of prose and its seven subtypes is
less familiar. I will return to it later. But suffice it to say for now that in his discussion of genre,
Gaurana is focused on form.

At root, the two classes of composition that Gaurana proposes are distinguished only by their size
and how much they contain. The mahat form, as its name declares, is large. Consequently, it is also
more inclusive. It should involve all the ends of man, every rasa, and include every descriptive topos
(te mahantta$ caturvargaphalam yesv abbidhiyate sphuranti te rasas sarve nagaradisthalani ca). Gaurana’s
definition here is clear but so abbreviated that it strains to do justice to the supposedly massive object
it aims to describe. Nonetheless, the definition is familiar: What Gaurana offers here is a condensed
version of Dandin’s seminal definition of the mahakavya (seen above). Dandin’s detailed list is here
collapsed in Gauranas half-verse “topoi like cities, etc.” (nagaradisthalani ca). On the other points,
Gaurana is either silent (source material, metrical change at a chapter’s conclusion), agrees by implica-
tion (nobility of the hero), or offers a refinement (the initial syllables must be auspicious regardless of
the specific opening speech act). Though Dandin later offers some suggestions for increasing narrative
tension, they are just that—suggestions. He and those who follow him—Gaurana and his Andhra

school predecessors—ofter little else in the way of requirements or direction. Poets appear to have free

ceti tatsarvam anyatra triprakarakam | prabandbas tu dvi[dbals santti mahantt[o] laghavas tatha |
25. Kavyadaria 1.11ab. Bhamaha does not give the mixed form its own billing, though it is an implicit possibility
(Kavyalarikara 1.16ab).
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rein in the details of a mahakavya’s poetic design, so long as they make it comprehensive. If anything,
Gaurana is more demanding than Dandin. He does not even suggest that the large-form poem might
omit a trope and yet succeed.

The laghu or short composition is just that—shorter. Gaurana defines it in this way: “In short
compositions, only one of the four aims of life is promoted; and it can be focused on a single rasa or
many of them” (laghavas te caturvargesv eka eva prakirtitah | samagraikaraso ‘pi ca canekarasasritah |). So
defined, the category of the laghu-prabandha is less familiar. And, in contrast to Gaurana’s definition of
the mahat form (so brief yet immediately recognizable due to his forebears’ clear characterization), the
laghu label has its antecedents in more amorphous categories described only in passing. To start simply,
laghu-prabandha is the opposite term to mahat-prabandha: It is not a sargabandba / mahakavya. Yet,
while alamkarikas in general show little interest in generic forms beyond the individual verse or the
mahakavya, they elaborate in-between forms of non-mahakavya even less frequently. As the preceding
discussion has shown, poeticians often imagined shorter forms as components of the long poem.

It could be said then that Gaurana’s notion of the laghu-prabandha is as vaguely articulated as
the earlier alamkarikas’ conception of the terrain between the muktaka and mahakavya. Gaurana’s
definition of the short form does suggest that thematic unity might be desirable; but thematic com-
prehensiveness is an equally viable option. The large form, on the other hand, is more recognizable
and—amorphous as it is—captures most of the major works of the major poets Gaurana quotes (and
whom Sanskrit literary culture as a whole esteems). Similarly, the mahatprabandha also has a clear
aesthetic value. Gaurana then, despite reinstituting Vidyanatha’s strict dichotomy between major and
minor, does nothing to suggest that the laghu-prabandha is of lesser value.

More to the point, the catuprabandhas that he goes on to describe would fall squarely in the laghu
category on aesthetic grounds. As described, udaharanas and the like are primarily focused on heroic
or erotic themes (the domain of the vira- and §yrigara- rasas respectively), often to the exclusion of
others. They would presumably feature descriptive topoi that are suitable to those sentiments and,

consequently, demonstrate the laghuprabandha’s limited thematic range. While Gaurana does not
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explicitly designate catuprabandhas as laghuprabandhas, he does highlight the panegyrical aspect of
poetic work (the need to give the name of the poet and patron, the necessity of purity in poetry, and
poetry’s ability to propogate the poet and patron’s fame). Ultimately, then, Gaurana follows and yet
moves away from Vi$vesvara and Amrtanandayogin. Like these earlier poeticians, Gaurana appreciates
the catuprabandhas as a formally distinguished class in terms of their metrical textures. All the same,
by articulating the mahat/laghu schema, Gaurana redescribes catuprabandhas in order to realign them

with larger aesthetic and ideological aims of kavya and alamkarasastra.

Catuprabandha and the redefinition of prose

From its beginnings in the Pratdparudriya, the thinking of the Andhra school describes an arc wherein
catuprabandha eventually comprises poetics forms that prominently feature the kalika or forms analo-
gous to it. While Visvesvara and Amrtanandayogin define kalika within the udaharana forms, Gaurana
goes further: He defines kalika and, in the process, expands the general definition of prose.

While his attention span for topoi and aesthetic sentiments is brief, Gaurana allots a significant
amount of time to elaborating the rhythmic and syntactic shapes that poetry can take. Thus he gives
a robust account of the varieties of prose, offering no less than seven subtypes, each distinguished
by its prosodic and syntactic peculiarities. Of the seven subtypes—cuarnakam, kalika, utkalika, citra,
gadyapadyam, lalitam, kbandam—only three (cirnakam, kalika, and gadyapadyam as a synonym for
vrttagandhi?) are mentioned by earlier poeticians. Gaurana does not offer an explicit definition for
citrnaka (perhaps because it is well-established) or for citra (which would also well-established if the
label is an abbreviated reference to citrabandha or “diagrammatic poetry”). Overall, however, what
Gaurana proposes here is a spectrum of prose ranging from the syntactically simple (ciirnakam) to the
highly compounded and rhythmically regulated (kalika, uzkalika).

Gaurana ultimately directs most of his attention to describing variations on the kalika and its
truncated subtype, the utkalika. Indeed, he defines it twice—once in his general description of prose

types, and then again when defining the udaharana, where kalika is key. The kalika, Gaurana tells
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gadyam padyam  sammisram

curnakam  kaliki  utkalika citra lalita khandam gadyapadyam vrtta matra
Figure 3.5: Gaurana’s typology of the poetic elements.

us, is apportioned into line segments called dalas, which always come in pairs. The kalika can vary
in size, containg four, six, eight, sixteen, or thirty-two such lines. In the udaharana, it is eight dalas
long. Gaurana’s definition gives the typical shape: “A kalika is a poem that has eight dalas which
are measured in morae (matrd), have tala, caesuras, and pairs of dalas that are prettied by alliteration
(anuprasa) in the beginning and end [of the line].” The urkalika is defined as being half or a little
less than half the length of a kalika but is otherwise beholden to the same stipulations for alliteration,
rhythm, and rhyme. Having defined the basic structure of udaharana, kalika, and utkalika, Gaurana
more or less ends his work by describing variants of the udaharana which are differentiated not in
terms of their subject matter or themes but rather on the basis of their kalika portions. For instance,
a kalyani is an udaharana that lacks the utkalika sections.

Thus, Gaurana’s integrative work moved in two directions. Where his mahat/laghu typology af-
firmed catuprabandha’s place in kavya’s aesthetic enterprise broadly conceived, Gaurana’s new prose
typology reaches down to redescribe catuprabandha’s elements. Visvesvara cleared the path for this
move when he named the udaharana-catuprabandhas upacampa. But, despite picking up the name
kalika, he did not reconceptualize the more fundamental element gadya. Though the earlier Andhra
poeticians called the kalika gadya, this gadya of theirs—as noted above—was like no gadya seen before.
By setting out a typology of prose that includes Andhra’s novel kalika, Gaurana constructs a theoretical

infrastructure for the formal texture of catuprabandhas.
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After Gaurana: Catuprabandba as Telugu Literature

Around the time of Gaurana, the Andhra school’s first Telugu manuals emerge. These early treatises
are comprehensive works that tend to focus on matters of meter and compositional form. However,
they also take up issues of grammar, in addition to defining the poetic figures of the alamkarasastra.
On the whole, the first two manuals—Vinnakota Péddana’s Kavyalamkaracidamani (ca. 1404-1430)
and Anantamatyudu’s Chandodarpanamu (or Anantunichandhassu, ca. 1436)—offer no major theo-
retical revisions to the systems so far explored. In their use of the catu- designation and the genres
it comprised as well as in their naming of the declensions’ deities, both works appear to have known
and followed Alamkarasamgraba. Beyond this, while Anantudu’s discussion is quite brief, Péddana
catalogues a much richer array of catu forms, some of which are familiar from Amrtanandayogin.
Both Anantudu’s and Péddana’s discussions do, however, highlight catuprabandha’s entanglement
with a regional poetics. In the Chandodarpanamu, Anantamatyudu does this by classifying catupra-
bandhas with the jati (quantitative, morae-based) meters. The move is curious but bespeaks the place
of catuprabandhas in the conceptual universe of Andhra poetology. Because Anantudu’s is a treatise
on meter, knowledge of which is most important for making poetry, it does not broach the question
of compositional genres in the broad manner seen so far from the alamkarikas. Instead the Chan-
dodarpanamu elaborates poetry’s formal elements. Anantudu’s treatise divides this matter into three
chapters. The first addresses phonemic elements of poetic language and establishes the technical lan-
guage on which his later definitions are built. (Consequently, it is here that his auspicious analysis
of the metremes can be found.) The second chapter treats syllabic meters mostly known from San-
skrit prosody. The third and final chapter is, ostensibly, on the aforementioned jati meters. The first
of these, the drya meters, are familiar from Sanskrit prosody and, integral to poetry in the literary
Prakrits. However, as the chapter goes on, the Prakrit orientation gives way to the vernacular, and
the focus shifts to defining meters of some prominence in Telugu literature—kandamu, taruvoju, sisa,
and ragada to name a few. The chapter’s final sections discuss some elements of Telugu grammar. In

between, Anantudu defines the udaharana—and precisely as the mixed form that it is. By placing the
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Figure 3.6: The poetic genres according to Vinnakota Péddana’s Kavyalamkaraciadamani 4.1-44

udaharana in this context without comment, Anantudu implicitly signals that this poetic genre is of
a piece with the vernacular metrical forms that surround it.

Péddana similarly signals catuprabandha’s vernacular associations. However, where Anantama-
tyudu embeds catu forms in a larger vernacular frame, Péddana expands the catuprabandha category
and embeds vernacular forms within it. The typology found in the Kavyalamkaracidamani is familiar,
its overall shape mirroring the Alamkarasamgraba’s schema. But in addition to the padyacatupraband-
has (muktakas, etc.) and the campicatuprabandhas (udaharana, etc.), Péddana adds a subset the like
of which had not yet been discussed in the Andhra school: ragada, mafijari, and dandaka. These
forms have been defined elsewhere in by Telugu prosody. Sriigaramadjari is a couplet form with a
shorter line than the ragada and which has an explicitly orientation to passionate or erotic themes.
The dandaka is a work in prose lines that have a set metrical shape and are heavily alliterated. Unlike
the first two, dandaka is known to Sanskrit literature, but it achieved a certain prevalence in southern
India. In Péddana’s hands, the catuprabandha category is aligned with the regional precisely because
it includes forms thitherto only known to vernacular prosody.

Kakunuri Appakavi provides the next major poetological intervention on catuprabandha in his
Appakaviyamu of 1656 CE. He both reconceives the category of catuprabandha and, simultaneously,

the broader typology of genres. He states:

Kavya has two main types, namely prabandha and catuprabandha. Having sargas in San-
skrit or asvasas in Telugu, the one called the prabandha is the best, O Krishna! [...]
My lotus-eyed God, when you consider the opinions of earlier poets, catuprabandhas are
thought to be of two kinds—those with a set number of stanzas and those with no such

108



kavya

prabandha \

cituprabandha

samkhyita asamkhyata

N T N~

udaharanamu muktakamu gadya ragada dvipada dandaka mafjari

paficaratnamu  varanamala  bhaskaramalika  $adikala  naksatrapankti  $atakamu
Figure 3.7: The poetic genres according to Appakaviyamu 1.27-29.

limitations. The four types of udabarana and the fifteen types beginning with the muk-
taka [i.e. a single stanza, pair of stanzas, a set of five stanzas, and so forth up through the
hundred-stanza sataka] have a fixed length. Prose [gadya], ragada, dvipada, dandaka, and
maiijari have no such limits, O Man-Lion!?

Here Appakavi explicitly separates catuprabandha from the prabandha simplex, which is essentially
figured as the mahakavya of old. The unqualified prabandha is equated here with the Sanskrit long
poem where sections are called sargas and the Telugu long poem wherein the sections are called asvasas.
Its characteristics (the length and wide-ranging subject matter) are duly elaborated but here they only
echo Dandin’s description. So described, the prabandha label would apply to any number of works
that were written in accordance with the canons of classical Sanskrit poetry found throughout southern
Asia.

Catuprabandha, on the other hand, emerges as the opposite term in the binary. Yet, despite
positing this stark binary, Appakavi explicitly designates no unifying feature for the catuprabandha

class. In fact, he splits the category into two. However, the divide does not run along the same lines

that shifted in the early Andhra school, between the verse and mixed-form catuprabandhas. This

26. Appakaviyamu 1.27-29: atti kavyambu dvividbamai yatisayilluri baruvadim prabamdba catuprabamdbamulana | sarga-
mula samskrtamunan asvasamulanu dénurngunarn brabamdbhamanu naditanarui grsna || [. . ] kanwmgona samkbyabad-
dbambun asamkbyakambu narga bbuvin irudéram gai | tanararum birvakavimatamunan a caruprabamdbamulu jalajaksa ||
nalgudé gala yudaharanamulu muktakadipamcadasamunu samkbyanvitamulu | gadyaragadadvipadadamdakamulu mamjaru-
lunu samkhyarabitacatuvulu nrsimba ||
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ambiguity was apparently resolved with Amrtanandayogin and Gaurana. Consequently, Appakavi’s first
set, the samkhyatabaddba catuprabandbas (cituprabandhas with a fixed number of verses), is equivalent
to Amrtanandayogin and Gaurana’s category.

A divide does emerge, however, as Appakavi categorizes the unambiguously vernacular catupra-
bandhas. While Vinnakota Péddana was the first to describe known Telugu forms (ragada, mafjari)
as catu, he neither stated their vernacular association nor that they constituted a distinct formal class.
While Appakavi similiarly avoids the desi question, he does create a second class—asamkhydta catupra-
bandba (catuprabandhas without a fixed number of verses). This group includes the forms added by
Vinnakota Péddana (ragada, dandaka, madjari), to which Appakavi adds one more, dvipada. Despite
drawing catuprabandhas and explicitly vernacular poetic forms ever closer in their typologies, the Tel-
ugu poeticians never directly theorize this generic kinship. Nevertheless, each in their own way, the
three poeticians associate catuprabandhas with south Indian forms that are defined in moraic measures
fit for song.

Going further, as Nidudavolu Venkatarao has shown, this conceptual proximity edges on to a
deeper coincidence in the case of the ragada. First employed and defined in early works of Kannada
(as ragalé) and then later in Telugu metrics, the ragada is a clear ancestor if not overarching type to
the kalika defined in elsewhere in the Andhra school’s manuals. Anantamatyudu defines the basic
structure of ragada in this way: “When there is alliteration at the beginning and the end; and the
lines are put together beautifully in pairs; and are held together by bold caesura—such a verse they
call ragada.”” The key features so far seen in kalika—the coupling of the lines, the presence of yati
and rhyme—are there, and tala regulations appear in the subsequent verses that detail the subtypes of
ragada.

Venkatarao, the only the scholar to survey the udaharana, sees this equivalence between the ragada
and kalika as central to the history of the form and its place in the history of Telugu language and

literature:

27. Anantamatyudu, Chandodarpanamu 3.52-61.
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Typically ragadas are used for describing religious devotion or flower-picking. These are
located in verse [i.e. literary] compositions. Here is one peculiar quality. Ragadas feature
tala and anga prominently; and even though these belong to music, they do not appear
in yaksaganas. The reason for this is that in udaharanas ragadas are used along with
syllabic meters like campaka, utapalamalika, etc. Given that udaharanas are simply poetry,
ragadas are only used in poetic compositions. That is to say, they are prominent in works
of literature—not music. It is this matter alone that clarifies the essential connection
between music and literature (that is song-poetry and stanzaic poetry) in the Telugu
language.?

Thus, according to Venkatarao, ragada is a quasi-musical but nonetheless literary form. Such a
conception of the ragada could be extented to catuprabandha as a whole: What the category—with
udaharana and kalika as its paradigmatic forms—comes to represent are precisely quasi-musical literary
compositions. As such, it might exclude forms that could be labelled quasi-literary but nonetheless
musical: for example, fully sung padams in the tradition headed by Tirupatis famed poet-singer
Annammacarya and continued by Ksetrayya and Tyagaraja; or the yaksagana, an operatic dance-play
that became a popular form in the Telugu Nayaka courts of the Tamil country.

From this perspective, the quasi-musical character of catuprabandha may even be captured by the
word catu itself. With a core sense of “sweet” or “pleasing”, the word is also used to mean “flattery.” As
such, it could point to the panegyrical function of the forms defined. Nonetheless, alamkarika labels
often refer to more basic formal structures and, as we have seen, even in the Telugu school (not to
mention the larger field of Sanskritic poetics) panegyric is rarely theorized directly. Thus an oblique
reference to the panegyrical character may still stand. But cdzu may just as well be an index of the
pleasingly rhythmic, musical aspects of the forms described.

Furthermore, we can align the category with wider currents in the literary culture of Andhra.

Indeed, by all appearance the category of catuprabandha may map directly on to the category of mad-

28. “prayakamugd ragadalu bhaktiprapattikoraku puspapacayamukoraku prayuktamulainavi. ivi padyaprabamdbamula
yamde yumdunu. iccata noka visesamunnadi. ragadalu talamga pradhanamulai samgitamunakanuvainanu nivi yaksagana-
mulalo kanupattavu. diniki karanamu ragadal udabaranamulalo kaksaraganayuktamulagu campakotpalamalikadivrttamu-
latoparu prayuktamulainavi. udabaranamu kavyame gavuna kavyaprabamdbamulalone ragadalu prayuktamulainavi. anarga
vaniki samgitakrtulalo pradbanyamu leka, sabityakrtulalo nunnadani yarthamu. 1 visayamdkkatiye samgitasahityamulaku
padapadyakavitalaku telurngubhdsalo gala yavinabbavasambamdhamunu viadamu ceyucunnadi.” (Nidudavolu Venkataravu,
Udaharana varimaya caritra [A bistory of udabarana literature] (Madras: Madras University, 1950), 92)
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hurakavitva. The term, meaning “sweet poetry,” is used by a few late Telugu poeticians. But, more
prominently, it appears at the very beginning of Telugu poetry, where the tradition’s first poet Nan-
nayabhatta invokes a four-fold classification of poetic styles: @su (“extemporaneous,” also called mrdu),
madbura, vistara (“extended,” the long mahakavya type), and citra (“flashy”).?? However, among the
four types, the sense of madbura is the least forthcoming.3

Around the time of Appakavi, however, another Telugu poetician provides a clue as to what
the genre comprises. In particular, Vartakavi Raghavayya’s early seventeenth-century Telugu trea-
tise (named, coincidentally, Laksanadipika) includes in this category forms mentioned by the early
poeticians—such as kalikd, utkalika, udabarana, birudavali, bhogavali, caturbhadrika.’' However, these
earlier sources, as we have seen, are nearly unanimous in labelling the forms catuprabandha. Beyond
these already known catu forms, Raghavayya adds many more forms that, while not recognized by the
Sanskrit poeticians, are well known to Telugu literature as having musical elements. Among them are
the yaksagana and the daruvu (another operatic form of the Telugu Nayaka literary culture). Madhu-
rakavita thus points to forms of musical literature. Keeping Appakavi’s discussion in mind, we might
then understand catuprabandha as a synonym of madhurakavita, comprising a similar if not quite as
extensive set of forms. From this perspective, not just the panegyrical but also prosimetrical qualities
fall by the wayside. Thus, that some of the forms included are technically only prose (like the dandaka)
or only verse (like dvipada) becomes less important.

This quasi-musicality may be key to conceptualizing the category. Still, it is not present—or
not necessarily so—in all of the forms that come under the cdzu heading. In this regard, the forms
distinguished only by their verse-count stand out in both early (Amrtanandayogin’s, Gaurana’s) and
later (Appakavi’s) descriptions. Most striking here is the $ataka. While its length excludes it from
the mahakavya category, the earliest witnesses (Vidyanatha, Visvesvara) to the udaharana family put

the $ataka in a separate class (asargabandha / upakavya, ksudrakavya). Yet, if the quasi-musicality is

29. Similar statements come later from Srinatha, Tikkana Somayaji, and Vénnalakanti Annayya.

30. N. Venkatarao has suggested that the concept may originate in the Tamil country, where it was known to the Alvars.
Venkataravu, Udabarana, 30.

31. ibid., 34-5.
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indeed the class’s common characteristic, labelling the $ataka a catuprabandha becomes less intelligible.
The $ataka’s seeming lack of fit becomes even more apparent as time goes on: Despite Venkatarao’s
insistence on the pure quasi-musicality of the form, Raghavayya’s eventual inclusion of yaksagana and
daruvu is logical as they clearly follow the vector of musicality. The same cannot quite be said for the

Sataka.

The regionality of catuprabandha

With an identification of catuprabandha with madhurakavita, the significance of the genre (its quasi-
musicality aside) may be its geographical limits. The survey of alamkarasastra in this chapter and
the last reveals that the forms were first and foremost theorized in Andhra. Thus, it could be ar-
gued that catuprabandha refers to the vernacular literary forms of Andhra. This is precisely how
the category has been understood by twentieth century scholars, who have equated madhurakavita
with regional—and even folk—genres tied to the Telugu people. For example, G. N. Reddis en-
try for janapadasabitya (folk literature) in the Telugu Paryayapada Nighantuvu (Dictionary of Telugu
synonyms) reads: anddrtavarimayamu, déSisarasvatamu, desisabityamu, padavanimayamu, pallépadalu,
prajavarmayamu, madburakavitalu (minor literature, regional poetry, regional literature, song liter-
ature, village songs, popular literature, musical poetry).32 Thus—to use Pollock’s terms—prabandha
(alongside mahakavya, mahatprabandha, and vistarakavita) would refer to poetic forms composed on
the marga or cosmopolitan paradigm. Catuprabandha (assimiliated madhurakavita) would demarcate
vernacular or desi forms that, as a rule, seem to have a musical component.

A survey of extant works in the class’s paradigmatic forms seems to confirm this limited geo-
graphical span. While the birudavali has some purchase outside of Andhra (notably in Visvanatha’s
Sabityadarpana and later in the Gaudiya Vaisnava stotra literature), the udabarana is more peculiar: For

one, beginning with Vidyanatha's Prataparudriya, it is the paradigmatic instance of the genre. Further,

32. Golla Narayanaswami Reddy, Telugu paryayapada nighantuvu [= Dictionary of synonyms in Telugu] (Hyderabad:
Viéalandhra Publishing House, 1990).
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all but four extant udaharana seem to have been composed in Telugu. The earliest extant udaharanas
are Palkuriki Somanatha’s Sanskit Basavodaharana and Telugu Basavodabaranamu, both of which were
composed in the early thirteenth century.?? Furthermore, Palkuriki Somanatha is also known for his
pioneering compositions in forms that are eventually folded into the catuprabandha category—namely,
dvipada and ragada. The second extant udaharana is the Telugu Tripurantakodabaranamu, composed
by Ravipati Tripurantaka Kavi in the fourteenth century. Udaharanas continued to be composed well
into the twentieth century but seemingly only in Andhra (or Telugu Nayaka courts).

Moreover, the quasi-musicality of the class has been understood to exemplify this desi character.
Nidudavolu Venkatarao is the chief proponent of this view. Taking an strictly evolutionary view of
literary history, he sees all literature—Telugu’s included—as being split into the “poetry-in-song”
(padakavita) and “versified poetry” (padyakavita). In this view the first manifestations of literature
are the spontaneous songs of the people in their everyday life. To be sure, the tradition of song
continues throughout the history of the language and its literature. For Telugu and the wider literary
culture of south India, it reaches its highpoint in the devotional-erotic padams of Annamacarya and his
successors. Nonetheless, song eventually becomes the generally more learned, literary poetry in verse.
For Venkatarao, this dichotomy between pada and padya maps directly on to the defi-marga schema.
Accordingly, he understands the udaharana to be the confluence of the two streams: the verse portion
reflects Sanskritic, marga poetry; the kalika represents the regional, desi poetry of song.34

However, it is precisely in being an amalgmation that the Telugu character of the genre becomes
particularly clear. At the end of his brief history of the ragada, Venkatarao argues that “it is this matter
alone [i.e. that the ragada is a musical form used only in literay composition] that clarifies the essen-

tial connection between music and literature (that is song-poetry and stanzaic poetry) in the Telugu

33. N. Venkatarao identifies even earlier references in Kalidasa, who uses the phrase jayodabaranam (Vikramorvasiya
1.13 and Raghuvamsa 4.78). Yet, as Sarasvati Mohan says, “these references do not give us any definite picture of the
structure of the Udaharana.” Sarasvati Mohan, “Udiharana: A Minor Composition in Sanskrit Literature,” in Dr. V.
Raghavan Shashtyabdapurti Felicitation Volume (Madras: Kuppuswami Sastri Research Institute, 1971), 196. Moreover, it
seems likely that in these cases uddharana may carry its more common sense of “example.”

34. Ravipati Tripurantaka, Tripurantakodabaranamu, ed. Nidudavolu Veénkataravu (Madras: Sri Rama Press, 1946
[1937]), xviii-xx.
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language” (7 visayam okkatiye samgitasabityamulaku padapadyakavitalaku telurngubbasalo gala yavinab-
havasambamdbhamunu visadamu ceyucunnadi). In drawing a connection between the Telugu ragada and
the udaharana’s kalika, Venkatarao draws the udaharana into the orbit of the regional. In tracing a ge-
nealogy of the udaharana—from padya to gadya to kalika to ragada—Venkatarao pictures the form as
having its roots in desi poetry, but with each udaharana section ultimately being a conscious, studied
amalgamation of the marga (i.e. the verse portion) and the des$i (kalika / utkalika). Yet, it is pre-
cisely because it mixes these two streams that the udaharana is for Venkatarao decidedly regional and,
specifically, Telugu: It is in Telugu, more than any other language, Venkatarao suggests, that song and
poetry have a special relationship. The udaharana, by implication, becomes the ideal manifestation of
that union. Indeed, the udaharana proves particularly apt not just because it clarifies and embodies
this essential relationship, but also because the form is primarily composed in the Telugu language or
by identifiably Telugu peoples.

Further, if the catu category comprises works that are peculiarly Telugu (and quasi-musical), it
becomes even more appropriate that the sataka would join its ranks. The Telugu $ataka takes on a
unique formal shape: Beyond containing approximately 100 verses, it stands out in that each verse in
a Telugu sataka composition ends with a refrain (called makutamu or “crown”) anywhere from a word
to two lines long. Moreover, literary histories of Telugu (and the Telugu $ataka) are quick to note the
immense—and arguably unique—popularity of the genre in the Telugu country. (Vanguri Subbarao,
for instance, counts over 600 unique works and an even greater number of manuscript witnesses).3?

So much may be true. By all accounts, the udaharana and the other core catuprabandha forms
are peculiar to the Telugu country.?¢ But in introducing the desi-marga rubric with respect to the

udaharana, Venkatarao primarily reflects the interests of a nationalist literary history and its search

35. Vanguri Subbarao, Sataka Kavula Caritramu (Narasapura: Kamala Kutir Press, 1957), xlviii.

36. An exception is the virudavali kalika-employing form prominent in the Gaudiya Vaisnava stotra literature. Nonethe-
less, it only proliferates and finds theoretical elaboration in the early sixteenth century, and thus postdates the present
materials from Andhra. See David Buchta, “Pedagogical Poetry: Didactics and Devotion in Rapa Gosvamin’s Stavamala”
(PhD diss., University of Pennsylvania, 2014). It remains to be seen whether the form promulgated by Rupa Gosvamin is
born from Andhra sources or not. According to Buchta, hagiographies of Rapa Gosvamin record his learning new stotras
and virudavalis at Puri in Odisa. But Palkuriki Somanatha’s works precede Visvanatha’s inchoate theoretical elaborations
in Kalinga.
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for a literary past that would be the peculiar property and perfect expression of the nation’s people.
Nonetheless, the premodern poeticians—whether writing in Sanskrit or in Telugu—never gloss the
term catuprabandha with an adjectival phrase, such as desi or desya, that would explicitly mark this
regional aspect as salient to their researches. To be sure, the desi-marga binary proves to be a powerful
framework for poetology. However, the terms desi and desiya are primarily used for describing words
and their relation (or lack thereof) to a Sanskritic root. When employed in poetology, they do not
refer to poetic forms. Instead, desi and mdrga come to be used for describing different stylistic textures
(namely the relative prevalence of Sanskritic or regional lexemes). Rarely do poeticians apply the terms
to whole forms. Poeticians mention language when discussing genre. However, they primarily do so
to note differences in nomenclature but not to differentiate core forms. See, for example, Bhoja’s
robust genre typology;? and, earlier, Dandin elliptically refers to the different genre names for works
in Sanskrit, Prakrit, and Apabhramsa.3® By comparison, in their researches into perfomative arts,
premodern authors do speak of some musical or dance forms as being desi or marga. So, given the
possibility (and even prominence) of the desi-marga problematic in poetology, its decided absence
from discussions of catuprabandha (whether in Telugu or Sanskrit) is striking.

Gaurana and the Andhra school follow this trend and conceive of genres as forms that are not
fundamentally defined in terms of language. Consider, for instance, that Visveévara describes variations
on the dvibhadra, saying that it need not be composed in just Sanskrit or in just one language. But,
he says, if languages are combined in the dvibbadram, some name could be made up for this variant
form. So, for instance, a dvibhadram could contain multiple languages (in which case it is called
raktam) or it could be a combination of Sanskrit and a regional language (in which case it is called
kalyanam). Thus, while the forms can be differentiated on the basis of language—and languages may
be differentiated as regional (desya) or not—the overarching generic form itself is not imagined as being
regional or not. Similarly, in the above excerpt from Appakavi, the prabandha is described as a form

that can be composed in Sanskrit (in which case its major sections are called sargas) or in Telugu (with

37. Srngaraprakasa 11.
38. Kavyadarsa 1.32-37.
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asvasas). With regard to catuprabandha—his other category of poetic creation—Appakavi proffers
no linguistic differentiations at all. Gaurana, for his part, similarly recognizes linguistic distinctions
explicitly. Thus he cites (in the Laksanadipika supplement) “Gokarna’s Prosody in the Andhra language”
(andhrabbasayam gokarnachande) on the phonemes’ gotras. However, again, this differentiation does
not extend to the objects under examination—in this case, the qualities of phonemes and metremes.
Just as the qualities of phonemes and metremes persist below the level of semantics and linguistic
difference, generic form—perhaps precisely because its elements are metrically conceived—persists
above (or at least parallel) to linguistic forms. Again, the corpus of actually available literary works
seems to bear this out. Though primarily composed in Telugu, the core forms of catuprabandha (and
their component forms) can be found in other languages: The ragada makes its initial appearance
in Kannada as ragal¢; the udaharana is composed in both Sanskrit and Telugu; birudavali and core
catu component prose form kalika (descendant of ragada / ragal€) are found in Telugu, Sanskrit, and,
as Buchta has recently shown, can be found in Bengal (and, seemingly, greater Kalinga) by the late
sixteenth century.

So, from the modern literary historical vantage point, the category of catuprabandha may have
developed within a regional or vernacular literary culture. Furthermore, the category—and the genres
it comprised—were particularly receptive to vernacular linguistic and metrical forms. Nevertheless,
the Andhra poeticians do not expressly theorize the catuprabandha as a category for the regional,
even while they effectively use it to that end. In this they stand at a distance from, for instance, the
Kannada poeticians articulating grammar and metrics as such at the vanguard of Pollock’s vernacular
millennium. These individuals worked to carve out a space for the vernacular as a literary language,
to articulate the scope of regional literature as such to stand in Sanskrit’s (or Prakrit’s) stead.? The
Andhra school, on the other hand, speaks to the vernacular sotto voce through its generic musings. To
be sure, these works postdate the advent of literary Telugu as such and implicitly accept its presence on

the literary scene. But what the preceding has so far shown is not a changing conception of a language

39. Ollett, Language of the Snakes, 170-178.
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as such but, instead, changes the conception of certain poetic practices—which stood above linguistic
divisions. So, while the regional realignmnent of political and literary cultures was one factor that

motivated the Andhra school’s reflections on genre, such a realization offers only a geographical focus.

From concepts to compositions: Catuprabandba in practice

On the other hand, Gaurana’s focus on poethood and composition may provide a way to think through
the significance of catuprabandha—that is, its development as a category for poets and poeticians,
the expansion and composition of the forms known as catuprabandha (including the seeming cazu-
ization of the $ataka in Telugu), and the way that these resonate with each other. Gaurana frames
his sorcerous pragmatics and elaboration of poetic forms with the issue of who is fit to compose
poetry. In the end he argues that brahmans—to the exclusion of other castes—are the only ones fit
to perform such precious work. I have already tied Gaurana’s concerns to stories about sorcerous poets
antagonizing and imperiling their patrons; and these stories, I argue, register an anxiety about the
ascendancy of poets from outside brahmanical traditions and institutions. In this section, I follow this
line of inquiry and Gaurana’s attention to poets. Here I will consider further the social motivations
of the poets and poeticians who crafted these literary objects and analytical tools. That is to say,
following the standard etymology of poetry, I would understand poetry as “the activity of poets”
(kaveb karma kavyam). Thus I would read the poetological discourse discussed above alongside the
history of catuprabandha composition in Andhra and the metapoetic statements about poets (kavis),
poetry (kavya), and catuprabandha. Analysis of these may register other resonances of catu as an
activity in a world of other poets, patrons, and venues.

Outside of the poeticians’ treatises, metapoetic statements about the composition and performance
of catuprabandha are scant. This paucity follows from a few reasons. For one, there is very little
room for metapoetic reflections in the form. At most, a catuprabandha will contain single verse

explaining the dedication and naming the poet at the end of the work. Second, as Venkatarao notes, the
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stipulation for a final dedication-colophon verse is only given by Sanskrit poeticians. Finally (and most
pressingly) only three udaharanas are now available from the middle of the eleventh century (when
Telugu literature begins) to the end of Gaurana’s flourishing: Palkuriki Somanatha’s Basavodaharana
(Sanskrit) and Basavodabaranamu (Telugu), which are both from the middle of the thirteenth century;
and Ravipati Tripurantakakavi’s Tripurantakodaharanamu (Sanskrit), dated to about 1370.

In non-catu works, there are a few references to catuprabandha. These only appear in Gaurana’s
day, in the late fourteenth- and early fifteenth centuries. Little can be discerned from them, save that
catuprabandha genres had become a stock object of the literary-cultural imagination and not simply a
poetological construct. Thus in his Bhimesvarapuranamu Srinatha mentions casu along with a string
of related compositional forms.# However, the list—"“campicatunatakodaharanajayaghosacakravala-
caturbbadracaturatiprabamdbambul’—is likely ordered according to an alliterative rather than analyt-
ical logic. Around the same time, Jakkana—poet of the Vikramarkacaritramu (The Story of King
Vikramarka, ca. 1400)—celebrates his membership in a long line of literary masters. In particular he
here praises his grandfather as a great poet who composed “numerous minor poems like cakra[valakas?]
and caturbhadras” (jakracaturbbadracaturuttaradhikaksudrakavyamulu pekkulu racimpa).#t Other ref-
erences postdate Gaurana but are illustrative. For instance, in the preface to his Raghavapamdaviyamu
Pingali Stranna (late sixteenth century) describes himself as “possessed of the skills to devise catupra-
bandhas” (catuprabamdharacanapatavakalitudanu).®2 On the whole, then, composition in catu forms
appears to be worth noting. Only Vidyanatha seems to suggest that catuprabandhas may be lesser

(ksudra). Elsewhere—in Gaurana’s day and later—expertise in catu is a point of pride.

40. Venkataravu, Udaharana, 117.

41. Vikramarkacaritramu 1.20.

42. Cited in Sanganabhatla Narasayya, T¢lugulo catu kavitvamu [=A Critical Study of Metrical Poems of Oral Tradition]
(Dharmapuri: Anandavardhana Pracuranalu, 2006), 2.

119



Catuprabandhba before catuprabandba: Evidence from Srisailam

If the catuprabandha’s aesthetic value might be taken for granted in Gaurana, its social location—and
its control by brahman poets—appears to have been less certain. The admittedly spotty literary record
of catuprabandha suggests that, at least early on, the catu forms were employed by a poetic tradition
that included both brahmans and non-brahmans.

As noted briefly above, the literary history of the forms that come to be known as catuprabandha
begins, with Palukuriki Somanatha, pioneer of Telugu Virasaiva literature. This coincidence is not
all together surprising. Through their vacanas (sayings) the early Virasaivas leveled powerful poetic
statements of devotion that eschewed the metrical and thematic strictures of courtly twelfth-century
Kannadiga literary culture.# And while the vacanas—as a kind of anti-poetry—may have been atypical,
the more prominent Virasaiva poetic practices, as Gil Ben-Herut has shown, were nevertheless aligned
with vernacular and generally non-elite metrical forms.44

In the Telugu country, this trend was led by Somanatha, who took up dvipada in order to compose
his long poetic masterworks, the Basavapuranamu and Panditaradyacaritramu. As a form unknown
to Sanskrit literary culture, dvipada was adapted by Somanatha as an antidote to the prevailing modes
of courtly poetry.#> Somanatha set a precedent with his choice and he exemplifies, for all historians of
Telugu literature, the populist poetics of his sect.

While dvipada—as a form fit for long narrative works—has been taken as the hallmark of the
Viragaivas’ literary revolution and the antidote to the Sanskritic long poem, Somanatha composed
in a plethora of shorter forms. Significantly, by the middle of the seventeenth century the Andhra

poeticians would recognize every one of these forms as catuprabandha. His two udaharanas—both

43. Despite the vacanas’ truly radical and unmetered form, they nonetheless demonstrate a familiarity with and engage
the tropes and conventions of prevailing courtly literary tradition. On the poetics of the vacanas, see the analysis offered
in: A. K. Ramanujan, Speaking ofgiwz (New York: Penguin, 1973), pp.

44. Gil Ben-Herut, “Narrating Devotion: Representation and Prescriptions of the Early Kannada Sivabbakti Tradition
according to Harihara’s Sivasaranara Ragalégaly” (PhD diss., Emory University, 2013).

45. Despite his explicit rejection of Sanskritic literary practices, Somanatha—like other so-called bhakti poets—had a
more complex relationship with the classical kavya tradition than his metapoetic statements might suggest. This will be
taken up further, especially in the next chapter.
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Basavodaharanas (one Telugu, one Sanskrit)—are the earliest examples of the genre. His Vysad-
hipasataka (A century on the lord of bulls), also in praise of Basavanna (particularly as the incarnation
of Siva’s mount Nandin), is not the first Telugu $ataka as such. However, it is the first Telugu $ataka
composed in the conventional Telugu-country form (primarily signalled by the presence of a refrain).
Beyond these, he composed five works in a form he calls gadya (Aksaramkagadya, Namaskaragadya,
Pamcaprakaragadya, Saranubasavagadya, Astottarasatanamagadya). These are nothing but ragadas by
another, Sanskritic name. These five Telugu works stand alongside a Kannada Cénnabasava-ragale.*é
And dvipada, though not a core catu form in the early Andhra schools history, nevertheless hov-
ered nearby the catuprabandhas (recall the suggestive connections in Visvesvara and Anantudu) before
being officially inducted into the class by Appakavi.

But, taking the udaharana as the paradigmatic case, how exactly does Somanatha’s composition
measure against the discourse delineated above? While the Basavodaharanamu is devoid of metapoetic
statements (including the genre name udabarana itself), it mostly aligns with the metrical shape given
in the poetological literature. The work has eight main sections. Each of these contain a verse (in the
campakamala meter) which is followed by two sections of prose—first a kalika and then an utkalika
(the lines of which are half the length of the kalika lines). The first section (for the nominative case)

illustrates this basic structure:

Srigurulimgatatparumdasesajagannidhi Suddbatattvasam
yogasukbaprapirti vrsabbottamamiirti yudattakirti di
vyagamamargavarti basavayyakrpambudhi maku divyasam
bhogamulam prasadasukbabhogamulam garunimcum gavutan

vemdiyurin dribbuvanavinutisameturidu
mamditasadgunamabimopeturidu
surucira$ivasamasukbasamdbanurmdu
paramapardparabbaritajiianumdu
viditanamdanvitamanaskurdu
sadamalavipulaviSalayasaskurmdu

46. Also worth noting here are the ragadas (Namabsivayaragada, Sivabbaktidipaka) of Cakrapani Ranganatha, who was
active about the same time or slightly earlier than Somanatha.
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Srivilasitapadaciratarabbadruridu
gavuta saksat kaliyugarudrumdu

bbuvanopakara
bhavamodavira
bbaktisamyoga
muktisambhboga
saukbyabdhilona
mukbyuridai tana
vélayu Subbakaruridu
ila visvagururidu

Glorious Guru’s linga his sole aim, Treasure to whole world, the Satisfaction

of the pleasure of union in the pure reality levels, the best bull's embodiment, and pos-
sessed of noble fame,

he who walks the path of the divine scripture—let that Basavayya, an ocean of compas-
sion,

bestow on us divine enjoyments and the pleasures of his grace.

Also—May he who is praised in all the three worlds,

who is endowed with the greatness of pleasingly good qualities,
who forges the same pleasures as the brilliant Siva,

whose knowledge is heavy with the highest, high, and the low,
whose mind is filled by the bliss he has comprehended,

who is possessed of far-reaching fame good and pure,

who is ever blessed at [His] feet shining with glory—

May he, Rudra for the Dark Age, come before our eyes.

In the ocean of contentment

from the enjoyment of liberation
through union through heroic devotion,
by pleasing Bhava,

helpmeet to the worlds—

He is above all

with his beautiful shining form,

the master of all on this earth.

While the two-to-one line length ratio between kalika and utkalika remains consistent throughout

the work, the determining length of the kalika varies between the sections. So, in the section given
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above, the kalika consists of eight morae and utkalika four. In the seventh section (dedicated to the
locative case), however, the kalika is six morae long and the utkalika three.

Thematically, the Basavodabharanamu mostly fits the poetician’s definitions. It does, as the guide-
lines demand from the time of Visvesvara onward, follow the eight long sections with a sarvavibbaktika
(verse with every declension). Furthermore, in praising the early Viramahegévara leader Basavanna as
an avatar of Siva’s bull Nandin, Somanitha also affirms Amrtanandayogin’s guidelines regarding the
proper subjects of catuprabandhas; in fact, this figure of Basava more than one of the characters
Amrtanandayogin lists—among them, the religious teacher (guru), the deity (deva), and the minister
(saciva) .4

Still, Somanatha’s composition departs from the definitions in two major ways. First, from its ear-
liest definitions in the Prataparudriya, the Sanskrit manuals require that the udaharana begin with the
word jaya (victory!) among others. Such phrasing is nowhere to be seen in the Basavodaharanamu.®
Second, starting with Viévesvara, the udaharana (and other catuprabandhas) are to end with a signatory
verse (usually in anustubh or arya) that would provide metapoetic information—specifically, the name
of the poet and patron/subject, and the title of the composition itself.#’

The next available udaharana, Ravipati Tripurantakakavis Tripurantakodabaranamu, is dated to
the 1320s.5° Though the work praises Siva at the Tripurantaka temple in Andhra, it is not nec-
essary Virasaiva. Nonetheless, the Tripurantanka temple is understood as the eastern gateway into
Srisailam and, thus, this second udaharana would not have sat too far outside of the major temple’s
literary culture. Like the Basavodaharanamu, it mostly fits the poetological descriptions; also like
Basavodaharanamu, it does not exemplify the final signature verse.

From 1400 onward, the Sanskrit udaharanas at least follow the poetological model closely. Many

47. Tradition holds that Basava was a minister to Kalacari king Bijjala II (r. 1130-1167 CE).

48. An impressionistic survey of the udaharana literature suggests that Telugu udaharanas, like other classical Telugu
works, most commonly begin with 7.

49. Camatkaracandrika 3.71: “At the end of minor composition, there is a verse in arya or anustubh meter that reveals the
name of poet, patron, and the work itself” (ante ksudraprabandhanamaryayanustubbapi ca namaprakase yatkarturnayakasya
kyterapi).

50. Venkataravu, Udabarana, 103.
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of the extant precolonial udaharanas come down as examples in poetological manuals. Thus, Pu-
rusottamasudhi composes a Nagabbipalodabarana in his Kavitavatara (ca. 1400). Kandalarya in his
Alankarasirobbisana composes a Rangesodabarana.®' Beginning in the sixteenth century, markedly
Vaisnava udaharanas begin to appear. The first of these is the Verikatesvarodabaranamu of Pédda Tiru-
malayya, a member the Tallapaka family of poets at Tirupati. Appakavi composes a Srikrsnodabarana
to exemplify the form in his Appakaviyamu. Udaharanas continue to be composed well into the twen-
tieth century.?2

By this preliminary reckoning then, the catuprabandhas as a set were first championed in the
Telugu country and, specifically, within Srisailam’s literary culture. Subsequently, as they appeared
to the wider poetic culture of Andhra, they would have carried a certain vernacular and non-elite as-
sociations as much as any specifically Viramahesvara orientation. So much can be gleaned from the
few metapoetic statements available about (and in) dvipadas, the only catuprabandha form for which
such statements exist. A clear example comes in Vinnakénda Vallabharaya’s late fifteenth-century
one-act Telugu street play Kridabbiramamu (translated by Shulman and Rao as A Lovers Guide to
Warangal). The play’s brahman protagonist Manicana Sarma observes a woman performing an epic in
dvipada: She is “singing the story of the heroes in dvipada couplets, with an inner cadence to the lines
and proper breaks, in the fast rhythm, to the pounding beat of the little drum” (drutatalambuna
viragumbbitakadbumdumdumkittatkarasam- / gati vayimpucu namtaralikayati gramabbiramambuga /
yati gidam dvipadaprabamdbamuna viranikamum padeé nolkkata . . .).>* Aside from the verse form
dvipada, we find here the hallmarks of catuprabandha: talambu (“rhythm”), the playing of the drum
(and, later, of a stringed instrument), and its being a prabandha—a composition of multiple stan-
zas. More to the point, we have a woman—along with several men thrashing and dancing—who are

presumably of a lower station than the brahman observer. Here an image emerges of non-brahmans

51. The udaharana is printed in: Mohan, “Udaharana.”

52. Many of these are collected in Venkataravu, Uddharana. A notable example is the Gopalodaharanamu of prolific
Telugu novelist Visvanatha Satyanarayana. A number of the other twentieth-century udaharanas collected by Venkatarao
are the work of Telugu literary historians (including Venkatarao himself).

53. Kridabhiramamu 116. Translation from Vinukdnda Vallabharaya, A Lover’s Guide to Warangal: The Kridabbiramamu,
trans. Velcheru Narayana Rao and David Shulman (Delhi: Permanent Black, 2002), 51.
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performing dvipada on local heroes.>

Elsewhere in Telugu literature dvipada was reviled as a lesser form, perhaps because of its folk
or low caste associations. Somanatha himself recognizes that dvipada is evaluated poorly and offers a
defense of its aesthetic value in the prefatory verses of the Basavapuranamu. He says in the prefatory
matter to the work: “Since beautiful, idiomatic Telugu is more commonly understood than heavy
compositions of mixed prose and verse, I have chosen to compose this entirely in the dvipada meter.
Let it not be said that these words are nothing but Telugu. Rather, look at them as equal to the
Vedas. If you wonder how this can be, remember, if a timu is a standard of measure, so is sola.
Is it not generally agreed that the stature of a poet derives from his ability to create great poetry
from simple words?”*® But Somanatha’s statement also points to the Viramahe$varas’ opposition to
elite and brahmanical practices. While Somanatha’s caste background has been disputed, his work’s—
as well as the larger Virasaiva movement's—antipathy toward brahmans and brahmanical traditions
is well documented.’® Within the Basavapuranamu, the championing of Viramahesvara poetry in
vernacular forms went hand-in-hand with the disapproval—and in some cases annihilation—of the
literary practices endorsed by the brahmanical elite.” That said, dvipada would still have its detractors.
For instance, as late as the eighteenth century, it is compared to an old whore (dvipadakavyambu mudi
lamja diddi samta) in the Venugopalasatakamu.5®

While the other catuprabandhas may not have been subject to the such searing disdain, Vidyanatha’s
work does give the impression that his so-called ksudraprabandhas are second-class genres. But, more

to the point, throughout its history in poetological works, catuprabandhas have constituted a sep-

54. The most famous of these is the Palnativiracaritramu [History of Palnadu Heroes], studied and translated by Gene
Roghair. He records the tradition of expert singer-composers of this folk epic known as Palnativiravidyavantulu (experts
in the lore of the Palnadu heroes). See Gene H. Roghair, The Epic of Palnadu: A Study and Translation of Palnati Virula
Katha, a Telugu Oral Tradition from Andbra Pradesh, India (Oxford: Oxford University Press, 1982).

55. Velcheru Narayana Rao, Siva’s Warriors: The Basava Purana of Palkuriki Somanatha (Princeton: Princeton University
Press, 1990), 44.

56. Ibid., 24-7. V. Narayana Rao’s introduction gives a clear overview of the Virasaiva movement. He also here examines
the debate over Somanatha’s caste; Narayana Rao argues that Somanatha was likely from a family of the kamsali caste
(associated with goldsmithing).

57. See especially Chapter 7 in Ibid.

58. Narayana Rao, “Coconut and Honey,” 29.
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arate class with a problematic relationship to the major and minor genres already known from first
millennium Sanskrit poetics.

I would argue that, more than their relative newness or their regionality, the catuprabandhas’
early Viramahesvara associations are at the crux of the genres’ unusual conceptual history. From this
perspective, the Andhra alamkarikas theorized these genres (and not just metrical forms as such) as
separate because the genres in actual practice constituted a discrete set of compositional and perfor-
mative genres. Here we see that these practices were initially transmitted through discrete poetic
lineages based in certain locales. While I assume that a significant amount of the corpus has been lost
to the viccissitudes of time, the available evidence suggests that the poets working around Srisailam—
especially those Viramahesvara poets whom Somanitha calls Sivakavis—would have constituted one
of these traditions.

These Sivakavis were poets who sought to both distinguish themselves from courtly tradition and,
through that distinction, vie with it. As I will show, theirs was not the path of total rejection nor of
an avoidance studied and complete. On the contrary, according to Palukuriki Somanatha’s metapoetic
paradigm, the Sivakavis attempted to realize a parallel poetic and literary culture that would adopt
prestigious aspects of the Sanskritic courtly tradition while repackaging and resituating them within
a new system of patronage and reception. His moves, in effect, belie a simple alignment—or, as it is
often portrayed, identity—with a folk vernacular world. Somanatha seems to have trafhcked in a kind
of appropriation, though of a seemingly sanctioned variety.

The Sivakavis led by Somanatha betray unlikely continuities with Sanskritic traditions. Their
vernacular revolution—really the second revolution in Pollock’s formulation—did not, as is so often
claimed, really reject the brahmanical, the Vedic, or the courtly. Instead it offered a new synthesis
of these streams. Somanatha’s work was, by his own account, poetical but undergirded by an ex-
plicitly philological aspect—in his control over existing Sanskritic textual traditions and knowledge
systems—and, perhaps, an ethnographic component—in his recourse to the living traditions among

the devotional community. The project was doubly appropriative. Somanatha’s Janus-face has led
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some to argue that he was actually a brahman and member of the Aradhya subset of the Viramahes-
vara movement. This subsect was constituted by brahmans who adhered to Viramahesvara practice
while maintaining their brahman caste identity. But, even if Somanitha is not an Aradhya or brahman,
he nonetheless mingled with them. His works reference such figures and—insofar as these individuals
were members of the Viramahe$vara milieu—they were dedicated to them. This is true not just of his
work on the Telugu-country’s chief Aradhya, Mallikarjuna Pandit, but also in the Basavapuranamu.
Lineages of teaching were open and crossed the boundaries of caste.

But whatever inclusive inclinations may have been at work, these followed the imperatives of
Viramahesvara devotion. But these imperatives primarily meant to establish a firmly bounded com-
munity of devotion. The Sivakavis were those poets who simply adhered to this Viramahesvara pattern
and constructed for themselves a distinctly Viramahesvara poetic tradition and lineage. They claimied
only other devotees as their kinsfolk and caste-fellows and they seem to have celebrated only other
Viramahe$vara poets. Somanatha shows this, as we will see in more detail in the next chapter. And
it was still being done in Gauranas day. We see this in one of contemporaries, Polasetti Lingakavi,
poet of the Navacolacaritramu (Deeds of the Nine Colas) composed in Telugu dvipada. In giving his
family history, he names Siva and Parvati as his mother and father. In acknowledging his kinsfolk,
he nods to only the “best of the devotees.” In prasing poets, he bows only to the “early Sivakavis”
(adimasivakavulu).?® Through such metapoetic gestures they distinguished themselves as a seemingly
closed tradition.

And, to some extent, insular it may have been. The Sivakavis did not produce a discrete liter-
ary theory corpus as an adjunct to their poetic work. The Viramahesvaras did produce a body of
philosophical literature in Sanskrit and Telugu, so it is not that they eschewed learning or even gram-
matical knowledge as such, even as they neglected in practice certain of the laksanikas’ rules. Where
Somanitha and the Sivakavis exerted some manner of authority over the existing traditions of story,

song, and poetry, the Andhra alamkarikas cast their theoretical gaze and sought to legislate this set

59. Poéetti Linganakavi, Navacolacaritramu: Sivabbakti dhuramdurulagu tommuduguru Saivacakravartula caritralanu tel-
ugu dvipada kavyamu, ed. Paficagnula Adinarayanasastri (Chennai: Andhrapatrika Karyalayamu, 1923), 1-8.
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of practices that emerged from the synthesis of Sanskritic and vernacular poetic traditions. But where
the Sivakavis consistently worked to connect themselves to the traditions and communities from which
they drew, the alamkarikas in their categorizations largely severed the forms from their religious and
social, if not functional, contexts.

Placing the early catuprabandhas among the Viramahesvaras at Srisailam provides a devotional
aspect to their panegyrical orientation and, indeed, helps to bridge some of the gaps between formal
types included in the category. Somanatha’s catu works are all oriented to the practices of a devotional
community at Srisailam. This is even true of his dvipada, which V. Narayana Rao has argued is a
form meant to be sung in unison by groups of devotees.®® His compositions are singularly in praise of
Viradaiva’s founding father Basavanna, who the community recognizes as an avatar of Siva’s bull Nandin.
The other early instances of catu in Andhra—Cakrapani Ranganatha’s ragadas and Tripurantakakavi’s
udaharana—are similarly oriented to praising the deity of a particular locale. I would suggest that this
logic of a localized panegyric also drives the eventual absorption of the $ataka, insofar as most Telugu
satakas are in honor of the poet’s local deity. On one hand, it is already a part of the repetoire of
catuprabandha pioneer Somanatha. And, as Somanatha’s work itself might suggest, the Telugu $ataka’s
isomorphism with other catu forms—the repetition, alliteration, the high frequency of epithets, the
refrain (a common feature of the musical forms of Telugu literature)—may be rooted in its social
proximity to catu born with a quasi-musical character. Thus the forms may have been based first
and foremost in the domain of temple poets. The celebration of royal personages may have been
a subsequent development. This is consistent with the literary record, which only evinces courtly
catuprabandha from the late fifteenth century.6! However, the potential identification of catuprabandha
with madhurakavita—which appears in metapoetic statements from the recognizable beginning of
Telugu literature—complicates the picture insofar as it suggests, according to Venkatarao, that the

literary practices may have had an earlier history in the Tamil poetry of Alvars. But little can be said

60. Narayana Rao, “Multiple Literary Cultures,” 398.
61. For example, Bammeéra Potana composes a Telugu Bhoginidandakamu on Recérla king Singa III and his favorite
courtesan. Sarasvati Mohan records a Sanskrit Cikkadevarayodabarana from the eighteenth century.
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conclusively without a clearer picture of catuprabandha performance.

Conclusions

Unfortunately, none of this quite explains why or how catuprabandhas should have become so impor-
tant. It only suggests that the class of experts in catu composition—the catuvisaradas and catukovidas
to whom Gaurana alludes—had risen to some prominence. The shadowy literary history traced above,
however, that through these catu adepts there was a convergence between the panegyrical pratices of
the temple and the court. Given the paucity of catuprabandhas from Gaurana’s period, it is not quite
clear how these catu experts might have represented themselves—what their poetic persona may have
been, what literary forebears they declared or disowned, and how these claimed afhnities might have
resonated with the meagre history sketched above.

Admittedly, the catu adepts to whom Gaurana refers (or, perhaps, proleptically addresses) and
the Sivakavis may not have been one in the same by the late fourteenth century. But because his
Telugu works all place him within the orbit of Srisailam, which had since the late thirteenth century
been dominated by Viramahesvara devotees, Gaurana would have inevitably encountered Sivakavis.
The inclusive poetic school they represented was precisely the kind that Gaurana’s poetological claims
forbid. In short, Gaurana’s claim puts him directly at odds with the ethos of the Sivakavis even as he
accepts practices that bear their mark.

This puts a new frame around Gaurana’s dvipada poetry. Telugu literary historians consistently
label dvipada poetry of the thirteenth through fifteenth century as an essentially Virasaiva genre.6?
It is said to have appealed to the Sivakavis precisely because of its vernacular roots: As a genre that
originated among the Telugu folk, the Sivakavis are supposed to have found it particularly useful for

their egalitarian and often subversive ends. Somanatha’s apology for dvipada provides the evidentiary

62. There are two Vaisnava outliers in this period. The first is the Rargandtharamayanamu, which was composed in the
late thirtheenth or early fourteenth century. The other is a partial Bbagavatapurina in composed in dvipada by Madiki
Singana, a near contemporary of Gaurana.
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core for this understanding of the genre. But because of the form’s history in the Virasaiva movement,
literary historians read a folksy and egalitarian (if not subversive and antinomian) intent into any poet
who employs dvipada.

Thus Gaurana is always cast as member of this movement in Telugu literary histories, precisely
because he composes in dvipada on ostensibly Saiva themes.s3 But as I suggested in brief above, he
does not represent himself as a member of the Viramahesvara community in his poetic prologues.
Furthermore, Gaurana’s brahmanical chauvinism in the Laksanadipika only underscores how much he
diverges from Viramahesvara school of poetry.

Because of this newly realized ideological distance between Gaurana and the Sivakavis, Gaurana’s
claims about caste, his theoretical interest in catuprabandha, his own composition in the related
dvipada form remain consistent. They are bound, however, by the thread of competition rather than
collaboration. Precisely what his explicit poetical, political, and religious afhliations may have meant

for the substance and style of his Telugu compositions will be the subject of the next chapters.

63. See Arudra’s explanation of the form of Navanathacaritramu in Samagra Amdhra Sahityam Vol. 5: “The abbott
[Santabhiksavrtti] proposed it like this: Until now, this story has existed in Telugu as a work of campi literature, written
by the poet Srigiri. Were it a work of dvipada literature, it would be well-propogated among the folk.” (53) For this
sentiment, see also: Krsnamiirti, Réddiyugamuna Amdbra-Girvana, 116.
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Chapter 4

Telugu Dvipada and the Style of Gaurana

Introduction

If the preceding has shown what kind of poetician Gaurana was—and, more broadly, how San-
skrit poetics engaged with the literary environment of the thirteenth- and fourteenth-century Telugu
country—here I ask: What kind of poet was Gaurana? My immediate aim here is not to mete out
a critic’s judgment: Was Gaurana’s poetry good or bad? Does he deserve a place at the center of the
Telugu literary canon—and the wider canons of Andhra, southern India, and southern Asia at large?
Instead, like the Gaurana of the Laksanadipika, I would like to leave aside questions of quality and
aesthetic relish and work through the formal character of Gaurana’s style. I have mentioned already
that he composed two works in Telugu dvipada. But what is Telugu dvipada like? And what is Gau-
rana’s dvipada like? Is it distinct in any way from that of his predecessors? And, whatever the answer
to these first two questions, why did he compose the way he did? Which audience(s) and what ends
might he have had in mind?

My main concern in this chapter and the next is how the ideological commitments illuminated in
the previous chapters inform not just Gaurana’s theoretical work but also how these theoretical and

ideological drives impacted his own poetic style. This prompts a more fundamental consideration of
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whether this is even a question worth asking: That is, can we even say that his social, political, and
religious commitments had any bearing on his creative output (and, perhaps, vice versa), especially at
the murky level of style? These questions emerge from the apparent incongruity between Gaurana’s
generic considerations and the persona that emerges in his scholastic work. As the previous chapters
have shown, Gaurana’s literary theory bears an unabashed brahmanical chauvinism. Nevertheless, his
poetician’s eye and his own poetic endeavors adhere to genres colored by their association with the
Viramahes$vara literary tradition, if not an even more nebulous field of non-elite poetics.

Existing literary historiography for the period further confounds any understanding of the rela-
tionship between a figure’s literary practice and their social and religious commitments. Studies of
literature in Telugu and in Andhra have largely evaluated poets and works according to two criteria.
On the one hand, works are celebrated for their Sanskritic character—their familiarity with the nar-
ratives and themes of classical Sanskrit literary culture as well as their access to Sanskrit’s lexical and
metrical storehouse. On the other hand, works (sometimes one in the same) are eulogized for their
entanglements with regional culture—their familiarity with local narratives and practices and their
exaltation of the region’s unique linguistic reserves.

These criteria contribute perhaps most comfortably to the lionization of Gaurana’s contemporary,
the poet and courtly attaché Srinatha. Like Gaurana, he has a small body of (entirely epigraphic) San-
skrit work and a long list of Telugu compositions. His Telugu works—both available and vanished—
aggressively appeal to the broad canon of classical Sanskrit literary culture. Most notable in this respect
are his translations: his Telugu Sattasai—a lost piece of juvenilia—and his transcreation of Sriharsa’s
Naisadhiya. In their recent reading of Srinatha’s works, Shulman and Narayana Rao have shown that
an exceptional double excellence in Telugu and Sanskrit were the hallmark of Srinatha’s brilliance and,
in fact, an intentional aspect of his aesthetic project. In this respect, he stands out among the great
Telugu poets precisely as a personality who reconciled these two aims.

However, earlier literary historians have tended to frame this doubled aesthetic standard in the

terms of late medieval south Indian politics. The poets’ appeal to the Sanskritic and the regional is
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directly driven by poetry’s being a religious and political tool. Such readings are imbricated in larger
efforts to create and describe regional and national identities. For example, M. Somasekhara Sarma

asserts:

Telugu poets tried their best to present to people the dharma as envisaged and propounded
by the two important cults, Saivism and Vaispavism, in as concrete a form as possible,
with the help of Puranic themes and the stories of kings who staked their all to achieve
an object or to fulfill a religious vow, and thereby acquired name and eternal fame. In
this way, the Telugu literature of the period tried to educate the common man in dharma
as the sole means and basis to achieve the object in life, placed before him the great
ideal of mdksa, final emancipation, and encouraged him to follow the example of the
heroes of the kavya. It was the privilege of the Telugu poet of this age to instruct the
common man to develop a broad religious outlook, to make him strong in head and
heart to resist successfully the onslaught of the invading fanatic Muslim, and to sacrifice
his life voluntarily, and unflinchingly if necessary. The impermanence of life, and the
permanence of fame, and all-potent virtues were placed before people to induce them to
rise to the occasion. This aim and object made Telugu literature descend to the level of
the ordinary man.!

Here poetry is first an ideological weapon. Its main goal is to consolidate the region and its peoples
by inculcating them with the values of Hindu religion as a defense against a fearsome and foreign
Islamic foe. Within poetry, the Sanskritic and the Telugu act together to this end. The former forms
the core message and the latter the medium with the widest appeal. While Srinatha’s exceptional feats
of simultaneously Telugu-izing Sanskrit and re-Sanskritizing Sanskrit in his Naisadbiya might stand
as an aesthetic ideal for this kind of project, this understanding suggests a more modest aim. The
source material ought to be Sanskritic, but its realization and language ought to be local and Telugu.

While this reading focuses on the Sanskritic and the Telugu as complementary forces, histories
of Telugu literature also show the courtly/Sanskritic and the popular/Telugu streams as competing
entities. These complex literary negotiations are elided in the political narrative. Here the literary
history of Telugu is the history of a language and literature realizing its independence from Sanskrit

literature and its often elite associations. Thus, traditions and works that feature a high proportion

of Telugu lexis, Telugu meters, and popular themes and customs are celebrated for enhancing the

1. Somasekharasarma, Reddi Kingdoms, 495.
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distinctiveness of Telugu literature.

The Sivakavis constituted one such tradition by virtue of their use of Telugu dvipada, their col-
loquial linguistic register, and their attention to popular regional customs and places. In cutting this
course, the Sivakavis were poets who sought to distinguish themselves from courtly traditions; but,
by highlighting that distinction, they also sought to vie with the same. Theirs is not the path of
total rejection nor of an avoidance studied and complete. On the contrary, according to Palkuriki So-
manatha’s metapoetic paradigm, the Sivakavis attempted to realize a parallel literary culture that would
adopt prestigious aspects of the Sanskritic courtly tradition while repackaging and resituating them
within a new system of patronage and reception. His moves, in effect, belie a simple alignment—or,
as it is often portrayed, identity—with a folk vernacular world. Somanatha seems to have trathcked in
a kind of appropriation, albeit of a seemingly sanctioned variety.

Somanatha referenced multiple and, to modern literary history, contradictory authorities. His pri-
mary divergence—and the one that most clearly distinguishes him and the later Sivakavis from non-
Viramahesvara streams—follows from his sources of authority. After offering a standard homage to
his personal deity, in this case Siva Mallikarjunasvami at Srisailam, he immediately turns to honoring a
set of four superlative devotees from greater Srisailam: Karasthali Somanathayya, Réntala Mallinatha,
Docamamba, and Godagi Tripurari.2 These four are unknown from other sources. But, as Somanatha
tells it, they were likely his contemporaries.> These devotees are not alone, but stand—seemingly at
the forefront—of Srisaliam’s great Viramahesvara devotional community, “the innumberable mahes-
varas’ (asamkhyatamahesvara).* It is before this body that Somanatha submits himself, asking them
to endorse his poetic endeavor. More than an endorsement, Somanatha sought their help and claims
to have learned the song lore on Basava from them directly. It is then the mahe$vara community that
endows Somanatha with the ability to compose the work. By singling out the asamkhyatamahe$varas

as his authority, Somanatha departs from prevailing metapoetic practices which would have the Telugu

2. This discussion follows Palkuriki Somanatha, Basavapuranamu (Cennapuri: Vavilla Rimasvamiéastrulu & Sons,
1966), 1-9. Unless otherwise noted, translations come from Narayana Rao, Siva’s Warriors, 41-45.

3. Ibid.

4. Tbid., 42.
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poet invoke an authority both textual and Sanskritic. Somanatha’s move here dovetails with his generic
choice of dvipada, a form fit for non-Sanskritic song.

Even so, Somanatha uses this new poetic authority and novel verse form to build an edifice of
patronage that is not all together unfamiliar. Even though he turns to the devotional community for
support and, especially, for source material, they are not a patronage collective. Rather Somanatha
singles out one Sanganamatya as his work’s primary auditor and patron. By his appellation damadtya,
Sangana would have been a ministerial official from the brahman village Gobburu and was, apparently, a
disciple of a brahman Viramahesvara teacher in Gébburu named Mandéga Madiraju. Thus Somanatha
and his work in some respects still partake of the patron-poet relations that characterized kavya in
general.

Still, the scene of reception is no longer the courtly world presided over by kings and their brahman
preceptors in poetry and power. Instead we find ourselves in the temples at Srisailam, which as an
institution would come to be governed by the asamkhyata mahesvaras (no longer just poetic authorities)
by the early fourteenth century.’ In place of the royal patron stands the brahman ofhicial Sangana.
To be sure, he stands out due to his social and political (and economic?) status: a local magnate—
indeed, “lord of Gobburu” (gobbiiri vibburmdu). Otherwise, though, Sanganamatya is portrayed as just
another—albeit important—member of the authoritative devotional community behind Somanatha’s
work. He is, in short, not depicted as a leader presiding over this community. This is reflected in the
amount of attention that Somanatha affords Sangana. While Sangana does receive special mention,
Somanatha does not spend an exceptional amount of time praising him or describing his background.
Nowhere to be found are the extensive genealogies of single patrons that monopolize Telugu poetic

prologues from the thirteenth century on.®

5. A series of inscriptions from 1312 to 1315 represent shifting power arrangement as Srisailam, including the increasing
prominence of the asamkhyata mahe$varas as a kind of executive council. See: Jayanti Ramayya, ed., South-Indian Inscrip-
tions: Telugu Inscriptions from Andhra Pradesh, vol. 10, Archaeological Survey of India: New imperial series (Archaeological
Survey of India, 1948), Nos. 502 & 504.

6. Arguably, the overall structure and patronage system represented in the Basavapuranamu is closer to the works that
follow it in Telugu literature than it is to Nannaya’s supposedly paradigm-setting work in the Telugu Mahabharatamu.
In describing his patron, the Eastern Calukya Rajarajanarendra, Nannaya—Telugu’s first poet—is largely unconcerned
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This complex movement is mirrored in Somanatha’s metapoetics. As noted above, he ties himself
to a tradition of song and lore kept by the devotional community, and he suggests that his choosing
dvipada for his meter is a direct consequence of this relationship. All the same, he cannot abide the
idea that dvipada composition might be thought lesser than the campu prabandhas that dominated

Telugu literary culture. And so, he explains:

nurutaragadyapadyoktula kamge
sarasamai paragina janum dénumgu
carcimpariga sarvasamanyamagutanm
giircéda dvipadalu korki daivarar
deélurmgumatalanamga valadu vedamula
kolarmdiya kar judumdila néttulaninar
bati timunakun bati yaunenirn

batimpa solayurm batiya kade
alpaksaramula nanalpartharacana
kalpimcutayé kade kavivivekambu

More than hefty words of prose and verse

janu Telugu flows, full of rasa.

Thinking so and given it's common to all,

I fitted together couplets overflowing with interest.

Do not say that these are just Telugu; but the Vedas:

Take these as their measure in this world. “Why?” you ask:
If the tmu be a measure

for measuring, the sola is a measure, too, no?

Making from simple sounds a composition

of immense meaning: is that not the poet’s expertise?

Somanatha offers here not just a poet’s humble apologia. While he appeals to the devotional
community as a source of authority, he does not—as other poets had before him—similarly ask them

to be sympathetic readers, to focus on the merits and ignore the faults in the work. What he gives

with the king as a genealogical—and, really, historical—subject. He primarily describes the king as an instantiation of
the sovereign idealized within the cosmopolitan paradigms of brahman-dominated Sanskrit literary culture. Outside of
locating him in the Vengi region at his capital city Rajamahendrapuram, Nannaya tells us precious little of how the king
substantiated this royal ideal. Somanitha, however, and the Telugu poets after him (mdhbesvara and not) offer more robust
representations of their patrons’ genealogical, social, and historical locations—especially insofar as they describe non-royal
patrons. Further, the increasing visibility of temples and their communities emerges as another common thread from
Somanatha onward.
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instead is a manifesto. Like the small measure sola, dvipada may operate at a quantitatively smaller
scale, but this fact does not mean it is inadequate to the task of poetry. It is simply more compact
and, Somanatha explains, better suited to showing oft his own poetic capabilities. In this respect,
Somanatha does not, as his subject Basavanna did in his sayings, set himself outside the realm of
poetry as such.” He puts himself, along with dvipada, at the top.

Even further, his composition is not just excellent as poetry but also as a scriptural source of
knowledge—on par and consistent with testimonia like the Vedas and Puranas, the textual foundations
of the Sanskrit brahmanical tradition. This becomes even clearer in Somanatha’s second long work,
the Panditaradhbyacaritramu (The history of Mallikarjuna Panditaradhya), where Somanatha expressly
sets out to weld together Viramahesvara Telugu literature and Sanskrit scriptural traditions. The
result may be an unwieldly work but not a work that is unconcerned with Sanskritic literary cultures
and Vedic traditions. Indeed, despite its sometimes being described as anti-Veda and anti-Sanskrit,
the Sivakavis’ work is just not so. In representing his work this way—as simultaneously poetic and
scriptural—Somanatha replicates in part the statement made by Nannaya, who claimed his inaugural
Telugu Mahabharata held a multiform status as a work on dharma, a philosophical treatise, a political
guidebook, an elite poem, grammatical textbook, scriptural lore, mythological compendium, and Veda
itself.®

At best, the Viramahesvaras and the Sivakavis are anti-brahman. Stories from the Basavapuranamu
narrate violent rejections of brahmanical literary cultures, as in the story of the devotee Dohara
Kakkayya, whom Somanatha praises as “an enemy of the brahmins.” Found in the seventh chapter
of the Basavapuranamu, the tale relates how Kakkayya viciously kills a brahman pauranika. However,

even in this case, the charge of anti-brahmanism is not quite accurate. The issue is not the pauranika’s

7. On the vacanas as a kind of anti-poetry, see: Ben-Herut, “Narrating Devotion”;.

8. See Andbramahabbaratamu 1.32 as translated in Narayana Rao and Shulman, Classical Telugu Poetry, 61: “Those
who understand the order of things/ think it is a book about order./ Metaphysicians call it Vedanta./ Counselors read it as
a book about conduct./ Poets read it as a poem./ Grammarians find here usages for every rule./ Narrators of the past see it
as an ancient record./ Mythologists know it to be a rich collection of myth./ Vyasa, the first sage, who knew the meaning
of all the Vedas,/ Parasara’s son, equal to Lord Visnu, made the Mahabhdrata/ a universal text.”

9. Narayana Rao, Sivas Warriors, 242.
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brahmanism as such, but rather that he is a “biased purana reader who would not see things as they
really are.”'® In the context of the story, the brahman’s bias manifests in his Vaisnava leanings and his
failure to tell stories that acknowledge the absolute supremacy of Siva over all other deities. Specifi-
cally, as the devotee complains, the brahman storyteller fails to recognize the true, agonistic meaning
of the proper name Harihara: The designation refers not to some ecumenical synthesis of two great
gods, but to the triumph of one over the other, the thorough dispatching of Hari Visnu by Hara, Siva
the destroyer. The Viramahe$vara literary tradition then has little quarrel with Vedic brahmanism as
such. Somanatha does all he can to integrate his Viramahe$vara traditions with those of the Vedas.
Ultimately, conflict comes only when brahmans and royal proponents of brahmanical power challenge
the preeminence of Viramahesvara devotion.

Just as the Sivakavis practically opposed the Sanskrit tradition in relatively weak terms, so, too,
did Gaurana not depart very obviously from the Sivakavis’ compositional practice. On the whole, he
adheres to the Sivakavis’ aesthetic imperative—so much so that, according to one history of Telugu
dvipada literature, he was the Sivakavi par excellence of his age. He uses a number of ungrammatical
lexical forms and violates metrical standards. And, his grammar aside, he narrates Saiva stories, some
of which delve into non-elite life, most spectacularly in descriptions of cow herding and hunting in
the Navanathacaritramu. Indeed, his aesthetic has the air of accessibility. It is marked by a reduction
in Sanskrit and the Sanskritic and a privileging of common language, and an emphasis on realism and
the common tropes of every day life.

Yet, in the little metapoetic meditation that Gaurana does provide, he strikes some distance be-
tween himself and the most prominent dvipada tradition. This move is characterized by what Gaurana
does not do. Unlike Palkuriki Somanatha, Gaurana offers neither an appeal to nor an apology for
dvipada’s non-elite status. And, while dvipada may have been gilded somewhat by Somanatha’s work,
its roots and associations had, it seems, not been completely obscured by Gaurana’s day. Still, the form

may have gained some standing of its own, at least within the context of Srisailam, the home base of

10. Narayana Rao, Sivas Warriors, 243.
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the viramahes$varas.

The only hint he offers is in his scant kaviprasamsa—only one line in each work. Expectedly, he
praises no Sivakavis. But, unusually for his time, he praises no Telugu poets. Instead, he explicitly
praises only Sanskrit poets. In the Navanathacaritramu he “bows to the true poets beginning with
Bana” (banadisatkavulaku mrokki); and in his Hari$candradvipada, he “accepts and brings to mind the
great poets like Kalidasa” (kalidasadulagu mahbakavulari jekoni . . . dalarici). These opening gestures—
or, as it were, the general lack thereof—signal that Gaurana may indeed belong to a different poetic
camp.

With this in mind, any search for a distinctive style of Gaurana must go from the ground up to
see if there is some other basis for it beyond the proportion of Sanskrit lexis and the acknowledgment
of Sanskrit literary culture’s standards. Still, taking the allusion to Bana and Kalidasa seriously, this
chapter will look to the ways in which Gaurana stylistically aligns himself with classical Sanskrit poetry
and, in particular, the prose poetry for which Bana broke the mold. To do this, I will work through
how dvipada—Gaurana’s form of choice—works, first according to the literary manuals. I will go on
to examine the pioneering work of Palkuriki Somanatha as an exemplar of dvipada composition. The
chapter will close with an examination of Gaurana’s work that shows how he follows the Sivakavi style
and shows where and how he breaks with it. The most prominent of these breaks, I will argue, are
attempts to replicate the stylistic features of courtly kavya in Sanskrit and Telugu.

In considering style, I will attend to the thematic and conceptual interests of the works. Illumi-
nating such interests and orientations is the end goal, and some of these are borne out directly by the
poets’ explicit statements about poetic work. But these of preliminary metapoetic statements do not
constitute the bulk of the material. That status is left to the poetry framed by such statements. So just
as, if not more important to the analysis are the formal—particularly the phonetic, syntactic, lexical,
rhetorical, and even etymological—textures of the works under consideration. My basic proposition
here is that these works, despite sharing the same dvipada verse-form and even some broad thematic

and theological concerns, differ when it comes to their linguistic stuff; and, further, that this difference
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descends in large part from their political and theological positions.

Consequently, in this chapter I translate several extended sequences from the work of Gaurana
and his Sivakavi predecessor Somanatha. These translations are meant to diagram the poets’ stylistic
habits in English. I use “diagram” here advisedly: I have made no real attempt to match the meter or
rhythms of the poetry; I have, however, tried to suggest certain prosodic features such as enjambment.
These suggestions are largely visual and thus diagrammatic, as they cannot properly address how the
textual material would have been translated in any performance. Further, the English does not easily or
familiarly replicate the syntactic structures of either Telugu or Sanskrit. Even so, I have suggested these
by sometimes peculiar syntactic choices. Also difficult to replicate in translation are the etymological
textures; but, when relevant, these may be noted in the accompanying transliteration and analysis.
And, finally, where the phonetic textures provided by alliteration are central to a passage, I have tried

to introduce some of these effects into the translation.

The poetics of Telugu dvipada

Called by the colonial scholar-administrator Charles Philip Brown “the easiest of all metres,”!! Tel-
ugu dvipada (literally the “two-footed” meter) is a verse form of couplets. Its alleged ease aside, it
stands apart from other Telugu poetic forms in two interlocking ways. For one, poets—following
an unwritten rule—neither compose independent stanzas in dvipada nor intersperse dvipada couplets
with other poetic forms. Instead, poets compose a whole work in dvipada alone, to the exclusion of
all other verse forms. In its construction then, the dvipada kavya stands apart from the mainstream
of Telugu prabandhas, which are formally constructed of four-line padya verses or in the prosimet-
ric campu form. Literary history and the literary tradition itself recognize this mainstream as one
inaugurated in the eleventh century by Nannayabhatta, whom many premodern poets recognized as

Telugu’s vaganusasanumdu or “legislator of the Speech.” In the parlance of Sanskrit poetics, Nannaya’s

11. Charles Philip Brown, Amdhbragirvanacchamdamu [The Prosody of the Telugu and Sanscrit Languages Explained]
(Madras: The College Press, 1827), 28.

140



work—the first two-and-three-quarters books of a Telugu Mahabbarata—was in campu; more pre-
cisely, he mixed gadya (prose-poetry, also called vacana) and padyas (stanzaic verses) of four lines or
padas. These padyas could be of two types: either syllabic (vrtta) meters, many of which were known
from Sanskrit poetics; and moraic (jati) meters particular to Telugu prosody if not that of other south
Indian languages. On the whole, the major, long-form prabandhas in Telugu took this form.

Any deviation from this norm was remarkable. So, in the thirteenth century Tikkana Somayaji,
the second major Mahabharata poet in Telugu, composes a Nirvacanottararamayanamu. As Tikkana
explicitly declares with his title, the work tells the latter part of the Ramayana story “without any prose-
poetry” (nirvacana-). Though lacking prose, Tikkana’s work is nonetheless a padyakavya in Telugu and
Sanskrit meters and thus can easily lay claim to the Sanskritic, Brahmanical stream flowing through
Nannaya’s compositions. Likewise, any dvipada kavya could be called nirvacana. But dvipadakavya
stands even farther afield. It is of a different order all together. It is two—not four—padas long,.
Thus, it is not quite padyakavya.

As the previous chapter showed, dvipada enters (somewhat belatedly) the Andhra alamkarikas’
discussions of genre as a member of the catuprabandha class. However, Telugu metrics (chandassu)
knows the form from its earliest text, the Kavijanasrayamu (The poet’s refuge). In its metrical shape,
dvipada is a jati meter. As such, it is available from the beginning of Telugu prosody. Poeticians
analyze it not in terms of a fixed pattern of stressed and unstressed syllables but, rather, according
to the number of beats or mitra the lines contain (hence the common translation “moraic meter”
for jati). The sixteenth-century Telugu poetician Appakavi gives a succint definition, in the process

exemplifying the verse form with a couple of couplets:

surapatitrayambu saryurndokkamdu

viramambu rémtipai vérayu nokkatiki
ksitirh daga ni rémti cenoppu dvipada
miti leka céppina melamdru kavulu

A trio of Indras and a single Sun.
The caesura after two ganas. Just one
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is not enough. Dvipada’s best in beautiful couplets
sung with no fixed end—so say the poets.!2

A line of dvipada is thus defined as having three Indraganas (that is, three feet of four to five beats)
followed by one Siryagana (a foot of three beats); and the yati falls in the middle, after the first two
Indra ganas. Furthermore, it is always to be a couplet, but these couplets may be strung together
without end. Also, note that there is no explicit stipulation against mixing dvipada with other verse
forms. Were it to be found, it would be in the work of Appakavi, one of the most fastidious of
poeticians. Even so, no known Telugu prabandha mixes dvipada and other verses forms.

Despite these peculiarities, dvipada conforms to the general principles of Telugu prosody. In the
main, this means that it is governed by the two principles of classical Telugu prosody that structure
all verse forms whether vrtta or jati, Sanskritic or vernacular. These are prdsa and yati. The prasa is
Telugu instantiation of the larger phenomenon of “head-rhyme” characteristic of Dravidian poetry.!?
In particular, the prasa of a verse is the consonance of the second syllable in each line. Taking Appakavi’s
two dvipada couplets as an example, the consonant r is the prasa of the first couplet, and in the second,
t. In four-line padyas, the prasa accordingly runs through all four padas. The second principle, yati is
known from Sanskrit prosody. It is frequently translated as the break or caesura within a pada, a break
that may or may not be co-extensive with syntactic breaks. Telugu poetics maintains this rhythmic
(and optionally syntactic) feature but also introduces a principle of rhyme. The rhyming of yati, unlike
that set out in prasa, is internal to each line and may consequently be different for each pada in a verse.
This rhyme is between the first phoneme of the pada—sometimes called vali—and the first phoneme
after the yati. Turning to Appakavi’s definitional couplets, the yati-vali pairs are: su/sit, vi/vé,ksi/ce, and
mi/me. Poeticians elaborate a number of rules governing both prasa and yati. Guidelines for the latter

principle are more flexible and involve not just consonance but assonance as well.

12. Appakaviyamu 4.282

13. This head-rhyme is commonly noted in classical Tamil verse, and it has also been taken as a diagnostic feature of
Sanskrit poetry composed in southern India in the midst of Dravidian literary cultures, if not poets whose first language
was a Dravidian one.
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Predictably, poets often confound poetological stipulations. Dvipada—and, more often, its poets—
have been objects of poetological attack. One major criticism revolves around a variation of yati called
prasayati. Prasayati is the substitution within a pada of prasa for yati. That is to say, instead of a rhyme
between the first phoneme of the pada and the first phoneme after the yati, the poet would rhyme the
stanza’s prasa syllable with the second phoneme after the yati. This is generally permitted in Telugu
verse. But the mainstream poetic tradition seems to have prohibited the use of prasayati in dvipada
compositions. The pathbreaker for Telugu dvipada, Palkuriki Somanatha, refers to this prohibition
in the introduction to his dvipada Panditaradhyacaritramu. He declares, however, that he will not
be bound by the regulation but will use prasayati as he pleases. Despite his poetological provocation,
he in fact, as Cilukuri Narayanaravu explains, uses it sparingly, more or less adhering to the norm of
refraining from prasayati in dvipada.'4

So defined, dvipada can be seen as part of a small family other -pada or -padi verse forms—namely
catuspadi (four-footed), satpadi (six-footed)—which constitute similarly discrete compositional tradi-
tions in other southern languages. Next to Telugu dvipada, the chief example is the Kannada sazpadi,
for which Raghavanka’s sazpadi HariScandra appears to have been the pathbreaking work. However,
the similarity implied by the terminological resemblance can only be taken so far. The Kannada sat-
padi, at least as practiced by Raghavanka, formally follows many of the patterns and techniques of
the Sanskritic kavya (especially padyakavya) tradition as recognized by the Western scholars and the
alamkarikas themselves. In particular, the satpadi stanza still functions as an isolated verse or muktaka.
And so, Vanamala Viswanatha describes the form’s use in a long poem as “the stringing of beads in
a necklace” where each stanza comprises an “internally coherent picture [that] presents a part of the
overall design and movement of the narrative.”

A single dvipada couplet, as the analysis to come will show in greater detail, is not like this.

The metrical form is simply just not that capacious and cannot contain the kind of word-picture a

14. Palkuriki Somanitha, Mallikarjunapanditaradhyacaritra, ed. Cilukari Narayaparavu (Hyderabad: Telugu Vis-
vavidyalayam, 1990).

15. Raghavanka, The Life of Harishchandra, trans. Vanamala Viswanatha, Murty Classical Library of India (Cambridge:
Harvard University Press, 2017), xiii.
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padya might present. The couplets work best in extended sequences, as suggests the phrase “with no
fixed end” (miti leka) in Appakavi’s definition. In this regard, dvipada may find its closest Kannada
cousin in the ragalé, especially as practiced by Harihara (mentor and contemporary of the satpadi poet
Raghavanka).'s It belongs to the same family of desi jati meters as the -padi forms. However, it
has no stanzas as such. Its only principle of organization is its prasa which, as in Telugu dvipada,
primarily runs across two lines. As Ben-Herut has shown in the case of ragalg, this leads to unusual
rhythmic effects and possibilities, especially in terms of a flowing and largely unbounded style marked
by the “softly-bounded unit” of the couplet.!” But this leaves ample room for the poet to impose other

syntactic shapes upon material only loosely structured by the meter.

Dvipada in the Basavapuranamu

What, then, does it look like for a poet to compose in dvipada? The earliest example of a self-
proclaimed dvipada kavya comes, as I have already mentioned, from Palkuriki Somanatha. In terms of
its style, scholars have commonly characterized his Basavapuranamu as a literary work, largely confirm-
ing Somanatha’s own claims to poetic excellence. Nonetheless, taking a cue from Somanatha’s appeal
to the accessibility of “janu Telugu,” scholars tend to see the work as representing an oral poetics.
For instance, in his study of the work, V. Narayana Rao finds it “almost indistinguishable from an
oral text.” Three features are particularly prominent in this regard. First, Somanatha crafts a dvipada
replete “with repetitions and fillers that are used frequently.”® These repetitions are primarily "ar-
chitectural,” manifesting in the stylized, litanous passages that introduce each episode by lauding its
central devotee. Cast in stereotyped Sanskrit phrases, they are meant, according to Narayana Rao, to
induce a devotional mood through their sonorous—and consequently hypnotic—effects.!® Second,

beyond these stock constructions, Somanatha’s work also features a few descriptive dilations, mostly

16. My comparison here follows the discussion of the poetics of ragal¢ in Ben-Herut, “Narrating Devotion,” 95-112.
17. Thid., 111.

18. Narayana Rao, Sivas Warriors, 29.

19. ibid., 30.
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in offering extended catalogs of objects of sartorial and musicological interest but also in his use of
more complex metaphorical propositions prized and analyzed by the alamkara theorists. Third and
finally, aside from these descriptive sequences, Somanatha typically writes in a straightforward style
that focuses on moving the narrative action along.

Given that a comprehensive historical poetics of dvipada will have to await a future study, the
following analysis will be largely anecdotal. My hope, however, is to elaborate the three aforementioned
characteristics and set a tentative baseline against which to measure Gaurana’s style and its implications.
In one respect, then, my task is to describe—but to describe in such a way that we can judge not just
Somanatha’s metapoetic claim but also understand how his stylistic practice receives and lays claims
to both folk/oral and literary traditions. Ultimately, the following will argue that Somanatha’s work
shows the literariness of dvipada counterintuitively. Specifically, I find that it is through the elements
that scholars have labelled literary—his Sanskritic lexis and attention to alamkara—that Somanatha
appeals most forcefully to a poetics inflected by oral and non-elite composition. The obverse of this is

that those elements identified with oral poetry bear the mark of courtly literary practice.

The register of stotra

In approaching the tales of Basavapuranamu, one first encounters a litanous introductory passage
which, in a string of epithets, presents the subject. Such a passage, in fact, opens the work as a whole.
This sequence details the qualities of a devotional subject, understood to be Somanatha’s guru who is,

for all intents and purposes, identical to the divine Siva himself:

Srigurudevu namcitagunottamsu
yogimdrabrdayapayojatabamsum
baramakypamurtibbaktajanarti
harur drijagatsphurti nanamdavarti
bhavarogavicchedi bhaktavinodi
Sivatattvasampadin jirataramodi
nityasvariapu nunmilatpratapum
pratyayagatapapu bbaktapradipu

bbavanatitu sadbbavanopetu
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savayavakhydtu namitu najatu
nadyamtarabitu vedamtarthasubitu
vidyatmasahitu samvitsaukbyamahitu
bhaktaparadbinu bbaktanidbanu
bbaktasamadbanu bbaktavadbanu
bhaktaparamjyoti bhaktavibbiti
bbavadubkharati bhaktanubbiiti
bhaktavajratranu bhaktadburinu
bhaktajanapranum baramakalyanu
manmanoramyu nirmalabbavagamyuri
Jinmayu saumyu bbajimci kirtimci . . .2

He is the divine guru. He is supremely endowed with worshipful qualities. He is the sun
that opens the lotuses of the hearts of the great yogis. He is most compassionate. He
absorbs the devotees’ afflictions. He is the manifestation of the three worlds. He abides
in bliss. He cures the disease of rebirth. He is delighted with devotees. He acquires the
essences of Siva for his devotees. He is forever blissful. His form is eternal. His prowess
has been demonstrated. He absolves the sins of the faithful. He lights up his devotees.
He is beyond thought. He is associated with right thoughts. He is popularly known to
be embodied. He is boundless. He is birthless. He is without beginning or end. He
conforms to the meaning of Vedanta. He is associated with knowledge. He is supreme in
bliss and knowledge. He is a slave to the devotees. He is the support of the devotees. He
responds to the devotees. He is attentive to the devotees. He is a killer of devotees’ grief.
He is the experience of devotees. He rescues devotees. He supports devotees. Devotees
are his life breath. He is glorious. He pleases me. He is approachable through clear
thoughts. He is the embodiment of consciousness. He is gentle—having worshiped and
praised him . . . 2!

The most immediate feature of this passage and the similar sequences that follow is their over-
whelmingly Sanskritic lexis. While every epithet is grammatically Telugu, that Telugu character ends
with their endings: the accusative suffix -ni. (Even this, however, is barely there as the suffix often
disappears completely or, at least, transforms to the half-nasal (arrasunna) owing to considerations
of meter and sandhi.) For example, the Telugu accusative epithet yogimdrabhrdayapayojatabamsu/ni]
(“sun that opens the lotuses of the hearts of the great yogis”) could become grammatically Sanskrit

by altering only its final two syllables (and thus yogimdrabrdayapayojatabamsam). Beyond the sufhix,

20. Palkuriki Somanatha, Basavapuranamu, 1-2.
21. Narayana Rao, Sivas Warriors, 41.
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which marks the referent of the words as the object of the two past non-finite participles that anchor
the sequence (bhajimci kirtimci or “having worshipped and praised him”), these compounds can be
taken to evince Somanatha’s facility with the Sanskrit language.

Poetically, the passage aims especially at phonetic effects of rhyme. The couplets display the
requisite interlineal prasa (Sriguru . . . / yogimdra . . .) and intralineal yati-vali (Sriguru . . . -
namcita . . .). But, forcing such features further forward, every couplet also finds end-rhyme (. . .
ottamsu /. . . jatahamsu) to a greater or lesser extent. Other patterns of repetition mark the passage as
well, extending to entire lexemes (the bhakta- sequence leading to the end of the passage) and higher
frequencies of repetition.

Taken together, the lexis and the emphasis of sound effects show Somanatha’s double afhliation.
While he clearly demonstrates his connection to and expertise in the tools of Sanskrit literary culture,
the rhythm and rhyme of such passages also make clear his concern for an oral/aural poetics. Never
do words—compounds included—span beyond the single line. Thus, meter and syntax fit together on
that basic level. Yet, even as the lines emerge as repetitive, they are not quite formulaic and Somanatha
plays with rhythm within his metrical constraints. So, while the first line features two compounds of
three lexemes each (Srigurudevun amcitagunottamsu), the next second and third each contain a single
six-lexeme compound that spans the whole line, and the fourth line features a single-word epithet
followed by two short compounds of three and two words respectively. Somanatha has then fashioned
a passage to be interesting if not pleasing to the ear even as it propounds theological points.

In his use of Sanskrit compounds and his alliterative aims, Somanatha brings to bear what could
be called his stotra register. Stotra labels a nebulous body of praise poetry or hymnody in Sanskrit and
regional languages. Scholars have generally cited the uneven or simply poor quality of such works.
Such estimations see in stotra the core function of a kind of meditative prayer which, because of
its interest in visualizing the divine subject tends towards stereotyped phrases and epithets.?2 This

accounts in large part for the judgment that these sections may seem monotonous.

22. See, for example, the remarks given in Jan Gonda, Medieval Religious Literature in Sanskrit, ed. Jan Gonda, vol. 2, A
History of Indian Literature 1 (Wiesbaden: Otto Harrassowitz, 1977), 234-235.
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However, more recently scholars have sought after the aims and audiences of stotra literature as
way to define the genre and differentiate its many forms. While stotras have been marked as a more
popular literature for their often devotional sentiments, their routine use of Sanskrit (even in regional
language composition) has called such popular accessibility into question. Still, Yigal Bronner has
drawn attention to stotra’s often pedagogical aims in his study of Appayya Diksita’s large body of
work.?>  Identifying such aims points to implied space for commentary which would explicate the
matters contained in the verses of praise. These aims may be identified not just in the content but
also through the formal features of the verses themselves. Chief among them is the use of the highly
Sanskritic compounds like those seen above. David Buchta has shown that such linguistic practice
embodies the pedagogical and popular character. He marks the frequent use of Sanskritic compounds
in regional language and Sanskrit language compositions as a variety of “simplifed Sanskrit” in that
the nominal compounds sidestep whole areas of Sanskrit verbal and nominal morphology.?4 Sanskrit
becomes in such cases a matter of vocabulary and, therefore, potentially more accessible to its audience.

The stotra register is thus characterized by its regular use of Sanskrit compounds and its unwavering
interest in devotional subjects. These passages also stand as the primary instances of descriptive dilation
in Somanatha’s work, as well as the places where Sanskritic lexis is most prevalent. But the use of a
simplified register of Sanskrit and a broader interest in poetry’s aural qualities suggests that accessibility
may have been particularly important here. In this aural orientation, the stotra register echoes the
sivakavis’ work in the much more compact catuprabandhas discussed in the last chapter. As Narayana
Rao suggests and in line with the stotra label, these passages do aim at generating a devotional mood
and, more generally, open up the possibility for the audience to engage (and even participate) in the

literary work.

23. Yigal Bronner, “Singing to the God, Educating the People: Appayya Diksita and the Function of Stotras,” Journal of
the American Oriental Society 127, no. 2 (2007): 1-18. The remark has been confirmed in recent studies, such as Hamsa
Stainton, “Poetry and Prayer: Stotras in the Religious and Literary History of Kashmir” (PhD diss., Columbia University,
2013). Here Stainton, moving beyond...

24. Buchta, “Pedagogical Poetry,” 198.
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Enumeration and Descriptive Dilation

Outside of the litanous descriptions that introduce the devotees and their stories, Somanatha does not
dally much in the details of describing places or other tableaux. This includes a general avoidance of the
eighteen descriptions, or astadasavarnana, that the alamkara theorists demand in kavya. The clearest
exceptions come in Somanatha’s catalogs, wherein he enumerates the seemingly endless varieties of
some type. In the midst of a story of Basava’s utter submission to the requests and desires of mahesvara
devotees—this time his bequeathing of his wife Gangamba’s entire wardrobe—a courtesan’s servant

enumerates Basava’s wife’s collection saris:

and the jangamas gave [priceless garments] to us with love. Venjavali, jayaraiiji,
collection of dew, gem silk, best on earth, $ri color, great China, China, Kama’s best,
emerald silk, king’s crown, kings best, wind cloud, elephant trappings, gandavadamu,
ochre, saripattu, swan lake, row of vinas, pallada datti, Varanasi, rip-free ruby red, Gauri’s
knot, milk-water silk, jeweled silk, conch silk, emerald silk, gold silk, fine silk, white
silk, netra silk, tavarajamu, mandoliravi, moonlight, sunset red, sapphire, Mahendra’s
ornament, fine dancing border, ocean, cloud-colored, rudraksa-colored, Cambodian silk,
tiger-claw silk, lord of the earth, Rudra’s mark, saripattu, wealth of sandalwood, lake clud,
row of elephants, row of horses, fine muslin, white-fringed, celestial cotton, morning
song, god’s cotton, soft cloth, and Gujarati silk. We are familiar with all of these and
more . . %

Catalogs as such feature frequently in kavya—primarily in enumerating floral and fauna. However,
poets tend to structure these passages according to their alliterative effects, showcasing their control
over yamaka.?¢ Here, however, Somanatha does not make this an opportunity to highlight his handling
certain figures of sound.

Such passages might be praised for their exhaustiveness and the realism implied by their level of
detail, they precisely lack the kind of metaphorical inventiveness (or decadence, as some would have
it) many readers have come to associate with kavya. Telugu literary historians see this turn to realia as
marking the populist turn of the Sivakavis’ kavya and its proximity to the oral poetic traditions of the

lower caste groups celebrated in the Basavapuranamu.

25. Narayana Rao, Siva’s Warriors, 91.
26. On this point, see the discussion of Gaurana’s style below.

149



Yet it is precisely in these passages that a seemingly literary poetics—one expected in the Telugu
campu prabandhas denigrated by Somanatha—impresses itself on the dvipada form. This poetics
comes through, however, not in the poets flights of fancy or control over convention. It comes
instead—and somewhat paradoxically—in the poet’s metrical practice. Some much can be seen by

the Telugu of the satorial catalog:

gonivacci jamgamakoti sasneba

muna niccinatti yamilyavastramulu
vemjavaliyu jayaraiijiyu mamcu
pumjambu manipattu bbitilakambu
Srivanniyayu mabdcini ciniyunu
bbavajatilakambu paccanipattu
rayasekbaramunu rajavallabbamu
vayumeghamu gajavalambu gamda
vadamu gavulu saripattunu hamsa
padiyu vinavali palladadatti
varandsiyu jiku vayum gémdogaru
gauriganayamunu ksirodakambu
pattunu ratnambupattunu samku
pattunu marakatapattu pombattu
nérapattu vélipattu netrambupattu
mari tavardajambu mamdoliraviyum
Jamdratapambunu samdhyaragambu
nimdranilambu mabemdrabbisanamu
sannanadamcunu Saradbiyu megha
vannéyu rudraksavanné kambhoji
puligorupattunu bbipati rudra
tilakambu saripattu malayajasiriyu
golanimeghamu gajavali hayavaliyu
valipambu sari gammitélupu divyamba
rambunu nudayaragambu devamba
rambu pottiyu gujardstrambupattu
modaluga nérurnga memunu daratarama ¥

This passage evinces the key characteristics of the dvipada form, showing well the interlineal prasa

and intralineal yati throughout. But in fitting these varieties of silk to dvipada’s couplets, the sartorial

27. Palkuriki Somanatha, Basavapuranamu, 127-128.
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list also stretches its metrical container. To be sure, what we have here is not a bombastic display
of sound effects as seen above with Somanatha’s stotra register. Thus, these verses display a high
density of more complex word enjambments. Highlighted here in bold, these are instances where the
words span line breaks. This enjambment is not just an internal feature of couplets otherwise bound
through prasa and yati (as in the case of megha-/ vannéyu) but also takes place across the boundaries of
the couplet (e.g., divyamba-/ rambunu). In the latter case, we might also note that two lines—though
belonging to separate couplets—are themselves bounded not just by the enjambed word but also end
thyme (divyamba / devamba).

Such enjambment belies dvipada’s oral affiliations. V. Narayana Rao has taken this kind of enu-
merative digression as, on the one hand, a replication of the oral poet’s style.?® Even so, as he has
argued elsewhere in the case of Telugu $ataka literature, in an orally composed verse, “meter and syn-
tax fuse into one structure that organizes both [the poet’s] language and the verse at the same time.
. . . [In the literary style,] meter structures the verse but not always [the poet’s] language.”?® Thus,
in oral verse, the clause and the pada tend to be coextensive; similarly, words do not span the limits
of the line or run over the yati. The syntax of a literary verse, on the other hand, is not so tightly
bound to its metrical scaffold. Typically the disjuncture happens at the level of the sentence, with
a clause spanning multiple lines. Such constructions are certainly not unique to Telugu. However,
the Telugu prabandha poets are particularly wont to spread words across metrical boundaries. A verse

from Tikkana exemplifies the practice:

triBHuvana-$uka-drdha-pafijara-
viBHava-mabitunaku trivistapa-nirmo
ka-BHujarnga-patiki sakala-jagad-
aBHinna-riupunaku bhavandtitunaku3®

In the verse above, prasa is captured by capitalization and yati is represented through romanization.

28. Narayana Rao, Sivas Warriors, 30.
29. Narayana Rao, “Multiple Lives of a Text,” 344.
30. Amdbramababbaratamu 4.1.33, cited in Ibid.
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Lexemes within compounds are separated by a simple dash, but the more striking word-enjambment is,
again, marked through bolding. Even as the verse adheres to requirements of the meter, the meaning
and syntax are not rigidly bound to the meter (here kandamu). Thus, long compounds—words in and
of themselves—span the metrical boundaries.?! More than that, as the end of the second pada shows,
even lexemes within compounds straddle the meter’s rhythmic units. Such spanning is precisely what
is on display in the passage above. Were the sequence fully composed in line with an oral poetics,
word boundaries would adhere more strictly to the metrical structure.

Even with this bit of metrical complexity, the passage from Somanatha does not appear to aim for
complication in itself. First, while word enjambment is prevalent here, it is not intense. Thus, the final
two cases of enjambment both find a lexeme split (e.g., amba/ra or, approximately, “cott/on”), but the
earlier instances merely separate compounds at the boundary between lexemes (e.g., mamcu/pumjambu
or “dew-/collection”). Second, and more importantly, the sequence, quite simply, has the syntax of
a shopping list. There is no proposition or statement beyond the enumeration itself. The point is
just that the list is so very long, if not actually exhaustive when it comes to textile types. Through
its length, it baldly shows both the depth of Gangamba’s wardrobe and consequent extravagance of
the devotee’s demand. The move requires no metaphor but is nonetheless successful. So, Somanatha
does not completely abandon an oral poetics and may have been replicating it here. Nevertheless, such
metrical shapes do suggest that his compositional practice would have been distinct from that of an

oral poet. That said, these features reveal little else about the performance of Somanatha’s work.

Confounding Conceits in Kalyana

Despite the prevalence of sound-based ornamentation built around the compounds characteristic of
simplified Sanskrit and exhaustive enumeration, Somanatha punctuates his Basavapuranamu with mo-

ments of metaphor-born figuration. To be sure, many of the compounds used in the stotra register

31. There is a case to made that the first case of such spanning in this verse is not an extreme case of enjambment. The
kanda meter, though defined as having four padas (abcd) could be redefined. Metrically, and irrespective of requirements
for prasa and yati, the padas could be described as abab; consequently, the meter could be recast as comprising just two
long lines. In this case, it would not be apt to identify any hard enjambment within an ab unit.
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should be analyzed as compounds based in simile or metaphor. Still, there are a few instances of figures
expressed through a complete sentence in a sequence of couplets.

Where Sanskrit padyakavyas and Telugu campt prabandhas are celebrated (and some times den-
igrated) for these figurative sequences, such poetic events are relatively rare in the Basavapurinamu.
Even so, they acquire an unusually high density in the middle of its third chapter, in which the episodes
are mostly set in the courtesans’ quarters. The first episode, referenced above for its enumerative style,
describes how a devotee, at the command of his courtesan lover, demands that Basava bequeath his
wife’s magnificent collection of saris to him and his lover. The second story remains in the courtesans’
quarters but turns instead to the Innocent Sangayya who, in the naivete of pure Saiva devotion, follows
a group of more seasoned devotees to a brothel and beholds its prostitutes as ideal devotees. At the
transition between these two episodes, Somanatha offers an uncommon concession to the alamkarika

template by describing the sunset:

basavani bhaktiprabbapatalambu
désala vasumdbara divi ditukonarmga
dinakarurdatmiyatejambu darurigu
dunumadi lajjimci cani yaparabdbim
badiyéno yannatlu bhanumdu grumkem
jedimitrumdaruga rajivamul mogice
bherulu Samkbamul bboranar jélarge
marasamhdru nagaramtaramula
nalarucum bamcamahasabdarava
mulu mrosé bbhaktasamithalayamula
ghanadbipadbiamasamjanitameghamulu
sénasi kappinamadkin jikatul varvé
varamuktisati basavaniki naratulu
paruvadinéttu dipambulo yanariga
naksatracayamamtariksambu nimdi
yaksinatarakamti yasalara vélirngém
camdruni cetu daityemdruni patu
nimdruni bhamgambu nérirngi yerirmgi
goraya mruccili Sadrakumdanu raju
naraku vaduta tolli yerirngi yérimgi
jarulam jorulam jarcimcu kavula
bhurivivekamburin bogadamganela
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yanamga samdbyavelayamdu . . .

When the lustrous mantle of Basava’s bhakti

fell upon all the corners of the earth,

the day-maker, seeming to think his own lustre had waned,
fell ashamed into the western sea:

And just so did the Sun set.

As their friend dimmed and departed, the lotuses shut.
Kettle-drums and conches boisterously sounded.

In the temples to Mortality’s murderer

the noise of the five great sounds

roared. In all the devotees’ abodes

clouds born of dense incense smoke,

much like a cloak, covered the darkness.

As if that good woman Liberation raised high

to Basava an offering of lamps,

the host of stars filled the firmament

and shone mightly with unremitting radiance.
“Knowing well the Moon’s demise, the demon lord’s fall,
and Indra’s humiliation,

and knowing well the king called Stdraka who stole

a sheep and was cut down upon a time,

poets go on about creeps and thieves.

So why praise them for their deep expertise?”
seemingly said that twilight time as . . . 32

Somanatha casts the sunset in the mold of a number of conceits. These inventive metaphors blur
the lines between the operations that characterize the natural (or, at least, conventional) passage of
time and those in line with the narrative’s focus, the activities and sentiments of Saiva devotion as
carried out by Basava and other devotees. Thus, the sun in his setting is described as carrying out
an intentional—and appropriate—act of shame in the face of the true glory of devotion. This act is
followed by a brief and conventional mention of the lotuses closing with their friend the sun’s depar-
ture. The poet’s gaze then moves on to describing devotional acts without much figuration beyond

assonance and the euphony demanded by Telugu metrics (bherulu $amkhamul bhoranam jélarhgg /

32. Palkuriki Somanatha, Basavapuranamu, 131-132. Translation mine.
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marasamharu nagaramtaramula /). He then goes on to further describe devotional activity—the light-
ing of incense—with a slight simile; but here, again and even more strikingly, Somanatha makes his
mark by using a pada-long and highly alliterative compound (ghanadhapadbiamasamjanitameghamulu).
This line marks, as it were, a turning point in the passage, back to the use of conceits. The first comes
when the stars are imagined as lit lamps of worship in honor of Basava. The final move comes as the
overarching subject of this tableau—twilight herself—is imagined as observing this novel, devotion-
driven sunset.

More than observation, her thoughts proceed to metapoetic reflection. Here she effectively ofters
a favorable evaluation of Somanatha’s foray into figuration. Recognizing the brilliance of Basava’s
devotion and seeing that the whole world appears to honor it, too, she wonders, implicitly, why
the poets should be ignorant of heavens’ intentions and fail to recognize of the eminence of Basava’s
devotion; and why they should craft their conventions to laud less deserving subjects, and the inherently
corrupt kingly class in particular. More explicitly, this concern emerges as she questions the wisdom
of applauding such poets for their bbirivivekambu. 1 translate this phrase here as “deep expertise,” but
the more common sense of “discernment” (or, more aesthetically inclined, “discerning taste”) is just
as applicable. While previous poets lack such discernment, Somanatha, by implication, is surely in
possession of it.

By referencing this notion of the poet’s viveka, the embedded metapoetic statement harkens back
directly to Somanatha’s aesthetic claims in the prologue to the Basavapuranamu. There, too, did he
invoke poetic expertise and his decision to compose in dvipada, a form that he understands to be
both accessible (sarvasamanya) and aesthetically satisfying (sarasa) over and above the seemingly more
learned poetic genre. And so, this rare instance of semantic ornamentation—otherwise the courtly
prabandha poet’s stock and trade—becomes an occasion for rejecting the poet’s business as it is usually
done. In it Somanatha makes a parodic gesture, ably executing the moves one finds in works of “dense
prose and verse” while calling that very enterprise into question. By shifting to the figurative registers

featured in courtly campt he makes a theological point ($ivabhakti is pre-eminent in the world) that
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is intimately pinned to and that justifies the aesthetic imperatives on display elsewhere in his work as

a $ivakavi.

Action and syntax in the Basavapuranamu

Though the Basavapuranamu contains moments of dilation—most often to induce a devotional mood
through the Sanskritic stotra register—the work is primarily a collection of short stories narrated in
a straightforward style rather than through the elaborate descriptive set-pieces known to kavya. This
straightforward character mainly manifests itself in the direct and overall swift movement along the
thread of a story, even as a single story may unfold or itself be embedded within so many other tales.
So much can be seen in Somanatha’s opening to the story of Télugu Jommayya. The story features
Jommayya as a kind of metaphysical hunter who has been ordained to release a number of souls who
had been cursed to live as animals in the forests of Srisailam. The passage begins by introducing the
story’s central character, Telugu Jommayya, with an eight-couplet description in the stotra register (an
omission marked in the translation here with the ellipses). Somanitha then picks up the narrative

thread in earnest, which properly begins with different devotee, the yogi Sivananda:

While Jommayya . . . lived in great renown in the city of Kalyana, a man named
Sivananda, intent upon incessant meditation on the linga, being lost in otherworldly
bliss, abided in samadhi near a waterfall at Srisailam, his toenails growing long into the
earth like the roots of a tree and his fingernails growing up like white vines; and as his
thick unkempt hair covered him such that this guru’s body seemed like a black mountain,
his disciple served him unwaveringly with constant devotion, feeding on roots and bulbs
in his continual servitude. Then, some gandharva women and their husbands—out for
fun—passed by there and said, “What is this black thing with white vines? From afar it
looks like rock, but why would a rock have vines? It could be a tree; but if its a tree,
where are the leaves? Perhaps it is just an old bear that can’t move.” And as they peered
at it again and again wondering what it was, that disciple, looking at the men and women
as they stared and becoming cruel as intense rage boiled within, cursed them like this:
“Can’t you see he embodies the highest yogic bliss? Is it right to think of him in any
other way? You idiots! Because you've come here and mistakenly compared this master
to a beast, you shall be born again as beasts on this earth!” And they . . .33

33. Palkuriki Somanatha, Basavapuranamu: ghanaridhbir galyanakatakambunamdu / nanuragalila jommayya vartimpa /
namta nikkada Sivanamdumdu na ni / ramtaralimgataddhyanatmumdagucurn / paramaparanamdaparavasyamunar / Srisail-
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The poetry here is marked by a strong sense of sequence rather than simultaneity. Where the
stotra register and the exceptional instances of description analyzed above may feature action (and, in
the case of the sunset, a number of finite verbs), such passages nevertheless elaborate scenes or paint
a kind of panorama with little forward movement. In this opening, however, Somanatha moves from
Sivananda to his disciple to the arrival of the gandharvas to their impolite deliberations to the disciple’s
rage and his issuing the curse. While Somanatha does turn to describing Sivananda’s appearance, he
does so very briefly. And, more importantly, the description is not primarily geared toward generating
a devotional atmosphere (as in the stotra register) or toward larger thematic or aesthetic issues (as seen
in the description of the sunset). Rather, the description of Sivananda—that is, his growing into the
earth—is a narrative event which itself precipitates the other events of the story. Namely, it provides
the fodder for dialogue that culminates in the curse which comes to be resolved at the hands of the
celebrated Jommayya.

This movement is, to some extent, in spite of Somanatha’s syntax. Grammatically speaking, the
passage is a single sentence that begins with the opening description of Jommayya and only finds a
semblance of a finite verb with the issuing of the curse ($@pam iccudu). The larger clauses within
the passage are anchored by infinitive participles and the postposition amta. While the infinitive
participle can be used to set up some action as simultaneous, the addition of amta introduces an
aspect of forward motion. Thus, the first appearance of this comes in lines two and three quoted
above, marking the shift from Jémmayya to Sivananda (jommayya vartimpa/namta ikkada Sivanamda
or “While Jommayya resided, here Sivananda . . .”). The next instances occur as Somanatha describes

Sivananda’s meditation and his disciples service. They, however, lack the amta, suggestive of the

amuna samamcitanirjbarapra / desambunanu samadbisthumdai yumdarin / badanakbambulu bbuvirn parvi vélgucunu / vidi-
tamai krimdiki velulu vara / nalimn garasthali nakbamul vélumgucunu / deélupari midi tigalabbatim brabala / nurumuk-
takeSambulodalu gappamga / dhara nilagirimadki gurumiirti danara / na yayya Sisywndatyayatabbaktirn / bayaka kdlcucum
baratamzralila / nanayamburin gamdamiulaharumdagucu / nanusaktirn dannu nacatana numda / namta vinodarthu lagucu
gamdharva / kamtalurin batulu nakkada poyi poyi / téllarn digalatoda nallarndanambu / nalladi yéttido yanucu diaramuna /
Silyoko Silakurin digalu galguteéttu / lila vrksamo vrksame nakulévvi / mudiyélgu ganopum gadalarm jalakaya / yade yunnadanucu
namtamta viksimpa / sudatularin burusulawm japular jici / yadaywmdai Sisywrndatyagrabambodavarm / ganara paramayoganam-
damartim / dananyabbavanam dalampamgarin daguné / yajiianulara mrgakrtigarngarm / dajjiiunirn bolcina tappunar boyi /
putturindu mrgamulai bhuvinamcu nappu / dittalambuga Sapamiccudu varu . . .
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stability and simultaneity of the yogi’s state and the student’s vigil over him. The next amta comes
as the narrative turns again, this time marking the arrival of the gandharva tourists (nacatana .
umda/namta vinodarthu lagucu gamdbarva/kamtalum batulu nakkada poyi poyi or “. . .Now then, some
gandarva women and their husbands—out for fun—passed by there . . .”). Thus, while the infinitive
clauses create some expectation (if not suspense), this expectation provides a propulsive force which
drives the narrative onward.

Such uses of infinitive clauses are distinct from those wherein the poet, in effect, suspends forward
motion to dilate a narrative event. Importantly, however, narrative and linguistic syntax are not en-
tirely co-extensive. Dilation can be achieved just as well through paratactic structures and finite verbs.
Somanatha shows us this much in his polemic play on the sunset which, save for the concluding tran-
sitional clause, comprises a series of independent sentences anchored by finite verbs. Ultimately, then,
the poet’s thematic focus—and not their grammar—determines the dilative or propulsive character
of a sequence. And Somanatha, for his part, tends toward the propulsive within the narratives that

constitute his work.

Dense work in dvipada; or, the style of Gaurana

But, aside from the centuries, what distance stretches between the dvipada of a Sivakavi like Somanatha
and the dvipada of Gaurana?

To be sure, Gaurana knows and employs elements of the Sivakavi style—namely the stotra register
and the propulsive narrative mode. On the latter account, both Gaurana’s Navanathacaritramu and
his Hariscandradvipada tavor the propulsive unfolding of their narrative materials. The Navanathacar-
itramu’s larger structure resembles that of the Basavapuranamu in that it primarily follows the thread
of the first Natha Matsyendra’s peregrinations, elaborating in varying levels of detail the stories of his
disciples as he encounters and initiates them. The HariScandra dvipada, on the other hand, focuses

on the travails of a single figure—the singular king Hari$candra—as the vicious sage Vi$vamitra visits
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various degradations upon him. Both are nonetheless interested in moving their story and/or stories
along.

Even so, while Somanatha rarely offers scenic elaboration and saves his descriptive powers primarily
for devotional subjects, Gaurana regularly ranges more widely, drawing frequently upon kavya’s cache of
conventions. His works feature many—but not all—of the topoi the alamkarikas have cataloged among
the eighteen conventional descriptions (astadasavarnana). On this account, the Navanathacaritramu
among Gaurana’s two compositions bears the mark of kavya most clearly, presenting about half of the
conventional topoi (among them, mountains, cities, forests, (some of) the seasons, games erotic and
aquatic, the birth of a prince, and scenes of political consultation and debate). He also adds to these a
presentation of the royal hunt—a theme generally known in classical south Asian literature but which,
by all appearances, takes a specific shape in the literatures of old Kannada and Telugu.

For its part, the Hari$candra dvipada—despite its concentrating on a single narrative—actually
favors the stylistic tendencies of the Sivakavis, eschewing much dilative description in favor of primarily
propulsive elements of dialogue and action. And, much like the poetry of the Basavapuranamu, it
reserves such dilation for subjects of theological import; however, this considerably expanded beyond
persons mortal and divine to geographical entities.

Nonetheless, Gaurana does not quite share the devotional focus that occupied Somanatha and the
Sivakavis. This is especially true of the Navanathacaritra. While the work indeed focuses on this
legendary lineage of yogis, Gaurana the poet does not employ the stotra register to fashion linguistic
icons through the register’s melding of physical and metaphysical attributes through the metaphorical
compression permitted by Sanskrit compounds. Gaurana comes closest to the $ivakavi style in the
Hari$candradvipada. In line with what Adheesh Sathaye has illuminated about the Hariscandra story’s
being used to diverse theological ends,** the work aims in part to celebrate the power and prominence
of Siva. The Hariécandradvipada’s more explicitly theological argument may, in fact, dovetail with its

stylistic affinity to the work of the Sivakavis. Ultimately, Gaurana aims—especially in the first half of

34. Adheesh Sathaye, “Why Did Hariscandra Matter in Early Medieval India? Truth, Fact, and Folk Narrative in the
Sanskrit Puranas,” The Journal of Hindu Studies 2 (2009): 131-159.
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the Navanathacaritramu—to create a courtly work rather than a work with devotional or anti-courtly

interests.

Gaurana and the stotra register

Gaurana knows the stotra register observed in the Sivakavis' work, but its stylistic strategies find a
different focus under his command. Like Somanatha, he deploys the register in his prefaces as a
means of lauding persons both human and divine. And, just like Somanatha, he opens the work by

paying obeisance to Siva:

Srigirijadbisu Srigirinathu
nagacarmambaru nagakeyiiru
banavatsalurn bamcabanasamhbaru
vanisavinutu girvanesavamdyu
gamdharvakinnaragamdbarvalolum
gamdharasyamalakamdharodaru
darunamdbakadarpadalanapracarum
jaru jambunadasailakodamduri
garunyajaladbigamgadharu nabbavu
$aradacamdanasaradambhboda
mallikakarpiramalikayasuni
mallikarjunadevu mabitaprabbavu
ma palanepatla mammelu velpurm

bapalim bapa sadbbaktim bujimci

The lord of the glorious mountain-born lady, the lord of the glorious mountain,
clothed in that elephant-skin, a snake his armlet;

kind to the demon Bana, he also killed Kama;

praised by Brahma, lauded by the gods,

he delights in the music of gandharvas and kinnaras;

his throat’s elegance its cloudlike darkness;

in deed the dispatcher of cruel Andhaka’s pride;

a delight, he holds as his bow mount Meru;

he bears the Ganges like a compassionate cloud; unborn,
and white as autumn sandal, autumnal clouds,

jasmine, and camphor is the garland of his glory;

that lord Mallikarjuna, great in his power—

the lord god and guardian who protects me,
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and sunders me from sin—do I, with true devotion, honor . . .

An object of devotion, Srisailam’s Siva Mallikarjunasvami is more than a fitting subject for glori-
fication in the stotra register. Beyond its panegyrical orientation, the hallmarks of the register—the
highly Sanskritic lexis and extensive use of yamaka—are both there. They need not be rehearsed in
full.

Still, the thematic tenor has changed. Somanatha largely fashions his subject as an object of
devotional and, ultimately, soteriological significance.?® Thus, the description inclines towards the
subject’s theological character—for example, his eminence in the realm of yogic practice, his com-
mensurability with scriptural tradition, and most importantly his significance to those with bhakti for
him. He may be all of these things to Gaurana and, as he says at the conclusion of the clause, he
honors Siva and recognizes his salvific force. But Mallikarjunasvami is first an object to behold. Gau-
rana’s description tends toward the visual, fashioning the god in terms of iconographic attributes and
mythological allusions. And so Gaurana presents him with his trophy elephant skin vestment, serpent
armlet, bane-blackened throat, and the Ganges in his hair. Further, Gaurana highlights the splendid
whiteness of his fame through a litany of conventional standards of comparison set in a bombastic,
couplet-long compound near the end of the sequence. In so doing he simultaneously zooms out to the
radiant outer reaches of the god’s conventional divine form and zooms in to his territorial location, the
insistent attention to whiteness (through both figures of sound and sense) emphasizing the distinctive
character of Srisailam’s “lord white as jasmine.”

Gaurana’s attention to the visual amounts to an interest in aesthetics at large and signals his wider
turn toward the court. Because of this turn, Siva is throughout this stotra represented as beautiful
and, in like manner, interested in beautiful things. Beyond being a compassionate power, he is a
connoisseur delighting in artistry of his heavenly attendants. While Gaurana merely alludes to this

side of Siva in a single couple here, he offers a more extensive depiction of it as he opens the narrative

35. Narayana Rao understands the subject here to be not just as Siva but Somanatha’s personal guru as an embodiment
of the god. See Narayana Rao, Sivas Warriors, 269.
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to the Navanathacaritramu. Siva here is decidedly the king, and the poet finds him holding court and
attended by otherworldly spiritual adepts and courtier songsters of celestial stock.%

This is a departure from Somanatha’s introduction to the Basavapuranamu. While Somanatha be-
gins the Basava narrative in the same place—Siva’s divine court at Kailasa—he refrains from deploying
the conventional tropes and figures used to depict courts in any realm. He cuts directly to the narrative
action without illustrating the environment in which his actors move. This descriptive lack follows
the line suggested by the Sivakavis’ explicit antipathy toward courtly culture and its “weighty” works.
Gaurana, however, directly reaches for these denser traditions through the aesthetic preoccupations
of his opening praise and the descriptive dilation at the start of the Natha narrative. It is with these

small gestures that Gaurana begins to mark his divergence from the Sivakavis’ path.

Sanskrit and yamaka beyond the stotra register

Gaurana steps even farther afield as he deploys elements of the stotra register without a devotional
orientation. Where the stotra register is the Sivakavis’ main register for description and is only applied
to devotional subjects, Gaurana’s descriptive eye ranges much more widely. One telling move comes
at the very beginning of the Navanatha narrative. Even before depicting Siva’s court Gaurana spends

several couplets describing the courts location, the great mountain Kailasa:

Srikarambai suprasiddbamai sarva
lokasamstutyamai locananamda
janakamai babusukbaspadamai vicitra
vinutananamanivisphuratkoti
vimalakumdadisuvicaprasina
samudayavaraparijatasujata
ciatacamdanakumdasuradarucaru
ketakikimsukakesarapramukba
sarasamahirubacchayanisanna
suravadbiumadburabbasuragiyamana

36. See Gaurana, Navandthacaritradvipadakdvyamu, ed. Korada Ramakrishnaiya, Madras University Telugu Series 7
(Madras: Anandamudranalaya, 1937), 8.
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harabirudamkamai yaviralotphulla
nirupamakanakabjanikarakasara
kalitamai nibarakarpirapira
balabalamtakandagaphanirdjardja
Saradamrtarasasaradambboda
paradavisadaprabbaramyamaina
kaladbautanagamu paim . . .

On the golden mountain

so favorable; quite famous; well-praised

by all the world; that bringer of bliss

to the eyes; locus of many pleasures; sparkling

at its peak with many flashy, praiseworthy jewels;

that place where the honors of Siva

are sung splendidly and sweetly by divine women

reclining in the shade of thriving trees

like parijata, sujata, cita, candana,

ketaki, kimsuka, and kesara flourishing

with blossoms like the whitest jasmine; that mountain decked
with a profusion of ponds of lotuses blossoming

without end and beyond compare; and

beautiful in its bright white brilliance beyond even

a flood of frost and camphor,

the powerful elephant of Bala’s slayer, the serpents’ king of kings,
the ambrosial autumnal moon, or autumnal clouds . . .

This opening sequence deploys the linguistic devices of the stotra register: It is fully Sanskritic and
the couplets display a modicum of yamaka, particularly in the nearly four-line compound near the se-
quence’s conclusion (niharakarpurapira/balabalamtakanagaphanirdajaraja/Saradamytarasasaradambbodal-
paradavisadaprabbaramyamaina). Even so, the passage lacks stotra’s devotional orientation. The
mountain here is just a mountain (albeit a magisterial one) and the base for Siva’s celestial court.
Its divine associations do not lead to its being an object of devotion; rather, they augment its beauty
and its being fit for description.

Still, Gaurana does more than decouple Sanskritic lexis and rhyme from devotional themes. Com-

pared to Somanatha, he also deploys these devices more intensely, both within and beyond the register
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of stotra. Somanatha primarly praises Siva in the sequence quoted above with short compounds of
one or two lexemes. He only breaks this trend with one compound (yogimdrabrdayapayojatabamsur)
that spans a whole line of a couplet. Gaurana, on the other hand, lays out lengthy compounds as a
matter of course. His opening tribute to Siva Mallikarjunasvami comprises seven couplets and eleven
noun phrases, of which nine are compounds of two or more lexemes. Of these nine, three each span
an entire line and one spans two lines (that are not, however, bound as a couplet). The incidence of
these effects is thus far higher than anything seen in the Basavapuranamu.

His opening description of Kailasa goes further. It comprises eight and half couplets, with the
final half couplet containing the anchoring locative phrase “on that golden mountain” (kaladhauta-
nagamu pairin). Within the eight couplets that constitute the majority of the sequence, there are
eleven compounds. And, of the eleven, two span over half (five) of the eight couplets. The first of
these compounds features a moderately alliterative catalog of divine species of flora.3”

The second of these compounds (nibarakarpirapira/balabalamtakanagaphanirajaraja/Saradamyta-
rasasaradambhoda/paradavisadaprabbaramyamaina) employs yamaka to an embellishing effect described
by Gary Tubb: the repetitions call attention to both the sounds and their possible meanings, highlight-
ing the comparative work embedded within compound.?® Beyond the sheer length of the compounds,
the sequence also features a generally high frequency of literary enjambment discussed above—even
within relatively short compounds: all but two of the sequence’s seventeen lines are enjambed in this
fashion.

With the intensity of these effects, the sequence may not amount to a tour de force. Still, it does
display Gaurana’s poetic prowess. He simultaneously showcases his competencies in Sanskritic lexis

and sound-based figuration as well as his ability to weave these devices into the dvipada verse-form.

37. Gaurana constructs such compounds periodically throughout the Navandthacaritramu; and, in later chapters of the
work, they are the primary means of descriptive dilation, marking transitions to forested domains.

38. Gary Tubb, “Kavya with Bells On: Yamaka in the Sisupalavadha,” chap. 7 in Innovations and Turning Points: Toward
a History of Kavya Literature, ed. Yigal Bronner, David Shulman, and Gary Tubb (New Delhi: Oxford University Press,
2014), 162.
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Relishing Spring

As the preceding has shown, Gaurana certainly ranges beyond the Sivakavis’ path with his descrip-
tive dalliance on Kailasa and, thus, satisfies any alamkarika’s call for a description of a mountain
($ailavarnand). Still, one could argue that Gaurana’s earlier descriptive foray to Kailasa might possess
panegyrical import (as a description that amplifies the glory of its presiding divine lord). Nonetheless,
Gaurana goes on to gesture more forcefully toward courtly conventions in both his works. The earliest
of these gestures comes as Gaurana depicts the advent of spring. He does this in the Hari$candrad-
vipada; however, the description is short and almost cursory. It consists of nine couplets that list
the standard conventions with little detail. For instance, he says: “. . . the bees did buzz; flocking
together, the parrots did chatter.”?

But in the Navanathacaritramu, Gaurana presents a richly painted tableau of natural and corre-

spondingly erotic processes entirely devoid of devotional sentiment:

. nilakamdbarur golva néri vaccinatlu
tarulaprayapu mamdu tavula pomdu
virabula mamta kovilagami pamta
ratisukbambula cokku rasikula mrokku
ratiraju joka viraktula dbaka
puvvubonula yubbu puspastru gabbu
puvvurindenéla péccu bbogula méccu
vélaya vasamtamavvela nélledalarm
galayamgam bada nimki kadapallu vadi
jigi dappi céramgulu cirubita letti
pagulucu birusanai palamkina natar
dodimelu vadi vadar dudagalim duli
kaduvadi namdamda karaku ralé
gumurulu naya mékki krommosulodavi
komardaranigurotti kémpu sompésarngi
mattampur jiguru rémmalu tomgalimci
dattampu nanalotti talatala mimcu
maoggala neci bal mdgadalarin droci
diggana vikasimci telupomdu virula
valurdaguttula néttu valapula mimci

39. Gaurana, Hariscamdradvipada, ed. Vedamu Venkatarayasastri (Madras: Jyotismati Mudraksarasala, 1912), 22.

165



nalikampurin bapalai nalindgalekki
kayalai pulusuna garigattarn galigi
payakaphalamulai padiyaru vanné
bamgarucaya rar bamdina pamdlu
pomgaru kommala polupuna virngu
vanamahirubamulu varusam bémpésargu
manamuna nécarimci magakokilamulu
mukkulu réjjaku muruvugam dirci
cokkampu lemavi sudakomma lekki

selasi lemngona letti selavularm drumci
kalagona lukaluka ga nappalimci

rasamu piccilarngiirci ramanulakicci
masalaka toli cavul marapi mobimci
nikkimci tamakamul nérayarm gutamulam
jokkimci pamcama Srutim bisalimci
mudamunam jélarngimcé muddum giramulu
madagajakumbhasambbavamauktikamula
jigi duvalimeu mimcina draksapamdla
pogadomdu guttula provulu védaki

jatiga galamulu camci célamgi

motuku maoggala muruvu natimeu
nélavamka mukkula nerpunam jimci
tolitoli phalamularm doraringu rasambu
laragannu véttucu namdamda kroli
birudekki kadu jigi bigimn bonarimci
bbavaju suradani pacapakkérala

mavulu ravalimcu madkinim jélarmgem
drijagambulunu gélvari divuru manmatbuni
vijayasamkbamu lottu vidbamuna migularm
bogadomdi vikasimcu bomdumalliyala
maogadalapai numdi morasérin dummeédalu
polucu sudbarasambunam jalanani
maolacinamutyampu mdolakalo yanarngarin
jalimimeu lumiyu bisaprarobamulu

vélaya lappalu mesi vedukam briyala
ramanamai gavis¢ mardalasamtatulu
samaratikamksalu salupu vallabbula
mumdatam gridimci muriyucu valapu
lomdamga marurinbanu lonarimeu vedka
dagilimci ratulakum daritipu sesi

dagilérn jakkavalu gémdammi dirghakalari
baragu nelalatabbavanamtaramuna
narunapravalasayyalamirdam briyulam
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gosarucu nuparatim gidi kridimci
yasurasurai yunna yapsarahstrila

cekkula nésargu lemjemata larpucunu
jokkumai vitemce somarigali

dolakari mérumgulam dolarmcu mutyala
talukulu vélicina talatala mimecu
valardjasaticeti vajradarpanamu

polupuna mérum gékkérm birnacamdrumdu
avela baramesurin da rajatadri

pai vanakeli salpamga madim gori

As if coming to serve in dark-throated Siva’s court

the trees’ leaves in bloom, the melding of perfumes,

the fever of those who pine, the crops of clustered shrines,

the happy madness of sex, the rasikas’ respect,

the charm of Spring’s Sire, hardship for the deniers,

the flush of floral bowers, the pride of the Bearer of arrow-flowers,
the glut of flower-nectar, the joy of the luxuriators

all burgeoned, and Spring at that time and in every direction
appeared as—moisture drying, ends withering,

edges losing lustre, little cracks lengthening,

breaking, hardening, and ripening,

the stalks began to wither and, trembling in the gentle breeze—
suddenly and everywhere the withered leaves fell.

The thickets growing tall, new shoots sprouting
beautifully budding, and giving reddish beauty;
their little tender buds expanding,

dense blossoms dipping and dazzlingly appearing;
the buds growing into bigger buds expanding,

then suddenly blooming, the fragrances rising from heavy bunches of white flowers dis-
tinctly spreading;

little baby fruit growing [as the bees” dismay rises?],
the fruit so new their sourness shows,

then becoming ripe and shiny like fine

gold; and so, branches laden with such produce,
the forest trees rose from the ground greatly.

Calling this to mind, the male cuckoos

beautifully adjusting their beaks and wings,

then rising to the end of the branches of the lovely young mango tree,
taking the the tender ends from the sélasi, [. . .] plucking,
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smearing themselves ’til theyre completely slathered,

amassing it so that the juice gushes, then giving it to their lovers,
without delay and, becoming enamoured, craving those first tastes,
their desires growing and becoming full,

in their homes becoming intoxicated,

mocking that old Fifth Scripture,

happily did they disclose their affection. The parrots,

looking for massive bunches of grapes that shimmered

with the lustre of pearls born of the lobes of rutting elephants,
perfectly stretching their necks and singing,

plucking the buds of the kims$uka skillfully with their beautiful crescent-moon beaks,
looking with half-shut eyes for the juices

flowing from the very first fruits, drinking about here and there,
they swelled strikingly with pride, and—as if

the canopies and bowers themselves resounded—

did they chatter and sing.

Much like the victory-conch of Manmatha who

comes to conquer the three worlds blows

on the buds of blossoming bunches of jasmine

did the bees bees buzz.

As the water-lilies spritzing cool rays—

quite like sprouts of budding pearls

on shimmering waves of a nectar—

shone, grazing excitedly on lotus bunches with their lovers

did the ruddy-geese couple.

After the lovers met with those looking for satisfaction,
rejoicing and sporting and, as their desires

arose, their minds turning to other deeds

taking hold and making advances toward sex

did the cakravakas grab at the red lotuses.

Cooling the light sweat on the cheeks of

the apsaras women with gods and others

in lovely cardamom-tree cottages

on their beds of red-lotus fibers—there begging

their lovers, then approaching and reveling in sex—

just so did a gentle wind blow.

Like light caught in Love’s queen’s diamond hand mirror—
which shimmered with all the glittering of

pearls bathed in early monsoon lightning—

so did the shining full moon rise.

At that time, the Supreme Lord and Mountain-king’s daughter
then having a mind to engage in some outdoor sport . . .
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The passage’s themes mark the distance Gaurana tread from the Sivakavis’ work and signal Gaurana’s
affiliation with the canons of courtly poetry and the Sanskrit alamkara tradition. He brings to bear both
the environmental and the erotic features of the season. To be sure, the Sivakavis were not unfamiliar
with the conventions of erotic poetry. The Basavapuranamu’s aforementioned tale of Innocent Sangayya
shows this well. Still, as in Somanatha’s parodic sunset sequence, he does so only to undermine and
redress the conventions of kavya in light of his devotional priorities. But in this sequence from Gaurana,
there is nothing so subversive.

Beyond the line transitioning from the description of Siva’s court as such, the sequence’s next
six lines offer a temporal and thematic introduction to spring, listing by twos Spring’s recognizable
elements. Yet Gaurana does not simply enumerate environmental and erotic features. Within each
line he reinforces the connection between the two anchoring nouns through alliteration. For example,
he emphasizes the lushness of the season, alliterative doubling floral bloom and perfume (mamdu
/ pomdu) and alliteratively links the lovers’ fever with the promise of agricultural produce (mamta /
pamta). Thus, he holds fast to and, indeed, secures the associations between Spring and amorous
activities.

Such pairing occurs within the broader organization of the passage, with Gaurana tacking between
the erotic and the environmental not just within couplets but also across larger groups of couplets.
Thus, after this introductory set, Gaurana moves to describe in minute detail the growth and matu-
ration of fruit-bearing trees. The only subjects in these lines are the trees and their parts themselves,
and Gaurana describes their growth without much recourse to metaphor or simile, save for the end of
the run where he remarks on the gold-like sheen of well-ripened fruit. There is, however, no higher
metaphor or conceit: the process is not likened to something else, the trees’ growth not imagined as
an intentional action on the trees’ part. The effect lies precisely in its being unadorned but describe
in microscopic detail. To this extent, Gaurana offers an instance of what the Sanskrit poeticians call
svabhavokti or naturalistic statement, a proposition expressing a thing as is.

Even so, Gaurana does offer a time-lapse view, filling this set of couplets with participial phrases

169



that cascade one upon another. In representing the process as a precipitous one, he seems to suggest
the force with which Spring has arrived. Despite the intensity of the naturalistic dilation and the
complexity suggested by the sheer length of the sentence, the syntax happens to be relatively sim-
ple. Discrete, relatively straightforward clauses anchored by past non-finite participles dominate this
particular set of couplets.

The next subset remains within the natural world but draws out the passionate pursuits within
it. Gaurana first introduces avian actors as an avenue for detailing the amorous pursuits precipitated
by Spring’s arrival. Thus he observes the behavior of the male cuckoos. He presents them availing
themselves of the produce of Spring’s sudden flush but soon links this to their larger love play. The
successive sets of couplets in the sequence go on to link natural phenomena with some kind of erotic
activity. And so, even a gentle breeze exists primarily to relieve vigorously exercised lovers.

While Gaurana’s vernal dilation follows the standards set by the Sanskritic alamkarika tradition,
he does not deploy correspondingly Sanskritic lexis. On the contrary, this passage features Telugu
foremost. Nonetheless, his use of Telugu here reflects the interest in sound effects already seen in
Sanskritic sections. This much is announced from the rhyming pairs that open the sequence. Like
Somanatha, Gaurana deploys heavily-compounded and alliterative Sanskrit primarily within the register
of stotra. (The description of Kailasa is the major exception; but its composition may in part be
explained precisely by its association with Siva.) Three long line-long (or nearly so) compounds do
appear, but the modulation of Sanskrit lexis in the passage seems to be judicious. The compounds
provide lexical and rhythmic variation in a sequence of largely uncompounded and decidedly Telugu
phrases.

Beyond the alliterative effects, some syntactic complexity and the changing rhythms of the dvipada
in these lovers’ sequences reinforce the courtly associations. By this I mean not just relatively long
sentences (though, to be sure, not as long as some of the sentences we have already seen), but surprising
sentence structure. The sentence that opens the sequence is long, consisting of 24.5 lines. However,

the complexity engendered by this length is mitigated by discrete clauses—anchored by past non-
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finite or infinitive participles—with otherwise regular subject-object-verb syntactic structure (with
the subject and verb not being far apart). The complexity is cut further and simultaneously enriched
by the alliterative pairs that provide a rollickingly paratactic prologue for the sequence.

Yet, after the opening sentence—which ends “the withered leaves fell” (karaku ralé)—Gaurana
complicates this. The next sentence is about half the length of the one that begins the description of
spring. All the same, the subject of the sentence (male cuckoos) appears only halfway through at the
end of a couplet and following a long naturalistic description of floral flourishing that is compared to
the blossoming of their amorous feelings. Once the subject is introduced, their romantic ministrations
are described, with the verb coming before the caesura of the sentence’s final pada.

The next level of complexity comes in the disjointed introduction of the next subject, “the parrots”
(kiramulu), after the caesura. The move is somewhat confusing with the new subject being so close
but also grammatically dissociated from the previous verb. This ambiguity is ultimately resolved when
the parrots undertake the very action that the cuckoos engender for their own feelings (through the
causative form of the verb). The complex braiding of syntactical and metrical forms here is reminiscent
of the twisted syntax brought to bear by the courtly prabandha poets in Telugu.

By deploying these shifting syntactic and rhetorical structures, Gaurana shows dvipada to be a
supple verse form in his hand. Yet, allowing for some of the aforementioned complexity to be tempered
in performance and recitation, Gaurana’s dvipada also resembles prose-poetry of gadya. This echoes
Gaurana’s theoretical interest in metrically-regulated prose and dvipada’s eventual categorization as
catuprabandha. As in gadyakavya, Gaurana’s dvipada features extended sentences often segmented into
simpler and relatively regular clauses. As in gadyakavya, the dvipada poet also plays with the rhythm
within these extended syntactic structures. His composition in this sequence often bears the mark,
as David Shulman calls it, of “parataxis-masked-as-hypotaxis.”® Thus, even though dvipada stands at

odds with the traditions of Telugu campu prabandha, Gaurana’s gadya-like manipulation of the form

40. David Shulman, “Persons Compounded and Confounded: A Reading of Bana’s Kadambari,” chap. 11 in Innovations
and Turning Points: Toward a History of Kavya Literature, ed. Yigal Bronner, David Shulman, and Gary Tubb (New Delhi:
Oxford University Press, 2014), 290.
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and his deployment of standard descriptive set pieces seems to be an attempt to bridge the gap between

disparate compositional schools.

Gaurana and the southern hunting trope

In his appeal to courtly culture, Gaurana moves beyond the conventional tropes and eroticism cultivated
widely in Sanskrit literary culture. He does this most strikingly in the middle of the first canto where
he details the aesthetic and violent protocols of a royal hunt.

Hunting is mainstay among the royal pastimes, a royal prerogative and familiar expression of the
problems and promise of royal power and violence. Though familiar, hunting, as Upinder Singh
explains, also invokes the problematic nature of royal violence: Thus, while some political theorists
(like the Arthasastra’s Kautilya) might find it a potential indulgent but ultimately practical martial
exercise, others (like the Nitisaras Kamandaka) view it as morally unsound and physically risky in its
violence.#! Intersecting with these basic questions of propriety and expedience are issues surrounding
the king and court’s relationship with the peoples who live in the forests where hunting occurs. These
groups are of two types: the members of tribes who hunt and otherwise live on the produce of the
forest; and ascetic sages for whom the forest is refuge from the wider world. Hunting thus invokes
the often problematic relations between the king and these groups.

Courtly poetry and poetics likewise draw the hunt into its thematic storehouse. Among the literary
theorists, only the Kashmiri alamkarika Bhatta Lollata, holding an elastic understanding of rasa, seems
to allot to it a dedicated mrgaya rasa, or motif of the hunt.#? But, more to my purposes, scenes of
the hunt find their way into kavya from Kalidasa on. These poetic representations of the hunt mirror
the tensions that emerge from $astric political science. In this regard, it is an affair of kings who

venture into forests and find themselves in physical but, more often, moral dire straits. Much of

41. Upinder Singh, “Politics, violence, and war in Kamandaka’s Nitisira,” Indian Economic and Social History Review 47,
no. 1 (2010): 49-52.

42. See V. Raghavan, The Number of Rasa-s, Third revised edition (Madras: The Adyar Library & Research Centre,
1975), 125-126.
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the moral danger comes from the forest’s doubling as the home to sages who maintain their forest
asramas as preternaturally peaceable spaces. Thus, (1) kings may chase and target beasts in what
turn out to be these protected asrama sites, consequently incurring a sage’s wrathful curse. Adjacent
to these episodes are (2) those wherein the felled beast turns out to be humanoid (either a celestial
shapeshifter or a human merely mistaken for an animal); a curse inevitably follows such incidents, too.
Dasaratha’s slaying of the brahman boy is a particularly consequential example of this variety. Such
narratives primarily dramatize violence’s potentially deleterious influence on the social and religious
order. Alongside these are (3) narratives where the very urge to hunt proves disastrous. Such instances
dramatize hunting’s status as a vyasana—a dangerous addiction much like gambling—that weakens
character and wastes time.#> Such narratives find their princely protagonist preoccupied and led astray
by his desire to pursue some game. The royal hunter does not always come to be cursed in these
stories; however, in taking up the hunt, he has typically abandoned some other post—and to tragic
consequences. Sita, to take an old example, is kidnapped by Ravana in large part because Rama leaves
her to pursue the golden deer. A subset of this curse-less type may be (4) those episodes wherein
the hunt leads directly (or through some short series of steps) to an erotic encounter that becomes
problematic in time. Dusyanta’s coming upon Sakuntala after chasing his quarry into Kanva’s asrama
might be taken as an example here.

In this way, the hunt stands as a hallmark of royal activity and an important plot device. Like these
older cases, the hunts described by Gaurana do maintain distinct narrative consequences. Hariscandra’s
hunt in the eponymous dvipada provides an early occasion for the king to incur Vi$vamitra’s ire in line
with the second model enumerated above. The hunt in the Navanathacaritramu, too, has some bearing
on the larger narrative: It comes within the story of Matysendranatha’s first disciple, the prince Saran-
gadhara, before the prince gains his more perfect form as the siddha Caurangi. Specifically, it takes
the prince’s father, king Rajarajanarendra away and, thus, offers an occasion for prince Sarangadhara to

foolishly interact with the queen Citrangi. More will be said on this episode in the next chapter; but,

43. Singh, “Politics, violence, and war,” 50-51.
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suffice it to say for now, the episode could be classed in the third category of hunting as a dereliction
of duty.

Courtly poets, with few exceptions, do not much elaborate the hunt’s details—its protocols, strate-
gies, and attire. Their descriptions might dwell on the beauty of the forest in its season; or else, verses
and other lyrical statements might speak to the beauty of the game being pursued.4¢ Nevertheless, a
set of exceptions emerge in later medieval south India. These works—Gaurana’s Navanathacaritramu

included in their number—describe a hunt with a shape not known to most courtly poetry:

1 A tribal chieftan comes to court bearing gifts.

2 The chieftan reports on the fine game available in the forest, arousing the king’s

interest.
3 The king and hunters prepare for the hunt.
4 The king and the hunters (courtly and tribal) journey to the forest.

5 The hunters stalk and kill their quarry, among whose number always stands a great

boar, the king’s prized prey.

6 The game is dressed and eaten.

Despite its peculiarity relative to greater Sanskritic literary culture, this variety of the hunt is famil-
iar to courtly kavya in southern languages. The earliest witness to this tradition comes from thirteenth
century Kannada literature with Raghavanka’s satpada Hariscandracarita. The form is known more
widely to Telugu poets after Gaurana, most notably appearing in the fourth canto of Allasani Péddana’s

sixteenth—century Manucaritramu.%

44. See, for instance, the fervent appraisals of the antelope that Dusyanta and charioteer chase into Kanva’s a$rama at the
opening of Abbijiianasakuntalam.

45. These later representations include significant echoes of Tinnan/Kannappanayanar’s maiden and soteriologically con-
sequential hunt as painted by Cekkilar in his Périyapuranam: (1) The hunt is led (here directly) by a tribal chieftan
(Tinnan/Kannappanayanar) and his army of hunters; and (2) a boar is the major game and, importantly, that of the chief
himself. See Whitney Cox, “The Transfiguration of Tinnan the Archer,” Indo-Iranian Journal 48 (2005): 223-252.
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Despite their distinct form, these hunts do appeal to earlier models. Thus, Raghavanka’s finds
Hariscandra courting the sage Vi$vamitra’s wrath. Péddana’s much later hunt ends with the princely
protagonist rescuing a number of maidens eventually taken as his wives. Nevertheless, these hunts
highlight new issues. Where the earlier hunting motif problematized the court’s connection to the
wilderness world inhabited by ascetics, this southern hunting trope draws into relief the court’s relations
with the hunting tribes of the forest.

Gaurana speaks to this relation by vividly juxtaposing the appearance of the érukuredu (hunter

chieftan) and the king lovely and beloved in his hunting finery:

celuvaranunur bimkér jérivijevurunanm
dilakambu sogagar dirci krommimcurin
dalamgimeu pila damdalu talarjuzti
cinnimodugu mogga cévinimci ciguru
vannélandppu puvanamalarin dalci
sattagugurijapusalu médamgatti
mattagajambula madamumai nalamdi
torampurn bulitolu tonamta bigici
parutakula kasé baluvuga vesi

kodimé simgambula konavémerukalunu
gadiya nallani damdam gadiyambu bini
bedidampu gamdula védavamkavillu
gaduvadi nadarulu grakku valammu
lalavadar gaikoni yacatiketémci
nélamim gomdaratoda nérukurerdokarmdu
vacci camgili mrokki varusam ganukalu
paccikastiriyurn basanijallulunu

enumgu talalona néarmgumutyamulu
kanikaga nicci karamulu mogici [. . .J
mataku vilasillu manujavallabburmdu
vanki tana kattu vargambunicci
puninavedkanappudu golvuvicci
menikijigigida mrgamadambalarndi
vinulakimpuga vilasillucunna
kalavannégimtembu kamduputtambu
komararavasimeu kusumapurnbarga
siranunam juttivaccina jadamidarm
guruvimdapubamti komararam durimi
mimcinilapudaxmdamédarnbini migula
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mamcipaccala vanamalika pini
posarmgarmgumkuma pivu bottu nudirci
pasimidivanné kuppasamdppar dodirngi
néravadimulukulanimcinagarula
tarakasambunu bédi dampusimginiyu
molanamtabigici ya muruvuna vernta
kalavada Ssymgaramadhipati cese
vatamuganu viravarulunu doralu
gatamai tanavémtam gadaliram dagina
variki ververa varuvambulunu

baruna ndsarngi subbambaina velarn
basirdi gubbala métta pattu krommérurngu
lesarngu kallemunu bémpekkina patta
pattédayunu gaccu pallambu dalu
peéttina vajrala pidika racari
birudutalatambu pilijalledeélu
pararingabannina yatti padarasambu
karani bhamjillu trokkanicotlam drokku
turagaratnamu nékki tiryamul moraya
thivigardanakurin battinanili godugu
bhavimpa robanaparvatagramunanm
ganupattu nilameghamulila méraya
janavallabburindu vernta saniyé nayyédanu

. . . his hair wrapped in a turban with lovely flower garlands,
wearing garlands glowing with the sheen of
sprouts from [nubs] of dainty teak;

wearing rich gurija beads around his neck;
smeared with the ichor of rutting elephants;
fastening a tiger’s tail as an armband;
clothed in a girdle of fallen leaves;

bearing a black anklet with lion cub fur;
and wielding a hard knotty bow

and a blade shedding many sparks

there came along, with

some companions, an eruku chieftain who
bowing down, and—presenting as gifts
offerings of fresh musk, young yak tails,
pearls from an elephant’s head—

folded his hands [. . .]

[The hunter then goes on to describe the game available in the forest. The king is enthralled.]
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Excited by such talk, the king—Dbeloved of men—

gifted many clothes to the chief,

ended court in his eagerness, and

anointing his body to a shine with musk,

wrapping up his head with an aromatic flowered turban of
lustrous dark, double-woven cloth,

and tying on his locks a fragrant bunch of kuruvinda blossoms;
then fitting his neck with a splendid indigo garland and also
a garland of nice green wildflowers;

then fixing his bottu with fine saffron;

then donning a green-colored tunic [kuppasamu];

and at his waist strapping on a

fearsome bow and a quiver

of sharp-tipped, well-fletched arrows

that king adorned himself at that time

in the lovely finery of the hunt.

With the choicest heroes and nobles accordingly

setting out close together behind him, he

gave to worthy folk many steeds at an auspicious time, and
mounted his jewel of a steed

with its gold-studded saddle, glittering

bridle, first-rate reins, brilliant saddle

banners, diamond-studded horn, a head-dress

fit for a prince, bulbul-feather fly-whisks,

and a gait sinuous as moving mercury

with which it ambled in places hard to tread.

Bearing a dark umbrella that shone splendidly

like a dark clould glimpsed atop the Rohana mountain,
that king, beloved by the people, left to hunt.

Gaurana presents here a striking contrast between these two orders through his descriptive dilation.

The king, Rajanarendra, excited by the talk of game, adorns himself for the hunt (verita srmgaramu
ces?).% He bears fine clothes and perfumes, wields choice weapons, and mounts an exceptional steed.
Though he changes state, in a sense, by vesting himself for the hunt, his adornment only confirms
his royal status. The loveliness of his appearance is, in effect, amplified by the immediately preceding

description of the érukuredu. The hunter is a king himself; he comes with his own entourage, which

46. Gaurana uses a version of this phrase in the Hari$candradvipada (verta simgarambu vélayam gavimci); however, the

scene is not at all dilated.
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is mentioned only in passing (komdaru todan or “with/ some companions”). Yet he is presented in a
humble—if fearsome—aspect.

Gaurana elaborates this encounter primarily as a fine-grained sartorial survey. The barest figuration
appears only at the end of the sequence, and only for the king’s steed and a kind of final portrait of
the king himself ready to set out for the hunt proper. Gaurana’s description stands in stark contrast
to Raghavanka’s earlier treatment of the same trope, which does not permit the close attention to the
details of the hunters’ attire. For one, Raghavanka does not at all describe the king Hari$candra’s attire
and preparations for the hunt. And he gives only the slightest attention to that of the tribal hunters.
Yet what he lacks in fashion sense he makes up with figures of sense. Thus, he refers broadly to their
attire through an apparent contradiction, saying the chieftans are “like mountains/kudhara, despite
being badly attired/kudbara.” In this way does Raghavanka pun as a way of highlighting not just the
hunters’ appearance but, even more frequently, their low-born status relative to Hari$candra and the
more courtly members of his entourage.

These descriptive tendencies coincide with larger aspects of the poets’ poetics. Raghavanka’s de-
ployment of rich figures of sense—drawing on the semantic and ideological store of Sanskrit—dovetails
with the words he uses for the tribal hunters themselves. While his work is otherwise deeply rooted in
his own time and place (for instance, Hari$candra has occasion to meet the southern India’s Tungab-
hadra river), he does not at the level of labels use the same brush on the hunters. Specifically, he uses
stock Sanskrit terms like sabara and kirata to denote them. Gaurana, on the other hand, abstains from
figuration in describing these persons. He remains fully Telugu in his lexis (at times to the point of
obscurity for this contemporary reader). This practice extends to how he refers to the hunting tribes
themselves. He does not employ any Sanskritic term but uses only the Telugu ethnonym éruku and
its variants.

Gaurana’s engagement with the hunting trope thus parallels his deployment of other courtly tropes

(like seasonal description). He tends toward naturalistic dilation rather than metaphor or other dense

47. Raghavanka, The Life of Harishchandra, 197.
48. See vv. 5.61-84 in Ibid., 245-263.
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figures of sense. This goes hand in hand with his focus on Telugu lexis. While his narrative is
decidedly not localized,* Gaurana nevertheless shows an interest in the protocols and appearance of
people. The hunting sequence has a kind of pastoral parallel slightly earlier in the text. In this
sequence, Gaurana describes how a cowherd—who would become the great Goraksanatha—comes
upon the Natha Matsyendra in meditation. The sequence maintains a parallel structure, describing
first the cowherd in his customary dress, followed by a description of the yogi with his stereotypical
accoutrements. These descriptions are then followed by an account of the daily protocols of cowherds.>

To this extent, Gaurana provides a somewhat earlier case of what Ilanit Loewy-Shacham has called
“poetic ethnography.”! Loewy-Shacham finds that her subject, the sixteenth-century king Krsnade-
varaya, uses both Sanskrit and Telugu to depict the everyday; and, with this focus on the everyday,
he can depict and celebrate his local religious community (of Srivaisnavas). However, Gaurana does
deploy Sanskrit to these purposes and has not depicted these protocols as central to the life some
praiseworthy religious community.

His treatment of the hunt, at least, may serve a double purpose. As with his other dilations, it
brings his work in line with canons of courtly poetry. However, this canon now appears as having a
decidedly Deccani, though not specifically Telugu, character. At the same time, when taken together
with the pastoral sequence, the hunt—and Gaurana’s precise approach to it—may be an appeal to his
perceived audience. By eschewing figuration, he fashions a work that does not need the erudition or
complex commentary required to understand and enjoy Raghavanka’s wordplay.

That said, the evaluative intent of Gaurana’s ethnographic eye is not clear: Is it celebratory? Mock-

ing? If so, what might he laud and what might he lambast by such attention?

49. Gaurana’s Sarangadhara story, for instance, takes place in Malvadesa, though later tellings of Sarangadhara’s sorrows
locate the story in Vengi.

50. See Gaurana, Navandathacaritra.

51. Shacham, “Krsnadevaraya’s Amuktamalyada.”
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Conclusions: The limits of Gaurana’s courtly styling

As T have shown in the preceding sections, Gaurana deploys the tropes and techniques championed in
courtly kavya and, in this way, signals his commitments to the courtly poetic traditions over and against
the counter-tradition of the Sivakavis. Nevertheless, it cannot be said that Gaurana comprehensively
composed his works in a courtly fashion. The Hari$candra dvipada, as I have already mentioned, con-
tains little descriptive dilation. Indeed, despite evincing Raghavanka’s Hari$candra narrative, Gaurana
does not mirror Raghavanka’s work completely and, in fact, strips it of its courtly trappings: Where
Raghavanka’s Hari$candra is quite ornate and includes the southern hunting trope, Gaurana takes up
that trope in the Navandthacaritramu instead. But even though the balance of Gaurana’s dilative work
falls in the Navanathacaritramu, almost all of that elaboration occurs within the work’s very first agvasa.
Furthermore, significant portions of Gaurana’s dilative work—especially his rich pastoral and hunting
descriptions—stand without much rhetorical ornamentation at all, especially compared to parallel se-
quences by earlier poets and those who followed. Thus, to say that Gaurana aspired to some major
position in the tradition of courtly Sanskrit or Telugu poetry would be an overstatement. His work
does not suggest the ambitious compositional programs undertaken by the likes of his contemporaries
Srinatha or Vamana Bana, nor the competitive feats evinced by much earlier Sanskrit poets like Bharavi
and Magha.

To be sure, Gaurana takes up the tropes and techniques of courtly poetry and displays his poetic
dexterity in so doing. But I would suggest that the poet’s aims beyond this were relatively modest,
and that the peculiar distribution of these features—few and front-loaded into a single work—were
not quite incidental. Instead, they would have been a way for him to properly show his colors. With
these stylistic moves he makes an extended set of opening gestures that complement his initial and
nearly imperceptible nod to the Sanskritic and courtly traditions that came to represented by Bana,
Kalidasa, and other poets good and true. Though he composed in Telugu dvipada, his work was not

to be seen as just Telugu. Still, in pushing past whatever lowly evaluation the form may have held,
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he was not advancing it to the status and authority of religious testimonia. Indeed, as chapter one has
shown, he defined such problems of poetic legitimacy in terms of the person of the poet and not the
form of poetry. The gestures ultimately show that he was committed to composing beyond the narrow
confines of the Sivakavis’ devotional poetics. I have shown that where Somanatha speaks directly to
poetic convention he does so with the critical powers offered by rhetorical ornamentation. Gaurana,
on the other hand, largely abstains from metaphor-based figuration; but, at the same time, where he
does engage convention he does so more comfortably and without any of the skepticism seemingly
demanded by a devotional perspectives like that of the Sivakavis.

That Gaurana should have placed these features at the opening of the work may indicate his
expectations about how the work would be performed and received. In any case, later Telugu literary
history itself may have registered the Navandthacaritramu’s imbalance. It is only the narrative of
the first one and a half cantos—the sorrowful story of prince Sarangadhara—that is taken up in the
seventeenth-century Nayaka courts. Little is known about how long poems would have been received
in precolonial south Asia, and Gaurana’s work is not one of the few exceptions. Nevertheless, some
form of public recitation can be presumed and is, at least, suggested in the dedicatory preface. Despite
the dearth of premodern evidence, some more detailed accounts exist from later eras. Such events
could last a single day or many.>? By front-loading the Navanathacaritramu with descriptive details,
Gaurana may have been ensuring that the work would convey as many of these courtly gestures as
possible.

Yet, despite gesturing toward the recherché compositional practices of the court, it is not clear
that Gaurana’s poetic gestures were meant to limit his audience. As Ebeling notes in the case of Tamil
works, the debut could attract a large crowd; however, only a small segment of this assembly would
have had the requisite training to understand the erudite effects privileged in premodern compositions

in the courtly tradition—even with any accompanying exegetical performance.>* This view, however,

52. The most remarkable description of such a debut comes in the last canto of Mankha’s twelfth-century Srikanthacarita.
Looking at the nineteenth-century Nadu, Sascha Ebeling has an analyzed the important event of the “public premiere” or
ararikerram for premodern Tamil genres. See Ebeling, Colonizing the Realm of Words, 76-79.

53. Thid., 79.
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presumes poetry heavily ornamented with not just figures of pleasing sound but also paranomastic
figures of lesa and yamaka. Gaurana’s work features some yamaka but does not aim for much in terms of
double meaning. He offers extensive descriptive dilation but the language is relatively straightforward;
the beauty lies more in the precision of the details than indirectness of speech. Thus, even in his
deliberate gestures to the courtly world, he has not necessarily abandoned Somanatha’s move toward
accessibility.

This move toward accessibility is also found in his seemingly ethnographic interest in the protocols
of dress and other practices. That said, the evaluative intent of Gaurana’s ethnographic eye is not
clear. It may be celebratory, as Telugu literary historiography assumes any realistic portrayal to be.
However, Gaurana might look down at such details in derision just as well as he might look up
in exaltation. While Krsnadevaraya’s poetic ethnography celebrates the Srivaisnava community with
which he is afhiliated, Gaurana’s religious commitments remain ambiguous. He was not a member of
the Viramahe$vara community whose compositional practices he in part adopted. And his major work,
the Navanathacaritramu, elaborates a religious tradition that he does not otherwise claim. How, then,
should we see him? The work of the next chapter is then set to untangle the religious and doctrinal

afhiliations apparent in Gaurana’s poetry.
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Chapter 5

Siddhas, Srisailam, and the

Navanathacaritramu

Introduction

In the light of the previous chapter, Gaurana emerges as a poet committed to the conventions of courtly
kavya even as he upheld the dvipada verse-form. In this, he distances himself from Viramahesvara
Sivakavis who championed the form as a generic antidote to court poetry. Yet, even as he clove
to courtly literary conventions, Gaurana did not completely dissociate himself from the tropes and
protocols privileged by the Sivakavis. I have highlighted two elements of his work in this regard.
First, I have shown that Gaurana’s style, even as it harkened to courtly kavya’s intricate and erotic
dimensions, was likely to have been accessible to a broader audience. Second, while Gaurana relished
in the tropes of courtly poetry, I have also shown that he ranged beyond the court to feature tropes of
pastoral and forest life. But what, if anything, did Gaurana’s poetic orientations mean for his broader
religious commitments and affiliations? That is to say, how do we make sense of Gaurana as a Srisailam
poet but not a Sivakavi?

Even if Gaurana was not a Sivakavi in the strict sense I have proposed, he was nonetheless a Saiva
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kavi. Both his dvipada works uphold Siva as preeminent. As mentioned in the previous chapter, the
Hari$candra dvipada, for instance, uses the tortured king’s tale as a basis to promote the power of Siva
and devotion to him. Siva, too, reigns supreme and is featured prominently in the Navanathacaritramu.
Centered around the seminal Natha guru Matsyendra, Gaurana represents the siddha as Siva’'s own son
and, even further, a manifestation of Siva himself. The chief episode on this account finds Matsyendra
arriving at an ashram where he meets a group of brahman ascetics. Welcoming him to their ashram
and bring the yogi to their sacrificial grounds, they laud him saying: “. . . O Lord of the Siddhayogis!/
O son of the lord of beings, the only one worthy of praise!/ Today all our austerities have come to
fruition./ Today all our prayers have been answered./ Today all our wishes have come true./ Today Siva
has come into our presence./”!

Still, beyond these broad Saiva commitments, Telugu literary historians have argued that the
Navanathacaritramu in particular supports the Viramahesvara tradition if not the literary tradition of
the Sivakavis. Two points encourage this view. First, Gaurana’s patron—Muktisanta, lord of Srisailam’s
Bhiksavrtti matha—was apparently affiliated with the Viramahesvara tradition. Second, beyond the
scant information offered in the prologue, the narrative itself offers a kernel in support of this claim.
In the texts fifth canto, the Viraaiva saint Allama Prabhu debates, defeats, and makes into a disciple
one of the text’s heroes: the great Natha Goraksa. In this light, the poem could be read as a work that
celebrates the Nath-Siddhas only to subordinate them to the Viramahesvara traditions that reigned at
Srisailam in Gaurana’s day. However, the sequence’s significance may not be so decisive. The sequence
stands as the lone episode that would situate the Natha siddha tradition in relation to that of the
Viramahe$varas or any other sectarian tradition. Moreover, the contest between Goraksa and Allama
Prabhu occupies an underwhelming narrative position; that is to say, Goraksa’s defeat is not the end
of the story. The text goes on to include two more tales of Natha siddhas, and these tales have little
to do with doctrine.

If not the Viramahes$vara tradition, then it might be supposed that the work simply extols the Natha

1. Gaurana, Navandthacaritra, 167.

184



sampradaya. But this claim, too, meets with some difficulty. Despite repeated reference to a popular
Natha cult in Andhra in this period, the primary basis for this claim is the existence of Gaurana’s work
itself.2 However, there is little to no institutional Natha presence in the Telugu country during this
period. And, more specifically, neither Gaurana nor his Bhiksavrtti patron were apparently affiliated
with Natha or siddha traditions. Furthermore, as I will elaborate below, the text offers few doctrinal
discussions or even allusions.

Beyond doctrinal exposition or promotion of a particular sectarian tradition, I would suggest that
the episodes of the Navanathacaritramu work through a different set of issues; and, further, I will
argue that understanding the work’s place in the religious history of Srisailam in particular and Andhra
more generally requires tracing these narrative interests in the text. Specifically, I will show that the
Navanathacaritramu elaborates the problems faced by ascetic siddhas in the world. Specifically, the text
traces the Natha siddhas’ relationships with kings and courtiers and the worldly powers and interests
that these represent. In so doing, it dimly imagines the possibilities and pitfalls of ascetic power both
supernormal and mundane. Such a reading offers, I would suggest, some avenues for connecting this
poetic work to the political situation of Srisailam and, particularly, the power of the Bhiksavrtti leaders.

Before going on to analyze the Navandthacaritramu, 1 include here a detailed summary of the
work. The summary serves two functions. First, it fills a gap: No such summary exists elsewhere in
the secondary literature, though the work has long been of interest to scholars of the Natha sampradaya
and, more generally, India’s yogic and siddha traditions. Second, the summary sits as the foundation
the chapter’s argument that the text’s core concerns reach beyond promoting a Natha tradition, let

alone another sectarian or theological position.

2. See Somasekharasarma, Reddi Kingdoms.
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Summary of the Navanathacaritramu
Canto One

In a short prologue, Gaurana describes how he had the good fortune of being called to the court of
Muktisanta, the lord of the Bhiksavrtti matha at Srisailam. The ascetic desired that the nine Nathas’
meritorious deeds—which had been detailed in a verse work (padyaprabandbamu) by one Srigirikavi—
be retold as a dvipada kavya. Gaurana is deemed the best poet for the job.

The central narrative opens with a description of Siva holding court at Kailasa and quickly moves
on to the advent of Spring. The season’s coming (discussed in the previous chapter) incites Siva and
Parvati to engage in a number of amorous adventures, first amidst the flora of the newly-bloomed
forest and then a body of water therein. Overly excited by the erotic aquatic play, Siva ejaculates into
the water and his semen is left adrift. Their erotic engagements having whetted their appetite for the
esoteric, Parvati asks Siva to give her metaphysical instruction and Siva obliges, giving a very brief
(six and a half couplets) metaphysical lecture. Now, as all this happened, the moon-crowned god’s
ever-potent seed was ingested by a fish and quickly matured into a full-grown man who, being in the
belly of a fish underwater, was privy to the whole of Siva’s secret teaching. At the break in the lecture,
the man lets out an audible hum of attention and is discovered. Amused and amazed, Siva recognizes
this miraculous man as his disciple and son. He gives him the apt name Minanatha (The Fish Natha),
bequeaths to him further instruction in yoga, occult formulas, and magical substances, and ordains
him as the guru to all further siddhas in the world.

Siva and Parvati then depart and Minanatha sets out to see the world and spread his teachings.
After some time, he ends up in Malavadesa where he comes to the extraordinarily prosperous city of
Mandhata. Finding it a suitable place, he takes up residence in a nearby cave and, disguising himself
as a cowherd, begins stealing milk from the cowherds on the edge of the city. After sating himself, he
begins practicing yoga and enters a deep meditative state. But, having not hidden his tracks very well,

he is discovered by a cowherd who follows his trail back to the cave. Not knowing exactly what he has
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come upon—but knowing that he stands before a great being—the cowherd bows down to the yogi
and, touching his feet, stirs him from his meditative state. The two briefly discuss their respective
occupations, and the cowherd pledges service—and milk-delivery—to the esteemed Natha.

The scene shifts then to Mandhata city and the court of its king Rajamahendra. The king is
prosperous and wants for nothing but a son and successor. Thus, he and his chief queen Ratnangi
undertake a ritual vow to Siva to receive a son. Their devotion meets with success, and the prince
Sarangadhara is born. The prince grows into a lovely young man and is pledged to wed an ally princess.

One day, while the prince is in the prime of his youth, the king goes out to hunt, enticed by a
visit from a hunter chieftan. While he is hunting, the prince and his compatriots play at racing their
pet pigeons. The prince’s bird excels above all the others; but, upon winning the race, loses its way
and, at the sight of a beautiful parrot, is lured into the quarters of Citrangi, another wife of the king.
The prince discerns this and decides to go fetch his bird. His friend Subuddhi, a chief minister’s son,
advises him against going into Citrangi’s quarters while the king is away, arguing that it is improper
and that women are wily and inherently corrupt. The prince does not heed his friend’s advice and sets
off to retrieve his prized pet. Citrangi, aroused by the prince’s beauty, welcomes and propositions him.
The prince rebuffs her and the two go on to debate the propriety of sexual relations between them.
In the end, the prince departs with his bird. Citrangi, angered and humiliated, vows revenge on the

prince and resolves to accuse him of rape. So ends the first canto.

Canto Two

The second canto continues this episode, with Citrangi having disarranged her quarters in accordance
with her plan. The king, for his part, returns from his hunt and sets out forthwith to seek pleasure
from Citrangi. He finds the lady despondent. After he questions her and plies her with gifts, she finally
levels her accusation against the prince. The king is enraged and seeks counsel from his ministers.
His anger unabated, he decides that mutilation is the proper punishment. Thus, he sends the prince

to the forest with two men-at-arms who sever his limbs from his torso. At the end of the bloody
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scene, a voice from the sky pronounces the prince’s innocence. The soldiers run back to court to tell
the news, leaving the prince for dead.

The prince’s agonizing moans are heard by Minanatha who has been wandering about the forest.
He comes to the prince and, taking pity, brings him back to his cave dwelling. There he nourishes the
prince with milk brought by the cowherd and enters a yogic trance to recall Siva’s teachings on the body.
He then instructs the mutilated prince in rajayoga, helping Sarangadhara to grow back his limbs and,
ultimately, gain a perfected body (siddhadeba). Regenerated, Sarangadhara is given the name Caurangi
(Four-limbs) and left at the cave to await the devoted cowherd’s return while Minanatha travels into the
Malyavanta mountains to gather magical herbs. However, the siddha prince becomes curious about the
world and his powers and abandons his post to follow after the traveling Minanatha. After Caurangi’s
departure, the cowherd does return and sits at the cavern patiently awaiting the siddhas.

Meanwhile, in the midst of his traveling, Caurangi decides to rest in the shade of lovely trees near
a lake. Resting, he observes a snake: The snake, hanging from a tree to drink water, is set upon by
an aquatic monster. Caurangi saves the serpent. The snake is grateful, and, upon learning Caurangi’s
identity, rejoices. He bequeaths to the siddha powerful herbs and explains that he is in fact a gandharva
turned into a snake under the power of curse. However, he is destined to be released from his reptilian
shape only upon meeting the great Minanatha. At this news, Caurangi continues to the Malyavanta
mountains and finds Minanatha. The two siddhas meet; but, upon learning that Caurangi disobeyed
his command and forsook the ever-devoted cowherd, Minanatha becomes angry. After disparaging
the disloyal character of ksatriyas, he curses Caurangi to be without his own lineage of disciples.

Matsyendra and Caurangi then return to their cavern to find the devoted cowherd. The lord
Natha praises the herder for his steadfastness and personally initiates him into the siddha traditions as
Goraksa (The Cowherd Natha), instructing him in the techniques of yoga, mantras, occult substances,
and the accompanying supernatural powers. Matsyendra then has Goraksa and Caurangi enter a yogic
trance. He, too, enters such a state and, while they meditate, the world as the former cowherd and

prince had known goes to dust: Rajamahendra’s kingdom falls and the cowherd village at its fringe
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disbands. Matsyendra then wakes his two disciples from their yogic slumber and, showing them
this evidence of the great impermanence of things, effectively disengages them from their former
identities. They return then to the Malyavanta range and Minanatha, after some protest from the
former cowherd himself, ordains Goraksa to be his primary disciple and successor to the kingdom of
yoga (yogasamrajyamu). When the matter is settled, Caurangi then tells Minanatha about the serpent
whom he saved and presents Minanatha with the magical herbs. The serpent himself comes, sees
Matsyendra, and assumes his original gandharva body. He then tells the sorrowful story of how he

came to be cursed, thanks Minanatha, and departs into the sky. So ends the second canto.

Canto Three

The third canto continues with Matsyendra entrusting the recently received magical herbs to Goraksa.
Subsequently, a man and a woman from a tribal group approach the siddha trio and, praising Mi-
nanatha, introduce themselves. The tribal man (variously called pulimda, Sabara, éruku) tells the
siddhas of myriad marvelous rock formations seen during his hunts. As the man shows them about
the area, Matysendra reveals them to be lodes of mercury. Caurangi and Goraksa observe the proceed-
ings, amazed that the man—whom they took as a “mere tribal fellow”—should be able to locate such
precious alchemical materials. Matsyendra explains that, in fact, the tribal is aptly named Lode-finder
(nidbanadarsa) and through his birth received such power from Siva and Parvati themselves. The
siddhas then head further north.

Stopping in the shade of a tree, they observe a terrible scene: A brahman, his wife, and their son
are at a lake being assaulted by a fearsome tiger. But, hearing the woman’s screams, a king on his way
to drink at the lake hurries along and slays the creature. Even so, the brahman is fatally wounded in
the encounter and, after entrusting his wife and son to the king, dies. The wife, in her devotion to
her husband, decides to follow her husband into death and entrusts the boy to the king. Before dying,
she tells of the boy’s somewhat wondrous birth through the help of a yogi and directs the king to

take the boy to an ashram. Left with the boy, the king encounters Matsyendra and his disciples at the

189



lake. The king tells the sad tale to the yogis. But, seeing that the parents are in the happy afterlife,
Matsyendra declines to revive them. He instead initiates the boy and transforms him into a siddha
named Meghanadanatha (Cloud’s Roar Natha), owing to the thunder that accompanied his birth.

The prince, beholding all of this, asks to become siddha himself, renouncing his kingly claims.
He explains that he is Virapaksa, second son of a solar dynasty clan of Maharastra. He tells how,
out for a hunt one day, he encountered a tribal hunter (pulinda) who showed him a bird that would
grant supernatural powers if eaten. The king kills the bird and distributes the parts. The hunter is
given the bird’s flesh, becoming free of hunger and thirst; Virapaksa gives the heart (which grants the
status of kingship to its devourer) to his elder brother the king; Virapaksa himself eats the bird’s head,
which leads its consumer into siddhahood. Minanatha doubts the story. But the account is confirmed
by a heavenly voice that explains that Virapaksa is in fact a reborn brahman who had in his past life
committed an incestuous crime; he atoned by drowning himself in the Ganges, but also gained a boon
of achieving either the station of king or siddha in his next life. Sufhiciently convinced, Matysendra
has Goraksa initiate Virupaksa into the Natha fold.

Moving on, the siddhas come upon another horrible scene: A brahman lies grievously injured
by a bear as a tribal hunter, bow in hand, looks on. The hunter explains that the brahman before
them is a purobit from the city of Simhadri. Desiring the daughter of his king, he fabricates and
deceitfully substantiates astrological predictions to gain the king’s confidence. Fabricating a further
prognostication that—he claims—can only be preempted by removing the princess from the city, the
brahman convinces the king to entrust the daughter to his care. The purohit then confines the lady
to a wooden box and leaves her in the forest while he goes away and deliberates on how to win his
captive’s love. In the meantime, the princess is rescued by a king who discovers her while out hunting.
The two wed in the passionate gandharva style, conspire to trap a bear in the princess’s living cofhn
as the reprobate brahman’s just desert, and elope back to the king’s keep. The brahman returns and,
thinking the princess to still be inside, makes a detailed case for his suitability as a husband before

the closed box. Then he opens the box and, blinded by passion, gropes at the container’s new ursine
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captive only to be mauled in return. Some brahmacaris find the grievously injured brahman, tending
to him as best as they can. Ultimately, they seek out help. First comes the hunter, then the siddhas.
The brahman begs for help, and Minanatha gives him succor, restoring his body. The brahman begs
further that Matysendra initiate him as a siddha. But the master Natha rejects him, pointing to his
corrupt character (dursila) as the basis for the decision.

The hunter then informs Minanatha about a magical bird—much like the one described by
Virapaksa—and tells how a king killed it and gave him its magical meat. Matysendra confirms the story
and identifies Virapaksa as that prince. The hunter then asks about how the bird gained such power.
Matsyendra, using his yogic powers, discerns that the bird was a gandharva named Mandaranatha,
who Indra had cursed upon a time. To ameliorate the curse, the gandharva made two requests: First,
he asked for an escape clause, which Indra grants, dictating that Virapaksa would kill and thus free
the gandharva. Second, Mandaranatha asks that some good come of his death. So, Indra decrees that
his avian flesh should grant supernormal abilities when eaten. That revelation made, the siddhas set

out for the nearby ashram. So ends the third canto.

Canto Four

The fourth canto begins with Matysendra and his expanding company arriving at an ashram of Vedic
sages. The sages praise Matsyendra as the god Siva himselfand honor him and his disciples abundantly.
The siddhas pass the night at the ashram; but as they set out again the next morning, Minanatha walks
through a pile of dried leaves and steps on an enormous snake, which immediately transforms into a
man. This man then tells his story. He was born into a lunar dynasty clan of Malavadesa; and, upon
his birth, a great siddha ordained that the prince should become a siddha rather than a king. Then,
out hunting one day, he unknowingly cast a snake’s corpse out of his path and on to a sage. Offended,
the sage curses the prince to become a snake. Thinking the curse excessive, the prince inquires after
its extremity. He learns that, in his previous birth, he was a king who, out hunting, had found a snake

skin ands threw it at brahman—just to scare him for a laugh. The brahman, unfortunately, died of
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fright and his wife cursed the king to be transformed into a snake in his next life. The curse, however,
is ameliorated by Dharma: the god declares that the curse should be relieved when the reborn prince
comes into contact with the foot of the great siddha Matysendra. Now, released from his serpentine
form, the man asks that Matsyendra make him a siddha. Matysendra hesitates, questioning the prince’s
commitment to the yogi’s path over his royal prerogatives. The man explains that, having now been
in the presence of the yogi master Matysendra, he thinks nothing of royal sovereignty. Siva, pleased,
then appears on the scene, commands Minanatha to initiate the man, and disappears. The man is
initiated and named Nagarjuna.

Then a sage comes on to the scene and, explaining that he has heard of Matysendra’s powers, asks
to become siddha. As Minanatha inquires into the sage’s sources, Nagarjuna identifies the ascetic as
the very sage who so grievously cursed him. Matysendra then questions the sage regarding the efficacy
of tapas. The ascetic confirms Matsyendra’s critique, explaining that asceticism is effective but only
goes so far: The path offered by Matsyendra is superior. And so, he submits to Matsyendra who then
directs Nagarjuna to initiate him. After being given the name Khanika, the newly initiated siddha
departs. Matysendra then travels to a city on the western coast.

As the siddhas arrive, the city’s king dies without a successor. His minister—aptly named Prabud-
dha (Astute)—hides the fact by sequestering the mourners and generating a diversion around elephant
which was to be honored throughout the city. Matysendra discerns all of this and announces that he
will enter the king’s body and enjoy the pleasures of courtly royal life. His disciples are confused—both
about the possibility of such a procedure and Matsyendra’s rationale given the basic incompatibility
of the satisfactions that follow yogic sovereignty and worldly sovereignty. Matsyendra opines that he
must have some direct experience of royal pleasures if he is to fully understand the difference and
superiority of the yogi way. He then executes a yogic procedure whereby, leaving his physical body
with his students, he possesses the body of king (parakayapravesa).

The king is thus revivified, much to the mourners’ happiness and surprise. Matsyendra, for his

part, is rather confused by the people of his newly entered courtly society and remains silent. The
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courtiers send doctors, assuming the king to be afflicted. The chief minister Prabuddha intuits that
the king’s body has been possessed by a great yogi with no knowledge of statecraft and expertly advises
the now unworldly king in his rule. Matysendra thus occupies the kingly ofhice and, most vigorously,
enjoys its erotic privileges. In the course of his rich sexual life, he impregnates the chief queen and she
gives birth to a handsome young prince, whom Matysendra comes to love dearly. But, as he is living
his courtly life to the fullest, his disciples—diligently guarding over the divine body (divyadeba) the
guru left in their mountain cave—realize that Matysendra had forgotten his yogi identity. Caurangi
thus sends Goraksa to the royal court to call the guru back. Goraksa goes then to the court where he
is able to intercept his guru. He persistently works to remind the guru of his yogic self, chipping away
at Minanatha’s newly gained attachment to the world. Working past the pleasures of sex, the final
fetter proves to be Matysendra’s love for his son the prince. Matysendra gives an impassioned plea for
remaining with the boy and, convinced that Goraksa will be moved by the sight of him, brings him
into their midst. Goraksa, under the pretext of bathing the boy at his guru’s command, brutally kills
the prince. Matysendra is crushed. But in the process he regains his yogic insight and loses for the first
time his attachment to worldly existence. Matysendra then abandons the king’s body; Goraksa revives
the prince and secrets him out of the royal quarters; and the minister Prabuddha makes provisions for
the king’s succession before renouncing his own post under the influence of his encounter with the
siddhas.

Returning to his body and his disciples, Matsyendra praises his students, reasserting Goraksa’s
preeminence among them. Matsyendra, noting that the prince is his son and had been anointed with
water by Goraksa, decrees that the prince’s partial initiation be completed. Thus, the boy is named
Maiijunatha (The Cute Natha) and placed in the turtle posture (kirmdsana). Finding their work
done in that place, Matsyendra leads his siddha troupe to a cave in the Narendra mountains. There,
he instructs Goraksa to initiate the faithful minister Prabuddha into their fold with the name of
Buddhasiddha. Minanatha then praises again Goraksa and, quite pleased, identifies his disciples as his

sons and further instructs them in the yogic teachings (yogasastramulu) which they are to disseminate
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on the earth. The band of yogis leaves the mountain range and proceed on a tour of northern holy
sites, namely: Ujjain and its Mahakali temple; Dvaraka; Ayodhya; the Ganges and Kasi; Prayaga; and,

finally, Kailasa. At Kailasa, the siddhas settle themselves in a cave. So ends in the fourth canto.

Canto Five

The fifth and final canto begins with Matsyendra and his disciples still in their mountain station.
Minanatha charges his disciples to travel out undercover and spread the yogic teachings to people
of all stations—but only those who display the proper virtues. He gives them two caveats: First,
they are not return to the Himalayas. Second, they should understand that, despite their bodily
siddhis, they are not invincible and should thus always be on their guard. Caurangi, cursed to have
no disciples, stays to honor Matsyendra. The others, after passing the night, leave for the different
regions: Goraksa goes to the Lata, Kaula, Abhira, and Bhota countries; Meghanitha to Kalifiga and
the shores of the Ganges; the siddha Buddha goes to Maharastra; Virapaksa goes to Karnata, Lalita,
Kanauj, and Malava; Khanika goes to Gharja, Tenkana, Matsya, and the Konkan; and Nagarjunasiddha
goes to the Malayala, Barbara, Magadha, Andhra, Pandya, and the Cola countries. Gaurana goes on
to list some of the disciples and accomplishments of the founding figures.> The narrative then leaves
the extended siddha lineage and turns to go Goraksa, who travels to Srisailam and, after worshipping
Mallikarjunasvami, takes up residence in a nearby cave to practice yoga.

Learning that a powerful spiritual adept had come to Srisailam, the Viramahe$vara master yogi

Allama Prabhuraya leaves his base in Kalyana to inquire. He locates Goraksa, the two introduce

3. See Gaurana, Navandthacaritra, 211-214. The lineages are as follows: Goraksa: Ratanaghoraka, Lokanatha, Acyu-
tanatha, Gagananatha, Avadhatanatha, Candranatha, Pa$cimanatha, Yoninatha, Naradevanatha, Godacada, Nagagodi,
Jinara, Mayurasiddha, Balagovinda, Harimindi, (Gorakkudu), (Gorantakudu).

Buddhasiddha: ~ Suryanatha, Sindharipaya, Mohanapiya, Gimmiripaya, Nityanatha, Satkirtinatha, Satyanitha,
Akiirinitha, Siddharavula, Manoratha, Vijianasevadi.

Meghanitha: Kapaladandi, Kalyanayogi, Pasanabhukku, Narabhukku, Bhitanatha. (This passage is damaged, and the
missing line likely names other disciples.)

Nigirjunasiddha: Dhiimapaya, Bhalliikapaya, Tailapiya, Rasendrapdya, Vyili, Bhanumanta, Heyadiira, (Atreya).

Virtipaksa: Rasendrapaya, Ratnapaya, Uccaya, Kalapaya, Vajrakakanatha, Jalandhra, Saindrapala (Jalandhra’s student),
Kamanda, Parnagirinatha, Endiyaniguru, Bhuvanendra, Trilocanasiddha.

Khanika: Kamalanitha, Amrtanatha, Sadanandarila, Anugannarila Khecari, Acalanitha, Paramanandayogi, Sujiiana,
Lohitasiddha Singanatha, Virificinatha, Saurambha.
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themselves, and then begin debating the relative superiority of their metaphysical doctrines and prac-
tices. The debate culminates with the two yogis demonstrating the power of their bodies. Goraksa
begins by showing oft his adamantine body, having Prabhuraya strike his impenetrable form with a
sword. But Prabhuridya surpasses him through a wondrous display of his ethereal body ($anyadeba),
which cannot even be touched by a blade. Goraksa submits to Allama Prabhu. The latter then takes
the Natha on as his student and instructs him in the ways of Viramahesvara bhakti.

The narrative then shifts to follow the students of Nagarjunanatha and their alchemical adventures.
The first episode involves a disciple called Atreya. This student, followed by his own disciples, goes to
Srisailam, announces his intention to showcase his powers by transmuting the whole mountain into
gold, and begins his work. A local king catches wind of the siddha’s arrival and seeks him out. Arriving
with a small company, the king explains that he has lost his kingdom to a rival and asks the powerful
siddha to help him win it back. The siddha first declines such an alliance, citing the unreliability
and dishonesty of kings. The king attempts to renounce his royal claims and become an ascetic.
The siddha, moved, restores the king’s wealth under the conditions that the king remain a member
of the royal class but take the name Tyaganagarjuna and provide the siddha with protection.# Then,
learning of Nagarjuna’s student, Visnu takes on the appearance of a brahman and comes to frustrate the
siddha’s alchemical activities. Meeting the siddha, Visnu inquires into the activities and the merit of
the seemingly materialistic activity for a yogi. Unable to dissuade Nagarjuna’s student from an egotistic
endeavor, Visnu hurls his cakra and decapitates the siddha. Preventing the alchemical achievement was
necessary, he explains, because a golden Srisailam would have produced an excess of wealth in the world
which would, in turn, disrupt the social order. The siddha’s students mourn his death and the king,
learning of the siddha’s assassination, is bereft. He installs the siddha’s head in a cave, closes the cave’s
mouth with large stones, and returns to his kingdom.

The work then moves to the narrative of a siddha named Vyali who came to the city of Kalyana upon

a time. After giving discourses in the city’s temples for some time, he becomes known throughout

4. The text is damaged in this passage, so the narrative events here are not completely clear.
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the area. The city’s king catches wind that such a powerful person is within his domain and sends his
people to bring the siddha in. Vyali first objects, citing that siddhas should never be in the service of
the congenitally corrupt kingly class. The king replies by summoning the siddha in a more honorable
fashion, sending for him a golden throne on which he would be carried to the palace, and the siddha
accepts the invitation. The king inquires after the siddha’s knowledge and powers, and the siddha
explains that he is expert in magical herbs. In particular, he recounts a method whereby a person may
be fried—and killed—in vat of boiling oil only to reemerge revived with superhuman capacities when
cooked with certain substances. Entreated by the king to share this knowledge and the substances,
the siddha objects, again citing the corruption of kings and their tendency to betray their compatriots.
The two, however, reach a compromise: Vyali will demonstrate the method not to the king but to
his ministers. The siddha thus entrusts the substances to the ministers and teaches them the process,
which they are then to execute on Vyali himself. They prepare a vat of oil and the siddha then prepares
to enter it. Before stepping in, he utters an imprecation: If the royal ministers betray him and let
him die, the king’s reign will go to ruin. He then steps into the vat. The king then returns to the
scene and demands that the ministers leave the siddha to die and teach him the herbal mysteries. They
hesitate but begrudgingly come to heel. The siddha dies and, just as he decreed, the king’s dynasty is
destroyed.

The last two stories turn to students of Goraksa, both of them bearing names not unlike their
master. The first is Gorakkudu, who travels to the Kaula country and establishes himself at the
Somesvara temple in Saurastra. The king learns of his presence and invites him to court as an honored
guest. Once he is in the siddha’s presence, the king asks Gorakkudu to display his powers, particularly
his power of summoning (akarsanasiddhi). The siddha hesitates but eventually complies at the king’s
insistence. The siddha demonstrates the power by summoning a woman that had once drawn the king’s
eye. When the king attempts to engage her, the siddha prevents him, saying it would be inappropriate:
The woman had been brought to them through the mantric deity’s (mantradevata) possession and is

not properly conscious. The siddha, however, makes up for this by intuiting the king’s favorite woman
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of his harem and summoning her into his presence. The king, astounded, tries to reward the siddha.
Gorakkudu—citing his ascetic indifference to material pleasure—rejects the king’s offers and sets out
again for his station at the temple. The king, after passing some time in erotic enjoyments, comes upon
a paranoid thought: With such power, the siddha could take anything from anyone. At his ministers’
discouragement, he dispatches assassins to intercept the siddha on his way back to Saurastra. The
killers find Gorakkudu, but their weapons are impotent against his bodily siddhis. The assassins flee
to report back to their master, but the siddha reaches the king faster. He dresses the king down,
lambasting the baronial estate as inherently hateful and unnecessarily hostile to siddhas, whom they
should honor. He then curses the king’s rule into destruction.

The final story opens on the king Krsnakandara of Kandara city in Maharastra. Meticulous in
observing the morning, noon, and evening rituals, Krsnakandara is honored by the gods. One day,
however, while performing his sunrise service, he espies a beautiful woman bathing and momentarily
lusts after her. He thinks nothing of it, but for some days after the sun fails to rise. Perplexed, he
consults his brahman advisers. They, too, are confused. After further reflection, the king recalls
his mental transgression. The brahmans provide an expiatory method. The king executes it, and
the sun resumes its normal work. All are relieved. But soon after the king falls ill with a horrible
disease. Depressed and too weak to leave the palace unassisted, he has his men take him out as if he
were hunting. The party loses its way and, being out in the heat, seeks water. They come to a lake
where the king drinks, bathes, and reemerges entirely free of disease. He returns to his city and, after
recounting the discovery to his court, orders a public works project to expand the seemingly sacred
reservoir. The ministers counsel that such a project would violate dharma, but the king persists. The
project begins, but the workers dig too deep, creating a hole to the underworld into which the waters
drain. The king’s people, recognizing the dire circumstance, wonder how it might be rectified.

At this time, Gorantakudu—another student of Goraksa—comes to the region with his own dis-
ciple. The pair come to take water from the recently drained reservoir, which they know was made

magical by Minanatha upon a time. But they arrive to find the reservoir to be empty, and others in the
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vicinity tell them of the king’s misdeed. Gorantakudu is irritated but offers some solutions. These,
however, are ineffectual, as are the king’s own attempts to restore the reservoir during the monsoon.
The king is piteously perturbed. Contemplating suicide, he falls asleep and is visited in a dream by
the deity who presides over the reservoir. The deity explains that she will be appeased and the wa-
ters restored only upon receiving a sacrifice according to the following scale: ten thousand $udras, one
thousand vaisyas, one hundred ksatriyas, ten brahmans, or a single siddha. The king awakens horrified
and relates his vision to his incredulous ministers. The water deity in turn appears in the dreams of all
the king’s subjects. Terrified, the citizens plot their escapes. The ministers counsel the king against
sacrificing loyal subjects of any station and devise a plan to substitute criminals for the deity’s desired
victims. The water deity rejects the ruse. After the city’s classes plan their escape or decide to give in,
Gorantakudu steps in and offers himself up: He directs the king to have a large Siva temple built over
the chasm to the underworld. The siddha will be locked inside of said temple while the king conducts
a choice steed around the area. The waters will follow the steed’s path and refill the reservoir, and the
siddha will the vacate the temple as soon as possible. The temple is built and the siddha enters. The
king executes his part of the plan. The waters return, and the kingdom flourishes on. The text is
badly damaged in these final passages, but there is no indication that the siddha ever reemerges. So

ends the Navandthacaritramu.

The Navanathacaritramu and the Natha Sampradaya

In this way, Gaurana’s Navandthacaritramu stands as one of the earliest witnesses to the Natha Sam-
pradaya. As the summary above details, the work narrates how a lineage of siddhas was established by
the Nathas Matysendra and Goraksa. Within this story, the afhliated siddhas engage in a variety of
yogic practices and esoteric activities to often marvelous ends. No formal institutional structures are
represented in the narrative itself. Nevertheless, two elements of the work and the circumstances of its

production resonate with the institutional identity of the present-day Natha Sampradaya: Matsyen-
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dra’s disciples disseminate his teachings across the India, speaking to the sampradaya’s pan-Indic reach.
And the work itself was commissioned by the potentate of such an ascetic institution—Srisailam’s
Bhiksavrtti matha.

Despite these resonances, it is difficult to link Gaurana’s work on the Nathas to the sampradaya
as scholars have described it in recent years. Much of the difficulty descends from the character of
Gaurana’s text. His siddhas rarely offer expository discourses detailing their doctrines. And, with the
exception of Goraksa’s encounter with Allama Prabhu, the siddhas do not debate or compete with
yogis and adepts of rival traditions. Such ambiguity is not unexpected. James Mallinson finds no
real articulation of a Natha identity earlier than the seventeenth century, with the earliest explicit
articulation of a Natha sampradaya coming from a text of early nineteenth-century Jodhpur.> And
while scholars starting with David Gordon White have remarked that the Navanathacaritramu contains
the earliest list of nine Naths that echoes lists recognized by the contemporary Natha sampradaya,®
this does little to connect Gaurana’s work to the more established Natha tradition of more recent
centuries. For one, aside from Matsyendra, Caurangi/Sarangadhara, and Goraksa, Gaurana’s Naths do
not overwhelmingly match the figures listed elsewhere.” Further, Gaurana mentions nothing of the
Nathas’ being subdivided into twelve panths, which Mallinson takes as a key marker of Nath identity.?

Still, the initial warrant for naming these figures here “Natha siddhas” is the title of the work

itself. But this trend, too, is inconsistent, especially as the -natha portion is not emphasized in all

5. James Mallinson, “Nath Sampradaya,” in Brill Encyclopedia of Hinduism, ed. Knut A. Jacobsen, vol. 3 (Leiden: Brill,
2011), 409.

6. See David Gordon White, The Alchemical Body: Siddha Traditions in Medieval India (University of Chicago Press,
1997), 93. The notion is repeated in Mallinson, “Nath Sampradaya,” 409.

7. The closest parallel comes from Gaurana’s contemporary, the Telugu poet Jakkana. In his Vikramarkacaritramu he
describes a traveling siddha with a series of comparisons where he names the same nine Natha siddhas at the core of the
Gaurana’s work. See Vikramarkacaritramu 6.4: “Presenting another of Adinitha’s avatars, surpassing Matysendranitha’s
grandeur, enjoying Saranganatha’s potential, bearing Goraksanatha’s virtue, merging the Siddha Buddha’s intellect and will,
amplifying Khanika’s tremendous knowledge, wielding Mekhanatha’s mantric fluency, achieving Nagarjuna’s expert glory,
surpassing Virtpaksa himself in devotion, and boasting a body of beguiling form equal to all the nine siddha masters, a
fine siddha, his mind of pure consciousness . . .” (adindathuni yaparavataramu pini matsyendrandthuni mabimari danari/
saramgandtbuni samarthyamunu bomdi goraksandthuni gunamum dalci/ siddbabuddbuni buddbicittambunam jerci kbaniku
vidyadhikaghanatam berci/ mekbanatbuni mamtravaikbari vabiyimci nagarjununi kalasri gamimci / ya viripaksumditamdana
natisayilli / yarthi navandathasiddbulakaikyamaina/ mobandkrti yitamdanu mirtimn danari / cinmayasvamturndagu nokka sid-
dbavarumdu).

8. Mallinson, “Nath Sampradaya,” 415.
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Figure 5.1: Yogis and siddhas featured in the Navanathacaritramu

of the siddhas’ initiation names. Some of the siddhas initiated in Matysendra’s line do carry -natha
as a kind of title in their appellation; but others—for example Buddha and Nagarjuna—carry -siddha
instead. Natha thus appears to function as a generic term only in the title. Gaurana more commonly
and interchangeably labels the figures using the terms yogi or siddha. In line with this terminological
trend, Gaurana’s depiction of the nine Nathas and their company is largely generic. He offers an image
of siddhas mostly insofar as they are the possessors of wondrous siddbis.

Nevertheless, Gaurana does describe the adepts at the center of his work in ways that distinguish
them from other siddhas. These distinctions emerge from the practices Gaurana describes rather
than systematic exposition. More to the point, despite the work’s generally weak connection to the
Natha sampradaya, these distinctions do establish substantial links between the sampradaya and the
tradition Gaurana describes. As I will show below, these include: certain sartorial conventions and an
explicitly Saiva affiliation; engagement with a variety of yogic practices, particularly those resembling

a kundalini-focused hathayoga; the centrality of celibacy; and the practicing of alchemical techniques.

Siddha attire

Matsyendra and company first stand out in their appearance. Despite—or, perhaps, precisely because

of—Matsyendra’s enjoining his disciples to go forth in varied and clandestine vestments,” Gaurana

9. Gaurana, Navanathacaritra, 209.
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offers only one description of a Natha siddha. This comes in the first canto as the cowherd who would

be Goraksanatha beholds for the first time the great yogi Minanatha:

. eyes sinking in [the cowherd] saw a frosty-hued lustre
glittering from a slender body; pupils
not moving in any direction; a focused
steadfast mind; on the forehead
a shining triple smear of holy ash;
a glimmering ivory staft;
a sparkling red gurija mala;
delicate, tawny dreadlocks; a horn;
a fine silken mat; a shimmering
and lovely jeweled rosary: all of these aglow,
his hands on his thighs, breathing out hard, stretching
his back, holding up his lotus-face,
averting his unwavering gaze from all desires,
there sat in the majestic concentration of yoga
Minanatha in his cool, luminous majesty. . . 10

The master siddha here appears as a yogi ascetic with fine accoutrements. The most apparent
aspect of the yogi’s figure is its radiance. The gentle, lunar quality of this radiance is stated at both
the beginning and the end of the passage; and all of his yogi paraphernalia augment the gleaming
that descends from Matsyendra’s inherent majesty. He bears an ivory staff. He sits, the cowherd
sees, on a fine silken mat. His locks and necklaces glitter, too. While Gaurana surely highlights the
gorgeous lustre of his tejas and sees the scant ascetic vestments as ornaments (in line with the broader
aesthetic inclinations discussed in chapter three), this kind of radiance is simply proper to a person
of great power. The ascetic burnished by his spiritual exercises is one variety. Thus, starting with
Matysendra’s thin body, the description is, in a sense, generic.

Nevertheless, a few features allow an observer to finger the yogi for his afhiliations. First, the
“shining triple smear of holy ash” on the forehead (polucu tripumdrambu parmtavibbiti) marks him as a
Saiva. While ethnographic research has identified this as a common place among Naths today, James

Mallinson suggests that adorning the body with ash was probably not a regular practice among them

10. Gaurana, Navandthacaritra, 27-28.
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until the nineteenth centruy.!' Indeed, some or all of the Natha siddhas were claimed by a variety
of religious groups. And, while the Nathas maintained a predominantly Saiva orientation throughout
their history, medieval representations generally lack the Saiva sartorial elements of the tripundra and
rudraksa mala described above.

A second ornament—his horn or nddamu—may narrow his identity further. It is reminiscent of—
but, as described, not identical to—the sangnad janeu, which is recognized as an ornament particular
to members of the Nath sampradaya. Described as long black woolen thread with a rudraksa bead, a
ring, and a small singinada, members of the sampradaya wear the singnad janeu around there neck.!?

Thus, the Saiva orientation and the wearing of the singinadamu are the only outer marks that
connect Gaurana’s siddhas with the members of the Nath sampradaya recognizable since eighteenth
century. Other attributes commonly associated with Natha yogis—in particular the large, ear-splitting
piercings that earn many Naths the alternate appellation Kanphata—are mentioned nowhere in Gau-

rana’s work.

Yoga and the body

Beyond these outward signs, Nathas are further known by the practices that are said to grant them
marvelous powers. First among these practices is yoga. As researchers of the sampradaya have noted,
few if any Naths today can be found practicing hathayoga. Nevertheless, the sampradaya’s seminal
figures Matsyendra and Goraksa are also commonly understood to be seminal figures in the history of
hathayoga. From the beginning of the work, Matsyendra is represented as a practitioner of yoga. He
and the other siddhas are shown practicing both contemplative and pranayama (or breathing-based)
yoga.

First and foremost, Matysendra promotes and practices a contemplative yoga oriented toward ex-

traordinary acts of concentration culminating in samadhi. The devoted cowherd who eventually be-

11. Mallinson, “Nath Sampradaya.”
12. Ibid., 418.
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comes the chief Natha Goraksa discovers Minanatha engaging precisely in this kind of practice. And,
later, it is in a contemplative technique that Matsyendra guides the prince Sarangadhara to regenerate
his limbs. Here, Matysendra explicitly describes this technique as the best “royal yoga” (rdciliyoga).
Such labeling identifies it with conceptions of rajayoga in Sanskrit texts on yoga and which the fore-
bears of the Natha sampradaya would synthesize with hathayoga. This contemplative yoga appears
as the central path to bodily power in the Navanathacaritramu. Indeed, a core strength of Gaurana’s
siddhas are their wondrous bodily powers. To be sure, Matysendra makes it clear that no siddha save
Siva himself possesses true bodily immortality and invulnerability. Nonetheless, the siddhas have rare
powers of rejuvenation and endurance.

Such powers and techniques are first exhibited in Sarangadhara’s regeneration.!? To start, Maty-
sendra’s method relies on the basic nourishment provided by the milk consistently offered by the loyal
cowherd. But, after meeting the basic nutritional needs, Matysendra also offers the prince a number
of efficacious but unnamed magical herbs (divyausadhba).

But this alimentary foundation primarily supports yogic techniques. Matysendra puts the muti-
lated prince into the “siddba posture” (siddbasandsinum jesi); he then goes into a state of deep yogic
concentration to recall Siva’s teachings on yoga, the limbs, their divinities, their number, their sen-
sations; and then, to have the prince regenerate his arms, he tells the young man to look up, throws
a stone into the air, and has him concentrate on it to keep it afloat, lest it fall and crush his head.
Through this act of concentration, the prince grows his limbs back and gains a perfected body (siddba-
deba).

Beyond its being a product of magical healing, the further nature of this perfected body is only
shown later in the work. And the nature of its perfection varies according to how the perfection is
produced. As a product of yogic meditation, the body acquired by Caurangi would be much like the
body Goraksanatha and his disciple Gorakkudu display at later points in the narrative. This is a dense,

adamantine body that is largely invulnerable to attack and normal ailments of the flesh. Thus, when

13. Gaurana, Navanathacaritra, 94-95.
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Allama Prabhu strikes Goraksa with a sword, there is no cutting—just clattering. Likewise, when
Gorakkudu is assailed by assassins, their weapons shatter into hundreds of pieces.!4

While meditative rajayoga appears to undergird the corporeal perfections described above, an ex-
plicitly kundalini-focused hathayoga allows the siddhas to manipulate theirs and others” bodies in
marvelous ways. Though the word hatha- itself never appears in the work, Gaurana nevertheless
deploys its vocabulary in describing how Matysendra enters the body of dead king. Rather than a
siddhi to be used at will, the act of entering another’s body (parakayapravesa) is represented as a yogic

technique in itself:

Immediately upon entering a mountain cave

he [Matsyendra] sat in the siddha posture; and putting his mind
firmly on Siva, that foremost of the siddhas—
bringing his breath under his control—drew it upward,
made himself firm as the elongated kundali stretched,
appropriately broke the restraint bound by habit,
gently brought the kundali upward,

wondrously shined as one rich in ancient yoga,

and through all the paths of the ten passages
asssuming an immensely subtle form and then

taking on a luminous form he went forth.

As his disciples amazed looked on and on

and Minanatha’s dsma reached the king’s

body. . . 15
Nowhere is the label hatha applied. Nonetheless, Gaurana describes Matysendra’s process deploy-
ing terminology current in treatises on the kundalini-inflected hathayoga associated with the figures

of Matysendra and Goraksa. These references to hathayoga are seen as Gaurana marks Matysendra’s

redirecting the breath (vayuvakuiicanamu) as well as his manipulating and directing the internal ser-

14. The ethereal body is thus largely beyond the purview of the core Natha tradition represented in the text. It only
comes into view when Goraksa submits to Prabhuraya. In this way, the Navanathacaritramu corroborates the testimony
offered from in the expository Sanskrit texts reviewed by Ondrocka. See: Lubomir Ondracka, “Perfected Body, Divine
Body, and Other Bodies in the Natha-Siddha Sanskrit Texts,” The Journal of Hindu Studies, no. 8 (2015): 210-232.

15. Gaurana, Navandthacaritra, 178: tadayaka yoka parvatapu gubar jocci/ siddbasanastburindai Sivuni jittamunal sid-
dbamukbyumdu susthiramuga nilipi/ vayavakumcanavasamuganm jesi/ yayatakumdali karuganilkolipi/ alavada gramthitaya-
munu bhedimci/ yala yardbvakumdali kallanam jerci/ yarudugar parvayogadbyurdai polci/ mariyu dasadvaramargambulel-
lawn/ bratiga sitksmariipamu dalci mimdal jyotissvaripurindai coppuna védale/ vemaru Sisyulu vérarmgamdi cida/ naminanatbuni
yatma bbinathu/ bomdir joccutayunu . . .
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pent goddess (kundali) are clearly stated. These techniques, as Jason Birch has shown, coincide with
the first descriptions of hathayoga.'6 While Mallinson has shown that parakayapravesa is, on balance,
a siddhi—an ability gained through yogic excellence—!7Gaurana’s depiction of the act as an essentially
hathayoga practice adds another exception to this trend.

In depicting Matysendra’s yogic practices so distinctly, Gaurana bears witness to Matysendra’s
seminal role in the early history of hathayoga. Moreover, he directly ties the Nathas to a textual
tradition. He offers a broad recognition of them as authors of texts; and he reproduces the well-known
attribution of a text called Amytajitasiddbi to Virupaksanatha.!® He also presents an understanding
of yoga in accord with what may have been available in contemporary or near contemporary Sanskrit
texts on the subject. In such manuals—mostly dated to the thirteenth through fourteenth centuries—
contemplative rajayoga and prandyama-based hathayoga do not compete with each other but instead

stand as complementary practices in a total system.!?

A note on celibacy

While holding up his association with yogic traditions, the Navanathacaritramu does not reflect other
early understandings of Matsyendra. In particular, Matsyendra’s connection with broader and gener-
ally sexual tantric practices does not find a comparable expression in the work. Still, an allusion to
Matysendra’s sexual history could be read in precisely in the hathayoga sequence. It is through the
hatha practice that Matysendra possesses the king’s body and loses himself in sexual activity and other
worldly pleasures. Here, as in other versions of the story, Goraksa intervenes to extract the guru from
this material mire. However, these other tellings—wherein Matsyendra loses himself in pleasure in a

kingdom entirely of women—set the background to Goraksa’s role precisely as a reformer who removes

16. Jason Birch, “The meaning of hatha in Early Hathayoga,” Journal of the American Oriental Society 131, no. 4 (2011):
534-538.

17. James Mallinson, “The Yogis’ Latest Trick,” Journal of the Royal Asiatic Society 24, no. 1 (2014): 167.

18. Gaurana, Navandthacaritra, 213. The Amrtasiddbi has been dated to the eleventh or twelfth century.

19. Birch, “The meaning of hatha,” 542-548. In particular, Birch cites hathayoga texts Dattdtreyayogasastra, Sivasambita,
and Amaraughaprabodha for the earliest articulations of this.
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the sexual components of Matysendra’s tantric system and internalizes them through hathayoga.2°

Within the Navanathacaritramu, then, sexual tantric ritual finds no place from the very beginning.
Indeed, Matysendra has no knowledge of sexual activity before possessing the king’s corpse and he
performs the parakayapravesa for the express purpose of better understanding the pleasures of the world
and, thus, becoming a better advocate for the superiority of ascetic life. In this regard, the narrative
of Matsyendra’s deeds—and thus the figure of Matsyendra himself—runs parallel to hagiographies of
seminal ascetic figures like Sankaracarya.?!

Following this basic absence of and then confirmed opposition to sexual activity, the Natha tra-
dition as it appears in Gaurana’s text would seem to privilege celibacy. Even so, among the directives
that Matsyendra issues to his disciples before sending them into the world, there is no explicit in-
junction proscribing sexual activity. Here he does though recognize by implication that he and his
disciples are celibate: He notes that while he lacks offspring in the strict sense, he nevertheless has
progeny (samtati) in his disciples. The opposition is clear and backed on two fronts. First, sexual
activity—as we have seen—is counted among samsara’s elements and is a particularly alluring mode of
worldly engagement. As such, it is merely a stone in the path of the yogi’s development. Second, the
work maintains a kind of misogynistic hostility. This is seen primarily in Sarangadhara’s story: Before
going into Citrangi’s chambers, the prince receives a lecture from his quite literally wise companion
Subuddhi, the son of the king’s minister. Here Subuddhi frames as friendly advice a discourse asserting
that women are congenitally licentious and corrupt.22 Thus, even in the absence of a clear command,
refraining from sexual activity is clearly favored. Conversely, the lack of an injunction resonates with

the variety of both celibate ascetic and non-celibate Nath traditions across India.??

20. On Matsyendra and Goraksa’s reformations see Mallinson, “Nath Sampradaya,” 410-411.

21. In the Saﬁkaradigvijaya of Madhava Vidyaranya, Sankara’s scudent Padmapada admonishes his teacher against the act
by adducing Matsyendra’s troubling experiene. On hagiographies of Sankaracarya and, particularly, the problems posed by
his parakayapravesa see: Neil Dalal, “Clouding Self-Identity: Sankara, Samskaras, and the Possession of King Amaruka,”
The Journal of Hindu Studies 5 (2012): 283-292; J. E. Llewellyn, “Knowing Kamasastra in the Biblical Sense: The Possession
of King Amaruka,” The Journal of Hindu Studies 5 (2012): 273-282.

22. Gaurana, Navandthacaritra, 39-43.

23. On some of the tensions between ascetic renunciation and worldly life among members of the Nath castes in north
India, see: Daniel Gold and Ann Grodzins Gold, “The Fate of the Householder Nath,” History of Religions 24, no. 2
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Alchemy and siddhis of substance

Not just practitioners of yoga, the Naths are also renowned for acquiring magical powers through
the use of magical substaces as a complement to yoga’s contemplative and corporeal exercises. The
Navanathacaritramu reproduces this image. Throughout the work Matsyendra and his disciples engage
in a range of alchemical practices. And while these alchemical activities corroborate the common
picture of Naths, Gaurana’s depiction of these episodes also connects Matysendra and company to the
wider wilderness world that features in earlier siddha legend.

In contrast to the yoga sequences, there is little description of actual alchemical method. At its
most specific, Gaurana shows the siddhas assuming a yogic posture (siddhdsana) and visualizing Siva
along with the divinities of mantras and mercuries.* Even so, Gaurana emphasizes that the nine
Nathas’ alchemical practice is characterized by the manipulation of mercury (rasa). In the early cantos
of the work, the siddhas engage in no obvious alchemical work. However, the third canto finds them
discovering lodes of mercury in the mountainous wilderness. It is only in the story of Nagarjuna’s
student Atreya that a siddha actively engages in an alchemical act. But his precise methods are obscure.
And despite their conspicuous interest in mercury, there is no mention of the Natha siddhas engaging
in the practices of the Rasesvara siddhas (or accomplished masters of mercury) who produced tinctures
and elixirs consisting of mercury.?*

In conjunction with the use of mercury, the Natha siddhas deploy a variety of ausadbas or magical
herbs. On the whole, these are only mentioned in a vague manner. For instance, the siddha Atreya
throws a number of such herbs into the fire at the beginning of his attempt to transmute Srisailam, but
Gaurana does not specify which herbs the alchemist uses. Specific herbs are only identified twice: First,
Matsyendra receives a powerful herb called samjivakarani (or the “reinvigorating” plant) as a gift for
saving the gandharva who had been cursed into a snake. Second, this same herb is included in a larger

group of substances listed by Vyali. These substances all have similar names, each indicating the power

(November 1984): 113-132.
24. For example, Gaurana, Navandthacaritra, 235.
25. On the Rasesvara siddhas and their alchemical practice, see White, Alchemical Body.
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the plant grants when added as seasoning for alchemically cooking a siddha.?¢ In addition to magical
flora, the narrative of Virapaksanatha centers around supernormal fauna—in this case, a magical fowl
that grants long life, royal sovereignty, and siddhahood to those who would ingest (respectively) its
flesh, heart, and head.

More than method, it is through the Natha siddhas’ use of extraordinary substances that Gaurana
indicates their alliance with peoples outside the pale of orthodoxy. To this end, Gaurana emphasizes
the role played by members of forest- and mountain-dwelling groups—variously labeled éruku, sabara,
pulinda, and kirata—in identifying and accessing mercury and magical flora and fauna. As the summary
highlights, it is a man of hunter tribe who leads the siddhas to mercurial lodes and points out a variety
of herbs. Similarly, it is another hunter who passes on knowledge of the siddhi-granting bird. These
moments in the narrative highlight and echo the siddha tradition’s long recognized association with
not just the forest and mountain environment but the peoples who lived therein.?” It is important to
note, however, that Gaurana does not show members of these groups being initiated into the Natha

fold, despite the Nathas’ productive interactions with tribal communities.

Siddhas and Power: Moving beyond the Nath Sampradaya

As the foregoing has explained, Gaurana shows the nine Nathas and their disciples to engage in
yogic and alchemical practices in equal measure. This hybrid tradition looks much like that which
has been reconstructed by David White, but which more recent philological studies have called into
question. Thus, Mallinson has argued that White conflates two separate—and competing—traditions.
In support of the claim, he demonstrates that the practitioners of hathayoga adopted the language and

tropes of alchemy only to show that their yoga was in fact a superior technology.?® Further, in this

26. See Gaurana, Navandthacaritra, 251. So, Vyali lists: Salyakarani, samdbanakarani, vajrakarani, and samjivakarani.
As described in the summary, Gaurana says that Vyali goes on to impart a secret recipe for invincibility. As elsewhere,
however, he does not go into detail about which herbs are included.

27. Ronald M. Davidson, Indian Esoteric Buddbism: A Social History of the Tantric Movement (New York: Columbia
University Press, 2002), 224-233.

28. Mallinson, “The Yogis’ Latest Trick,” 173.
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conflation of yogic and alchemical practitioners, White is—according to Lubomir Ondracka—simply
following a longer scholarly lineage that begins with V. V. R. Sastri’s brief article on Nath siddha
doctrine; however, as Ondrocka shows, Sastri’s account conflates the doctrines of the Tamil Siddhas
with those of other siddha and yogi traditions, including the Naths.? So, on one account, while
Gaurana does not expressly name the tradition of the Tamil cizzars, he may nevertheless be witnessing
a south Indian tradition of the nine Nathas wherein the siddhas freely mix alchemical and yogic
techniques. In this respect, Gaurana’s depiction does not necessarily corroborate White’s historical
arguments, but it may nevertheless suggest that the well-defined boundaries advanced in systematic
texts may have been a bit blurrier in practice.

Even so, there are limits to what Gaurana’s work can say about the Natha tradition. I would counsel
caution in approaching the work as source for the tradition, lest we assume on Gaurana’s part a level
of access or involvement that he may not have had. That is, I would argue that Gaurana was likely not
writing from inside the tradition. He does not explicitly represent himself as a Natha. And while it
would be difficult to assert that he was therefore not involved in the tradition, we can see that he does
not directly connect himself to an ascetic or occult tradition anywhere in his works. Consequently, I
would suggest that such an absence is striking since claiming these affiliations would have been relevant
and expedient in supporting the Navandthacaritramu as well as the Laksanadipika project.

Furthermore, despite the moments of doctrinal specificity highlighted above, Gaurana’s depiction of
the Natha siddhas is generic. Actual descriptions of the practices by which their supernatural powers
are exerted and gained are few, and it would be difficult to produce a systematic account of their
tradition, its teachings, and its texts. On the whole, they are just magical men, much like siddhas
described elsewhere. Indeed, as the summary above details, the substance of Gaurana’s work is not
devoted to doctrine or detailing practices. Instead, Gaurana presents an interlocking set of stories that
unravel in a fashion familiar from the katha tradition.

Thus, the Navanathacaritramu can certainly be read for the way it does and does not anticipate the

29. Ondracka, “Perfected Body,” 221-222.
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identities and institutions claimed by the more recent and more established Nath Sampradaya. But I
would bracket these concerns and approach the text from outside the search for such parallels. This
means moving beyond doctrinal gleanings to attend to the narrative interests of the text. From such
a perspective, the text engages with wider tropes and poetics of representing yogis and siddhas. In
particular, it circles around how these yogi siddhas, despite their ascetic commitments, come to be
embroiled in worldly affairs. This entanglement arises in part from the perennial paradox of the yogic
siddhis: Though they arise as a result of ascetic practice (usually) geared toward some soteriological
end, these temporal powers may simultaneously distract the practitioner from their higher goals. The
Navanathacaritramu illuminates this tension clearly in the encounter between Goraksa and the Virasaiva
leader Allama Prabhu. But, more typically, the work refracts this theme by narrating conflicts between
siddha traditions and courtly culture. In so doing, the text offers a vision of both the possibilities and

peril of ascetic sovereignty in the world.

A new work on an old theme?

In elaborating how ascetic practices and the consequent acquisition of siddhis may entrench spiritual
adepts more deeply in the world, Gaurana has not struck upon a novel theme. Manuals on yoga from
Patanjali’s Yogasitras onward acknowledge the tension between their soteriological ends and the very
worldly powers granted by the siddhis gained in the course of rigorous practice. Yogis and others
who practice the arts associated with siddhas may be classified as mumuksu or bubbuksu. Mumuksus
practice to gain liberation or moksa from the entanglements of worldly existence; bubhuksus practice
not for that ultimate goal but instead seek temporal power and pleasure (bboga) in the world itself.3°
Within yogic traditions—including that of hathayoga—siddhis in the sense of supernatural capabili-
ties are generally considered incidental and gained as a matter of course. More importantly, they are

primarily an obstacle to the ultimate success—the mahasiddhi—of liberation because the the power

30. James Mallinson, “Siddhi and Mahasiddbi in Early Hathayoga,” chap. 12 in Yoga Powers: Extraordinary capacities
attained through meditation and concentration, ed. Knut A. Jacobsen (Leiden: Brill, 2012), 328.
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and pleasures they grant distract the yogi from that path. Furthermore, displaying siddhis may lead
the yogi to attract disciples and thus become entangled in worldly affairs.3' Manuals of the tantric
traditions, on the other hand, generally promote the siddhis as ends in themselves. Thus, their practi-
tioners tend to be bubhuksu in their orientation. As exceptions, then, some Kaula-inflected hathayoga
treatises—such as the Khecarividya and Sivasambita—present this perspective on the siddhis.32

Despite celebrating the siddhis—and despite its protagonist Matsyendranatha’s connection to Kaula
traditions—the Navanatbacaritramu does not take the bubhuksu perspective. So much can be seen in
Goraksa’s ultimate submission to Allama Prabhu, which appear to be the culmination and resolution
of the mumuksu-bubhuksu conflict. The climax of their debate comes as they compare their bodily
siddhis. Goraksa, for his part, boasts an adamantine body (vajradeba). He pushes Prabhuraya to put
the power to the test with a live sword. The saint obliges and swings; the meeting of the blade and
the body produces a deafening clang. Prabhuraya offers the sword in turn to Goraksa to probe his
own corporeal powers. The siddha swings; the sword’s edge meets nothing at all. In this, Prabhuraya
reveals his ethereal—or, indeed, empty—body ($anyadeba), displaying a pure ascetic achievement that
the Natha Goraksa could hardly imagine.?* Though Goraksa’s achievement is acknowledged—and
even momentarily lauded by Prabhuraya and through Gaurana’s figurative largesse—the Natha’s bodily
perfection is shown to be wanting in a major way: It is still bound to the world of forms and wants. Itis,
Goraksa learns, only through knowledge of emptiness ($iinyara) that one truly masters the metaphysical
teachings of Siva. Thus, in the end, Goraksa is shed of his final layer of pride and becomes the disciple
of Allama, here figured as Siva himself. And so, the Nathas’ tradition of acquiring siddhis is in a sense
subsumed to Viramahesvara’s teachings.

Still, ambiguity hangs around the siddhas’ intentions: If temporal power is in the end deemed

deficient, what do they seek? Despite their aversion to worldly gain, the siddhas do not fully take the

31. Mallinson, “Siddhi and Mabasiddbi,” 328.
32. Thid., 338.
33. The Navandthacaritramu decidedly places the goal of an ethereal divine body outside of the basic goals of the Naths.

This accords with the view of Natha doctrine that Ondracka presents based on analysis of the Sanskrit corpus. See:
Ondracka, “Perfected Body.”
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mumuksu, marking the siddhis as practically worthless and even detrimental to a soteriological goal.
Indeed, the work’s narratives largely show the siddhis to be useful and good: Matsyendra, having come
upon the mutilated Sarangadhara, instructs the prince in yoga as a way to restore his body; the Natha
guru goes on heal (but not initiate into siddhahood) the maimed albeit deceitful brahman; the young
brahman Meghanada is given a new place in life after his parents’ demise; Nagarjuna’s student attempts
to turn Srisailam itself into a mountain of gold for his own renown but also to more widely distribute
wealth in the world.

Further, the tradition displayed in the Navanathacaritramu is not fundamentally averse to attracting
and acquiring disciples. Such an aversion can be found in some early hathayogic texts like the Dat-
tatreyayogasastra.®* But in Gaurana’s text the Natha siddhas are explicitly enjoined—first Matsyendra
by Siva himself, then the others by Matysendra—to spread their teachings and court disciples.

In this way, these siddhas with their siddhis are of the world. They do not singlemindedly strive
for liberation. Even so, they do not fully orient themselves along bubhuksu lines. To be sure, the
siddhas’ movements throughout the text are driven by their search for substances or suitable locales
for their yogic practice. Yet they do not strive to deploy their powers for worldly gain, nor is there
any indication that they, like the tantric sadhaka, strive after a profound enjoyment that simulates
Siva’s divine play.> Rather, aside from expanding their powers as an end itself, the siddhas appear to
be other-oriented. In each wondrous episode, Matsyendra and company restore another’s health or

wealth, or they showcase their siddhis to satisfy someone else’s desires.

Sinister sovereigns

By and large, the beneficiaries of the siddhas’ siddhis are kings. But in these Navandtha narratives,
treachery typically requites the siddhas” kindness. Even as the siddhas engage their powers for the

benefit of kings, these same kings prove themselves to be disloyal at best or—jealous of the siddhas’

34. Mallinson, “Siddhi and Mabasiddbi,” 328.
35. Somadeva Vasudeva, “Powers and Identities: Yoga Powers and the Tantric Saiva Traditions,” chap. 10 in Yoga Powers:
Extraordinary capacities attained through meditation and concentration, ed. Knut A. Jacobsen (Leiden: Brill, 2012), 288-289.
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powers— murderously paranoid at their worst. Siddhas and kings cannot seem to get along. In this
recurring conflict, the text refracts the old conflict between the mumuksu and bubhuksu perspectives
into the figures of the siddha and the royal sovereign. The correspondence is not neat since, as I have
suggested, the Natha siddhas are not quite mumuksu in their orientation. But, whatever the aims of
the Natha siddhas, they are generally incompatible with the orientations and attitudes of kings and
courtiers.

Relationships between kings and siddhas are a commonplace in Indian story literature and legend.
But in such tales the siddhas largely sit in as suspicious characters. David White has recently argued
that in the popular pan-Indic imagination the siddha yogi is fundamentally a “sinister yogi”—an adept
who employs occult procedures to gain power and possession of others, but particularly those of royal
courts.’ Ronald Davidson has traced the siddha-king alliances in Indian story literature and argued
that the siddha figure is somewhat more ambivalent: Here siddhas appear as adepts performing occult
rituals to advance their powers and gain supernormal sovereignty. At times, kings appear to protect
the siddha from the fiendish beings engaged in his occult rituals; in return, these princes receive from
the siddhas magical swords that amplify their royal fortunes. In more disturbing scenarios, kings
arrive on the scene to foil evil siddhas who require human (and often maiden) sacrifices for their dark
rites. Even so, Davidson argues that the siddha is essentially “dubious” and “self-absorbed,” while the
princely figure always stands to secure the moral order.?

Exploring history and legend associated with Natha siddhas in particular, Véronique Bouillier
has traced more consistently congenial alliances between Naths and kings in Himalayan kingdoms.
While the siddhas are powerful allies precisely because of their siddhis, Bouillier suggests—based
on the rituals performed by priests of the Nath caste—that the siddhas primarily serve as mediating
forces, granting kings a divine legitimacy through methods incompatible with brahmanical ortho-

doxy.?® More to the point, the siddha and king are true collaborators, working toward the same

36. See especially David Gordon White, Sinister Yogis (Chicago: University of Chicago Press, 2009), 1-37.
37. Davidson, Indian Esoteric Buddbism, 176-7.
38. Véronique Bouillier, “Des prétres du pouvoir: les yogis et la fonction royale,” in Prétrise, pouvoirs et autorité en
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end—artha, or power and prosperity. Thus, this relationship is distinct from that between the king
and the brahman, which is oriented toward the maintainance of dharma.3 And so, even while the
siddha may no longer be dubious, he is nevertheless associated with the subjugation of occult forces
and the self-interested acquisition of powers material and metaphysical.

Little of this is so in Gaurana’s text, which inverts these models at every step. Even as the Na-
vandthacaritramu may agree that relations betweeen siddhas and kings are often fraught, it identifies
a different source for the problem. The king’s pursuit of power and pleasure is at every step deemed
dangerous to path of the ascetic siddha. At best, it is simply disruptive or disappointing, as when
princes are evaluated for discipleship. Beyond such questions of initiation, however, the siddha’s out-
look is much worse, and engaging with kings and courtiers can spell the siddha’s ruin. Thus, Gaurana

offers a portrait not of White’s “sinister yogis” but a different class: the sinister sovereign.

Disloyalty and discipleship

The Sarangadhara story is the first iteration of the problem. The conflict hinges on the excesses and
decadence of royal life—pridefulness, deceit, and, overall, the disastrous effects of succumbing to one’s
passions. Even as Gaurana signals his partiality to courtly aesthetics through the southern hunting
trope, he also (albeit quietly) invokes the themes of royal vice at the very opening to Sarangadhara’s
story through the older resonances of the trope. More obvious traces of these kingly traits come with
Rajanarendra’s hasty and hateful decision to dismember the prince. In this, the prince is left for dead
by the royal world, only to be rescued by the siddha Matsyendranatha’s brand of compassion.

Yet the problem with kings and princes emerges most clearly after Sarangadhara has been rein-
vented as the siddha Caurangi. Not long after being initiated, the prince-turned-siddha still appears

to hold on to his royal roots. Preoccupied with his new powers, he reneges on a vow so that he might

Himalaya, ed. Véronique Bouillier and Gérard Toffin, vol. 12, Collection Purusartha (Paris: Ecole des Hautes Etudes en
Sciences Sociales, 1989), 193-213.

39. Véronique Bouillier, “The King and his Yogi: Prithvi Narayan Sah, Bhagavantanath and the Unification of Nepal in
the Eighteenth Century,” in Gender, Caste, and Power in South Asia: Social Status and Mobility in a Transitional Society
(New Delhi: Manohar, 1991), 16.
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luxuriate in his siddhis. Gaurana underscores this the theme with an ironic detail: The siddhi that
precipitates the prince’s promise breaking is precisely that of vaksiddbi, through which the speaker is
always truthful insofar as reality conforms to their speech. The power presents itself accidently in the
wake of the prince Sarangadhara’s yogic evolution.% Recently initiated as Caurangi, the yogi—out and
about—idles at a crossroads. He encounters a traveling pepper merchant. Simply curious, Caurangi
asks the merchant what he is carrying. The merchant, mistaking the siddha for a tax-collector lies and
says he is hauling grain. Unsuspecting and thus satisfied by the answer, Caurangi confirms the answer
aloud and the merchant goes on his way. But, when the merchant reaches his destination and prepares
to present his goods, he finds, much to his surprise, that he is carrying grain. He understands that
the fellow he met perched on a rock at the crossroads was not a tax-collector but some semi-divine
person; he returns to Caurangi, informs him of what happened, and asks him to pronounce his goods
pepper again. In this way, the prince-turned-siddha begins to understand that he is a siddha and the
vaksiddhi in particular is presented. Having discovered the power quite by accident, the newly-limbed
yogi Caurangi comes to wonder what other powers he might possess. Now, after his regeneration had
been completed and Matsyendra had completed his yogic instruction and initiation, Caurangi was told
to await the return of the cowherd who had, with unfailing diligence, keep the yogis supplied and
fed with the choicest milk. When that cowherd arrived, Caurangi was to reward him with a compre-
hensive yogic initiation and instruction. However, the now curious Caurangi decides to abandon his
post—ordered by his guru Matsyendranatha—and explore the extent of his abilities.

But it is precisely at this moment that Caurangi’s princely identity—seemingly shed not so long
ago—makes itself felt once again. Gaurana narrates: “Caurangi realized that he possessed supernormal
powers of speech; wondering what other powers he had received and being a ksatriya, he arrogantly
broke the promise he'd made . . .74 Between his transformation and this dereliction of duty, the

prince had received the his initiation name Caurangi and been referred to as “foremost of the siddhas”

40. Gaurana, Navandthacaritra, 98-99.
41. Ibid., 99: vaksiddhi cauramgi tanakurin/ galguta yérirngi takkati siddbuléllam/ galigén atameurin da ksatriyumd agucurn/

Jesina pamtamurin jéraci garvamunal . . .
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(siddbamukbyurindu). But at this moment, the poet reminds of us the siddha’s royal past. The moment
suggests that, even if the prince is cast out of the kingdom, the kingdom—or better, kingliness—
cannot be cast out of the prince.

Crucially, the prince as a ksatriya—a congenital member of the kingly class—is driven by garva,
pride or arrogance. This quality—clustered with impetuousness and undo submission to the passions—
is already linked to the kingly class in the Navanathacaritramu. Indeed, it is the same set of qualities
that drove Caurangi’s father the king to exact such a terrible punishment on his own son.

That the problem is narrowly constricted to Caurangi’s ksatriya background is confirmed when
Minanatha runs into Caurangj, the latter at the end of his self-involved supernormal adventure. Upon
learning that his first disciple had disregarded his command, the Natha guru dresses down the erst-

while prince:

If you put a neem seed in the ground,

does it wonderously grow—-bringing such joy—

into mango tree so sweet and lovely?

Construct a watering-trench with camphor, fill a golden
vessel with good water and—pouring it in—

does an onion grow nicely and lose its earlier odor

and spread the scent of a flowering tree?

Here Matsyendra suggests that it is simply natural for this type—the ksatriya—to be prideful,
hasty, and therefore undependable. And, no matter the dressing they adopt—even, that is, if you
remake them as an ascetic siddha—they will seemingly always be so.

More precisely, we might say that Sarangadhara keeps one eye on pleasure-seeking because he
does not intentionally give up his royal identity. Thus, he still appears to have one eye set on pleasure-
seeking. Rather, he is involuntarily cast out of his courtly world, and he does not seek Matsyendra
specifically, nor does he seek the ascetic or siddha lifestyles. He is instead found, the beneficiary of
Matysendra’s compassion. Had he not crossed Citrangi and met with such a cruel fate, it is not clear

that he would have had the motivation or opportunity to join Matysendra’s band. And, moreover,

216



Gaurana reveals nothing of Sarangadhara’s motivations until Matsyendra leaves and the new siddha
becomes fascinated by his powers. If anything, he seems first to have desired succor from his mutilated
condition, and, once a siddha, self-satisfaction in his powers. In this, Caurangi offers an image of the
bubhuksu siddha.

This image is reduplicated faintly in the dying deceitful purohit at the end of the fourth canto.
Though he is a brahman, he is also a courtier; and like prince Sarangadhara, he, too, desires succor.
But where Sarangadhara was a rather passive victim and patient, the brahman is more active. His
whole tale speaks to his commitment to personal gratification. The drive does not subside even as he
is about to die. So, he asks not just for healing but for initiation so that he might enjoy the corporeal
privileges of the siddha. Matsyendra denies the request, citing the the brahman’s bad conduct (dursila)
as the cause. In the brahman, the drive for personal gain appears obscene; but the difference is largely
one of degree.

The importance of renunciation and Sarangadhara’s exceptionality are apparent in the face of the
other princes who leave behind courtly life. Among them, Sarangadhara is the only one who does
not expressly renounce his royal heritage. The other two princes—Virupaksa and Nagarjuna— are
initiated by Matsyendra in spite of the guru’s reservations. However, unlike Sarangadhara, they come
to Matsyendra willingly and, indeed, seek him out. Their intentions are made clear as Matsyendra
voices his suspicions about kings and they respond with open explanations. For instance, Nagarjuna,
who is released from a curse through contact with Matsyendra, expresses his desire to join the siddha
company. Matsyendra hesitates, questioning Nagarjuna’s commitment given his royal prerogatives.
But Nagarjuna explains that, being in the presence of the master siddha has driven his mind away
from the pleasures of the royal life and would rather live as an ascetic devoted to his guru. Matsyendra
is dubious still. But Nagarjuna’s words prove enough for Matsyendra’s father Siva himself, who appears
on the scene and, quite pleased, commands Matsyendra to bring Nagarjuna into the tradition.4? This

exchange is reduplicated later, when Nagarjuna’s student Atreya is approached by a dispossessed prince.

42. Gaurana, Navandthacaritra, 173.
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The erstwhile first asks that Atreya use his siddhis to restore his kingdom and his wealth. But when the
siddha hesitates, the prince expresses a desire to give up his royal claims and become a siddha. However,
Atreya discerns that the prince’s decision derives from his being discouraged with his circumstances
and not a real indifference to royal life.4 Thus, the siddha refuses to initiate the king but does oblige
the original request with some qualifications (discussed below). In this way, princes must prove their
indifference to courtly contentment to be deemed fit for the siddha life.

The bubhuksu courtier stands in contrast to the steadfast cowherd who is to be transformed from
mere devotee to the famed Goraksanatha, seminal figure to the Natha tradition. From the very begin-
ning of their engagement, Matysendra praises the cowherd for the utter consistency of his devotion.
This quality is praised again at the cowherd’s initiation. Here his constancy is framed as a transfer-
able skill. As Matysendra gives the cowherd the name by which he will achieve immortal fame, he
explains: “. . . and since you, deliberating in wisdom, ward the cattle of the senses without letting
them wander, I give you the fine name of Goraksa [the cowherd].”# Being a cowherd, according to
Matysendra, is precisely the yogi’s employment. This sets Goraksa above the ksatriya-turned-siddha
Caurangi from the start. Where a courtier may be wont to let his passions run untamed, the pastoral-
ist is precisely practiced in keeping the senses in check. It is this ability that makes the cowherd the
preferred disciple.

But even as the poem seems to privilege the pastoralist, Goraksa stands as the only disciple who is
neither a ksatriya nor a brahman. Still, he finds a kind of double in the brahman minister Prabuddha.
When Matsyendra possesses the body of Prabuddha’s king, the minister does not take advantage of
the situation. Rather, recognizing the siddha for the great yogi he is, Prabuddha faithfully renders his
services to Matsyendra. He then abandons his courtly life to follow Minanatha and his yogi band.

In this, the quality of unwavering devotion to the guru and a corresponding commitment to the

ascetic life emerge as foundation of discipleship. However, these principles, the narratives show, are

43. Gaurana, Navandthacaritra, 238.
44. Ibid., 112: buddhbilopalarin dalaposi eppu/dedigédu govala nimdriyambulanu/ vadalaka raksimcuvamdu gavunanu/ accuga
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often incompatible with the drives and expectations of courtly life. Thus, the new initiate must have
authentically and explicitly rejected the orientations and aspirations associated with courtly life or, as

in the case of Goraksa, he must already be outside of them.

Perilous princes

Beyond the difhiculty of making disciples of courtly folk, the narratives also elaborate problems faced
by siddhas who might simply associate with royal powers. In this, just as kings prove to be difficult dis-
ciples, they also appear as poor—if not treacherous—allies. This largely stems from the self-interested
pursuit of power and pleasure that makes them poor ascetics. This pursuit, as Bouillier has shown, is
not in itself problematic, and it proves a common cause of siddhas and kings in the materials she has
studied. However, in the Navandthacaritramu, kings often see the siddha as a competitor rather than
a collaborator in the quest for fortune.

These themes come to the forefront in the stories of Goraksa’s and Nagarjuna’s students. These
siddhas express again and again their deep suspicion of and disappointment in the kingly class. The
siddhas nevertheless still offer up themselves and their powers for the benefit of kings and their king-
doms. But save for the king Tyaganagarjuna, the sovereigns prove themselves to be not just greedy
and disloyal but hostile and deceitful.

On the whole kings simply desire that the siddhas work for their own pleasure. But here the kings
show themselves to be dishonest and murderous. The theme is first elaborated in the story of Vyali and
his powerful herbal techniques. The siddha fundamentally distrusts the king, but ultimately agrees to
share the method with the ruler indirectly through the royal ministers. Even so, the king decides to
betray the siddha’s confidence and let him die in the vat of boiling oil. No explanation is given of the
king’s decision. Thus, the story offers only a bleak view of the kingly corruption. Furthermore, in the
royal ministers we glimpse a dark reflection of earlier portrayals of loyalty to one’s master.

While Gorakkudu’s tale finds the siddha alive at the end, the king is no better. In contrast to

Vyali’s tale, kingly corruption has its roots in royal greed. Seeing that the siddha possesses perfect
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powers of acquisition in his akarsanasiddhbi, the king imagines that Gorakkudu also desires to acquire
things. And so, he becomes jealous and seeks to eliminate the yogi. In this, the king sees Gorakkudu
precisely as the sinister yogi competitor rather than the disinterested ascetic that he is. Gorakkudu,
after thwarting the king’s assassins, makes clear the king’s foolishness in baselessly creating enmity
between siddhas and kings where there could be friendship.4

These themes come to a subtle and arresting conclusion in the story of Gorantakudu, said to
be another disciple of Goraksa. Here the siddha himself is used—in fact, sacrificed—for the king
Krsnakandara’s sake. The siddha allows himself to be, in a sense, interred in the Siva temple that
plugs the chasm to the underworld ripped into the earth at the king’s command.% In the course of
this final tale emerges a dark image of royal power’s inherent contradictions.

This awful eventuality descends from a cascade put in motion by royal desire. Recalling the sum-
mary above, the story of Krsnakandara and Gorantakudu opens with the king lusting after the wife
of another. He does not pursue the woman, fully recognizes the desire as adharmic, and duly seeks a
means of expiation. But this initial act is followed by the king’s horrible illness. Though not explicitly
acknowledged as such, the illness’s narrative proximity to these events suggests that it may be a fur-
ther consequence of his initial misstep. Seeking some diversion in spite of his disease, the king finds
himself in the forest; there he bathes in a reservoir that cures his sickness. Recognizing it as powerful
site, the king subsequently seeks to claim it and orders a public works project to expand the reservoir
and channel its waters to his city. Thus, despite seeking to maintain some dharmic order, the king

nevertheless displays the basic royal drive for acquisition.

45. Gaurana, Navandthacaritra, 262.

46. There is here, perhaps, a faint image of the Nath yogi samadhi. Véronique Bouillier has elaborated the affinities
between Nathas, their samadhis, and the underworld. Goragntakuduss tale calls to mind some of these themes, particularly
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198.
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But this royal drive comes with a cost. In the course of the king’s project, the workers breach
the underworld and provoke the deity of the reservoir who demands human sacrifice to restore the
reservoir’s waters. In the end, the king proves willing to sacrifice his own people to maintain and
replenish the site. While the king’s ambivalent—and at times impure—position as both an agent of
social order and of violence has been an object of attention and critique, the king Krsnakandara in
spite of himself sets his sovereign force on his own people. His subjects fear for their lives, planning
escape or revolt. And, before offering himself as the sacrifice the siddha Gorantakudu plainly critiques
the kings endeavors: “O King, in killing many people as they wail—/ so that waters might stand
here again: what reward/ comes to you through such a cruel act?/ When you imagine the dharma
of a world-protector, is this it?”¥ Here the royal prerogative to pleasure and expansion is not simply
depicted as the root of greed and deceit. Worse, it is shown to be fundamentally at odds with the
imperative to safeguard the realm.

Where the king cannot, the siddha steps in. In this, the siddha’s self-sacrifice is for the others
who would have suffered at the king’s hand. And, further, his act serves—quite literally—to restore
the foundation and prosperity of Krsnakandara’s realm. It is important to note that the king himself
does not seek the siddha’s help, nor does he express hostility toward the siddha. He is not a sinister
sovereign in the manner of the earlier episodes’ treacherous kings. And, moreover, the siddha and
the king ultimately emerge here as collaborators, with Gorantakudu enlisting the king for part of the
restorative procedures. But this does not remove the problem. Thus, even when the king is renowned
for his nobility, his endeavors may contradict his obligations to his people.

And so, royal power is cast as inherently self-oriented. In certain models of kingship, this poses
no problem: The king’s personal pleasure and prosperity ramify throughout his realm. But in its
final tale, the Navanathacaritramu draws out the potential contradictions of this model and offers an
alternative image of sovereignty. It is the sovereignty possessed by the ascetic siddha. This is not to be

confused with the aims popularly ascribed to sinister siddhas seeking to be sword-wielding, vidyadhara

47. Gaurana, Navandthacaritra, 278.
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masters of the world. That model is merely a hypertrophic image of royal power. What Matsyendra
and company promote and privilege is yogasamrajyamu or yogic sovereignty. Such sovereignty seems
to seek power but nonetheless shows disinterest in the direct enjoyment of it. In this way, it is not
self-oriented. On the contrary, it is purely generous and benevolent; and it proffers prosperity even at
the siddha’s expense.

Only the episode of Nagarjunas student Atreya proposes a model of productive and mutually
beneficial relations between siddhas and kings. For one, as I mentioned above, if the king cannot
authentically renounce his royal identity, he must be rejected as a disciple and practitioner of the siddha
tradition. Even so, the king may benefit from the siddha’s powers. He may even gain his kingdom
with the siddha’s help. However, the ruler must nonetheless reform his royal persona. This we see
in Atreya’s two conditions for restoring the king’s fortunes: First, the king must position himself as
the siddha’s protector. Second, he must—as his renaming reveals—recast himself as a kind of devotee
of the siddha’s tradition.®® Siddhas demand this devotional posturing from kings elsewhere, too, as
in the case of both Vyali and Gorakkudu who only deal with a king once he has shown the proper
deference.

The narrative shows such a process to be difhicult albeit not entirely impossible. But the shift is
complicated by the fact that the model seems to reimagine the whole social order. And, underlying
these two requirements is the further condition that this new social order—made possible by the
powers of siddhas—be acceptable. To be sure, Atreya’s attempt to transmute the whole of Srisailam
into pure gold is largely driven by a quest for great fame (bhirikirti).* In this regard, the siddha’s
intent does not exhibit the disinterest demanded by his tradition. Explaining why he foiled the plot,
Visnu makes this point clear when he says: “Racked with egotism, he [Atreya] pursued an improper
action.” But, more fundamentally, Visnu explains that such a surfeit of gold would disrupt the

economic and hierarchical ordering of society: Taking what they will, lowly folk will become kings

48. Gaurana, Navandthacaritra, 238-239.
49. Thid., 234.
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and social bonds premised on the gift (pratigrabadanamukbyadbarmambulu) will be undone.’! The
siddha has no problem with this: He is uninterested is in wealth as such and is generally oriented
toward generosity. This latter aspect is highlighted in the king’s new name, which references this
quality—tydga or generosity—explicitly. But this is to no avail. Accordingly, the god killed the
siddha to maintain proper order of the world. At every step, then, the siddha models of sovereignty

are rendered inconceivable.

Siddhas, Srisailam, and the Bhiksavrtti matha

Given this portrait of siddhas and their brand of ascetic power, how might the Navanathacaritramu
have fit into the larger religious and literary culture of Srisailam? On this point, I have so far suggested
some things the Navanathacaritramu is likely not—or not quite. First, though it includes the story of
Goraksa’s debate with Allama Prabhuraya in part to celebrate the preeminence of the Viramahesvara
tradition, it is not a clearly Viramahesvara work. Similarly, while we might find evidence of a nascent
Nath Sampradaya in Gaurana’s work, simply reading it as a text about the Sampradaya ignores the
better part of its content. Perhaps, as Somasekharasarma states, the text may evince the presence of
a Natha cult in Andhra.’? However, the only grounds ever adduced for this claim are Gaurana’s work
and Jakkana’s using the nine Nathas as standards of comparison.

Nonetheless, the narrative interests of the Navanathacaritramu do resonate with the religious and
political world of Srisailam in the fourteenth and fifteenth centuries. Specifically, in ruminating on
the political potential of ascetics, the text impels us to consider the place of Gaurana’s patron, the
ascetic potentate Muktisanta, and the Bhiksavrtti matha over which he held sway. Two points are
most important in this regard. First, the interest in ascetic power points to what appear to have been
the Bhiksavrtti rayas’ rising political fortunes in the fourteenth and fifteenth centuries; thus, the rayas

emerge in this period as not just patrons of literature and other arts, but potentates holding significant
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political, economic, and perhaps even military power in the greater Srisailam region. Second, in their
role as patrons, the Bhiksavrtti rayas initiated major construction projects. Chief among these were
the narrative reliefs carved into the massive prakdra or walls that surround the complex’s Mallikarjuna
temple. Stories of ascetics and siddhas predominate on the walls and, I would suggest, speak to a
larger project to highlight and promote Srisailam’s association with siddha culture. Thus, the Na-
vanathacaritramu participates in this larger celebration of siddha traditions—if not necessarily siddha
practices—under the aegis of Bhiksavrtti power.

Over the centuries, Srisailam has been home to many mathas affiliated with a variety of Saiva sects.
The Bhiksavrtti mathas behind Gaurana’s work enter the epigraphical record in the middle of the four-
teenth century, though they were likely present at the century’s beginning.53 Because the leaders left
few textual traces beyond those available in epigraphical materials and poetic prologues, their doctri-
nal affiliations remain unclear. Some have suggested they were Saiva Siddhantin since the Bhiksavrtti
leaders adopted, as Cynthia Talbot as shown, the titles of Golaki matha Saiva Siddhantin ascetics who
served as gurus and preceptors to kings in Andhra.’4 Despite this nominal institutional heritage, there
is no direct evidence that the Bhiksavrtti ascetics affiliated with Saiva Siddhantin lineages.

Scholarly consensus has so far taken the further step of declaring the order to be a Virasaiva one.53
Most recently, Elaine Fisher has argued that the Bhiksavrtti order was a less prolific “cousin” to the
better known Aridhya lineages, the brahmanical wing of Viramahesvara tradition.’¢ While the textual
evidence is not robust on this point, there is more than in the Saiva Siddhanta case. Gaurana’s eulogy
of Muktisanta offers two epithets that are associated with the much remarked upon zealousness of
the Virasaivas: First, Muktisanta holds the title of “crusher of the king Bijjala’s pride”—a reference

to the enmity between the Saiva bhaktas led by Basava and Bijjala, ruler of Kalyana. Second, he

53. Prabhavati C. Reddy, Hindu Pilgrimage: Shifting patterns of worldview of Shri Shailam in South India (New York:
Routledge, 2014), 132-135

54. Cynthia Talbot, “Gélaki Matha Inscriptions from Andhra Pradesh: A Study of a Saiva Monastic Lineage,” in Vajapeya:
Essays on Evolution of Indian Art and Culture (Prof. K. D. Bajpai felicitation volume), ed. Ajay Mitra Shastri, R. K. Sharma,
and Agam Prasad, vol. 1 (Delhi: Agam Kala Prakashan, 1987), 133-146.
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is depicted as a scourge to Svetambara Jains.5’ The other major work to recognize Mukti$anta as a
patron is Srinatha’s Sivaratrimabatmyamu. This text includes more explicit references to the Virasaiva
tradition. However, the connection is, again, somewhat indirect and requires further explication.
Typically, Mukti$anta is taken as the Virasaiva patron of the work, but this is not quite accurate. In
contrast to the Navanathacaritramu, Srinatha’s poem rests on two layers of patronage. Muktidanta
here sits as the pre-eminent figure and potentate who sets the fundamental conditions for the work’s
creation. But he is here only the prime mover. Desirous of hearing Saiva stories, he orders his disciple
and foremost servant (miilabhyturmdu), a certain Mummadi Deva Santayya, to commission a literary
work.5® This Santayya is Srinatha’s immediate patron. Now, in this text Muktiganta is still not directly
labeled a Viramahesvara. On the other hand, several of Mummadi Devayya Santayya’s progenitors—
including his father—are praised for their commitment to the Viramahesvara tradition.®® Thus, even
if their own Viramaheévara commitments remain ambiguous, the early Bhiksavrtti leader Muktisanta
certainly maintained close relations with leading Virasaiva figures.

Beyond the Saiva affiliations, the crucial element of the Bhiksavrttiraya’s religious profile is his
status as a leading ascetic with kingly virtues. While nowhere called a Virasaiva or the like, he does
receive from Srinatha the title of “lord of ascetics” (yatisvarurindu). Gaurana’s prologue paints a more
detailed picture. As I have mentioned, there are traces of a Viramahesévara connection. But overall
Muktisanta emerges as an ascetic and a potentate. While Gaurana does not also designate Mukti$anta
as yatisvarurihdu, he nonetheless describes the ascetic as just such a leader. He is a guru who offers
Saiva initiation; he is another manifestation of Siva himself; and he is the ultimate resource for yo-
gins. As a political figure, he possesses first of all, according to Gaurana, skill in niti (right conduct):
This is a stereotypical but no less necessary attribute. But Gaurana highlights his political promi-

nence more forcefully by praising the Bhiksavrtti ruler for his virtuosity at carrying out the work of
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sovereignty (samrdjyabbaranirvabakapraudhi); and, furthermore, he is a leader among leaders, his com-
mands being honored by good kings (nrpavarasvikrtanijasasanumdu). Finally, Muktisanta’s ascetic and
political faces are fused as Gaurana lauds the yatisvara as one who, through his own magnificent ascetic
power, safeguards the delights of all ladies and kings of the Karnata country (bamdburanijatapobalav-
iSesanusamdbanaraksitasakalakarnatamamdaladbisaramavilasumdu). And so, he figures as a potentate
over and above the others in the region by virtue of a superiority that is simultaneously spiritual and
political.

This eulogistic image mirrors in some ways what little can be gleaned from those inscriptions
that feature Bhiksavrtti leaders like Muktisanta. Indeed, the order of mathas emerges as one that
achieved an increasingly eminent political profile in Srisailam and southern India. While the poets’
representations described above are among the earliest sources for Bhiksavrtti, a Telugu inscription
from Srisailam dated to 1448 CE finds Muktisanta as the head of the Bhiksavrtti matha and the gen-
eral administrator for Srisailam. In particular here, he is said to have met with the leaders of the
Virabalafija traders from fifty-six neighboring towns to determine their gifts and taxes to be given to
the temple during the Sivaratri festival.®¢ The inscription introduces Muktiéanta as presiding over the
precedings, precisely as a local ruler, sitting on Srisailam’s lion-throne in ascetic sovereignty (muk-
tiSantabhiksavrttiayyamgaru srisailasamayasimhbdasanamamdu tapora-jyam seyucumddaganu).

This political preeminence appears to have grown—albeit with a changed character—through
Muktisanta’s successors. An inscription in Sanskrit and Telugu dated to 1512/13 CE features a figure
named King Linga.6! This Linga is repeatedly presented as “the son of the r@ya Santa” and in the
lineage of Bhiksavrtti. The Sanskrit inscription, in fact, amounts to a prasasti of Linga and it eulogizes
him using the rhetorical arsenal of Sanskrit poetics. In this, his epigraphical portrait is richer than
that of Muktisanta, who gains his most luminous representation in the Navanathacaritramu. Beyond

the distinct rhetorical shape of Linga’s prasasti, the image that emerges also lacks the celebration of
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ascetic power. To be sure, Linga is a king and patron in the richest senses that the tropes allow
us to imagine. But this itself marks a departure. He is a consummate ruler certainly and adept in
intellectual and theological disciplines, much like Muktisanta. He is also explicitly a supporter of
Virasaiva devotees (jarigamas) and holds titles alluding to his ferocity in the face of Bijjala and Jains,
signaling his possession of Viramahesvara zeal. But he is not cast as a yogin or religious preceptor;
he is a devotee and a supporter of other devotees. Further, he is said to exemplify values of martial
valor where Muktisanta does not. This aspect of Linga’s identity is seemingly corroborated by the
Velugotivarivamsavali, which references a militia maintained by Lingayya and its being defeated by a
Vijayanagara lieutenant.$? Thus Mukti$anta’s Srisailam kingdom, seemingly maintained only through
his ascetic eminence, appears to have transformed into—or been more explicitly recognized at least—as
a realm also maintained through the usual military means.

It is possible that this slight shift in the character of rule was driven in part by a change in character
of the rulers. It is, in fact, ambiguous as to which of the Santas Linga has for a father. The reference is
ambiguous since two Santas stand in the Bhiksavrtti lineage at this time. Given what Srinatha tells us,
there are both Mukti Santa, the ascetic potentate, and another—his eponymous chief disciple, Santa
the son of Mummadi Devayya and Srinatha’s patron. Prabhavati Reddy claims on the basis of the
Sivaratrimabatmyamu that the Muktisanta had actually passed the rule of Srisailam on to Mummadi
Devayya and then his son Santa.63 In my reading, Srinatha’s text is not quite clear on this point and,
as I have suggested already, still features Muktisanta as the preeminent figure. However, the second
Santa does stand in a privileged position. And this shift away from emphasizing the ascetic identity
of the Srisailam ruler may be coincide with the grafting of Mummadi Devayya Santa’s non-ascetic
persona into the lineage of Bhiksavrtti.

Ultimately, however, the genealogical and lineage matters must remain unsettled for now, even as
the power and geographical reach of the Bhiksavrtti becomes even clearer. Other inscriptions mention

further Bhiksavrtti mathas—namely Kadali Bhiksavrtti and a Siddha Bhiksavrtti matha. These texts
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corroborate the political importance of Bhiksavrtti from the fourteenth into the sixteenth century,
but they also introduce other figures; and the relationships—of kinship, initiation, or even identity—
between these figures and those discussed above remain obscure.®4 The later sixteenth century also
finds Bhiksavrtti with an epigraphical presence beyond Srisailam and into what is now Karnataka.65
While the full picture is obscure, Bhiksavrtti’s configuration of ascetic and military powers is at least
suggestive of the problems articulated in the Navanathacaritramu. The depiction of Muktisanta as a
yogin and an ascetic potentate parallels the references to Minanatha and Goraksanatha’s maintaining a
yogic kingdom (yogasamrajyamu). But the subsequent shift away from the celebration of ascetic power
as such echoes the Navanathacaritramu’s apparent cynicism about the viability of a truly ascetic-led
kingdom. Scholars have so far noted the political importance of temples and sectarian leaders. But
these latter have largely been seen as political intermediaries that complement and even undergird the
power of martial kings.¢¢ The matha in particular, as Valerie Stoker has shown, becomes a crucial site of
religious patronage and imperial expansion under the Vijayanagara empire that rose to preeminence in
southern India in precisely this period. In connection with their political importance, she highlights
the ways that matha potentates served diplomatic functions while also adopting the accoutrements
of royalty.#” Much of this scholarship—at least for southern India—tends nevertheless to see these
matha and temple leaders as operating primarily in the religious and intellectual domains without
fully participating in the activities of rule. However, the epigraphical evidence for the Bhiksavrtti
rayas suggests a deeper engagement in the work of rule. They clearly developed a kind of courtly
identity. Moreover, the roles that Bhiksavrtti rayas seem to have played and the models of ascetic
power presented in the Navanathacaritramu suggests that relationships between temple institutions
and courts were not always congenial or complementary; and similarly, when monastic leaders adopted

the symbols of royalty, they may have participated more fully in the activities of rule than has so far
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been imagined.

Further, as potentates—even overlords—at Srisailam, the Bhiksavrtti rayas did not just serve an ad-
ministrative function. They also acted as patrons for infrastructural, architectural, and artistic projects
at the complex. Their standing as patrons of literary production has been discussed above. They also
backed irrigation projects in the region. And, most of all, they were patrons to projects for the orna-
mentation and beautification of Srisailam. Their commissioning the reliefs on the prakara is among
the most striking of these. And, beyond simply representing the extent of their rule, it seems like that
the artistic character of the prakara—much like that of the Navanathacaritramu—corroborates some
characteristics of Bhiksavrtti rule.

In particular, the range of narrative traditions present on the prakara seem to signal an attempt at
erecting a larger, more ecumenical domain over which the Bhiksavrtti rayas might rule. The reliefs
on the Mallikarjuna temple’s prakara depict a variety of Saiva, ascetic, and siddha motifs. Most studies
have traced parallels between the reliefs and evidence from material culture and textual tradition, often
noting parallels between the reliefs and narratives available in Gaurana’s work.6¢ While the precise
relation between Gaurana’s work and the reliefs remains to be seen, the reliefs are by most accounts
later than the Navanathacaritramu. Consequently, Gaurana’s text has been used to help identify and
interpret these visual works. For understanding the prakara in its own time and place, this strategy
may prove more fruitful than making reference to texts from outside the region. However, even the
move to Gaurana’s text ought to proceed with care. As the art historical research has shown, the
prakara project has a much wider scope than the Navandthacaritramu, one that extends to a much
larger body of lore on ascetics and esoteric adepts. And, given that Srisailam has long been associated
with ascetic and esoteric activities, we cannot presume that the prakara narratives descend directly

from Gaurana’s elaborations. Indeed, the plastic and poetic representations may just have shared

68. For a study focused particularly on Srisailam’s siddha iconography, see: Richard Shaw, “Srisailam: Centre of the
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some common ancestor or set thereof. Nevertheless, a detailed comparison of the plastic and poetic
narratives is desirable but must await further study.

Beyond the narrative parallels, some scholars have sought to uncover the political and religious
motivations behind the prakara’s wide-ranging representations. Richard Shaw has suggested that
similarities between the depictions of Saiva ascetics across the temples at Srisailam, Sringeri, and
Hampi/Vijayanagara speak to ecumenical attitudes of the Vijayanagara imperial patrons. Focusing on
sectarian dynamics within Srisailam itself, Prabhavati Reddy engages epigraphical and literary materials
from the region. According to Sanskrit and Telugu inscription from 1512 discussed above, these
sculptures appear to have been commissioned in the early sixteenth century by the king Lingayya.s’
Reddy claims that his sectarian affiliations are reflected in the art he commissioned: Specifically, she
argues that the prakara comprises a “visual Purana” that presents a more inclusive vision of the site’s
Saiva history as compared to that presented in the textual purana/mahatmya tradition, which favors
the brahmanical traditions of the complex’s Bhramaramba temple.”

I would follow Reddy in seeing the aesthetic projects commissioned by the Bhiksavrtti rayas as a
deliberate celebration of the power and significance of the non-brahmanical if not esoteric traditions
of Srisailam. But, based on the panegyric profile sketched above, I would also emphasize the apparent
inclusiveness of the Bhiksavrtti rayas’ vision. Thus, I would take literally Srinatha’s declaration that
the Muktisanta and Mummadi Devayya Santa were simply interested in Saiva stories. In this light,
the work commissioned by Lingayya is not—contrary to what Reddy’s characterization of him as a
zealous Virasaiva devotee might suggest—solely Virasaiva. Indeed, the prakara may represent a much
bigger and comprehensive tent imagined by the Bhiksavrtti rulers for south Indian Saiva traditions.

Moreover, the ascetic and siddha tropes also give visual expression to the ascetic power that we
have seen Bhiksavrtti claim elsewhere and which Shaw’s multi-site study of prakara finds other temple

complexes claiming as well. This may have been especially significant in a religious and political
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landscape increasingly populated by networks of ascetic orders and their mathas. And epigraphical
evidence and travelers’ accounts from throughout the Deccan and southern Indian speak to a variety
of figures claiming to be yogis who lived like kings, possessed supernormal powers, and claimed direct
connections to siddha and Natha traditions.”!

Beyond offering claims in the face of competitor yogi potentates, the prakara also substantiates the
standing and character of Srisailam itself. To be sure, the toponym Srisaila (and its synonyms, most
common among them 5riparvata) has long carried associations with ascetic and esoteric practices.
Numerous literary references attest to its importance in this respect, though the precise geographical
referent is difficult to identity.”? In Andhra alone there are multiple candidates. Most prominent
and among them are an old Buddhist site, Nagarjunakonda in what is now the Guntur district, and
a Saiva site in Nallamalla hills of the Eastern Ghats. This latter site is the Srisailam to which I have
already referred; it has long been recognized as Saiva site and, more specifically, as one of the twelve
jyotirlingas and abode to Mallikarjunasvami.”® In this way, the work driven by the Bhiksavrtti rayas
amplifies long-standing traditions pertaining to Srisailam such that its ascetic and esoteric dimensions

are visible for all to see.

Gaurana as a Sriailakavi and other conclusions

I would maintain then that the Navanathacaritramu participates in this larger project of building up
Srisailam and its Bhiksavrtti rulers. While there are suggestive paralles between the text’s interest
in ascetic power and Bhiksavrtti’s ascetic power, I would not argue that Gaurana’s work is meant to

legitimate the Bhiksavrtti rayas’ position. Neither a Natha nor a Virasaiva text alone, it extends the
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vision of Srisailam as a home to a range of Saiva traditions but especially those of ascetics and esoteric
adepts. Furthermore, it propogates the notion that the Bhiksavrtti rayas are the rulers that can support
a wide range of Saiva traditions.

In this light then, Gaurana may not be a Sivakavi in the strict sense. Yet he is certainly a Srisailakavi,
a poet enmeshed in the literary and religious cultures of greater Srisailam, and a Sivakavi in the broad
sense seemingly encouraged by the Bhiksavrtti rayas’ expansive vision—a vision that is mirrored in
twentieth century scholarship. Gaurana’s fluency in the place’s range of traditions is apparent: He is
adept in Saiva lore, ascetic and esoteric materials, and even Viramahegévara traditions. And, as we have
seen here and in previous chapters, he also comprehends the poetic forms most prominent there.

Further, I would suggest that in fashioning himself as a Srisailam poet but not a Sivakavi, Gaurana
actually cleaves to the course cut by the Bhiksavrtti rayas themselves. Taken together, Gaurana’s work
and the Bhiksavrtti epigraphical presence suggest an alternative political sphere. It seems to stand
above or even in opposition to the courts of the martial rulers traditionally at the center of kavya.
Yet, at the same time, it did not seek to invert and undermine its conventions as the Sivakavis did.
Rather, the Navanathacaritramu and the Bhiksavrtti inscriptions suggest an image of the ascetic leader
as a more appropriate or even ideal leader in the political realm. Thus, the eminently courtly face of
rayas beginning with Muktisanta is completely amenable to—and was perhaps even dependent on—
transactions with poets like Gaurana who stood outside the Sivakavis’ more subversive protocols. There

would have been then no reason for Gaurana to obscure or do away with his courtly afhliations.
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Chapter 6

Conclusions

Chapters in review

The preceding chapters have advanced an image of a poet (Gaurana) staking a claim for himself in a
competitive literary environment. The first part of the dissertation described how Gaurana’s work in
Sanskrit poetics represents his response to a literary culture transformed by new, socially heterogeneous
networks of poets. Thus Chapter Two detailed the manner in which Gaurana revised the occult analysis
of poetry to make it consistent with pre-existing Sanskrit scholarship in the linguistic, astrological,
and ritual knowledge systems. However, I argued further that his work did not simply seek rigor for
rigor’s sake: In revising the system, Gaurana advanced a vision of poetic authority that concentrated
on the innate purity and consequent professional prerogative of brahman poets over poets from other
social backgrounds. Chapter Three built upon the previous chapter’s suggestion that Gaurana’s work
was a reaction to increasing prominent and socially inclusive poetic traditions. Its basic task was to
discern more precisely the character of Gaurana’s competitors. Here I mapped the history of the
other major preoccupation of Telugu-country poetics—the description of quasi-musical prosimetrical
compositions called caruprabandba. Tracing the use of the term in Sanskrit and Telugu manuals for

poets, I placed the category in a larger system of genres, arguing that the poeticians set the forms apart
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for their recognizable newness, their regional character, and—most importantly—their connection to
lower status schools of poetry. In connecting this conceptual history of catuprabandha to the early
history of catuprabandha composition, I show that the tradition led by the Viramahesvara Sivakavis
would have been particularly conspicuous in this regard, especially since they and Gaurana would have
worked in the same professional spaces around Srisailam.

The second part of the dissertation turned to Gaurana’s own Telugu work. While Telugu literary
histories have typically classified Gaurana as a Sivakavi because his only extant poetic works approach
Saiva themes in Telugu dvipada (a form first championed by the Sivakavis), the examination of Gau-
rana’s Sanskrit work in the first part shows that the Sivakavis were more likely his competitors than
collaborators. Building on this awareness, the last two chapters then re-evaluate Gaurana’s Telugu
compositions to understand if and how this competitive relation might emerge in his poetry. Chapter
Four in particular takes up Gaurana’s poetic style and reads it against the work of the Sivakavi par
excellence Palkuriki Somanatha to understand its metapoetic content. Somanatha’s work is shown
here to be decidedly hostile to the canons and conventions of courtly kavya literature. At the same
time, it decidedly and counterintuitively adheres to some courtly modes: Hostility to the court does
not entail abandoning Sanskrit, even as the poetry’s literariness gestures towards and champions a
more accessible and oral poetic style. Gaurana’s work, on the other hand, maintains in some ways
the accessibility of the Sivakavis’ poetry insofar as his diction is overwhelmingly Telugu and he makes
little use of the intense figuration often found in kavya. But, even so, he deliberately drives a wedge
between his work and that of the Sivakavis by studding his composition with ornate figures of sound,
complex syntactical and metrical constructions, and sequences of intense descriptive dilation that draw
his composition closer to the canons of courtly prose poetry. Chapter Five ends the analysis of Gau-
rana’s Telugu work by focusing on his Navanathacaritramu as a way of exploring his connection to
Srisailam, homebase both to him and the Sivakavis. While the work does anticipate elements of the
Nath Sampradaya’s later history, I argue that the work is not so much a Natha text as it is a rumination

on the complexities of ascetic and siddha power with respect to royal power. In this, the text echoes
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the developments in Srisailam’s political culture, which came to be dominated by a lineage initiated by
ascetic potentates known as the Bhiksavrtti rayas. Though they have often appeared as simply religious
preceptors, these rayas styled themselves in a courtly fashion and seem to have held great spiritual and
political power—so much that they entered into direct and perhaps violent conflict with the region’s
better known military powers (like Vijayanagara). Insofar as they adopted a courtly presentation, the
Bhiksavrtti rayas may have presented an apt target for Gaurana’s work, which—much like the rayas

themselves—was wont to bridge seemingly disparate models.

Genre, Society, and Srinatha in the age of Gaurana

In the pages that follow, I would like to draw out some of this study’s implications for the literary
history of the Telugu country and the Deccan. As I discussed in Chapter One, Gaurana has mostly sat
in Telugu and Sanskrit literary histories as a minor figure—largely ignored in the case of the latter,
dwarfed by his contemporary Srinatha in the case of the former. But what might we see differently
about the period if we imagine 1323-1450 CE not as the age of Srinatha but as the age of Gaurana
instead? In particular, how might we understand wider developments in the history of poetic practices
in the Telugu country, especially in terms of orality, textuality, and the poetic innovations that Srinatha
is often said to have inaugurated.

I would like to approach these themes first as they converge in an oral tradition that connects
Srinatha to the Palnativirakatha, a regional oral epic of the Telugu country. Though the epic is
performed and preserved by a class of bards versed in its stories (the Palnativiravidyavantulu), this

tradition names Srinatha as the originl author of the epic:

Srinatha fell ill because of his youthful liaisons with courtesans and came, in his old age,
to worship Cénnakesvara in Macerla in order to be healed. The oral singers, Piccukuntlu,
asked him to compose the Palnadu epic for them, and he did so; but they failed to pay
him. In anger, Srinatha threw the manuscript in the river. The singers jumped into
the river to retrieve whatver they could. They came back with disjoined fragments and,
showing them to the poet and begging his forgiveness, they asked him to teach them how
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to sing the songs. Still angry, he said: “Sing it in some weeping raga (edo édupu ragam).”
Performances today may sound a little like crying.!

The epic’s attribution to Srinatha is in all probability inaccurate: A version of the epic did circulate
in manuscript, cast in a loosely-regulated variety of Telugu dvipada called maiijari; the colophons to
these texts identify Srinatha as the author. However, the oral epic is not itself composed or performed
in manjari, and the historical connection between the oral and manuscript traditions remains to be
revealed by future scholarship. More likely, says Gene Roghair in his study of the oral epic tradition
as it was preserved in the late twentieth century, the attribution marks Srinatha’s esteemed position in
literary history and the desire to deploy his name as a means of ennobling the epic, which was imbued
with a humble stature due to its oral form and the low-caste status of its singers.?

But even as the attribution’s accuracy is called into question, I would argue that the story—when
framed by the age of Gaurana—nonetheless captures something about the Telugu country’s literary
field in this period. To be sure, Roghair’s claim speaks to literary historical processes; however, as he
and others suggest, the attribution to Srinatha in itself reveals more about the dynamics of the late
fifteenth- and sixteenth centuries, particularly as Telugu literary culture responded to Srinatha and his
influence.? And further, the story can be classified among those that represent wider anxieties about
textual loss in southern Asia’s premodern literary cultures, which put a certain premium on orality
even as they made use of the technologies of writing.4 But I would like to highlight how it speaks
to two aspects of the Telugu country’s literary field in this period: one relates to transformations in
literary forms and practices, the other to the social, political, and economic forces that influenced these
literary developments.

First, the story presents a familiar figure: an elite if down-on-his-luck brahman poet who has
left a courtly environment to engage poets and poetic practices of a seemingly lower social standing

and decidedly oral affinities. Set aside the austere outlook that would make this a tale of decadent
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courtliness and its degenerate deserts and Gaurana’s name might be substituted for Srinatha’s. Admit-
tedly, even beyond this story, the figure of Srinatha touches oral poetics. V. Narayana Rao and David
Shulman vividly show in their study of the poet that Srinatha maintained an intimate yet ambivalent
relationship with oral poets and poetics. His own poetry, they argue, is highly literate but marked
by a “second-order orality”: It is replete with pleasing aural effects and a steadfast “flow” (dhara)—
the supreme quality for the oral poet; nonetheless its diction is economical, avoiding the oral poets
ineflicient use of words simply to fill out the metrical form and maintain that much cherished flow.

But placing these oral affiliations in the age of Gaurana allows us to situate Srinatha’s work in a
wider field, making his blending of the oral and the literary particularly wondrous perhaps but also
less exceptional. The story of Gaurana foregrounds the fact that all poets in this period would have
had to reckon seriously with poetic practices not directly built on the courtly marga model. In the
figure of Gaurana himself we find multiple modes of engagement. On the one hand, the Laksanadipika
project shows a theoretical reckoning in its analysis of catuprabandha: With this category, Gaurana and
other courtly poeticians attempted to accommodate, define, and in some cases regulate the novel forms
developed by these other poetic traditions. At the same time, in the arena of composition, we find
that Gaurana and other poets of courtly and brahmanical pedigrees actually experimented with these
literary practices, inflecting them with their marga literary modes. Gaurana reveals one significant but
ultimately unproductive way of doing this in his deploying dvipada. To be sure, even when Palkuriki
Somanatha inaugurates it in the thirteenth century, the practice of dvipada is functionally literary and
possesses a kind of second-order orality, as I show in Chapter Four. Yet, as I have also suggested, the
association with non-elite and oral poetics is foregrounded in its metapoetic presentation. Gaurana,
however, reworks the form as an elite genre, studding it with the tropes and techniques of courtly
kavya. Srinatha exemplifies this strategy in reverse, bringing the stylistic imperatives of Telugu oral
poetry to self-consciously Sanskritic marga literary practices.

As T hope to have shown in reading Gaurana’s body of work as a whole, considering literary practices

5. Narayana Rao and Shulman, Srindtha, 33.
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in this way illuminates metapoetic discourse, whether elaborated in discrete systematic treatises or
contained within a literary composition. In particular, they remind us to imagine these declarations in
the context of larger literary arenas. Their translation of Srinatha’s Bhimesvarapuranamu 1.12 shows

this clearly:

Some poets become addicted: they write poems
as if their tongue is a stylus,

their mouth a blank palm leaf,

and whatever they know

is black ink stirred in the ink pot of their minds.

As Narayana Rao and Shulman note, many commentators class the verse as a simple excoriation of
bad poets (kukavininda), but the verse is in fact more ambivalent: On the one hand, it describes these
oral poets as falling victim to a great addiction (mahavyasanamuto) as they compose, perhaps prattling
on about “whatever they know.” In this case, it may be a competitive jab at illiterate oral poets. Yet, at
the same time, it also seems to esteem these figures as “master poets” (kavimdrulu) displaying a kind of
brilliant and effortless fluency of composition. Thus, Srinatha could even be counting himself in their
number. As readers of the text artifact, we are not privy to any intonation that might have tipped the
semantic scales in an oral performance. But even as the ambivalence remains, it is clear that Srinatha
set himself above those other poets: Owing to his poetry’s simultaneously dense Sanskritic character
and idiomatic Telugu expression,” he argues that he simply does it better.

Srinatha’s move here reproduces the gestures of authorial individuation available in classical Sanskrit
literary culture; and, as with those cases, literary historians have held it up as evidence of the poet’s
unique genius. But his declaration of exceptionalism also parallels the way that Gaurana categorically
created an elite brahmanical class of poetic professionals in this same period. Both acts are strategies
for staking a claim in an environment where competition from poets outside of ministerial networks

had become more intense. Looking at these claims through the lens of Gaurana underscores the way
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that caste- and class-based competition subtends transformations in poetic practices and claims of
exceptionalism in the literary field.

Admittedly, there is a more obvious difference between the two strategies: Srinatha’s seems to have
been more successful. It is he and not Gaurana who has loomed largest in the memory of Telugu and
south Indian literary cultures. This may be because he was the better poet, but I will take no claim
on that front. However, I would suggest that his success may have some literary historical sources. I
described in Chapter One how his articulation of Andhra as a discrete political and literary cultural
space fit nicely with the nationalist imperatives of nineteenth- and twentieth-century Telugu literary.
But beyond his attractiveness to recent literary historiography, I would focus on the way that Srinatha
prolifically engaged with the genres of Sanskrit literary culture, going so far as to translate canonical
works of kavya. This has set him apart in the modern period and, I would argue, set him apart in his
own time.

That is to say, his stature in part arises from the status of his literary sources. Despite celebrat-
ing vernacular accessibility and orality of a kind, he also adhered rather strictly to forms and specific
works—Tlike Sriharsa’s Naisadhiya—that were already imbued with prestige through their wide cir-
culation and incorporation into curricula.® Even as we see poets like Gaurana bringing dvipada into
something like the mainstream—and even as it achieves a modest popularity in seventeenth-century
Telugu Nayaka courts—it never carries the cachet of courtly compositions in padya, gadya, or both.
Rather, it maintains its lower standing in the generic system of the Telugu country. Thus, even as
oral poets and more inclusive poetic schools like the Sivakavis effected lasting change in the literary
field, their impact was nonetheless constrained by tenacious aesthetic standards that, underwritten by

classical and socially elite associations, have persisted into the present.
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Beyond the age of Gaurana

But even as social dynamics marked the literary field, so too were these both intertwined with trans-
formations in other aspects of political culture. Ultimately, the study of Gaurana and the period
draws attention to the increasing importance of monasteries and monastic potentates, whom both the
epigraphic and literary record represent as pre-eminent in the domain of the temple and even wider
socio-political spheres (for example, Muktisanta’s being described as one to whom the region’s kings
bow).

Their importance is highlighted especially by the bias of the archive produced by literary professionals—
ministerial (niyogi) brahmans and kavis—who may have increasingly sought employment within these
institutions. In earlier centuries the critical pairing may have been between bhupala and poet, king
and kavi. But with the advent of Islamicate powers in the Deccan, the terrain for political employment
begins to change in the fourteenth century. Outside of the small Hindu principalities of the period,
to find courtly employment as such would increasing require knowledge and training in the linguis-
tic and literary traditions of the recently arrived Islamicate powers. This is apparent in the work of
Srinatha. When Srinatha dedicates his Bhimesvarapurananu to a local political minister, this figure is
described as, essentially a niyogi-type, not just a potentate but with literary skills himself. However,
crucially it seems, he has a different skill set from literary professionals like Srinatha and Gaurana; he
knows Persian and thus can (and presumably does) engage with or even serve in some capacity the
Deccani sultanates (likely the Bahmani kingdom). The domain of power—power over villages and
commerce—is then in large part intertwined with the sultanate overlords and Persianate literacies.

The other sphere, the non-Islamicate or, one might say, traditional, royal court—epitomized in
legend under the court of good king Bhoja—still exists but its power appears to be on the wane. The
courts of our period—the Réddis, the Recérlas—are productive but small and short lived. The literary
record suggests that one may have been able to find “traditional” royal patronage but much less so.

Vijayanagara and its Nayaka successors stand out in this regard. As the more recent work on the
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empire has shown, despite its being lauded as the last true Hindu empire in India and its patronage
of Sanskrit and Sanskritic-vernacular literature, it freely partook of Islamicate cultural forms of dress
and political expression.®

With the shifting culture of courtly politics in the region, the temple and the matha emerge as the
sites where literary practices claiming a fundamental connection to Sanskrit literary culture held sway.
Beyond the court, opportunities for poets were increasingly to be had at the temple itself. Gaurana’s
work suggests this. Despite his claiming roots in the Recérla court, his working career places him at
Srisailam. And though he adopts the forms and devices of the temple’s literary culture, he does so
while maintaining some distance from its devotional communities and without claiming very strongly
any afhliations of his own. He comes to the work as, one might imagine, a consummate professional.

The work of other Telugu poets elaborates these dynamics. In the sixteenth century Dharjati’s
literary production evinces a similar shift from court to temple as I have suggested above. Indeed,
one could say the same even for the literary production of kings, such as Krsnadevaraya and his
Amuktamalyada. In terms of its own framing, the text is commissioned, as it were, by the temple
itself: The king Krsna is in a dream incited to compose the work by Andhra Visnu, the god of the
temple at Srikakulam. (This also speaks to the norms of patronage: As a king—indeed, the king—
Krsnadevaraya would have himself been the human patron commissioning the such a work. So, in
lieu of his own authority comes Andhra Visnus.) Even more strikingly, as Ilanit Loewy-Shacham has
shown, the king’s Telugu masterpiece is, with all of its novel engagements with and experiments upon
the canons of Sanskrit kavya and alamkarasastra, a text about devotion and a devotional community.
Thus, the concerns of kavya culture as such were increasingly bounded by concerns of the devotional
communities that constituted the temple.

Cast in this light, the disaffection displayed by some poets in subsequent periods—such as Dharjati
in his Kalahastisvarasatakamu—is not just the Bhartrharian virakta’s world-weary disgust with courtly

decadence. Perhaps the poets did not adopt devotional postures simply because they tired of excess and

9. Exemplary here isPhillip B. Wagoner, “‘Sultan among Hindu Kings’: Dress, Titles, and the Islamicization of Hindu
Culture at Vijayanagara,” The Journal of Asian Studies 55, no. 4 (1996): 851-880.
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saw through to deeper, more fulfilling divine truths. Even as poets level ascetic excoriations of courtly
life, they also lament the state of poetry. Their complaint is double: On one hand, they decry the fact
that mortal—and therefore congenitally corrupt—kings should be privileged to poetic exaltation over
the true lords their gods. I have highlighted this move in the work of Palkuriki Somanatha, but it is
so common in devotional poetry as to be unremarkable. But Telugu poets of the sixteenth century
and later—like Dhurjati—go on to complain further: Kings are what they are; the real trouble is
that they have developed a taste for bad poets. Holding this in mind with the changed literary field
suggested by the study of Gaurana, the poets disaftection toward the court takes on a different tenor.
What emerges may be career poets’ intense disappointment in the face of a changed cultural climate at
courts where the same sorts of opportunities are no longer at hand for a poet of traditional Sanskritic
literacies. One can no longer count on being a poet laureate or master epigraphical poet lauding his
king. Also, one can no longer count on being privileged over poets with pedigrees that fall outside
of exclusively brahmanical networks of learning. Such competitors would have been, as I have argued
earlier in this dissertation, precisely poets who afhliate most strongly with their sectarian or devotional
community who developed powerful genres of panegyric.

But also in some instances, the breakdown of even the power of the temple may be witnessed by the
rise of works in the mode of vydjastuti or nindastuti (backhanded or rebuking hymns). Some of these
works, such as the Simbadrinarasimhasatakamu, seem to speak to cultural politics directly by decrying
the impotence and impassivity of temple deities in the face of dwindling support from their worshippers
and, often, the increasingly presence of Islamicate forces and cultural practices.!® Whether these works
actually register episodes of temple desecration is uncertain. But, what they do register is at least a
sentiment that the temple is a last bastion against this changing climate. But the particular fear seems
to be not the destruction of the temple, but the fading of cultural practices—and, arguably, those

most cherished by a brahmanical elite. They record an anxiety that the god—but, by extension, the

10. Gokulapati Karmakavi, Simbadrinarasimbasatakamu (Ellore: Manjuvani Press, 1906). For later $ataka of similar scope
see: Vetlri Prabhakara Sastri, ed., “Venkatacalavihara Satakamu,” in Sri Venkatesvara Laghukrtulu (Tirumala-Tirupati
Devasthanams, 1981), 1-43. For a discussion in English and a translation of a seventeeth-century $ataka on the same
themes, see: Narayana Rao and Shulman, Classical Telugu Poetry, 248-250.
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people—have taken on the practices of Muslims and forgotten their old cultural identities. Where the
ministerial patron praised by Stinatha in the Bhimesvarapuranamu may have been early case and worthy
of praise for his being conversant in the yavanabhdsa, by the seventeenth century such engagement is
cause for concern.

The Telugu case shows a move from the elite courtly literature of kavya, bound up with royal
representation and a pan-Indic tradition (the Mahabharata) localized only linguistically, to the second
vernacular revolution which counters the courtly and Sanskritic ethos in name (if not always in practice,
as Palkuriki Samantha’s work shows) to a third stage that is still open to the court but, if only because of
new socio-political alignments, finds itself turning toward the temple. There is here a maintenance of
the Sanskritic tradition but at the same time for the elite actors there is an appropriation of vernacular
cultural practices.

In the case of Gaurana and the Recérla clan, there may have been a breakdown within the space
of a generation. Whereas the mostly independent Recerlas may have maintained attachés with the
Sanskrit literacies requisite to courtly life, as they became increasingly involved with Bahmani powers,
ministers with Persianate literacies may have been more important, displacing someone of Gaurana’s
pedigree and inclinations. That is to say, Gaurana might have pursued the Persianate path. However,
he did not. Only future research on the social history of the Telugu country can begin to illuminate

the factors that may have contributed to literary professionals pursuing one path over another.
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Appendix A

Gaurana’s Sanskrit Laksanadipikas

Introduction: Reconciling the Two Laksanadipikas

D.1494

The first of the Laksanadipikas (hereafter abbreviated D.1494) is witnessed here by a single palm-leaf
manuscript (GOML D. 1494).! The work is divided into five chapters or “illuminations” (prakasa).?
The title is clearly given in verse 7 of the first section, where Gaurana says that “[he] will speak
a Light on the Properities” (vaksye laksanadipikam). Sarasvati Mohan has referred to this text as
Padarthadipika (A Light on words/things). Yet, this title appears nowhere in the colophons of the
work. It only appears in verse 8 as, I would suggest, an adjectival clause meant to further describe the
work. Another title—Prabandbadipika (A Light on Composition)—does appear in the colophons to

remaining sections of the work. Not insignificantly, all of the sections are consistently attributed to

1. Two other manuscripts of this work have been referenced by earlier scholars. One is on paper (Chennai, GOML
12951). T concur with Sarasvati Mohan that this likely a transcription of the palm-leaf held at the GOML. However, it
is now lost—cut from the volume into which it had been bound. The second is a palm-leaf (No. 2535, Andhra Sahitya
Parishad library) that was reported to me as lost. Hopefully it will turn up in a subsequent search.

2. Sarasvati Mohan reports that the Andhra Sahitya Parishad manuscript includes another seven chapters, each of
which details a single literary form, namely—cakravala, bhogavali, birudavali, gunavali, tyagaghosana, rangaghosana, and
jayaghosana. Mohan, “Gaurana and his Sanskrit works,” 6.
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Gaurana.’

The first chapter, comprising approximately eighty-two percent (190 verses) of the work, consti-
tutes the bulk of the text. More to the point, it covers all of the topics that Gaurana lays out in his
introductory verses as a kind of syllabus: (1) The origin of the phonemes, their manifestation, and
their number; (2) their planets and elemental seeds; (3) their proper and improper usage and the dis-
tinction between harsh (ruksa) and pleasing (snigdha) phonemes; (4) precepts about their use and their
consequences (felicitous and infelicitous); (5) the names of the metremes; (6) their presiding deities,
their planets, and their consequences; (7) the compatibility and incompatibility of the metremes; (8)
their asterisms and their constellations; (9) stipulations regarding the ambrosial periods (amrtavela),
general astrological conditions (grahavastha), and the method of worshipping the Matrkas; (10) the
proper properties of authors and patrons; (11) and the characteristics of literary works themselves.*
Sections two through five are significantly shorter, each comprising no more than fifteen verses and as
few as eight verses; together they amount to thirty-nine verses. These almost seem to be an appendix:
While the end of section one (D.1494, 11.389-434) gives a generic description of literature, sections
two through five give more precise formal stipulations. Indeed, the first of these (section two) is
labeled as a paribhasa (that is, a set of interpretative metarules) for the text. These last short chapters
are further set apart from sections one and two in that their colophons actually bear another title,
Prabandbadipika (A Light on Composition).

As the preceding shows, the text overwhelmingly focuses on the occult or meta-semantic properties

and afhinities of poetic language: About seventy-four percent of D.1494 addresses these topics. The

3. This is not, of course, conclusive evidence of Gaurana’s authorship. However, it at least suggests that the text as we
have it is presented as a coherent whole, if not by Gaurana then by some editorial entity who considers it a work of Gaurana.
Moreover—and this cuts to one of the problems at the center of the dissertation—Gaurana’s name carries little weight,
it would seem, much beyond the 100-150 years after his period of flourishing. Unlike some of his near contemporaries
(namely, Srinatha and Potana), he does not become a legendary persona; and, while the Laksanadipika is cited by some later
poetological texts, Gaurana himself does not, I think, have a name that would give a work a particular weight, authority,
or ideological character.

4. varnanam udbbavab pascad vyaktisamkhyatatab param | bbiatabijavicaras ca tato varnagrahdv api || anarhianabaved-
has ca riksasnigdbavicarand | prayoganirnayas tesam subbasubbaphalani ca || gananam cabbidbanani svariipany adbidevatap |
varnabbedagrahas tatra Subbasubbaphalani ca || mitramitravicaras ca naksatrani ca rasayab | mrtavelagrabdvasthamatrkdapii-
Janakramah || kartup karayitus caiva prabandhanam ca laksanam |
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balance of the treatise deals with prerequisities for literary practitioners and, primarily in sections two
through five, quite technical stipulations of generic form. The topics themselves are predictable, being
found as they are in treatises that preceded and succeeded Gaurana’s work. Yet, the treatise does stand
out precisely for the amount of attention it affords to these topics, which it discusses almost to the
exclusion of all other matters.

This syllabus aside, the Laksanadipika is also marked by a huge number of citations. Much of these
come from other poetic and poetological sources. For instance, Gauranass is the first available work that
quotes Visvesvara's Camatkaracandrika. Furthermore, he stands out for citing not just the poetological
disciplines but also those of astrology and ritual magic.’ In his discussion of literary forms (that is, the
catuprabandbha metagenre and its exemplary form udabarana), Gaurana echoes the Alamkarasamgaraba
of Amrtanandayogin. He may have had a more direct source in the Sahityacadamani. However, a

manuscript of the Sahityacidamani is not forthcoming.

D. 12952: Supplementing the System

The second Laksanadipika is more complicated. As in the case of D.1494, there is only one witness:
GOML D. 12952. The manuscript is paper and in Telugu script—likely a late nineteenth- or early
twentieth-century transcription of a palm-leaf manuscript written in Telugu script.® The text itself
is quite difficult interpret: I suppose that while the copyist knew the Telugu script of the palm-leaf
exemplar, he did not know Sanskrit. Only one title—Laksanadipika—is ever given for the work. The
subject matter of D.12952 is much the same as D.1494, except that it excludes the latter’s discussion of
literary forms. Beyond this, the text also comprises five sections (paricchedas). Unlike D.1494, it does
not include a table of contents among its introductory verses. In terms of its discussion, D.12952 only

partially overlaps with the D.1494. To be sure, it is concerned with occult aspects of literary language

5. An important exception to this claim are the commentators on poetry, who commonly display their familiarity with
other $astras.

6. Sarasvati Mohan had access to another manuscript (1391, Andhra Sahitya Parishat Library); however, it was reported
as lost to me.
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and practice; and, like the D.1494, it is rife with citations. However, the D.12952 either (a) discusses
new aspects of the occult and astrological analysis of literary language or (b) where it revisits a topic
already addressed in the D.1494, it will usually cite a different source. D.12952 is also remarkable
for quoting not just Sanskrit sources but also Telugu language poetological authorities (the now lost
Gokarnachamdamu).

As for priority, I would argue that the D.12952 was probably composed after D.1494. The first
section bears this out most clearly. It consists of a mangalasloka (to Siva) followed by what amounts
to an auto-commentary and apology for the composition of that verse (particularly its initial sound
pra); the typology of heroes; stipulations about being a poet; and a justification for a verse in praise of
Pingala, who is considered the creator of the Sanskritic discipline of metrics. Throughout this section,
Gaurana draws on concepts and rules that are only properly explained in the succeeding sections. The
mangalacaranam and its apologia constitute a kind of unit at the beginning of this first section. One
might almost read them together as an introductory showpiece, wherein Gaurana shows his chops.
The remainder of the first chapter, however, makes little sense. Why describe the types of heroes?
The prerequisites for being a poet? And, stranger still, why give a commentary and defense for a verse
which is not present in the text at hand? One way to make sense of the first pariccheda is to read
it in concert with the introductory verses of D.1494. In these, Gaurana first (1) gives his genealogy,
which includes (a) one verse about Recerla king Singa II, (b) a verse in praise of his minister and
Gaurana’s senior uncle Potaraja, and (c) gives his own name and that of his father, Ayyala. Then he
(2) further describes himself as having been graced by Siva and (3) pays homage to Pingala. Finally,
he (4) gives the title of his work. The first section of the D.12952 aligns with these three verses.
The typology of the nayakas might be read as a theoretical explanation (or, even, justification) of
the description of Singa II and Potaraja. The abstract definition of the poet makes sense of verses
describing Gaurana himself. Similarly, the guidelines about the prerequisites of being a poet might be
read against Gaurana’s description of himself. The correspondence is most striking, however, when it

comes to the defense of his paying homage to Pingala. The text reads:
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Subsequently, having assembled various rules and examples, I will teach the Elucidation
of the Principles in order to enlighten poets who are eager to learn the principles of poesy.
Next, I will speak on the metremes and their number, but only after honoring the Pingala
the Serpent, who is lauded as the bull among the true poets and whose mind is purified
through the blessing of Siva. And why—amongst all the well-known poets (such as
Vyasa and Valmiki)—is Pingala the Serpent to be honored? As the author of the rules on
metrics he should be greatly honored!”

This apology only finds its point of reference in a half-verse at the end of D.1494’s introduction,
wherein Gaurana honors Pingala as a “bull amongst poets”.?

With this in mind, my discussion in this dissertation draws on both texts. The two texts are
certainly distinct. However, given the factors noted above, they are not independent of each other but
have instead a cumulative quality. So, I have used D.1494 as my focal point and integrated D.12952

much like the supplementary text it seems to have been.

A note on editorial principles

The printed editions that follow are not—and perhaps cannot be—critical editions in the usual sense
of the phrase. They are built on but a single manuscript of each work. Neither, however, have I sought
to produce simply diplomatic presentations of the manuscripts. I have instead minimally emended the
text, striving primarily for intelligibility. These decisions have been recorded in the first register of
footnotes. On the whole, I have based these emendations on textual parallels from within Gaurana’s
own work and the wider corpus of alamkdra- and chandasiastra texts from the greater Telugu country.
The second register of footnotes records citations from these textual parallels where they have been
discoverable. Some of these references align with Gaurana’s own explicit citations; some, however, do

not.

7. tasmat  kavitalaksanajijidasatatvaranam  kavinam  prabodbandrtham  nandalaksanodabaranany akrsya  vaksyate
laksanadipika | atha ganasamkbyam vaksye baraprasidad visuddbamatim pimgalandgam satkavipumgavanutam na-
maskrtva | vyasavalmikyadisu kavisu vidyamanesu pimgalanagasya namaskarah katham kriyate | chandolaksanakartrtvad ayam
avanamaskaryah|

8. pranamya pimgalam nama kavipumgavasannutam (D.1494 1.13).
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Though these individual instances are recorded in the footnotes, I have systematically emended a
number of orthographical idiosyncracies to follow more closely the contemporary printing conventions

for Sanskrit:

* Scribe uses € and e interchangeably. All forms standardized to e.

* Scribe often uses i for long 7. Corrected when sandhi or declension demands.

dh for th (most often adbha —> atha, kadbam —> katham, yadha / tadbha —> yatha / tatha)

* Anusvara (Tel. sunna) removed before conjunct where nasal is second member (e.g., verse 6:

samnnutam —> sannutam,)
* Anusvara changed to homorganic nasal

* Final anusvara changed to “m” when appropriate

The main exception to this trend is that I preserve the doubling of consonants before the consonant

Among the emendations in the body of the text, square brackets indicate editorial additions.

Question marks indicate missing or indecipherable aksaras.

Abbreviations

AS Alamkarasamgraba of Amrtanandayogin

BJ Brhajjataka of Varahamihira

CC Camatkaracandrika of Visvesvarakavicandra
KKP Kavikanthapasa (anonymous)

LS Laksanasiromani of Pottapai Venkataramanakavi

249



PS Prapaiicasira attributed to Sankaracarya
SC Sabityacidamani attributed to Pedakomati Vema Réddi
ST Saradatilaka of Laksmana Deéikendra

VR Vrttaratnakara of Kedarabhatta
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The Laksanadipikas of Gaurana

Government Oriental Manuscripts Library (Chennai), D.1494

Materials: Telugu script; ink on palm leaf; twenty-three leaves.
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10

15

20

$ubham astu | =

janakimukhapadmarkam janaki[mukha]bhasanam |
janakiramanam vande jagatam mangalapradam ||

vande vamastananyastavallakivadanotsukam |
vaktrabjavasanalolabhrngim samgitamatrkam ||

asti prasasto 'vanipalamauliratnavaliranjitapadapithah |
recerlavamsarnavapurnacandrah mahabalas singayamadhavendrah ||
asit tasya mahamatyah svamikaryadhuramdharah |
potaraja iti khyato rajanitiyugamdharah ||
mantricadamanes tasya sodarasyayaluprabhoh |
gauranaryya iti khyatah tanayo nayakovidah ||

so ’ham somakalamauleh prasadad gatakalmasah |
pranamya pingalam nama kavipumgavasannutam ||
udaharanaratnani laksanagranthasandhisu |

samakrsya satam bhutyai vaksye laksanadipikam ||
patrasnehada[??] kapradosatimirapaha |

padarthadipika seyam bhati laksanadipika ||

varnanam udbhavah pascad vyaktisamkhyatatah param |
bhutabijavicaras ca tato varnagrahav api ||
anarhanahavedhas ca ruksasnigdhavicarana |

prayoganirnayas tesam $ubhasubhaphalani ca |

10 potardja] pitaraja

17 patrasnehada[??] ] patrasme[ha / vam]da[?]
18 padarthadipikia] padardhadipika

21 snigdha] sni[?]dh[?]
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25

30

35

40

gananam cabhidhanani svarupany adhidevatah |
varnabhedagrahas tatra subhasubhaphalani ca ||
mitramitravicara$ ca naksatrani ca rasayah |
mrtavelagrahavasthamatrkapajanakramah ||

kartuh kara[y]itu$ caiva prabandhanam ca laksanam
vaksyate tatra sakalam maya laksanavedina ||

etat sarvam avijiaya yadi padyam vadet kavih |

ketakarudhakapivat bhavet kantakavedhitah ||

kimca sahityacudamanau—

anekachandasam samyag ajnatva laksanani ca |
karoti gadyapadyani prabhtinam mrtyur eva sah ||

camatkaracandrikayam—

ekasminn api nastam syad drste dose vratayutam |
dosasyaitavati $aktih sahaja kim nu kurmahe ||

mamaiva—

tasmad vismayakaranakavitanirmanakarmakusaladhiya |
sudhiya visavat tyajyo nayakarajyabhilasina dosah |[|

varnodbhavas sahityacadamanau—

26 mrtavela] amrtavela

40 varnodbhavas] [??]dbhavas

35 ekasminn . . . kurmahe] CC 1.52

253



45

50

55

vadanti vibudhas sarve varnanam janmakaranam |
$ivaya saha divyam tam devam bindvatmakam $ivam |

saradatilake—

jata varna yato bindoh $ivasaktimaya iti |

varnavyaktih prapancasare—

samiritas samirena susumnarandhranirgatah |

varnasthanani rupavatare—

astau sthanani varnanam urah kanthah $iras tatha |
jihvamulam ca dantta$ ca nasikosthau ca talu ca ||

tesam samkhya saradatilake—

svarah sodasavikhyatah sparsas te pancavimsatih |

vyapaka dasa te kamadhanadharmapradaly]inah ||

ity anena varnanam ekottarapancasatvam | akaradiksakaranta varnah camatkaracamdrikayam
ekonapamcasatvam | trisasti$ catuhsastir va varnah $ambhumate matah iti tribhasyaratnakara-

vacanena bhavya samkhya pratiyate | asmin mate tu akaradiksaka[rantta] varnah pamcasad eva hi

46 samiritas . . . gatah] samirapasasamniramdhra[?]tah |

52 dasa] da[x]

44 jata. .. maya] Cf ST 1.113ab: jata varna yato bindo Sivasaktimayad atab |

46 samiritas . . . gatah] PS 3.59: samiritab samirenasusumnarandbranirgatap | vyaktim prayanti vadane kanthad-

histhanaghattitap ||

51 svarah . . . pradaly]inah] ST 2.3cd, 2.4cd
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60

65

| akaradiksakaramttam ekapamcasad aksaram | lalayor abhedo 'ntarmatrkayam lakarasyanuktatvac

ca | apare ksakarasya kasayor antarbhavam vadantti | tad uktam prapaficasare—

kasato bhuvanam mattah kasayos samgamo bhavet |

ksakaras tena samjato nrsimhas tasya devata ||

iti sankaracaryyena parthakyenoktatvat tasmad varnah paficasad eva | tad uktam prapaficasare

paficasadvarnabhedair iti |

mantradarpane 'pi —

paficasadvarnanam capi kalas sarvasamrdd[h]idah |

api ca sahityacadamanau—

pancavaktrasamudbhuta pancabhatagunanvita |

paficavarna jvalabhati paficasadvarnamalika ||

atibhutabijani saradatilake—

karanat paficabhatanamudbhata matrka yatah |

56
56
58
60
61
66
68

abhedo ] abhedah |

‘ntarmatrkaydm | amttarmatrkayam |

bhavet] bhavat

parthakyenoktatvat] pardhakyenoktatvat
paficasadvarnabhedair] [?]mcasadvarnabhedair
paﬁcavarnﬁ] pamcavarno

karanat paficabhitanimudbhita matrka yatah ] kiranatvam ca bhitanim madhyatamatrka yatah

58—

68

59 kasato . . . devata] PS 4.53

karanat . . . sandhisambhava] ST 2.9-10: karanar paiicabbitanamudbbita matrka yatab | tato bbatarmaka
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atibhutatmika [? ? ?]ca paficavibhagatah ||
vayvagnibhujalakasah pafncasal lipayah kramat |
paficahrasvah paficadirghah bindvanttas sandhisambhava || iti

prapaiicasare—hrasvah pafica pare ceti | tatha sahityacadamanau—

samirahutabhudatrijalavyomagunanvita |
pamcapamcavibhagena dasavargaksarakramat ||

vargaksaragrahah—

tada svaresas surryo [?] kavargesas tu lohitah |
ca[vargeso] bhavah kavyas tavargeso budhah smrtah |
tavargesas suraguruh pavargesah $anai$ ca rah |
yavargesas tu $itamsur iti saptagraha matah |

tesam mitrami[tra]vivekas sahityacadamanau—

tiryya[? ? ?] karadasarekhavinimigate |

72 sahityacidamanau] sa[??]cidimanau
77 ca[vargeso] ] ca[? ? ?]

77 smrtah] smrutah

78 tavarge] ta[? ? ?]

80 mitrami|[tra]vivekas ] mitrami[?]vivekas

varnab paica pafica vibbagatab || vayagnibbijalakasab pasicasallipayab kramat | paiica hrasvab pafica dirgha bindvantab
sandbisambbavab ||

72 hrasvah pafica pare] PS 3.70: hrasvah pafica pare ca sandbivikrtah paiicatha bindvantika kadyab pranabutasab-
bukakbamaya yadyasca Sarnantikab | bantah saksalasab kramena kathita bbutatmakds te prthak tais taib paficabbir eva

varnadasakaib syub stambbanadyab kriyab ||
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85

90

95

sodhayed arimitrani sudhih sodasacakrake |

tatra varnavinyasaprakarah saradatilake—

iti te dvi[vi]dha matahalpaprana mahaprana |
budhas tatra mahapranam ahur Gsmacatustayam |
vargesu samavargas ca davargam kecid ucire |
alpapranas ca $esas ca $asav api eka pare smrtau |
ubhaye te ’pi kathithah snigdha ruksa iti dvidha |
alpapranas sajatiyair ukta snigdha iti smrtah |
svair anyair va mahaprana yukta ruksa paraih punah |
alpapranas ca kathita ruksa yalavair yutah |
sanusvarataya snaigdhyam yanti ruksa iti kvacit |
bhedo jfieyas tasya samkhya gadyapadyadike budhaih |
yathocitam ime varna rasades tupayogina | iti

tesam prayogavivekah prapaficasare—

stambhanadyam atha parthivair apam aksarai$ ca parivarsanadikam |

84 alpaprand mahaprinia] alpaprane mahiprane
84 dvi[vi]dha] dvi[?]dha

85 Usmacatustayam ] a[? ? ?] dvayam

87 smrtau] smrutau

89 iti smrtah] i[? ? ?]

91 alpapranas] alpapranais

94 yathocitam ime ] yathocita[? ? ?]bume

96 parthivair] pardhivair

96 stambhanadyam . . . aksaraih] PS 3.73: stambhanddyam atha parthivair apam aksarai§ ca parivarsanadikam |

dabasosanasasinyatadikan vabnivayuwviyadaksarais caret ||
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dahasosanasasunyatadikan vahni [22?] ddhitaksaraih ||

ekamatro bhave[d] dhrasvo dvimatro dirgha ucyate |
trimatras tu pluto jiieyo vyafijanam cardhamatrakam || ity

100 etal laksanam bhavet—

akaram sarvadaivatyam raktam sarvavasikaram |
akarah syat parasaktih $vetam akarsanam bhavet |
ikaram visnudaivatyam $yamam raksakaram param |
mayasaktir iti [ikarJam pitam strinam vasikaram |

105 ukaro vastudaivatyah krsno rajavasikarah |
ukaram bhumidaivatyam $yamam rajavasikaram |
rkaram brahmano jneyam pitam grahavinasanam |
sikhandirapam fkaram afjanam jvaranasanam |
aévinibhyam 1| cobhau sitaraktau jvarapahau |

110 ekaram virabhadram syat pitam sarvarthasiddhidam|
amkaram tu mahesam syat raktavarnam sukhapradam |
ahkaram kalarudram ca raktam pasanikrntanam |
prajapatyah kakarah syat pito vrttipradayakah |

caturbhyah kadivarnebhyo laksmir apayasas tu na |

104 [ikar]am] [2?]am
109 11] lula

112 pasanikrntanam ] pasanikrmtina

110 ekaram . . . siddhidam] The other complex vowels may have been omitted. However, this could be a shorthand

for the whole set of four complex vowels. Compare PS 3.64ab: sandhbyaksarab syus catvaro mantrib sarvarthasadhakah
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115 pritisaukhye cachau putralabho jo bhayamrtyudau |
jhafiau tathau khedadukhe $obhasobhakarau dadhau |
bhramanam nad api tathau syad yudhyat sukhadau dadhau |
nah pratapi bhitisaukhyamaranaklesatapakrt |
pavargo yas tu laksmido ro daham vyasanam lavau |

120 $ah $ukham tanute sas tu khedam sas sukhadayakah |

ho dahakrd vyasanado lah ksas sarvasamrddhikrt |

sahityacudamanau—

akarah pritidayi syat nisedhe tu viparyyayah |
akaro harsadah so ’pi krodhetyadisu nocitah |
125 ikaradi catuskam tu kuryat tustimanorathau |
rkaradicatvari santtatistambhahetavah |
ekaradyas tu catvarah kamaparamoksabhutidah |
laksmikarah kavargah syat cakarah kirtinasanal |
chajakarau rogaharau jhafiau tu ma[rana]pradau |
130 tathakarau khedakarau dah subho dhas tu kantikrt |
vastulabhakaro nas tu takaro vighnanasakah |
thakaro yuddhakari syat dadhau tu dhrtidayakau |
nakaras tapakrt klaisyasya nisedhe $ubhah smrtah |
[raksadayi] pakarah syat phakaras sadhvasapradah |
135 arogyakrd bakarah syat bhakaras tv atibhagyakrt |

129 ma[rana] ] ma[??]]
133 smrtah] smrutah

134 [raksadayi] ] Text completely illegible here. Corrected on the basis of CC 1.18-27.

123 akarah . . . visainnavat] CC 1.18-27
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makarah ksobhakrd yas tu $rido rephas tu dahakrt |
lo jadyakrd vakaras tu nanarogyayusakhanih |
usmanas sukhaduhkhasrinirvananidhayah kramat |
ksam vina krarasamyukta saumya tyajya visannavat |
140 ity anena kvacit kvacid asmaduktarthah pratiyate |
tad apy amulatvat paraspa[rd]vijidnam upeksaniyam | kim ca vayubijaprayogena vina $od-
haharanam | astyuttarasyam —kalidasah | asidasesanarapati — bhattabanah | tarhi karabadara-
sadréam — subandhuh | pra[?] matasarasigam dantamatyadinam samicinatvam | adau nagana prayo-
gatvat |

145 tatha sahityacandrodaye—

prayukte nagane cadau dustavarnah subho bhavet |
ayah kancanatam eti sparsadeh sparsavedina || iti
akasabijaprayoge tu namodurvarasamsareti vadindravacanadayah | kimca $riyah patih $rimatir iti
| caturmukhamukhetyadina nisiddhaganamukhagatakasavayubijatve ’pi devatavacakatvat $reyaskarat-

150 vam | [tad uktam] kavikanthapase—

devatavacakah $abda ye ca bhadradivacakal |
te sarve naiva nindya syur lipito [ganato] ’pi va || iti
camatkaracamdrikayam api—

140 asmaduktarthah ] asmaduktardhah
141 paraspa[ra]vijianam upeksaniyam ] paraspa[x]vijianam capeksaniyam

149-150 $reyaskaratvam] $reyaskaratva|?]

151 devata. . . ’piva] Seealso: AS 1.35

260



[man]galarthabhidane ca devanam ankane ’pi va |
155 gano na dasyo varnas ca devatadhisthita$mavat ||

evam avijnaya prayukte dosah kavikanthapase—

aksare pariSuddhe tu nayako bhatim r[c]chati |
anyatha dosabahulyam ubhayo syan na samsayah ||

camatkaracamdrikayam—

160 nyastah kavyamukhe varnah tattaddaivatamurtayah |

karttuh kara[y]itu$ caiva kalpayantti Subhasubham ||

ganabhidhanani chamdasi | mayarasatajabhanalagam sammatam | bhramati vanmayam jagati
yasyeti ganasvaripani | tasminn eva ganaprakarah | adimadhyamantesu | ganadevata sahityarat-

nakare —

165 bhujalagnimarudvyomasuryyasomatmasamjiikah |
martayah sankarasyastau gananam devatah smrtah ||
kesam varnah sahit[ya] cadamanau—

154 [man]galarthabhidine] [??]galardhabhidhane

155 gano na dﬁsyo varna$ ca | gana na dﬁsyﬁ varnas ca
163 adimadhyamantesu] adimadhya[?]su

163-164 sahityaratnakare] sahityaracmakare

166 smrtah] smrutih

155 mangalartha . . . aémavat] CC 1.42
160 nystah . . . $subhasubham] CC 1.18cd-1.19ab

261



170

175

180

myarastajabhnasamjfianam gananam kramaso bhavet |
svasvadhidevatanam ye varnas te ceti visruta ||

mamaiva—

tatidvallimallikanakaharinilotpalalasat japagu[c] chasva[c] chasva[c] chasphatikaharitalo [hita] $ucih
| umabhartu[r] martih purusasasisurryambaramarunmarunmitradhatrir ||

iti vadati cast[?] dha ganah | apare mattakekikalapa iti bhime$ citravarnatam varpayantti |

tatra yayapi tadvarnavarnpitah | tathaivanyatra prapafcasare—

mapisusiracimhnasamiranah syat calanaparah pariparavakréanuh |

jalam api rasavat ghanadharasitisitipatala[?damage] $ubhrapitabhasah |
saradatilake—

svabham viyat marut krsno rakto ’gnir visadam payah |

pita bhumih pafcabhutany aikaikadharato viduh ||

gananam grahas sahityaratnakare |

vahniksmakhambumarutam [va]dantti ha manisinah |

168 myarastajabhnasamjfianam ] vyarastajabhasamjfianim

171-172 tatidvallimallikanakaharinilotpalalasat japagu[c] chasva[c] chasva[c] chasphatikaharitalo[hita] $ucih | umabhartul[r]
martih purusasasisirryambaramarunmarunmitradhatrir ||] tatidvallimallikanakaharinilotpalalasat japaguchasvachas-
vachasphatikaharitalo[?]$ucih | umabhartu mirtih purusasasisirryambaramarunmarunmitradhatrir||

178 krsno] krisno

180 ganianam] na[?]nam

168 myarastajabhnasamjfianim | Compare Vrttaratnakara 1.6a: myarastajabbnagair lantair

178-179 svabham . . . viduh] ST 1.21cd-1.22ab
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185

190

195

grahan bhaumadikan tattatgananam ca yathakramam ||

tatha brhajjatake—

sikhibhukhapayomarutgananam adhipa bhumisutadayah kramena
jaganabhaganau [. . .] nijadhidevatagrahau |

tad uktam sahityacandrodaye—

mayarasatajabhagananam budhakavikujasaurijivaravicamdrah |
vicaras te pi vidhanam tesam vidur gunadyavasthanam ||

atra [???] grahadidosarahitatvat nagano na ganyate |

tatha sahityacadamanau—

na grahﬁ na ca nalksa]tram na radir na ca mitrata |
naksaranarhacintta syat prayoge naganasya tu ||

tathaiva prasiddhakaviprabandhadau prayogam dar$anat $ivabhadre— pranamateti | nalodaye—
hrdayasadayeti |

atha gananam $ubhasubhaphalani camat[karacandrikayam]—

ksemam sarvagurur dhatte magano bhumidaivatah |

182 grahan] ganin
189 rahitatvat]| rihitatvat
191 nalksa]tram ] na[?]tram

193 nalodaye] na[?]ye

184-185 $ikhi . . . grahau] BJ 2.6
196 ksemam . . . candradaivatah] CC 1.32-1.34ab. In accordance with the preceding statement on the na-gana, he

has omitted CC 1.34cd: dhananarab sarvalaghur nagano yajiiadaivatab |
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200

205

210

karoty arthan adilaghur yagano jaladaivatah |
bh[ati]dayi madhyalaght ragano vahnidaivatah |
ksayam karoty antyagurus sagano vayudaivatah |
|
bha[ti]m antyalaghur dhatte tagano vyomadaivatah
rujakaro madhyagurur jagano bhanudaivatah |
adau gurus saukhyadayi bhagana$ candradaivatah |
kecit taganaprayogam nindanti | tatha sahityaratnakare— vyoma $unyam tanuta iti | kavi-
kanthapase — to dyaur anttalaghur ayam | sahi vayuganam bhadram iti | gagane sunyam iti |

etad amitraganayuktaganavisayam || tatha sahityacandrodaye—

saumyagrahadhisthatatvat taganas sugano hinah |

mitramitraganais sa[ra?ka?]m $ubhasubhaphalapradah ||
tatha mitragrahardhataganaprayogah | amaruke— jyakrstibaddhakhatakamukheti |
maganaprayoge 'pi kvacid apavado drsyate | sahityacandrodaye—

saumyo 'pi maganah krurah kruram ganam upasrita[h] |

kraragrahasamayuktas tadadhiso budho yatha ||

197 arthan] ardhan

203 taganaprayogam ] tu ganaprayogam
204 vayuganam] vayu[?]nam

208 amaruke] amarake

208 jyakrstibaddhakhatakamukheti] [?j/b]yakrstibaddhakadikimukheti

204 sahi] The citation here is ambiguous given that three sabi texts have been cited so far (viz. Sabityacidamani,
Sabityaratnakara, Sabityacandrodaya).

208 jyakrstibaddhakhatakamukheti] Amarusataka 1.1
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215

220

tatha samhitasare— budhah papagrahayutah papa iti | etad amitragrahadhisthitaganayuk-
tavisayam | tatha coktam sahi—

kartuh kara[y]itu$ caiva magano budhakartrkah |
saganena samayuktas sarvakamaphalapradah |
sagano [. . .] patih krara iti prasiddhah |

samhitasare— papamamdarabhasmara iti | tathapi budhasaurimaitrivisesat sagananugato ma-
ganah sutaram $ubhapradah | mahakavibhir angikrtah— vagarthav iva samprktav iti kalidasah |
cudapidakapala iti bhavabhutih | nispratytham upasmaha iti murarih ||

raganaprayoge tv ayam visesah | sahityacandro[daye] —

raganah érikarah pumsam sagananugato yadi |
gadya[pa]dyaprabamddhadau tatrodaharanam bruve |
saptapadarthyam | hetave jagatam eveti | kim ca eta[?] ganasyadhidevatayor analanilayoh

maitrivi[. . .] vayusakha ity amarasimhavacanam | api ca janyo ’tra janakanikate sutavad vitan-

212 papagrahayutah] pa[. . .Jyutah
218 vagarthav] vagardhav
219 cudapidakapala] cudavelakapala

224-225 ’tra janakanikate sutavad vitanoti nasubham ] ktattajanakani[?]sutanur vitanoti sagubham

213 sahi] Another ambiguous reference. See earlier note to 1.195
218 vagarthav iva samprktav] Raghuvamsa 1.1

219 cudapidakapala] Malatimadhava 1.1

219 nigpratytham upasmaha] Anargharaghava 1.1

224 vayusakha] Amarakosa 1.1.128

224-225 janyo ’tra janakanikate sutavad vitanoti naSubham karmeti] CC 1.30
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225 oti nasubham karmeti camatkaracandrikayam ukrtatvat janyajanakabhavac ca vayor agner iti krtah
prasiddhah | evam api [. . .] purve vahnau bhayam iti kavikanthapasavacanad bhayajanakatvam
yady asanketa tad api na yuktam | marutah purvo yasyeti bahuvrihisamasasya vivaksitatvat tathaiva
| anilanalasamyogah [? ? ?] bhumandiram | mahanalabhayam bhimajvalamalasamakulam sahit-
yaratnakaroktatvat | kim ca laksmipradata hutasanah | tatha manuh — $riyam i[c]cheddhutasanat |

230 manuna yaduktam [. . .] grahyam eva | yad vai kim ca manur avadat tad besajam iti $rutih | tasmat
sagananugato raganah érikara[h] |

jaganaprayoge visesah—

jaganah suryyadaivatvat rujam hamti na dosakrt |
gananam uttamo jiieyo grahanam bhaskaro yatha |

235 api ca— hiranmayapurusasya krpakataksalesna vigatamayo mayurah sadyo bhat dyotamanakanakab-
hah | atra ca $ruti smrti ca | hrdrogam mama stryyo harimanam ca nasaya | arogyam bhaskaradi[c]ched
iti vispuh | $rutismrti mamaivajiieyas tullanghya pravartate | ajfi[??]vam anudvesi madbhal[?: r?
k?]to ’pi na vaisnavah |

etat tagananugatajaganavisayam | tatha sahityaratnakare—

240 nityam taganasannidhyat sarvabhistaphalapradah |

kartuh kara[y]itu$ caiva [ja]gano bhanudaivatah ||

225 agner] agnir

225-226 krtah prasiddhah] krto prasiddho
227 bahuvrihi] bahuvrihi

236 $ruti] $rti

236 smrti] smruti

237 $rutismrti] $rtismruti
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mahakaviprayogah bharavikavye — [éri]yah [ku]ranam iti | nyayasare — pranamya $ambhum
jagatah patim iti | naisadhakavye — nipiyya yasya ksitiraksina iti |

bhaganaprayoge tv ayam pravadah | sahityacandrodaye—

245 kavina gadyapadyadau prayukto madhacetasa |

krtanto bhagano bhartuh krsnavarninisakare |

nanu candrah krsnavarna ity aitihyam | salilatmaka iti prasiddhah | tatha varahamihirah—

salilamaye $asini raver didhitayo murchitas tamo naisam |

ksapayanti darpanodaranihita iva mandirasyantah ||

250 salilasya Suklarapatvam eva | $uklamadhurasita eva [. . .] vaiSesikair uktatvat camdro ’pi

tejastatidhavala eva sitabhasvaram tejas iti tair evoktatvat ca | api ca samhitasare—

bhaskarangarakau raktau $vetau bhrgunisakarau |
pitau budhasuracaryyau krsnau $a[? ?]dhumtudau |
sata [. . .]Jm evam | tatha japakusumasannidhyat sphatikasya raktateti | $asini ca tattadupad-

255 hivasat tattadrupata vidyata eva | tatha samhitasare—

$anaiscarah tattadupadhivasat tattadrupata vidyata eva

246 krsna] krisna

247 krsna] krisna

248 salilamaye . . . mandirasyantteti] salilamaye $asiniraverdadhitayor murchitas tamonaisam | ksapayanti darp|. .
.Jdarapatitam iva mamdirasyamtteti ||

253 krsnau] krisnau

248 salilamaye . . . mandirasyantteti] Brhatsamhita 4.2
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260

265

270

raktam pitam sitam krsnam [can]dravarpacatustayam |
grahavarnena varnas$ ca $asankasya prajayate |
tasmac candrakrsnavarpatvam sambhavaty eva krsnacandro mrtyukrt | etad apy uktam yatha

tasminn eva—

raktacandre bhaved yuddham krsne mrtyur na samsayalh] |
pite Subham vijaniyat $vete Subhataram bhavet |

iti candradhisthito bhaganah tattadvarnanurapaphalam dadati | sahityaratnakare—

dinakaramukhagrahanam yena $a[$i][. . .]nar tejasa bhajate |
gunaganavarnas tadvad bhagano gananam ca |

yaganaprayoge 'pi sahityaratnakare—

prakrtya yagano nityam $rikarah vidyate budhaih |
sa eva vikrtim yati tagananugato yadi |

etac cet tadadhiSagurubhargavayos sahajavirodhat | tad uktam sahityacadamanau—

gananam $atrtamaitrivijieya kavipumgavaih |

tadi$anam grahanam ca mitratva[c]chatravatsada ||

257 krsnam] krisnam

259 candrakrsna] camdrakrisna
259 krsna] krisna

261 raktacandre] raktacandra
261 yuddham] yadham

261 krsne] krisne
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evam eva saganah sva[bha]vadusto ’pi mitraganasambandhad abhayajanaka iti vijieyam | gra-

hamaitri yatha gargyah—

su[r]ya[sya] mandasukrautusatra proktau budhas samah |

275 devamantrinisanathah prthvyas sanu$ ca bandhavah |

bhumiputrasaracaryaSukramanddas samah smrtah |
bhuputrasya budhah $atruh $ukramandau samau smrtau |
dinanatho nisanatho devacaryas$ ca bandhavah |

280 budhasya himakaro mitrobhaskarabhargavau |
bhumiputramaracaryasuryaputras sama smrtah |
guroh $anir udasinah $atra $asijabhargavau |
nakstranathas tiksnamsur dharaputras ca bandhavah |
$ukrasya suryyahimagu $atravau samudahrtau |

285 jivangarav udasinau mitrabudhasanaiscarau |
$aner gurur udasino mitrabhrgusasankajau |
satravo mediniputradivakaranisakarah |

atha gananam ca naksatrani sahityacandrodaye—

gananam taraka jyestha purvasadha ca kretika |

290 svati pusyottara caiva mrgamurdha ca rohini ||

277 smrtah] smrutih
278 smrtau] smrutau
280 budhasya himakaro mitro] budhasya himas[??]h mitra
281 smrtah] smrutih

287 mediniputradivakarani$ikarah ] mediniputradiva [? ? ?] $akarah
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asmi[n]n [arthe] kavikanthapase—

[jye]stha me bharani bhe ca mrgo ye se ca varunam
je syat punarvasu re ca krttika svati te 'pi ca ||
tagane Sravanam jiieyam ity anaya paraéloke taganajagananagananam éravar_lapuna[rva] subharani-
205 naksatrany [uktani] | tad ayuktam ganasyadhidevatagrahayor ekasman nakstram bhavati darsanat

| yatha jayadevah—

uktani grahad va yadi va svasvadhidevatayas ca ta[. . .] |
bhaveyus tesam dosaya na ced vadantti dosajaah || iti |

gananam rasayah—

300 vrscika$ ca dhanurmesau tulakarkatakau harih |
vrsabhas ceti vijieya gananam rasayah kramat ||

tesam amrtavela ca sahityacandrodaye—

jas tama([si] ca marasabhana rajasi yatau casuvirahitau sa[t]tve |
tasmat taganadinam jiieya mrtajivasa[m]jnikavela || iti |

305 tatha samhitasamgrahe—

capajhasakarkatakhyah sa[t]tve mesalivrsatula rajasi |
tamasi ca kanyamrgaratmithunamrgangana gatapranah |

grahavasthah—

291 [arthe]] [?]rdh[?]
292 [jyelstha] [?]stha
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dipah svastho muditah $aktah $anttah pradipito di[. . .] vikalah kalyo bhitah samjneya dasavastha
310 |
evam avicaryya krte dosah | sahityacudamanau—
_2222
gananam ca grahavasthah punah punal |

visodhya racayet padyam no ced bhayad asampratam ||

ca sahityaratnakare—

315 grahavastham avijnaya kavitam yo vadet kavih |
saduratah parityajyo nrpair jivitaka[nksi]bhih ||
atha matrkapuja sahityacadamanau—

varnabjakarnikasinamvanim vinadivadinim |
abhyarcya kavitam kartum arabheta tatah kavih | iti matrkapuja |

320 varnac ca eva kartavya | sahityacandrodaye—

varnac ca eva kartavyam matrkapaj[anam] nisi |

kavina gadyapadyadivarnadosapaharina ||

318 varnabjakarnikasinam ] varpa[?]karnikasinam
318 vanim vinadivadinim ] [?]nimvinadinavinim
320 varpac] varpdj
321 varnac] varpjj

321 matrkapaj[anam] ] matrkaptja[??]

322 apaharina] apanittaye
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325

330

335

saradatilake—

varnabjenasanam dadhyanmarttim mulena kalpayet |
avahya pujayettasyam devimavaranaih saha |
afngair avaranam purvam dvitiyam yugmasah svaraih |
astavargais trtiyam syat tacchaktibhiranantaram |
paficamam matrbhih proktam sastham lokesvaraih smrtam |
lokapalayudhaih proktam vajradyaih saptamam tatah |
vidhinanena varne $ivam upacaraih prapajayet | varnabje laksanam prapancasare ‘bhihitam—

vyomavihsacaturdasasvaravisargantasphuratkarnikam
kimjalkalikhitasvaram pratidalaprarabdhavargastakam |
ksmabimbena ca saptamarnavayujasrasasu samvestitam |
varnabjam $irasi smrtam visagadapradhvamsi mrtyunjayam ||

evam akarane dosah | sahi[tya]can[drodaye]—

yo vadet padyam unmadad akrtva matrkarcanam |

mrtyurpibhave [. . .] na sa kartavadham r[c]chati ||

324 varnabje . . . tatah] varpabjendsanam dadyat murttim milena kalpayet | avihya pGjayet tasyam devim avara[ai]s
saha | amgair avaranam purvam dvitiyam yugmalah svarail | apavargais trtiyam syat ca[?] bhir anamtaram |pamca[ma]m
mitaram mriktam sastham lokeévaram smrutam | lokapalayudhaih [?pro]ktam vajridyais saptamam tata[?] |

331 vyomavih . . . mrtyufijayam] vyomadissacaturdasasvaravisargasphuratkarnikakimjalkalikhitam svaram prati-
dalaprarabdhavargastakam | ksmabimba [. . .] saptamarnavayuja[. . .] $usamvestitam varnabjam Sirasi sthita[m][. .

.J dapradhvamsimrtyumjayam |

324 varpabje . . . tatah] ST 6.12cd-15

331 vyomavih . . . mrtyufijayam ] PS 7.7
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sahi[tya] ra[tnakare] —

prabhun uddisya padya[m] va prabandham va kadacana |
340 na vaktavyam na vaktavyam matrkaptjanam vina ||

kavilaksanam sahi[tya]cu[damanau] —

$ucir daksah $amttas sujanavinutah st [. . .] taparah kalavedi vidvan kalamrduvadah kavyacaturah

krtajno daivajias sadayas satkulabhavah $ubhakaras chandoganagunaviveki sa hi kavih |

345 kim ca sahi[tya] can[drodaye] —

na $[udro] na ca vaisyas tu na narendrah kadacana |
vipra eva kavir ninam atrodaharanam $rutih ||
kavirajanikkusah—

gavam i[va] payo [grahyam] kavyam viprena nirmitam |
350 gadyapadyaprabandhanam racitanam kavisvaraih ||

catvaro nayaka jieya dhirodattadayah kramat |
tesam laksanani sahi[tya] ca[damanau] —

yasahpratapasubhago dharma[kamartha]tatparah |
dhuramdharo gunadhyas ca nayakah parikirtitah |

344 chando] camddo
346 $[udro] ] $[]

347 érutih ] $rtih
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355 evamvidhagunopeto nayakah sa caturvidah |

dhirodatto ’tha lalito dhirasanttoddhatav api |

[maha] prabha[vo] vinayi dhirodatto sa [kath]yate |
te ramacandrapurtravaprabhrtayah |

360 darpahamkaramatsaryyamayachadmavikatthanaih |
parusas capalas [cando] [dhiroddhata] u[? ?]tah |
ravanaparasuramadayah |
nirjita . . . mrduh nirjitasesasatrutvan niscintto niru[? ? ?] |
sacivanyastasamrajyabharas sukhaparayanah |

365 kanttaparavaso seta [? ? 2 ? ? ?] mrdul |
vatsarajagnivarnadayah |
vijianavinayopayah ksamasaujanyasamyutah |
madhurapriyavadi ca dhirasantto dvijo vanik |

madhavasaugandhikadayah |

355 nayakah sa caturvidah] na[? ? ? ?Jturvidah
358 [kath]yate] [?]dyate

361 [dhiroddhata] ] [? ?]ddata

363 nirjitadesasatrutvan | nirjitasesasatrtvan

366 Vatsarijﬁgnivarnﬁdayah] vatsarajannivarnadayah

| krpaluranabamkari dbirodatto mato yatha ||

360 darpaham . . . tah] Compare AS 4.7cd-8ab: mayi matsayavan drptascandascapalamanasab | vikatthano vaicako
"hamkari dbiroddhato yatha |

363 nirjitadesasatrutvan niscintto niru[? ? ?]] Compare AS 4.5cd-6ab: sacivayattasiddhbisca niscinto bhogatatparah |

sukbi mrdub kaldsaktab syaddbiralalito yatha |
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370

375

380

385

pratyekamesam $rngaravasthaya caturatmata|

daksina$ ca $a[th]o dhrsto ‘nukilas ceti kirtitah |

ity udattadinetinam bhedah sodasakirtitah |

jyesthamadhyadhamatvena tesam eva trirapata |

evam netrgana$ castacatvarimsat prakirtitah |
atha rasakrtih—

hasyah $rngarasambhatah karuno raudrasambhavah |
virad adbhuta utpanno bhibhatsottha bhayanakat |

samyak [. . .] na samudbhutah $antto [. . .Jr ha nayakah |

atha rasavarna[dhidevata]h—

srngara utpalabhah syat visnus tasyadhidevata |
hasyah sudhasubhravarno herambo syadhidevata |
adbhutah kamalachayo bramhma tasyadhidevata |
bhibhatso nilameghabho nandi tasyadhidevata |
dhumro bhayanakas tasya mahakalo ‘dhidevata |
santtah sphatikavarnah [?] parabrahm[o ‘dhidevata] |

atmano manasa yoge manasas tv indriyais saha |

370 pratyekamesam] pra[? ? ? ?]
373 trirapata] triral. . .]

386 atmano manasa| [?]m[?]no manaso

370 pratyekam . . . parikirtitah] AS 4.9; 4.12cd-13
380 $rngara . . . brahmadidevata] AS 3.58-62

386 atmano . .. smrtah] AS 3.1-2ab
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390

395

400

405

indriyanam tattadarthair iti jianodayakramah |
jnayamalair vibhavadyair vyaktah s(th)ay[?] rasah smrtah |
pal. . .Jya kriyavyastasamkirnapravibhedal. . .] |

$rngarah paficadha prokto rasas ta[c]chastrakovidaih |
vagrupakakriyabhedaih tridhatyastaurasah smrtah |
srngarabhibhatsarasau tadha virabhayanakau |
raudradbhutau tadha hasyakarunau vairinau mithah |
santtas sarvottamas tasya na maitri na virodhata |
sadhupakamanasvadyam bhojyam nirlavanam ya[tha] |
tadhaiva nirasam vakyam iti brute ra[sa]n iha |

atha catuprabandhah—

kavyam kirtyadiphaladam syat tato dosavarjitam |

sabdarthau sadgunau samyag alamkarair alamkrtau |

ganamatravibhedena padyam dvedha pradarsitam |
syatam tad bahudha loke muktakani vibhedatah ||
purastat sampravaksyami tatsarvam tu kra[? ? ?] |
gadyam tad yadapadam syat suklistapadagumbhanam ||
saptadha kathyate tat tu carpakam pu[? ? ?]vi ca |

kalikotkalikacitralalitam khandam ity api ||

387 tattadarthair] tattadardhe
388 smrtah] smrutah
391 smrtah] smrutih

399 $abdarthau] $abdardhau

392 $rngara . . . virodhata] AS 3.64
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410

415

420

425

padyair vyastais samastai$ ca ya tadbandha[? ?] va tat |

yaih kaiscit talayatibhir nibadhya dalasobhitam |
adyantam sa samyuktadalayos tadvayor dvayoh ||

[ ? ?] [ba]ndhayam ita[s] sambhavet kalikahvaya |
caturdalasaddala ca syas saivastadala tatha ||

proktanya syat sodadaladvatri$addalakaparam |

talam tu [pro]ktam kalamasatmakam viduh ||

yatis tu dalamadhyasthaganader bhedartpakah |

dalani talavibhedasthanany ahur vipascitah ||
kalikotkalikabhede tv evam talalaksanam |
nibaddhatalayatir [vi]bhaktyabhasalanchita ||
yadvabhasasamayukta saptavakyasamagata |

pascat pallavavakya ca kalikaprasasalini ||

seyam utkalika ramya sy[ad a]stadalasamyuta |
bahubhangivicitroktir yat gadyapadyam ucyate ||

yah paficasaih padai[r] baddhaih samasyair lalitam hi tat |
[y]atibhangasamaslistam gadyam tat khandam ucyate ||
kaladisandhibhedena sarvam atra pradarsyate |

misram tat gadyapadyai$ ca militam sa[? ? ?] tat ||
catuprabandhas tadbhedas tan pratyeva pa[?] kramah |

kavyam tu trividham proktam uttamam madhyamam tatha ||

417 tala] ta[?]
422 gadyapadyam ucyate] gadyam pady[am u]cyate

423 paficasaih ] paficasaih
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adhamam ceti tatsarvam anyatra triprakarakam |

430 prabandhas tu dvi[dha]s santti mahantt[o] laghavas tatha |
te mahantta$ caturvargaphalam yesv abhidiyate ||
sphural[ti te] rasas sarve nagaradisthalani ca |
laghavas te caturvargesv eka eva prakirtitah ||
samagraikarasa[pi] ca [?] canekarasasritah |

435 tesam asihprabhrtikam mukham kuryat susobhanah ||
varpam ganam ca tatraiva pariSuddham [prakalpayet] |
kavinetrprabandhanam aunnatyam tena [ja]yate ||
na cet tesam anistaptir bhavaty eva na samsayah |
tasmat prakathyate tesam varnadinam $ubhasubham ||

440 evam sarvaprabandhasya mukham tu pariSodhaye([t] |
[pa]risuddhe mukhe tasmat $ucis sarvatra jayate ||

iti laksanadipikayam kavyasvarupanirapanam nama prathamah prakarah |

likhyate paribhasatha yasyam sarvam prakasitam |
tas[. . .] matrayam prabandhas sukarah smrtah ||

445 yasya yasya prabandhasya yatra yatra nirapyate |
ya ya vibhaktih kartavya sa sa naya[? ? ?]yur ||

tatraiva kalikadinam taladiniyamo [yatha] |

429 triprakarakam] tripraka[? ?]m
431 yesv] esv

435 asthprabhrtikam ] asiprabhrtikam
436 [prakalpayet] ] pra[?]yet

444 smrtah] smrutih

447 [yatha] ] y[? ?]
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kathitas tatra kartavya[s] tathaiva [ka]vipumgavaih ||
vastunetrrasadinam nasti yatra vinirnayah |
450 tatra te tu prakartavya yatha yogyam yatharuci ||
granthasamkhya yato nasti tatra syat sasti sammita |
sato samkhyathava naiva tadirdhvam nitinirnayah ||
granthasamkhyoktiniyamah kaiscin nastiti coditah |
samkhyasamsya[??] tatra prabandh[? ? ? ?] gunolj]jvala ||
455 sarvesam paficamam te[?] gadyam va kalikadikam |
kavinetrprabandhanam namna yuktam prakalpayet ||

iti laksanadipikayam paribhasanirGpanam nama dvitiyah prakasa[h] [. . .]

? ? ?]ksanabhedanam laksanam tan nirtpyate |
ekasmin chandasi sveste vakyarthaptir hi muktakam ||
460 muktakadvitayena syat yugalam tu tribhis trayi |
caturbhir vedamalokta paficabhih paficaratnakam ||
sadbhi[? ? ?] malam syat saptabhis tu ragavali |
astabhir gajamalokta bhaved astakam eva ca ||
ratnamala tu navabhih dasabhir dasakam bhavet |
465 ekadasabhir ukta syat rudrali catukovidaih ||
syat dvada[$a]h tu catinama|?]maleti kirtyate |
ojahkanttigunopetaih gaudaritisamanvitaih ||
astabhih kathitaih padyaih kalikotkalikakramail |
padyena navamenante hrdyam sarvavibhaktitah ||
470 jayety upakra[mya] purvam udaharanam[? ? ?] |

atra sarvani padyani netrnamankitani ca |

459 vakyarthaptir] vakyardhaptir
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475

sakvarryadini baddhani malinivrttamadimam ||
iti prabandhadipikayam trtiyah prakasah |

athodaharanadinam uddistanam yatha kramam |
laksanam kriyate samyak purvacaryyanusaratah ||
vibhaktih prathama pascat evam sambodhanantima |
dvitiyapramukhas sapta[? ? ?] syur vibhaktitah ||
sakvaryyadimahachandonibandho yatra drsyate |

padye padye kramopetanetrnamavibhaktiyuk ||

480 jayetyadipadopetam malinivrttamadimam |

485

kimcadya vapi cantya va kalikastadala smrta ||

kalika to [? ?] matra va kimcid anapi solj]jvala |
vibhaktyabhyasasamyukta caturdha va susobhana ||
bhaved utkalikavete purvoktankasya te ubhe |
ojahpradhanah $abda[s] syur yatra netrgunolj]jvalah ||
syad yatra gaudariti[r] ya yatra bandho[? ?] dhurah |
bhaveyur yatra netarah surasuramahisural ||

guravah ksonipala$ ca samanttas sacivadayah |

481 smrta] smruta

484 purvoktankasya] purvoktamkasya

475 athodaharana . . . udaharanam bhavet] Compare AS 11.6-12: athodaharanadinam laksanam kathyate ‘dbuna |
kalpaniyani padyani sapta saptavibbaktibbib || sambodbandrmika cante vibbaktistvastami bbaver | Sakvariprabbrtini syus-
chandamsyasya yatharuci || ritib pradhana gaudiya gatib syad drutamadbyama | ojabprasadhanab Sabdah sanuprasab
kvacitkvacit || vibbaktighatana catra yathakamam kramena va | tatradyam malinivrttam jayetyadisamanvitam || gadyat-
makadalanyastau pratyekam sayatini ca | ante titkalika karya samastaikapadarmika || ante padyasamayukea yaryanuprasasob-
hini | caturutkalika syadva vibbaktyabbasalafichita || kalikotkalikamrstanavyatalalayakrama | pratipadyam bbavennetrnama

tattadvibbaktimat ||
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490

495

500

505

510

yatra syad rasasampurttis tadudaharanam bhavet ||

kalikotkalikayah svarapam nirtpayati yatha—

adyanttatalamatra [? ? ? ?] stam dalastakam |
dvaye dvaye ca dalayor adyanttaprasacitritam ||
sravyastabakasamyuktam kavyam tat kalikocyate |
talas tattanmatragananurapakriyamanam ||

matranamadalesu samyenavasthitah |

samamta [. . .Jtraganah yatir dalamadhyagato vi[c]chedal |

tadardhamatrakam kimcit Gnamatram athapi va |
samastaikapade saptadasamanke prthag dalam ||
sarvatra va caturthyam va vibhaktyabhasabhasuram |
talasu prasayatibhi[? ? ? ?]m ivo[j]jvalam ||

kavyam utkalikam prahur netara$ camaradayah |
etadevastabhasadhya udaharanamatrka ||

astavibhaktiskandhanty[ame] tadevodaharanam |

ekasmin vibhaktiskandhe yathakramena samskrtadiyogil. .

tam bhavati |
ekasmin vibhaktiskandhe yatha kramena
tadudaharanamatrketi |

iti prabandhadipikayam caturthaprakasah |

yasmin tatkalikamatrardhanyavyasta padadika |
bhaved utkalika tat syad udaharanama[? ?] ||
[uda] haranamatrasya syad vibhaktyastaka yada |

samskrtadyastabhasadhya udaharanamatrka ||
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udaharanamatra syad yada sambuddhivarjita |
tada syat sladhari namna sarvatra paritosita ||

sis kalika[? ? ? ? ?] mevam syat yadyutkalikaya vina |
kalyaniti tada namna vikhyata bhuvanantare ||
yadudaharanam khyatam bhavet kalikaya vina |

utp[h]ullakam iti khyatam namna catuvisaradaih ||

s20  kecid utkalikalopi kalikalopi kecana |
kecit sambuddhilopyaitadavyayam bahavo ’bhidah ||

atraikam bahavo ’bhidad ity anena prathamadyaikaikavibha[. . .] mena nibadhyamanad

u[da]haranabhedih kaiscid utkalika sucita |

antte nustubham aryyam va kavikrtyakhyayanvitam |
525 kuryyac catuprabandhanam ayam sadharano vidhih ||
iti prabandha[dipi]kayam udaharanabhedanirapanam nama paficamaprakasah |

svanyasadharane ceti strinam adau trirapata |
mugdhyamadhyapragalbatvabhedat tasam trirapata ||
anena prakarena navavidha— dira adhira diradhira iti ekaika trividha | evam saptavimsatih |

s30 svadhinapatika[?] astavasthabhedena ekaikastavidhadita | evam sodasadhikasatadvayam |[. . .]

522 atraikam] atra ekam
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Government Oriental Manuscripts Library, D.12952

According to Sarasvati Mohan, this manuscript was bound in the same paper volume with a (now
missing) transcript of D.1494.

On the whole, the manuscript is very confused. From the sorts of mistakes made in it, it seems
that the scribe may have known Telugu script but not the Sanskrit of the text. Because the problems
are too numerous to account for at present, I have included only the first section (pariccheda) of the
text since, as I have argued, it demonstrates the relationship between the two manuscripts.

Materials: Telugu script; ink and pencil on paper.
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pranamya vidvajjanakalpapadapam kavim kavindra$ citapadapamkajam |
vibhum prabhum visvasrjam mahesvaram pravaksyate laksanadipikeyam ||
anyagadyapadyaprabandhanam chandolaksananiyamakasya granthasyadau tatprakarah parikathyate
| pakaraprayoge doso ’sti | katham ucyate | nah pratapi bhayasaukhyamaranaklesadahakrt pavarga
ity alamkarasamgrahe | padyadau vinyastat bhajaparanadaks[ar]adirahitad iti kavikanthapase ||
api ca dosantaram aha | pakaro rephasamyukto ’py atidosakarah smrtah camatkaracandrikayam
— ksam vina krarasamyuktah saumyas tyajyo visannavad iti | kimca — ro dahi vyasanam lavav
iti | api ca — yo laksmidhara$ ca daham iti | nanu prakaraprayoge doso nasti | katham raksaya

prakarah syad iti | hrasvaprakarasyamrtaksaratvac ca | tatha akacatatapayasavarga amrtah prokta

2 laksanadipikeyam ] laksanadipikayam

3 parikathyate ] parikadyate

pakaraprayoge | vakaraprayoge

nah . . . pavarga] napratapibhayasaukhyamaranaklesatapakrtilt|
7 ksam vina krarasamyuktah] krarasamyuktoh

7 saumyas tyajyo visannavad | saumyastyaja visantavad

7 ro dahi vyasanam lavav] ro dahivyasanalavad

8 yo] ya
8 nanu] anu

9 prakirah] prakarah

3 anyagadyapadyaprabandhanim chandolaksananiyamakasya granthasyadau tatprakarah parikathyate ] This is seem-
ingly a commentary on the benedictory verse that opens the work.

4 nah. .. pavarga] AS 1.28cd-29a

7 ksam vina krurasamyuktah saumyas tyajyo visannavad] CC 1.27cd

7 ro dahi vyasanam lavav] AS 1.29b

8 yo laksmidhara$ ca diham] Compare AS 1.29a: yas tu laksmido

8-9 raksaya prakirah syad] A reference, perhaps, to CC 1.25a: raksadayi pakarab
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10

15

20

visani dirghani | api ca rephayukto ’pi $ubhapradah | pakaro rephayukto ’pi sphutam kavyamukhe
$ubha iti|

tatha coktam kavibhih— nyayasare — pranamya sambhum iti | bharataratnakare — prasaktari
patram iti | yogaratnalaye — pranamya $irasa devam iti | ityadivacanabahulyac ca dosad bhedakava-
canalpatvac ca granthadau viracitarephayuktapakarah $ubhaprada eva | tatha kumarasambhave |
eko va doso gunasannipate nimajjatindoh kiranesv ivanka |

athava avyadaréa 1.1caturmukhabhidhanau tu cavarno jagano ’pi ca brahmanamnankitatvena
kavyadav api $obhanau | camatkaracandrikayam —

mangalarthabhidhane ca devanamankite ’pi va |
gano na dusyo varnas ca devatadhisthitasmavat |
api ca—

devatavacakas sabda ye ca bhadradivacakah |

10 rephayukto 'pi] rephayuktapi

10 $ubhapradah] $ubhaprada

10-11 rephayukto pi sphutam kavyamukhe $ubha] repayukto 'pi sphatam kavyamukhe $ambha
12 nyayasare] syayasire

16 caturmukhabhidhanau] catumukhabhidhanau

19 dasyo varna$] masyo varnas

19 devatadhisthitasmavat] devadhisthitavipravat

21 $abda ye ca] $abdayaca

10-11 rephayukto ’pi sphutam kavyamukhe $ubha] CC 1.45¢d

15 eko va doso gunasannipate nimajjatindoh kiranesv ivanka] Kumarasambhava 1.3

16 caturmukhabhidhinau] K

18 mangalartha . . . a$mavat] CC 1.42. Compare CC 1.42ab: marngalarthe abhidhane va devanamankane 'pi va

21 devatavicakas . . . 'piva] AS 1.35
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25

30

te sarve naiva nindyah syur lipito ganato ’pi va ||

mangalasabdas sahityacadamanav uktah | atha siddhapranavasihsériparvatasuryacandradirghayur-
arogyakusalasagaramekhaladya mangalasabdah |

atha nayakalaksanam aha — kalamrduvacanaracanah karunabhavah kalanidhir vinayo vitarana-

karasilo vicaksano nayako jiieyah | tatha sahityacandrodaye—

kalapratito bhavajno vadanyah kavitapriyah |
mahanubhavo vinayi nayakah parikirtitah ||

anena dhirodattadinam laksanam aha | tatha sahityaratnakare—

gadyapadyaprabamdhanam racitanam kavisvaraih |
caturdha nayaka jiieya dhirodattadayah kramat || tatra—

rjuh krpavan madhuras satyavadi jitendriyah |
mahaprabhavo vinayi sa dhirodatto nigadyate || ramacamdrodayah |

darpahamkaramatsaryamayachadmavikatthanaih |

22 te] re

25 vinayo] vinaya |

25-26 vitaranakarasilo | vitaranakarasilalo

33 sa] na

33 nigadyate] nigadyatau

34 chadmavikatthanaih] cadmavikaddhanaih

32 rjuh . . . midhavasugandikidayah] Compare D.1494 11.351-361. The definition of the dhirodatta type is
thematically similar but the precise wording differs. The two manuscripts share the same definition for the other

three types.
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35 parusa$ capalas cando dhiroddhata udahrtah || ravanajamadagnyadayah |
nirjitasesasatrtvan niscito nirupaplavah |
sacivanyastasamrajyabharas sukhaparayanah |
kantaparavaso neta syad dhiralalito mrduh || vastsarajagnivarnadayah |
vijianavinayopayacanah saujanyasamyutah |
40 madhurapriyavadi ca dhirasanto dvijo vanik || madhavasugandikadayah |
evam vidher nayakaih kavi$varanam kulagotranamadheyayasomaha|t]tvavrttani parito vicarya
prabandho ’ngikartavyah |
kavisvaralaksanam aha singabhupaliye—

$ucir daksa$ $antas sujanavinutah [. . .] kalavedi vidvan kalamrduvadah kavyacaturah |
45 krtajno daivajiias sadayahrdayah satkulabhavah subhakarah chandogunaganarasajias sa hi kavih |
asya padyasyadau prayuktena $ucisabdena vipra ucyate | tatha srutih — $ucir vipras $ucih kavir
iti | tasmad vipra eva kavih | na tu $udradayah | tatha hi —

na sudro na ca vaisyas tu na narendrah kadacana |

35 capala$ cando] ca laghu$ camdo

35 ravanajamadagnyadayah] ravanamimadagdhyadayah
36 nirupaplavah ] nirupallavah

37 sukhaparayanah ] sukhaparayanah

38 vastsarajagnivarnadayah ] vatsanabhagivarnadayah
40 madhurapriyavadi] madhurapriyavadhi

40 dhiraéanto ] dhiranaumto

44 sujanavinutah ] sujanavinutaratah

44 vidvan] vidyan

44 kalamrduvadah] kalamrdupadah

45 krtajfio daivajfias] kretaj[fi]o ??$nidaivas

46 $ucisabdena] $usisabdena
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50

55

60

vipra eva kavir nunam atrodaharanam srutih |
yajusi | sucih kavir iti | kavirajagajankuse—

sunadugdham yatha tyajyam padyam sudrakrtam budhaih |
gavam iva payo grahyam kavyam viprena nirmitam |
kavi ravir iva nanagranthaprayogesu tattaddesiyabhasalaksanodaharanesu ca pravino bhavitavyah

| tatha tatha sahityaratnakare—

anekachandasam samyag ajnatva laksanani ca |
karoti gadyapadyani prabhtinam mrtyur eva sah ||

tasmat kavitalaksanajijiasatatparanam kavinam prabodhanartham nanalaksanodaharanany akrsya
vaksyate laksanadipika | atha ganasamkhyam vaksye haraprasadad visuddhamatim pingalanagam
satkavipumgavanutam namaskrtva | vyasavalmikadisu kavisu vidyamanesu pingalanagasya namaskarah

katham kriyate | chandolaksanakartrtvad ayam avanamaskaryah | tatha sahityaratnakare—

49 atrodaharanam ] amdrodaharanam

50 kavirajagajanikuse ] kavirdjagajamkusa

52 payo] ?vya

53 nanagranthaprayogesu] nanagramdhaprayagesu
53 bhavitavyah] bhavityah

55 anekachandasim ] anena camdasim

55 ajfiatva] pthnacva

55 laksanani ca] laksanam aditah

56 karoti] karori

56 sah] nah

57 kavitalaksanajijfiasatatparanam ] kovitalaksanajijidsatatvaranam
59 vidyamanesu] vidyamanisu

60 katham] kadha

60 chandolaksanakartrtvad ] chamdolaksanakatrutvad
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65

chandojfianam idam maratrinal[?]libe $ubham
[?2?]namdirtataprapa sanatkumarakavir agastyas tato vakpatih |
tasmad devapatihtatah phanipatis tasyanugah pingalah
stakhyasyairmunikharmah[a] tmabhir idam bhumau pratisthapitam ||
gadya | iti kavinutavitaranavijitaparijatapotanamatyasahajata caturyagunabhiramasrimadayyalu-
mantri$ekharagarbharatnakaraérigauranaryaviracitayam laksanadipikayam prathamah pari[c]chedah

62 agastyas] agatyas
63 devapatih ] devapatik

65 kavinuta . . . sahajata] kavinutavitaranavijitaparijatapotanamatyasahadata
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Appendix B

A Light on the Properties: English

Translations from the Laksanadipika

GOML D. 1494

Lotus-faced Sita’s sun, for whom Sita’s the only one,

Sita’s sweetheart: him do I praise for the goodness he brings the world.

I praise the goddess of Song who, fond of playing the lute resting on her left

breast, is much like a bee rollicking in the fragrance of his lotus-face.

There was a famed king, feet are tinted by the array of other kings’ crown-jewels,

the full moon over the ocean of the Recérla dynasty—the powerful Lord Madhava, son of Singa.

He had a great minister who bore the burden of his lord’s command.

Pota the noble was his name, and he bore the yoke of royal politics.
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And that great crown-jewel of counselors had a younger brother, the eminent Ayalu;
and he had a son named Gaurana who was skilled in politics.

I am he—and freed of any stain by moon-crowned Siva’s grace.

Now, bowing first to Pingala, the well-praised and most-prized bull among poets,
and having assembled the best examples from the key sections of the rulebooks
I now deliver this illumination of those rules for the benefit of the best folk.
Warding away the darkness of [poetic] faults with [. . .] oil from a vessel,

this here rule-illuminator—a veritable lamp of words—shines.

The phonemes’ origin, then their manifestation and after that their number, then
a discussion of their elemental seed, then their colors and planets.
Then their [?], then distinguishing the harsh from the pleasing,
then stipulations on their usage, and their consequences good and bad;
Then the metremes—their definitions, their form, and their presiding deities;
their colors, their incompatibilities, their planets, and their consequences good and bad.
Then a discussion of their compatibilities and incompatibilities, their sidereal and tropical zodiacs,
and then, in turn, the deadly times, the planetary positions, and worshipping of the Matrkas.

And then the definitions of authors, patrons, and genres.

Everything shall be taught here by me, for I know all the rules.
Should a poet utter a verse without knowing all of this,

he’ll be stabbed through with thorns like a monkey up a screw-pine.

On this, see the Crown-jewel of Literature, too—
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“He is truly the death of kings who crafts prose and verse

without properly understanding the rules of all the meters.”

And Moonlight on Astonishment—

“When even a single fault is found, a set of observances is spoiled.

Precisely this is a fault’s inherent power. And so—what are we to do?”

And as I myself say— “Thus, the wise-man who has cultivated the craft of fashioning amazing poesy,

and who longs after a leader’s sovereignty—he should avoid a fault as if it were poison.”

The phonemes’ origin according to the Crest-jewel of Literature—
“All knowledgeable folk say the phonemes’ source
is the divine god Siva who consists of the Singularity with the goddess Siva.”
According to the Forehead-mark of Sarada—

4

“The phonemes are born from the singularity which is made of Siva and Sakti.”

The phonemes’ elaboration according to the Essence of the Emenation:

“Expressed by aspiration out through the hole of the susumna.”

The phonemes’ places of articulation according to the Manifestation of the Forms:
“The phonemes’ eight places of articulation are the chest, the throat, the soft palate,

the root of the tongue, the teeth, the nose, the lips, and the hard palate.”

Their number according to the Forebead-mark of Sarada:
“The vowels are sixteen, the consonants twenty-five,

the quasi-consonants ten. They all give pleasure, wealth, and dharma.”

By this account, there are fifty-one phonemes. According to Moonlight on Astonishment, the
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phonemes beginning with 4 and ending with ksa are forty-nine. By the statement made in the Sea of
Three Commentaries—that according to Sambhu the phonemes are thought to be either sixty-three
or sixty-four—one finds that those numbers are possibile. But the opinion here is that the phonemes
from a to ksa are precisely fifty: the graphemes from a to ksa are fifty-one; and there is no difference
between the dental /a and the retroflex [a since nothing has been taught in the matter of the retroflex’s
inherent phonemic goddess. Others say that ksa is absorbed within the constituent phonemes ka and

sa. But, according to the Essence of the Emenation:

“After ka and sa, the earth. It is thought that there would be a coming together of ka and sa.

Through that, the ksa phoneme is produced. Its deity is the man-lion.”

Because Sankaracarya has in this way said that it is distinct, there are precisely fifty phonemes.
That is actually said in the Efssence of the Emenation, where it says "according to the differences of the
fifty phonemes.” See also the Mirror of Mantras—

“The phases of the fifty phonemes offer all prosperity.”

And also see the Crest-jewel of Literature:
“Born out of five faces, endowed with the qualities of the five elements,

the garland of the fifty phonemes blazes like a fire in five colors.”

For their most essential elemental seeds, see the Forehead-mark of Sarada—
“The matrkas arise from the cause of the five elements;
and from them the phonemes, born of the elements and classed five by five—
Wind, Fire, Earth, Water and Ether: so go the fifty graphemes in order,

with the five short vowels, the five long, the nasalized, and the diphthongs.”
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The Essence of the Emenation also has, “five short vowels . . . .” See also the Crest-jewel of Literature:

“[They] are endowed with the qualities of Wind, Fire, Earth, Water, and Sky

distributed five-by-five throughout the ten classes of graphemes.”

On the planets of the syllabic classes—
So then: the Sun for the vowels; Mars for the gutturals;
Earth for the palatals; Venus for the retroflex class; Mercury for
the dental class; Jupiter for the lablials; Saturn for ra;

and the Moon for the semivowels: Thus are the seven planets to be known.

In the Crown-jewel of Literature is a statement of their affinities and enmities:

[damaged]

On that point, the manner of deploying the phonemes according to the Forehead-mark of Sarada:

“Weak-breathed and great-breathed are two types.
The wise say here that the great-breathed are four sibilants.
Some say the same as well as the retroflex class among the consonantal classes.
The weak-breathed are the remainders, though others even count $a and sa.
Both are also labeled in two ways according to whether they are pleasing or harsh.
Weak-breath phonemes pronounced with their own kind are considered pleasing.
Whether combined with their own kind or another, great-breathed ones are harsh.
Some weaked-breath phonemes are called harsh when combined with ya, la, or va.

Some say that harsh phonemes become pleasing with a nasal.
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The difference must be known; and their number at the beginning of prose or verse is counted by the
wise.

These phonemes are employed as is appropriate to the rasa and so forth.”

Insight into their usage is given in the Essence of the Emenation:
“One mora is defined as short. Two morae is long.

)

Three morae should be known as extended. A consonant adds a half~-mora.’

Given this, the principles should be:

The phoneme a contains all the gods, red its color, universal subjugation its power.
The phoneme a: Parasakti its divinity, white its color, attraction its power.
The phoneme i: Visnu its divinity, black its color, and protection its power.
Mayasakti is the divinity of the phoneme i; yellow is its color, the subjugation of women its power.
The phoneme u: Vastu its divinity, black its color, the subjugation of kings its power.
The phoneme u: Earth its divinity, black its color, the subjugation of kings its power.
The phoneme r: Recognizably of Brahman, yellow its color, eradicating afflictions its power.
With the form of [$ikhandin] is the phoneme f, its color of collyrium, eliminating fever its power.
From the Asvinis come the phonemes | and 1, white and red their respective colors, forestalling fever
their power.
The phoneme e: Virabhadra its divinity, yellow its color, granting power and success its power.
The anusvara: Mahesa its divinity, red its color, bestowing happiness its power.
The visarga: Kalarudra its divinity, red its color, severing the bonds its power.
With Prajapati as its divinity, the phoneme ka: yellow its color, conferring a livelihood its power.
From the four guttarals, Fortune; but there is ignobility from the phoneme na.

Delight and happiness from ca and cha; the boon of a son from ja; danger and death
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from jha and na. From ta and tha strain and hardship; beauty and unattractiveness from da and dha.
And confusion from na. Ta and tha would be the cause of war. Da and dha give happiness.

Na gives torment. Danger, contentment, death, dificulty, and pain are what

labials do. But ya gives fortune. From ra, pain. Addiction from la and va.

Sa proffers happiness, but sa gives hardship. Sa provides happiness.

Ha causes pain. Addiction is given by la. Ksa causes total prosperity.

And in the Crown-jewel of Literature:

a gives pleasure; but used in negation, it's the opposite.
a gives joy; but is inappropriate in the sense of anger and the like.
i, 7, u and 7 lead to satisfaction and desires.
1, 7, | and [ are causes for the obstruction of lineages.
¢, ai, 0, and au bring pleasure, ultimate release, and wealth, respectively.
Velar consonants generate prosperity. ¢ destroys fame.
ch and j eliminate disease. jb and 7 bring death.
¢ and th cause depression; d is auspicious; db hurts beauty.
n causes the attainment of goods. ¢ destroys obstacles.
th causes to war. d and db generate steadfastness.
n causes suffering; but when it proscribes difhiculty, it can be auspicious.
p gives protection. ph terrifies.
b causes good health. bh causes very good fortune.
m disturbs. y gives glory. r burns.
[ causes dullness. v is a mine of health and long life.

The three sibilants and b offer happiness, discontent, prosperity and ultimate joy, respectively;
combined with k to produce
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ks, there is cruelty: though pleasant it should be avoided like poisoned food.

Here and there the things I have taught are available; even though it lacks proper sources, some

mutual agreement is to be expected.

And what is more, without the use of a wind element, there is the [conveyance of purification]:
There is in the North . . .” (Kalidasa); “There was a lord of all . . .” (Bhatta Bana); Then, “Just
like a jujube . . .” (Subandhu); [. . .]: All these and others are correct because of the use of the

na-metreme at the beginning.

As it said in the Moonrise of Literature:

If the na-metreme is used at the beginning, a base phoneme becomes auspicious:

iron takes on the gold by touching that which can be rubbed.

But when the ethereal element is used, there is in Vadindra’s statements like “Honor to hard-to-
ward samsara’s . . .”; and also with words like “Glory’s lord in the glorious” [of Magha] or “On the face
the Four-faced . . .” [of Dandin], even though there are ethereal and wind elements at the beginning

of a proscribed metreme, because there is reference to a divinity, there is prosperity. This is said in

The Leash for Poets:

“Words that refer to divinities or blessed things,

they are never to faulted whether written or spoken.”

See also Moonlight on Astonishment:
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“When denoting an auspicious thing or referring to gods,

a metreme or phoneme is not faulty, much like a stone installed as a divinity.”

Thus, there is a fault when these are used ignorantly. According to The Leash for Poets:

“And when the letters are purified, the patron gains wealth.

Otherwise, there are many problems for both, no doubt.”

And in Moonlight on Astonishment:

“Placed at the beginning of poem phonemes—the embodiment of various divinities—

produce fortune and misfortune for the poet and patron both.”

The technical designations of the metremes are commonly given in metrics as ma, ya, ra, sa, ta,
ja, bha, na, la, and ga. The form of the metremes is that in which literature roams the world. On that
same point, the classification of metremes is in terms of their beginning, middle, and end positions.

The divinities of the metremes are given in the Ocean of Literature:

Those named as Earth, Water, Fire, Wind, Sky, Sun, Moon, and Soul

are the divinities metremes and the eight manifestations of Sanikara.

Their colors are given in The Crown-jewel of Literatre:

The metremes, named ma, ya, ra, sa, ta, ja, bha, na respectively,

their colors of those of their individual divinities.
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And according to me:

are the colors of Soul, Moon, Sun, Sky, Wind, Wind’s friend Fire, Water, and Earth, the manifesta-
tions of Uma’s lord.”
So I have said the . . . And it is similarly said elsewhere in the Essence of the Emenation:

And in The Forehead-mark of Sarada:

“Self-illuminating is the Ether; Wind is dark; Fire is red; Water is clear;

Tawny is the Earth: Thus are the five elements known according to their respective bases.”

The planets of the metremes are given in the Ocean of Literature:

“Speaking of Fire, Earth, Ether, Water, and Wind, the sages say

the planets of those particular metremes are, respectively, Mars and so on.”

And so, according to the The Big Book of Nativities:

“For the metremes of Fire, Earth, Ether, Water, and Wind, the presiding deities are, respectively,
Mars and so forth.”

So for the ja and bha metremes . . . for their planets are just their own presiding deities.

Thus it is said in The Moonrise of Literature:
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“For the ma, ya, ra, sa ta, ja, and bha metremes, Mercury, Venus, Mars, Saturn, Jupiter, the Sun,
and Moon

are all the planets. Their regulation is known according to their condition—such as their qualities.”

Here . . . because it lacks any fault in terms of its planet and so on, the na metreme is not

considered, for as the Crest-jewel of Literature says:

“No planets, nor zodiacs sidereal or tropical, nor afhnity,

nor worry over the unsuitability of phonemes should there be with respect to using the na metreme.’

And, furthermore, it is used at opening of compositions by well-known poets: In the work of

Sivabhadra there is “Now I bow” and in Nala’s Triumph, “The house of the heart.”

Now: the auspicious and inauspicious produce of the metremes is given in Moonlight on Astonish-

ment:

“All heavy, the ma metreme gives security, its god the Earth.
Light in the beginning, the ya metreme produces wealth, its god Water.
Giving propserity and light in the middle is the ra metreme, its god Fire.
Heavy at the end, the sa metreme brings destruction, its god the Wind.
Light at the end, the ta metreme produces prosperity, its god the Ether.
Heavy in the middle, the ja metreme produces illness, its god the Sun.

Heavy at the beginning, the bha metreme gives contentment, its god the Moon.”

Now, some condemn the use of the ta metreme. For example, in The Ocean of Literature, it says:

“The Ether holds out nothingness.” And in The Leash for Poets: “Ta: Ether, light at the end, [empty].”
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And in [a work on] Literature: “The metreme of Wind, auspiciousness; Sky—null and void.”

This is a matter of a metreme connected with a hostile metreme. The Moonrise over Literature says:

“When it is governed by a benefic planet, the ta metreme is a good metreme. Deficient
it brings auspicious or inauspicious results depending on its connection to friendly or hostile me-

tremes.”

So, for example, there is a use of the ta metreme for an agreeable purpose in Amaru’s work: “Hand

»

to face with taut bow-string . . .

Similarly, in some places a disagreement over the use of the ma metreme is evident. For example,

in The Moonrise over Literature:

“Though benefic, the metreme is harmful when connected to a harmful metreme,

just as is the case with its presiding planet Mercury when it is connected to a harmful planet.”

As the Essence of the Compendium says: “Mercury joined with a bad planet is bad.” This is a matter

of a metreme influenced by a hostile planet. And on this it is said in [a work on Literature]:

“For the poet and the patron, too, the ma-metreme, which is determined by Mercury,
brings a result of all pleasures when connected with the sa-metreme.

But it is well-establed that the sa metreme [. . .] the lord is harmful.”

According to the Essence of the Compendium: [. . .]. And, just in this way, because of the excep-

tional compatibility of Mercury and Saturn, the ma-metreme followed by the sa-metreme prodigiously
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produces auspiciousness. This has been accepted by the great poets: “As sound and sense are bound,”
says Kalidasa; and “Skull impressed on crown,” says Bhavabhati; and “Unimpeded I revere,” says

Murari.

But there is an exception in the use of the ra-metreme according to the Moonrise over Literature:

“The ra-metreme brings glory to men when followed by the sa-metreme
at the beginning of prose and verse compositions. On that point, an example.
“betave jagatam eva” (to the cause of the worlds).

And what is more, there is a [special] affinity between Fire and Wind, the presiding deities for
the metremes. In the words of Amarasimha, [fire] has wind for a friend. Because, as Moonlight
on Astonishment has said, the effect—like a son—can extend no inauspiciousness in the presence
of its cause, and because the condition of effect and cause obtains between wind and fire, it is well
established. That being so, if one should object that it's dangerous because of a statement in the
Leash for the Poet’s Throat which says “When fire is first, danger,” that view is not accepted because it
contains a bahuvrihi compound that means “that which has the wind before it"—which is exactly like
the Ocean of Literature says: “The union of Wind and Fire [. . .] the Earth [with] the danger of a
great fire thronged with wreathed with a horrible blazes.” However, Fire, eater of the sacrifice, brings
good fortune. As Manu says: “The eater of the sacrifies shall bestow good fortune.” That which is
said by Manu [. . .] is simply to be accepted. “For, inded, that which Manu has said is a remedy,”
says Sruti. Therefore, the ra-metreme followed by the sa-metreme creates good fortune.

Now, the particulars of using the ja-metreme:

The ja-metreme, because the Sun is its divinity, destroys disease but makes no faults.

It should be recognized as the best of all the metremes, just as the Sun is supreme among the planets.
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Furthermore, by the merest trace of the Golden One’s compassionate glance, Mayura became de-
void of blight and seemed like glittering gold. There are also Sruti and Smrti on this point: “O Sun,
vanquish my heart disease and jaundice. One should seek good health from the Illuminator,” says
Visnu. Sruti and Smrti [. . .] This is in the sphere of the ja-metreme followed by the ta-metreme.

As it is said in the Ocean of Literature:

“Next to the ta-metreme, all desired ends always

does the ja-metreme, the Sun its divinity, grant to poet and patron.”

The usage of great poets: In Bharavi’s poem, “$riyah kuranam”; in the Essence of Logic, “pranamya

$ambhum jagatah patim”; in the Naisadha poem, “nipiyya yasya ksitiraksinah.”

However, there is disagreement over the usage of the bha-metreme. In the Moonrise of Litera-

ture, it is said:

“Used at the opening of a prose or verse work by dim-witted poet,
the bha-metreme spells the end to the patron because it is dark-colored and of the Night-making

Moon.”

Yet, tradition has it that Moon is dark in color; but it has been well-established that it consists of

water. According to Varahamihira:

“Reflected in the Moon, which is made of water, the rays of the Sun destroy

the nighttime darkness as if set within a mirror in the middle of a house.”

[So,] water is actually transparent in color. . . . As a crystal is red in the presence of the China
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Rose, so does the Moon’s color depend on the influence of this-or-that conditioning factor. As it is
said in the Essence of the Compendium: “The Moon’s color depends on the influence of this-or-that
conditioning factor. Red, yellow, white, and dark: these are the four colors of the Moon. The colors
of the Moon are produced by the colors of the [other] planets.” Therefore, the Moon’s being black
in color is actually possible; [and] a black Moon is fatal. Even this statement is made according to
the very same text: “When there’s a red Moon, war. When its dark, death—no doubt. When it’s
yellow, there’s good fortune. When it's white, the most auspicious circumstances.” Thus does the
Moon-governed bha-metreme bestow fruit in accordance to its color.

And in the Ocean of Literature:

“Among the planets headed by the Day-maker . . . the Moon . . . shares with lustre . . .

like that does the bha-metreme [share] among all the metremes . . . qualities and colors.”

And again, the Ocean of Literature on the usage of the ya-metrme:

“Wise-folk know that naturally the ya-metreme is always fortunate,

but if it is followed by the ta-metreme even it becomes warped.”

And this is because of a natural opposition between their superintending powers Jupiter and Venus.

That is stated by in the Crown-jewel of Literature:

“The best poets must understand the enmities and afhinities of all the metremes

as always being due to the affinity or enmity of their superintending powers, the planets.”

It is precisely for this reason that the sa-metreme, though inherently faulty, is understood to

produce security when joined with a compatible metreme. The afhinities of the planets according to
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Gargya:

“For the Sun, Saturn and Venus are pronounced enemies; Mercury is similar.

Jupiter, the Moon, and Mars are its compatriots.

damaged
precisely friendly Sun and Moon [damaged]
Mars, Jupiter, Venus, and Saturn are considered the similar.
Mercury is enemy to Mars; Venus and Saturn the same.
The Sun, the Moon, and Jupiter are compatriots.
The Moon is friend to Mercury. The Sun and Venus,
Mars, Jupiter, and Saturn are considered similar.
For Jupiter, Saturn is neutral; Mercury and Venus are its enemies.
The Moon, Sun, and Mars are compatriots.
The Sun and Moon are deemed enemies to Venus.
Jupiter and Mars are neutral. Mercury and the Moon are compatible.
To Saturn, Jupiter is neutral, Venus and Mercury are compatible.

Mars, the Sun, and the Moon are enemies.”

Then the metremes’ sidereal constellations as given in the Moonrise of Literature:

“For the metremes, Taraka, Jyestha, Purvasadha, and Krttika,

Svati, Pusyottara, Mrgamurdhan, and Rohini.”

To this same meaning, the Leash for the Poet’s Throat:

“Tyestha for the ma-metrme; Bharani for bha; Mrga for ya; and for sa, Varupam.
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For ja should be Punarvasu; for ra, Krttika; and Svati for ta.”

According to the notion that Sravanam should be remembered for the ta-metreme, in another
verse, the constellations Sravana, Punarvasii, and Bharani are given for the ta-, ja-, and na-metremes.
But that is incorrect. Because of the metreme’s presiding deity and planet are identical, the constella-
tion is according to the observation. As Jayadeva says:

“[damaged].”

The tropical constellations for the metremes:

The Scorpion, Bow, Ram, Scales, Crab, Lion,

and Vrsabha are, in order, to be understood as the tropical zodiacs for the metremes.
And their ambrosial (?) periods given in the Moonrise of Literature:
“The ja-metreme at tamas; the ma-, ra-, sa-, bha-, and na-metremes at rajas; the ya- and ta-
metremes, which are devoid of quicknesss, at sattva.
Thus are the periods of death and life to be known for the metremes.”
As the Compendium Abbreviated says:
“The Bow, the Fish, the Crab at sattva; the Ram, the Bull, the Scales at rajas;
and at tamas the Virgin, the Lion, the Pair, the Doe are death.”

The conditions of the planets:

Bright, alone, gladdened, capable, peaceful, inflamed, [damaged], distorted, healthy, and fright-
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ened are the names for the ten conditions.

When a deed is done without considering them in this way, there is fault. So it is said in the
Crown-jewel of Literature:

“[damaged] again and again investigating the conditions of the planets of the metremes

one should compose a verse. If not, there would be much impropriety.”

And in the Ocean of Literature:

“The poet who performs poery without considering the condition of the planets
should be cast far far away by kings who care for their own survival.”

Now, the puja for the Matrkas according to the Crown-jewel of Literature:

“Having exalted Speech, enthroned on the phoneme-lotus, sounding the vina and so on,

only then should the poet begin to compose poetry.”

And this must be done only after the consideration of the phonemes, as is said in the Moonrise

over Literature:

“And right after the phonemes is the puja of Matrkas to be performed [damaged]

by the poet for the removal of phonetic flaws in prose, verse, and the like.”

According to the Forebead-mark of Sarada:

“One should visualize the throne with the phoneme-lotus. One should the figure using the miila-
mantra.

Having invoked it, one should worship the goddess there with her attendants:
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First, the enclosure of appendages; second with vowels in pairs;
third with the eight consonantal classes; after that according to their Powers;
fifthly pronounced with the Mother-deities; sixth, calling the lords of the worlds to mind;

and then pronouncing the lords’ weapons—Ilike the Thunderbolt—seventh.”

According to that method should one propitiate Siva in the phoneme with the proper services.
The character of the phoneme-lotus is defined in the Essence of the Emanation:
“Pericarp presenting the fourteen vowels up to the visarga in open space,
vowels inscribed on the filaments, the eight consonantal classes begun on each petal,
and well-endowed with [damaged],
the phoneme-lotus at the head is recalled as the Death’s Conquerorer, destroyer of poison that is the

»
mace.

When it is not done in this way, there is a defect, as it is said in the Moonrise over Literature:

“One who pronounce a verse recklessly without doing proper reverence to the Matrkas,

that poet, in the form of Death himself, brings harm [damaged].”

And according to the Ocean of Literature:

“If addressed to a potentate—whether a single verse nor an entire composition—

it should never ever be performed without worshipping the Matrkas.”

The poet’s character, according to the Crown-jewel of Literature:
“Pure, clever, calm, respected by good folk, [. . .], cultured, learned, a sweet talker, and poetically

adept,
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responsible, educated in omens, gracious, born of a good clan, auspicious in body, and versed in the

virtues of prosodic forms—only he is a poet.”

Moreover, according to the Moonrise on Literature:

“Never a $udra nor vaisya nor a ksatriya should he be.

Only the inspired—the brahman—is a poet. Scripture is proof here.”

The Royal Goad for Poets says:

“As one ought take the milk of the cow, so should one receive brahmin-crafted poetry.

Amongst all the prose and verse compositions of the lords of poets.”

The four heroic types—the steadfast noble, and so on—should be

known. in order. Their characteristics, according to the Crown-jewel:

“Fortunate in fame and valor; devoted to dharma, kama, and artha;
responsible and virtuous: such is the renowned hero.

The hero, endowed with such virtues, has four types.

damaged
truthful, not boastful,
of great power, disciplined: he is called the brave and noble hero.
For example, Ramacandra, Purtravas, and the like.
Prideful, egotistic, jealous, deceitful, boastful;
harsh, fickle, and furious: He is called the brave and arrogant hero.

For example: Ravana, Parasurama, and so on.
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Because of conquering all his foes, he is without worry [damaged]
the burdern of his rule entrusted to his ministers, he is focused on pleasure;
and fully submitting to his lovers, [damaged], he is sweet.

For example, Vatsaraja and others [would be the noble lover type].

Possessed of discernment and decorum, forebearance and amiability,
and speaking words sweet and kind is the peaceful noble type, which may be brahman or a vaisya.

For example, Madhava, Saugandhika, and others.

For each of these, there are four types in accordance with stages of Passions, namely:
the Daksina, Satha, Dhrsta, and Anukila.
And some say there are sixteen types of the hero.
And even these have three subtypes according to whether they are high, middling, and low.

Thus forty-eight heroic classes are pronounced.

Now, on the form of Rasa:

Comic is born from the Passionate. The Piteous is born from the Furious.
From the Heroic arises Wonder. And from the Fearsome springs the Revolting.

The Quiescent [. . . damaged].

Now, the colors and deities of the Rasas:

The Passionate is dark-blue. Visnu is its deity.
The Comic is ambrosia-white. Ganesh is its deity.

The Wondrous is lotus-colored. Brahma is its deity.
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The Revolting is the color of the storm cloud. Nandin is its deity.
The Fearsome is the color of smoke. Time, the destroyer, is its deity.
The Quiescent is the color of crystal. Brahma the Supreme is its deity.
When the soul is joined to the mind and the mind with the senses,
and the senses with various objects—that is the process of cognition.

Rasa is known as the enduring [emotion] manifested as the subsidiary emotions, etc. are cognized.

[damaged]
The Passionate Rasa is said to be fivefold by thos who are masters of that science.
The eight Rasas are known to have three further permutations according to differences their verbal,
formal, and active aspects.
The Passionate and the Revolting; the Heroic and the Fearsome;
The Furious and the Wondrous; the Comic and the Piteous. These pairings are incompatible.
The Quiescent—the best of them all—is neither compatible nor incompative with anything.
As a meal without salt, however well-cooked, is tasteless,

S0, t00, is an utterance without rasa. So, one speaks of Rasas [even] here.

Now, for Catuprabandha:

Poetry should produce things such as fame. Thus, it should be free of flaws.
Sound and Meaning should have good qualities and be properly adorned with rhetorical ornaments.
It is of three kinds—mixed, verse, [and prose].

Verses has been shown to be of two kinds, delimited according to either syllabic or quantitative feet.

I will further explain all of that below [damaged].

Prose, which lacks metrical feet, would be a sequences of words strung tightly together.
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It is said to be of seven kinds—Curnaka, [damaged: two types missing],
Kalika, Utkalika, Citra, Lalitam, and Khandam.

[damaged] with verses either separate or together

[damaged]

Beautified by Dalas composed with certain rhythms and breaks,

at the beginnin and end, and fit with pairs of Dalas,
damaged

would be called the Kalika.

Thre may be four or six or even seven Dalas.

Another could be of sixteen or thirty-two dalas.

Tala is said to be composed of twelve beats.

Yati is kind of break at the beginning of metreme in the middle of a Dala.

The learned declare the dalas as being in different places than tala.

Thus the definition of the tala with respect to the difference between Kalika and Utkalika:
Composed with tala and yati, marked by the semblance of some grammatical inflection,
or else—endowed with that appearance and combined with seven utterances,

and then followed by a Pallava with the Kalika-style rhyme—

That is the lovely Utkalika, composed of eight dalas.

An utterance that is flashy and of multiple styles is called gadyapadyam.

Lalitam is is that which has five words bound in compound.

Khandam is prose separated by breaks and caesuras.

All of these here are shown according to differences in sandhi, according to time an.
Mixed is that has a combination of prose and verse.

The types of catuprabandhas, each one individually, in order:

Poetry is said to be of three kinds: Superior, Middling, and

Low. This whole tripartite typology [is seen] elsewhere.
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Compositions, though, are of two kinds—Major and Minor.

The Major types are addressed to the fruits of the four ends of man.
They display all the Rasas and [descriptions] of places like cities.

The Minor types proclaim just one of the four ends of man.

They can be focused on one Rasa or hold many Rasa.

One should start them with a benediction,

And fashion completely pure syllables and metremes there.

Thus is there the ennobling of the poet, patron, and the composition.
If not, there would certainly be the attainment of undesirable things.
For that reason is the auspiciousness and inauspiciousness of syllables and the like described.
Accordingly, one should purify the opening of all compositons.

When the opening is purified, purity is achieved everywhere.

This was the first section on the description of the basic form of poetry in the Light on the Prop-

erties.

Supplementary rules are now written on this matter so that everything is clear.
[damaged]
For whichever composition wherever a grammatical case

is described it should be done [damaged]

On that very matter, as the regulation of tala and so forth for kalika and the like

is described, just in that way should it be composed by the best of poets.

Where there is no strict rule in matters of topic, protagonist, rasa, and so forth

those should be produced according to propriety and taste.
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Where there is no number of granthas [a unit of thirty-two syllables], the limit should be set at
sixty

or else one hundred: It is a judicious decision to never go higher.

Certain people aver that there is no rule stipulating the number of granthas.

[damaged]

In the fifth of them all, or in the prose section in kalika or the like,

one should work in the name of the poet, patron, and the composition.

This was the second section called the definition of the supplementary rules in the Light on the
Properties.
[damaged] the character is defined.
The resolution of a statement’s meaning in a single verse alone is an independent verse.
A pair is when there are two muktakas. A trio has three.
A Veda-garland has four; five and its a five-jeweled.
a [damaged]-garland has six. A set of rdgas has seven.
An elephant-garland has eight; it’s also called an octet.
A garland of jewels has nine. A decatet has ten.
A set of Rudras has eleven: So say those skilled in catu.
Among the citus, twelve would be celebrated as [damaged].
With eight verses following kalika and utkalika, filled the qualities of energy and beauty and endowed
with the Gauda style;
and then made beautiful at the end with a ninth verse with all the grammatical cases;

and starting out with the word “Victory!”: [that is an] Udaharana.
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In it, every verse is marked by the name of the patron,

and is composed in a long Sakvari meter, and the first should be in Malini or the like.

This was the third second in the Light on Composition.

Now, in order, the definition of the udaharana and so on

which have been mentioned already will be given in accord with earlier authorities.

There should be the first declension and so forth, and the Vocative should be last.
Starting with the second, seven [damaged] according to the declension.
The first verse should include the word “Victory” and be in the Malini meter.
And what is more, the first and/or the last should have a kalika of eight dalas.
Kalika [damaged] measures, or a little less [is] brilliant.
Or in four ways urnished with the semblance of a case ending and lovely
it should be. [Both kinds of] utkalika [. . .]
The diction should primarily be energetic such that the protagonist’s virtues shine forth.
There should be the Gauda style. There is [damaged].
The protagonists can be either a god, an oppononent of the gods, or a brahman,
a guru, a king, a vanssal, a minister, or the like.

There should be rasa. With things together there is an udaharana.

Similarly, the form of the kalika and utkalika is defined:

[damaged], possessed of eight dalas,
decorated with alliteration at the beginning and end of every pair of dalas,
and fit with bouquet of beautiful sounds: such a poem is called a kalika.

Tala, which is created according to the metremes of various measures,
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is similarly positioned [damaged and confused for the next two lines]

When it is shorter by half or even a whole mora,
when each dala is a single compounded word [of seven to ten elements?],
when everywhere or only in the fourth a splendour of the semblance of grammatical case,
and in the talas [damaged] shining forth:
that poem is an utkalika. And its protagonists are gods and so on.
And the very same filled with all eight languages is udaharanamatrka.
Contained sections for the eight declensions, this is just an udaharana.

In one section for the declension, in order, Sanskrit [damaged].

[damaged]

This was the fourth section of the Light on Composition.

That in which the first line is cast at half the length of the kalika
that is an utkalikd. The udiharana would be [damaged]
When there are eight declensions of length of an udaharanam,
and it is filled with the eight languages like Sanskrit and the rest, it is an udaharanamatrka.
When it is just an udaharana lacking the vocative section,
then it should everywhere be called the Slathari.
[damaged] if it is without the utkalika,
then it is known throughout the world as kalyani.
An udaharana without the kalika
goes by the name of utphullakam according to those adept in catu.

[damaged] they can kevalaryam.
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Some call it “lacking utkalika,” some say "lacking kalika,”

other say “lacking vocative.” There are many designations.

[damaged]

At the end, there should be a verse in anustubh or arya containing the names of the poet and the
poem.

This is the general practices for catu compositions.

This was the fifth section on the definition of the types of udaharana in the Light on Composition.
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D. 12952

Leading poets bow to the wish-granting tree of learned folk, the Poet and his revered lotus-feet

and pronounce Mahe$vara the pre-eminent lord, creator of the world.

The method is describe at the beginning of the book on text containing regulations about prosody
for other compositions in prose and verse. There is a flaw in the use of the phoneme pa: “na torments
and the labial class causes danger, contentment, death, difficulty, and pain [respectively]” says Poetics
Digest. “At the beginning of the verse are placed except for the phonemes bha, ja, pa, ra, na, and da,”
says the Leash for the Poet’s Throat.

Moreover, another flaw is noted. The phoneme pa connected with the 7a is considered extremely
faulty in the Moonlight on Astonishment: “Except for ksa, a pleasant connected with a cruel is to be
abandoned like poisoned food.” Also: “ra burns; la and va for addiction.” And more: “ya bears good
fortune; pain.” Yes, but there is no flaw in using the phoneme pra. [To the question of] how pra
could be for protection: because the short vowel and pra together are an ambrosial phoneme. For the
short vowel, velars, palatals, retroflex, dental, labial, semivowel, and sibilant classes are called ambrosial
and the long vowels poisonous. Further, even though it is conjoined with the ra, it is auspicious. Pa,
even connected to ra, is clearly auspicious at the opening of a poem.

And it is pronounced by the poets: In the Essence of Logic, “pranamya sambhum?”; in the Bharata’s
Ocean, “prasaktari patram”; in the Ocean of Yoga, “pranamya $irasa devam.” Because of so many state-
ments like those anothers, and because of the shortness of the brevity of the statement differientiating
it from a flaw, at the beginning of the text, pa written as a conjuct with ra definitely brings auspicious-
ness. As it is said in the Origin of Kumara: “Or as a single flaw in a host of virtues is submerged as is
the moon’s spot in its rays.”

Or else: as the phoneme ca and ja-metreme in the case of the designation “caturmukha” [four-

faced] [which opens Dandin’s Kavyadarsa] are also felicitous at the beginning of poem insofar as they
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indicate the name of Brahma. As it is said in Moonlight on Astonishment:
“When denoting an auspicious thing or indicating the name of a god,

neither a metreme or phoneme is faulty—like a stone installed as divinity.”

And, further:

“Words expressing a divinity or auspicious things and so forth

are all of them never to be censured whether written or pronounced.”

Auspicious words are given in the Crown-jewel of Literature: “siddba, pranava, asih, §ri, parvata,
siurya, candra, dirghayub, arogya, kusala, sagara, mekbala, and so on are auspicious words.”

The characteristics of the protagonist are given: Crafting gentle sweet words, compassionate,
wealthy in the arts, decorous, wont to generosity, and discerning is the patron known to be. As is said

in the Moonrise of Literature:

“Versed in the arts, insightful, well-spoken, fond of poetry,
greatly compassionate, and decorous is the patron known to be.”
The definition of the steadfast and noble and so forth are given with that. As it is said in the
Ocean of Literature:
“The four types of protagonists—the steadfast and noble and so on—should be known
for the prose and verse compositions created by master poets.”
And on that point—
Upright, compassionate, sweet, truthful, senses mastered,
of great eminence and decorous: he is called steadfast and noble.
Like Ramacandra and so forth.

Prideful, egotistic, jealous, deceitful, boastful;
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harsh, fickle, and furious: He is called the brave and arrogant hero.

For example: Ravana, Parasurama, and so on.

Because of conquering all his foes, he is without worry [damaged]

the burdern of his rule entrusted to his ministers, he is focused on pleasure;
and fully submitting to his lovers, [damaged], he is sweet.

For example, Vatsaraja and others [would be the noble lover type].

Possessed of discernment and decorum, forebearance and amiability,
and speaking words sweet and kind is the peaceful noble type, which may be brahman or a vaisya.

For example, Madhava, Saugandhika, and others.

Accordingly, possessed of such a protagonist and considering the kula, gotra, name, fame, and
greatness of master poets, a composition ought to be accepted.

The definition of a master poet is give in the work of King Singa:

“Pure, clever, calm, respected by good folk, [. . .], skilled in the arts, learned, a sweet talker, and
poetically adept,
responsible, educated in omens, of compassionate heart, born of a good clan, auspicious in body, and

versed in rasa and the virtues of prosodic forms—he is a poet.”

By the word “pure” used at the beginning of the verse, brahman is intended. As Sruti says, “Pure
is the brahman, pure is the poet.” Therefore only a brahman is a poet, and not a $udra or the others.

That is to say,

“Never a $udra nor a vaisya nor a king of men

but, truly, only a brahman is poet: Sruti is the example for this.”
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In the Yajurveda it is said, “Pure is the poet.” And in th Royal Goad for Poets:

“As dog’s milk should be abandoned by wise men so is a verse made by a $udra,

and as milk from a cow is acceptable, so is a poem created by a brahman.”

The poet and is like the sun should be aware of the usages of many texts and the examples of rules

and languages of various regions. As is said in the Ocean of Literature:

“Without knowing correctly the definitions of meters,

one who makes prose and verse is surely the death of kings.”

Therefore, having assembled various examples and rules for the purpose of enlightening poets who
are devoted to the desire to learn the characteristics of poetry, I teach this Light on the Properties.
Then I teach the number of metremes having given honor to the serpent Pingala, who is of pure mind
because of Hara’s grace and who is praised by the best of the true poets. But how is honor given to
the serpent Pingala out of all the other famous poets like Vyasa, Valmiki, and so on? Because he is the

author of the rules for poetry, he is to be honored very deeply. As it is said in the Ocean of Literature:

[damaged]
Thus, this was the first section in the Light on the Properties composed by the noble Gaurana,
his glory mined from the glorious minister Ayyalu, skillful and virtuous, and the brother to the royal

minister Potana, who is praised by poets for overtaking the heavenly wishing-tree in his generosity.
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