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INTRODUCTION

The Yoga of Divine Emotions

“All glory to the one whose form is the essence of all divine emotions!” So
begins the Bhaktirasamrtasindhu of Riipa Gosvamin. There is a common saying
that emotions are the spice of life. Yet much of the religious literature of the world
is deeply dubious of the value of emotions, suspicious of whether emotions are to
be trusted at all in ultimate spiritual pursuits. This is certainly true of many of the
ascetic teachings of India, wherein emotions are to be renounced as problematic
forms of conditioned ignorance that lock one into personal and therefore illusory
experience. For example, the great systematizer of classical yoga, Patafijali,
defined yoga as the suppression of mental or emotional activity.! Here emotional
agitation is considered to be an enemy threatening the achievement of the ultimate
religious goal, defined as utter tranquillity. With this in mind, past scholars have
often characterized the whole of the religious traditions of Hindu India as involving
disciplined spiritual paths that aim to suppress the emotions. This view is limited,
however, for besides the emotion-negating philosophies we find in India traditions
that, while agreeing that emotions are problematic if left in their ordinary state, go
on to maintain that under the right conditions they have the ability to be supremely
useful in the spiritual life. Members of these traditions would drgue that the
emotions are far too powerful and potentially effective to be given up. Within the
Bhaktirasamrtasindhu of Rilpa Gosvamin we encounter 2 religious strategy
entirely different from that of ascetic denial. Here emotions are recognized as
being extremely valuable; they potentially comprise the glue that binds one in a
loving relationship to God. Moreover, we will see the claim being made in the
Bhaktirasamytasindhu that the core of all true emotions — love of God —is itself
a manifestation of divinity. Accordingly, far from being eschewed, emotions are
to be directed toward Krsna and cultivated as an effective means of establishing a
relationship with ultimate reality conceived as the supreme lover. Such a claim
would, of course, involve a very sophisticated analysis and careful disciplining of
the emotions. The result would be a yoga of divine emotions, the subject of this
book.

The Bhaktirasamrtasindhu, translated within this text as “The Ocean of the
Essence of Devotional Rasa,” consists of a detailed and systematic study of human
emotions, conducted in terms of the classical aesthetic theory of India, wherein the




s S B s S S T T e ————

XXX BHAKTIRASAMRTASINDHU

true object of emotions is God. This brings us to the deeply religious world of
Gaudiya Vaisnavism as envisioned by Ripa Gosvamin, wherein the primary aim
is an experience of Rasa,? a term rich in meaning, but understood briefly as the
culminating result of relishing a divine emotion. The Bhaktirasamrtasindhu gave
definitive form to a religio-aesthetic theory that has shaped many of the cultural
productions of northern India from the sixteenth century on, and gave voice to a
way of thinking about the religious life that has had a lasting influence into the
present day.

The title Bhakti-rasamyta-sindhu can be divided into three conceptual catego-
fes: bhakti — devotionalism, rasamrta— the essence of Rasa, and sindhu— the
“ocean” that is this text. I will proceed to introduce the text by following this
threefold division, discussing each of these categories in turn. I will first examine
the particular kind of religion thatis represented by this text. This will take us into
the life and times of Riipa Gosvamin and the fascinating cultural world of Vraja
Vaisnavism. Next, I will examine the historical context of Indian rasa-theory, so
important to an understanding of the contributions made by this text. Last, 1 will
examine the structure and content of the text itself.

Bhakti: A New Kind of Religion Appears in Vraja

Although Krsna devotionalism has had a long history in India, the kind of
 religionrepresented in the Bhaktirasamytasindhuhas many new elements that arise
. in a unique historical moment. In many ways, the religion presented here is a full
| flowering of what Friedhelm Hardy calls “ernotional Krsna bhakti.”® This form of

{eligion‘ focuses exclusively on Krsna as the supreme reality, and therefore might
¢ distinguished from Vaispavism, if this latter term is used to indicate that Krsna
an avatira of Visnu. This new form of religion is very much associated with the
hagavata Purdpa, which introduces passionate emotionalism into the world of

wellectual Krsna bhakt, represented in such texts as the Visnu Purapa. Hardy .

»ntends that the Bhigavata Purina is the means by which the emotional religion
 the southern Alvirs became united with northern Vedanta philosophy and
read through the authority of a Sanskirit purapato influence the developments of
iotional Kysna bhakti throughout India. The religion presented in the
aktirasimrtasindhu, then, is one that represents Krsna as the supreme reality and
he focus for a passionate form of devotionalism. At least since the time of
ara’s commentary on the Bhagavata Purdpain the thirteenth century, this text

n to be understood as a presentation of the religious life asa relishing the Rasa
emotional relationship with the Lord. What began in earlier ages in seminal
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form, reached full culmination in the Bhaktirasamrtasindhu. This text was
composed at a time when emotional Krsna bhakti as expressed in the tenth canto
of the Bhagavata Purinabecame the very center of far-reaching cultural activities
in the north-central region that came to be known as Vraja, or sometimes simply
Vrndavana (or Mathurd). The Bhagavata Mahatmya, a later preface proclaiming
the glory of the Bhagavata Purdpa, gives its own account of the historical
development of emotional Krsna bhakti (1.1.48-50). According to this text, bhakii
was born in the south (Dravida), achieved maturity in Karnataka, and grew old in
parts of Maharastra and Gujarat. It was then mutilated by heretics and became
weakened, but finally reaching Vindavana, it was revived and took on a new
beautiful and youthful form. However one evaluates the historical value of this
narrative, it is clear that emotional Krsna bhakti had a complex history that most
likely began in southern India and went on to assume a significant form in the
Vmdavana area in the early sixteenth century. To better understand what was
going on at this time, it will be necessary to examine briefly the life and times of
Riupa Gosvamin.

Ripa Gosvamin and His Times

Little is known for certain about the early years of Ripa Gosvamin’s life.* It
seems almost certain, however, that he was born sometime between 1470 and 1490,
the earlier date being more plausible.’ Riipa belonged to a branch of a family of
Karnataka brahmanas who were forced to leave the South because of conflicts over
land within the family. The branch of the family that left Kamnataka eventually
ended up in north-east India, in the region that is now Bengal. Riipa was one of
three sons: the eldest was Sanatana, acknowledged in many of Riipa’s writings as
his guru, and the youngest was Anupama, the father of Jiva Gosvamin.® Sandtana,
Riipa, and Jiva were to form the hub of what became a circle of prolific Gaudiya
theologians located in Vindavana. Ripa and his elder brother Sanatana received
a classical Sanskrit education, most likely fram Navya Nyaya logicians based in
the Bengali cultural center of Navadvipa. It is also recorded that the two brothers
continued to have interaction with other Karnataka brahmanas who had settled in
north-east India.’

As young men Sanatana and Riipa took up residence at Ramakeli near the
capital city of Ganda, the seat of Muslim power represented by the Nawab Husain
Shah. Since the two were widely known for their learned abilities they were
recommended to the Shah as promising assistants.® Sanatana and Riipa came to be
employed and known respectively in the Muslim court as Sakar Mallik and Dabir
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Khas. The first of these names seems to have been the title for ahigh minister, and
the second the title for a private secretary. Although they considered themselves
to be impure because of their contact with the foreign Muslims,” Sanatana and
Riipa maintained contact and involvement with the Vaispavas of Navadvipa and
invited a colony of Kamnataka brahmanas 1o settle near Ramakeli. The plays and
poems Riipa composed prior to meeting Caitanya, the great Bengali saint who was
the inspirational source of the movement that came to be known as Gaudiya
Vaisnavism, attest to the fact that he was deeply interested in Krsna stories and
theology before he met this saint.

Despite the fact that the two brothers held high positions in the Muslim court,
they were apparently unhappy with their situation and invited Caitanyato Ramakeli
in 1514 while the saint was attempting a journey to Vmdavana.!® This meeting
transformed their lives, for after it they were determined to leave the service of the
Nawab and dedicate their lives to Vaisnava scholarship. Riipa left Ramakeli
secretly with his younger brother Anupama and joined Caitanya in Allahabad
during the latter’s return from Vmdavana. Here Caitanyainstructed Ripain Krsna
devotionalism for a period of ten days.!' Ripa wanted to accompany Caitanya to
Varanasi, but recognizing him to be avery talented and learned man, Caitanya sent
him instead to Vrnd@vana torestore its sacred sites and to write treatises to establish
the theological foundation of Krsna devotionalism. Sandtana was detained by the
Nawab of Gauda for a short time, but managed to escape and join Caitanya in
Varanasi. He stayed with Caitanya there for a period of two months and received
instruction from the saint. Both brothers separately visited Caitanya later at his
residence in Puri for a period of ten months (the youngest brother Anupama died
accompanying Ripa) and received further instruction from him. Afterthese final
meetings Riipa returned to Vmdavana in 1516 and Sandtana in 1517 to settle there
permanently and carry out the work Caitanya had assigned them. Each of the
brothers established a temple image of Krsna in Vrndavana; Sanatana established
the worship of an image of Krsna named Madanamohana, and Riipa established the
worship of Govindadeva. Theexact dates of their deaths is unknown, but itislikely
that Sanatana died sometime around 1555, and Riipa around 1557.12 After his
death the tradition of Gaudiya Vaisnavism which he helped to found increasingly
viewed Riipa as a saint and an exemplar of the type of devotional practice he
established.!?

Riipa was a skilled and prolific writer in Sanskrit. Gaudiya sources record
between thirteen and seventeen works authored by him, including dramas based on
the activities of Krsna, dramaturgical treatises, and collections of devotional
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poetry. His most important works by far, however, are the Bhaktirasamytasindhu
and its sequel, the Ujjvalanilamani. These two Sanskrit texts became very influen-
tial among learned groups of scholars in northern India, and much of their content
found its way into Krspadasa Kaviraja's immensely popular Bengali text, the
Caitanya Caritamrta, thus insuring a wide-ranging audience for the text among
Gaudiya Vaisnavas living in Bengal.

Riipacompleted the Bhaktirasamrtasindhuinthe vicinity of Vrndavanainthe
year 1541. Atthis time Vmdavana was emerging as one of the major centers ofa
cultural efflorescence that was be ginning to take place Vraja during the first half
of the sixteenth century. This century opened during Sikandar Lodi’s reign of the
Delhi Sultanate. Although Sikandar Lodi is often pictured as a persecutor of
Hindus, it was during his rule thata Hindu renaissance began to take place in Vraja,
an area located between the imperial cities of Delhi and Agra. Alan Entwistle
remarks: “Tronically, it was during the reign of Sikandar Lodi, 2 staunch oppressor
of Hinduism, that propagators of the emotional variety of devotionto Krishnacame
in search of the sacred places of Vraj.”* Many histories of Vraja portray Sikandar

. Lodi as a destroyer of Hindu temples, but sources for this portrayal come from the

Mughal period, and the Mughals had much at stake in representing the Lodis as
unjust rulers. We will most likely never know what Xind of ruler Sikandar really
was, but the fact that it was during his reign that the new Hindu renaissance begar:
must cause us to wonder whether something more complex was going on at this
time. “In spite of Sikandar’s reputation for bigotry,” writes S. M. Tkram, it seems
fairto surrnise thatin the cultural sphere his period wasone of active mutual interest
among Hindus and Muslims for each other’s leaming, thus conducing 10 2
reapproachment.”15 The picture that emerges from these times is certainly one of
a fluid society with increasingly improved networks of transportation and commu-
nication extending throughoutthe subcontinent. Inaclimate of competing bids for
power among the Muslim rulers, Hindu kings became potential allies.

Inthe year 1525 a Turk by the name of Babar, who claimed to be adescendent
of Genghis Khan and had roled over Afghanistan from Kabul forovertwo decades,
rode over the Khyber Pass and invaded India. Within a year he had defeated
Ibrahim Lodi, the son of Sikandar and current ruler of Delhi, and established
himself as the first Mughal emperor. Babar was succeeded by his son Humayun
in 1530, but the latter was soon driven from power by Sher Shah, an Afghani who
had risen to power in southern Bihar. Sher Shah further stabilized the region
between Delhi and Agra, and built a new protected road through this area to better
connect the imperial cities. Humayun regained control of Delhi in 1555, but was
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succeeded by his eldest son Akbar after falling to his death in 1556. As the
Afghanis and their new challengers the Mughals became embroiled in a struggle
for power, political alliances were sought with the Hindu kings of Rajasthan.
Akbar in particular forged strong relations with Hindu kings and employed high-
ranking Hindu officers in his court as a way to achieve political stability. The result
was an environment increasingly conducive to Hindu cultural developments in the
heart of the Muslim empire.

Important religious leaders began pouring into the Vraja region in the early
sixteenth century from all parts of India. Caitanya had sent a learned man named
Lokanatha from Navadvipa, Bengal to Vindavana to Testore its sites perhaps as
early as 1509.16 He himself visited the Vraja area sometime around 1514. Ripa
and Sandtana were to arrive a couple of years later, and were soon joined by their
nephew Jiva Gosvamin, who was to produce both original works as well as
important commentaries on the works of his uncle Rpa. Three more important
figures associated with the Gaudiya Vaignava circles of Vmdavana soon followed
to participate in the restoration of the sacred sites of Vraja and the production of
new theological literature for the developing movement. Gopala Bhatta Gosvamin
arrived from the famous $rirangam temple of the southern area of Tamilnaduy;
Raghunathadisa Gosvami arrived from Bengal following the death of Caitanya in
1530; and Raghunatha Bhattd Gosvamin left Varanasi to join this group, which
became known as the “Six Gosvamis of Vrndavana.”!? They were soon joined by
Narayana Bhatta, a figure from the southern cultural capital of Madhurai,'® who
perhaps more than anyone else was responsible for establishing the shrine sites of
Vraja associated with the stories of Krspa.'® An important later figure within the
Gaudiya Vaispava circles of Vraja of the seventeenth century was Vi§vandtha
Cakravartin2’ Vi$vanitha wrote original texts, but is perhaps better remembered
for his important commentaries on the works of Ripa Gosvamin. _

Other groups besides the Gaudiyas were also actively involved in developing
the region of Vraja as a new center of Krsna worship; all of these seemed to have
worked in an atrnosphere of mutual influence. Vallabhicarya, a Tailang brahmana
whose family came from what is now Andhra Pradesh, arrived in Vrajain the early
years of the sixteenth century, and there began what was to become the Pusti
Marga, one of the most popular of the Vaisnava lineages (sampradaya) centered in
Vraja. Ripa Gosvamin refers to Vallabha’s teachings directly in the
Bhaktirasamytasindhu®® A local Vraja saint by the name of Hita Harivamsa
established the Radhavallabha temple in Vrndavana in the year 1534, and com-
posed passionate poems about the love affair of R8dha and Krsna that still inspire
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members of a small but influential sampradiya known as the Radhavallabhis.
Another poet-saint who took up residence in Vindavana at this time wWas Svami
Haridasa, who established the temple image of Kufijabihad or Banke Biharl.
Svami Haridasa is said to have been the teacher of Tansen, the legendary musician
of Akbar’s court. Although the Vaisnava saint Nimbark was most likely born in
the thirteenth century, the sampraddyahe founded also played an active role in the
establishment of the new form of worship in Vraja that focused on the love affair
of Radha and Krsna. Another key figure involved in the establishment of the new
form of worship in Vraja was Madhavendra Puri. It is not clear whether
Madhavendra Piri came from Bengal or from southern India;?? nonetheless all

Vraja sources portray him as having a vital role in establishing the important Krsna .

shrine on the top of Mount Govardhana.?® The works of the creative leaders of the
new religion centered in Vraja were then carried by others throughout northern
India, thus insuring the lasting influence of the poetry, texts, and religious culture
that were produced during the creative years of the early sixteenth century. For
example, the works of Ripa Gosvamin were carried back to Bengal by such
disciples as Narottama Dasa Thakura and Srinivasa Acirya, and were incorporated
into the widely popular Caitanya Caritamrta of Krsnadasa Kavirgja, thereby
creating a wide and long-lasting audience. The Vaisnava culture that began in
Vraja in the sixteenth century is still vitally alive, and Vindavana continues to be
a major center for temple and pilgrimage activities today.

The picture that emerges during the first half of the sixteenth century is an
explosion of lively and imaginative activity initiated by various scholars, poets,
and saints, and focused on Krgna as the fully manifest form of ultimate reality in
the guise of a passionate Vraja cowherd. Ripa himself tells us that this form of
religion is a matter of serving the Lord of the Senses with all of one’s own senses
(BRS 1.1.12). This was a time of creative interaction between the leaders of Vraja
who inspired and influenced one another. One of the major cultural products to be
produced in this period of creative fermentation was the Bhaktirasamytasindhu, the
only text of its kind to systematize the new religion of emotional Krsna bhakii in
terms of aesthetic theory. Although the influence of devotional aesthetics is
apparent in the writings of other saint-scholars,?* Riipa was the sole writer to create
a systematic formulation of a uniquely Vaisnava aesthetic. Although other Vraja
writers did not necessarily borrow from him directly, and there are some important
differences between their theories, Riipa was the only one among them to produce
an extensive analysis of bhakti as Rasa and work this out in the details of Bharata’s
rasa theory. Because of this it offers a unique opportunity to gain access o a
fascinating’development in the religious culture of northern India.
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The Essence of Rasa: A Brief Discussion of Rasa Theory

Riipa’s ideas about Rasa are better understood when viewed in the context of
Jarger discussions of this concept. Reflections on the nature and experience of rasa
have had a long and fascinating history in India. The term rasa originally meant
“sap,” “juice,” or “essence,” and by extension “flavor,” “taste,” and “enjoyment.”
It was used in the early Upanisads to mean “essence,” and is often associated with
“joy” (dnanda). The Taittirlya Upanisad, for example, claims: “Verily he (atman)
is rasa. One bevomes joyful only after obtaining rasa. . . . That rasa alone causes
joy.”(2.7).25 Although later aestheticians easily read their meaning back into these
early Upanisadic texts, the concept of rasa inherited by Riipa came out of the
specific context of aesthetics, particularly out of reflections on the nature of
dramatic experience. Within this context the term rasa is best translated as
“3ramatic sentiment,” or “aesthetic enjoyment.” To better understand this usage
we must turm to the discussion of rasa found in the Natyasastra ofthe legendary sage
Bharata, the earliest of the dramatic texts.

The Natyasastra is an elaborate and authoritative treatise on drama, and as
such is the oldest text to mention rasa as a definable aesthetic principle. Although
this text may contain portions that reach back into the second century B.C.E.,itwas
most likely codified in its final form during the classical Gupta period around the
fourth century C.E.26 Edwin Gerow writes: “Taken as a whole, the sketch of rasa
in the Natyadastra suggests strongly that the rasa developed its first ‘aesthetic’
overtones in the context of the Sanskrit dramas of the classical period.”?’ Rasaas
an aesthetic principle, then, should first be understood as a distinctive feature of
dramatic experience; that it was first formulated in the context of drama is a crucial
factorin its definition. Consequently, any understanding of rasa theory must begin
with an examination of its presentation in Bharata’s Natya$astra.

The West has generally followed Aristotle’s notion that plot is the central
organizing feature of drama. Bharata, however, articulated a theory wherein the
evocation of rasa was to assume that position. The central challenge for the
dramatist, therefore, was to determine how this “aesthetic enjoyment” could be
evoked in the audience of a drama. Bharata’s resulting project involved a detailed
analysis of emotional experienceto determine how various types of emotions could
be reproduced on stage and evoked in the audience of a drama. This endeavor led
him to a very sophisticated analysis of human emotions. Bharata began with the
observation that the human being experiences a wide range of psychological states
or emotions (bhivas). He produced a list of forty-one possible emotions, but did
not give all of them equal value.?® Eight were marked as having dominant or
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durable (sthayin) effect on the human personality. These he called the sthayi-
bhavas, which I have translated as “Foundational Emotions.” Dominance or
durability, in this case, seems to mean that these emotional states are SO engrossing,
and affect the person feeling them so greatly, that for the time being that person is
aware of nothing else.?’ The remainder of the emotions presumably lack this
characteristic. The eight Foundational Emotions listed by Bharata are love (rati),
humor (hasa), sorrow ($oka), anger (krodha), effort (utsaha), fear {bhaya), disgust
(jugups3), and astonishment (vismaya). Although these Foundational Emotions
may be experienced by anyone, Bharata’s particular task was to determine how
they could be raised to a “relishable” state and thereby experienced inthe dramatic
context.

His solution was seemingly simple: If an emotion arises in a certain environ-
ment and produces certain responses and gestures in a human being, cannot 2
representation of thatenvironment and an imitation of those responses and gestures
reproduce the emotion in the sensitive and cultured viewer? Acting on this
assumption, Bharata analyzed the emotions of everyday life in great detail. This
analysis revealed to him that emotions are manifested by three components: the
environmental conditions or causes (kdrana), the external responses or effects
(karys), and accompanying supportive emotions (sahakarin). Bharata then pro-
ceeded to define the specific characteristics of each of the components for each of
the eight Foundational Emotions so that they could be imitated on stage and thus
reproduce the desired emotion. When the environmental conditions, the external
responses, and the accompanying emotional states are not part of ordinary life, but
are components of artistic expression, they are technically renamed the vibhavas,
the anubhavas, and the vyabhicari-bhavas respectively.3® The proper combination
of these components, Bharata maintained, would allow an emotion to be repro-
duced and “relished” as rasa. This leads to the famous rasa-siitra found in the sixth
chapter of Bharata’s text: “Rasa is produced (nigpaitil) from the combination of
the vibhava, anubhiva, and vyabhicari-bhiva.”®!

The vibhava is generally explained as denoting that which makes the
Foundational Emotion (sthayi-bhiva) capable of being sensed. For this reason |
have translated it as the “Excitant” in my translation. In this sense it is said to be
the primary “cause” (kdrapa, nimitta, or hetu) of the aesthetic experience.’? Later
writers recognize a twofold division of the Excitant: the Alambana-vibhava
(Substantial Excitant) and the uddipana-vibhiva (Enhancing Excitant).>® The
Substantial Excitants consist of the actual characters of the play, and the Enhancing
Excitants consist of the setting and props of the play, such as the garden, moon,
clothing, and so forth.
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Anubhivas are said to be the vocal, physical, and mental gestures (abh_jna ya)
by which the meaning is expressed and conveyed; they are the means by which the
emotions are made to be felt.>* For this reason 1 have translated the.anubbavas as
“Indications.” The vyabhicari-bhavas are temporary accompanying aceessory
emotions that foster, support, and give fresh impetus to the Foundational Emotion.
1 have translated these as “Transitory Emotions.” Beir}g thirty—thl.'ee in. number,
they also account for the variety within a single Foundanonal.Emotlon, since each
combines with the Foundational Emotion in its own unique way. l?harata
introduces yet another category of emotions, the sattvika-bhavas, w:,hwh are
involuntary and uncontrollable physical responses produced from certain menta_\l
states.33 These I have translated as “Responses.” Since examples include perspi-
ration, goose bumps, and trembling, many later writers have considered them to be
a type of Indication. ‘ o

When combined with the proper combination of Excitants, Indications, and

Transitory Emotions in the controlled environment of the tk.xeatre, the eight
Foundational Emotions are somehow raised in the sympathetic spectator to a
celishable state of aesthetic enjoyment and become the eight rasas: amorous
{$migdra), humorous (hasya), compassionate (karuna), furios (raudra), heroic
(vira), dreadful (bhayanaka), abhorrent (bibhatsa), and wonderful (adbhuta). The
terse nature of Bharata’s rasa-siitra left many issues unresolved and therefore
generated much debate among later writers concerned with aesthetic experience.
Particular questions that remained were: What is the exa'ct nature of the rasa
experience? How is it experienced? What is the relationship between the sthayi-
bhiva or Foundational Emotion and rasa? Who can experience rasa? And how
many rasas are there? Writers relevant to the context of the Bhakt@asém_rtasindhu
were interested in an additional question: What is the relationship between the
aesthetic experience and the religious experience?

According to many historians of the concept of rasa, the. theory of
Abhinavagupta, a tenth-century Kashmiri, was accepted as authoritanv.e ‘by laFer
writers on the subject. S. K. De, for example, identifies Abhinava’s position with
the “orthodox” school of rasa.® Masson and Patwardhan assert: “There can be
little doubt that Abhinava is the greatest name in Sanskrit literary criticism. For
later writers on Sanskrit aesthetics there is no more Important name than Abh'mava.’j37
In fact, many scholars would have us believe that all later rasa theorists agree with
Abhinava and accept his position without question.®® This assertion would lead
one to believe that Riipa Gosvamin’s rasa theory would follow in close agreement
with that of Abhinava. Assuming that Abhinava’s rasa theory dominated Indian
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aesthetics, Masson and Patwardhan write: “It seems to us that the whole of the
Bengal Vaisnava school of poetics (and not only poetics, but philosophy as well)
was heavily influenced by the teachings of Abhinavagupta and the tradition he
follows, though nobody writing on the Bengal school has noticed this fact or tried
to follow its lead. Itis true that the Gosvamis do not quote Abhinava directly, but
we think his influence is quite clear.”® This assumption, however, obscures the
fact that many aestheticians disagreed with Abhinava on a number of important
issues. A close examination of other writers — particularly those who most likely
had a strong influence on Riipa — will reveal great differences with respect to
Abhinava’s theory. Indeed, the claim certainly can be made that the rasa theory of
Abhinavagupta was and remains widely known and highly influential.** Many
aestheticians who disagreed with it still felt the need to contend with it in some
fashion. For this reason it will be necessary to examine Abhinava’s theory and
compare it with other theories available at the end of the fifieenth century when
Riipa received his education in Sanskrit to highlight the specific nature of Riipa’s
theory and its place in the cultural landscape of Indian aesthetics.
Abhinavagupta was born in Kashmir around the year 950.#! He was deeply
involved in the world of Kashmir Saivism, and was interested in the close
connection between Tantric ritual and the aesthetic experience. To make sense of
this it is necessary to examine how he understood the rasa experience. Abhinava
defines rasa as the very soul of drama and of other forms of art, such as poetry. His
views onrasa are well expressed in the following statement from his commentary
on the Dhvanyaloka of his main predecessor Anandavardhana:
(Rasa) belongs only to the suggestive function in poetry. Itis never included
under worldly dealings and is never even to be dreamed of as being revealed
directly through words. No, quite the contrary, it is rasa, that is, it has a form
which is capable of being relished (rasaniya) through the function of personal
aesthetic relish, which is bliss (Znanda) that arises in the sahrdaya’s delicate
mind that has been colored by the appropriate latent impressions (v4sani) that
are deeply embedded from long before; appropriate that is, to the beautiful
vibhavas and anubhavas, and beautiful, again, because of their appeal to the
heart, and which are conveyed by means of words. That alone is rasadhvani,
and that alone, in the strict sense of the word is the soul of poetry.“2
The picture of rasa that emerges from this quotation is that it is the result of
relishing one’s own joy-filled consciousness that has been colored by previous
emotional experiences. These previous experiences are present in the mind in the
form of unconscious latent impressions called vasanas. When one of these visanas
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is raised to the level of consciousness in the dramatic environment by means of the
vibhavas and anubhavas, it is relished as a rasa. Abhinava, therefore, interpreted
Bharata’s siitra to mean that rasa comes from the force of one’s response tO
something that already exists (as 4 lamp revels an existing pov), and not to
something produced. It is when the unconscious latent impressions are rpused 1o

consciousness in an aesthetic environment that the experience of rasa occurs.
The nature of a person’s response is particularly important for Abhinava; 10

gxperience rasa one must be open and sympathetic. “Poetry,” he tells us, “is like

2 woman in love and should be responded to with an equal love.”® Abhinava
maintains that one becomes receptive to a poem or drama by removing certain
obstacles that Testrict one’s consciousness. The aesthetic experience for him is a
very special experience of existing emotions; it consists of a tasting (asvada)
devoid of any of these obstacles, and in this sense, is an undisturbed and
unrestricted relish. Masson and Patwardhan comment: “All of Abhinava’s efforts
focus on one important need: to crack the hard shell of ‘I’ and allow to flow out the
higher self whichautomatically identifies with everyone andeverything around.”**
For Abhinava, then, the aesthetic experience of rasa is consciousness without any
of the obstacles of individuality. It is a tranquil contemplation of impersonal
emotions. The sensitive viewer responds sympathetically to a depicted situation,
but not personally. The result of this is an experience which is unlike anything in
ordinary life. Abhinava identifies it with the experience of wondrous astonishment
(camatkara), an experience which implies “the cessation of aworld—the ordinary,
historical world, the samsara—and its sudden replacement by anew dimension of
reality.” ‘

Because of the contemplative attitude this highly unusual experience re-
quires, Abhinava insisted that rasa could only be experienced by members of an
‘audience. He refused to grant the aesthetic experience to the actor, for the actor is
too close, too technically involved, for Abhinava to permit him to have the
experience of rasa. Instead, only the spectator is free enough to identify with the
depicted situation and thereby experience rasa. Abhinava’s own term for this
identification with the depicted situation and emotions is tan-mayI-bhavana. For
him, aesthetic experience is dependent upon this identification. It is by means of
this and the “generalization” (sadharanikarana) of emotions — that is, the way the
time, space, and personal nature of ordinary emotions are transcended in art—that
account for the unsual nature of aesthetic experience for Abhinava. Generaliza-
tion of emotions is what allows emotions to be raised and experienced by means
of the depicted scenes. No spectator has the exact same emotional experience as

8]
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the original characters, but has similar unconscious impressions or vasanas from
a shared background of experience. Therefore, the aesthetic experience according
to Abhinava is not of a particular person for a particular person, but rather is a

. generalized experience of one’s own vasanas.

His representation of rasa as a generalized experience led him to maintain a
sharp distinction between ordinary experience and the aesthetic experience of
rasa 6 For Abhinava, the Foundational Emotions or sthayi-bhavas are ordinary
emotions. Ordinary emotions are enmeshed in very personal concerns, whereas
rasa is by definition an experience that transcends the personal for the impersonal
which is beyond limitations. The sthayi-bhava is the experience of the latent
impressions, or vasanas, roused to consciousnessin the everyday world of personal
concern; Tasa is the experience of the vasanas roused to consciousness in the
controlled and impersonal environment of the theatre. The sthayi-bhavabelongs
to the world, while rasa belongs to art; and for Abhinava, never the twain shall meet.
Itis for this reason, Abhinava argues, that Bharatadid not mention the sthayi-bhava
in his rasa-sitra.

Although Bharata included only eight rasas in his list in the Natyasasira,
following several others before him Abhinavagupta added a ninth: the Tranquil

" ($anta)Rasa. There hasbeenagreat deal of scholarly debate about the status ofthe

$antarasain Abhinava’s theory, butclearly itis arasa thatis qualitatively different
from the eight standard rasas. In fact; this is the argument Abhinava provides to
explain why Bharata did not mention the $8nta rasa along with the standard eight.
The special place of the Tranquil Rasa in the thought of Abhinava can perhaps best
be seen in his discussion of its sthdyi-bhéva. In his own commentary on Bharata’s
Nityagastra, Abhinava states that the sthiyi-bhava of the §4nta rasa is Sama
(guietude), and connects it with the knowledge of the truth or ultimate reality
(tattvajfidna), or with the knowledge of the drman (dtmajiana).t’ Some scholars
have argued that this is merely Abhinava’s way of working a difficult rasa into
Bharata’s framework,*® whereas others have argued that this discussion is
Abhinava’s way of indicating that since knowledge of the #tman is the sthayi-
bhiva of the §anta rasa this marks it as an absolutely unique rasa that belongs to 2
higher plane of religious tranquillity ($anti or viranti) into which all rasas
wltimately resolve.®? Also being debated here is whether Abhinava argued forall
rasas finally being singular or not. Those who think all rasas resolve into a singular
primary $2nta rasa for Abhinava maintain that there exists a close relationship
between his aesthetics and religion, whereas those who think that $anta fits
awkwardly into Abhinava system as an analogy for rasa maintain that he keeps

—
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aesthetics and religion more separate. Regardless, the $anta rasais clearly unique
for Abhinavagupta, and it is important to remember that its chief characteristic is
the absence of all emotions.

Abhinava’s understanding of the close relationship between aesthetic expe-
rience and religious experience seems to have been dependent on a slightly earlier
Kashmiri writer, Bhatta Nayaka. It is very likely that Bhatta Nayaka was the first
to develop an explicit explanation of aesthetic experience in ternis of the specta-
tor’s inward experience. He suggested that the aesthetic experience of rasa is
similar —though notidentical —to the tasting (svada) of the supreme Brahman. >
Masson and Patwardhan remark: “It may well be that Bhatta Nayaka was the first
person to make the famous comparison of yogic ecstasy and aesthetic experi-
ence.” For him, drama has a special power that functions to suppress the thick
layer of confusion occupying our consciousness.>? The effect of this poweris the
universalization or “generalization” (sddharanikarapa) of the emotional situation

presented on stage. Generalization is here understood to mean the process of

idealization by which the sensitive viewer passes from his troublous personal
emotions to the serene contemplation of a dramatic sentiment.5® This process
occurs through an identification with the impersonal situation. Generalization is
thus a special state of identification with the world of dramatic representation,
which transcends any practical interest or egoistic concerns of the limited self. An
ordinary emotionmay be pleasurable or painful, but the experience of rasa, ashared
emotional experience transcending personal attitude and concerns, is lifted above
the pleasure and pain of personal ego into pure impersonal joy (dnanda). This
happens, according to Bhatta Nayaka, because one is not concerned with how the
depicted actions will personally affect one; an “artistic distance” is maintainéd
between the spectator and the portrayed emotions. Aesthetic emotions can be
intense, but are never personal. Thus the tears one might shed while watching a
drama are never tears of pain, but of impersonal sentiment. For the duration of the
aesthetic experience, the spectator steps out of ordinary time, space, and personal
identity. Raniero Gnoli explains Bhatta Nayaka’s notion this way: :
During the aesthetic experience, the consciousness of the spectator is free
from all practical desires. The spectacle is no longer felt in connexion with
the empirical “I” of the spectator nor in connexion with any other particular
individual: it has the power of abolishing the limited personality of the
spectator, who regams momentarily, his immaculate being not yet overshad-
owed by maya.>*
It is in this sense that Bhatta Nayaka saw a snmlanty between aesthetic
experience and religious experience. Although the aesthetic experience is recog-
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nized as being one of pure contemplation dissociated from all personal interests
and resulting in composure (visrant), it is still marked by temporality and does not
completely escape egoistic impulses, since it is dependent upon the unconscious
impressions, the vdsans, which consist of acquired personal experience. These
ideas of Bhatta Nayaka had a deep influence on Abhinavagupta’s views of rasa.
Abhinava’s theory has been be summarized in this way:
Reduced to its bare essential the theory is as follows: watching a play or
reading a poem for the sensitive reader (sahrdaya) entails a loss of the sense
of present time and space. All worldly considerations for the time being cease.
Since we are notindifferent (tatastha) to whatis taking place, ourinvolvement
must be of a purer variety than we normally experience. We are not directly
and personally involved, so the usual medley of desires and anxieties dissolve.
Our hearts respond sympathetically (hrdiyasamvada) but not selfishly. Fi-
pally the response becomes total, all-engrossing, and we identify with the
situation depicted (tanmayibhavana). The ego is transcended, and for the
duration of the aesthetic experience, the normal waking “I” is suspended.
Once this actually happens, we suddenly find that our responses are not like
anything we have hitherto experienced, for now that all normal emotions are
gone, now that the hard knot of “selfness” has been untied, we find ourselves
in an unprecedented state of mental and emotional calm. The purity of our
emotion and the intensity of it take us to a higher level of pleasure than we
could know before — we expereince sheer undifferentiated bliss
(anandaikaghana). . . . Inadvertantly, says Abhinavagupta, we have arrived at
the same inner terrain as that occupied by the mystic, though our aim was very
different than his.>
The aesthetic experience of rasa, then, for Abhinavais similar to the mystic’s
experience (brahmasvada) in that both are uncommon and impersonal experiences
in which the individual self is surpassed. Abhinava reserves his greatest praise of
the dramatic experience for that moment when the spectators so deeply enter into
the world of the play that they transcend their own limited selves and arrive at the
unity shared by certain Vedantic mystics. Moreover, both aesthetic and mystical
experiences are brought about by the removal of obstacles, present time and space
disappear for the duration of the experience, and one is totally immersed in an
experience marked by bliss (ananda).
Abhinava maintains, however, that there are important differences between
the two types of experience. First, the aesthetic experience of ordinary drama is
characterized by temporality; the experience ends when one leaves the theatre.
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After the performance the members of the audience once again retum to the world
of their separate selves. Drama is also not expected to change one’s life radically.
Abhinava could not say the same for the mystic’s experience. The mystic’s
experience of moksais muchmore profound, is very likely to make adrastic change
in one’s life, and necessarily becomes a permanent feature of life. Yet, more
important, the two experiences are distinguished by the fact that, while the
experience of moksais by definition beyond illusion, the aesthetic experience still
partakes in illusion. While he contends that one is more free during an aesthetic
experience of a drama than one is in the ordinary waking state dominated by
egoism, he still identifies serious limitations within the rasa experience since it is
dependent on the binding emotional contents of the individual unconscious, the
vasands. Nevertheless, since the aesthetic experience of drama can lift us above
ordinary limited consciousness——at least temporarily—Abhinavagupta holds that
it can function as a pointer to that reality beyond illusion. “Ast experience,”
comments Mysore Hiriyanna on Abhinava’s perspective, “is well adapted to
arouse our interest in the ideal state by giving us a foretaste of it, and thus serves
as a powerful incentive to the pursuit of that state.”®

Inordertojudge both the influences on Rilpa and to determine where he stands
on a number of important issues, it will be necessary to look at other views of rasa
theory available to thinkers on this subject. It would be useful, therefore, to back
up and trace other lines of development besides that of Abhinavagupta to see how
they might have come down to Ripa.

Qur knowledge of writers commenting on Bharata’s rasa-theory before
Abhinavagupta is limited. In fact, almost all we know about many of them comes
from the secondary representation of their theory found in Abhinava’s own
commentary on the Natyasastra, the Abhinavabharati>’ The first of the theoreti-
cians taken up in Abhinava’s text is Bhatta Lollat, a ninth century writer who
addresses two of the questions raised above. Bhatta Lollata maintains that “rasa
is simply the sthayi-bhdva that has been intensified (upacita) by means of the
vibhava, anubhava, and vyabhicari; if it is not intensified, it remains a sthayi-
bhiva.”® That is, there is no fundamental difference between a rasa and a sthayi-
bhava; the former is only an intensified form of the latter. Bhatta Lollatd goes on
to say that rasa is “located in both the original character (anukarya), and also in the
actor (anukart3) by virtue of the power of identification (anusandhana).”*® This is
a position radically different than Abhinava’s. It may well be representative of 2
school that is continuous and much older than the theory of Abhinavagupta and
other Kashmiri writers. In fact, Abhinava identifies Bhatta Lollata’s position with
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that of the “ancients,” and goes on to say that it is in agreement with Dandin, a
seventh century southern Indian writer who stated that: “having reached it’s
highest point, (the sthiyi-bhava) anger becomes the Furious Rasa.” These passages
seem to suggest that there was an early school that defined rasa as the intensifica-
tion of the Foundational Emotion or sthayi-bhava. This seems to be a fair reading
of Bharata’s text, wherein he states “the sthayi-bhavas achieve the state of a rasa
when combined with the different bhdvas (vibhavas, etc.).”®® Although
Abhinavagupta himself greatly disagreed with the position of this school, it
continued to be influential and was later given prominent expression by Bhoja.
This school’s views on rasa are also recorded in the Agni Purdpa.®! Both Bhojaand
the Agni Purina seem to have been important sources for the aesthetic ideas of
Riipa Gosvamin. Although Riipa never quotes him directly, several scholars have
suggested that Bhoja had asignificantinfluence on Riipa.®? Sivaprasad Bhattacharya,
for example, concludes: “Indeed it is a fact that Bengal writers paid less heed to
very many of the accepted views of the early Kashmir poeticists on the poetics of
rasa than to the contribution of Bhoja.”®> S. N. Ghosal Sastri writes: “In Riipa
Gosvamin’s Rhetorics, the direct influence of Bharata, Dhanafijaya, Saradatanaya,
$ingabhiipila, etc. is clearly marked; but his indebtedness to Bhojadeva’s Sriigara-
prakasais more prominent.”®* For this reason it will be important to have a basic
understanding of Bhoja’s rasa theory.

Bhoja was a king who ruled Malwa (Rajasthan) in the eleventh century.® He
was a highly influential figure in the medieval world of Sanskrit aesthetics. Two
of his works on this subject survive: his well-known Sarasvati-kantabharapa,
which draws heavily from Dandin and has a striking resemblance to the Alamkare-
section of the Agni Purapna®® and the Srrigara-prakasa,’ which involves a close
examination of the Amorous $rigdra rasa, a rasa he singles out as uniquely
important. The first of these works was widely read in northern India and was most
likely known by the scholars of Navadvipa, the teachers of Riipa Gosvamin. Many
scholars seem to find in Bhoja a spokesman for an “older” school of interpretation
that goes back at least as far as Dandin and later finds expression in the Agni
Puripa 88

The aesthetic experience for Bhoja is both intense and personal; it has to do
with the strong feelings generated for a particular person. Moreover, according 1o
him any cultured individual (rasika) ¢an experience rasa.% “The Rasika may be
the spectator and the conneisseur, the poet, or the characters like Ramain the story.
Thus primarily sentient and cultured beings are the seat of Rasa. . .. The actor who
acts the character of the story is also Rasavan.”’® Bhoja argues that one’s position
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with respect to the drama does not necessarily determine whether one is capable
of experiencing rasa or not; rather the determining factor is the quality of one’s
inmer nature. The ability to experience rasa depends upon the full bloom of one’s
emotional capacity. A mature emotional condition produces the power of empa-
thy, the capability to get into the moods of others. This condition, however, is
somewhat rare, for not everyone is capable of experiencing rasa. Like Abhinava,
Bhoja holds that the aesthetic experience is dependent upon unconscious impres-
sions, the visanas; however, the two differ greatly in their understanding of the
vasanis, for Bhoja maintains that the rasa experience is dependent upon special
vasands that are due to the past performance of religious acts (dharma-karya).”!
Like Bhatta Lollata and Dandin, Bhoja explains that rasa is the intensification of
a sthiyi-bhava’™ He interprets Bharata’s rasa-sitra to mean that when the
vibhavas and other aesthetic components combine with and act upon the sthayi-
bhava, rasa is produced. A developmental relationship is therefore understood to
exist between the sthiyi-bhava and rasa. The sirniles Bhoja uses to explain the
“production” (nispatti) of rasa from the sth4 yi-bhavas are the production of juice
from sugarcane, oil from sesame, butter from curds, and fire from wood.™ Thus,
Bhojaregards the sthayi-bhivaand rasa “as fundamentally the same, differentonly
in their designations, discharging different functions in reality and actually as so
many stages of evolution of the same pattern.””* In the initial stage there is sthdyi-
bhava; in the state of culmination there is rasa.

Another important element of Bhoja’s theory is his insistence that all rasas are
really one. For him, the Amorous Rasa $rigarais the essential and unified rasathat
underlies all experiences of pleasure. Love, therefore, is the very foundation ofall
aesthetic enjoyment. The other rasas are not ultimately different than Srigéra,but
rather are varieties of the one rasa of love or §migara. Subsequently, Bhoja’s theory
represents both the singularity and multiplicity of rasa.” This means that love or
rati is the foundation of all bhavas; when they become iniensified in contact with
the vibhavas and other aesthetic components, they become transformed into rasa,
some variety of Amorous Love. Significantly, this is precisely the position
expressed in the Agni Purdpa, a text that most likely achieved its final form in
Bengal in the twelfth century, and a text certainly known and quoted by Ripa
Gosvamin.’®

We are now ready to compare what appears to be two different schools of rasa
theory operative in India. Delmonico calls one the “northernschool” and identifies
Abhinavagupta as its chief spokesman, and the other the “southern school” and
identifies Bhoja as its chief spokesman. De agrees with this in many ways, calling

INTRODUCTION xlvii

Abhinavagupta’s school the “orthodox,” and Bhoja’s school “non-orthodox,”
although he recognizes that the latter is probably older. I myselfhave come to thir;k
of the two schools as the yogi’s school and the bhogi’s school; but regardless of
designation, two schools of thought can be identified that are clearly diametrically
opposed on many major issues, and it will be important to understand that on many
issues Rilpa falls within the schoo] identified with Bhoja.””
The rasa experience for Abhinavagupta might be characterized as a special
contemplation of an impersonal emotion. The experience involves a temporary
loss of individual identity and a generalized experience of an emotion taised to
consciousness by the drama. The rasaexperience for Bhojais an intensely personal
andemotional experience in which self-identity is heightened as one identifies with
the very personal situation of the actor. For Abhinava, rasa involves the absence
of personal emotion, whereas for Bhoja it involves the intensification of emotion.
Abhinava holds that it is a generalized experience of no particular person, while
Bhoja maintains that it is the result of an identification with a particular person. For
Abhinava detachment and distancing are the foundation of the rasa experience; for
Bhoja attachment and identification are the foundation of the rasa experience.
Abhinava insists that rasa is only possible for members of the audience; Bhoja
argues that although it is primarily the experience of the original characters it can
be experienced by anyone who has the proper vasana and can identify with the
original characters. The vasanas on which the aesthetic experience depends are
common to all according to Abhinava, whereas the vasand on which the authentic
aesthetic experience depends according to Bhoja is uncommon and generated
through religious activity. Rasa for Abhinavais manifested in a manner that marks
it off radically from the sthayi-bhava, whereas for Bhojarasa is the transformation
of the sthayi-bhavawherein the latter becomes intensified and culminates in a state
of maturity. The preeminent rasa for Abhinava is §4nta, an experience of utter
tranquillity wherein one has transcended ordinary emotional experience, whereas
the preeminent rasa for Bhoja is smigdra, the very pinnaclé of intense emotional
experience. Thus we see a great difference between these two positions; this will

be important to keep in mind as we proceed to examine the specific nature of Riipa
Gosvamin’s own rasa theory. ’

Bhakti as Rasa Prior to Riipa

Riipa was certainly not the first to treat bhakti as rasa, although I think it could
safely be said that he was the first to analyze the notion in a detailed and systematic
manner. A rather orthodox position on the question of whether bhakti could be rasa



xlviil BHAKTIRASAMRTASINDHU

or not was stated by Mammata in his K& vyaprakasa, alate eleventh century text that
rmany claim to be the single most influential text onrasa theory.”® Mammata insists
that love (rati) for a god is only a bhdva, nota rasa.”® Such writers seem to follow
Bharata on this point. Other writers, however, such as Abhinavagupta, included
bhakti in discussions about $2nta rasa®® Bhakti for Abhinava, however, isnota
separate rasa, but rather is classified as an emotion conducive to the tranquil state
of é3nta rasa. The real pioneer in presenting bhakti as a distinctive rasa seems 1o
have been Vopadeva, a thirteenth century Marathi writer.8! Ina work entitled the
Muktaphala, Vopadeva outlines what is most likely the first comprehex}sive
interpretation of bhakti as rasa. In the eleventh chapter of this work, he establishes
that there are nine types of devotees, each associated with one of the nine rasas
(Bharata’s eight, plus $4nta). He also accepts the standard list of nine sthayi-
bhavas. Detailed analysis is not provided; instead, Vopadeva simply illustrates
each of the nine types of devotional rasas and concomitant devotees with illustra-
tions from the Bhagavata Puradna.

The work begun by Vopadeva was furthered by Hemadri, a contemporary
who wrote a commentary on the Muktaphala entitled the Kaivalyadipika. In this
text Hemadn maintains that a rasa is an intensified bhava, and defines a devotee
as one who experiences bhakti-rasa®? Although the treatment is not extensive,
Hemadri applied the various components of Bharata’s rasa-siiira to Vaisnava
bhakti. ¥ Emotions directed toward Visnu are declared to be the means of attaining
him. Such emotions become the sthayi-bhavas of bhakti-rasa; here too the standard
list of the sthayi-bhavas of the nine rasas is accepted. Visnu and his devotees are
listed as the Substantial Excitants (&lambana vibhavas) of bhakti-rasa, and things
related to Visnu, such as his deeds, are the Enhancing Excitants (uddipana
vibhavas). The traditional anubhavas and vyabhicari-bhavas — understood here
as applying 1o the devotees of Visnu — complete his treatment. Althm_lgh th.e
presentation of bhakti-rasaby Hemadri is not nearly as detailed as that of Ripa, his
work must have been of seminal importance for the latter, who clearly knew of the
Kaivalyadipika®*

One other figure that precedes Riipa and seems to have some influence onhim
s Laksmidhara,® author of the Namakaumadj, who was most likely a Telanga
b_réhm;'xpa living in the thirteenth or fourteenth century. Laksmidhara viewed
bhakti as the mental state ( bhiva) of the mind spontaneously focused on the Lord.
He designated this pleasurable mental state love or rati, thus setting precedent for
the identification of the sthayi-bhava of bhakti-rasa as bbazgav.ad—r.ezti.s6 tisclear,
then, that Riipa Gosvamin inherited the seeds of a long history of discussion of
bhakti as rasa. The notions he inherited, however, were far from being fully
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developed; it remained for him to bring this discussion to fruition in light of the
recent developments occurring in Vraja in the early sixteenth century.

The Ocean: Structure and Content of the Bhaktirasamrtasindhu

The Bhaktirasamrtasindhuis conceived of as an ocean of Rasa, and its overall
aim is the articulation of a systematic aesthetics of loving devotion to Krsna. In
keeping with the oceanic image, the text is divided into four directional divisions
(vibhigas); each of these quadrants is further subdivided into chapters called waves
(Jaharis).8” The first and Eastern Quadrant contains an explanation of the general
characteristics of devotion (bhakti) as defined by Riipa. Moving clockwise, the
Southern Quadrant lays out devotional Rasa in successive chapters in terms of the
primary aesthetic components established by Bharata in the Natyasastra: the
Excitants (vibhivas), Indications (anubhavas), Responses (sartvikas), Transitory
Emotions (vyabhicari-bhdvas), and the Foundational Emotions (sthayi-bhavas).
The Western Quadrant outlines the major features of five primary devotional
Rasas: the Peaceful ($2nta), Respectful (prita), Companionable (preyas), Paren-
tally Affectionate (vatsala), and Amorous (madhura). The final and Northern
Quadrant presents the major features of seven secondary devotional Rasas: the
Humorous (hdsya), Wonderful (adbhuta), Heroic (vira), Compassionate (karuna),
Furious {raudra), Dreadful (bhayanaka), and Abhorrent (bibhatsa); this division
ends with a discussion of the compatibility and incompatibility of Rasas, and the
semblances of Rasas, or defective Rasas.

The format of presentation in the Bhaktirasdmrtasindhureveals the scholastic
influence of the new logic known as Navya Nyaya — marked by a great concemn
for careful definitions and elaborate classifications— that was prevalent during the
time of Riipa’s education. Ina manner very typical of the Vmdavana Gosvamins,
Riipa supports his definitions and statements with quotations drawn from a wide
range of texts. This not only suggests that scripture ($abda) is the most important
source of authoritative knowledge (pramana) for Riipa,®® but also that he was well-
educated in both Sanskrit aesthetics and Vaignava philosophy. His analysis and
theoretical statements about Rasa are supported with quotations from previous
works on aesthetics, such as Bharata’s Natyasdstra, Vi§vanatha Kaviraja’s Sahitya
Darpana, and Simhabhiipala’s Rasa Sudhakara. His presentation of the various
components of each type of Rasa is often illustrated with quotations from Vaisnava
scriptures, such as the Padma, Skanda, and Narada Purdpas, butespecially fromthe
Bhiagavata Purapa. Infact, inmany ways the Bhaktirasamytasindhucan be read as
acommentary on the Bhigavata Purépa, atleastfroman aesthetic perspective. The
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Bhagavataholdsaparticularly eminent positioninthe schoo‘l of Gaudiya Veliggavi—sm,
for whereas other Vedantic schools produced commentaries on the Vedanta Su_tra,
the Gaudiyas consider the Bhigavata as Vyasa’s own commentary on the Vedaf:ta
Sitra. Accordingly, the Bhigavatais the single most authoritative text for Gaudiya
Vaispavas. -

' "Verses without attribution appear among the many verses }.\sed in t}}e
Bhaktirasamrtasindhu to iliustrate some point. These are most hke.ly poetic
compositions by Riipa himself, considering the fact that he. draw's quotations from
six of his own titled poetic and dramatic texts.* I must admit thatin the early stages
of my translation work, I viewed the many illustrations as cumbers-ome obstacle;
impeding the progress of Riipa’s central argumen_t. How;ver, as time went on,
soon realized the multi-faceted importance of the illustrative verses. Not only do
they establish the authority of Riipa’s arguments, but perhaps more }mportar{ﬂy
they give the reader a poetic darsana (vision) of'some aspect of Krsna s play (Iila)
as a way of directly understanding some particularly delightful vanety‘ 3n that
divine activity. In this regard, the text can be viewed as a vast ocean of “verbal
icons™ of the multiple forms of Krsna and his lila. o .

Three Sanskrit commentaries have been written on the Bhaktirasamytasindhu,
although only two of these are widely accepted in cn:thodox circ}es. The first was
written by Jiva Gosvamin, the younger nephew of Rupa fmd S_ana,ltana. Because c.>f
his philosophical training and standing in the community, lea_s commentary is
considered to be the most authoritative, and all later commentaries follow it. The

next commentary was written by Vi§vanatha Cakravartin, an influential resident.

of Vrndavana in the latter half of the sixteenth century and the ﬁ?st half of the
seventeenth century.%! He spent his life producing important Sanskrit commentar-
ies as well as original works in Sanskrit. Vi§vanatha was ‘recogmzed asone of the
greatest authorities of his day among the Gaudiya Valgnaiwa cormi'n.n_ntg5 and
became known particularly as an interpreter of the works of RiipaGosvamin.”” The
third commentary was written by Mnkundadasa Gosvamin, a lesser-known ﬁg_.ure
of the seventeenth century. Because of the weight of the first two cgmmentgnes
and because the commentary of Mukundadasa is rarely printed in publ}shed
editions of the Bhaktirasimrtasindhu, 1 have referred only to the first two in my
own interpretive notes. ' _ . ;
Riipa’s exploration of the ocean of devotional acsthetics begins Wl.th a
definition of devotion or bhaktiin the first chapter of the Eastern Quadrant, ent1t1'ed
“The General Characteristics of Devotion.”  After praisin_g hi‘s gurus, the sa‘mt
Caitanya and his elder brother Sanatana, Riipa defines bhakti as “dedicated service
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to Krsna that is rendered pleasantly, is devoid of desire for anything else, and is
unobstructed by intellectual knowledge (jAana) or purposeful action (karma)”
(1.1.11). This rheans that the true object of all devotion is Krsna, understood as the
highest reality. Ripa follows the theology of the Bhagavata Porana in-asSuming
that Krsna is the supreme non-dual reality and the very source of all avatiras.®
Devotion itself is defined as “dedicated service,” which involves both emotional
attitudes (bhava) and physical actions (cestd). It is “service with the senses to the
Lord of the Senses” (1.1.12) The devotion that Riipa marks as the highest and most
worthy of emulation is a means of focusing the mind and other senses on Krspa
through pleasant feelings, thus avoiding the negative emotional examples found if
Vaisnava scripture, such as Kamsa, who focused his mind on Krspa with fear, and
Sisupala, who focused his mind on Krsna with hatred. The highest devotion is to
be purely selfless, desiring nothing other than loving service itself. Specifically,

this means avoiding the seduction of both worldly pleasures (bhukti) and spiritual
liberation (mukti), which would result in either a selfish love or a state of absolute

union wherein love becomes impossible. Riipa identifies and explains six special

qualities of bhakti: it destroys difficulties, bestows auspiciousness, trivializes

moksa, is very difficult to attain, consists of a special concentrated joy, and attracts

Sri Krsna (1.1.17£).

Riipa’s understanding of rasa differs greatly from those of other theoreticians
who preceded him. Whereas previous writers normally restricted the rasa experi-
ence to the limited space of the theatre, he extends it to all of life. Rasa is now not
understood to be simply a temporary aesthetic experience, but rather as the
culminating core of a genuine human life. For Riipa there is only one true Rasa,
bhakti-rasa, which constitutes the highest religious experience. This one true Rasa
is to be distinguished from the ordinary (Jaukika) rasas of classical theory, foritis
understood to be extraordinary (alaukika), even an aspect of divinity. The divinity
of bhakti-rasa is expressed with the terms $uddha sattva (“pure and luminous

"quality,” 1.3.1) and mahasakti (“great power,” 2.5.92). The first of these terms

indicates the extracrdinary nature of devotional Rasa, for the pure and luminous
quality of Suddha sattvais by definition beyond the ordinary qualities that make up
the ordinary world (tamas, rajas, sattva). The second term indicates that it
participates in that aspect of divinity known as $akti. Ripa’s nephew, Jiva
Gosvarmnin, identifies both of these terms with the joyful power (hladini-Sakti) of
Krsna, which he marks as the highest dimension and essential nature {svariipa) of
divinity on the basis of the Vispu Purapa.%*

The special nature of devotional Rasa for Riipa, however, can best be seen by
closely examining his understanding of its Foundational Emotion (sth3yi-bhava);
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furthermore, an understanding of the uniqueness of this Founc}‘ation,al Emoti_on is
the key to understanding Riipa’s entire system. Rﬁpa states:_ The Fou{ldatanal
Ernotion here is declared to be that love (rati) which Fakes Si1 Krsna as its object
(visaya)” (2.5.2). Aswas already mentioned, the clagsxcal rasa theory passed down
from Bharata recognized eight Foundational Emotions; a n‘m'th was added 1ate%-.
Although Riipa will proceed to introduce variety in:to love, it is clear that bhal?n—
rasahas a single and very special Foundational Emotion. For him, then, all genuine
Rasa is based on some form of love, or more specifically, some fqrm of 1o.v.e er
Krsna. This is a significant point of departure from previous bhak.u theoretm}ans,
such as Vopadeva, who recognized the traditional nine Ij"oundétlonal En'%otlons,
although in many ways Ripa is in agreement with the viewpoint of Bhoja, Who
reduced all rasas to one (called either $mgara or prema). ‘ .

. Ripa writes: “Bhavaisa special form of the pure and luminous quanl‘ny,‘ang
is like a beam of the sun of supreme love (prema)” (1.3.1). Here the word “bhavd
means the Foundational Emotion of love, as is made explicitin 1.3..13. The word
prema, which I have translated as “supreme love,” refers to the higher stages of
love, which in effect are bhakti-rasa. It is clear from a reading of 1'Af'1 thz:t prema
or supreme love is an intensified form of love, bhaiva or rati. Again, Rupa.1s in
agreement with Bhoja, who viewed rasa as an intensified form of thfz Foundatu.mal
Emotion, and opposed to Abhinavagupta, who viewed the Foundational Emotions

and rasa as being ultimately different. For Ripa, bhava is the first stage of prema;

stated the other way around, prémais merely the intensified or fully manifest erm
of bhdva. Once the bhava is present, Rasa is sure to follow under the 'nght
conditions. Thus the importance of the presence of the bhiva or Foundat}onal
Emotion. Since Riipa places so much emphasis on the Foundational E_imotf‘on,'a
major concern of his was to determine how it becomes present. He writes: | This
loving emotion (bhava) is bom in two ways: either from diligent dedication t.o
spiritaal practiées (sadhana), or for the very fortunate, by the grace of Krsnaor H1s
devotees. The first, however, is more COmMMon; the second is rare” (1.3.6). T_h1§
being the case, and considering the immense importance Rﬁpz_i placed in the sthayi-
bhava, he gives great attention to sadhana, a subject taken up in the {engthy second
chapter of the first division of this text. o o o

Riipa divides Sadhana Bhakti into two types: Vaidhi and Raganu'gg. Ya_1dh1
Bhakti Sadhana is said to be a form of practice that is motivated by the m]uflctmns
of scripture (1.2.6), whereas Raganuga Bhakti Sadhana isa form of practice t_hat
is motivated by a desire to follow one of Krsna'sclose companions (‘1 .2:270). R_upa
enumerates sixty-four practices of Vaidhi, supporting each with illustrations
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drawn from Vaisnava scriptures. He declares the last five practices to be particu-
larly powerful (1.2.238). These consist of lovingly serving an image of Krsna,
reading the Bhagavata Purdna, associating with devotees of Krsna, singing the
names of Krsna, and living in the region of Vraja. Vaidhi appears o be 2
preliminary stage of practice, which culminates in the desire to identify with the
emotional state of one of Krsna’s close companions. Once this desire has
blossomed, one is ready for Raganuga Sadhana.*®
Raganugd Sadhana is defined as a form of devotion that imitates®® (anusrta)
the devotion of the various residents of Vraja (1.2.270). The residents of Vrajaare
considered to be perfected beings, and as such function as paradigms for ideal
devotion. Their devotion is called Ragatmika Bhakti, which is defined as a
passionate absorption in the beloved (1.2.272). Ripa typically singles out the
amorous relationship for special attention, and so therefore divides Ragatmika
Bhakti into two types: Amorous {kamariipa) and Relational (sambandharipa,
1.2.273). Following this twofold division, Raganuga is also divided into two types:
Imitation of Amorous Bhakti (kdmanugd) and Imitation of Relational Bhakt
(sambandhanuga, 1.2.290). The models for the first are the gopis of Vraja; the
models for the second are the friends and relatives of Krsna. The desire for
attaining the emotional state (bhava) of one of the residents of Vrajais the sign of
eligibility for this type of spiritual practice (1.2.291). The practice itself, which has
along developmental history, is best indicated by two verses in the text (1.2.254-
95). Riipa advises the Raganuga practitioner to dwell continually in Vraja (men-
tally if not physically), and remain absorbed in the stories of Krsna and his intimate
companions. In this way, the practitioner comes to know intimately the script of
Krsna’s divine play (I7/4). The next move is to take an active role in that script by
performing services (sevd) which imitate the residents of Vraja with both the
practitioner’s body (sadhaka-ripa) and perfected body (siddha-riipa).

A great deal could be said about these terse instructional remarks, but briefly
this practice begins with initiation by aqualified guru, who has the ability todiscem
the identity of an individual’s character in the ultimate reality of Krsna’s divine
play or lila. According to Gaudiya Vaispavas everyone has a spiritual double,
called the “perfected body,” that defines one’s true identity. Use of the term
perfected body (siddha-ripa) had a previous history among the Natha and Hatha
yogis, who employed the term to refer to the body that had become perfected
through techniques of yoga and had achieved a deathless state.”” In the Gaudiya
Vaisnava tradition, however, the perfected body refers to both a meditative body
and one’s eternal form. Jiva Gosvamin glosses the term as “an internal body
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suitable for one’s desired services for Krsna” (antas-cintitabhista-tat-sevopa yogi-
deha). The perfected body is revealed to the practitioner by a guru who has
mastered a meditative technique known as lila-smarapa. This practice involves
visualizing in great detail particular dramatic scenes of Vraja. The culmination of
this practice is a direct vision (saksat-darsana) of Krsna and his jila.%® Asamaster
of this meditative technique, the guru can discern the practitioner’s true identity,
whereas the practitioner employs this technique as a way of entering into the
ultimate world of Krsna’s ila. It is then with the meditative body of the siddha-
rilpa— typically defined as a gopi—thatmuch of the service to Kysnais performed
by the practitioner of Raganuga Sadhana. After the death of the current body, one
takes up eternal residence in the perfected body.

Although the perfected body is of greater importance for the higher acts of
service, acts of service performed with the “practitioner’s body™ are also heldtobe
important and efficacious. In his commentary on 1.2.295 Jiva glosses Fhe
practitioner’s body (sadhaka-riipa) as the “body as it presently is” (yathasthita-
dehs). Although heated debates arose regarding the nature of the proper employ-
ment of the practitioner’s body,? the orthodox position is that the acts of service
with the practitioner’s body involve the standard acts of devotion, such as praising
(kirtana) Krsna and worshipping him through images.'® In fact, the commentator
Vidvanatha Cakravartin was to argue in his commentary on 1.2.295 that the two
types of bodies are to imitate two different types of models. One is to imitate the
lovers of Krsna, $riRadha, Lalita, Visakh3, Ripa Mafijarl, and other gopis with the
perfected body; and one is to imitate S11 Riipa, Sanatana, and the other Vrndavana
Gosvamins with the practitioner’s body. Regardless of the particular interpreta-
tion, all agree that the purpose of the Raganuga Sadhana is the generation of a
bhiva, specifically a love for Krsna as exemplified by the residents of Vraja, the
very Foundational Emotion of the ultimate devotional Rasa.

The goal of the religious practices outlined in this text is to become a vessel
(@$raya) of loving joy. One may do this by imitating the original models of pure
devotion, the gopis and other residents of Vraja, as mentioned above. Butasingle
cryptic line in Riipa’s text led to another fascinating development called Mafijari

Sadhana.l9! Toward the end of his general section on the Foundational Emotion
(2.5.128), Riipa writes: “If the love for a friend is the same as or less than the love
for Krsna, then it is a Transitory Emotion; but if this love grows to the point where
it exceeds the love for Krsna, then it is called “Emotional Rapture” (bhavollasa).
This verse refers specifically to three different types of sakhis, or girlfriends of
Radhi: those who are devoted to Radha and Krsna equally, those who are more
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devoted to Krsna, and those who are more devoted to Radha. The latter type come
to be known as rnafijaris; these are the personal companions and servants of R&dha.
As Radha rose in importance in Gaudiya theology, Mafijari Sadhana assumed a
preeminent position. Since Radhais defined as the most profound emotional vessel
(&éraya) possible, anew strategy developed whereby the goal was not to beé direct
vessel of love for Krsna, but rather to identify completely with Radha’s emotions, |
‘thereby experiencing her ultimate emotional state of mahabhiva. In his commen-
tary on this verse Jiva Gosvamin makes it clear that in this case Radha shifts from
being the vessel or astaya of the emotion to being the object or visaya of the
emotion; and in effect the love of the madjari for Radha (bhavoliasa) amounts to
a new type of Foundational Emotion, since it overrides the love of Krsna.

One of the major religious contributions of Ripa’s text is a sustained critique
of moksa, understood here to be the Advaitin goal of unity or absolute identity with
Brahman. Although thiscritique is assumed throughont the text, itis taken up most
directly in the second chapter of the first quadrant in the context of a discussion
regarding eligibility for the higher devotional life of bhakti (1.2.22-57). Those
eligible for bhakti simply reject the quest for moksa as being ultimate. Most
particularly it is sdyujya mukti, often glossed as complete union (ekatva), that is
marked as most problematic, for achieving this state would end all possibility of
relationship with Krsna, and it is only in relationship that one can taste the bliss of
bhakti-rasa.!®? The bhakti theologians in pursuit of divine love are fond of saying
that they desire to taste sugar, not become sugar. Rilpa quotes a verse from the
mouth of Hanuman to make this point: “I do not desire moksa, which cuts one’s
connection with the world and destroys the relationship expressed as: “You are the
LordandIamthe servant’ (1.2.49). As anaesthetic experience, the bliss of bhakti
is dependent upon some differentiation between the experiencing subject and the
experienced object. In classical aesthetic terminology, this means that there has to
be a split between the dsraya (here the lover or devotee) and the visaya (here the
beloved, Krsna) for love to occur. The highest reality, then, for the Vaispavas is
not the unqualified absolute Brahman of the Advaitins, but rather the infinitely
qualified Bhagavin. Consequently, the result is the detailed study of Krsna’s
qualities we find in 2.1.17-271. Although from a philosophical perspective Krspa
is not different (abheda) from his close companions, from the aesthetic perspective
a difference (bheda) is necessary. Thus one arrives at the philosophical position
of Gaudiya Vaisnavism, “inconceivable difference in nondifference” (acintya-
bhedabheda). This is commonly expressed in a popular poster form throughout
Vraja called ek prana, do deha, “one essence, two bodies,” in which Radha and
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Krsna’s bodies are so intertwined that it is difficult to distinguish the boundaries
sé;;é:ating the two. Although ultimate reality is recognized as being non-dual, for
the purpose enjoying its own dialectical dynamic of love (prema) it splits into the
duality of thelover (aSraya) and beloved (visaya). Itis very important to remember,
however, that according to the theology expressed in Riipa’s text all three of these
interrelated aspects —beloved, lover, and love — are divine. )
Riipa introduces the reader to his particular application of the technical
terminology of the classical aesthetic theory to the religious context of emotional
Krsna bhakti in the Southern Quadrant. In2.1.12-13 he gives a brief introductory
definition of four of the five aesthetic components, which he then expands in
subsequent chapters.!”® The Excitants (vibhavas) are defined as the “causes of
love, such as Krsna, his devotees, and the sound of his flute.” The Excitant is
divided into two aspects in Riipa’s system: the Substantial Excitant (2lambana-
vibhava) and the Enhancing Excitant (uddipana-vi bhava).'®* The Substantial
Excitant is further divided into the “object” (visaya) of love and the “vessel”
(@$raya) of the emotion (2.1.16). This is specifically what Riipa means in the
statement just quoted. Krsna is declared to be the object of love, and his devotees
are declared to be the vessels of love, the two aspects of the Substantial Excitant.
That is, Krsna is here understood to be both the agent who arouses love as well as
the focus for the ensuing love. His devotees are those who experience the joy of
that love. The sound of Krsna’s flute is identified as an example of an Enhancing
Excitant. The Enhancing Excitants serve to promote further the love inspired by
the Substantial Excitant of Krsna himself. These include such things as Krsna’s
actions and omaments (2.1.301). The Substantial and Enhancing Excitants are
explored in detail in the first chapter of the Southern Quadrant. Since the most
important dimension of the Excitant is Krsna himself, the greater portion of this
chapteris devoted to a presentation of the qualitiesof Krsna(2.1.17-271). In effect,
this chapter is tantamount to a detailed theological treatise on Krsna. Besides the
fact that he is the supreme lover, some key tenets are that he is not simply a single
incarnation (avatira), but rather the very source of all incarnations {2.1.202), that
he is a concentrated form of Being (saz), Consciousness (cit), and Bliss (Znanda)
{2.1.187), that he encompasses the entire universe (2. 1.199), and that he is most
fully manifest in Vraja (2.1.223). -
Ripa defines the Indications (anubhavas) as the resulting physical expres-

sions of love enacted by Krsna's devotees (2.1.12-13). He gives the example of

smiling, but clearly intends it to serve as a reference to the longer list of general
external reactions explored in the second chapter of the Southern Quadrant. He
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defines the Responses (sattvikas) as eight devotional reactions such as stupefac-
tion. -These are involuntary bodily reactions that are caused by certain mental
states. A person can reproduce one of the Indications without necessarily experi-
encing an inner emotion, but the Responses cannot be produced unless one is
imbued with a true emotional state (2.3.1). Besides stupefaction, the Responses
include perspiration, goose bumps, broken voice, trembling, change of color, tears,
and loss of consciousness (2.3.16). The Transitory Emotions (vyabhicari-bhavas)

" are defined as assisting emotions, such as indifference. Thirty-three such emotions
are examined in the fourth chapter of this division. Ripa explains that the

Transitory Emotions accompany the Foundational Emotion of love, thereby
enhancing it and introducing the element of variety (2.4. 1-2). Inthis way the thirty-
three Transitory Emotions account for the different forms that love takes, even
within a single Rasa. Parental Affection, for example, may be either happy or
alarming, depending upon which Transitory Emotion accompanies it.

The Foundational Emotion {sthiyi-bhdva) is not mentioned in 2.1.12-13,
since it is the core emotion upon which the other components act to raise itto the
intense level of a Rasa. Riipa states: “Love for Krsna s the Foundational Emotion
that becomes the Rasa of devotion. It is raised by means of the Excitants,
Indications, Responses, and Transitory Emotions 1o a relishable state in the heart
of devotees engaged in such actions as listening to the stories of the Lord” (2.1.5).
He explains that the Foundational Emotion is one which dominates all other
emotions, just as a king dominates all other people (2.5. 1).19% And in the next verse
he declares that the Foundational Emotion of all true Rasas is that love (rati) which
takes Krsna as its object (visaya). Although Rupa will go on to discuss the various
types of Rasa, it is important to understand that for him all Rasas are rooted in the
single Foundational Emotion of love for Krsna (krsna-rati).

Riipa has a keen awareness of the great differences found among the various
kinds of devotees. In fact, he claims that the type of love experienced is dependent
upon the type of “vessel” (patra or asraya) experiencing it; thus he is able to
develop a system that simultaneously recognizes the oneness and multiplicity of
love. He writes: “The particular form that love takes is determined by the specific
nature of the individual experiencing it, just as a reflected image of the sun is
determined by the nature of the jewel through which it is being reflected” (2.5.7).
Though love is one, it is experienced as many because of the different types of
people experiencing it. Concomitantly, the form in which Krsna appears is
determined by the perceptual disposition of the devotee; this means that divinity
is also simultaneously one and multiple. This allows Ripa to develop what
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amnounts to a typology of religious experience. Though he has declared devotional
Rasa to be one, a typology of religious experience {or bhavas to use his Sanskrit
term) enables him to correlate his theory to the previous theories which recognize
a number of Rasas, while at the same time maintaining that all Rasas are rooted in
the same Foundational Emotion of love for Krsna. .

Riipa divides the Rasas into Primary Rasas and Secondary Rasas. The

Primary Rasas are five in number and are understood to be direct forms of rati, or
“love” forKrsna. The Secondary Rasas are seven in number, and correspond tothe
remaining rasas of the classical theory. The ninth rasa of classical theory, the
Peaceful Rasaof $dnta, is included as the firstof the Primary Rasas by being defined
as a particular type of love. What distinguishes a Primary Rasa from a Secondary
Rasa is that the former are based on a Foundational Emotion that is “self-
supporting,” whereas the Secondary Rasas are based on Foundational Emotions
that are supported by a Primary Foundational Emotion.!% Inall cases, the Primary
Foundational Emotion is a form of love (rati), defined as “a special form of the pure
and luminous quality” (2.5.3), the very same terminology used to define a true
bhavain 1.3.1. On their own, the Secondary Foundational Emotions lack this
essential quality, but come to share in it through association with a Primary form
of love. Once again, we observe the centrality of love or ratiin Riipa’s system. In
effect, then, the five Primary Rasas are simply variant forms of what is called the
$rigirarasain the classical theory, since this is the rasa based on the Foundational
Emotion of rati. Riipaemploys the terminology of all the aesthetic components to
Jay out his twelvefold schema of Rasa. He does this ina generic way inthe Southern
Quadrant, devoting five respective chapters to a general discussion of the Excit-
ants, Indications, Responses, Transitory Emotions, and Foundational Emotions.
Having laid this foundation, he proceeds to a detailed analysis of the five forms of
Primary Rasa in the Western Quadrant, and of the seven Secondary Rasas in the
final Northern Quadrant.

The five forms of Primary Rasa — Peaceful, Respectful, Companionable,
Parentally Affectionate, and Amorous — are presented in a hierarchical manner by
Riipa, with the last clearly being the highest. He devotes a sequel to the
Bhaktirasamrtasindhu, the Ujjvalanilamani, entirely to this Rasa. The criterion of
hierarchical judgment employed is the intensity of emotional connectedness
(sambandha), expressed in terms of several related concepts. One of these has to
do with a particular understanding of the sense of “myness” (mamatg), which
signals personal attachment. Although this term is frequently assumed to have
negative connotations in philosophical literature concerned with achieving abso-
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lute unity with Brahman, Riipa uses it in a very positive fashion to indicate an
important ingredient of a strong relationship with Krsna. Gaudiya Vaispava
philosophy rejects the realization of absolute unity with Brahman in favor of an
intimate relationship with Brahman as the infinitely qualified Bhagavan Krsna.
This requires personal attachment, which depends upon a sense of ownership and
individuality.'®? This is what is being expressed by the positive use of the term
“myness.” Riipa employs this term to define the Foundational Emotion of the
Peaceful Rasa: “Generally, Peaceful Love arises in tranquil people who compre-

“hend Krsna as the highest Self (paramatman) but are without even a trace of the

sense of “myness” (2.5.18). Accordingly, he places the Peaceful Rasa (§2nta) on
the bottom of his hierarchical list of the Primary Rasas, for the others involve
increasing amounts of this sense of myness (2.5.22), and the Amorous Rasa
identifies most intensely with this sentiment. It is also worth noting that the term
kama (“desire” or “passion”) is often marked with a high degree of negativity,
whereas in Riipa’s text it is used to denote the perfected state of the highest lovers
of Krsna, the gopis (1.2.273, and 283-84). Understanding the passionate nature of
the divine emotions explored here will better prepare the reader for an understand-
ing of the presence and positive use of such emotions as agitation, anger, and
jealousy.

Another related term that has a negative connotation in the ascetic schools
which aim for absolute unity is abhimana. In certain contexts this term is often
translated as “pride,” but can also be translated more neutrally as a “sense of
individuality.” Although itis almost always an obstacle to be overcome in schools
that alm toward the absolute unity of moksa, here where relationship is being
sought it is considered to be something of great value. Riipa uses the term t0
indicate a key aspect of any close relationship with Krsna. He defines Relational
Bhakti, forexample, as that which involves an identification (abhimana) of oneself
as one of Krsna’s relatives (1.2.228). Jiva Gosvamin extends the use of this term
to define the precise nature of each unique relationship with Krspa that is at the
heart of the Primary Rasas. One who experiences Parental Affection, forexample,
is one who has an identity of oneself as Krsna’s elder (gurutva-abhimana).'® The
Peaceful Rasa is also rated the lowest among the Primary Rasas since it lacks a
particular identity (3.1.32), and therefore is not associated with a particular kind of
relationship with Krsna (2.5.21), whereas the others emotions — especially
Amorousness — involve high degrees of both these.

Rilpa employs a pair of terms to express yet another concept that allows him
to delineate the hierarchical relationship of the Rasas. While discussing the
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relationship of servitude within the Respectful Rasa, for example, he remarks that
the servants are predominantly aware of Krsna’s majesty (3.2.16). The Sanskrit
term here being transtated as “majesty” is prabhutd. This term is synonymous with
another term Riipa uses to express the same concept, namely, ai§varya. Both of
these terms are in contrast to another, madhurya, which means “sweetness.”'%
These are important theological terms for Gaudiya theologians, expressing two
very different perspectives by which the Lord is viewed. The majestically powerful
form of the Lord inspires awe and fear, and causes the devotee to draw back inan
attitude of respect, whereas the sweet form of the Lord attracts the devotee and
inspires intimacy. Arjuna’s encounter with Krsna in the eleventh chapter of the
Bhagavad-git4 is frequently used to express this theological distinction. Krsna
reveals his majestic form (ai$varya-riipa) to Arjuna, who draws back with fright,
and the close affection Arjuna feels for Krsna leaves him immediately. When
Krsna returns to his gentle human form (saumya-manusa-riapa) Arjuna is once
again able to relate to him as an intimate. Perception of the majestic form is
therefore an inhibiting factor in developing a close relationship with Krsna,
whereas perception of the sweet form is a factor that nurtures this development.
Therefore, the Primary Rasas are ranked according to the absence and presence of
these two factors. The servants of Krsna operate within a perspective largely
informed by the majesty (ai§varya) of the Lord, whereas his lovers operate within
a perspective colored by sweetness (madhurya).

The particular typology of religious experience Riipa presents in the
Bhaktirasamrtasindhu utilizes all the aesthetic components of the classical tradi-
tion. The chief elements of this, however, are the varying object {visaya), shifting
vessels (asraya), and the resulting different religious experiences (bhavas). Ripa
begins his presentation and analysis of the Primary Rasas with an examination of
the Peaceful Rasa ($4nta-bhakti-rasa). The particular form (visaya-alambana-
vibhava) in which Krsna is encountered in the Peaceful Rasa is one appropriate to
yogic meditation, the four-armed Vispu (3.1.7-8) which is described as being
appropriate for yogic meditation in texts such as the Bhagavaia Puranall® The
vessels of this Rasa are the peaceful (§anta) devotees, defined as those who have
achieved tranquillity and then go on to experience a love for Krsna. Examples
given are the four mind-borm ascetic sons of Brahma: Sanaka, Sananda, Sanatana,
and Sanatkumara (3.1.12). Enhancing Excitants include listening to the principal
Upanisads and residing in isolated places (3.1.18-19).

Riipa represents the resulting emotional experience (bhava) as being some-
what similar to the joy of the yogis (3.1.5). Jiva glosses the joy of the yogis as an
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experience of the unqualified Absolute Reality (nirvi§esa-brahman). However, the

object of the yogis’ quest is said to be the Self (atman), whereas the object (visaya)
of this Rasa is the Lord (i$a). This is what makes the Peaceful Rasa a devotional
Rasa for Riipa; it is still a form of love (rati) directed toward Krsna. Ripaidentifies
the Foundational Emotion of this Rasa as Peaceful Love ($3nti-rat, 3.1.35). The
classical understanding of the Peaceful rasa is that it is the absence of all emotions;
it is the still ocean in which all waves of passion have been eliminated. This,
however, would not be a true Rasa according to Riipa, who defines the experience

- of Rasa as involving some type of love (3.1.4 and 46). All of his illustrations

(3.1.36-45) involve a tranquil yogi who moves beyond the realization of the
undifferentiated Brahman and the meditative state of objectless consciousness 1o
an encounter with some form of Xrsna as the object of an astonishing love. A
comerstone of Vaisnava philosophy is the tenet that the Lord (Bhagavan or
Purusottama) represents a higher form of reality than that which is encountered as
the undifferentiated Brahman.!!! The peaceful devotees may reside in a calm
ocean, but finally it must be an ocean stirred up to some degree by the surges oflove
which indicate an awareness of divine form. And the more motion in the ocean,
the more intense the waves of emotions, the higherit is ranked on the hierarchical
scale. Riipa, therefore, declares the joy of the yogis to be limited or incomplete,
whereas that joy related to the Lord is unlimited or complete (3.1 .5). The Peaceful
Rasa is also placed lowest on the hierarchical scale because it involves only an
encounter with the essential form (svariipa) of the Lord, and is not connected inany
way with his charming /i or divine play (3.1.6).

Moving up the hierarchical ladder, the next type of religious experience, or
devotional Rasa, is the Respectful Rasa (prita-bhakti-rasa).!'* This Rasais divided
into two subtypes: Politely Respectful and Relationally Respectful. In the first,
Krsna (as the visaya-dlambana-vibhava) appears as the awesome master and
highest object of worship (3.2.11-13) and the devotees (as the déraya-alambana-
vibhava) take the forms of his servants (3.2.6; four types are presented in 3.2.18-
56). 1t may be of interest to note that the gods, such as Brahma, Siva, and Indraare
included in this latter category (3.2.19). In the second, Krsna appears as a superior
and protective elder (3.2.148) and the devotees take on the forms of his sons and
other younger relatives (3.2.149). Krspa’s son Pradyumna is singled out as best
among this type of “vessel” or devotee (3.2.152). Dust from the feet of Krsna is
listed as an Enhancing Excitant of the first type, whereas his affectionate smile s
listed as an example of an Enhancing Excitant for the second. Adhering scrupu-
Jously to one’s assigned task (the example given is fanning Krsna) is an Indication
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of the Politely Respectful Rasa, and occupying a seat lower than Krsna’s is an
Indication of the Relationally Respectful Rasa. All the remaining aesthetic com-
ponents are likewise employed to nurture the particular Foundational Emotion of
this Rasa to a “relishable” level. The resulting religio-emotional experience is
connected with a relationship in which Krsna as the supreme Lord is encountered
as the worshiper’s own caretaker (3.2.167-68). Since the intensity of this type of
relationship is compromised by a differential in power, it is surpassed by the
following types.

The third type of devotional Rasa is that of Companionship (preyo-bhakti-
rasa, also known as skhya or maitri-maya rasa). Here Krspa appears as the
devotee’s friend, and the devotee assumes the position of Krspa’s friend, equal to
Krsna in form, dress, and qualities (3.3.8). The devotees who experience this Rasa
are éompletely unrestrained and enjoy confident familiarity with Krsna. Here we
begin to see the positive effects of the increasing presence of the “sweetness”
(madhurya) and “myness” (mamaia) perspectives referred to above, and the
concomitant fading of the “majestic” (aisvarya) perspective that was dominant in
the previous Rasa. The friends are divided between those found in the city of
Dvaraka and those found in the higher realm of Vraja. Arjuna is named as the best
of the friends of the city (3.3.13). The higher group of Krspa’s friends in Vraja are
further divided into four types: The “allies” are slightly older than Krspa, and
therefore possess some parental affection for him; Krsna’s elder brother Balarama
is a chief exemplar of this type of friend (3.3.25). The “assistants” are slightly

younger than Krsna, and therefore possess some respect for him; Devaprastha is -

the chief exemplar here (3.3.33). The “dear friends™ are the same age as Krsna, and
are therefore his equals; Krsna’s good friend $ridama is singled out as the best of
/this category of friend (3.3.40). The highest type of friends are the “dear playful
friends,” since they are Krspa’s confidants in his secret matiers of love affairs.
Subala and Ujjvala are mentioned as the best of this type (3.3.45). The Indications
of this Rasainclude such sports as wrestling, playing with balls, gambling, carrying
one another on the shoulders, and play-fighting with sticks, as well as other
activities such as sitting and sleeping with Krsna on his bed, telling him entertain-
ing jokes, playing in ponds, and dancing and singing with him (3.3.86-88). The
unique feature of this Rasa is its Foundational Emotion of “love called ‘friendship’
(sakhya) which exists between two persons of approximately equal status; it
consists of confident familiarity and lacks any sense of awesome respect” (3.3.105).
Because of the more equal power relationship, intimate friendship is possible,
aking this Rasa much more intense than the previous two. Itis also this feature
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that distinguishes the Rasa of Companionship from both the Respectful Rasa and

the Rasa of Parenta} Affection. Riipa writes: “ Since there is the sweetness of
identical emotional states in both Krsna and his friends in the Rasa of Companion-
ship, it produces a special sense of wonder in the mind. In the Rasas of Respect-
fulness and Parental Affection, however, the emotional states of Krsna and his
devotees are different and unequal. For this reason, connoisseurs whose hearts are
filled with friendship recognize a special quality in the Rasa of Companionship that
makes it unique among the Rasas” (3.3.134-36).

The second most intense Rasa according to Ripa is the Rasa of Parental
Affection (vatsala-bhakti-rasa). Here Krsna (as the visaya) appears as a child in
need of nurturing protection and the devotee (as the &sraya) assumes the position
of an elder who cares for young Krsna. These are opposite to the conditions of the
Respectful Rasa. Moreover, Riipa states that since Krsna is here the recipient of
kindness and protection, his majestic power is not manifest (3.4.5). Again, the
absence of any sense of Krsna’s majestic power and the presence of a sense of his
sweetness is the measure of the intensity and value of a Rasa. Krsna’s foster parents
Yasoda and Nanda are ranked the highest among this type of devotee (3.4.10-16).
The Enhancing Excitants are the sweet, charming, and mischievous ways of the
child Krspa. The Indications include such acts on the part of Krsna’s parents as
smelling his head and giving him baths: A ninth and unique Response is added to
the standard list of eight Responses for women in this Rasa: the flowing of breast
milk (3.3.45). The Foundational Emotion of this Rasa is defined as Parental
Affection (vétsalya), which “consists of a love that is devoid of deferential respect
and belongs to one who shows kindness to Krsna as a needy recipient of kindness”
{(3.4.52). This Rasa too has a unique feature: it will not diminish when not
reciprocaied (3.4.79). When mutual friendship-is not returned it disappears,
whereas there is no expectation of mutual friendship from a tiny baby. Ripa,
therefore, recognizes a unique strength in this kind of love.

The most supreme devotional Rasa and the highest type of religious experi-
ence possible is the Amorous Rasa (nadhura-bhakti-rasa). Since he has written
another book devoted entirely to this single Rasa, the Ujjvalanilamani, Ripa
spends little time illustrating it here. Nonetheless, it is clearly the highest Rasa for
him and he presents it in the familiar terms .of the classical rasa theory. The
erotically charming Krsna represented in the Gitagovinda s the object (visaya) of
this Rasa (3.5.5), and the gopis of Vraja are its vessels (asrayas, 3.5.6). The most
exalted of all the women — of all vessels or devotees for that matter — is Radha,
daughter of Vrsabhanu (3.5.7). The Enhancing Excitants are exemplified by the
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sound of Krsna’s flute, and the Indications include such acts as smiles and sidelong
glances. The Foundational Emotion of Amorous Love (madhura-rati) is explored
in terms of the various states of union and separation (3.5.24-35). The distinctive
feature of this Rasa is that it is not diminished by any circumstances (3.5.21). Itis
clear from his previous statements that this Rasa encompasses the strengths of all
the other forms of love, making it the Rasa par excellence.

In summary, Riipa has created a typology of religious experience that ranks
the various types of possible ultimate relationships in terms of intimacy with the
divine and intensity of emotion. Within this typology Ripa is able to place both
the Peaceful ($4nta) experience of the ascetic yoga traditions, which often define
the ultimate state as the absence of all emotions, and the Amorous (Srigara)
experience of passionate devotion, which seeks to utilize the power of all emotions
to establish a solid connection with the divine as beloved. These two impulses
represent polar tensions that have defined and enlivened much creative debate
within Hindu philosophy, and Riipa’s presentation provides yet another important
way of viewing their relationship.'!?

This typology is not rigid, however, for Riipa recognizes that the Primary
Rasas are frequently combined in various characters encountered in Vaigpava
scripture (3.4.80-84). In fact, to further nuance this typology, Rlpa maintains that
from time to time one of the five previously described types of devotees experi-
encesone of the seven Secondary Rasas (4.1.5). Discussionofthe seven Secondary
Rasas comprises the final quadrant of the text, and a chapter is devoted to each.
Again, the decisive factor is some form of love (rati) for Krspa. For example, a
devotee may experience humor (hZsa), but for this to be part of the experience of
devotional Rasa it has to be a form of humorous love toward Krsna. Therefore,
within Riipa’s system the Foundational Emotion of the Humorous Rasais Humor-
ous Love (h#sa-rati, 4.1.6). Likewise, the traditional Foundational Emotion of
amazement (vismaya) becomes Amazed Love (vismaya-rati, 4.2.1). In a similar
manner, Riipa works into his system the remaining rasas of the classical theory.
Riipa makes it very clear, however, that Krspa can never be the * ‘object” (visaya)
for dlsgust (jugupsa, 2.5.41); Disgusted Love (jugupsa-rati) is associated with
ascetics and usually takes the body asits object (4.7.1 and 8). The Secondary Rasas
serve to enhance the central love and give it variety, much like the Transitory
Emotions, '

The Bhaktirasamrtasindhu ends with a discussion of the compatibility and

incompatibility of the various Rasas, and a brief presentation of false semblances

of Rasas. When compatible Rasas interact, the result is an enhancement of the

INTRODUCTION Ixv

dominant Rasa (4.8.16), whereas when incompatible Rasas combine there is a
diminishment of the dominant Rasa, just as when salt is added to a sweet drink
(4.8.53). Humor, for example, enhances the Amorous Rasa (4.8.7), whereas a
mixture of the Amorous Rasa and the Rasa of Parental Affection is highly
damaging (4.8.60). A Semblance of a Rasa (rasabhasa) is defined as a defective
Rasa. Three types of defects are defined and illustrated: an Uparasa has a defective
Foundational Emotion, Excitant, or Indication (4.9.3), an Anurasa has no connec-
tion' with Krsna (4.9.33), and an Aparasa is located in some enemy of Krsna
(4.9.38). In all three cases, there is no true Rasa.

" Itisnow time to summarize precisely how Riipa represents the experience of
Rasa. In the beginning of the Southern Quadrant he states: “Love for Kisna is the
Foundational Emotion that becomes the Rasa of devotion (bhakti-rasa). Itisraised
by means of the Excitants, Indications, Responses, and Transitory Emotions to a
relishable stafe in the heart of devotees engaged in such actions as listening to
stories about the Lord” (2.1.5). Itis clear here that although Rasa becomes varied
according to the capacities of its recipients, it is fundamentally one. The single
Foundational Emotion of love for Krsna is taken to be the unifying core of all true
Rasas, resulting in the simultaneously unified and multiple bhakti rasa or Rasa of
devotion. Moreover, the Foundational Emotion and Rasa are not fundamentally
different for Riipa as they are, for example, for Abhinavagupta. In the previous
verse Ripa remarks that the Foundational Emotion of love (ra#i) becomes Rasa
whenitis developed (pariposs) by the various aesthetic components just listed. His
view on this subject is, therefore, much closer to that of Bhoja. The key element
in Riipa’s entire system is the Foundational Emotion of love for Krsna (krspa-rati).
Far from being based on ordinary vasanas, as it is for most other theoreticians of
rasa such as Abhinavagupta, here the Foundational Emotion is understood to be a
very special manifestation of divine power. Once it has beern established, all else
follows. Riipa makes it clear that this divine love is of such a nature that it naturally
proceeds to the level of Rasa with only the slightest exposure to the aesthetic
components defined in the terms laid out in this book (2.5.106). It is also of
importance to note in the verse guoted above that the location of Rasa for Riipa is
the devotee.!!* This includes both the original characters, such as Radha and
Ya$oda, and the contemporary practitioner. The question of whether one is an
original character, an actor, or a member of the audience is irrelevant according to
Riipa; the real issue is whether or not one’s heart is imbued with the bhava of love.
Here again, RGpa’s position is much closer to Bhoja’s than to Abhinavagupta’s.

Riipa has something even more radical to say, however, in comparison with
the classical rasa theory of Bharata. In his section on the Foundational Emotiocn,
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Riipa asserts: “Thischarming love makes Krspaand related_ factorsinto an Exc&tant
and other related aesthetic components, a_nd thx?n expand; itself by means of : es:l:
very components” (2.5.94). What he is saying here is .t¥1at the For_mdatl;)n
Emotion of love makes objects into Excitants, of oppom_mmes 1o experience love
in intense ways. “Ordinary” objects then become occasions for the expression o;
experience of love. An ordinary cloud, for exa{nple, may evoke the experience 0
love, but it is the Bhava or Foundational Emotion thlch make§ the cloud }I:ltO an
object of love that determines the experience: This may be illustrated with an
everyday example. Say one person is madly in love with another, but for.soi;ne
reason is separated from the beloved. If the beloved happened to leave a jacket
behind, the sight of that jacket will be an occasion to experience the pangs of love.
The jacket itselfis not the foundational cause of the love, however, but is rather in
object that evokes a preexisting love. Anothe{ person may very well walk East t e%
jacket and experience nothing whatsoever, viewing it sm:xp}y as an old piece ?
clothing. Again, the bhavais the determining fzflctor, and thlS.IS Wh-at makes Rupa s
system quite different from Bharata’s, wherein the d_ramatlc obgects functl.cm as
Excitants to create a particular feeling. For Ripa low_s is and’l;emams. foundational,
or to repeat (and reverse) the common adage: “Love is God. . Once it ha§ sprouted
in the heart it expands and expresses itself by means o_f various aesthe:nc compo-
nents. In thisregard, Riipa writes: “This processis justlike the ocean whlc.h, havm,%
filled clouds with its own water, increases itself by means of .thxs:‘very 1ain water
(2.5.95). Besides suggesting the identity of love and'K_rgr_la‘, this verse mdma.tes
more about the expanding nature of love; once established, it goes on increasing
its own delight through its joyful play with various comportients, now seen as p_art
of itself. This is the eternal play of love as understood by Riipa and other Gaudiya
g -
thedOAb;I;Zp of Riipa’s views on the Foundational E_motion of love als'o helps us
understand his great concern for spiritual practice (sadhana), for the man‘l‘ purpose
of such practice is the generation of a bhava, the lgve for Krsna. He.: says, “‘Diligent
dedication to spiritual practices brings about desire ({ucD for Hari, then produ.ce’s’
attachment (asakti) for Him, and then causes the birth of love (rati) fo-r Him
(1.3.8). Once this divine emotion of love has bef?n gen_erated, th‘rough its own
playful nature it goes on and on to higher levels of intensity and enjoyment. This
is the experience of Rasa. Riipa uses the word prema, Wh.ICh I have t_ranslated as
“supreme love,” as representative of the higher states emotional experience. Inthe
Bhaktirasamrtasindhu he identifies the higher stages of premaor supreme love as
sneha (tende.mess) and raga (passion) (e.g., 3.2.78). In the Ujjvalanilamani,
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however, he gives the more detailed list of the expansions of love as: prema, sneha,
mana, pranaya, rdga, anoraga, and finally bhava (UN 14.60). The last of these,
however, is not to be confused with the bhdva that is the Foundational Emotion.
Here the word bhava means mahabhava (“gréat emotion™). This is the ultimate
experience of love and the culmination of true Rasa, which is associated with
Radha, the most profound “vessel” of divine emotion.

The ultimate experience, then, for Riipa is one continual and expansive
religio-aesthetic experience of love. This involves playful interaction between the
dynamically interconnected lover, beloved, and love itself. Once love has been
established in the purified heart, the entire world becomes a divine stage and an
occasion for experiencing blissful love for Krsna, who in fact (according to
Gaudiya theology) is not different from the world — not, at least, from the wosld

seen with a clear mind and a soft heart characterized by the state of pure luminosity
(Suddha-sattva).

NOTES

1. The second of Patafijali’s Yoga-siitras reads yogas citta-vrtti-nirodha.

T use the capitalized form of “Rasa” to refer specifically to Rilpa Gosvamin’s concept, and the
non capitalized form of “rasa” to refer to the concept associated with the aesthetic theory
concemed with ordinary drama. Obviously the boundary between these is not always clear;
however, it is my hope that this distinction will help reduce misunderstanding,.

Friedhelm Hardy, Viraha-Bhakti: The Early History of Krsna Devotion in South India (Delhi:
Oxford University Press, 1983), pp. 6-10.

Gaudiya sources for the life story of Riipa Gosvamin include the Caitanya Caritamrta of
Krsnadasa Kavirdja, the Laghuvaisnava Tosaniof Jiva Gosvamin, and the Bhaktiratnikara of
Narahari Cakravartin. A good Bengali account of Ripa’s life can be found in Nare$acandra
Jang, Vmdavaner Chaya Gosvami(Calcutta: Kalikata Vidvavidyalaya, 1970), pp. 83-147. A
fairly solid account in English is available in S. K. De Early History of the Vaisnava Faith and
Movement in Bengal (Calcutta: Firma KLM Private Ltd., 1962). A good account in Hindi is

available in Prabhudayal Mital, Braj ke Dharma-Sarpradyo ki Itihas (Delhi: National
Publishing House, 1968), pp. 311-314.

Jand, pp. 19-21. See also the fine discussion of the dating of Riipa’s life by Neal Delmonico,

“Sacred Rapture: A Study of the Religious Aesthetic of Ripa Gosvamin” (Ph.D. dissertation,
University of Chicago, 1990), pp. 279-30.

These are the names given to the three brothers later by Caitanya. Anupama’s original name

i recorded as Vallabha, but information is uncertain about the original names of Sanatana and

Rilpa. Mital and others have stated that their names were Amaraand Santosa respectively. See
Mital, p. 311.
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See Narahari Cakravartin, Bhaktiratndkara. Edited by Navinakrsnadasa Vidyalamkara
(Calcutta: Gaudiya Mission, 1960, pp. 28-29.

Some Gaudiya sources claim that Sandtana and Riipa were forced into the service of the Shah.
See ibid., p. 28.

Some scholars have suggested that the two brothers had actually converted to Islam, but there
is little evidence to support this claim. For a detailed discussion of this issue see Jani,
pp- 27-39.

A sense of his discontent may be gleaned from this verse Riipa is reported to have sent his
brother Sanatana after leaving his post in the Muslim court:

Where, alas, is Ayodhyd, the kingdom of Ramanow? Its glories have disappeared. And where
is the farnous Mathura of Krsna? Ttalso is devoid of its former splendor. Think of the fleeting
nature of things and settle your course.

[Quoted in Dinesh Chandra Sen, Chaitanya and His Age (Calcutta: University of Calcutta,
1924), p. 220.]

This is recorded in Krsnadgisa Kaviraja's Caitanya Caritamyta 2.19, especially 104 ff.

A recent document translated by Irfan Habib, however, suggests that Riipa may have been
alive yet in 1566. See “A Documentary History of the Gosiins (Gosvamis) of the Caitanya
Sect at Vrndavana,” in Govindadeva: A Dialogue in Stone, ed. by Margaret H. Case (New
Delhi: Indira Gandhi National Centre for the Arts, 1996), p. 156.

Tn fact, Riipa came to be identified by later practitioners of his Raganuga Bhakti Sadhana as
an eternal character in Krsna’s 113, most specifically as Ripa Mafijari, the chief assitant of the
important sakhi Lalitd. See my Acting as a Way of Salvation: A Study of Raganuga Bhakti
Sadhana (New York: Oxford University Press, 1988), p. 90-91, 107, and 113-14.

Alan Entwistle, Braj: Center of Krishna Pilgrimage (Groningen: Egbert Forsten, 1987),
p. 136.

S.M. Ikram, Muslim Civilization in India (New York: Columbia University Press, 1964),
p-78.

~Mtal, Braj ke Dharma-Sampraddyo ka Itihas, p. 303.

For a detailed history of this group, see Jand's Vindavaner Chaya Gosvami, or De’s Barly
History of the Vaisnava Faith and Movement in Bengal, pp. 111-65.

Madhurai is called the southern MathurZ in many texts, suggesting a significant connection
between this important cultural center of the south and the region of Vraja in the north. See,
for example, Bhagavata Purapa 10.79.15. More research needs to be conducted on this
subject.

See Nardyana Bhatta, Vraja Bhakti Vildsa, edited by Krishnadas Baba (Kusum Sarovar:
Krishnadas Baba, 1960). Narayana Bhatta is discussed in my Journey Through the Twelve
Forests (New York: Oxford University Press, 1994), pp. 55-63.

For a discussion of the life and works of Viévandtha, see Haridasa Disa, Gaudiya Vaispava
Abhidhina (Navadvipa: Haribol Kur, 1957), 3: 1370. '
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See 1.2.269 and 1.2.309.

Pusti Margiya sources claim that he was a Tailang bréhmapa from Andhra Pradesh. See the
Sr7 Nathaji ki Prakatya Varta. Friedhelm Hardy argues for a connection with the south. See
“Madhavendra Puri: A Link Between Bengal Vaisnavism and South Indian Bhakti,” Journal
of the Royal Asiatic Society, no. 1 (1974): 23-41.

See my article, “Sti Nathaji: The Ttinerant Lord of Mount Govardhana,” Journal of Vaispava
Studies 3, no. 3 (summer 1995), pp. 6-10.

Forexample, Vallabha’s Subhodiniis filled with uses of and references to the rasa theory and
its vital components such as the vibhdva, anubhava, and vyabhicarl-bhava.

raso vai sah. rasam hyevayam labdhvanandI bhavati. . . . esa hyevinandayati.

For discussion of‘the dating of the Natya Sastra see Jan Gonda, gen. ed., A History of Indian
Literature, 10 vols. (Wisebaden: Otto Harrassowitz, 1973), vol. 5: Indian Poetics, by Edwin
Gerow, p. 245.

Ibid., p. 245-46.

This list includes eight sthiyi-bhivas and thirty-three vyabhicari-bhavas. See Natya Séstra
7.6. The text I translate from is Natya Sastram of Bharatamuni, with the commentary of
Abhinavagupta, 2 vol., edited with Sanskrit and Hindi commentaries by Madhusudan Shastri
(Varanasi: Banaras Hindu University, 1971). If the eight sattvika-bhavas are added the list
becomes forty-nine, but many later writers consider the sfrtvika-bhavas to be types of
anubhivas.

The Natyasastra (N§)says that the sthayi-bhavais greatest among the bhdvas, just as aking
is greatest among people and the guru is greatest among the disciples (7.3).

A good discussion of these components of dramatic experience is found in S. K. De, History
of Sanskrit Poetics, (Calcutta: K. L. Mukhopadhyay, 1960). vol. 2. [have translated these
terms respectively as the Excitants, Indications, and Transitory Emotions.

N$§ 6.32. Although Bharata does not mention the sthayi-bhavas in this siitra, in a statement
that follows soon after the siitra he states that the sthiy;i-bhavas attain the state of rasa (rasatva)
in combination with the various bhavas. (tathd nindbhavopagala api sthdyino bhava rasatvam
apnuvanti)

NS 7.4.

See, for example, Sahitya Darpana 3.29 and Agni Puripa 339.36. The second is the cited
source for this twofold division of the vibhdva for Riipa. See BRS 2.1.15.

N§ 7.5.

N§ 7.93.

This is & common claim that he makes, for example, in his History of Sanskrit Poetics.

J. L. Masson and M. V. Patwardhan, Aesthetic Rapture (Poona: Deccan College, 1970), p. 3.

Abhinavagupta seems to occupy the position in many Western representations of rasa theory
that Sankara occupies in many Western representations of Indian philosophy.
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Masson and Patwardhan, Aesthetic Rapture, p. 4. See Mark Dyczkowski, The Doctririe
of Vibration: An Analysis of the Doctrines and Practices of Kashmir Shaivism (Delhi: Motilal
Banarsidass, 1989), pp. 25-26, for suggestions that the Vaisnavas of Kashmir may have have
a significant influence on Kashmir Saivism.

A work like G. K. Bhat, Rasa Theory (Baroda: University of Baroda, 1984), for example,
culminates in the theory of Abhinavagupta, clearly suggesting that this is the very pinnacle of
rasa theory.

See K. C. Pandey, Abhinavagupta: An Historical and Philosophical Study (Varanasi:
Chowkhamba Sanskrit Series, 1963) for a study of the life and work of Abhinavagupta.

This is a translation of a passage from Abhinava’s Locana. It has been cited and translated
by Masson and Patwardhan, Santarasa and Abhinavagupta’s Philosophy of Aesthetics
(Poona: Bhandarkar Oriental Research Institute, 1969), pp. 50-51. 1 have taken the liberty
of eliminating some of the Sanskrit terms included in parentheses.

Masson and Patwardhan, Aesthetic Rapture, p. 18.
Masson and Patwardhan, Santarasa, p- 89.

Raniero Gnoli, The Aesthetic Expereince According to Abhinavagupta (Vanarasi:
Chowkhamba Sanskrit Series, 1968), p. xIvi; see also p. 59. This book contains the Sanskrit
text and translation of Abhinavagupta’s commentary on Bharata’s rasa-siitra.

Abhinavabharatl. See Gnoli, p. 78.
See Masson and Patwardhan, Santarasa, pp- 130-31.

See Edwin Gerow and Ashok Aklujkar, “On $anta Rasa in Saaskrit Poetics,” in Journal of the
American Oriental Society 11, no. 1 (January-March 1572): 80-87.

This is the main argument of Masson and Patwardhan in their study Saptarasa. This argument
is supported by V. Raghavan in The Number of Rasa-s (Madras: Adhar Library and Research
Centre, 1967).

Gnoli, 48.
Santarasa, p. 21.

See the representation of Bhatta Nayaka's view in the Abhinavabharati, Gnoli, p. 45.
(Shastri’s edition, p. 643.)

See S. K. De, Sanskrit Poetics as a Study of Aesthetics, with notes by Edwin Gerow (Berkeley:
Unviversity of California Press, 1963), p. 21.

Gnoli, p. xxi.
Masson and Patwardhan, Santarasa, pp. vii-viil.
Mysore Hiriyanna, Art Experience (Mysore: Kavyalaya Publishers, 1954), p. 28.

1 translate from the Abhinavabhiratf included in the Natya Sastra edited by Madhusudan
Shastri. Relevant portions of the Sanskrit text have been reproduced and transiated into
English by Raniero Gnoli, The Aesthetic Experience According to Abhinavagupta.
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My translation of Abhinavabharati, Ibid., p. 623.
Ibid, p. 623.

tathi ninibhavopagata api sthyino bhava rasatvam apauvanti (NS 6.32).

Agni Purapa339.4states: “the (sthdyi-bhava) love becomes fully developed from contact with
the Transitory Emotions and other aesthetic components, and is called the Amorous Rasa.”
(ratif 53 ca pariposam upeyusT vyabhiciryadi-samanyar §mgara it giyate.) The source for my
reading is Agnipurdna, ed. by Ac@rya Baldeva Upadhydya (Varanasi: Chowkhamba Sanskrit
Series, 1966), p. 492.

See, for example, Sivaprasad Bhattacharya, “Bhoja’s Rasa-Ideology and Its Influence on
Bengal Rasa-Sastra,” Journal of the Oriental Institute (University of Baroda) 13, no. 2
(December 1963), p. 106-19. See also the excellent Ph.D. dissertation of Delmonico, “Sacred
Rapture: A Study of the Religious Aesthetic of Riipa Gosvamin.”

Bhattacharya, p. 119. This is also a major point made by Delmonico.

S. N. Ghosal Sastﬁ, Rasacandrik and Studies in Divine Aesthetics (Shantiniketan: Visva-
bharati, 1974), p. 42.

For a brief sketch of the life and works of Bhoja, see S. K. De, History of Sanskrit Poetics, vol.
1, pp. 133-40.

Ibid., vol. 1, p. 137, and vol. 2, pp. 201 & 207. De comments: “The school of opinion
represented in Poetics by.the alamkara-portion of the Agni-puripa apparently follows a
tradition which departs in many respects from the orthodox systems, and which we find
developed by Bhoja in his own way in his Sarasvati-kanthabharapa (vol. 2, pp. 201-02).

A major study of this work has been completed by V. Raghavan. See his Bhoja’s SHigéra
Prakasa, rev. 3rd ed. {Madras: Punarvasuy, 1978).

Ibid., vol. 1, p. 97. Rasa'and the various bhavas are treated in chapter 339 of the Agni Purapa.
De also remarks that “although the Agni-puripa recognizes nine Rasas, adding $§anta to the
orthodox eight, it extols and gives prominence to $iigdra: a trait which is unique and which
is found fully developed in Bhoja who accepts no other Rasa than $migdra in his Srigdra-
prakdsa and gives almost exclusive atiention to this important Rasa in his Sarasvatl-
kanthabharana (vol. 2, p. 202).

Though like Bhatta Lollata before him, Bhoja tends to privilege the original character as the
best location of Rasa.

Raghavan, p. 423.
Ibid., p. 423-24, especially the Sanskrit text cited on p. 424,

Raghavan concurs: “ To Bhoja, Rasa, as ordinarily understood, means what it meant to Dandin
and Lollata, the Prakrsa (enhancement) of the Sthayi-bhava.” Ibid., p. 423.

Ibid., p. 475.
Bhattgcharya, “Bhoja’s Rasa-Ideology and Its Influence on Bengal Rasa:-éz'astra,” p. 107.
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Delmonico makes this important point, p. 124. The A gni Purdpasays exactly the same thing.
See 339.4-5.

See chapter 339, especially verse 1-5. See Suresh Mohan Bhattacharya, The Alamkara-
Section of the Agni-Purina(Calcutta: Firma KLM Private Ltd., 1976), pp. 127-28, and p. 135
for a discussion of the dating and location of the composition of this text. Commenting on the
similarilty of Bhoja and the alamkdra section of the Agni Purina, S. K. De writes: “It is not
suggested that Bhoja is directly copying from the Agni-purdna or the Purina copying directly
from Bhoja; it is quite possible that they exploit in common an unknown source. But there
is hardly any doubt that they follow a common tradition which is different in many repects
from that of the Kashmirian writers.” Sanskrit Poetics, Vol. 2, p. 207. Some scholars have
suggested that the Agni Purdna borrowed from Bhoja, whereas others have argued that Bhoja
horrowed from the Agni Puripa (See Bhattacharya, The Alamkira-Section of the Agni-
Purdpa, pp. 120-27 for a discussion of this issue). Regardless, this debate further highlights
the close relationship between the aesthetic theories expressed by Bhoja, and the Agni Purapa.
Riipa quotes the Agni Purdpain BRS 2.1.15.

Much of the comparison that follows is dependent upon Delmonico, Sacred Rapture, pp.
141-42.

See, for example, Gerow, Indian Poetics, pp. 271-72.

ratidevédivisaya . . . bhivah proktah. Kavyaprakasa4.35. See R. C. Dwivedi, The Poetic
Light : Kavyaprakasa of Mammata (Dethi: Motilal Banarsidass, 1977), Sanskrit text, p. 90,
English translation, p. 91.

Abhinavabharati, génta-prakaragxa. See Masson and Patwardhan, Santa Rasa, p. 135.

Some earlier scholars had suggested that Vopadeva was the author of the Bhagavata Purdpa,
though this now seems to be a wildly erroneus claim. See J. N. Farquhar, An Outline of the
Religious Literature of India (Delhi: Motilal Banarsidass, 1920), pp. 231, 234. The Mukza-
phala was published with the commentary of Hernad in the Calcutta Oriental Series, Isvara
Chandra Sastri and Haridasa Vidyabagisa, eds. (Calcutta: Badiya Nath Dutt, 1620), no. 5.

Commentary on Muktaphala 11.1. Ibid., p. 164.

Ibid., p. 187.

See Ujjvalanilamani 15.151. '
Riipa refers t;) Laksmidhara’s Namakaumudf in BRS 3.2.2.
Delmonico makes this point, p. 182.

The numbering system I use to identify verses follows this format: the first number refers to
one of the four quadrants, the second number refers to the chapter, and the third number refers
to the individual verse. Thus, 2.4.32, for example, refers to the thirty-second verse in the
second wave of the Southern Quadrant.

For a discussion of §abdz as the chief pramapain Gaudiya Vaisnavism, see S. K.De, Vaispava
Faith and Movement, pp. 226-27.

Lo

89.

90.

91
92.
93.
94.
9s.

96.

97.

98.
99.

INTRODUCTION Ixxiii

These include the Dana-keli-kaumudi, Hamsa-dita, Lalita-madhava, Padyavali, Uddhava-
samdesa, and Vidagdha-madhava.

This is a term coined by Kenneth Bryant. He defines it in Chapter Iil of Poems to the Child-
God (Berkeley: University of California, 1978).

See above, note 20.

Local tradition in Vinddvana has it that Vi$vaniitha was a reincarnation of Rlipa Gosvamin.
Krsna tu bhagavén svaj/am. Bh. P. 1.3.28.

See his commentary on 1.3.1 and 2.5.92.

An interest in Raganugd Sadhana first drew me to the Bhaktirasimytasindhu. For a detailed
discussion of this sadhana, see my Acting as a Way of Salvation.

I want to be very clear about my use of the term “imitation,” since this may easily be
misunderstood. The term imitation has two connotations for the English speaker. First, the
term is used to refer to something thatis a false copy or countetfeit. The second use of the term,
commonly employed by sociologists and psychologists, refers to the performance of an act
that involves the copying of patterns of behavior and thought of other individuals as a means
to enter their world. I use the term imitation only in this latter sense. Donna Wulff has used
“conforming (oneself) to” to refer to the same thing. [Drama as a Mode of Religious
Realization: The Vidagdhamadhava of Riipa Gosvamin (Chico, Calif: Scholars Press, 1984),
p. 32] This translation is also acceptable, especially considering the history of the term
conformatio by Christian monastic theologians, such as Bernard of Clalrvaux, who were
concerned with articulating the “imitation of Christ.” Imitation Is an equally acceptable
translation, however, if we keep in mind that it is not “mere imitation,” but an irnitation that
includes a particular intention: the realization of the emotional state { bh2va) of the one being
imitated. Sincere imitation (sadhana) eventually gives way to becoming (bhiva). The
historian of religions Mircea Eliade also uses the term imitation in this positive sense. For him,
it is the “imitation” of a religious paradigm that guarentees the authenticity of an act. See, for
example, his Sacred and Profane (New York: Harcourt, Brace & World, 1959).

See Shashibhushan Dasgupta, Obscure Religious Cults (Caleutta: Firma KLM, 1946), pp.
219, 228, and 254-55.

Jiva Gosvamin discusses this in some detail in his Bhakti Sandarbha, 278, pp. 475-76.

There were and continue to be some men who interpret Riipa’s intruction to mean that the
imitation of the gopis is to be done with the physical body, and therefore dress the physical
body as a woman. For more on this practice and resulting controversy, see my Actingasa Way
of Salvation, Chapter 6.

100. This, for example, is the position of Krspadasa Kavirija, who writes in the Caitanya

Caritamrta: “The sadhana is of two kinds: external and internal. The external is perfoming
listening {$ravana), praising (kirfana), and so forth, with the sddhaka-deha. The internal is
meditatively performing service to Krsna in Vraja night and day in the mind with one’s own
siddha-deha” (2.22.156-57).
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For more on Mafijari Sadhana, see my Acting as a Way of Salvation, pp. 108-14.
See, for example, the commentaries on 1.2.28 and 55.
The definition of the aesthetic components is repeated in 2.5.85-86.

These terms do not appear in Bharata’s Natya Sastra, however, they were certainly in common
usage in Riipa’s time. To support his use of them he quotes the Agni Purina, 339.36. See BRS
2.1.15. This twofold division of the vibhava is also defined in the Sahitya Darpana of
Vigvanatha Kavirgja, 3.29.

This image is most likely drawn from the Natya Sastra7.7.
See 2.5.3-5; and 2.5.39 and 42.
Once again we observe a point of similarity between the theories of Ripa and Bhoja.

See Jiva’s commentary on 2.5.33. See also his commentary on 2.5.27 and 30 for use of this
term in defining the relationship in Respect and Friendship respectively.

The majestic ai§varyaand the sweet madhurya perspectives correlate roughly with Rudolf
Otto’s mysterium tremendum and mysterium fascinans. See Rudolf Otto, The Idea of the
Holy, translated by John Harvey (London: Oxford University Press, 1923), pp. 12-24 and
31-40.

See, for example, Bhagavata Purdna 2.2.8-14.
See, for example, Bhagavad-gitd 15.16-18.

This rasa is also called disya-bhakti-rasa.

. Many years ago Louis Dumont suggested that “the secret of Hinduism may be found in the

dialogue between the renouncer and the man-in-the-world” {*World Renunciation in Indian
Religions,” Contributions to Indian Sociology 4 [1960]: 37-38). ‘While this controversy is of
course known in other contexts, what is noteworthy in Hindu treatments of this polarity is that
advocates of each generally try to incorporate (and subordinate), rather than exclude or
outright reject, the other.

Riipa makes this even more clear in 2.5.107-08.






