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PREFACE 

As recommended by the general editor, this History of Classical Poetry has been 
written so as to make it accessible to both layman and scholar alike. Although in 
scope it far exceeds the description of karya in most extant histories of Sanskrit or 
ancient Indian literature, the corpus of this book is nevertheless arbitrarily chosen. 
In spite ofthe fact that the space allotted to me was generous, it proved necessary to 
restrict this history mainly to those poetic works that have already been edited in 
print, whereas poems that at present are available only in manuscript are not 
discussed other than in exceptional cases. As the criteria used to determine whether 
a given text is kävya or not were strict. a !arge number of works were rejected 
without difficulty. My selective principles, which to some extent are naturally also 
subjective, are most clearly perceptible in the treatment of minor poems and in 
footnotes containing bibliographical data; here readers well-versed in Indian 
literature will sometimes wish to include some works I have omitted and vice ver:,a. 
Texts published in India have frequently been reprinted. In order to save space, 
however, not all the reprints have been included in my bibliographical notes. A 
bibliography of käi)'a is still one of the most urgently felt desiderata. 

Four of the chapters in this book have, with some alterations, already been 
published: Chapter I, 2 (The Poetic Process) appeared as an article entitled On the 
Textual Structure of kävya in the Adyar Library Bulletin, Vol. 44/45 (1980/81 ), 
pp. 161-178, while Chapters I, 4 and I, 5 ( The Training of a Poet and The Creative 
Process) were published as one article under the title The J,faking of a Poet in 
Jndologica Taurinensia, Vol. VII (1979), pp. 309-321. Chapter III, 6 (Other Species 
of Short Poetry - Riddles and Carmina Figurata) appeared in a much altered and 
enlarged Swedish version entitled Enigmatisk vers ach carmina figurata i sanskrit­
diktningen in Kungl. Vitterhets Historie och Antikvitets Akademiens Arsbok 1983, 
pp. 79-88. 

lt is my pleasant duty to record here rny gratitude to all those colleagues, in 
Sweden and abroad, who have given me valuable advice and assistance. My thanks 
are also due to the Swedish Council for Research in the Humanities and Social 
Sciences for the generous grant they have put at my disposal. 

Siegfried Lienhard 
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CHA.PTERI 

J. An Introduclion to Käi,ya Literature 

In Indian usage, the concept kävya covers two main things. Firstly, it refers to 
poetry itself, i.e., all those works that conform to artistic and !iterary norms. 
Secondly, kävya is used of individual poems. Poet:ry is of cou:rse only one part of all 
the writing comprehended in the Sanskrit word väflmaya, which is used in some 
texts that deal vvith lite:rature and other writings to include eve:rything that is 
expressed in words.' Indian manuals on poetics and the practice of poetry tend to 
reflect the impression that all poetry falls into one of two categories; on one hand 
poetry that is purely oral (srävya2) and, on the other, poetry that can also be seen, 
that is to say, performed (drsya, prek?ya). This view is of course justified. Quite a 
number of poets have written works in both genres, and one of the distinguishing 
marks of later d:rama is that the metrical passages and some of the longer prose 
sections display an artistic use ofwords that is closely allied to poetry. The division 
of kävya into drsya and srävya is, however, not strictly observed. There is a 
tendency to prefer to regard lyrical and epic poetry as belonging to kä\ya but d:rama 
(nätaka3) as belonging to the field of belles-lettres which, though not essentially 
different in nature, is nevertheless somewhat more sharply defined in several 
respects.4 We may assume that drama, the rules and practice of which have right 
from the very beginning been described by theorists, for the most part in separate 
texts, originally formed a more or less independent brauch of art of its own. lt 
requires its own equipment and achieves a regularity which, apart from the above­
mentioned parts of drama and certain elements in its construction, 5 makes quite 

1 According to Agnip. 327, 1, vähmaya can be divided into the following branches -
dhvani, varna. pada and väkya; according to Agnip. 327, 2, into sästra, itihäsa and kävya; 
according to Kävyam. 2 (beginning), into sästra and kävya (the epics, the Veda and the Purä­
i:ias then being in the province of sästra); according to Srizgäraprak. 7, into apauru:jeya, 
ärsa and pauruseya. Cf. N. STCHOIJPAK et L. RENOIJ, La Kävyam1mämsä de Räjasekhara, 
etc., Paris, 1946: p. 28, note l. . 

2 In this connection one must take into account the fact that the public received poetic 
works principally in the form of recitation or oral performance, particularly in earlier times. 

3 Thus according to the rnost important classification of drarna; cf. ST. KONOW, Das 
indische Drama, Berlin und Leipzig 1920, p.27. 

4 The evaluation ofboth literary categories varies. However, the leamed critic Abhinava­
gupta, who wrote a commentary on Bharata's ]Vätyasästra, and others have regarded the 
drama as being the highest form of käi'}'a. The poet Bhavabhiiti is probably of the same 
opinion. 

5 For example the subdivision of a drama into samdhis. which poets also prescribe for the 
great poem, the mahäkävya. · 
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different demands than do lyrical poetry and the artificially elaborated tale. My 
history of kävya literature therefore separates kävya in the narrow sense from the 
theatre (nätaka), especially as purely practical aspects dictate separate treatment of 
these sometimes very substantial areas of O ld and Middle Indian poetry. 

The poetry presented here is accordingly that poetry which is partly epic, partly 
Jyrical. It is either written entirely in verse, entirely in prose or altemates between 
verse and prose. Formally it falls into two main categories: poetry ofthe major form 
(mahäkävya), which is almost always subdivided into sections, and poetry of the 
minor form (laghukävya), whose important relative is single stanza and short 
poems. 

I purposely avoid using in this book expressions like "omate poetry" or 
"Kunstdichtung" about kävya. Neither of these terms is particularly well-chosen. 
To call kävya "omate poetry" is erroneous insofar as numerous kävyas or parts of 
kävyas are entirely devoid of omamentation, while the term "Kunstdichtung" as a 
variant for "poetry" seems superfluous. As we know, poetry, unlike non-literary 
texts, is created in India as elsewhere when a poet employs certain artistic devices. 
Furthermore, it is evident that the nature of these artificial or artistic devices varies 
in different periods and regions, as does the extent to which they are employed.6 To 
characterize kävya as court poetry is not satisfactory either as we know that it was 
not confined to the court but also flourished in towns, in leamed schools and in the 
houses of Pal).9its, courtesans and merchants. I use in this book the term "classical 
poetry", where "classical" does not refer to any definite period but to that poetry 
which corresponds most closely to the poetic canon irrespective of period. This 
term is particularly suitable for kävya literature as it is impossible to state that any 
period was its golden age. Although older histories of literature regard the time 
about and immediately following Kälidäsa as the period when kävya reached its 
highest point, in fact it forms an almost unbroken line more or less unchanged in 
essentials from its inception about the middle of the first century B.C. up to the 
present. 

One very important question concems the characteristics and the extent of kävya. 
It is obvious that literary texts possess certain characteristics which are either 
lacking in other works or are not so clearly marked. In order to define the limits of 
kävya literature more sharply than has hitherto been done we had better first rid 
ourselves of two common misapprehensions which have proved long-lived though 
outdated. Firstly, we should not regard certain works as belonging to kävya just 
because they are written in verse if they prove to be merely metrical or versified 
texts. Secondly, it would be incorrect a priori to count for example didactic poetry, 
religious hymns or all the narrative literature as kävya on the same level as the 
lyrical poetry, epic poetry and drama which, in the literature of India as in other 

6 We come up against the conviction that poetry arises out of the conscious use of such 
means as far back as the earliest phases of kävya. The poetry of later tim es shows clearly that 
artificial means, when applied in a routine, technical manner, do not result in art but in 
artificiality. 
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countries, are the central material of poetry. H would be a better principle to 
differentiate clearly between literary and non-literary texts and then imagine a 
border zone lying between thern. In fact there are numerous works that belong to 
this intermediate area: they tend to use poetic expressions but, as they only partly 
conform to the norrns of poetry, their rightful place is not in tbe field of kävya but 
in this intennediate zone, that is to say, on the threshold of poetry. This is true of 
most narrafr1,e literature in Sanskrit and Prakrit, for example. We shall thus have to 
assume the principle that the poetic merit of a text cannot be decided by the outer 
form, the type or genre, but that the text, even if it is in prose, deserves the title 
"poetry" if and when it is executed with artistry, i.e., organized in a poetic manner. 
Literary· works reveal a high degree of intensive structure, their poetic organization 
permeates the text at all levels and, when most complete, embraces both form and 
content. If artistic values are not dependent on outer form, but on the manner in 
which a work is structured, it follows that practically any sort pf text - a gnomic or 
didactic verse, an inscription or even a treatise - may be regarded as a poetic work. 
Specific poetic elements may be inserted almost anywhere if the author so wishes. 
Now it is one of the characteristics of Sanskrit literature that numerous works or 
parts of works which, if judged by content, are far removed from the sphere of 
poetry, are written in kävya style. This is true of the presentation of astronomy in 
Varähamihira's Brhatsarµhitä 7 and of algebra in Bhäskara's LilävatI8, which contain 
so many verses, beautiful descriptions of nature and poetic figures that these two 
central scientific works are held in esteem as mahäkävyas. While the aim of a poem 
is generally a purely artistic one, quite a number oftexts have this double function. 
~emendra9 rightly distinguishes between kävya and sästra, poetic and scientific 
works, but he also differentiates between two intermediary forms; sästrakävya, poetry 
that is also scientific and kävyasästra, a scientific work that is also poetry'. 
This distinction is a very useful one in my opinion: it may be the task of an 
educational book to offer us poetry as well; even more often we find that a poem 
also has the function of serving as an educational book, of irnparting knowledge. 
The interplay of these two functions is perhaps encountered most frequently not 
only in learned poetry, but also in works belonging to other genres, particularly in a 
!arge number of verses found in devotional and philosophic writing. On rare 
occasions a third function is present: a fine exarnple of this is to be found in the 
Bhäskarabhü?a1_1a by the polyhistor Sürya Pa1_1<;iita 10 which, although a handbook in 
astronomy and a hymn to the sun, also has scientific and religious qualities. 

In general the enjoyment of poetry - the manner in which it is appreciated by the 
reader or listener - only takes place within the framework of the aesthetic function 
ofthe text. For artistic understanding it is enough to penetrate as deeply as possible 

7 WINTERNITZ, GIL III, p. 567. 
8 Jbid, p. 574; cf. K.S. NAGARAJAN, Bhaskara's Leelavathi: Its Cultural Irnportance, AP 

20 (1949), p.310 ff. 
9 Suvrttatilaka 3, 2; cf. P.S. FILLIOZAT. JA 262 (1974), p. 4 78. 

!O K. MADHAV KRISHNA SHARMA, The Bhäskara Bhüsana of Sürva Pandita. PO 11 
(1946), p. 54 ff. . . . .. 
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into the complicated, poetically organized relationship created by the individual 
parts of the work; other, non-artistic elements are to all intents and purposes of no 
significance in this connection. Non-poetic components do not generally assume 
any importance unless the outlook of the reader is not artistic and he is reading for 
instance a religious or educational work from a devotional or didactic point of view. 
As I have already said, it is typical of classical Indian poetry that a poetic work 
frequently has a second, non-literary aim. lt is, however, also characteristic that this 
secondary function is seldom irrelevant and is generally made use of in some way. 
Religious poetry often begs non-aesthetic use quite openly, and it is therefore no 

/ surprise to find that numerous hymns in Jayadeva's Gitagovinda, for example, are 
privately as well as officially employed as stotras, as litanies or songs of praise. We 
can find parallels in other literatures. More remarkable, however, is the fact that the 
discriminating (sahrdaya, rasika, rasajiia) generally take pleasure not only in an 
artistic turn of phrase, in purely poetic qualities, but also prize whatever leaming a 
poem has to offer. lt is characteristic of their attitude towards a literary work that 
they take note of any details that reveal the poet's breadth of reading and education 
as well as ofthe artistry displayed. 

A kävya need not of course deal with leamed matters. Too much leaming will 
adversely affect a poem, while a single-stanza or a short poem simply has not the 
requisite Iength to sustain it. Nevertheless it has been a convention right from the 
very beginning of kävya that, when composing a longer poem, a poet should give a 
demonstration of his leaming and knowledge in at least one or two verses or 
passages. Sanskrit poetics also endorse the role of kävya as a vehicle for instruction. 
While the earliest theorists - Bhämaha, Da1_1c;iin and Vämana - state that the aims of 
poetry are the renown (kirti) won by the poem and the enjoyment (priti) 
experienced by the reader, later critics specify instruction (upadesa) as an additional 
aim. However, they make it clear that, unlike prosaic, tedious textbooks, poetry 
imparts very gentle instruction and includes the deeds of heroes 11 in various fields of 
human activity 12 in its teaching and advice. 

2. The Poetic Process 

The particular nature of classical poetry is shown most clearly if we compare kä­
vya texts with other, non-literary texts. This comparison is possible between any 
two works, but the contrast between literary and non-literary is demonstrated with 

11 As the heroes (nii.yaka) of kävya are always ideal types personifying qualities such as 
goodness, nobility and beauty (e.g. Räma) their deeds as described by the poet are always 
worthy of imitation to the highest degree. On the other hand their antagonists represent the 
quintessence of evil (e.g. RävaI_Ja) and their actions are reprehensible in the extreme. 

12 _ ~?e group of three or four fields of human activity (trivarga or caturvarga) consists of 
a~u1:51tion of worldly property (artha), love (/cäma), life conducted on religious or moral 
pnnc1ples (dharma) and the strugg]e for liberation (mok~a). 
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the greatest clarity in texts having a high degree of lexical similarity. We observe 
that poems lose their attraction as soon as we paraphrase them or attempt to render 
in ordinary language what the poet has expressed in another and better manner. We 
frequently come across simplified renderings of a text in commentaries in Sanskrit 
and other Indian languages where paraphrase has the function of explaining to the 
reader the context (anvaya) in a verse or, in complex prose, in a complete 
sentence. 13 We will take the following example: 

daiväd düravarti te priya~ tanunä taptena säsrei:ia utkalf!hitena socchväsena ca svängena 
tädrsam eva te 'ngarµ manorathair visati 

'"By (means of) desires your lover, far away because of (the irony of) fate, with his Jean, 
tortured, weeping, fonging and sighing body penetrates your body, (which is) of the same 
nature." 

And then this stanza: 

angenängarµ pratanu tanunägä1hataptena taptaff! 
säsre9äsrudrutam aviratotkal)tham utkar:ifhitena / 

u~1_1occhväsaf!1 samadhikatarocchväsinä düravarti 
sarµkalpais tair visati vidhinä vairil).ä ruddhamärga~ 

"By such dreams (of love) the absent one, whose way (home) is blocked by hostile fate, 
penetrates your body with his: (his is) Jean, (hers is) slim; (hers is) unusually hot, (his is) 
glowing hot; (hers is) füll of tears, (his is) bathed in tears; (his is) füll of longing, (hers is) 
endlessly longing: (his is shaken by) the heaviest sighs, (hers is) sighing hotly." 

The sentence in prose is taken from the modern commentary BhävaprabodhinI by 
Näräya1_1asästri Khiste 14, while the stanza comes from Kälidäsa's poem Meghadü­
ta15, which is the subject of the commentary. This, perhaps the most famous and 
most accomplished work of classical poetry, describes how a yak~, banished by the 
god Kubera, sends a rain-cloud as a messenger oflove to Alakä, the city ofthe gods, 
where his wife, who is awaiting his return, is aflame with the pangs of love. 

These two extracts show clearly the difference between non-literary and literary 
texts. The first example lacks artistry. lt is obvious that its object is merely to impart 
information, and the facts it gives are not of an artistic nature. Although the long 
row ofappositions agreeing in case with the instrumental ofthe noun anga (body) is 
somewhat unusual, the paraphrase, which keeps very close lo the original, is written 
in more or less ordinary language. The sentence does not appear to have been 
written with painstaking care; indeed, it creates a loose, rather spontaneous effect 
insofar as some words could easily be omitted entirely, moved to another position 
or replaced by others without affecting the sense of the passage. The commentator 

13 As a simplified version ofthe text enables a given work to be understood at first sight, it 
has a become a valuable aid in modern literary criticism. 

14 Meghad. KSS 88, Benares 1931. 
15 Meghad 2, 39. 
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might equally weil have begun the sentence with the words: priyas te daivad dü­
ravarti, etc., priyas te düravarti tanunasrasahitena, etc. 

Kälidasa's stanza, on the other hand, surprises us by its density of expression, by 
the strictness with which it is constructed. All the elements in the sentence are 
welded together into a complex and unalterable whole. The stanza is composed 
with the care that is characteristic of literary texts, and yet the lines are elegant and 
accomplished although the poet has conformed to a number of rules. In addition to 
the ordinary rules goveming the use of language, which of course also apply to 
poetry, there are new restrictions which, although artistic, nevertheless leave the 
poet considerably less freedom than is available to the author of ordinary texts. The 
first limitation is imposed by the choice of a difficult metre, the Mandakränta, 
others arise from the poet's endeavour to create a maximum of euphony and also to 
establish exact congruence between the stanza and the sentence. Like other poets, 
Kälidasa aims at achieving consonance and assonance by repeating words in forms 
that resemble each other or are derived from the same root or stem (aftgena angam, 
pratanu tanuna, 0 taptena taptam, 0 utkai;i.tham utkai;i.thitena, 0 ucchvasam 0 ucchva­
sina). Furthermore, he may employ alliteration, as he does towards the end of the 
stanza (visati vidhina vairii;tä). 

The symmetry and balance of the stanza reveal the hand of the true master. 
Whereas the first three lines contain pairs of words (pratanu: tanu, etc.) which 
describe the bodies of the separated lovers with increasing intensity, the fourth line 
does not continue the series but allows the emotion to ebb out in a kind of 
diminuendo: sarµkalpais tair visati vidhina vairii;tä ruddhamargaJ:i. One word in 
each pair refers to the yak~a's body, the other to the woman's; yet this does not 
mean that the distribution of the words is done in a mechanical manner, as I shall 
show. The poet does not consistently place each accusative after its corresponding 
instrumental; neither does he put all instrumentals16 before accusatives17, as 
Khiste's paraphrase does. Kälidasa avoids any arrangement of this sort. He 
constructs a complex pattem which, although making it more difficult to compre­
hend the sense of the text, engages the reader or the listener more actively and gives 
the stanza a certain heightening of effect and Iiveliness. Each of the five pairs 
consists of one short and one long word. However, one soon notices that the length 
of each word in a pair slowly increases as one approaches the end of the series. Kä­
lidäsa's arrangement is done on an altemating system. In the first pair he uses the 
short word for the instrumental, in the second for the accusative, but he interrupts 
this order when he comes to the fourth pair of modifiers (aviratotkai;t­
tham, etc.): here he stops, begins the pattem again and thus, by doing the opposite 
of what the reader is expecting, heightens the density and tension of the text. This 
interruption of the system is also to be found in the order in which the accusative 

16 tammä 1. taptena 2. säsrena 3. utkanthitena 4. socchväsena 5. ca sväizgena. 
17 The tädrsam ... ahgam of the paraphrase replaces the original's tanum I. taptam 2. sä-

~ram 3. utkar:z!hitaJ?l 4. socchväsa"'?"l 5. cähgam. · · 
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and instrumental cases are arranged in the five different pairs. The following table 
v.ill illustrate the system: 

Distribution of the words Length Case sequence in 
in apposition to: the stanza 

ahgena ahgam 

1. tanunä pratanu 518 119 a:!O pi 
2. gäghataptena taptam l s a 
3. säsrel)a asrudrutam s l a 
4. utkal)!hitena aviratotka1;tham s l a 
5. samadhikataro- U~I)occhväsam l s a 

cchväsinä 

We could imagine a much more detailed and exact paraphrase ofthe stanza than 
that given in the Bhävaprabodhini; the wording might also have been different, for 
instance: ailgena tanunä taptena säsre1;otka1;!hitena socchväsena ca sväilgena tanu 
taptai:µ säsram utkal)!hitai:µ socchväsai:µ cäilgai:µ (visati), "(He), (by means of 
desires), penetrates with his lean, hot, weeping, longing and sighing body your body 
(which is likewise) lean, hot, weeping, longing and sighing." The poet, however, 
organizes bis text, as we have shown: he puts the considerable number of nominal 
modifiers in pairs, which he makes longer and longer as the stanza proceeds, and, 
following an important rule in the poetic canon, he replaces the second modifier 
from time to time with an alternative expression having a similar sound, pratanu 
tanunä instead of tanu tanunä, säsrei;iäsrudrutam instead of säsrei;ia säsram, etc. 
This substitution of variants for words that have already been used is a special 
characteristic of poetic style. The direct repetition of Iexemes is carefully avoided in 
literary works; in poetry for a minimum of one stanza, but often for a number of 
stanzas in succession, 22 in prose, in the neighbourhood of the expression replaced. 

The analysis we have just made shows clearly that no single element in this stanza 
is haphazard. Any tampering with a single part, a word or even a syllable would not 
only upset the structure, the delicate balance ofthe various components, but would 
also damage the fine poetic character of the verse. This is not true of the paraphrase, 
however well it is done. The prefix pra itself, one single syllable, as in the word 

18 The short apposition. 
19 The Iong apposition. 
20 The accusative. 
21 The instrumental. 
22 In Saund. 7, 3~2, the god K.äma is called by three different names, in Kirät. 9, 1-8, 

the sun by eight different names, in Kirät. 9, 17-30, the moon by tweh'e different names, in 
Kirät. 16, 50-61, fire by ten different names, in Sisup. 3, 35-40, the sea by six different 
names. The descriptions of nature in Kurnäras. 8 are put into the mouth of the god Siva who, 
whenever he speaks to the newly-married Umä, uses a quite different appellative: (he) 
rnitakathe (34), pivaroru (36), adriräjatanaye (47), valguvädini (48), sutanu (52), 
sailaräjatanaye (53), dirghana.vane (55), pu!J.rJ.arikarnukhi (58), pän·ati (64), etc. 
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pratanu, is pregnant with poetic meaning: for one thing, the poet needs the variant 
form pratanu as a substitute for tanu, for another, it gives him the contrast pratanu: 
tanu which, from the artistic point ofview, is - like the following gä<;lhatapta: tapta 
- an integral part of the pattern the poet has been building up from the beginning of 
the stanza: the increasing length, the variation and the same sort of construction. 

In order to allow his text not only to convey information but to convey it in an 
artistic manner, the poet uses a complex structure, as the stanza from the Meghadü­
ta shows. Natural language is the foundation on which poetry is built. It is, however, 
in the nature of poetry to create for itself a Ianguage that to some extent has a 
character of its own, that departs from ordinary linguistic usage; it wears alien 
clothing, so to speak. The poet arranges his bricks in a manner quite different from 
that employed by the writer of non-literary texts. He assembles his material in a 
non-standard fashion and, as the theorist Vämana correctly realized, his creative 
processes involve using a word-order (padaracanä} which, as it is formed in a 
particular way (visi~ta), possesses particular characteristics. 23 With considerable 
acumen Vämana advanced the view that the special characteristics (vise~a) ofkävya 
are mainly due to the fact that the poet aims at quite definite stylistic effects on the 
phonetic and semantic plane. The theories held by Vämana and other critics with 
similar opinions are only partly correct, however, when they regard style (riti, mär­
ga) as being the most essential thing and consider the total number of gm;as to be 
the traditional ten. The omnipresent characteristics of accomplished kävya are 
rather its structure, the accompanying textual density and its above-mentioned 
alienation in expression and content from the norms of non-Iiterary writing. In 
order to achieve these aims, the poet employs certain processes which give every 
word such significance and meaning that they render the understanding of the text 
more difficult and frequently lead to the poetic message being polysemic. If these 
processes are not present, we cannot properly call the text kävya. 

This point of view may profitably be tested on epigrammatic Iiterature, on so­
called didactic and gnomic "poetry". Didactic poems and epigrams are seldom 
presented in the form of kävya; generally they are little more than versified maxims 
but, as the boundary between Iiterary and non-Iiterary is easily eradicated by the 
devices employed by the author, they may well prove to be genuine poetry. A verse 
like the following, for instance, cannot claim to be regarded as kävya: 

yena yatra ca bhoktavyaip. sukha!!l vä duJ;ikham eva vä / 
sa tatra ra_üvä baddhvaiva baläd daivena niyate // 

"He who is somewhere to taste sorrow or joy (to the füll), him fate carries offby violence as 
though (he were) tied to the end of a rope". 

lt is difficult to see any characteristics whatever in these two lines that would justify 
calling them poetic. The dictum Jacks density and the language is in no wise 
beightened; nor do the possibly chance alliterations (y- y in yena yatra, ba0 - ba0 in 

23 Kävyälaf!lkäras. 1, 2, 7 and 8. 
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baddhvaiva baläd), the interior rhyme (sukham - du};lkham) or the repeated vä 
suffice to give this sentence, a typical gnomic statement, the character of a genuine 
poem. Furthermore, the simile of a man carried off by fate as though he were tied to 
the end of a rope is banaP4• On the other hand another stanza of a didactic and 
gnomic nature (Nitisataka 60) is ofhigh poetic quality; its attribution to the lyrical 
poet Bhartrhari is probably correct: 

namratvenonnamantal_l paragui:iakathanail;i svän gui:iän khyäpayantal;i 
svärthän saiµpädayanto vitatapfthutarämbhayatnäl;i parärthe / 

4äntyaiväk~eparii~~ramukharamukhän durjanän dul;ikhayantal;i 
santal;i säscaryacaryäjagati bahumatäl_l kasya näbhyarcaniyäl_l 

"To whom do not the highly regarded of the world seem worthy of respect, wondrously 
progressing noble ones who, sublime in humility, proclaim their excellence by speaking of 
the excellence of others; and who, (only) out offorgiveness. cause pain to the evil ones from 
whose mouths harsh words of reproach issue?" 

We meet here a broad, flowing utterance which, eschewing brevity, strives to 
attain richness ofwords and expression. The stream ofwords is, however, controlled 
and the ordering of the intentionally rather long, impressive-sounding words, 
mostly compounds, is carefully articulated. While each of the first three lines 
contains a complete thought ofits O\'Yn, the last one sums up these various ideas and 
ends in true praise of these genuinely noble beings who are above fraud and deceit. 
We also find here, as we found in the example from Kälidäsa's Meghadüta and can 
find in countless other poems, a very close correspondence between the Iength of 
the sentence and the stanza; in this case it is complete. Bhartrhari takes pleasure in 
repeating words and elements of words which, we feel, lends emphasis to his 
maxim. Their constant repetition is also intended to drive home to the reader the 
truth of the message the poet is proclaiming: 

l. -antal_l, -gui:ia-, gu:i;iän, -antal_l 
2. -anto, -tata-, -atnäl_l 
3. -äntyai-, -mukhara-, -mukhän, dur-, du~. -antal_l 
4. -antal_l, -atäl_l, -äl_l. 

We obtain an equally compact pattem if we consider the stanza from the purely 
phonetic point ofview andjust look at the dentals (t, th, d, n): 

l. n- -t- -n- -nn- -nt- -th- -n- -n -n -nt-
2. -th- -n --d- -nt- -t- -t- -th- -t- -tn- -th-
3. -nt- -n d- -n- -n d- -nt-
4. -nt- -t- -t- n- -n-. 

24 The stanza is included in the Adyar version ofBhartrhari's Jv1tisataka (9, 14) as weil as 
in the well-known anthology Subhäsitaratnabhändägära (pp. 91, 33), but is almost certainly 
not by the hand ofBhartrhari; see ri.D. KosAi,,rni,"Satakatrayam ofBhartrhari (The Southem 
Archetype of The Three Centuries of Epigrams, etc.), Bombay 1946 (= Bharatiya Vidya 
Series IX), p. 54 f. 
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Characteristics such as these are certainly not the work of pure chance; they put the 
Iines on a plane far above that of ordinary everyday writing. We could extend our 
analysis to include other traits, but consideration of the obvious features we have 
just mentioned will be sufficient to convince us that, in contrast to the first, merely 
didactic verse, the second stanza quoted is a genuine, accomplished work of verbal 
art. 

We have come to a very important feature of classical Indian poetry: Sanskrit and 
Middle Indian languages offer writers a rich opportunity of varying linguistic 
elements and of putting them in any order they choose so as to obtain the maxi­
mum effect. The great majority of authors concentrate on the sound qualities of 
their sentences and verses and do not hesitate to make füll use of the possibilities 
their language offers them. Frorn the point of view of euphony the most important 
factors to consider when selecting a word were the multiple meanings often carried 
by a word25 and the vast wealth of synonyms in Sanskrit and Präkrit26 • The 
language of kävya went even further in that poets were constantly enlarging the 
existing number and scope of synonyms and were able to create new designations 
almost at will by fonning compounds or adding suffixes. We must regard this aim as 
being a traditional one in Old Indian poetic language, which in certain fields has 
built up a real synthetic vocabulary that is peculiar to itself. Many new narnes are 
fonned by replacing at will the prior or the final member of a certain semantic 
model, generally a determinative (tatpuru~a) or possessive compound (bahuvrihi), 
with some word of the same or of a similar meaning. Thus a possessive compound 
whose prior member always means "cold" (adj.), "cold" (noun) or "snow" and 
whose final member always means "lustre" or "ray(s)" serves as a sernantic model 
to signify the moon. The poet now has complete freedom to use quite different 
lexemes with the same or approximately the same meaning anywhere he wishes. 
The word he chooses may be different each time he retums to the concept; it may 
be an odd choice, it may be abstruse; the only important thing is that both members 
retain the sense of "cold-radiating", "cool-gleaming", "snow-radiant", etc. Any 
synonym may be employed for the prior member, for example hima-didhiti, sisira­
didhiti, sita-didhiti, tuhina-didhiti, etc., and the final member may also be varied ad 
libitum: hima-didhiti, him-ärµsu, hima-bhäs, hima-dhäman, hima-dyuti, hirna­
rasmi, hima-ruci, etc.27 This extreme flexibility often enables a poet to put together 
names so as to create the tone-colour he desires and to suit the length and sound of 
the vowels and consonants in an expression to the demands of the context. If we 
keep to the example ofthe moon, he can easily produce names in which the vowel i 
is dominant (e.g. sisiradidhiti) or those containing only ä (e.g. agharmadhäman) or 

15 Some of the meanings of Skt. go- are: cow, head of cattle, bull, herd of cattle, milk ( of 
cow), hide, beef, (pl.) stars, rays of light, sky, heaven, sun, moon, water, sense-organ; the 
ward ~hü- can mean: originate, originating, origin, universe, earth, land (property), place, 
matenal. 

26 M. LEUMANN, Merkmale des Sanskrit als Brahmanensprache und als Kunstsprache, 
ASEA 18/ l 9 (1965), p. 207 ff. 

17 Instead of hima- one could of course choose sisira-, slta- or tuhina-. 
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compounds with members containing u sounds, which may convey a somewhat 
darker impression to the reader (e.g. tuhinadyuti). 

Sound and word-play of this nature is used by most poets, as we have said. They 
call euphony to their aid. sometimes to the extent that it seems to us exaggerated 
and uninhibited, but they do so with the object of achieving agreement between 
content (artha) and expression (sabda). In the following stanza from the Kumä­
rasambhava (I, 18 ), which describes the young maiden Menä, the succession of soft 
consonants in the second line, particularly m, n, v and p, evokes a feeling of 
gentleness and charm: 

sa mänasirp. merusakhaJ:i pitfl:lärp. kanyäYJl kulasya sthitaye sthitijfiaJ:! i 
menäYJl muninäm api mänaniyäm ätmänurüpäYJl vidhinopayeme . / 

"In order to ensure the continuance of the family, knowing the custom, he, a friend of 
Meru's, married Menä in accordance with the ritual: (she) was the spiritual daughter ofher 
ancestors. resembled him in nature, and seemed worthy ofrespect even to the ascetics." 

In contrast, !et us look at the following harsh consonants, above all the aspirated 
palatals, r and k~, wich reproduce the spraying and splashing ofwater: 

ucchalacchikaräcchäcchanirjharämbhaJ:ikagok~itaJ:i .1 

"(The wind), sprinkled with drops from a very pure cascade whose spume sprays up .. .''28 

One cannot fail to recognize that the endeavour to achieve such aims is one of the 
basic demands oflndian poetry and poetics. The idea ofkävya as a close association 
of sound and meaning, an intimate interweaving (samparka) of sabda and artha29 , 

runs Iike a red thread through practically all poetry.30 The concept ofpoetic art, of 

28 Kävyäd. 1, 48. Cf. the first quarter ofthe stanza in Kävyaprakäsa 1, 5, 4, which gives a 
similar depiction in sound of the swift currents of the Ganges: svacchandocchaladacchakac­
clzakuharacchätetarämbucchafä and the first half of Sisup. 3, 37, which describes the rolling 
waves ofthe ocean: 0 väridhiväril'icicchatocchalacchankakuläkulena / (vaprena . . ). 

29 Cf. Raghuv. 1, 1: · · 
vägarthäv iva sa,riprktau vägarthapratipattaye / 
jagatah pitarau vande pärvatiparamesvarau // 
··so t1:iat (I) may be granted (insight into) words and meaning, I greet you, Pärvati and the 
Highest (i.e., Siva), parents of the world, twined together like word and meaning." 

30 The following definitions of kävya, given by various poets, are illuminating: sabdärthau 
sahitau kävyam, "poetry is word and meaning together" (Bhämaha, KävyälaytJkära 1, 16); 
nanu sabdärthau käi}'am. "poetry is word and meaning" (Rudra!3-, KävyälaytJkära 2, l); tad 
ado~au sabdärthau sagw:zäv analaytJkrti pzma~ kl'äpi, "this (i.e., poetry) is word and 
meaning: vvithout faults, furnished with excellencies. sometimes without (decorative) figures" 
(Mammaµ, Kävyaprakäsa 1, 4); ado~au sagur;au sälaytJkärau ca sabdärthau kävyam, 
"poetry is word and meaning: without faults, furnished with excellencies and figures" 
(Hemacandra. Kävyänusäsana 1, KM, p. 19); sädhusabdärthasal!ldarbhaytJ gur;älaytJkä­
rabhfi$itam l sphufaritirasopetaytJ kävyarrz kun·ita kirtaye. "let (the poet) compose poetry 
with the object (of gaining fame): an intertwining of word and meaning decorated with 
excellencies and figures and furnished with a clear style and (a clear) poetic sentiment" 
(Vägbha!a, I, ·vägbhafälaytJkära l, 2); sabdärthau nirdo$au sagur;au präya~ säla1?2kärau 
kävyam, "poetry is word and meaning: v.ithout faults, furnished with excellencies and -
often-with figures" (Vägbha!a, II, Käryänusäsana 1 ): cf. also Kuntaka, Vakroktißvita 1, 7. 
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literary composition, is caught very well by the term sähitya, which stresses 
precisely this close relationship, this unity of expression and content.31 

This is not the place to mention in detail the numerous devices which give 
Iiterary works their particular character. What is valid for the small number of 
examples given above is also valid, on the whole, for others. Time and again the 
common aim proves to be the endeavour to make the language of literary texts 
different from that of ordinary speech; it should have a quality of freshness about it 
and it should be relatively difficult. The earliest means of rnarking this divorce 
between poetry and everyday language were of course metre, enlivening the text 
with decorative figures (alarpkära) and detailed descriptions. Of far greater signifi­
cance to the development of a poetic language possessing striking characteristics of 
its own, however, were metaphor, the repetition of certain conventional pattems 
and images and the use of long, unusual expressions. Moreover it is worth noting 
that a literary text frequently does not yield up its rneaning at first sight; it does so 
only slowly and by degrees; the meaning rnust be deciphered. The technique of 
poetry makes use of these different devices in various ways, but to ensure that 
distance is kept from ordinary language the general rule is that banal words are to be 
avoided whenever possible. To replace words that have already been used, poets 
employ substitutes. They have a decided preference for compounds and striking or 
polysemic words, which are often archaic. 

Hand in hand with the divorce of the two styles on the linguistic plane goes a 
parallel phenomenon which affects the conception of what a work of literary art is, 
since a sort of transformational process also influences content, the message. In 
actu.al fact the basic mechanisms which govem the poet in his choice of words are 
also active where content is concemed. Here, too, the three principles of 
rearrangement, added difficulty and selection are valid. As it cannot be the task of a 
kävya faithfully to mirror reality to the reader, the poet generally selects only some 
aspects of reality, transforms them and presents thern as whatever he wishes frorn a 
new, poetically rendered point of view. Arnong other things the very lavish use of 
polysemic words and, above all ofvarious forms ofsimile, leads to a broadening of 
perspective and produces a sort ofmultiple vision ofthe phenornena presented; it is 
unique and conveys the message in an artistic manner. Not only do poets show us 
familiar objects in a new light, as Änandavardhana's criticisrn correctly recog­
nizes; 32 they also reveal truths, relationships and beauties that are either not present 
in ordinary life or eise rernain unrecognized. 

31 Skt. sahita, "together", "joined", "put together", from which comes sähitya. Cf. Rä­
jasekhara, Käv.ram. 2 (GOS, p. 5): sabdärthayor yathävat sahabhävena vidyä sähityavidyä, 
"The science of literary composition is a science consisting in the correct matching of word 
and content." 

32 It is true that he regards the effect as being achieved only through rasa, poetic 
sentiment: 
dr!ffapürvä api hy arrhä~ kavye rasaparigrahät I 
sarre navä iväbhänti madhumäsa iva drumäh 11 
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lt is obvious that Indian tradition could not have remained unaware of the 
distinguishing characteristics of poetic speech. Sanskrit poetics is fond of referring to 
the difference that is clearly appreciable between sästra and kävya, i.e., between 
didactic writing and poetry. The two sorts ofwriting show fundamental differences. 
The former is purely informati,·e and monosemic in style; 33 the latter is a 
linguisticaliy complex, organic whole which, although built up on the same 
linguistic foundations, is loaded with meaning dov.'Il to the last detail and is 
frequently polysemic. Indian tradition might equally weil have created other 
categories for other forms oftext, but the division into kävya and sästra is motivated 
by more than one reason. For one thing, poetry could hardly have employed the 
language of common speech, firstly because the everyday language of poets was not 
identical with the language of poetry and, secondly, because Sanskrit, even at the 
time when it was used by the greatest poets as a vehicle for their works, had long 
ceased to be a living !anguage; furthermore, kävya and sästra were by far the most 
important contemporary forms of literature. 

3. The Poet 

If we attempt to form a picture of the Indian poet, the kavi, we must not forget 
that Sanskrit poetry is a highly educated, indeed directly academic art. Classical 
poetry arose in a well developed society when India already possessed a rich 
scientific, religious and cultural heritage, and when kävya was bom it could look 
back on several centuries of advanced civilization. The social classes from which kä­
vya sprang possessed considerable cultural refinement which found expression not 
merely in outward forms such as dress, polished manners and cosmetics, but also in 
sophisticated education, elaborate social intercourse and in a devotion to belles­
lettres (sähitya), music (san;igita) and the arts (kalä)34• Some forms of poetry were 
naturally practised in older times, in the early Vedic period, but poetry in the sense 
of kävya is associated with the brilliance and elegance of later eras, with Hindu 
court life and the wealthy upper classes found in cities. The figure of the poet now 
changes completely: in place ofthe seer, the ~~i ofthe Vedic era and ofthe bard, in 
place of the rhapsodist of the popular poetry that is now lost to us or of the epic 
poet, we now find a man of refined taste and great versatility who has a broad 
education acquired by wide reading and, generally, a command of several 
languages, particularly Sanskrit. 

33 In this connection it is of no significance that, as we have already mentioned, sästra 
mav sometimes be written in the form of kävra. 

34 The maxim sähityasarrzgitakalävihina{z säk~·är pasuh pucchavi~äiiahinah, "He who has 
not a command of poetry, music and the arts is no better than an animal Iacking horns ancj a 
tail", is attributed to Bha;-rrhari. 



14 S. Lienhard · A History ofC!assical Poetry 

The few accounts we possess of the daily Jife and conditions of poets35 give us a 
picture that is idealized in many respects. They do, however, show the kavi as living 
in the same style as the upper classes in very civilized surroundings: his house was 
kept clean, he moved from place to place according to the three seasons (six by 
some accounts), he had private grounds with resting places under numerous trees, 
an artificial hill on wbicb to divert himself, a lotus pool and waterfalls. His land was 
irrigated by canals and was filled with peacocks, antilopes and doves, with herons, 
ducks and geese, with cakora and kraufi.ca birds and with sea-eagles. lt was terraced, 
and to banish the lassitude caused by heat, there were showers, swings and bowers of 
Jianas. The poet's dwelling appears either to be uninhabited or peopled with 
servants who silently entertained him upon command when his poetic exertions had 
tired him. The male servants were accustomed to speak Apabhrarµsa wbile the 
female servants tended to use Mägadhi. The ladies of the women's quarters 
understood botb Prakrit and Sanskrit and his friends spoke all Indian languages.36 

Tbe technical equipment which Räjasekbara says must always be within reach of 
the poet's band consisted of a box containing a slate and chalk, a stand for brushes 
and ink-wells, palm leaves (tä<;lipatra) or birch bark (bhürjatvac) and an iron stylus 
(kal)ta_ka).37 The commonest writing materials were palm leaves on which letters 
were scratched with the meta! stylus, but if there were no palm trees in the 
neigbbourhood, birch bark could be used instead, in wbich case it bad to be cut into 
broader strips tban tbe palm leaves. The successful or prosperous poet probably 
wrote only the first draft himself; tbe fair copy of the day's work as well as all the 
copying of complete poems would be done by the scribe. The latter, a man versed in 
all languages, must be capable of improving the proofs produced at the meeting 
between his master and other poets (see below). He sbould also be a good speaker, 
have beautiful handwriting, understand the language of gestures and movements of 
the body, be an expert in various writing systems and a poet himself.38 

As regards the poet's routine, these texts describe the kavi as being a disciplined 
man whose days - and even nights - were regulated by his calling in almost every 
detail. He rises early, performs his dawn worship (sarµdhyävandana), praises 
SarasvatI, 39 sacrifices to or honours the god Gal)esa, who removes obstacles from 
bis way and promotes the progress of bis work. Immediately after this we shall find 
the poet at work in a sort of library or study (vidyävasatba) where, comfortably 
ensconced, he is engaged in studying the art ofkävya, some related science, metrical 
exercises or the works of other poets. All this activity is, however, merely 
preparatory; it stimulates his power of vision and imagination (pratibhä) and 
occupies the whole ofthe first watch.4° Creative work proper, the kävyakriyä, takes 

35 Particularly important are Räjasekhara, Kavyam. 10 and ~emendra, Kavika,:t?hii.-
bharana. 

36 Räjasekhara, Kavyam., GOS, p. 49 f. 
37 Ibid., p. 50. 
38 Ibid. 
39 The goddess Sarasvati is the patroness ofthe sciences and arts. 

_ 40 According to an old division oftime, day and night each fall into four watches (prahara. 
yama). 
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place in the second watch; it must be done with meticulous eamestness. Towards 
noon he bathes, eats leisurely and, after his meal, calls a meeting ofhis fellow-poets 
(kavi- or kävyagoghI). Here he takes part in a verse-riddle game cal!ed question­
and-answer (prasnottaraJ41 , completes unfinished verses (samasyäpürai;ia)4:: that are 
given to him or diYerts himself in other ways until the beginning of the third watch. 
During this period the poet. either alone or together with a select circle, examines 
and revises what he has composed in the moming. The final version is written 
towards evening after the rites performed at dusk and renewed praise of SarasvatL 
This task takes until the end of the third watch. The poet usually passes the evening 
in the company ofwomen, indulges in social intercourse, listens to music or goes to 
the theatre. The second and third watches of the night are devoted to a sound sleep, 
which our poet has now thoroughly deserved.43 

It will be obvious that not all writers could adhere to this strict routine or were as 
dernted to the service of poetry as the ideal figure portrayed above. Many authors, 
perhaps the majority, were undoubtedly of the hard-working, zealous type who 
spent their time only on poetry. Even a superficia! glance at classical works will 
make us realize that to practise the art requires peace and quiet as weil as the right 
conditions. Certain poets - Rajasekhara calls them "those who do not look at the 
sun" (asüryarppasya) - even cut themselves off from daylight and wrote in caves or 
in dwellings below ground where these sensitive writers could at any time 
concentrate on their creative work without fear ofbeing disturbed. There were also 
!arge numbers who wrote when they had time and the spirit moved them, the 
occasional poets (dattävasara), as well as another type who is rather important in 
Indian literature, the poet of circumstance (präyojanika)44 who wrote poems only to 
celebrate definite events. 

The life and work of all kinds of poets, those already mentioned and others, were 
mainly connected with cities and courts, but both the theory and practice of 

41 A sort of verse-riddle much favoured in Jaina poetry and narrative literature. The 
hearer is expected to find a Skt. or Pkt. compound word in the separate members or syllables 
of which are to be found answers to all the questions asked in the stanza quoted. Here is an 
example taken from Sumati Süri's Jinadattäkhyäna. composed in Prakrit: 

kim maruthalisu dulaham? kä \'ä bhavanassa bhüsani bhanivä? 
ka;?Z kämai" se!asuyä? ka"rrz piyai"juvCZ(WO tu!fho? · · · 

"(!) What is difficult to obtain in the desert? (2) What is the omament ofthe house called? (3) 
What is it that Umä desires? (4) What does the young man drink (= kiss) with joy?" 
The answer to all these questions is: kantaharam, i.e., to take them in the same order, (!) 
kam, "water'', (2) kantä. "the beloved one", (3) haram. "Siva", and (4) aharam, "the lip (of 
the beloved one)" .. t\fter JAGADis CA1''DRA JAJ'.\:, Präkrt sähitya kä itihäs. Väräi:iasi 196 l, p. 
478. 

42 samasyäpiira,ya, which emerged as a separate branch of kävya, generally consists ofthe 
poet being required to continue in his o\>/n words some lines that he has been given to 
complete. These lines are usually taken from some well-knmrn poern. 

43 Räjasekhara, Kävyam., GOS, p. 52; for certain details also ~emendra, op. cit., 2, 2-23. 
44 These types of poet (ni~a~z,:ia. asüryampasya. datiävasara and prä_rojanika) are 

mentioned by Räjasekhara, Kävyam. GOS, p. 53. 
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Jiterature were held in high esteem in many smaller places by educated families who 
enjoyed the pleasures of the art in a traditional fashion. W e need hardly mention in 
detail all the reasons why cities held such a dominating position. Classical poetry 
was not associated with a refined way of life only because kävya demanded a 
knowledge of language and education, which were best acquired in an urban milieu. 
Cities also exercised a natural fascination because they were always pulsating with 
life and offered the widest range of the entertainments of cultivated society: 
magnificent festivals, processions, dancing displays, theatres and concerts. They 
also had an important part to play in the mental, artistic and linguistic development 
of the poet. Only in cultural foci such as cities was an exchange of ideas and 
criticism made possible by personal contact with fellow-poets, other artists and 
scholars. 

We must not forget that the kavi was very strongly influenced by a spirit of 
competition, by a constant endeavour to improve his work and to surpass his rivals. 
He found confirmation of his worth not only when reading the works of his 
contemporaries and of the great writers of the past but also in discussion, challenges 
and open contests. We know of numerous societies (go~!hi) which promoted 
cultural interest in much the same way as associations and clubs do today. There 
artists of all kinds and those sharing their interests could meet, and they used to 
display their knowledge and sharpen their wits in private and public debates in 
some definite field: in kävyago~this classical poetry, in jalpago~this the old epics, 
the Puräi;ias and narrative literature, in n[tyago~this the art of dancing and in vä­
dyago~this and vii;iägo~this instrumental music and the vina. These societies were 
either established by sorne king or prince, in which case they were frequently 
connected with court Iife, or they were of a private nature, sponsored by wealthy 
citizens. lt was advantageous for kävyago~this to be under the protection of sorne 
rnaharaja. They not infrequently became famous and were often visited by poets 
from afar. The poets' rneetings might be presided over by the prince in person or by 
sorne important personage from the court or the city. These gatherings were not 
only held in the societies themselves, however; at many courts large open-air 
rneetings (samäja) or court receptions (sabhä) were arranged for poets and those 
leamed in kävya at which the president requested some poets to give readings of 
their works or, having set thern difficult tasks such as improvising on a given theme 
(sarnasyäpürai;ia), pronounced judgement on their performance. Many of these 
assemblies were brilliant exhibitions not only of poetic wit and artistic ability, but 
also offlashes ofinspiration and the knowledge and humour ofthe poets. They were 
attended rnainly by poei:s and leamed rnen, the court and the aristocracy, but also 
by many other people associated with the arts such as sculptors, painters, 
goldsmiths, jewellers, fine meta! workers, actors and courtesans.45 A rich reward 
awaited the man who emerged victorious from the contests he had entered at the 
beginning ofthe meeting ifhe was able to solve the various riddles and verse puzzles 

45 Cf. Räjasekhara, Kävyam., GOS, p. 54 f. 
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set him. He left laden with money and possessions, a fine title and an enhanced 
reputation. If he were a stranger, the king might persuade him to stay on, or even 
attempt to get him to join his 01.m court. 

Attendance at these kävyago~this was a natural part of the poet's practical work. 
As the art of kävya demanded correctness both in !anguage and in content, the kavi 
was generally recepti\e to ,vise, objective criticism. He corrected errors that were 
pointed out to him and took note of improvements suggested by the meeting. 
Furthennore, Yisits to famous go~this that were under royal protection formed part 
ofthe existence ofthe c!assical Indian poet, particularly ifhe were poor and saw no 
other chance of advancing his career. Those rulers ,vho patronized many arts46 were 
fond of surrounding themselves with poets and pai:isJits.4" This was partly in self­
interest as the presence of illustrious persons added to the lustre and fame of their 
courts. Partly also it was because the highly literate poet was indispensible to the 
monarch, particularly at more ambitious courts, since documents, inscriptions of 
all kinds, deeds of gift etc. were usually left to the poet to compose, as the high­
flown diction and the artistic style often show. Poetry could not i.n itself give the 
poet an income: only participation in samäjas and go!?th1s could sometimes eam 
him money and then only if he had talent and was lucky. Social security was really 
only possible if he had money of his 01,vn or had some profession besides poetry. 
The chance of obtaining the coveted position of court poet was alas all too seldom 
open to him. Only too often was the poet's path strewn with thoms. Numerous 
didactic and gnomic verses record the lack of generosity of princes, and we know 
that Bilhai:ia, who came from Kashmir, had to wander far and wide before he was 
finaily well receiYed, in southem India, at the court of the Cälukya king, Vikramä­
ditya VI Tribhuvanamalla (1076-1126 A.D.). 

It was an inherent trait in the structure of these societies that if a classical author 
aspired to an appointment, it was always as court poet. As during the European 
Renaissance, the economic basis of poets who earned their living by their art was 
the service of the prince. Even text books dealing with the theory of poetry 
constantly stress this traditional aspe·ct ofthe kavi's role; one ofthe most important 
aims (prayojana) of the court poet was recognized to be his duty to gain undying 
fame in which he allowed his lord and master to share. Many writers whose 

46 A coin minted by King Samudragupta (4th century A.D.) illustrates this royal interest in 
the arts; the sovereign is shown playing the vina. Several kings like Kumäradäsa of Ceylon, 
Harsa or Pravarasena II of Kashmir were themselves great poets. while others earned 
themselves a considerable reputation as poetic theorists. King Bhoja of Dhärä, for instance, 
wrote important works on poetics. 

47 Legend relates that the well-known lexicographer Amara(simha) and the so-called r-;ine 
Jewels, who included Kälidäsa. Vetälabhatta, Vararuci and Ghatakarpara, worked at the 
court ofVikramäditya ofU_üayini (frequently identified as Candrag~pta II, who also bore this 
name). The patron of the most farnous writer of artistic prose, Bä17-a, was none other than 
King Harsa (60~47 A.D.) who is himself credited with having written three dramas. Later, 
King Laksmanasena ofBengal (l 179 to about 1205 A.D.) kept a !arge staff cf Sanskrit poets at 
his court: · Srutidhara, Dhoyi and - most famous of them all - Jayadeva and Govardhanäcärya 
were some ofthem. Numerous other exarnples could be given. 
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reputation was already established diffused their fame by their mere presence at the 
court of their patron. Others, Iess renowned, performed their task in a more direct 
manner and repaid the maintainance they received from the monarch by praising 
him in a variety of compositions: in poems ofthe major form (mahäkävya) orofthe 
minor form (laghukävya), in poetically designed biographies (carita) or in inscrip­
tions (prasasti), for which they received more detailed instructions. In addition, they 
were always being expected to write new plays which were performed on various 
state occasions such as the visit of some high-ranking personage, at banquets, 
festivals, etc. Another function that tended to devolve on the kavi was to act as 
adviser to his sovereign. In this role the poet needed to exercise caution, for the 
amour propre of the prince could not be hurt with impunity. He therefore sugared 
the pill when necessary and diplomatically wrapped up his counsel in an elegant 
package. 

While the majority ofkavis probably attended poets' meetings and the court on!y 
as travelling poets, there could arise between the established writer, the poet 
Iaureate, and his patron such close bonds that the relationship often endured for 
many years, as some sources show. There were cases in which the appointment was 
even handed on from father to son, as happened, for instance, at the court of the 
Hoysala rulers (1022-1342 A.D.), where a succession of court poets, there entitled 
vidyäcakravartin48, all came from the same family, the name of which has 
unfortunately now been lost. Mighty princes could afford to keep a staff of court 
poets and, as we have already seen, their generosity could sometimes be great 
indeed, as in the case of Dhoyi(ka), one of the court poets in the employ of 
~mai:iasena (1179 to about 1205). At the end of his poem Pavanadüta (The 
Wind Messenger) Dhoyi looks back in satisfaction on bis Iife and says: "He who, as 
the great ruler over princes among poets49 , received from the Gam;Ia King 
(Lak~mai:iasena) a troop of elephants, an ornament of gold, a fan and a golden 
sceptre, the wise, venerable Dhoyika, has published this poem, Iike a great mantra 
to Sarasvati, for the pleasure of all connoisseurs (101). May I enjoy in (my) re­
incamation the company50 of sensitive poets, (the gift of) the Vaidarbhi style51 in 
speech, an abode near the Ganges, the fine fruits of illustriousness, an inclination 
towards all that is good, an appointment as court poet52 to kings and the respect of 
the two feet ofthe consort of~mi53 (102). I have won fame in the assemblies of 
the learned and completed some word-combinations flowing with nectar that have 
pleased kings. May I now spend (the remainder of) my days somewhere by a cliff on 
the banks ofthe river ofthe gods (the Ganges) devoting myselfto Brahma exercises 
(104)." These stanzas illustrate very well the honour in which a court poet was held. 

48 I.e., Great ruler ofthe science (ofpoetry). 
49 kaviksmäbhrtäm cakravarti. 
50 gosthlbandhah. · 
51 Among the various styles recognized by poetics Vaidarbhi is known for its clear and 

flowing qualities. Its finest exponent was probably Kälidäsa. 
52 kavitäcäryakarn. 
53 I.e., Vi~i;iu. 
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They also emphasize the immense importance of the go?!his and the extremely 
close relationship that existed between poetic practice, poetic theory and classical 
education. 

4. The Training ofa Poet 

Very little separated the connoisseur from the »Titer of kävya. This is shmrn by 
the fact that a great many critics thernselves wrote poetry and that poets possessed 
critical knowledge that was frequently profound. At the very least they had to be 
familiar with poetics and allied sciences such as grammar, metrics, lexicography 
and sernantics, but many ofthem \Verein fact pai:i9its. Since they were expected to 
deal with things in a factual manner, and in any case the majority liked to embellish 
their poetry with leamed matter, the sciences that were closely allied in a narrow 
sense were not enough and a knowledge of numerous other fields was required, 
above all of erotics (kämasästra), logic (nyäya). the arts (kalä), political science 
(arthasästra) and familiarity with such irnportant sources of literary material as the 
epics Rämäyai:ia and Mahäbhärata as well as Vvith the Purai:ias. 

Theorists sum up these disciplines under the heading vyutpatti (also sruta or 
abhyäsa), translated as "training" or "the acquisition of knowledge", and they 
count vyutpatti as being one of the qualifications (kavyahetu) which are necessary 
for a practising writer. A man is therefore qualified as a poet if he has poetic 
imagination (pratibhä)54, possesses the required education (v)utpatti) and constant­
ly devotes himselfto exercises (abhiyoga, prayatna) both as a beginner and, later, as 
an experienced writer. The second and third requirements for the composition of 
kävya, i.e., the study of various sciences and of other authors, and of continually 
doing exercises, are often lumped together into one which, also called \)Utpatti or 
abhyäsa, combines reading with practice. Vyutpatti thus summed up is the writer's 
experience, his training, \Vhich, when fully completed, was often a laborious one to 
which the poet usually had to dedicate most of his time, as the description of his 
daily routine showed. 

In general a writer did these exercises either by himself or under the guidance of 
an experienced teacher - a poet or a pa9-9it - or, in the case of a mature author, 
among his fellow-poets in the go?thL The exercises might be designed, for example. 
to give mastery of metrical patterns, to practise imitation or to impart skill in 
completing intentionally unfinished stanzas. An easier exercise which must have 
appealed to beginners consisted in composing stanzas in various forms paying 
attention only to euphony and the metrical mies without having to consider 
whether the words and the order in which they were used formed a correct sentence. 
The following stanza is a good example of this sort of euphonic-metrical exercise. 
The verse form is the Indravajrä and it has the following pattem: 

54 This is the most common term, but Dandin and Vämana use pratibhäna and Mammata 
uses sakti. . . . 
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--u 
--u 

--u 

--u 
--u 

--u 

u-u 
u-u 

u-u 
--u --u u-u 

_1/. 

_1/. 

_1/. 

_1/. 

The choice of words, however, is quite clearly determined by the mellifluous weak 
consonants, particularly the link nd: 

änandasandohapadäravinda­
kundendukandoditabinduv!'Ildam / 

indindirändolitamandamanda­
ni~yandanandanmakarandavandyam / ! 55 

Another exercise, intended to test the pupil's vocabulary, was to find synonyms 
for certain words in a stanza which was often taken from the work of some 
prominent poet. Synonym books and other works of reference such as Vopadeva's 
dictionary K.avikalpadruma, "The Poet's Wishing-Tree"56 , were frequently used for 
this exercise. Others, such as K.avindräcärya Sarasvati's K.avindrakalpadruma57, 

contained models for creative literary work which the author expressly stated were 
intended to serve the novice as a kind of poetry primer. An example taken from the 
introductory stanza of Kälidäsa's Raghuvarµsa will illustrate how a vocabulary 
exercise may work. The original version runs: 

väg-arthäv iva samprktau väg-arthapratipattaye / 
jagata~ pilarau v;ncie pärvati-paramesvarau / 1 58 

The exercise, which also aims at developing metrical skill, now requires that 
synonyms be substituted for certain parts of the sentence, in this case the words väc, 
samprkta, pit;-, pärvati and paramesvara. These synonyms must be of the same 
length as the words replaced and must fit the metrical system exactly. 

vä~y-arthäv iva sa'?'lyuktau vä~y-arthapratipattaye / 
jagato janakau vande sarvä~i-sasisekharau / 159 

55 ~mendra, Kavika~!häbhara~a 1, 21. The stanza consists of two Iong compounds 
divided equally between the two halves. With the exception of the two final members vrnda 
and vandya, the words are prior members arranged in a row one after the other. A translation 
might give something like the following meaningless series of words: "Multitudes of joy, 
lotus-foot, jasmine, moon, drops arisen from roots; (!arge) bee, swinging, slowly dropping 
down, rejoicing, flower-juice, tobe venerated." 

56 Vopadeva Gosvami, Kavikalpadruma, critically ed. by G.B. PALSULE, Poona 1945 
(Sources oflndo-Aryan Lexicography). 

57 Cf J. EGGELING, Catalogue of the Sanskrit Manuscripts in the Library of the lndia 
Office, VII, London 1904, No. 3947. 

58 Fora translation, s~e note 29. 
59 ~mendra, loc. eil. This sort of substitution may seem to be a contradiction of what 

was said on p. 4 ff. regarding the nature of literary texts whose complicated structure does 
not admit of any alteration. In this case, however, substitution is merely an exercise and, as 
such, certainly useful. 
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Other exercises were intended to develop the poet's skill in employing different 
words to express the same meaning in one and the same metrical pattern. Thus the 
three following lines: a) räjate pfthivi:pati~, b) sobhate bhümivallaba]:l and c) so 
vibhäti bhuvo vibhu~ are ali 'Written in the Sloka metre and all mean: "(there) is 
(or: was) the king, radiant (with majesty)".50 

Theorists are united in believing that it is when the poet is working under the 
above demands that pratibhä, "poetic or creatiye imagination", is of the greatest 
importance. It is partly the "flashing upon the thought" (prati-bhä) of an 
illuminating artistic idea in the mind of the poet and partly the particular ability 
(sakti) to turn it to good account, i.e., to utilise the idea in some poem, long or 
short, and give it concrete expression in form and content (artha and sabda). Most 
critics regard this ability as being a natura! (naisargika) gift with which one is born 
(sahaja) but, like Da;;,ic;J.in and Rudrar,a, consider it possible that poetic talent, even 
when it is not innate, can be acquired to a certain extent by diligent practice and 
Yeneration of the goddess Sarasvatr.61 This sort of late development is, however, 
always laborious. Dai:i.gin, RudraJ:a, Räjasekhara and others let it clearly be 
understood that acquired pratibhä is definitely inferior to natural talent. Even 
genuine poetic imagination is not a gift from above which descends on a poet more 
or less by chance, as is generaHy supposed. On the contrary, it is an acquired faculty 
gained by merit of acts (karman) performed in previous existences which have 
influenced the poet's mind in such a way that they have left behind a residue of 
latent mental impressions (saf!lskära) which has matured in his present life to 
genuine, innate pratibhä.62 An acute definition, even by modern standards of 
literary criticism, is that given by Abhinavagupta who, when taking up Änan­
da...-ardhana 's ideas63 , called poetic imagination a sort of intuitive ability (prajfiä) 
which enables the poet continually to create something new64 which strikes the 
reader, too, as original. 

60 Vrtti on Kävyakalpalatli !, 2, 30; see also S.I. PoLL0CK, Aspects of Versification in 
Sanskrit Lyric Poetry, New Haven, Conn. 1977 (AOS 6 J ), p. 130 .f. 

6I Exceptions are, for example, Vämana and Jagannätha. Vämana, who accepts genuine 
pratibhä alone, is ofthe opinion that any attempt to acquire poetic talent by one's own efforts 
can only excite laughter; see Klivylilaf!1klirasütravrtti ad 1, 3, 16: yasmiid (i.e., pratibhiiniid) 
vinii kävya'!z na ni~padyate ni~panna}!l vii hiisyäyatanaJ!l syät. Jagannätha, on the other 
hand, although also recognizing a single power of imagination (Rasaga;igadhara, VBhSG, p. 
25: kevalä pratibha), sees it as having three origins, sometimes through grace (prasada) 
coming from a god or from a mahäpuru~a and sometimes acquired by vyutpatti or abhyiisa 
(ibid., p. 26). 

62 See DaI_1gin, Kavyad. 1, 104: pün:avasanägur;änubandhi pratibhänam adbhutam; Vä­
mana, Kävrälamkäras. L 3, 16: kavitvabfjam pratibhänam andin his vrtti to this: kavirvasya 
bijam kaviivabFjam, janmäntarägatasamskä~avisesah kascit; similarly !i-fammata, Kävyapra­
kasv~tti ad !, 3: iaktih kavitvabijanipah samski1rai•isesah kascit; Räjasekhara, Kav_ram. 4 
(GOS, p. 12): janmiintarasamskäräpeksini ·sahajä; th·e ·same thought is to be found in 
Abhinavagupta, Abhinavabhär~ii 7, 2 (p. ·346). 

63 Cf. 12 and note 32. 
64 apüncavastzmirmär;ak~a1na. 
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5. The Creative Process 

To gain a true understanding of the manner in which the kavi works it is 
necessary to bear in mind that most literary theorists do not consider pratibhä to be 
the only prerequisite for a career as a poet. In fact, none of the three qualifications 
we have discussed, poetic imagination, training and practice, is in itself sufficient; it 
is, as Mammata expressly states, the combination of all these kävyahetus that 
provides the common ground (not: grounds) on which the successful creation and 
excellence of poetry may be built.65 Even if poetic imagination was the decisive 
factor in the work of some writers, the poet's creative process was nevertheless 
strictly regulated by norms the observance and application of which were watched 
over by critics, fellow-poets and the go~!his. Classical poets also built their works on 
original concepts, but their inspiration was kept strictly within bounds. Their 
creative activity had to obey numerous objective laws, which tended to make poetic 
composition easier, and it had to follow conventions that laid down in detail the 
way in which many themes were to be dealt with. A great many themes and set 
phrases turn up again and again and although the rules were originally based on 
accepted practice, as in other literatures, they were further developed by theorists 
and these developments in their turn subsequently influenced poetic practice. As a 
result, what classical poetry offers us is a world that is to a certain extent 
predetennined, its raw material partly pre-set. The methods poets employ also show 
a tendency towards the reconstruction and reorganization of existing material into 
new combinations so that the poetic or artistic element frequently consists merely of 
novel, unusual or surprising juxtapositions of two or more standard components. 
This stock of themes and the associations that accompany them, which have been 
available since far earlier times, have been used by every poet to create situations 
and phrases. As he has inherited an exceedingly large number of themes, he 
generally chooses only a few ofthem but, ifhe is master, he is careful always to find 
new combinations, new phrases and similes so as to give his theme or situation the 
brilliance of the hitherto unexpressed (apurva) and thereby delight the educated 
reader. 

This phenomenon is not limited to kävya alone. We find a stock ofgiven themes, 
situations and set phrases both in other highly-developed Indian literatures and in 
other eras (for instance in European Antiquity and, in India, in Cankam lyrical 
poetry written in Tamil) where fixed conventions, well-established by long and 
subtle use, relieved the poet of some of his labour. K.ävya appears to have been 
particularly rich in patterns and set phrases such as these and, in fact, we discover 
few aspects of life that have not in some way or other been preconceived and 
already shaped, either in toto or in certain details, and which do not provide bricks 
that the poet is obliged to use in his construction. This can be studied to advantage 

65 Kiivyaprakiisavrtti ad 1, 3: trayaJ; samuditiih, na tu vyastiih tasya kiivyasyodbhave 
nirmii.1:e samulliise ca hetur na tu hetaval}. · · ' 
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in short poems (muktaka) and single stanzas from longer works which deal \\>ith the 
same theme. Let us choose as an example the monsoon, one ofthe favourite themes 
of Indian poetry, the correct literary description of which must contain a whole 
series of stereotyped elements. The !ist includes, for instance, clouds and wind; 
showers and lightning; rushing rivers swollen by rain; roads on which the dust has 
been laid; dancing, screaming peacocks gladdened by the sight of clouds; herons 
accompanying the clouds; the rain-mite; 66 ketaki-, kadamba-, nipa-, nimba- and 
kuµija-blossom; the nightly love-promenades of young women (abhisärikä); the 
love-games of the beloved in well-roofed dwellings protected from rain and storm; 
the traveller who, eagerly awaited by his beloved, hastens to set out on bis journey 
home or who has arrived before the outbreak of the monsoon.67 When the poet 
wished to deal with the rainy season theme, he would immediately turn to these 
stock attributes68 employing at least one if the poem were short. In a longer poem 
he would probably use most of them. He could follow traditional practice even 
where details were concemed by making use ofwell-kno\\>n expressions, similes and 
set phrases. When describing a cloud, for instance, he could compare its dark mass 
to a drum, a mountain or an elephant, or he could say of clouds that they were 
dense (ghana), hanging low (avalambin), bearing a burden of water (toyabhära), or 
describe their denseness as a veil of cloud or a cover of cloud (ghanapatala, 
jaladapaµila, payodharapaµila)69 , etc. However, even a tradition that placed as great 
an importance as kävya did on common sources which had been handed down 
could realise that themes and set phrases might, in the end, become hackneyed. In 
order to avoid cliches, the poet could then renew these expressions by making them 
highly connotative or ambiguous, thus allowing them tobe interpreted differently -
in a spiritual or a witty manner - or use stock phrases and attributes in a new sense. 
What was important was that in every phase of the creative process the kavi had to 
choose between words from the literary and the non-literary vocabulary. To keep to 
our example of a cloud, he could select names like ghana, jimüta, balähaka, megha, 
or ambuda, ambhoda, jalada, nirada, payoda, värida (bestowing water), ambodhara, 
jaladhara, niradhara, payodhara (bearing water), or jalaväha, väriväha (bringing 
water), jalamuc, payomuc, värimuc (releasing water), etc. From among these, he 
would search for just the expression that suited the context and the metre.70 Let us 
look at a few stanzas. 

66 Generally cal!ed indragopa: a bright-red mite with a velvety skin incorrectly translated 
in some dictionaries as "Leuchtkäfer", Eng ... fire-flv"; cf. M. MONIER-WILLIAMS, Sanskrit­
English Dictionary. See S. LrENHARD, 'on the Meani~g and Use ofthe Word indragopa, IT 6 
(1978), p. 177 ff. and S. LIENHARD, Beobachtungen zu einem wenig bekannten kävya-Motiv, 
WZKS 22 (1978), p. 57 ff. 

67 lt should be stressed that this !ist does not by any means cover all the possibilities. but 
only records the most important structures. 

68 I shall use this term borrowed from art history to describe the various phenomena (e.g. 
"dancing peacocks") associated with a given theme (in this case, the monsoon theme). 

69 Also similar compounds using other words for "cloud". 
70 As we have shown (p. 10 f)., compounds such as jalada. jaladhara, jalaväha, jalamuc, 

etc. can act as models for other, possibly more complicated names. 
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upari ghana111 ghanapaµila]11 tiryag girayo 'pi nartitamayüräJ:i / 

k~itir api kandaladhavalä d~ti111 pathikaJ:i kva pätayati / / 71 

"On high a dense fabric of cloud. To one side, the mountains with dancing peacocks. The 

earth white with blossom: where is the traveller to look?" 

In this stanza by Bhartrhari the much-loved phrase ghanapatala (veil of cloud) is 
modified by the adjective ghana (dense) which, being a homonym of the noun 
(ghana), gives the text greater interest. The poet also introduces a second and third 
attribute associated with rain - the dancing peacocks and the traveller. 

This semi-automatic technique is pursued even further in another short poem in 
which we also find the expression ghanapatala. According to Vallabhadeva, the 
author is a poet called Vrddhi, i.e., Bhagavrddhi. He plays with the words "clouds" 
(payodhara), "the disappearance of the dust" (rajas) and the "veil of clouds" 
(ghanapatala), but reinforces the poetic power of these elements by giving all of 
them double meanings: 

apagatarajovikärä ghanapataläkräntatärakälokä / 
lambapayodharamälä prävr1 iyan;i vrddhavaniteva / / 72 

As the first three parts of the sentence, which are all ambiguous, refer both to the 
subject and the object ofthe comparison, we can translate either as: "This monsoon 
is like an aged woman; gone is the burden of the dust, clouds veil the light of the 
stars and multitudes of clouds hang down" or as „This monsoon is like an aged 
woman; she is free from the trouble of menstruation, her pupil is covered with 
coarse-grained cataract and her breasts bang down." 

The comparison of a cloud to a loud drum is made in the two following verses. In 
the first, a stanza taken from Mägha's Sisupälavadha, dancing peacocks are again 
introduced as an indication ofthe rain theme; in the second, whose author is said to 
be a certain Jayamäghava73 , kadamba-blossom, a tree whose flowering is characteri­
stic of this season: 

jaladapanktir anartayad unmadan;i kalaviläpi kaläpikadambakam / 
lqtasamärjanamardalamai:i9aladhvanijayä nijayä svanasampadä / / 74 

"The row of clouds with its fullness of notes, which rumbled (like) the beat of a great many 
oiled drums, made the excited flock ofsweetly calling peacocks dance." 

atha manasijadigjayäbhisa'!lsi 
jaladharadundubhir ätatäna sabdam / 

tadanu tadanujivibhiJ:i kadambaiJ:i 
kavacitam unma~tpadacchalena 75 / / 

71 Bhartrhari, Srhgäras. 92 (Kosambi, Satakatrayam). 
71 Subh. 1738; Subhä!jitaratnako!ja 231 (which has payodharabhärä instead of o mälä). 
73 Vallabhadeva ad Subh. 1758. 
74 Sisup. 6, 3 L 
75 Subh. 1758. 



The Creative Process 25 

"'.\'ow resounded the rain-cloud drum which proclaimed the world-wide victory of the 
(King) God of Love. Then his servants. the kadambas. donned their armour. assuming the 
appearance of(dark-coloured) drunken bees." 

Both poems are the product of highly-dei.eloped verbal artistry and show clearly, as 
does other poetry, how consciously Sanskrit 'l'.Titers worked on the construction of a 
kävya. Their poems are in fact compositions and grow out of a clearly thought-out 
process based on a free but carefully made choice of all the elements. The process 
itself is goYemed by fixed rules which are valid for all poets. Far more important 
than the choice of themes, attributes, set phrases and words, however, is another 
process taking place at the same time: the organization and co-ordination of these 
elements at all levels, which gives the composition the quality of a work of art and, 
more than any other single act on the part ofthe poet, converts his ideas into reality. 
\Ve can discern the watchful hand of a conscious artist behind both the above 
poems. Mastery of language is revealed in particular in the stanza by Mägha, who 
was recognized as a virtuoso. In accordance with an increasingly important 
tendency, he makes the length of his sentence coincide with the stanza and builds 
up his verbal structure within this rhythmic-syntactic framework so that it is highly 
alliterative and at the same time shows agreement between expression and content. 
What strikes the culfrrnted reader is the novel use made ofthe c!oud-drum attribute 
which Mägha clearly associates with the field ofmusic: 

Like trained birds, peacocks dance to the thunder of the clouds as if to the music of drums. 

Jayamäghai.a, on the other band, employs war!ike imagery: 

Like a king, the god Käma proclaims his victory with drumbeats while those shown as his 
followers, the kadambas, put on their shining, dusky armour. 76 

The reader is sho'wn a new aspect of reality by being presented with an attribute 
with which he is thoroughly acquainted in a sense that is new and surprising. In 
other words, the poet paints the reader a picture in which all the details are familiar 
yet which strikes him as original because they are re-arranged into a quite new 
pattern. In both these poems, as in the two previously mentioned, it becomes 
evident that attributes are elements which can be handled with considerable 
freedom, whereas we recognize set phrases as being formed on typical models which 
have a tendency to recur with a fixed word-order if they are in the same sort of 
context. Indeed, they may even be so much apart ofthe attribute that they form its 
linguistic aspect. Something that set phrases have in common with poetic wording is 
that although, like the names of people, animals and things, other words may easily 
be substituted for the various elements they contain, they do not wi!lingly change 
their structure. A poet using a set phrase meaning "veil of clouds" ma:y replace the 

76 The way was prepared for this warlike imagery in the descriptions of rain in the Riim. 
and the ]!.tus. in both ofwhich clouds are compared to an arrny. a war-drum and a batt!e-flag; 
see V. RAGH.A. VA:-;, Rtu in Sanskrit Literature, Delhi 1972 (= Saradiya Jnana Mahotsava 
Lecture Series), p. 16 and p. 47. 
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prior member of, for example, ghanapatala with some synonym and writ( 
meghapatala, payodharapatala, jimütapatala, etc. This enables almost any se, 
phrase to be adapted rhythmically or from the assonance/ consonance point of vie\\ 
to the metrical or contextual demands of the passage. We must, however, admit tha1 
in this case none of the variants contain the neat double meaning of ghanapatala -
"veil of clouds" or "thick veil". In Sisupälavadha VI, 31, Mägha uses the 
expression jaladapailkti for "row of clouds" as it is demanded in this context by the 
metre and the so und (the preference for the vowel a at the beginning of the stanza), 
but it can of course be varied (ambudapankti, jaladharapailkti, balähakapankti, 
ambudarekhä, jaladhararekhä, balähakarekhä, etc.). Jayamäghava, on the other 
hand, chooses the equally euphonious, metrically exactly correct jaladharadundu­
bhi for "cloud drum", which can be replaced in other contexts by meghadundubhi, 
payodharadundubhi, meghamardala, payodharamardala, et~. 

Attributes occupy a far more important place in the poetic hierarchy than set 
phrases. One of their characteristics is that they have been able to preserve their 
poetic force throughout the development of kävya due to the fact that it is possible 
to use them in ways that create a surprise effect. As they are continually being given 
new references, they are the material with which poetic pictures are made. Since the 
primary function of attributes was to show characteristics of the theme to be 
described, the predominant practice in older phases of kävya was to give a long 
sequence of attributes, which usually consisted of merely naming conventional ones 
- although in considerable numbers and in some detail - either in a single stanza or 
at rnost in a few. In later times a different procedure was adopted: the aim of the 
poet became elaboration. Instead of a multiplicity, a minimum of attributes 
appeared in a single stanza: particularly when composing short poems, the poet 
now realized his ideas with the aid of only a few attributes which he scrutinized as it 
were close-up and, by the clever use of poetic figures (ala~kära), similes (upamä), 
witty interpretations (utprek~ä), etc., gave the simple image a new and wider 
perspective. Sometimes he sought to confuse the reader, as perhaps Mägha did in 
the stanza quoted above. We cannot conclusively prove that the word kadambaka in 
Sisupälavadha, VI, 31 is really employed with this object in mind, but one might 
easily be misled by a superficial reading into thinking that the reference is to the 
kadamba-tree. A second reading soon corrects this misapprehension, for kaläpi­
kadambaka, taken together, is a sort of periphrastic plural giving the meaning "host 
of peacocks". However we judge this passage, this sort of concealed play on words 
and other elements is quite typical of literary texts in Sanskrit and Präkrit. 

We can follow the development from a sequence of attributes towards a 
concentration on only one or two in the following stanzas, all of which contain 
references to another conventional attribute associated with the monsoon theme -
the previously mentioned rain-mite, Skt. indragopa(ka), sakragopa(ka). We find a 
sequence of attributes in the Rämäyana, Kiskindhäkända 28 41 which is 
admittedly only a very small part of a much long~r, detailed· descri;tion ~fthe rainy 
season: 
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prahr~!asannäditabarhiryäni sasakragopäkulasädvaläni ' 
caranti ni:pärjunaväsitäni gajäJ:i suramyäl_li vanäntaräi:ii 

27 

"'Elephants move through charming, wooded strips of land in which peacocks cry joyfully 
(and) the juicy grass of which is füll of rain-mites and the smell of nipa- and arjuna­
blossom." 

The attributes listed here are: peacocks crying joyfully, grass that is juicy because of 
rain that has just fallen, rain-mites, nipa- and arjuna-blossom. Vikramänkadevaca­
rita XIII, 3 7 is also part of a long description of rain. Here the poet has made use of 
three attributes only: douds, fresh grass and rain-mites. Nevertheless they are 
linked together into a single united image far better than in the stanza from the Rä­
mäyai:ia: 

namaty ayarp. syämalasa~pama1_1<;1alasthitendragopapracayäsu väridaJ:i ; 
giristhal!~u cyutasakrakärmukabhramäd ivodbhräntata1idvilocanafy 

"Cnder the erroneous irnpression of (having seen) something like a fallen rainbow, the 
doud bows its flashing eyes down to the mountain on whose patches of dark grass there are 
hosts of rain-mites." 

\\'hat we see here is: the red indragopa(ka)s are contrasted with the dark-green grass 
on the mountains thus creating the illusion of a red and green rainbow shining on 
the mountains where it has fallen. Filled with curiosity, the cloud bends down to 
examine the miraculous phenomenon with its eyes, the flashes of lightning. 
Uficchavrtti is even bolder: he also uses clouds and indragopas, here called 
harigopa(ka)s, but puts them into a most unusual relationship, creating new 
constellations which he employs with great poetic effect: 

bhra~tair meghasukäghätadalitäd arkadä9imät / 
phalair iva mahl pingai]?. püritä harigopakai~ / 77 

"'The earth is filled with reddish-brown rain-mites: (they look) like the seeds fallen frorn a 
pomegranate-sun that has been broken into pieces by the hammering ofparrots, (i.e.) ofthe 
clouds." 

If we sum up the above analyses, we come to the conclusion that classical poets 
built up their texts in several layers. Here we should like to emphasize once again 
that complicated, interwoven layers are not to be found in non-literary texts of an 
ordinary or scientific nature except in rudimentary form. When they do occur it is 
due to the influence of poetry, but they are not employed in a poetic manner, are 
not connected to each other and, above all, they are not worked out in detail. In kä­
vya, on the other hand, they form a hierarchy in the following order: 

77 Subh. 1722. 

Theme 

Application 78 

78 I shall employ this term to denote the use to v:hich an attribute is put. 
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Attribute(s) 

Set phrase(s): Words 

If we arrange the components of the above stanzas by Bhartrhari, Bhanavrddhi, 
Mägha, Jayamäghava, Välmiki and Bilhaz:ia according to „this model79 , we get: 

Monsoon 

A cloud looking at the rainbow created by indragopas; 
Peacocks dancing to the drum-music ofthe clouds. 

Clouds, rain-mites, peacocks, etc. 

Various words for "cloud" such as ghana, jalada, megha, etc. 

The order given here is not really as hierarchical as it appears. In fact, the various 
levels in a poem are not directly superimposed on one another; rather, they interact 
and thereby produce the typical density, the complexity and the structural 
formation of poetry. lt is a characteristic of kävya that the different !ayers are 
intimately related to each other and that the unity of a text is not to be assessed as 
the sum ofits parts, but as being due to this relationship and the complicated, often 
concealed interplay ofthe elements. 

It is unfortunately not possible here to deal with all the fields in which the poet 
must exercise care and accuracy. We may regard suitability (aucitya) as being the 
guiding principle employed by the kavi in his choice of metre, word, style or 
attribute. On every level of kävya, both from the point of view of sound and of 
intellectual content, it helped in the selection of those elements that best fitted the 
given theme. We saw above how a certain description governed the choice of 
definite attributes as far as content is concemed, and, if we read carefully, we shall 
discover that the same desire for accuracy also regulates the choice of similes, 
words, attributes and their application. They are all selected with an eye to their 
suitability and should be attuned as closely as possible to the sense of a stanza or to 
the atmosphere of a longer passage, a chapter or, indeed, even of a whole kävya. In 
Sarga XXII of Bhagi's Räma poem, usually known as Bhagikävya, it is certainly 
not by chance, but by intention that Bhatti chooses the Prahaq;i:z:ir (rejoicing) metre 
for two passages. Chapter XXII, which describes Räma and Srtä's final retum to 
Ayodhyä, is the closing song of the poem. In stanzas 26 and 27 this metre, which 
moves briskly and expresses joy (notice the finite verb nananda, "rejoiced")80 , 

emphasizes Räma's pleasure when, looking down from his air-bome chariot 
Pu~paka, he beholds Mount Citraküta and the Ganges beneath him: 

79 For the structure of classical Tamil lyrical poetry, cf. K. V. ZVELEBIL, Tamil Literature, 
Wiesbaden 1974 (HIL X, 1), p. 26 ff. 
. 80 ~mendra (Suvrttatilaka II, 19) and others attest to the power ofthis metre to convey 
Joy. 
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ete te munijanama1:u?-itä digantä~ 
sailo 'yarp. lulitavana~ sa citraküta~ 

gangeyarp. suta.,u visälatiraramyä 
maithilyä raghutanayo disan nananda 

29 

'"(Behold) here the regions embellished by (the presence of) ascetics, here Mount Citraküta 
with its undulating forests and there, oh slim one8 i, the broad banks of the love!y Ganges. 
The descendant of Raghu>2 rejoiced to show (all this) to Maithili81 ." 

Another example: The first song in the Raghuvarµsa describes the visit of King 
Diiipa and his consort to the grove of ascetics presided over by the sage Vasi;;tha. 
Stanza 56 relates how they meet the guru after he has perfonned the twilight 
ceremonies. Kälidäsa portrays the scene in two short similes which may seem 
somewhat trivial at first sight. A re-reading, however, reveals an important 
characteristic of the poet's method. In this passage the seer Vasi;,!ha, who has great 
experience of sacrifices and has been credited with composing a !arge number of 
~gveda hymns, and his wife Arundhati are compared by Kälidäsa with concepts 
taken from the vocabulary of sacrifice and not with ideas casually chosen from some 
other field of life. This is correct from the poetic point of view and is also in 
agreement with the principle of aucitya: 

vidhe~ säyantanasyänte sa dadarsa taponidhim / 
anväsitam Arundhatyä svähayeva havirbhujam /.e 

"At the conclusion ofthe twilight rites (King Dilipa) saw the treasure ofasceticism83, like a 
fire accompanied by the sacrificial cry ·svähä', whom83 Arundhati was assisting." 

Observe that the simile is constructed with careful attention to gender: Vasi;;tha is 
compared to fire, which is masculine in Sanskrit; Arundhati to ·svähä', which is 
feminine. As slips are to be found even in the work of irnportant poets, it is not 
unimportant to note the great pains Kälidäsa has taken to be accurate. 

One does not have to read rnany literary texts before being struck by this 
endeavour to achieve accuracy. It is never the aim of a poet merely to give a 
beautiful poetic rendering of a theme. Going further than our conception of pure 
aesthetic effect, he attempts to build up the theme correctly, from the objective 
point ofview, that is to say to choose the right attributes, the right associations, etc. 
lt is one of the characteristics of classical Indian poetry that the desire to give an 
exact description of an object extends down to the smallest details, which are 
carefully worked out so as to reflect the need to find the most appropriate 
expression for each attribute, the most suitable simile, etc. These strict requirements 
were not always easy to fulfil, for the author always ran the risk of discovering that 
he had neglected to pay sufficient attention to the poetic side of his work or to its 
scientific, leamed aspects. The long history of kävya shows that it was, in fact, 
perfectly possible to meet all these requirements. The delicate balance between 

81 I.e., Sitä. 
82 I.e., Räma. 
8 3 V asistha. 
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poetic genius and exact description is masterfully maintained in quite a few poems 
and, as we shall see in the next section, both readers and listeners, the connoisseurs, 
were highly conscious of the fact that each of these two aspects formed part of the 
enjoyment of poetry. Discussions in critical works and in commentaries to 
individual kävyas take up questions both of expression and of content and Jet it 
clearly be understood that, in their opinion, the presence of factual errors will 
diminish the value ofa kavya. 

We mustjudge the nature and personality ofthe classical Indian poet from a quite 
different standpoint than that taken when considering writers in the Western 
tradition or modern authors. Above all it would be wrong to think of him as being 
in some way related to the European idea of a Romantic poet - drunk with 
daemonic inspiration, his head in the clouds, writing to fulfil his artistic nature. 
With the exception of certain holy men belonging to later religious groups or sects 
in whom a buming devotion to God (bhakti), mixed in some cases with Tantric 
beliefs, might lead to transports ofspontaneous poetry84, and also with the possible 
exception ofthe Vedic poet-seer, the concept ofthe undisciplined poet autoschedia­
stically composing great works with a sort of somnambulistic certainty is entirely 
alien to the Indian tradition. Tbe attitude of tbe kavi was totally different. He 
worked at his text in a deliberate manner and, govemed by a host of rules and 
norms, put his lines carefully together. In actual fact, hardly any Sanskrit or Prakrit 
poems give a hint of a state resembling Cicero's affiatus quasi furoris. If the Indian 
poet could create imagery that far exceeded in boldness anything that his Western 
counterpart produced, his methods of work and even his poetic imagination 
(pratibhä) were constantly held in check. Moreover, definite procedures such as the 
realization of the poet's intentions in similes containing several members, in 
paronomasia (sie~) or in the implied (dhvani) left no room for the blind dictates of 
grandiose inspiration. lt was one of the conditions of kävya not only that the 
message should conform to the poetic codex in the narrow sense, but also that it 
should be factually correct. Naturally, this did not mean that the classical poet was 
not free to follow a flash of inspiration or some subconscjous mental process if he 
wished. What was essential was that whatever he wrote, whether it was the result of 
plodding labour or of inspiration, should be submitted to rigorous criticism, have its 
accuracy checked and be corrected if necessary. I have already dilated on the 
importance ofkävyago~!his and similar meetings in this connection. We have also 
seen85 that the disciplined poet was not prepared to write haphazardly and at 
irregular intervals but set aside a definite period oftime for each step in the creative 
process, including re-reading, revision and improvement. lt cannot be denied that 
this conscientious, somewhat hide-bound attitude of authors to their work had a 
conservative effect and is therefore partly responsible for the great unity -
uniformity even - of classical poetry. We observe time and again that the differences 
between one poet and another as far as their manner of writing is concemed are not 

84 One ofthe best examples is the Bauls ofBengal. 
85 See p. 14 f. 
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nonnally in essentials. They seldom contravene either the themes or the forms 
sanctioned by tradition, but are clearly a matter of detail. As the history of kävya 
shows, individual authors sought renewal and effect primarily through profundity 
and, when attempting something new, did not allow the novelty of their work to 
express itself in drastic changes but rather in ever greater refinement, by surpassing 
either earlier poetry or, more commonly, similar works by other poets. 

6. Readers and Critics 

A natural consequence of the prerequisites and particular nature of classical 
poetry was that kävya literature, whether in Sanskrit or in one ofthe Middle Indian 
languages86, did not appeal to a wide public. lt is true that it flowered for an 
unusually long time with a richness and volume that is impressive, but true 
understanding of this poetry was by no means achieved at first sight, as our survey 
of the creative process indicated. If we wish to judge its effects on its time and on 
society, we must, however, not fall into the common error of thinking that it was 
the province solely of the rieb and the socially privileged. On the contrary, it was a 
matter that concemed everyone with education, and its communicative and artistic 
aspects were directed precisely at these people. Kävya could also be enjoyed by the 
poor, but educated and well-read Brahman. 

Only in readers as highly educated as the poet himself could one expect to find 
complete understanding of the artistic quality of a literary text and the ability to 
subject it to a critical analysis. Such readers were well prepared for literature of this 
kind and could assimilate not only the poetic whole, but also the separate elements 
which had been welded together into an entity. Tbis education went far beyond a 
mere knowledge of Sanskrit and Prakrit which, as literary languages, were to some 
extent Kunstsprachen. Tbey had ceased to be living languages before tbe emergence 
of classical poetry. The reader or listener bad a command not only of the literary 
language, its means of expression and style, but was also familiar with the sources 
and tecbnique of poetry. Naturally he knew tbe Epics and Puräl).as which, if the 
poet did not himself invent bis subject matter, were a rich mine of all sorts of 
themes for the major fonn of kävya (drama and mahäkävya). He also had a 
knowledge of metrics, decorative figures (ala~kära), tbe theory of the sentiments 
(rasa) and the implied (dhvani); indeed, he might even be a specialist in some otber 
branches of science as well. He possessed, in short, the measure of general 
knowledge tbat was the prerequisite for an appreciation of classical poetry. This 
appreciation was to some extent recognition of the norms that were applied by the 
poet at any time whicb, being part of the poetic canon, were the most important 
tools in tbe hands of poet and reader alike. When reading poetry one's interest was 

86 The kävya tradition was carried on in New Indian literatures both in the north and in 
the south and was consciously revived, for instance, in the poetry of the so-called Ritikäl in 
Hindi poetry. 
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at the same time engaged in detecting the variations, original concepts and 
refinements the work contained. Whereas a single quick reading was often sufficient 
for ordinary texts, the appreciation of a poem required constant repetition, re­
reading and comparison with earlier pages. To assimilate a poem, the reader 
generally read it through as a whole in order to grasp the underlying sentiment 
(rasa), then looked through the text for its merits (gm:ia) or defects (do~a). Finally, 
after much searching backwards and forwards, he would arrive at understanding of 
the slight alterations and innovations, which would frequently lead to his experi­
encing camatkära, the astonishment aroused in a reader by surprise and joy. 

The educated man was well versed not only in the subject matter (vastu) ofkävya 
as handed down by older sources, he was also thoroughly conversant with the 
individual themes. If, for example, he intended to read a mahäkävya, he knew 
perfectly weil that he might expect to find in it descriptions of such things as "a 
town, a sea, a mountain, the seasons, the- rising of the sun and moon, of games in 
pleasure gardens or in water, of carousals and of amorous festivals, of disappoint­
ments, weddings and the birth of a prince, of councils, messages and military 
expeditions, ofbattles and ofthe victorious deeds of heroes".87 However, the reader 
would also expect to come across certain standard types of phrasing, attributes or 
other details. We have already considered a number ofthese elements in connection 
with descriptions of the monsoon period.88 Let us take a few examples from this 
bewildering array of stock attributes, the way in which they are applied and other 
conventions which, because they are compulsory ingredients in poetic usage, have a 
strong tendency to become standardized and pre-formed in style and language: the 
red asoka89 , the amaranth90 and the kiIµsuka-tree 91 all blossom in springtime. 
While a great many authors make poetic use of the superstition that the asoka-tree 
does not blossom until the foot of a beautiful wo man has touched it, other texts like 
to associate the· tree with a play on the words asoka: soka or asoka: sasoka, thus 
giving a pleasing contrast between the supposedly free-from-trouble (a-soka) tree 
and young people hopelessly in love and bowed down by troubles.92 Other signs of 
spring are the cuckoo's call and the humming of bees. Summer scenes conjure up 
pictures of scorching heat, particularly that of midday, of forest fires, of drought and 
stillness. Even love-games languish. Now shower-baths and moonlit nights are 
refreshing, or sandalwood paste which, rubbed on women's breasts, revives them. 
Animals, too, exhausted by the heat, lie still in the shade and even bitter enemies 
like the peacock and the snake are peaceful neighbours. In summer the sirisa93 in 
flower is beautiful, but sorrow and melancholy make the traveller depressed: he is 
consumed by !anging for home and the beloved, or sometimes he is enticed by the 
dark-eyed beauty by the wayside who deceitfully offers the weary wanderer drink 

87 Dal}<;lin,Käv}'ad. l,.16-17. 
88 P. 23 ff. 
89 Jonesia asoka. 
90 Skt. kurabaka. 
91 Butea frondosa. 
92, 93 See page 33. 
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and !odging. In autumn the sugar-cane and the rice ripen. \Vhile brooks and streams 
again start to flow in their beds and the lotus9.: flowers in pools and ponds, birds of 
passage prepare for their departure. This is not the time when peacocks cry aloud, 
heralding the arrival of clouds and rain, but the time when geese95 cry pleasingly, 
especially the bar-headed goose96 , which poets always describe as white and 
dignified. :Seither is this the time of the kadamba-, kuta-, nimba- or arjuna-tree, 
which also indicate rain9-, but ofthe seven-leafed tree98 which flowers magnificent­
ly in the autumn. Love takes its rightful place again, and the flower that stands both 
for the early99 and the real winterw0 , the coldest time ofthe Indian year, is the white 
jasmine. ;o: Descriptions of people also use stereotyped characteristics: girls and 
women shoot ,vell-directed, wounding looks from the corners of their eyes. They 
have moon or lotus faces, graceful liana arms, lotus feet, narrow waists with three 
folds of skin round the navel as a sign of beauty, heavy, firm breasts, broad hips 

9:: The use of the asoka motif and the formulre associated with it may be briefly illustrated 
with the following stanzas: 
Räm., 4, l, 59: 
kiiminäm aram atrantam a:fokah sokarnrdhanah -· 
stabakai~ p~vanotk~iptais taljayann ira miil?1 sthita~. , . 

"'Here - 'free from trouble' - stands the asoka tree, which endlessly increases the troubles of 
lovers (and} whose dusters (ofblossom), shaken by the wind, seem to threaten me." 

Buddhac. 4, 45: 
asoko drsyatäm e{a kämisokavivardhana~ 

'·Behold, here (is) the 'free-from-trouble' (tree, the asoka), which increases the sulfering of 
lovers." 

Rtus. 6, 16: 
ä mülato vidrumarägatämram sapal!aväh puspacayam dadhänäh / 
kun-anty asokä hrdaya'?1 sasokarrz nirik/yam'ärzä navayauvanänäm 

"The - 'free from trouble' - asokas, which wear a mantle ofblossom on their twigs as red as 
coral - down to their roots - trouble the hearts of girls (when they) see (them)." 

Raghuv. 8, 63: 
smarateva sasabdanüpuram caranänugraham anyadurlabham l 
amunä kusumäsruvar~irzä tvam a'sokena sugätri socyase // 

"Beautiful-limbed one, sorrow is feit for you by that asoka which (although it is free from 
troubles) sheds blossom-tears as if it were remembering (the) favour of (your) foot furnished 
with tinkling rings, (a favour) which others have difficulty in obtaining." 

93 Acacia Sirissa. 
94 Skt. kamala, saroruha, saroja, pankaja. etc. 
95 Skt. hamsa. 
96 Skt. räjaharrzsa. 
97 See p. 23. 
98 Skt. saptacchada, Alstonia scholaris. 
99 Skt. hemanta. 

100 Skt. füira. 
101 Skt. kunda. 
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swelling out like sandbanks in a river or a sea, and thighs which invite bold 
comparisons with the trunk of an elephant or a banana tree. While their shy and 
restless eyes remind one of gazelles, their bowed carriage 102 and languid gait 
resemble geese. Kings and heroes, on the other hand, walk like bulls, have shoulders 
as broad as a lion's and Iong arms that reach down to their knees. In comeliness they 
can only be compared to Klima, the god of love, and as far as character is concemed 
they are always described as self-controlled, eloquent and resolute. 

The educated reader knew all these and other details: What he could not know -
and this was the source of a considerable part of the special enjoyment of reading 
kävya - was how all t_his familiar material would emerge from the creative process. 
Every poet makes use of this uncertainty feit by the connoisseur to look at things 
from a new perspective, to use a phrase that is surprising because it occurs in an 
unexpected context and, not least important, continually to make new combina­
tions out of even the smallest units in his verbal arsenal. Just as the poet's 
inspiration is shown mainly in the presentation, often in the details and refinements 
of a few lines, so the connoisseur's attitude to the poem is characterized by the fact 
that it is not the subject matter or the theme as such that primarily arouses his 
interest and gives him the pleasure of discovering something new, but the manner of 
presentation - the "how" rather than the "what". For the reader, the individuality 
and unique quality of any work resides chiefly in the way in which the poet has 
handled the traditional, predetermined elements which belong to kävya. He sees the 
special qualities of a work above all in the individual details, new points, often in 
the elaborateness of the composition but, with the exception of dramatic works, 
pays little attention to the text as a whole which, even in poetry of the major fonn, 
is often completely eclipsed by the brilliance of a complete mastery of art on a small 
scale displayed in a section, a single stanza or even in a sentence. 

Although some kävyas strike a genuinely personal note, for instance Jayadeva's 
Gitagovinda and numerous stanzas by Bhavabhüti, writers seldom allow themselves 
to obtrude. This concealment of the poet's own personality is quite natural, for 
classical poets do not work in a realistic tradition or attempt to convey their own 
experience; they write according to the conventions of kävya, which ring changes 
on familiar subject material, themes and attributes and, by doing so, hallow ancient 
usage. 

When judging poetry, style cannot be regarded as a reliable guide to a writer's 
originality or temperament. As far as kävya is concemed, it is exceedingly difficult 
to differentiate between collective and individual peculiarities in style. A poet's style 
does not aim at being subjective; like the other elements from which this 
intelle~tual poetry is constructed it obeys objective rules. The two most important 
styles (riti) are Vaidarbhi from southern India and Gau1i 103 from the east. The 

102 The poetic convention is that a young woman's body leans forward because of the 
weight of her füll breasts. 

103 In addition to these two, a certain importance must be attached to the western (Läti) 
and northern (Pancälf) styles. Those from Magadha (Mägadhi) and Avanti (Avantikä) are 
however, oflittle importance to poetry. ' 
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former is famous for its lucidity and flowing manner; the latter is a complete 
contrast, being fond of long and difficult compound words. A poet using these or 
other styies has iittle freedom of action as he is obliged to conform to the rules 
goYerning the correct proportion of well-knovm sty1istic elements. •04 The choice of 
style may be determined by the genre, as a particular style is required for certain 
categories of literature. Kavis may also employ different styles within one and the 
same poem, even within a single stanza, if the theme so demands. IOs This is 
particularly noticeable in later poetry. Since the beginning of the eighth century at 
the latest it has become increasingly clear that both erotic (srügärarasa) and sad or 
pathetic (karm:iarasa) themes prefer Vaidarbhi while heroic (virarasa), repulsive or 
nauseous (bibhatsarasa) or furious (raudrarasa) poetry tends to be written in the 
heavier and more verbose Gaw;li style. As the style chosen is an integral part of the 
inner coherence of a work, a section or a stanza it cannot be a means of personal 
expression cultivated by any single poet once and for all. Style is never definable on 
the basis of a poet's individual characteristics; the viewpoint adopted by the work, 
the genre and the theme must also be taken into consideration. 

The reader or listener discovers the special qualities that a poem (and its author) 
wishes to emphasize by paying close attention to the handling of details. He 
recognizes them, as already stated, by the fine variations from the norm, by new 
combinations of the fixed poetic material specified for certain descriptions, themes 
and attributes. He also recognizes them by the way in which figures (alarp.kära) are 
constructed, the manner in which infonnation is presented in each sentence or 
stanza and by the suitability (aucitya) of both sound and sense-bearing elements. 
Most important of all, he recognizes them by the skill with which the poet has 
combined those fixed elements into new variations and thereby created the 
sentiment (rasa) he wished to produce. lt is therefore not surprising that the 
descriptive names given to some kavis such as dipasikhä-Kälidäsa, "torch-flame 
Kälidäsa", and gha:gtä-Mägha, "'bell Mägha", do not allude to any general 
characteristic of their works but to a definite detail in a definite stanza; in these 
examples to particulady successful similes. That this should be so is in perfect 
accord with the outlook of the typical Indian reader. In the case of Kälidäsa the 
reference is to Raghuv. VI, 67, in which the poet compares Indumati to the flame of 
a torch. The beautiful princess, the sister of King Bhoja, is about to make her choice 
of a husband and moves along the line of princely suitors, who are presented to her 
one by one by her servant Sunandä, the educated guardian of the women 's quarters: 

sarp.cäri~i dipasikheva rätrau yarp. yarp. vyatiyäya patirp.varä sä/ 
narendramärgäga iva prapede vivan:_iabhävarp. sa sa bhümipäla~ 

104 This proportion is achieved by employing certain definite stylistic merits (guna)·and 
avoiding certain stylistic defects (dosa). However, under certain circumstances it is correct to 
choose an element that is normally regarded as defective, as critics have confirmed. 

105 To give one example, the first halfofstanza 33 in Jfalzävfrac. II is in Gaudi, the second 
half in T'aidarbhi; see V.V. MIRASHJ, Bhavabhüti: His Date, Life and Works, D~lhi-Varanasi­
Patna 1974, p. 314. 



36 S. Lienhard - A History of Classical Poetry 

"When, choosing a husband, she walked like the rays of a moving torch at night past each 
(ofthe princes, then) each prince grew pale as a tower in the King's street (grows dark again 
after being briefly illuminated by the light of a torch)." 

Ghantä-Mägha was also given his descriptive name with reference to a bold simile 
which evidently appealed strongly to his readers. In Sisup. IV, 20 he compares 
Mount Raivatak:a seen in the light ofboth the setting moon and the rising sun to an 
elephant. This in itself is the conventional simile; classical poetry frequently 
compares a mountain to a big grey elephant. Mägha, however, creates an entirely 
new and surprising image by seeing the sun and moon hanging Iike bells, one on 
each flank of the elephant: 

udayati vitatordhvarasmirajjäv ahimarucau himadhämni yäti cästam / 
vahati girir ayaJ:Jl vilambighm;itädvayapariväritavärai:iendral:iläm // 

"While the sun is rising with widespread upward ropes of rays and the moon prepares to 
set, the mountain plays the part of a mighty elephant whose load·is two dangling bells." 

Observe here the reference to the sun as ahimaruci, "(having) a not cold light", a 
neologisrn contrasting with the narne given to the moon, himadhärnan, "place of 
cold". Note also the skilfully used figure 106 rasmirajju, "(the sun's) ropes of rays", 
which rounds offthe irnage conjured up by the poet: the mountain is cornpared to 
an elephant and the sun and rnoon to bells, while the rays of the sun are the ropes 
that support the load ofbells. Also worth noting is the intentional poetic arnbiguity 
contained in the word vitata which, when referring to the sun rneans "widespread", 
"far-reaching" but which rneans "put on", "spread out" 107 , etc. when referring to 
the ropes. This stanza mak:es it possible to sense the outlines of the two most 
important characteristics in the attitude of Indian readers. As their interest in 
literary texts is partly directed towards recognizing the norms handed down by 
tradition and poetic theory, Mägha's cornparison of Mount Raivataka to an 
elephant fulfils their expectations. We may assume that in the early days of poetry 
the rnere fact that readers recognized the correct application of the norm gave them 
a feeling of aesthetic satisfaction. Later, when kävya was fully developed, the 
educated reader took a further step towards the central experience in the 
understanding of poetry. This was the awareness of special effects, of hitherto-never­
seen (adg;!apürva) irnages revealed by the text. As we have seen, Mount Raivataka is 
not rnereb' compared to an elephant, Iike any other rnountain; the norm is rendered 
more complicated and it is compared to a splendid elephant on each of whose 
flanks a bell is hanging. lt is easy to see that the classical poet, the person who 
actually handles the largely stereotyped imagery and language, has first rejuvenated 
kävya by employing the technique of elaborating and deepening the imagery and 
later used his bold artistic skill to break with the old model, a developrnent which 

106 A n1paka, a kind of brief simile or metaphor in which the tenor and the vehicle 
combine into a single word. 

107 Compare the phrase rajjwrz i•itanoti, "(he) puts on a rope, spreads out a rope". 



Readers and Critics 37 

made comprehension more difficult. For the educated reader, who was the equal of 
t:he kavi, the detection of the deepened imagery, of the fine embroidery of the 
attr:butes etc. and the new view of things shmrn him by the poet resulted in a 
sensation of camatkära; that is to say he experienced an aesthetic astonishment 
bringing feelings of delight which led to a multiple vision of the point presented to 
him by the poet. This is often rightly regarded as the essence of the enjoyment of 

kävya. 
The comprehension of a literary text requires a different technique from that used 

for an ordinary text. Whereas one study of the latter is generally sufficient to give 
unders:tanding, a poetic text needs to bt: deciphered. This not only involves the 
continual re-reading of earlier passages but requires the reader to pay close attention 
to the minutest elements in each sentence. The process will result in the reader· 
making illuminating discoveries both in ear!y and later passages. Besides fulfilling 
their normal poetic function, a great many details have the additional task of acting 
as denotative signals, particularly in descriptions connected with certain attributes 
and set phrases. They are used by the poet, sometimes generously, som~times 
sparingly, as diagnostic signs to give the educated reader a key to the interpretation 
of the text. A similar phenomenon may be observed in Indian miniature painting, 
an art-form related to short poems and single stanzas. Here also there are markers to 
help the beholder to identify for example which phase in a love story, the particular 
situation or what sort of lovers are being described. In a miniature portraying the 
development of a love story the miniaturist will show the dark-blue night sky and 
the beautifu! beloved, the abhisärikä, on her way to her lover, but in addition to 
these standard elements of the theme he will also include the menacing snake lying 
in wait by the side of the road or the flash of lightning which treacherously 
illurninates the jewels in the woman's ornaments. In the following lines by an 
anon::;mous poet108 the heron motif skilfully introduced into the first line of the 
stanza acts as an important marker. In fact it would hardly be possible to interpret 
the stanza correctly without it. The heron, often shown accompanying clouds, is an 
indication of the approaching monsoon. w9 Here it indicates to the alert reader that 
the event described must be taking place in the rainy season, the last moment for 
returning from journeys in foreign parts. From this the reader deduces that the 
husband ofthe woman described in the stanza has not returned and that the woman 
herself, a pro~itabhartrka 110, is therefore prepared to die: 

108 Subhä:jitaratnako~a No. 727. See The Subhä~itaratnako~ compiled by Vidyäkara, ed. 
by D.D. KoSAMBI and V.V. GOKHALE, Cambridge, Mass. 1957 (HOS 42), p. 133 and An 
Anthology of Sanskrit Court Poetry, Vidyäkara's 'Subhäsitaratnakosa' translated by D.H.H. 
hGALLS, Cambridge, Mass. J 965 (HOS 44), p. 236. · · 

109 Cf. p. 23 f. 
! 10 One of the most important types of lovers (näyikä): "the beloved whose husband is 

away". 
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etäm mlänim upägatä~ srajam iva tyaktvä tanu~ durvahäm 
e~haiyt sukhini bhavämi na sahe tivräiyt viyogavyathäm // 

"Oh thou beloved, thou peerless row of pearls at the heart of heavenly beauty: 111 Oh line 
of herons! Tell that man that he should fear for his life. Here I (now) cast down my 
withered (thin) body, so hard to bear, like a garland of flowers. I shall be happy. I can no 
longer bear the cutting pain of (agonizing) separation." 

The stanza shows very clearly how a certain word or motif - in this case the heron 
motif - can provide a key to the interpretation of the poetic message. It gave readers 
pleasure to recognize and evaluate such markers which, as they were quite familiar 
with the technique of kävya, they generally comprehended quickly and without 
difficulty. They mentally assimilated the stanza in a typical step-by-step decipher­
ment process. Each discovery led to greater insight which, in its turn, resulted in 
further discoveries and increased understanding of the whole stanza. We have 
therefore cause to re-read and ponder on the comparison ofthe Iine ofherons with a 
pearl necklace in the above poem. As well as comparing each bird with lt pearl in 
the necklace, the poet hints at the colour of their feathers - pearl-grey. Another 
discovery that the reader will slowly make is in the third line, where the poet has 
employed one ofthe we!l-known linguistic peculiarities commonly found in kävya: 
a tendency to ambiguity and the use of adjective- and participle-modifiers which 
qualify two words simultaneously instead of only one as in ordinary speech. The 
expressions mlänim upägata, "withered", and durvaha, "hard to bear" do not 
qualify only tanu, "body"; they can just as easily qualify sraj, "garland offlowers", 
especially as it was in no way unusual for a poet to describe the body of the love­
sick woman as withered or the garland she wore as unbearable and irritating. The 
line etärµ mlänim upägatärµ srajam iva tyaktvä tanurµ durvahäm could thus be 
interpreted either as "(here I now cast oft) this withered, almost unendurable body 
like a withered, almost unbearable garland of flowers" or, bearing in mind the fact 
that tanu can mean "thin" as well as "body", as "(Here I now cast oft) thi~ thin, 
withered, almost unendurable body like a thin, withered, almost unbearable garland 
of flowers", thereby adding yet another dimension to this already rich line. 
Interpretations such as these are facilitated by the fact that in Sanskrit and Middle 
Indian languages there is no hard and fast word-order, particularly where metrical 
texts are concerned. 

lt is characteristic of literary works that understanding never ceases to grow. 
Successive generations of readers and critics have brought to light aspects, 
refinements and effects that were hidden from their predecessors. Many of these 
attempts to expound the meaning of a poem have made a lasting mark on the 
multitude of commentaries on poetry, many of which were written by authors of 
note. They generally commented on their kävyas both from the point of view of 
grammar and of literary theory and, as the more famous a poem was the more 
critical writings there were, they throw light on the development of criticism, at 
least to some extent. These explanations, complemented by certain critical 

111 Literally, "at the heart ofthe (goddess of) beauty (whose name is) Heaven", a rüpaka. 
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arguments in theoretical works on poetry, provide us with a basic structure of 
possible interpretations which is indispensible to our understanding of kävya, 
particularly as classical poetry has gro"'n more difficult in the course of its 
development. The commentaries in no way exhaust all the possibilities even of 
those poems that ha\·e been minutely examined since interpretations given to poetic 
works have varied with the passage of years and later generations have discovered 
new aspects in them, sometimes, indeed, aspects that the author had not intended. 
In ~feghadüta I, 10, Kälidäsa describes the faithful beloved counting the days to the 
retum of her husband. 11 : He adds the follov.'.ing aphorism as a sort of justification, 
giving it the form ofan arthäntaranyäsa113 , one ofhis favourite figures: 

äsäbandhal] kusumasadrsa111 präyaso hy anganänä111 
sadyal] päti prai:iayi hrdaya111 viprayoge rui:iaddhi / i 

"In the separation from her lover, it is mainly the bonds ofhope that hold back the loving, 
flowerlike, easily-broken woman's heart". 

This paraphrase follows the interpretation given by Mallinätha (14th century), one 
of the most important Indian commentators to whom we are indebted for an 
explanatory work, the Saiµjivini, another commentary to the much analyzed 
Meghadüta. However, the paraphrase does not fully develop the meaning of the 
lines. As another commentator, the Jaina scholar Cäritravardhana, has correctly 
pointed out, the word äsäbandha in this context has a second rneaning, "cobweb", 
so that a more accurate translation would be: "In the separation frorn her lover, it is 
mainly the bonds of hope that hold back the loving, flowerlike, easily-broken 
woman's heart - (as) a cobweb (holds back the easily-broken flower)." Mallinätha 
paraphrases hrdaya, "heart", with jivita, which makes understanding easier. In fact 
<langer threatens the life of the Y ak~'s beloved; if she falls into despair she will fade 
away, but the bonds of hope will keep her safe (äsäbandho ru:r;taddhi) or, in the 
opinion of another Jaina comrnentator on Meghadüta 114, "will hold her back from 
death". For according to the ancient Indian theory of erotics (kämasästra), which 
Indian poets and theorists naturally studied and applied, death is the tenth and last 
stage oflove. 

As the understanding of poetry is constantly being deepened, the significance of 
further details in a work of art may becorne apparent with the passage of time. lt 
will therefore be no surprise to find that modern readers have also discovered 
hitherto unsuspected aspects in various kävyas. As a typical, though not momen­
tous example, !et us Iook at the double meaning found by a contemporary Indian 
scholar115 in Meghadüta II, 16. Kälidäsa mentions the peacock in the Yak~'s 

11 : See p. 5. 
1 i 3 '"The introduction of another object", a poetic figure that re-affirms what has already 

been said by quoting some suitable dictum, proverb or general truth. 
114 Sugamänvayä Vftti. A Late Commentary in Jaina Sanskrit on Kälidäsa's Meghadüta by 

the Jaina Muni Sumativijaya., Critically Edited with an Introduction and Explanatory and 
Critical Notes by W.H. MAVRER, l, Poona 1965. 

115 S.V. SoHONI, Two Peacocks in the Cloud Messenger ofKälidäsa, JBORS 42 (1956), pp. 
164-167. 
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garden in the distant city of Alakä; in fact, like several other things about the hause, 
it is one of the distinctive features that make it easy for the cloud to find its wav 
there. He refers to this peacock as nilakai;ithaI:i suhrdal), "to the peacock, the friend 
(ofthe cloud)". Now both nilakai;itha, literally "blue-necked", and suhrda, "good­
hearted", have other very well-known meanings: "peacock" and "friend" respecti­
vely. In the opinion of S.V. Sohoni the two words have been selected with 
deliberation and great care. The whole stanza runs as follows: 

tanmadhye ca sphatikaphalakä käficani väsaya~tir 
müle baddhä mai:iibhir anatiprau~hava1!1-saprakäsaiJ:i / 

tälaiJ:i sifijävalayasubhagair nartitaJ:i käntayä me 
yäm adhyäste divasavigame ni:Iakal).thaJ:i suhrdaJ:i // 

"In the middle (i.e., between the asoka- and the kesara-tree) there is a golden post: (on it is) 
mounted a crystal seat and its root is studded with jewels which have the sheen of young 
bamboo. On this, in the evening perches (our) 116 friend, (the) peacock, which my dearest 
causes to dance (in the daytime) with the rhythm (which) her tinkling bracelets (make)". 

Sohoni draws attention to the play of colours in the stanza: it is evening and dark, 
yet the peacock's golden perch shines forth and the jewels glow green like barnboo 
("emerald-green" according to Mallinätha and Cäritravardhana). Guided by this 
context, Sohoni attaches to the word nilakai;itha not only the meaning "peacock" 
but also its original meaning of "blue-necked". In the same way, he wishes both 
meanings of suhrdal;i tobe understood, i.e., "friend" and "with a beautiful breast". 
If we follow him in this, the passage will then read: " ... (my) friend with the 
beautiful breast, the blue-necked peacock". "A cameo of extraordinarily fine colour 
effects was intended. When, ordinarily, darkness would have set in, jewels in Alakä 
shone brilliantly with their own light. That is why a direct reference was made to 
jewels illuminating this scene with rays of light of a certain colour. This was green 
light, comparable in its jets with the green arcs of 'not too old bamboo plants'. The 
pencils of light from these jewels appeared to be like plants having roots in the 
golden roost. Thus is forrned a picture of a yellow stick studded with jewels emitting 
green light in curves, with the exception of its centre on which was fixed a crystal 
tablet. Every literary reference to 'sphatika' which one may collect frorn literature in 
Gupta period showed that this material was used for securing reflections .... The 
peacock retired there for the night . . . amidst soothing curved beams of greeh 
effiorescence, as picturesque as bamboo groves. The beauty of the picture was 
further increased by the employment of two carefully selected words, viz., 'ni­
lakal).tha' and 'suhrd' (sie!) both carrying double meanings. The peacock looked 
pretty with its blue neck among cascades of green light; and it had a well-shaped 
ehest as well." 117 

It is clear that kävya originally appealed only to a limited circle. The leamed 
connoisseur familiar with kävya and the theory of kävya was the reader par 

116 Addressed to the cloud. 
ll7 SOHONI, op. cit., p. 166. 
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excelie:ice. and he is variousiy referred to in Sanskrit texts as sahrdaya, the 
"co;;genial !reader)", rasajna, rasika, the "connoisseur of sentiment" or simply sat, 
1;idvat sudhI or vidagdha, the "experienced", "'knowledgeable". As the iast ofthese 
epithets indicates. the connoisseur is above all a leamed man. Early theorists 

stated the value they put upon bis bahusrutatva, the "breadth of his 
. In later times, however, when the implied (dhvani). sentiment (rasa) 

and (bhäi;a) came to be recognized as centra! to poetry, then the connoisseur 
beca:rr;e the expert on sentiment whose main interest was focused on the degree of 
sentiment achie,;ed at any given time. He transcended the didactic elements in the 
poem and derived his enjoyment purely from the rasa it contained. Usua!ly, 
however, the terms rasajna and sahrdaya are interchangeable and it was generally 
trne that the sensitive connoisseur, or scholar-critic as one might perhaps call him, 
was the recognized arbiter of the worth of a kavya: he praised what he considered 
successful but, e•,;en more important, passed authoritative judgement on errors, both 
in the narrow poetic sense such as faulty metre or incorrectly used figures, and on 
any sort of factual inaccuracy. Poets always had to keep the scholar-critic in mind 
when composing a kävya, which explains why the foreword or epilogue of a major 
poem often expressed the hope that it would meet with their approval. Kavis 
sometimes even went so far as to admit quite openly, like BhaHi, the author of the 
famous Bhanikävya. that their work was addressed only to the intelligent and highly 
educated reader, to the connoisseur. 

According to Räjasekhara both poet and connoisseur possess the same poetic 
imagination (pratibbä), though in one it is genuinely creative (kärayitr'i), in the 
other imaginatively re-creative (bhävayitri) 118 • Even in the latter's case it is not a 
purely receptive or passive faculty, as we have seen, but functions in the process of 
assimilation as an active force which is part ofthe existence ofthe poem. One might 
say that a kävya is twice-bom: first, on the poet's level when his creative 
imagination conceives it and then, on the level of the connoisseur who, in this 
capacity, is knovm as bhävaka, the same poem is brought to life by his power of 
imagination, his pratibhä bhävayitr'i. 

Poet and connoisseur are in actual fact two sides ofthe same medal, as is apparent 
in their way of living. We have seen that in principle all levels of educated society 
had access to poetry. As the ability to enjoy kävya presupposed mainly adequate 
leaming and familiarity with the special nature ofliterary texts poetry was never the 
prerogative of the upper classes but could be cultivated even by the village 
Brahman, the impoverished merchant and many others who were far from well-off. 
The chief difficulty for the educated members of the lower classes, who often did 
not know the texts by heart, was partly that they seldom possessed any manuscripts 
and partly that their geographical isolation gave them little opportunity of hearing 
recitations. Reading in manuscript and, particularly in earlier times, listening to 
readings, were the means by which epic and lyrical kävya was disseminated and 

l l8 Käryam. 4, GOS. p. 12 f. 
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presented. It is therefore quite understandable that scholar-critics, like poets, 
desired to live in urban surroundings, preferably in a metropolis or a provincial 
capital, where they could pursue various occupations, live the Iife of polished, 
refined town-dwellers and sometimes lead an unbridled existence devoted to 
women, the pleasures of society, poetry and music. The word "town-dweller", in 
Sanskrit nägara(ka), was generally applied to a well-educated young or middle-aged 
dandy or bon-vivant interested in poetry and art who was frequently wealthy and 
Jived in extremely comfortable circumstances. He had a house near water, 
surrounded with a park containing trees, a courtyard and two bedrooms. 119 The 
interior of the house was tastefully decorated, "equipped with numerous musical 
instruments and rows of various weapons; filled with the perfume of fine incense 
and flowers; decorated with gaily coloured canopies of good material; provided 
with most beautiful seats; filled with the cooing of doves which awakened to the 
tinkling of their perches; cooled by winds from a charming pool from which can be 
heard the chattering of cakraväka-ducks and geese; ornamented with suitable 
pictures (which impart) serene feelings; floored with paving which shines like 
beautifully coloured minium; and filled with the cries of parrots and preacher­
crows (Turdus salica)."120 This description agrees entirely with the style of life 
prescribed for the successful poet121 but is obviously only attainable by the 
thoroughly pampered, rich ccmnoisseur. The dandy went to entertainments, feasts, 
processions, plays, meetings (samäja) in the temple ofthe goddess Sarasvatr122, etc. 
He liked to take part in carousals and games, and even in the house of a courtesan 
(vesyä) indulged in discussions on literature and other arts (kalä). 123 For him poetry 
was a more or less exclusive pastime, an intellectual musical game on a par with 
numerous other games pertaining to cultivated urban social life. In its purest form, 
however, the study and appreciation of literary texts was often a serious occupation 
requiring wide leaming, an occupation which could be practised only by the highly 
educated, usually Brahmans and Pai:19-its. At this level literary criticism has 
influenced the history ofkävya itself. Räjasekhara relates that when the king wished 
to put new kävyas and works on theory (sästra) to the test he summoned assemblies 
of Brahmans to the !arger towns, arranged festivals in their honour and called extra 
meetings (sa~ga) for those scholars who were neither citizens of that town nor 
courtiers but had come there from foreign parts (desäntarät). 

119 Ko.masütra 1, 4, 4. 
120 Padmasn, No.garasarvasva 2, 4-6. 
111 See p. 14. 
122 Kamasütra 1, 4, 27. 
IJ3 Ibid. 1, 4, 35. 
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7. Original and lmitatfre fVriting 

The question ofwhether a poem was original or not, in toto or in part, would not 
ha,e struck an Indian reader as an important one. Authors of literary texts were 
quite accustomed to borrowing material, constructions, the treatment of attributes, 
themes and other detaiis from contemporary or earlier poets, neither did they 
hesitate to make use of artistic ideas, devices or formulations they found elsewhere. 
Furthennore, as we saw in the pre...-ious two sections, a !arge numberofthe elements 
of poetry were pre-fabricated. Out of these, poets gradually created a treasury of 
more or less standardized poetic components which became ever richer with the 
passage oftime. 

lt is therefore quite natural that the notion of an author's right to his work -
"copyright" in the European sense - developed to only a limited extent when 
awareness of the concepts '"plagiarism" and "borrowings" (hara9a, sometimes 
upajivana) finally began to spread. At any rate in practice these problems attracted 
little attention. Just as an Indian poet was able to use his own lines either unaltered 
or in an improved form in his later works (compare for example Kumäras. VII, 81 
with Raghuv. VIL 26), so it was also acceptable for him to borrow from the works of 
others. He was not afraid, for instance, of taking from already existing kävyas the 
metrical construction, a phrase or two or some similes, etc., but was anxious to 
improve what he had taken over, to outdo his predecessor by making his own work 
more attractive or more accurate, particularly if he were an inventive and skilful 
poet. Some borrowings may therefore be regarded as implied criticism of a less than 
successful passage in another author's work. Loans of this sort are considered 
perfectly acceptable (anugrähya) by the few, mainly theoretical works dealing with 
this matter, whereas Räjasekhara, for instance, the only writer who has studied the 
prob lern in detail 124 , is of the opinion that gross plagiarism such as appropriating a 
striking or surprising phrase is not permissible, or rather, to be avoided (parityäjya). 
As a rule all imitations were regarded as good provided that they enhanced the 
poetic beauty of the original or gave greater force to phrases and ideas used 
elsewhere or in other contexts. They were also looked upon positively if the poet 
used stereotyped wording and attributes from the stock treasury of poetry in 
combinations whose originality or density arrested the deterioration of poetic 
language and imagery or counteracted a mechanical process of understanding in 
readers. 

124 Chapters 11-13 of his Kävyam. (GOS, p. 56 ff) classify the various types of plagiarism 
with great exactitude. The justifiable difference between artha- and sabdaharana, i.e., 
between borrowing content and form·, seems to follow the traditional division of figures into 
arrha- and sabdälat?Zkäras, that is to say by sense and sound. However, the whole system he 
builds up - classification into 32 different kinds of borrowing - is a piece of academic 
pedantry which has almost certainly never had any influence on poets. See N. STCHOUPAK et 
L. RENOt.:, La Kävyam:imärp.sä de Räjasekhara. etc., Paris 1946, p. 14 ff.; V.M. KnK..\RNI, 
Sanskrit Writers on Plagiarism, JOIB 3 (1953). p. 403 ff. and 4 (1954-55), p. 58 ff.; G.V. 
DAVAN"E, Good and bad verbal borrowing according to Räjasekhara, JUB 40 (1971), p. 4 7 ff. 
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faen if some cases of p1agiarism were intentional it was never possible to avoid 
l>orrowing entirel). Räjasekhara sums up the situation very well in the words nästy 
acaura~ ka,ijana~. "there are no poets who are not (to some extent) thieves" 125, 
and oardons the skilful poet who conceals his theft so well that he escapes the 
crit:~ism and reproach of educated readers. The idea that a plagiarist is a sort of 
thief i caural was apparently quite a familiar one. We meet it, for example, in Bäl)a's 
Harsacarita i:, where, having given it as his opinion that the majority of writers are 
bad ·n.:uka\i) but that there is a smali number of "creative" poets (utpädaka-kavi). 
Bäna says that when a ,vriter steals he merely changes the words and sounds (vafl)a) 
of ~:dsting kävyas thereby obscuring the identification signs of the word combina­
tions füandhal and, as he is simply copying, is not appreciated by critics (sat). 
8irhai:ia also recognizes this type of poet; in Vikramänkadevacarita I, 11-12, he 
speaks ofthe kävyärthacaura, i.e., the thief ofmatter, but his attitude to this is, like 
that o!" most literati, fairly tolerant: a major poet (kavisvara, kavindra) cannot be 
hanned b) the borrowings of these gentlemen and great poetry is an inexhaustible 
source of riches. The literary critic .~nandavardhana is equally lenient. He quite 
correctiy takes the view that there are indeed numerous points of agreement (sa~­
\äda.) between the kävyas of different poets127 and that all poems probably use 
sound5. words and structures that have been employed before (without doing injury 
to the freshness (navatä) of a poem). 128 Ultimately, he thinks, the deciding factor is 
wbether the critic will experience aesthetic astonishment (camatkfti, camatkära), 
that is to say whether the purely literary qualities ofthe text will have an electrifying 
effect {sphural)ä) on the reader. 129 The foundation on which it is possible to build 
the freshness of a poem (kävyanavatva) is a rich variety of presentation (uktivaici­
tf)a. punaruktivaicitrya or bha1:ütivaicitrya)130, the achievement of which is 
fäcilitated by the fact that devices like dhvani, "the implied", or figures such as 
similes (upamä) and paronomasia (sie~) permit an almost infinite variation of 
theme and iinguistic usage. Although it might be argued that the great epic writers 
\' yäsa and Välmiki and later Bäl).a, the most important master of prose kävya, have 
dealt ,vith almest every conceivable subject on earth 131 and one gains the 
impression that poets long ago exhausted the resources of poetry, Änandavardhana 
belie\es that they 'Will never dry up. On the contrary, their potential is continually 
increasing owing to the ever-new ways in which they are being used by genuine 
poets { satkavi ). m The older teachers that Räjasekhara quotes are of the opinion that 

::, KJ.r_ram,. GOS. p. 61. 
: : 6 lntroduction, star:zas 5-6. 
:::· Dh.ranyäloka 4, l l and onwards. 
::; Lot. tir. 4. l5. 
::, Lrn:. eil. 4, 16. 
:~''. Loc, eil: 4, 6-7: uktivaicitrya1?2 ... kävyanavatve nibandham ucyate, 
~,. Th~re is a saym,g about Vyäsa: Vyäsocchi~!aJ'!'l jagat sarvam and also a parody about 

Bai:-~: Ba~oc~:hi~!~rrzJagat sarmm, "The whole world has aiready been portrayed by Vyäsa': 
ior O} ~a 1- Cl. \ .M. KnKARNI, op. eil., p. 403. 

!3: [(k', dt. 4, 10-l l. 
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it requires a considerable effort for a poet to keep to the path ofkävya staked out by 
h:s predecessors but nevertheless find subjects that have not already been exploited 

them. and that it is only with zeal that a later writer can freshen up the wares he 
has taken O',er from them. 133 

Although Räjasekhara distinguishes clearly between the plagiarism of content and 
that of words it can be established that, significantly enough, the question of 
originality or imitation is usually asked about detai!s and execution. but far less 
ofi:en about a whoie work. The poetic material itself was of little importance. We 
know innurnerabie \Vorks, particu!arly in the major form, in which the plot or 
action is taken from epic or purä.i;üc sources and also numerous !esser kävyas, for 
instance the düta poems, which not only deal with the same themes but also show 
their dependence on approved models in structure, the number ofstanzas, choice of 
metre, etc. The theorist Vämana made a very useful distinction regarding the 
subject material of poetry two hundred years before Rä.jasekhara wrote his Kävya­
mimä~sä. In his Kävyäla~kärasütravftti (III, 2, 8) Vämana defines the two main 
types ofpoetic material (artha) as on one hand original material that is not based on 
other works (ayoni-artha) and on the other, derivative material "arising in the shade 
of another (author or work)" (anyacchäyäyoni-artha). We find a similar tenn in 
~mendra 's K.avikal)thäbharal)a (2, 1) where the chäyopajivin, "the poet tpriving 
in the shadow of another (poet)" and other types of plagiarist (i.e., the padako­
pajivin. the pädopajivin and the sakalopajivin) are contrasted with the bhuvanopa­
jivya, the great master on whom, as on Välmiki, Käiidäsa and Bä!).a, "the whole 
world (of poets) feeds". Whereas the chäyopajivin produces a sort of pastiche of 
another work by irnitating its stylistic peculiarities, sentiment and ideas, the 
padakopajivin borrows only a few words, the pädopajivin not more than a quarter 
of a stanza and the sakalopajivin an entire work by another author. Räjasekhara, 
too. recognizes that plagiarism takes place on an increasing scale, rising from the 
appropriation of a single word (pada) via a quarter of a stanza (päda), half a stanza, 
a who!e stanza (vftta) to a complete poetic work (prabandha). 

8. The Classification of Literature 

Even in the early Old Indian period kävya literature was classified in several 
different ways. The usual means were (a) by language, (b) by whether it was poetry 
or prose (or a mixture ofthe two) and finally (c) by the literary form. Indians did not 
divide poetry into the three categories that we are familiar with, i.e., lyrical, epic 
and drarnatic. Instead they quite justifiably used a division into two, differentiating 
as we have seen between poetry that can be seen (~ya, prelq;ya) and poetry that can 
only be listened to (srävya). The fonner covers drama, the visual comprehension of 
a theatre performance, while the latter coyers the entire range of lyrical and epic 

133 Kävyam. 13 (beginning), GOS, p. 62. 
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poetry generally kno\lrn as kävya in the narrow sense, or simply as kävya. This was 
„iistened to". at any rate in earlier times when it was usually recited or 

sum!. However. as classical poetry grew progressively more difficult, and the 
inc;asin2. use of elaborate structures, paronomasia and complex allusions began to 
make o~l comprehension difficult, reading gradually replaced Iistening as the 

commonest means of assimilating poetry. 
As far as the division by language is concerned, Bhämaha, the first theorist to deal 

with Sanskrit poetry (apart from Bharata), classified all poetry as (a) Sanskrit, (b) 
Prakrit and (c) Apabhrarp.sa134, while Dai:i~in, who was a poet as weil, added a 
fourth category. misra. written in a mixture of languages. 135 Drama had been 
,,ritten in a mixed form right from the very beginning, but we also possess lyrical 
and works in which more than one language is used although these are of a 

iater date. If we go by form, it can be divided as follows: (a) works 
v,ritten in padas. i.e., metrical poetry (padya), (b) prose poems (gadya) and (c) 
various mixed forms (misra). 136 Drama, being prose interspersed with single stanzas 
or ,erse passages. belongs once again to the third category as does campü, a form of 

written partly in verse, partly in difficult, elaborate prose. 
The sub-categories of both metrical and prose poems are dealt with in the 

intmductory paragraphs of the relevant chapters in this book. We must, however, 
bear in mind that the two categories ofkävya mentioned above are in their turn sub­
di\ided into two further groups. Metrical poetry falls into (a) mahäkävya, long 
poems. or poetry of the major form, and (b) laghukävya, shorter poems, or poetry of 
the minor form; prose kävya falls into (a) kathä, fiction, and (b) äkhyäyikä, true 
story. faen though the traditional categories overlap to some extent, the distin­
guishing characteristics. particularly those of poetry of the major and minor forms, 
are usefü! eyen in modern literary criticism. The fol_lowing chapters in this book 
have therefore large!y been planned on the basis of the ancient Indian system of 
dassification. Whereas metrical poetry led a flourishing existence both as mahäkä­
vya and laghukävya. prose poems (gadya) and literature in mixed prose and verse 
(campü) tended to assume the major form. The only exceptions are the panegyric 

lprasasti} and religious epistles (lekha) commonly found in Buddhist 
societie:s which may both be composed in the kävya style. Both are written either all 
in prose or in a mixture of alternately prose and verse and must therefore be 
counted as belonging to the minor form representing prose kävya or carnpü - a 

that Indian theorists seem to have neglected. 

135 K[;.i:_li1d 32. 
' 3" Bhämaha. loc eil„ distinguished between padra and gadya only. 
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These categories all belong to the province ofkävya proper, but there are numerous 
works or parts of works that stand on the threshold of poetry. Either they are poetic 
only in part, like many fables, tales, etc., or they have functions that fall outside the 
scope of the purely artistic; indeed, they may have several different functions. 
Works of this sort, which only partly measure up to the criteria of poetry, may 
nevertheless be felt to be kävya. For this to be so, a text must of course contain a 
sufficient number of features that admit of a literary interpretation and, equally 
important, the reader must approach the text from a literary point of view. Since he 
will then regard the dominant function of the work as being poetic, his attention 
\\111 mainly be directed to the poetic content ofthe work, even ifit has two or more 
aims. Seen in this way, a sästrakävya or a hymn (stotra) may be no less poetry than 

l3" See under Poetf)' ofthe Minor Form, IntroductOf)' Remarks p. 65 ff. 
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am other iäna. althougb its primary intention might be didactic, religious, etc. Its 
,,ta~us as poet; is somewhat dubious, tobe sure, as it is not accepted by all readers, 

nor is it a homogeneous work of art. 

9. The Periods, Chronology and Extent of Classical Poetry 

fo this work "classicai", which is used to characterize a particular literary form of 
poetl). excludes a number of aspects that we normally associate with the word. 
··Classical poetry" does not here refer to an especially excellent standard of poetry 
wriHen within a specified period of time which later periods have been unab!e to 
ri,,aL nor d0t.'S it mean the poetic work of one particular tribe, people etc. in any 
singie Iiterary language. "'Classical" in the sense in which it is used here should 
ra.,her t,,e taken to mean literature that is of a sufficiently high standard to apply the 
e·,er-growing ca.non of poetic rules in a manner that conforms to the traditions of 
poe!ry <L11d can satisfy the demands oftrained critics. Other writings such as didactic 
,erse and simple narrative cannot meet these requirements. As we have already 
seen, many ianguages were accepted as being suitable linguistic media for kävya and 
the majority of poets, not merely dramatists, were familiar with several of the 
!anguages !hat were accepted as literary. Drama (drsya) bad always been multi­
!ingual: Sanskrit for dramatis personae of higher dass and caste, Präkrit dialects for 
the lower orders: but even in lyrical and epic poetry (sravya) the author could, and 
sometimes did. altemate between different languages in one and the same work. In 
addition to his mastery of languages, the poet was also practised in the use of 
,arious impersonaL clearly defined styles of writing, above all VaidarbhI and 
GaU9I. He rnight prefer to use one or to alternate between two according to the 
e.xigendes ofthe poem. 

Once established as described above, kävya flourished in very much the same 
form for centuries, right up to the present time. We can see that developments take 
place in a!tributes, themes and genres and we can recognize changes of fashion, 
different currents and tendencies, and can distinguish between major and minor 
poets, but without resorting to subjective evaluations we can hardly claim that any 
particular period has produced the finest flowering of classical poetry, The volume 
of poetic works was considerable in all periods and literary texts of the highest 
qualit} did not see the light of day only during the Gupta Era (which is sometimes 
rcgarded as being the time when kävya reached its height). 138 On the contrary, they 
~ ere produced both earlier and later than this, as the works of Asvaghosa, Bilhana, 
Sriha~ and Jayadeva prove, The great homogeneity of the entire bodv ·of poetry is 
an obstade to the belief that kävya literature can be classified by definite periods. lt 
d~ OO! thereföre seem sound to postulate eras on a literary basis, at any rate not 
unt;l research has given us further infonnation than we have today. For example, we 
know of no periods in which any special genre was preferred, no time in which 

',ö See imer alia. W ,,._TERSlTZ, GIL III, p. 38 ff. 
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works were almost exc!usively written in prose or when particular themes were 
farnured. Kävya can of course be divided into periods if other criteria are used - by 
milestones in political history, by dynasties, etc. - but as these are externals and 
mostly artificial. the resulting periods would be of little relevance to the history of 

and would not cast much light on the subject; indeed, it would be more likely 
to have a negative effect as it might distract attention from the long continuity of 
Indian poetry. In · this book, therefore, only its beginnings are regarded as 
constituting a separate period; fully developed kävya is dealt with under three rnain 
headings, narnely poetry of the major form, poetry of the minor form and mixed 
fonns. 

As far as the linguistic medium is concerned, we must bear in mind that the 
Sanskrit used in poetry had long ceased to be a living language and that even the 
Middle Indian dialects employed in kavya were to be elevated to the status of 
literary languages. All these literary media were means of poetic expression which 
were current over the whole of India. Although they may have been vernaculars in 
the early, undocumented stages, they can hardly be said to be restricted to any one 
region, province or realm in the subcontinent. It is true of India as a whole that, up 
to some time in the thirteenth century A.D., only a relatively few languages were 
accepted as suitab!e for poetry in the narrow sense. The most important of them 
were Sanskrit and, for sravya poetry in Prakrit, Mahärä~!ri, which was generally 
considered to be the most euphonious Middle Indian language, particularly suitable 
for lyrical poetry. Finally there is Apabhrarp.sa, which was a blend of later Prakrit 
and vernacular elements and is the connecting link with the Neo-Aryan languages. 
The linguistic tradition of the various religions have created certain preferences: 
whereas Hindu poetry is predominantly in Sanskrit and early Buddhism prefers Pa­
li, Jaina authors use Sanskrit or a Middle Indian language and later Buddhist poets 
write in Sanskrit. 

In the very south of the subcontinent poetry went its own way. Tamil, one of the 
still living Dravidian languages, is India's second classical language and the bearer 
of a great poetic tradition. lt has its O\\,'Il norms and is at least as ancient as kavya. 
The oldest kno\\>'Il texts, written between 100 B.C. and 250 A.D. show linguistic 
artistry of the highest standard. In fact, this early period is generally regarded as 
being the dassical era of Tamil literature as it was only during this relatively brief 
time that Cankam poetry flowered; later poetry consisted mainly of imitation. 139 

While a number of the literary conventions of classical Tamil appear to have 
influenced early kävya ofthe minor form 140, post-classical Tamil poetry has clearly 

139 See G.L. HART III, Comrnon Elements between Earlv Tamil and Indo-Arvan 
Literature, Proceedings of the IInd International Conference Se~inar of Tamil Studies: II, 
Madras 1971, p. 169. 

140 See S. L!ENHARD, Palai Poems in Sanskrit and Prakrit, K.A. Nilakanta Sastri 
Felicitation Vol., Madras 1971, p. 416 ff.; S. LIENHARD, Bauern, Berge, Nacht und Winter, 
Ksiega pamiatkowa ku czsi Eugeniusza Sluszkiewicza (= Festschrifi E. Sluszkiewicz), Warsaw 
1974, p. 137 ff.; S. LIE:'IHARD, Tamil Literary Conventions and Sanskrit Muktaka Poetry, 
WZKS 20 (1976). p. 101 ff.; S. LIE:-.iHARD, Summer Poems in Sanskrit and Prakrit, IT 5 
(1977), p. 113 ff. 
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been subject to lasting influence from kävya. In Tamilnad, Tamil and Prakrit were 
both used in Jaina, but Tamil and Sanskrit in Brahman circles. Whereas Tamil was 
limited regionally to Tamilnad itselfand to Tamil speakers outside India, Sanskrit 
and Prakrit were in use all over India. The fact that these two languages were the 
general means of communication was naturally an advantage to kävya; it could be 
composed in all educated circles where Sanskrit and Prakrit were understood 
irrespective of the poet's mother tongue. Many Tamil authors had a command of 
both Tamil and Sanskrit literary traditions and made contributions to Tamil poetry 

as well as to kävya. 141 

Kävya and the kavya style followed in the footsteps of Sanskrit to countries 
outside India proper. They even spread to Burma, Thailand, Cambodia and the 
~falay Archipelago which, since the first century A.D., had been exposed to the 
influence, mainly peaceable, of spiritual and cultural infiltration from India. To 
take just one example, the numerous Sanskrit inscriptions in Cambodia (fifth to 
ninth centuries A.D.) adhere closely to the rules for epigraphic kävya. The authors 
were weil acquainted with the manner in which classical poetry manipulated words 
and phrases, they used difficult metres, varied their style to suit the subject and, just 
like Indian poetry, paraded their learning by making frequent reference to epic and 
pu~ic mythology, grammatical, philosophical and religious concepts. 142 

The spread of the classical form of poetry was by no means connected only with 
certain Ianguages such as Sanskrit, Prakrit or ApabhfID11.sa. In time kävya began to 
be written in other languages than those originally accepted as poetic, for example 
in the Neo-Indo-Aryan and Dravidian languages as well as in the vemaculars of 
many different countries which, like Ceylon, Nepal, Thailand, Cambodia and 
lndonesia. lay within the cultural sphere of the Indian subcontinent. The very large 
number of kävyas in Neo-Indo-Aryan languages, particularly Gujaräti, Bengali and 
Hindi, are only dealt with briefly here. Great kävyas in Hindi were composed 
mainly in the Ritikäl period (about 1650 to 1850) during which some poets 
attempted to re-introduce Sanskrit poetic practice by writing partly theoretical, 
partly poetic work.s to illustrate their aims. In fact, the kävya tradition lived on in 
the Hindi-speaking regions right up to the present day as is shown by the poetry 
based on Sanskrit models written by Jaysaflkar Prasäd (1889-1937). The acceptance 
of Apabhrarµsa as a poetic medium, which occurred relatively early, proved tobe a 
break-through and the number of acceptable languages began slowly to increase 
until by about the middle of the last century kävya could be written in a large 
number of vernaculars provided always that the author had mastered :the poetic 
canon and that the language chosen was sufficiently mature and flexible. 

From this point of view my history of classical poetry is somewhat inconsistent 
insofar as it describes only kävya in Sanskrit, Prakrit and Apabhrarµsa and excludes 

141 Cf. J. FlLLIOZAT, Tamil and Sanskrit, Compte-Rendu de Ja Troisieme Conference 
!n0~mationale. Publications de l'Institut Fram;ais d'Indologie, Nr. 50, Pondichery 1973, p. 
l 1. 

14" Cf. K BHATTACHARYA, Recherches sur le vocabulaire des inscriptions sanskrites du 
Cambodge, BEFEO 51. 1 (1964), p. 1 ff. 
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in the :s;;eo-Indo-Aryan. Dravidian and other languages. These. which form a 
sort of secondary kävya literature, as weil as poetry in Tamil, Hindi, Bengali, etc. 
are. howe,er, the subject of separate Yolumes in this History of Indian Literature. 
This division by language seems nevertheless to be justified since comparisons show 
:hat other languages never took over the Sanskrit or Prakrit writer's rich poetic 
material zn its entirety. But even Apabhrarp.sa can surprise us due to its important 
innovations, particularly as regards form. While the influence of Sanskrit and Pra­
krit i5 strongest where presentation is concerned, in poetic figures and in imagery 
and poets attempt to show their skill in their own language by imitating the 
linguistic Yirtuosity, the word-play and the multiple rneanings of Sanskrit kävya, 
some ,ernacular kävya iiterature goes its own way in many respects. The 
innorntions vary from language to language: some poets use different metres, others 
rhyme (considering unrhymed verse unpoetic) or express an individual sense of 
form that is different, more modern, to some extent regionally coloured. The 
influence of Sanskrit kävya on the South-East Asian literatures mentioned above 
naturally had the result that certain categories and sub-categories of kävya became 
widespread. Most universal. of all in vernacular Indian literature, in the Dravidian 
south, Indonesia and Thailand was mahäkävya in verse, followed by epigraphic kä­
vya and "messenger poems" (sandesakävya or dütakävya), a sub-category of the 
minor form which also enjoyed great popularity in Sinhalese Etu literature. 

Up to now, research on Indian literature, above all older poetry, has concentrated 
mainly on historical aspects in the narrow sense. Besides drawing up descriptions of 
works and lists of the problems of Sanskrit poetic theory, attention has chiefly been 
focussed on the dating of individual authors and works and on solving the difficult 
questions of whether two or more names and titles in fact refer to one poet or 
several, one work or more than one, on whom certain poems should be ascribed to, 
and on the origins, background and patrons of various poets. The history of 
literature as a process of development could not really be attempted until research 
had built up a chronological framework into which at least the majority of authors 
and works could be fitted. Despite the !arge number of certain datings that literary 
research has hitherto been able to establish there remain countless problems to 
which no definite solutions have yet been found. The difficulties that arise are to a 
great extent due to the impersonal, highly anonyrnous nature of kävya. The all­
important oeuvre always takes precedence over the personality of the poet, his life, 
etc. and in the great majority of texts there is a paucity of the smallest references 
which might give clues to even the most elementary biographical data or what 
experiences the poet has been through. While this sort of information is slightly 
easier to trace in more recent texts, it is often hardly possible to date older poets or 
works with any exactness. Thus, even today, we can only give approximate dates for 
those poets generally reckoned tobe the most important, the authors ofthe six great 
mahäkävyas143 , and here, as in innumerable other cases, we cannot come closer 
than to the nearest twenty-five or fifty years at best. lt must also be remembered that 

143 Seep.17lff. 
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eariv käv·,as in the srä.-ya form are rarer than early dramatic works (drsyakävya). A 
fürther difficulty is the timeless nature of kävya. The uniformity of nom1s 
thromiliout the ages and the fact that poetry has changed little in structure have 
result;d in the most fantastic ascriptions and identifications which can sometimes 
be many l:mndred years wide of the mark, a phenomenon that can hardly be 
parallell~d in Western literary scholarship. lt is illustration enough to point to the 
numerous works from both earlier and far later periods that have incorrectly been 
ascriberl to K.älidäsa. 144 The cause of such errors and the confusing of quite different 
poets is to be soug,.1-it not so much in the often alleged anti-historical attitude or -
better - the Indian lack of historical sense as in the stability of poetic traditions over 
the ages and the exclusive concentration devoted by critics to the literary text 
which, aithough they lived at different times, they have always regarded from 
approximately the same point ofview. 

The most important intemal sources of information for dating literary texts are 
the fol!owing. Essential facts are frequently to be obtained from the author's 
presentation of himself and the invocation, which are found at the beginning or the 
end of most long poems. Unfortunately this does not apply to kävyas of the minor 
fonn. particularly short poems (muktaka), which do not usually include them. The 
colophons of the often nurnerous comrnentaries on the works of major poets often 
gi,e the poet's place of birth, father, grandfather, caste, patron, etc. We attach 
particular importance to any mention of a patron as this may allow us to relate the 
poem to a known ruler or confirm the dating of a poem or the lifetime of a poet that 
we have already inferred from other data. An exceedingly valuable aid to the dating 
of poems is when the name of a poet or a text is mentioned in an inscription or 
when an inscription, which is generally dated, either imitates or quotes from an 
identifiable text. The mention of names, direct quotation and imitations of stanzas 
or prose passages from the works of other authors do, however, give us material for 
a mainly relative chronology. Famous authors soon became surrounded with 
legends: pseudo-historical tales about d.azzling court life, important poets and 
learned men like Balläla's Bhojaprabandha are therefore quite worthless for 
establishing dates. According to Balläla, K.älidäsa (5th century), Mägha (end of7th 
century). Bhavabhüti (beginning of 8th century) and Dai:i,c;lin (first half of 7th 
century) as well as a number of less renowned poets were all active at the court of 
King Bhoja of Dhärä (about 10 I 8 to 1060). 

'Names that are common to two or more persons cause a great deal of difficulty. 
We now lmow that we must distinguish clearly between Bhartrhari the poet and 
Bhartfhari the grammarian and linguist, between Jayadeva the author of the Gi:­
tago.-inda and the Jayadeva who wrote a work about alamkäras. We must also 
distinguish between Bhani (the Prakrit form of Bhartr) and both Bhartr(hari) the 
poet and Bhart!'(hari) the grammarian. Furthermore, names like Väsudeva, Kaviräja 
f'king ofpoets'", a title ofhonour) or Ravideva sometimes do not refer to one poet 
only but to two or more. 

144 Cf. p. l 16. 



CHAPTER II 

THE BEGI:--.c\fINGS OF KJ VYA 

l. The Beginning of the Kärya Tradition 

A number of histories of literature, especially older ones, support the current 
Indian \iew that kävya literature, like Athena, somehow suddenly sprang into 
existence fully armed, in this case with a major work: the Rämäya1;a. lt is accepted 
that, when compared with the other great Indian epos, the contents of the Rämä­
yai;a are much better organized and that it is a finer work from the literary point of 
view. i Although it is by far the shorter of the two it nevertheless consists of many 
thousand stanzas.2 It is traditionally regarded as the ädikä\ya, the "first (classical) 
poem", and this tradition also credits the legendary sage Välmiki as being the sole 
author as weil as being the ädikavi, the "first poet" in the kävya style. Although the 
two versions of the RämäyaI_la that have come down to us may correspond quite 
weil in form to mahäkävya it can hardly be said to represent poetry of the major 
fonn in the narrow sense. Firstly, it does not, like genuine makäkävya, consist of a 
more or less clearly defined number or sargas (usually translated as "cantos") but of 
seven voluminous books (kä1;93), and it is only these that are subdivided into sargas. 
Välmiki's Rämäya:ga is not conceived as a mahäkävya. Secondly, many parts ofthe 
work have been interpolated and there are sections in which the style is strongly 
reminiscent of the author of the ~tusarµhära and Asvagho~a, particularly in the 
later interpolations, which were certainly not written by the ädikavi. Thirdly, we 
know of early kävyas that antedate Välmiki's work; furthermore, the form in which 
classical poetry originaliy arose was probably not mahäkävya at all but the minor 
form (laghukävya) or, to be more exact, single-stanza poems. 

The various steps that led to the rise of kävya are unfortunately hidden in the 
mists of antiquity. Not only is there a paucity of ancient texts in the kävya style, 
they can only be dated very approximately within very wide Iimitsjust as the period 
when the great epics were composed can only be fixed to some time during the first 
few centuries B.C. and A.D. We are tempted to choose the c!ose ofthe Late Vedic 
Period (about 550 B.C.) as a suitable point for the beginnings of kävya as this was a 
time that saw the slow emergence of poetic forms with characteristics of their own, 
quite different both functionally and structurally from previous models. Changes in 
surroundings, social conditions, way of life and outlook had gradually brought 
about a break with tradition which generally makes it possible for us to distinguish 

~ The Jfahäbhärata and the Rämäyal}a will in future be referred to as the great epics. 
- About 24,000 couplets as against the c. 100,000 ofthe Jfahäbhärata. 
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,::Jea,l', between older !iterary matter and later. forward-looking, non-Vedic works. 
Ther; a:-e obvious changes aboYe all in linguistic usage, style, metre, imagery and 
:i,n.:res, but there are also striking differences in aims. Judging by existing texts, the 
~ajority of religious and sacrificial Vedic stanzas tend to have a mainly non-literary 
fo::.::ti•:::in am:: do not address themselves so much to the general public or the 
ind:s. idual hearer as to non-!iterary powers (such as gods or some sacrificial powers). 
Later poetry, however. is dominated by consciously included aesthetic features 
v,hicr.. as we saw in the pre,-ious chapter. are addressed to the reader or listener and 
demand to be treated as literature. 

Religicus motifs are still to be found, it is true, although they are generally of a 
new type or seen in a different light, but secular poetry now becomes common, the 
do:ninan: theme being !o,e. The various phases of this theme such as the first 
feelings of anraction (anuraga), the fu!füment oflove (sambhoga), sulking (mäna) or 
::ie :;eparation of the lovers (viraha) become the subject of constantly-varied, ever 
mon:: elaborate descriptions. The treatment of these and other themes, figures. 
metres. e~c. developed imo a treasury of special conventions, a steadily expanding 
repertoire in which the separate elements, because they were adhered to in poetic 
prn.ctice, gradually became codified. lt is difficult to say how many theoretical texts 
on poetry may have been lost However, with the exception of Bharatamuni's :"\ä­
tYasästra. a textbook dealing mainly with dramatic theory (200 B.C. to 200 A.D.3), 

e:,isti:lg sources seem to indicate that it was not until the fifth century AD. that 
writing on poetic theory began to get under way, at a time when classical poetry had 
lor:g been folly de\eloped and the poetic canon was feit by all authors to have 
uni,ersal and binding va!idity. It is therefore not surprising that theoretical writing 
·.,.hich was such a late starter concentrated mainly on certain areas ofpoetic theory, 
abo;,e all on figures (a!aiyikära), good and bad qualities in style (gu.l).a and do?3 
respecti,eiy1. se-nt.iments (rasa) and, surprisingly late, on the unexpressed (dhvani), 
;..hi!e the treatment of other fields that may seem important to us such as the 
conception of themes. the choice of attributes, the technique of short poems, etc. 
,,as ha,dl: mentioned. apparently being considered by the authors of textbooks to 
besuch Vlell-irnown poetic matter that it could be taken more or less for granted. 

Lnl:ke the majority ofVedic hymns, kävya thrived in urban surroundings and to 
5ome extent in murt cirdes. It was cultivated not on!y by the closed dasses of 
society such as Brahmans and the higher castes, but could literally be practised by 
an)bcxl). As we can see in the Indian ars amatoria, the Kamasütra, the educated 
to,vnsman. the nägara or nagaraka. there often portrayed as a bon-vivant, dandy, 
lmer cf poetry and music, rnight come from any dass of society, even from a Sü­
dra caste. Access to poetry was admittedly restricted in that a particular kind of 
ability was required in order tobe able to perceive the special Jiterary characteristics 
of a füerary text. This ability. which could only be acquired through education and 

: Thc chro~o:og: of the Bhiiraüya-:\"ätya.l'iistra is still very uncertain. It has been 
:ev,orkect ,e\eral times and only parts ofthe original work from the second to the first centurv 
B.C remain Intact. .. 



The Beginnings of Kävya 55 

familiarity with aesthetic works, was essential for the reader or hearer if he wished 
to benefit from the poetic message. 

A number of linguistic devices used in Vedic poetry were naturally adapted by 
later kavis, some indeed were taken over unchanged. The authors of Vedic songs 
embellished their texts \\-ith figures, saw to it that the language was suitable 
(aramkrta), employed similes or, like classical \\-Titers, endeavoured to see that 
sent~n~es and stanzas coincided in length. Most of the indicators used in Vedic 
songs are, however, different; they constitute a framework of signals that is no 
ionger valid in classical poetry and are mainly directed towards religious, magical or 
conjurational ends, although a few are on worldly themes. An intellectual and social 
upheaval took place some time towards the end ofthe Vedic period as far as we can 
judge. As result, poetry divided into two different fields: on one hand there was the 
old, predominantly religious writing which contained very little real poetry, 
sometimes none, as it consisted mainly of invocations, sacrificial texts, conjuration 
formulae, etc., and on the other, the new secular poetry. The priestly Vedic 
Iiterature had very little influence on later poetry, which was practised in much 
wider and somewhat different circles. Secular poetry renewed itself completely on 
all Ievels and, what is most significant, established a set of literary criteria. Vedic 
texts, which repeatedly refer to various gods, rituals and sacrificial concepts, are 
isolated in a strongly mythological world. On the other hand the classical poetry 
that gradually arose was non-mythological in character and considered that its 

It would fall outside the scope of this work to give a detailed description of the 
differences between these two forms of literature. The difference between Vedic 
poetry and kävya is revealed clearly in the language, not merely because the latter is 
written in Prakrit and classical Sanskrit but also because the imagery and the poetic 
vocabulary are new too. For instance, none of the Vedic Saiµhitäs describe a 
beautiful girl using the traditional means so common in classical poetry - the young 
girl with a moon- or lotus-face, the fleeting eyes of a gazelle, a narrow waist and the 
gait of a king-goose. We do not find in Vedic prose or songs the conventions, 
attributes and other characteristics of classical poetry such as the cakora bird5, 

which is nourished by the rays of the moon, the cätaka-bird6, which feeds on 
raindrops or the ruddy goose (cakraväka)7, which is always described as ever-faithful 
to its partner; it is the fate of cakraväka pairs to become separated from each other 
every evening and they are therefore often used symbolically. Furthermore, the 

4 Cf. W. RUBEN, Die gesellschaftliche Entwicklung im alten Indien, V.: Die Entwicklung 
der Dichtung, Berlin 1973, p. 81. 

5 Alectoris chukar. 
6 Cuculus melanoleucus. An extensive collection of references to cätaka in Sanskrit 

literature 'will be found in ST. STASIAK, Le Cätaka (Etude cornparative), RO 2 (1919-1924), 
pp. 33-117. 

'.' Ruddy Sheldrake, Brahrnany Duck and Collared Duck are other names for Skt. cakra­
väka. the Latin narne of which is Tadorna ferruginea. Cf. D. ScHLINGLOFF, Zwei Anatiden­
Geschichten im alten Indien, ZDMG 127 (1977), p. 369 f. and note. 
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substitute words used to avoid repeating the names of plants, ~nimal~, people and 
e,.-en gods are seldom the same in later poetry as t~ey ~ere m Vedic ve~e. The 
metrics and figures (alarpkära) of kävya undergo a gigant1c process of ennchment 

and refinement. 
The song to Parjanya, the god of rain, ~gveda V, 83, is an impressive poem. 

Although it undoubtedly has considerable literary merits, it is ve~ different from 
later. dassical, poetry on the same or similar themes as the followmg four stanz.as 

show: 

rathha kasad.s,äl'i abhiksipann ävir dütän kr;iute va~yän aha/ 
dürät si111ha.~ya stamithä Jd irate yät parjänyag !(nlute va~yihp. näbhag/ 3 / 

pra ,ätä ,änti patayanti vidyuta ud 6~dhir jihate pi~vate sv~g / 
irä \i~,asmai bhihanäyajäyate yät parjänyag pfthivixp. retasävati / 4 / 

}at parjanya kanikradat stanäyan haxp.si d~ftal:! / 
pnitida.J'!l ,1svam modate yät kitp. ca pfthivyäm adhi / 9 / 

a,·arsir varsam ud u sd grbhäyäkar dhänväny atyetavä u/ ' 
ajijana ~hir bh6~näy~ kam uta prajäbhyo 'vido mani~ / 20 / 

"131 Llke a charioteer lashing his steeds with bis wbip, (Parjanya) makes bis rain messenger 
visible. From afar comes the roaring of lions wben Parjanya shapes the clouds. (4) Winds 
break forth. lightning hunts, plants shoot up, tbe heavens swell. The whole world is 
refreshed when Parjanya gladdens the earth with bis seed. (9) When thou, Parjanya, roaring, 
thundering, smitest the evildoer, then every thing on earth rejoiceth. (10) Tbou hast caused 
the rain to flow. Now wholly cease. Thou hast made the deserts passable again. Thou hast 
created herbs for nourishment, hast given spirit to men (i.e., hast revived them)." 

We soon see that, apart from the unavoidable mention of lightning and wind, these 
stanzas contain none of the standard elements constantly used in classical poetry to 
describe the monsoon season8, elements that place a wide range of supple tools in 
the hands of the kavi. The language and imagery of Vedic songs are very different 
from those of kävya: in the above lines, the poet's vision has conjured up clouds 
that roar like lions in the distance and then race nearer like chariot horses driven on 
by the whip (ofthe storm-wind) while pouring rain revivifies nature and brings forth 
lush vegetation everywhere.9 Vedic poetry often seems to spring direct from 
experience unlike the work of classical kavis, who do not generally make use of 
their powers of observation but deliberately arrange their descriptions 10 so ~ to 
bring in a number of poetic devices. These they skilfully weave together and 
frequently build them up into a whole chain of similes. The imagery of the Vedic 
poets is often heroic as the simile of the charioteer shows; it has its roots in a quite 
different outlook and is intimately linked with the store of sacramental knowledge 
in various priestly families. with mythology and magic. The pervasive influence of 
m:y1hology is clearly demonstrated in another song to the rain, Atharvaveda VI, 22: 

~ See p. ~3. 

" See also W. Rt:BEN, op. cit., p. 63. 
:o Cf. the kävyas quoted on pp. 29-33, which also deal with the monsoon theme. 
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clothed in water, pale horses - the clouds - have ascended to heaven, the seat of the 
highest wisdom, and descend again annointing the earth with ghee. 1; As compari­
sion will show us, there is a clear break in tradition between Vedic and classical 
poetry. The difference between them is so great that any attempt to interpret the 
Vedic Saqihitäs (or isolated, particularly poetic parts of them) in the spirit of kä­
vya1: is doomed in advance to failure. 

lt would be an undue simplification of the facts if we were simply to give the 
impression that Vedic poetry was immediately followed by kävya. Even though we 
may safely state that the obsolescent criteria of an older age were gradually replaced 
by new norms, as is always the case in the development of literature, these new 
criteria, which were experienced as having a strong aesthetic value, were not as yet 
codified and a number of transitional phases developed between the old and the 
new. As, however, no original works or other textual evidence have come do'\,\,11 to 
us it is scarcely possible to arrive at any definite conclusions. Among the various 
poetic activities that mark the shift away from Vedic poetry two tendencies stand 
out clearly: one is towards a tradition of epic works in Sanskrit, the other, lyrical in 
the narrow sense of the word and more radical, was composed in Middle Indian 
languages. Both flourished in a strongly secular atmosphere: the former developed 
deep roots among courtiers in particular while the latter enjoyed its greatest 
popularity in the educated circles of the relatively new urban societies. 

2. Epic Poetry. The Rämäya1_1a 

Epic poetry was in the hands of wandering singers who travelled through the 
district carrying their versified narratives and ballads to different places. Their 
prototypes are Räma's sons, Kusa and Lava, from whose names Indian et}'mology 
derives the word kusilava, the Sanskrit for "rhapsodist", "bard", "actor". As the 
Rämäya~a relates, Kusa and Lava were given the task by their foster-father Välmiki 
of singing the epos at countless places during their wandering, finally at the court of 
King Räma. Välmiki imposed this duty on them in the following words: '"Go and 
sing the poem Rämäya~ faithfully and with great joy. In the holy precincts ofthe 
~is, in the hostels of the Brahmans, on the roads, in the royal streets and in the 
houses of princes, at the door of Räma 's palace, where work is done, and before the 
priests-ye shall sing it everywhere." 13 This is related in Book VII which, like Book 
I, is a later addition to the whole work, but as far as the life and work of a rhapsodist 
is concemed, it undoubtedly gives a historically correct picture of reality. 

11 Given in greater detail in W. Rt:BEN, op. cit., p. 90. 
1" Cf. inter alia P.S. SASTRI, The Rgvedic Poetic Spirit, ABORI XXXVIII (1958), pp. 54-

81 (p. 81: "This is the function of dh~ani as outlined by the ~vedic seers") and NJ. SHENDE, 
Kavi and kävya in the Atharvaveda, Poona 1967. · 

13 Rii.m. 7, 93, 5-7 (Bombay edition). 
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The greater part ofthe Rämäyal)a, like the Mahäbhärata, is the collective product 
of several rhapsodic poets, and both mention that recitations, often of very 
considerable length. were gi.-en at sacrificial ceremonies and celebrations. lt is 
related that Vaisarnpäyana, a pupil of Vyäsa's14, recited the Mahäbhärata, then 

partially completed, at King Janamejaya's snake-sacrifice while, according to a 
later-comoosed section ofthe epos. Ugrasravas, the narrator of all eighteen books of 
the compieted work. recited the Mahäbhärata at a sacrificial celebration held by the 
Brahman Saunaka. Kusa and Lava are also reputed to have declaimed the Rämä­
~-ana at the sacrifice of a horse on one occasion. We may assume that the rhapsodist 
;cted as a reciter only or, probably in the majority of cases, as both reciter and poet. 
Even when the work declaimed was not their own, many ofthese specialists would 
ha\e expanded and amended some sections of the work as they saw fit. "lt is quite 
natural.·· considers H. Jacobi, ·'that those with poetic gifts should have enlarged 
their repertoire with compositions that took account of the nature, sentiments and 
interests of their audiences." l 5 

In earlier times - to some extent even in the Vedic period - kings and princes 
seem to have had in their service bards whose art was intended for the enjoyment 
and benefit of their courts. One of the most important tasks of these bards was to 
sing the praises of the king. They gave their recitations at various festivals, court 
ceremonies, sacrifices, and other events; indeed, they even accompanied their lords 
into battle. there to embolden the ruler and the front ranks of the warriors with 
battle-songs. lt was also their duty to awaken the king or prince every moming with 
songs of praise or verses to bring luck (mangala); like the Vedic gods, the king 
should ··grow strong" {vrdh) 16 on songs ofhomage and the deeds performed by him 
and his ancestors should retain the beneficiai effect ofbringing victory to the people 
and success to himselfby virtue ofthe rhapsodist's continual praise. We can hardly 
be wrong if we regard the court bard as the precursor of the court poet: the latter 

substituted kävya for rhapsodic poetry. 
Rhapsodie art has only been preserved in lengthy texts while shorter, self­

contained bardic works have not survived, perhaps because of their partially 
improvised nature. Impressive evidence of the work of Sanskrit rhapsodists is to be 
found, as we have said, in the two great epics. Both arose out of a relatively long 
process of amp!ification and compilation and are certainly not built on one but on 
se,eral forms of rhapsodic poetry, the elucidation and determination ofwhich must 
be the task offuture research. Songs to awaken a sleeper are one example ofa minor 
genre of courtly bardic poetry. We find verses to awaken the king in Välmiki's 
works1• and it is interesting to note that this type ofpoem, presumably once a more 
or less independent category, Jives on to a certain extent in classical poetry where it 
is sometimes employed in the mahäkävya framework to describe the awakening of 

:4 The legendary amhor ofthe Jfahäbhärata. 

:• H. JACOEl. Das Rämäyai;ia, Bonn 1893, Darmstadt 19702, p. 63. 
:\ .. Ct: H. U:DERS, Die magische Kraft der Wahrheit im alten Indien, ZDMG 98 (1944), 

p. ti ,. 

,· Riim . .'.!. 65, ! lf. (Bombay edition). 
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~ne in the moming. :~ Like some other themes, for example the description of a 
season. the rising of the moon, sunset, etc., this proceeding gave the poet a golden 
opportunity of slipping into his kä\·ya a few artistically effectiw stanzas - in reality 
small independent poems. lt is \vorth noting that this type of song is also to be found 
in Tamil pirapantam poetry. where it is knmrn as tuyi!etainilai, "a poem sung to 
wake a king or other great person from sleep. based on an ancient puram theme. "' 9 

!ts counterpart is the ka1;patainiiaL i.e., ·'a poem describing the members of the 
court as they suggest to the king that it is time for him to go to bed:<0 Both types 
fand some allied forrns of poetryj were employed more frequently in Tamil poetry 
than in Sanskrit kävya, but it is quite possible that they all originally derive from a 
common stock of rhapsodic poems. 

A number of bards were in permanent residence at the court of a raja, while 
others, like numerous kavis of later classical poetry, were either at court only at 
certain periods or not at all. In addition to the court bards, whose audience was 
often a fastidious one, there were certainly also !arge nu.mbers of wandering singers 
who catered for a much broader public. They passed through tO\vns and vi!lages and 
worked in a popular tradition, but of course their recitations did not need to 
conform to the same high standards as those ofthe court singers. 

With the exception of the previously mentioned sections that were composed 
later, the whole of the Rämäya~a has the character of a work intended for 
recitation. According to H. Jacobi, both the great epics were composed while 
Sanskrit was still a living language.21 The indications supporting the idea that the 
Rämäyal).a was indeed intended for oral delivery are firstly the extreme prominence 
in the older parts of the work given to the narrative element, which is often of a 
rather primitive nature: further, the preference for the perfect tense and the 
locatirns absolutus, the almost exclusive use of Sloka, an easily handled metre that 
gives the poet great latitude, and lastly - something that is tabu in dassical poetry -
frequent repetitions, sometimes of whole stanzas. This last has the effect of making 
the ianguage more striking, but it is also a trait that is common to all epic poets. 
Constant use had tumed many expressions into stock formulae and phrases: they 
had an aesthetic value, but also served a practical purpose in that they provided the 
poet with fixed points around which he could build up his narrative while using a 
technique of improvisation. As rhapsodic presentation frequently took the form of a 
poem produced extempore in front of the listening audience, the repertoire of set 
phrases was an indispensable aid which allowed the material of the narrative to be 
swiftly structured. 22 The poet had at his disposal a !arge number of fonnulae either 

lS Cf. for example Raghuv. 5, 65 ff.: Sisup. 11. l ff. 
19 K. V. ZVELEB!L, Tamil Literature, p. 205. 
20 lbid., p. 200. 
21 Op. cit„ p. 117. H. Jacobi gives the Rämäyal}a a very early dating. In his opinion (ibid„ 

p. 111 ), it was composed before the 5th century B.C., possibly 8th to 6th century. A.B. KEITH, 

JR.AS (l 915), p. 318. is of a different opinion. He gives 5th to 3rd century B.C. 
22 Instant poetry (sighrakavitrn) was an art that was a greatly appreciated form of kärya. 

The strength of the links between bardic and classical poetry should therefore not be 
underestimated in this fie!d either. 
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readv made or in skeleton form which he could rapidly fill out as required. The 
repetition of words was therefore not regarded as a stylistic blemish at the time of 
the Rämäyai;ia. A glance at narrative literature will soon satisfy us that even the 
modest diction oflndian fables and fairy tales in no way felt under any constraint to 
vary its expressions/3 

In many places the poet ofthe Rämäyai;i.a has consciously repeated a word either 
to ensure that two or more pädas (quarters of a stanza) have the same ending24, or to 
create the impression ofhaving used a homonym or some other play on words. The 
latter effect is successfully achieved in a phrase quoted by H.R. Diwekar25: himavän 
Himavän giri~, "the snowy (himavat) mountain Himavat" (i.e., the Himalaya). The 
phrase shows how much attention the epic tradition paid to fine differences and 
shades of meaning. 

Increased emotional content and greater eloquence can thus be achieved by 
repeating one or several times groups of words, parts of a stanza, halves of a stanza 
and the rh;,mes or near-rhymes at the end of the stanza. Räm. II, 83 describes how 
Bharata, who is about to renounce his right to the crown, leaves for Mount Citraku­
!a, where his brother Räma is dwelling. Bharata intends to persuade Räma to ascend 
the throne after accompanying him back to his ancestral court in Ayodhyä. In order 
to give greater effect to the description ofthe departure ofthe prince and the armed 
host that escorted him, the poet repeats one whole päda in three stanzas: 

navanägasahasrä!].i kalpitäni yathävidhi / 
anvayur Bharatatyt yäntam ~väkukulanandanam // 3 // 
~i rathasahasräI_)i dhanvino vividhäyudhä~ / 
anvayur BharataJ!l yäntatyt räjaputiaJ!l yasasvinam // 4 // 
sata!Jl sahasrä!].y asvänäJ!l samärü~äni Räghavam / 
anvayur Bharatatyt yäntaJ!l satyasandhaJ!l jitendriyam / / 5 // 

"Nine thousand properly accoutred elephants accompanied Bharata when he marched out 
to (meet Räma), the delight of the ~väku dynasty.26 Sixty thousand chariots and archers 
with various weapons accompanied Bharata when he marched out to (meet) the glorious 

23 Cf. for example Hitopadesa 2, 8 (The tale of the lion Durdänta and the leveret 
~nnin_~: sa ca ~arvadä pasünärrz vadharrz kurvann äste/ tata~ sarvai~ pasubhir militvä s~ 
s1,riho _v11na!'ta~ 1 mrgendra kim artham ekadä bahu-pasu-ghäta~ kriyate / yadi prasädo 
bhavat1 tada vayam ev~ bhavadähärärtharrz pratyaham ekaikarrz pasum upaq.haukayäma~ I 
· · - uua~ prabhrty ekaikarrz pasum upakalpitarrz bhak§ayann äste / "That (lion) always used 
1? s~~ter beasts. ~hen all the beasts, having gathered together, made this proposal to the 
hon. L.o~ ofthe an11nals! Why are so many beasts slaughtered at the same time? Ifit please 
you we will ourselves send one beast every day for your food.' ... thenceforth he ate the one 
beast every day that was offered to him." The word pasu occurs in almost every sentence in 
the first part of the fable . 
. : 4 For e~ple Räm. 1, 38, 26-27: vyajäyata- vyajäyata or Räm. 2, 1, 14-15: pratipü-

1akah - prat1pu1akah. 
:s' H.R. DIWEKAR, I..es fleurs de rhetorique dans l'Inde. Etude sur l'evolution des "Alankä­

ra·;iu omem~ts stylistiq~es dans la litterature sanskrite, Paris 1930, p. 39. 

h. T
1
f.he attnbutes lk§vakukulanandana(m), yasasvin(am), etc. can also refer to Bharata 

1mse . 
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kirnz's so:i.:t A hundred thousand horses bearing :iders accompanied Bharata ofthe house of 
Ra;hu when he marched out to (meet) the faithfui and self-controlled ;Räma/." : 7 

Verses of this sort w·hen taken together with the other characteristics mentioned 
above indicate that the Rämäyai:ia is predominantly a work for recitation. We have 
now clearly sketched out the main differences between this and dassical poetry, 
which obeyed stricter rules and had a more complex structure. Epic poetry does not 
on the whole show the conscious poetic creative process evident in kävya but largely 
followed the dictates of living and spontaneous impuises. This can be seen in the 
stanzas of an epos, which have a relatively simple constrnction28 and, unlike stanzas 
from a kävya, cannot easily be detached from the poetic whole and read as 
independent units. Furthermore, in epic poetry we find a less sophisticated use of 
compound words - both adjectives and other types of attributive modifiers - the 
chief measures of the development of poetic speech. The most important poetic 
figures are in fact already to be found in the Rämäyai:ia, but it is only in the most 
recently composed sections of the epic that there is a clear tendency towards the 
deliberate and frequent use of alarµkäras and detailed descriptions. The last part in 
particular, containing the description of Mount Citraküta (Räm. II, 94), the river 
MandäkinI (II, 95), winter (III, 16), and the monsoon (IV, 28), shows a marked 
resemblance to the anonjmous }3..tusarµhära, often incorrectly ascribed to Kälidäsa, 
a relatively early collection of stanzas describing the six Indian seasons. We shall 
!ater r~turn to the most recently composed parts ofthe Rämäyai:ia. 

3. Lyrical Tendencies 

Far more difücult to grasp is the second, somewhat more dearly marked tradition 
of early poetry, the beginnings of which were fairly early, at a cautious estimate 
towards the end ofthe Vedic Era (about 500 B.C.). It seems certain that it flourished 
in quite different circles from those that cultivated epic poetry. Although few texts 
from the earliest period have survived, there are enough for us to deduce that poets 
working in this tradition used a technique quite different in inspiration, criteria and 
ideals from that of the rhapsodists. They were pioneers in metre and composition 
and generally preferred to write in certain Middle Indian languages which were 
regarded as being more melodious than Sanskrit, which was considered harsh. As far 
as form was concerned, these poets wrote almost exclusively short poems, usually of 
one stanza only. It is important to remember that this predilection for extreme 
brevity went hand in hand with a markedly lyrical tone. 

J: Obser,e also the intensification of the nurnbers: nine thousand, sixty thousand, a 
hundred thousand. 

28 The verses scartered here and there throughout classical drama, interrupting the 
dialogue, are also recognized as being less complex than the artistically constructed stanzas in 
kö.rya proper. Their structure must of a necessity be much clearer and smoother as it was the 
avowed intention of most dramatists to make both the prose and verse passages immediately 
comprehensible to their audiences. 
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In the present sta.te of research, it is uncommonly difficult to give any exact 
details ofhow or why some poetry took this new direction, when it arose or how far 
it extended geographically. Its character, however, makes it reasonable to assume 
t:iat it f!ourished mainly in cities and, like epic poetry, gradually gained a footing at 
the courts of those kings who were interested in poetry. The cultural centres of 
certain areas, in particular the eastern regions and the Deccan, seem to have been 

attracted to this new lyrical fonn of poetry. W e know that urban life only 
on a fairly !arge scale in the late Vedic and early Post-Vedic Eras and that 

it would be an error to deduce from the pre-eminent position enjoyed by Prakrit 
amon2 these writers that their poetry was particularly popular in character, close to 
naw~ or rustic a!though certain connections with contemporary folk-poetry and 
now lost fölksongs must have existed. 

\Vhereas Middle Indian dialects were spoken right back in the Early Vedic Era, 
Prakrit languages do not reach the height oftheir importance until about the middle 
of the !irst millenium B.C.: it is then that the Buddhist canon takes form in the 
now lost first version, written in some eastern Prakrit language and followed by a 
later Päli version which derives from this. From this time, too, date the older parts 
of the Jaina canon. written in ArdhamägadhI. Early inscriptions show the dominant 
role played Prakrit as the administrative language and lingua franca ofthe Post­
Vedic Era. Epigraphs in Sanskrit gradually began to make their appearance in the 
older Prakrit period, but it was not until the Gupta period that Middle Indian 
languages were finally supplanted. Präkrit dialects thus very early became important 
languages which were understood all over India and were the general property of 
Indians e\erywhere. They differed in several respects from Old Indian: they were 
less rich in forms, more sirnplified but also more euphonious. Some constituted a 
very sensitive instrument for literary purposes insofar as they were regarded as being 
suitable for literature. In actual fact, these poems had very subtle aims: the epic 
tradition, as we have seen, had been mainly a recitative form employing improvisa­
tion which. in order to function freely, had made use of a number of recurrent fixed 
passages and, to a limited extent, of the most important poetic figures (alaqikära). 
The lyrical tradition, however, worked in a quite different manner. The concentra­
tion on short poems must also have had the effect of concentrating attention on the 
smaller elements of the text, on the way in which details were worked out and even 
on words or parts of words. The aims of the lyrical poets were also quite 
different from those of the rhapsodist. Whereas it was always the main concern of 
the latter to interest bis audience in the matter by presenting it as effectively as 
possible. the former captivated his listeners \\-ith the same means as those used in 
the minor form which, though less immediate in effect, stressed above all the 
elegance of the theme. the sentiment being presented, the choice of words and the 
refinement oftechnique. His poetry was early dominated by certain definite scenes. 
attributes and imagery and, in his love poetry, certain personae tended to recur 
again and again. With the passage of time, these features developed into the 
characteristic traits of mature kavya. It seems that from the very beginning the 

interest of this poetic movement was directed towards exact descriptions 
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and increased subtlety of meaning so that both the primary and the secondary 
meanings of a word, phrase or sentence could be suggested to the reader 
simultaneously. Alaq1käras either played a subordinate role or belonged neither to 
the epic nor to the lyrical school but formed what might perhaps be called a third 
poetic tendency. The main purpose of lyrical poetry was to affect the senses of the 
reader by suggestion. While epic poetry created art on a large scale and, by its very 
nature, aimed at painting a broad canvas, in short poems detailed descriptions and 
suggestive techniques formed an ideal combination which, aided by the format 
itself. endeavoured to attain perfection even in the smallest elements ofthe poem. 

The ground was prepared for classical poetry by the literary currents the nature of 
which we have just discussed. Naturally the influence of each varied considerably: 
while poetry of the minor form, laghukävya, which is the older form of poetry, may 
have developed directly out of the lyrical beginnings described above, the 
development of the major form, mahäkävya, was not at all so simple. The long 
poem. also called sargabandha, was rather the result of a Iong period of assimilation 
which united the epic and the lyrical traditions. Epic elements, which carry the 
action forward in a logical manner, are prominent in older mahäkävyas such as 
Asvagho~a's poetry; in later long poems, however, they are largely replaced by the 
lyrical tendencies inherent in the concentrated stanzas of the minor form to such a 
!arge extent that laghukävya and mahäkävya come to resemble each other. This 
convergence, which became fashionable scarcely three hundred years af'ter Asva­
gho~, gradually eliminated the differences in technique that originally distin­
guished epic from lyrical poetry until finally there remained only a few criteria, 
mainly of a formal nature, to differentiate between the two forms. 

As far as we are able to say at present, the history of classical poetry begins with 
kävya of the minor form, above all with muktaka, the one-stanza poem. lt seems 
very probable that for a long time lyrical poetry and the epic recited by rhapsodists 
ran a parallel course. At any rate, true mahäkävya did not appear until the criteria 
valid for short poems bad been accepted as valid also for long poems in the kävya 
style. This automatically set the seal of approval on the muktaka poet, who was 
thereby show11 to be a true artist. Numerous works which, if judged by their length, 
belong to Indian classical poetry, are classified in technical literature under the 
somewhat misleading heading "Kunstepos". lt is only by courtesy that they can be 
termed long poems, as in fact they consist of a conglomeration (bandha) of short 
series of stanzas (sarga); i.e., exactly what older poetic theory called, not mahäkävya 
but. more appropriately, sargabandha, "the joining together of cantos (or sections, 
or verse chapters)". Very often the only connecting link between the stanzas that 
form each canto is the theme, for instance the description of a military expedition, a 
mountain or a sunset. They are in fact only a loosely connected series of single­
stanza poems (muktaka) interspersed here and there with a two-stanza poem 
(yugalaka) or, rarely, a poem of several stanzas (kulaka). This change in the 
originally epic form gave rise to innovations in kävya of the major form which bad 
been used relatively early in short poems. We should particularly note the emphasis 
on conjuring up the appropriate sentiment (rasa), probably a result of influence 
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frcm the theatre and. not !ess important, the desire mentioned above to introduce 
greate, subt:ety of meaning. A popular device was to bring in an implied meaning 
idh',ani) wnich. often closely related to the sentiment, either adds to its first 
meaning. is its equal or is in fact what the poet intends to be his main theme. 

Yen Ett:e has sur.i,ed of these early short poems, which were of decisive 
ir:iportance for the beginnings of kävya. In actual fact, we can do no more than 
deduce the existence of the ear!iest works from the Päli version of the Buddhist 
car:on. wh:ch was codified after the death of Buddha. 29 A few centuries later we 
s;.:ddeniv find in the Sattasai30 , Häla's anthology of poetry, consummate lyrics in 
\1.lhära.~tri. the Prakrit dialect preferred in later drama for songs and lyrical stanzas. 
\\:e .:an ·hardly escape the thought that the maturity, perfection and artistic unity of 
tht seven hundred muktakas gathered here must be the fruit of a considerable 
per:od of de,·eiopment and refinement. These Päli texts and Häla's SattasaI thus 
;,e,;:m to indicate that it was primarily in the eastem provinces and in the Deccan 
!hat l)ricai poetry developed. However, neither the few texts that have come do,vn 
to us nor the very considerable geographical spread of Middle Indian languages, the 
dearesi proof of which are the inscriptions of the Emperor Asoka (about 268-232 
B.C!. can confinn that the origins of laghukävya are to be sought exclusive!y in the 
Deccan'; or the eastern province:s, i.e., the Magadhan Empire.32 Even at the time 
there were poets who composed their single-stanza poems in Sanskrit despite the 
general preference for Prakrit. Furthermore, as we have already seen, certain 
categories of short poems, for instance songs to awaken the king, religious and 
courtly songs of praise, etc .. have no connection with lyrical poetry at all. They 
derive from the bardic repertoire and are closely related to epic poetry. 

;, For e:,;arnples. see pp. 76 ff. 
J•J See pp. 80 ff. 
3i See G.L. HART, The Relation between Tamil and C!assical Sanskrit Literature, 

\Vies.bader. l 976 füIL X, 2). 
, ~: Cf .. A.K. WARDER, Indian Kävya Literature, II, Delhi-Varanasi-Patna 1974: "From the 
lc~ndmg of t~e Magadhan Empire. kavis from all parts bf India gathered in the capital, Pä­
~lip7tra, se_e.::mg favour and fame. lt was here that kärya seems first to have developed, 
drawm~ protab_ly_on Magadhan folk song for new rbythms, and it was here that it acquired its 
~~n cnaracte,:i~tics ~ ;he füerat~re of an imperial court and a sopbisticated metropolis (p. 
·~-1-:, As th. lmpena, poi;.er 01 Magadha weakened, the temporary cultural hegemony of 
Pätal:putra was c~.a!lenged successfully by otber ciries. Thougb tbe Mägadhi Janguage lost its 
pres!ige. arid 1ts 11terature almest vanished ... , the fonns of kävya which we have found 
estabh~hed m the Empire, a~d which seem to have originated from Mägadhi Jyric poetry, 
:ontmued !O be cu!t1vated v1gorously in a variety of languages in the different provinces 
lormerl~ under Magadhan rule'" (p. l 15). 



CHAPTERIII 

POETRY OF THE ~ffNOR FORM-LAGHLKiVYA 

1. Introductory Remarks 

The starting point for any discussion on metrical poetry in Sanskrit and Präkrit 
must be its division into the two categories recognized by Indian kavis and older 
literary critics: poetry ofthe minor form, laghukävya, and poetry ofthe major form, 
mahäkävya. The distinction is important since the history of dassical poetry did not 
beg;n with epic works of considerable length, as has been long thought, but, on the 
contrary, with short poems which exercised a strong influence on long poems even 
in later eras. The division was maintained e,·en when the differences between the 
two categories gradually began to disappear, as we saw in the previous chapter, due 
to the fact that isolated stanzas from mahäkävya could sometimes be enjoyed 
equally weil as short independent poems. Apart from the Bhäratiya-Nä­
tyasästra, which deals main1y with drama, even the oldest existing works on the 
theory of poetry are of a relatively late date. lt is therefore not surprising that Bhä­
maha and Da:i;c;Jin, the first authorities on Indian poetics, give no detailed 
descriptions of laghukävya whatsoever. They take the view that although short 
poems do in fact exist, they require no separate explanation as they can all appear 
in the form of parts (aflga) of mahäkävya or sargabandha1• However, we must not 
forget that although mahäkävya is the centre of poetic interest, Indian critics have 
seldom been able to regard a long poem as a single, unified whole due to the 
prominent position they accord to single stanzas and the often exaggerated attention 
they devote to poetic figures. This attention, however, does not extend either to 
whole sections (sarga) or to a number ofverses linked together by a common theme. 
The unit on which they base their rigorously applied criticism is always the stanza 
which, even when it is part of a long poem, has a unity of its ov,,n and is actually 
more important than the whole2 • Older works on poetics have perhaps given greater 
emphasis to the importance of short poems than do the oldest extant texts, indeed it 
is not impossible that lost works even regarded laghukävya as the only true origin of 
kä\-ya. 

I C[ Kävyäd. l, 13: 

muktakam kulakam kosah sanghäta iti tädrsah / 
sargabandhänganipatrizd anuktah padyavistara~ 

·'(We) give no detailed description of verse-compositions such as muktaka, kulaka, kosa or 
sanghäta, since they are part ofthe great poem (sargabandha)". · 

: Cf. Käryäd. 1, 20. 
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The major and minor fonns of poetry are generally called mahäkävya and 
laghukävya respectively, but some critics use other tenns. lt is important to note 
that Bhämaha3 and Vämana-1 describe these two forms as nibaddha, "cohesive 
(poetry)", and anibaddha. "non-cohesive (poetry)". Whereas nibaddha, which can 
be equated with mahäkävya, includes both "long poems" (in verse, prose or a 
mixture of the two)5 and drama, anibaddha, which is identical with the tenn 
laghukävya, covers all kinds of metrical short poems, i.e., all poems consisting of 
one or onlv a few stanzas. The term mahäkävya has a double meaning insofar as it is 
used of a) any long poem or b) the long poem par excellence, i.e., a verse poem 
consisting of a series of cantos (sarga). Although sargabandha, used in older poetic 
theory, is a singular!y appropriate name, I sometimes use the term mahäkävya. 
partly because this is the word most commonly used and partly because ofthe sharp 
contrast ,ve thereby get between mahä- and laghukävya. 

The number of classifications and their nomenclature vary from theorist to 
theorist but the foUowing are the terms generally used: 

muktaka - single-stanza poem 
yugmaka (also yugma, yugala or yugalaka) - two-stanza poem 
sandanitaka (or vise~ka)- three-stanza poem · 

kapälaka - four-stanza poem } several-stanza poem 
kuiaka - five-to-fifteen-stanza poem 
salj1ghäta - series of stanzas 
kosa for ko~) - collection of stanzas 
kha!)~kävya - short poetry. 

In a yugmaka, literally "pair", the two stanzas are closely linked by both syntax 
and content. Both the muktaka and the yugmaka show a clear tendency to be 
constructed on the one-sentence-one-stanza principle, a characteristic we also find 
in the oldest Tamil poetry. Ifthe number of stanzas exceeds two, sandänitaka, "the 
chain", kapälaka, "the group", or kulaka, "the multitude", are the terms used 
which, if emp!oyed in a narrow sense, are the names given the poems ofthree, four 
or five to fifteen stanzas respectively. More controversial is the term sarp.ghäta, 
··junction''. This sort of poetry, longer than the kulaka and written all in the same 
metre, deals with one single theme through the whole series of stanzas: a mountain, 
a season, the pleasures experienced by a prince when bathing Galavihära) with the 
ladies ofthe court, a wedding, a battle, etc. The kosa, "treasure", on the other hand 
is longer and exceedingly heterogeneous. These are anthologies, which are an 
extremely important category in Sanskrit and Prakrit literature. They are collections 
of muktakas that have either all been written and arranged by one single hand or 
have been selected by an anthologist from the works of different poets. Collections 
either arrange the stanzas in an arbitrary order or on some definite principle such as 

See Kä,:riilamkiira 1, 30. 
-1 See Kiir_rälmi1kiirasfltravrui 1, 3, 27. 

I.e., sargabandha (= mahiikäi:ra), äkhyiiyikä. katlzä and campü; cf. p. 47. 
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the metre, alphabetically according to the first word in the stanza, the theme, etc. If 
poems are grouped by theme (for instance. the good man, the e,-il man. poets and 
poetry. the moon, the sun, the lion, the elephant, the camel, the peacock, etc .. 
spring, summer, the monsoon, etc., love in union, the sulky beloved. the abandoned 
beloved, etc.) each theme is generally put into a special section (vrajyä). Connois­
seurs regard such kosas as delightful (manorama) as the unity ofthe verse spares the 
reader the distraction of having to readjust to different themes and allows him to 
enjoy undisturbed a whole section ofpoetry written in the same sentiment (rasa}. 

We can trace ),ugmakas, sandänitakas, kapälakas. kulakas, sarµghätas and kosas 
back to the muktaka since the origin ofall these poems is simply the multiplication 
of stanzas. The individual verses are generally loosely connected to each other, 
mainly by metre and content, thus giving rise to minor forrns whose classification is 
determined by the number of stanzas, as we have seen. The yugmaka is a slightly 
more complex form as the two stanzas often dovetail closely into each other. 
Yugmakas are frequently tobe found in mahäkävyas, where they stand out from the 
remainder of the verse by reason of the intimate relationship between the two 
stanzas. 

A more sharply defined category of laghukävya is khai:igakävya, which has an 
independent position between laghu- and mahäkävya. The name means literally 
"kävya consisting of (only) one section6 (khai:iga)". lt is frequently confused with 
sarµghäta, but in fact there are two quite clear differences between the two: 
khai:igakävya can employ themes much more freely and, even more important, it 
contains some kind of a story which, however limited or cursory and even when it is 
only intended to provide a background for the narrative, nevertheless acts as a 
vehicle that can bear up the descriptive writing in the stanzas. The classic examples 
of this category are K.älidäsa's "Cloud Messenger" (Meghadiita) and Bilhai:ia·s 
"Fifty Stanzas conceming the Secret Enjo)'ment of Love"' (Caurisuratapaiicäsikä). 
As the title indicates, the latter consists offifty stanzas whereas K.älidäsa"s poem has 
just over a hundred7• 

2. Tlze Single-Stan=a Poem fmuktaka). Introduction 

lt is clear that the single-stanza poem, the muktaka, is the beginning of kävya. 
Towards the close ofthe Late Vedic period Vedic norms gradual!y became obsolete 
and were replaced by new structures. These new approaches did not become 
canalized into one !arge, all-dominating poetic movement but developed into 

6 Or "fragmenf'. 
7 Some authors regard the "Cloud Messenger" as being mahäkäi:ra, but this classification 

will not stand close examination. Even further from the mark is the \iew held by 
~rsimhadeva, one of the commentators on Dandin 's Kävyädar.sa. who regards the "Cloud 
!,.f°essenger" as a samghäta. Like all other "messenger poems" (dütakäiTa, sande.sakävya) the 
.. Cloud Messenger"· must of course be included among the khar_ujakavyas. 
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different schools which, contrary to what one might suppose, did not employ 
dramatic, epic and lyrical forms all at the same time but tended arbitrarily to 
concentrate on one specific sort of text at a time. The very oldest school of true 
kävva arose in circles that devoted themselves to the short poem: it was in accord 
with their aesthetic ideals that the self-sufficient one-stanza poem should become 
the norm of poetry. However, their single stanzas were quite different from those of 
the rhapsodist. which were closely integrated into a larger context from which they 
could seldom be separated. The single stanza of muktaka poetry is without context 
and. as it is a complete poem, an artistically rounded whole, each part of it shows 
far greater elaboration than is found in epic stanzas. 

When judging a muktaka most early critics did not pay much attention to the 
\·arious poetic figures (alarp.käras) used by the poet. The enjoyment of poetry was 
much more dependent on verbal brilliance, subtlety of meaning and, particularly 
important, on the sentiment (rasa) prevailing in any given stanza or, in the opinion 
of many older theorists, the rasäbhäsa, the "appearance of sentiment" (which 
corresponds dosely to personification). These latter consider it to be rasäbhäsa 
when a poet attributes human qualities to inanimate objects and describes, for 
instance, a river, a region, a cloud, etc. in terms applicable to a beloved woman or a 
mountain, a tree, etc. in the terms used for a lover in spite of the fact that the laws 
gm.:erning rasa decree that only man is truly sentient. Sentiment, and particular!y 
the "'appearance ofsentiment", soon led to the feeling that behind the first meaning 
of a poem there lay something hidden, something implied: the dhvani. Although it 
was not until much later that schools of criticism (beginning with Änandavardhana, 
9th century A.D.) gave dhvani pride of place as the criterion par excellence of 
consummate poetry, it seems clear that the art of allusion, the practice of rasäbhäsa 
and dhvani first came into use in the technique of early muktaka poetry. Even later, 
when it was employed in mahäkävya, this art was necessarily limited exclusively to 
the single stanza and, in Sanskrit prose novels, to the complex sentence. 

This is not the place in which to trace the history of sentiment, the implied, or 
related techniques, nor to discuss in detail the attitudes adopted by various literary 
schools to the aesthetic effect of muktaka. Moreover, Indian critics look at the 
question from a much later point in time: several hundred years elapsed between 
early muktaka poetry and the oldest preserved critical works and, as we have 
already seen, later poetic theory no longer considered single stanzas from their own 
point of view but mostly from that of the long poem. Let us, however, since it is 
useful, quote the definition of muktaka given by the eclectic compiler of the alarp.­
kära portion of the Agnipuräl).a (sections 337-347): muktaka:rp. sloka ekaikas ca­
matkärak?<ima~, "the muktaka is only a single stanza, (but) can (evoke) aesthetic 
astonishment in a connoisseur.8" According to S.K. De, the author ofthis quotation 
cannot ha.-e written it earlier than the middle ofthe 9th century.9 lt may be only a 
coincidence that his definition does not also mention sentiment, as the sections of 

8 Agnip. 337, 36. 
9 S.K. DE, History ofSanskrit Poetics, Calcutta 1960 2, I, p. 99. 



Poetry of the ~1inor Form - Laghukävya 69 

the Agnipuräl)a that seem to stress the supreme importance of ,;ersatility in verbal 
expression clearly attempt to Synthetize the rules of rasa and ala111kära. On the other 
hand Änandavardhana, the great master of dhvani. unhesitatingly accepts the 
saturation of single stanzas both with the implied and with sentiment. This was a 
little before the author of the ala111kära sections of the Agnipurä~a .. ~nandavardha­
na wrote (Dhvanyäloka III, 7-8) that muktakas from the pen ofthe poet Amaru:0 

positively dripped with erotic sentiment. 11 

Also worth noting is the opinion ofthe famous and leamed Abhinavagupta (end 
of l 0th century) who further developed Änandavardhana 's theories concerning 
dhvani but made sentiment, not the implied, the central point of his poetics. In his 
Dhvanyälokalocana - a commentary to the above-mentioned section of the 
Dhvanyäloka - Abhinavagupta, quite consistently, looks at the single stanza from 
the point of view of the enjoyment of rasa. However, he does not neglect the fact 
that the appreciation of the sentiment in a stanza has nothing to do with either the 
preceding or the following context. "A muktaka", he says, "is a (poem) which 
permits the enjoyment of rasa without regard to what has gone before or what comes 
after." 

As far as the implied is concerned, its immense importance in single-stanza 
poetry is weil illustrated by the numerous stanzas we find used as examples in the 
works of dhvani theorists. Äpandavardhana and the critics of those schools that 
adopted his principles quote not only contemporary poems but, what is even more 
interesting, also poems by older authors, particularly Häla, whose anthology of 
short poems, the Hälasattasai, precedes Änandavardhana's discovery of dhvani by 
about eight hundred years. In actual fact it would probably be more correct to 
describe Änandavardhana's theories as a rediscovery, the sudden awareness ofwhat 
has Iong been unconscious poetic practice. The Kävyaprakäsa, a much respected 
summary of critical theory by the Kashmiri writer Mammapt (11th century), is of 
the opinion that the highest form of literature is poetry of implication, i.e., poetry 
that hints at the inner meaning of a poem which, however, is not openly expressed 
in words. As an example of one kind of implied meaning he quotes the following 
very famous stanza by Häla12 : 

ua J?iccalai;,.ippa11"1clä bhisii;,.ipattamrni rehai valää / 
J?irnrnalamaragaabhäal_laparighiä sa11'1khasutti vva // 

"Behold, how silent and rnotionless the hen-heron sits on the lotus leaf. (lt is) as if a 
pearloyster bad settled on an emerald-green bowl." 

Anyone reading the poem for the first time (particularly an uninitiated Western 
mind) will naturally come to the conclusion that the picture the poet is presenting -

lO See p. 91 ff. 
11 Skt. rasa means both "juice'' and, in the figurative sense, '"sentirnent". According to 

Änandvardhana, saturation with sentirnent is not limited to single stanzas; rasa is to be found 
both in Iong works (prabandha) and in muktaka; see Dhvanyä.loka, loc. cit. (the previous 
sentence). 

12 Sattasai I, 4; Kä.vyaprakiisa 2, 1-2. 
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a charming miniature - is a lovingly-described little scene from nature. A hen­
heron. wh~se shimmering greyish-white plumage is the same hue as mother-of­
pear!. has peacefully alighted on a lotus leaf which has the rounded shape and 
colour of an emerald-green bowl. The reader will be partially right: the poet is 
certainly describing a nature scene. Both the poet's presentation and his Ianguage 
are fu]ly in accord with the special demands that a pampered reading public makes 
on sho~ poems. However, in the eyes of the true connoisseur the two lines have by 
no means yielded all the pleasure it is in their power to give so far. The reader's 
appreciation ofthe poem will not be complete until he has grasped the implied, the 
dhvani. Read correctly, the stanza contains a message from a young lady to her 
iowr. What the girl has to say is confidential, an arrangement between her and her 
lover. and should not be comprehensible to anyone eise. When she says that the 
hen-heron sits there silent and motionless she is hinting that there is a place which is 
quite undisturbed, where there is no <langer of her mother, her relatives or 
neighbours intruding. Read this way, 13 the poem is therefore tobe understood as a 
proposal from a beloved (näyikä) to her lover (näyaka): 

"See. lover. Let us meet over there where the hen-heron sits on the lotus leaf so peacefully. 
The fact that she remains there so quietly is a sure sign that the place is undisturbed by 
people. There we can enjoy a tete-a-tete unseen." 

Another interpretation ofthe muktaka is also possible. Instead ofbeing a proposal, 
the lines can be read as a reproach. In this case the girl is bitterly disappointed. Her 
lover has not turned up as agreed, and when she later meets the faithless fellow she 
discreetly lets him know what she thinks ofhim. "See how silent and motionless the 
hen-heron stiil sits on the lotus leaf." That is to say: 

""You have lied to me! You did not corne to our rendez-vous, for how otherwise could the 
hen-heron have remained sitting on the lotus leafso silent and motionless." 

Short poems in classical Indian literature can be compared with Indian 
miniatures. Both present selected fields of animate and inanimate reality typical of 
the art in question, for example landscapes, gods, people, animals and plants, and, 
as critics have correctly recognized, portray feelings and sentiments by reproducing 
situations and conditions. An important prerequisite for the proper understanding 
of sing!e-stanza poems is therefore that the reader should grasp the scene presented 
by the poet right from the beginning and then, on the basis ofthe mental picture he 
has acquired, gradually arrive at comprehension of the message contained in 
muktaka. This is true not only of dhvani poetry but of all kinds of muktaka, 
particulariy those in which Sentiment develops. 14 We can take as an example the 
following stanza by Amaru 15 , which is saturated with erotic sentiment (srngä-
rarasa)lo: . 

sünya!!l Yäsagrha'!l vilokya sayanäd utthäya kiiicic chanair 
nidrävyäjam upägatasya sucirarµ nirva11_1ya patyur mukham / 

Yisrabdha'!l paricumbyajätapulakäm älokya gandasthalim 
!ajjänamramukhi priyei:ia hasatä bälä cirarµ c~~bitä / / 
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"\•,hen she saw that the bedroom was empty: • she rose quietly from the couch and looked 
for a iong time. a very long time. at the face of her lrestir:g) husband who was lthen) only 
pre,ending to sieep. When she threw her arms ardently around him and looked at the skin 
of h:s cheeks his (sudden) excitement was bet:-ayed by the rising of his little hairs: her lover 
gave her a long kiss: but the girl hung her head in shame:· 

This poem by Amaru is a description of happy love (sambhogasfilgära) between a 
lo\er {näyakaJ and his beloved (näyika), to use the words favoured poets and 
critics. The theme of other short poems is unhappy love (vipralambhas!1'JgäraJ, 
generally illustrated by a belo,;ed who has been abandoned, or the enforced 
separation (viraha) of the lovers. A great many critics consider that tragic love is 
poetically more effective than happy, requited loYe. 

~1uktaka poetry generally paints miniature pictures and scenes, or else it carefülly 
builds up a description of a single theme. 18 The poet manages to find new. 
surprising variations, but prefers to use certain definite themes, as is show11 by the 
fact that anthologies (kosa) are often arranged into sections (vrajyä) according to the 
subject matter. 19 Both in Sanskrit andin Prakrit (later also in certain literary forms 
in Neo-Indo-Aryan languages)20 Indian lyrical poetry begins with single-stanza 
poems. Although we can point to a considerable number of differences between 
this, the smallest form of kävya, and Western lyrical poetry, it is true of both that 
they compress the maximum of poetic message into a !imited space and that, 
despite their bre,ity, they are highly polysemous and are written on several different 
lewls. 

It is possible to classify muktaka poetry by content, the most important categories 
being lyrical nature poems, lyrical love poems, religious poetry and, lastly. 
reflective didactic poetry, although this cannot always be reckoned as true kävya. As 

13 Regarding the necessity of re-reading poetry in order to come to a füll understanding see 
p. 37. 

14 Of course the majority of short poems have two different functions as both a sentiment 
and something implied are developed. Notice, too, that those critics who push their theories 
of rasa to the extreme consider only the combination of rasa and dhvani 10 be the source of 
trne poet11·. Of the three kinds of the implied that are generally postulated - the implied on 
the basis of content (vastudhrnm). the implied on the basis of figures (a!amkäradhmnf) and 
the implied on the basis of sentiment (rasadhrnm1 - these ~tri et critics accep·t only the last. 

15 Amarusataka 82. 
l6 Besides the erotic sentiment. which is by far the commonest and the most important. 

theorists mention the following kinds of rasa: raudrarasa. the furious sentiment. virarasa. the 
heroic sentiment. bibhatsarasa. the repulsive sentiment. häsyarasa. the comic sentiment. 
karu,yarasa, the pathetic sentiment. adbhutarasa, the miraculous sentiment. bhayänakarasa. 
the terrifying sentiment and säntarasa. the sentiment of peace of mind. though this is not 
universally accepted. 

;• 1.e .. that no one {other than her husband) was in the room. 
18 As regards the construction of a stanza on several different levels. see p. 22 ff. 
19 Cf. p. 67. 
=0 In the oldest literature in the Dravidian languages. Tamil, poetry commenced with 

short poems, which were highly accomplished from the very beginning and have remained the 
supreme form of creative literary writing in Tamil ever since. 
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in other Iiteratures, a count would certainly show that love poetry was numerically 
by far the largest of the four categories. Very early love poetry seems to have become 
the most fully developed and the most highly polished of the lyrical poems, 
probably due to its immense popularity. Either they took the form of a portrayal of 
the beloved (näyikä), the lover (näyaka) or of the loving couple (as in the poem by 
Amaru quoted above), or else in the fonn of indirect speech (as in the stanza by 
Häla on p. 69, where it is put into the mouth ofthe beloved) or even in the form of a 
short dialogue, as in the following stanza by Amaru21 : 

ha prasthitäsi karabhoru ghane nisithe 
p~esvaro vasati yatra manal)priyo me / 

ekäkini vada kathazp. na bibhe~i bäle 
nanv asti punkhitasaro madanaJ:i sahiiya~ // 

'"Where are you going in the depths of the night, you who have thighs (rounded) like the 
trunk of an elephant?" - "(! am going to) where my lover lives, the lord of my life." -
'"(But) tel! (me), oh girl, are you not afraid (ofbeing) alone?" - "Am I not accompanied by 
love (arrned) with feathered arrows?" 

The poem is a dialogue between an abhisärikä, a girl setting out a night on her love­
promenade22, and another woman, perhaps a confidante or a friend of the 
beloved's. I have already shown that in muktaka poetry popular practice liked to 
make the length of the stanza coincide with a complete sentence, which then 
fonned the whole stanza. This one-sentence-one-stanza structure is in fact accom­
plished in a masterly way in the two poems quoted above, Amaru 82 and Häla I, 4 .. 
This structure not only gives the poem elegance; the technique also intensifies the 
density of the poetry as it links the different parts closely together syntactically as 
well as rounding off the stanza in a harmonious manner. For obvious reasons the 
construction cannot be used in dialogue poems such as the example quoted above, 
but the poem is nevertheless strictly constructed and well articulated in accordance 
with the rigorous demands of muktaka: the questions the friend asks in lines one 
and three are answered by the girl herself in lines two and four. 

lt is also characteristic of love poetry in muktaka form that the personae nearly 
always come from the same somewhat limited circle of definite types. The Iead is of 
course always played by the näyaka and the näyikä, though their roles are not those 
of hero and heroine proper. The other carminis personae are: the woman who acts 
as messenger (diiti) for one of the loving couple, the beloved's female friend (sakhI, 
sahe.can), her mother, the co-wife or rival (sapatnI), the courtesan (g~ikä) and 
lastly, the lover's friend or companion (sahacara).23 Poets never grow weary ofthese 
few characters. They are particularly fond of describing the behaviour of loving 
coup]es when special characteristics make the types even more distinct, for example 
the beloved who is shy and inexperienced (mugdhä), moderately experienced 
(madhyä) or the girl who is passionate and most experienced (pragalbhä). Other 
poems may describe the lover, his beloved and the female messenger in various 

" 1 Amarusataka 71. 
" 2 Cf.p.23. 
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usually typical ones, which likewise become fixed as the kävya 
develops."4 In lrn;e poetry the same persons frequently reappear in different 
constellations \vhich furnish the basic material for the lyrical action that the poet 
works out. Csually not more than two people are involved at a time: the loving 
couple themseh:es, the belo,,-ed and her confidante, the lover talking to his female 
messenger. being advised, exhorted or admonished by her, etc. Furthermore. the 
reader's first task is to recognize the situation the poet is creating. as this is a 
prerequisite for the proper understanding ofthe world portrayed in the poem. In the 
case of many poems this initial process of understanding is facilitated by the 
existence of a commentary, often \'Vritten much later, which tells the reader in a few 
words who is speaking to whom, under what circumstances, etc., or gives him 
information about what type oflovers are tobe found in the stanza. Examples ofthe 
sort of indications provided are: sapatnicarar:ialäk~nkitaqi näyakaqi khai:ig.ita 
sel?yam äha, "the deceived (woman) speaks with jealousy to the lover who is 
stained with the foot-paint of her rival"; ~5 pro;;itapatikä tatsakhi vä lekhamukhena 
näyakam äha, "a girl in love whose lover has gone away, or her femal friend. says in 
a !etter to the lover"; 26 sandhyäsamayavyäjena duti käcid abhisärikäiµ tvarayitum 
äha, "referring to (the fact that) dusk (has already fallen), a female messenger 
exhorts an abhisärikä to hasten"; "7 käcit prar:iayakalahäntarita sahacaniµ pratyäha, 
'"a (girl) separated (from her lover) because of a lovers' quarre! says to her (female) 
friend": 28 or käcin manasvini dayitam upälabhate, "a sulky girl scolds her lover".29 

Even if the central subject of single-stanza poetry is love, it is generally not 
connubial. The love celebrated in this poetry treats woman as an erotic object, and 

c3 It is interesting to note that we meet the sarne circle of stereotyped persons in classical 
love poetry (akam) in Tamil. This latter and Indo-Aryan muktaka have other features in 
common, too, above all the short form and a number of themes. ln this connection, see S, 
L!E:--HARD, Tamil Literary· Conventions and Sanskrit Muktaka Poetry, WZKS 20 0976), p. 
lüi ff.; S. LIE'.'sHARD, Bauern, Berge, Nacht und Winter, Festschrift for E. Sluszkiewicz, 
Warsaw 1974, p. 137 ff.; G.L. HART, The Monsoon in Ancient Tamil and Indo-Aryan 
Poetry, Proceedings ofthe II Intern. Conf. Seminar of Tamil Studies, II, Madras l 97L p. 162 
!f.: G.L. HART, Comrnon Elements between Early Tamil and Indo-Aryan Literature, ibid„ p. 
l 68 ff. The correspondences are often so clear that one cannot reject entirely the possibility of 
Dr'a.vidian influence on early Prakrit and Sanskrit short poems. On the other hand it seems 
improbable that muktaka poetry can have influenced classical Tamil lyrical poems as 
Cankam poetry is not on!y older than the ear!iest preserved muktaka stanzas; it had also 
risen to far greater heights. lt is not possible to prove the theory put forward by G.L. HART in 
The Relation between Tamil and Classical Sanskrit Literature. \Viesbaden 1976 (HIL X, :n 
that the numerous correspondences can be explained by an unknown quantity: he postulates 
a third literary school which spread from the Deccan and influenced both classical Tamil 
poetry and the oldest muktaka poems. 

24 See S. LID.HARD, Typen dernäyikä im indischen kävya, WZK.\152 (1955), p. 393 ff. 
"' Gangädhara on Häla 464. 
26 Gangädhara on Häla 485 . 
.,., Gaflgädhara on Häla 662. 
: 8 A.rjunavannadeva on Amaru 15. 
29 A.rjunavarmadeva on Amaru 69. Regarding the types kha,y,cjiiä, pro,si!apatikä, abhisä­

rikä and kalahäntaritä, see S. LIE'.'sHARD, Typen der nä)ikä im indischen kävya. p. 393 ff. 
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il!usion and enchantment for men, and it is in the majority of cases an illicit and 
forbidden Jove. Poets observe woman's every mien and gesture with acuteness and 
expert knowledge: they note every word, the slightest movement, the least change of 
tone and interpret even the most insignificant sign as an indication of inclination, 
invitation or refusal. In contrast to the Vedic period, later ages regarded marriage 
from a purely utilitarian point of view, at any rate Brahmans and other upper 
classes, who only married in order to ensure that there were progeny. lt was 
therefore quite natural that the idealization of eroticism should lead to the 
glorification of illicit love. With reference to the science of love (kämasästra), late 
theorists call the three categories ofnäyikä: 

1. The subject's own wife (svastri, sviyä), 
2. Another man 's wife (parakiyä, anyastri, anyä), 
3. The common wife, i.e. a courtesan (sädhära:l).astri, sädhära:l).ä, sädhära:l).i, sä-

mänyanäyikä).30 

Classical poets generally illustrate connubial love, i.e., love ofthe svastri, only with 
the shy. newly-married girl, navo(;ihä. The great majority of love poems, however, 
do not deal with !ove between husband and wife but with a relationship either with 
the wife of another man or with a hetaera (vesyä, ga:l).ikä). The structure of society 
being what it was then, there were in fact hardly any really free, unattached young 
women with the exception of courtesans, so that extra-marital relations with 
another woman were only possible under two circumstances; the woman was either 
married to another man or already promised in marriage to someone (kanyakä).31 

It is necessary to have some knowledge ofthe factual background in order tobe able 
fully to understand erotic poetry in Sanskrit and Prakrit. 

A.s we have remarked, a single-stanza poem can be one element in a series of 
stanzas (sarµghäta), in a poem in one section (kha:l).<;iakävya) or in a long poem 
(mahäkävya) inasfar as the single stanza is often only related to the whole poem by 
the fact that they have a common theme. The examples chosen by critics to 
iilustrate their theories are predominantly single stanzas, either per se or from kä­
vyas, and they show that stanzas can be excerpted from their context without 
difficulty. The word muktaka is derived from the Skt. root muc, "to release", "to 

3° Cf. inter alia Visvanätha, Sähityadarpana 96 and the further classification in 97-123. 
See also S. L!E::SHARD, Typen der näyikä, p. 388. 

31 For the subdivision of parakfyä into parorj.hä and kanyakä see SähityadarpalJa 108 and 
S. LIE~HARD, Typen der näyikä, p. 392 ff. 

31 Vajjäl. 14-16. Translation after M.V. PATWARDHAN . 
• 33 Ed.: H. ÜLDENBERG and R. PISCHEL, PTS 1883, 2nd edn. with appendices by K.R. 

'.'JOR\iA'-i and L. ALSDORF, PIS 1966. - Lit.: S. LIENHARD, Sur Ja structure poetique des 
Theratherigäthä, JA 263 (1975), p. 375 ff.-Translations: (MRs.) RHYS DAVIDS, Psalms ofthe 
E~rly Buddhists, PIS 1964 (reprint); K.R. NORMAN, The Elders' Verses, I: Theragäthä, PIS 
1969; II: Therigäthä, PTS 1971; K.E. NEUMANN, Die Lieder der Mönche und Nonnen 
Gotamo Buddhas, Berlin 1899, reprint: Zürich-Vienna 1957 in vol. III ofthe Gesamtausga­
be !.not reliable). For fragments of the Sarvästivädin Sthavir~gäthäs discovered in Turkestan 
~e H. BECHERT. Bruchstücke buddhistischer Versammlungen: 1. Die Anavataptagäthä und 
die Sthaviragäthä, Berlin 1961 (STT 6). 
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free"'. It should not be understood. as it sometimes is, in the sense of "'pearl". i.e .• 
"pearl of a poem": it means quite simply "that which is detached", "a detached 
stanza ". This clearly does not reflect the old designation of short poems: it is rather 
a product of the later, mistaken conception of a short poem as being really only a 
stanza "freed" from its context and of single-stanza poetry on the whole as being a 
secondary form derived from long poems, if it is to be regarded as a separate form at 
all. In reality, exactly the reverse is true. Long before the rise ofkävya, a category of 
single-stanza poetry, muktaka, reached maturity and held a key position right from 
the very beginning in Old and Middle Indian literature (and, to some extent, in 
:\:eo-Indian literature. too). Not only did short poetry influence other genres to a 
degree that has hardly been realized so far, it also became a living part of the way of 
iife and outlook ofthose classes who handed do~11 the traditions ofpoetry, a highly 
cultivated, largely urban society. Moreover, the finest works of the classical poets 
have been written in the poetic miniature-painting that is the muktaka genre. 

An older, authentic and factually correct name for independent stanzas is gäthä. 
We find it in titles such as Theragäthä, Thengäthä. Gäthäsaptasati, etc., and, as it is 
deri..-ed from the Skt. verb gä(y), it means that the Indian public did not read short 
poems, but that these single-stanzas were intended to be heard in the form of song 
or recitation. As we have already seen, poetry was mostly recited in poets' 
associations, at court, in the houses of courtesans, by Pa~9its and other educated 
and usually wealthy people. Like composition, recitation required knowledge, skill 
and practice: '" All people confidently recite gäthäs in all the literary meetings. But 
their real sense is understood only by the great literary connoisseurs". ""The poor 
gäthä weeps when it is being leamed by uneducated rustics. lt is tortured like a cow 
(being milked) by unpractised milkmen." "Oh gäthä: you will be mutilated and 
spoiled like a piece of sugar-cane being nibbled hard and forcefully by the teeth of a 
rustic."31 

A third name for single-stanza poems that is often used is subh~ita, '"that which 
is beautifully (or strikingly) expressed". Whereas the term gäthä is applied to a 
stanza that is predominantly lyrical and is constructed according to the rules of kä­
vya. subhä~ita is used for any sort of well-formulated poetic utterance, even 
epigrammatic and didactic verse. 

3. Single-Stan=a Poetr.r 

The major part of early muktaka poetry is unfortunately lost. The existence of 
lyrical poetry prior to the beginning of the Christian era is proved, significantly 
enough, by works whose main aim is neither literary nor concemed with the 
aesthetic aspects of language, namely various texts of the Buddhist canon in Päli. 
Although a few stanzas with literary pretensions can be found in parts of both the 
Vinaya- and Suttapi!aka, only the fifth and last collection of the latter, the 
Khuddakanikäya, whose Sanskrit and Prakrit versions are lost, is of any particular 
importance. In this group of fifteen, frequently very dry texts there are the verse 
anthologies Theragäthä, the ··songs ofthe monks", and Therigäthä33 , the "songs of 
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the nuns"", and the Suttanipäta34, the "little Collection of Sennons". All three texts 
are of a considerable age, at least in part, and this mainly religious and didactic 
material is interspersed with passages of genuine literary value, whereas a fourth 
anthology. the Dhammapada, the "Words of Instruction", is almost entirely 
didactic and epigrammatic. Even where this anthology has literary pretentions, they 
are far removed from the poetic manner ofkävya. 

L'nlike the Suttanipäta, which is in verse with occasional prose passages, the 
Thera- and Thengäthä contain numerous single-stanza poems: 120 in the former 
and ! 8 in the latter. Both are arranged in a way that is typical of the Buddhist 
canon, i.e., they begin with the shortest texts and proceed with ever-longer units: a 
section (nipäta) consisting on!y of single-stanza poems (ekanipäta) is followed by 
one with only two-stanza poems (dukanipäta), after which come three-stanza poems 
(tikanipäta). four-stanza poems (catukkanipäta), etc. In content, most ofthe poems 
are enunciations of the Buddhist conceptions of truth and release: the poets praise 
the happiness given by redeeming insight, relate their religious experiences or 
contrast their previous worldly existence with their new spiritual life. 

These two ekanipätas are quite possibly the very oldest parts of the Thera- and 
Therigäthä. Most ofthe short poems have little or no poetic value, but a number of 
the gäthäs show that their authors were very familiar with contemporary profane 
poetry. We can see that they were well acquainted with the aesthetic effects of 
various stylisiic means because they used them in their religious poems, which 
sometimes hover on the threshold oftrue poetry. In the Theragäthä it is particularly 
noticeable, as r.t Wintemitz suspected, that many monks were more poet than 
monk. He writes: '"More poet than monk, they delighted to linger on descriptions 
of woodland and mountain scenery in which wanders the sage, sunk in meditation. 
\Vhen thunder rolls and rain patters down from dark clouds, the liberated monk 
sits. blissful. in his cave. "35 The first half of Theragäthä 110, reputedly written by a 
monk named Csabha, is unmistakably poetic: 

nagä nagaggesu susaJ11virüjhä udaggameghena navena sittä, 

„The trees on the mountain-tops have shot up, well watered by the fresh rain-cloud on 
high'"_36 

The e!abor&te manner in which the euphonic omamentation (sabdälarµkära) has 
been emp!oyed shows that Usabha composed the stanza with the care and 
sensitivity of a poet The first word, nagä, corresponds with the naga0 of the 
follov.ing word, 0 agge(su) with (ud)agga0 , the 0 su of nagaggesu with the su0 or' 
susarµvirü)hä, and the rh}ming pair 0 meghena navena, placed almost at the end of 

34 Ed.: D. A:--DERSEN and H. SM!TH, PTS 19653 (reprint). - Translations: E.M. HARE, 
\\"men Cadences, PTS 19482; NYANAPONIKA, Sutta-Nipäta, Konstanz 1955 (in German): 
K.E. ~ff!-.HNN. Die Reden Gotamo Buddhos aus der Sammlung der Bruchstücke Suttanipä­
to des Päli-Kanons. Leipzig 1905, 191!2. reprint: Zürich-Vienna 1957, in vol. III ofthe 
Gesamtausgabe (not reliable). 

35 M. WI:>iTERNITZ, GIL II, p. 84. 
36 Translation after K.R. NORMA'l, op. cit., I, p. 14. 
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the line. corresponds with the nagä nagga0 at the beginning. giving the two quarters 
of the stanza hannonic balance. The aesthetic quality of the and, 

above alL of the sound give the text a structural pattern that makes it 
poetic_::.-

'.\iany such stanzas must haw been composed by monks the monsoon, 
their period of residence (vassäväsa1, as they must then have had an exceilent 
opportunity of writing gäthäs. A great many poems not only took owr the 
com,-entions and imagery of contemporary kävya: they also quite dearly imitated 
the existent literary forms of secular poetry. There was, however, one difference in 
that the gäthä poet endeavoured to raise the language of his religious poetry abo,e 
that ofhis profane model. Buddhist \Hiters deliberately shifted the emphasis oftheir 
poems away from the happy and unhappy love (sambhogasrflgära and vipralam­
bhasfiigära respectively) of the secular poets to the achievement of release, the only 
true joy which, according to early Buddhist theory, was granted a!one to the solitary 
monk or nun meditating in a world of his or her O'lm. The lives of both are 
concentrated, prudent and serene: 

channä me kuiikä sukhä nivätä vassa deva yathäsukhaffl / 
cittal!l me susamähitaffl vimutta1!} ätäpi viharämi vassa deva ·· (Subhüti)3B 

"'My small hut is roofed, pleasant, draught-free: rain sky, as you please: rny mind is well­
concentrated, re!eased; I remain zealous: rain, sky. " 39 

nilä sugivä sikhino morä käraiµviyaiµ abhinandanti 
te sitavätakalitä suttarri jhäyaffl nibodhenti (Cittaka)40 

"Blue, with beautiful necks. the crested peacocks call in Karaf!1vi: urged on by the cool 
breeze they awaken the sleeper to meditation."41 

nilabbhavaip].ä rucirä sitaväri sucindharä, 
indagopakasafichannä te selä ramayanti ma1!1 i; (Vanavaccha)42 

"Those rocks delight me, the colour of the blue clouds, beautifu!, with cool waters and pure 
streams, covered with Indagopaka mites."43 

acchodikä puthusilä gonangulamigäyutä 
ambusevälasafichannä te selä ramayanti maq1 (Vanavaccha)44 

"With clear water and wide crags, haunted by monkeys and deer, co,ered with oozing 
moss. those rocks delight me. "45 

r Cf. S. LIE:'HARD, Sur la structure poetique des Theratherigäthä, p. 379. 
08 Therag_ l. 
39 Translation after K.R. NOR.l\,V.X. op. cit., !, p. l. 
40 Therag 22. 
4 1 K.R. NORMA:-i, op. cit„ p. 3. 
4: Therag. 13. 
43 K.R. l\oRMA:-.;, op. cit., p. 2. "Indagopaka insects·· (Norman) corrected to "Indagopaka 

mites". See p. 23 above. 
44 Therag. l 13. 
45 K.R. NoR'.\1."-~, op. cif-. p. 15. 
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t;am rnddhii<e sehi katvä colena pärutä 
upasanto hi te räg~ sitibhütä si nibbutä . (Sumanä)46 

··L;e down happily, old lady. clad in the garment (which you) have made; for your desire is 
sti;led; you ha,e become cool. quenched."'-17 

The majority of the monk and nun poems have thus few poetic qualities but 
comey rather the impression ofbeing rh)thmic prose which is made more striking 
and easier to remember because it is cast in verse form. lt is therefore surprising to 
discover the literary merits ofthe poems quoted above, generally in the first half of 
1he stanza. This first half. which describes the situation and the surroundings, often 
contains a great deal of imagery and Jinguistic embellishment, whereas the second 
half is mostly factual and intellectual, indeed downright monkish. lt is the 

and the purity of tone of the stanzas that gives them their attraction; 
their apparent simplicity is, however, an illusion. Although the complex sentence 
construction. e!aborate similes and other artistic devices of classical poetry are 
iacking here. the literary value of some of the gäthäs presupposes the existence of a 
v.ell-developed system of rules goveming contemporary kävya, at any rate as far as 
the basic elements were concerned. Where the first ofthe two poems by Vanavaccha 
(Therag. 13 l describes the beginning of the monsoon using the well-known 
attributes associated with the rainy season (rocks, clouds, indragopas), Subhüti's 
stanza (Therag. l) imitates one type of erotic short poem: the well-roofed hut, 
comfortable and protected from rain and storm. Here, of course, the hut is not being 
extolled as the scene ofthe lovers' erotic games, as it would have been in secular kä­
\ya. In the re!igious poetry of the monks the picture is transformed: the pleasant 
hut is described as the dwelling in which the monk Jives happily during his period of 
retreat (,assäyäsaJ. the piace in which he can devote himselfto meditation and other 
spiritual exercises safe and without fear of rainstorms.48 

The poetic parts of the Päli version of the Buddhist canon date from about 500-
100 B.CY As we can see from the above and other characteristic examples, poetic 
fo:m is clearly already moving along the same lines as kävya. It is not only the 
choice of certain definite (literary) imagery and attributes that is typical; the 
language is searching for new means of expression, using for instance special words 
from the vocabulary of poetry. experimenting with new metres or fitting into the 
stanza long compound words which are chosen mainly for their euphonic qualities. 
The break with the Vedic-Sanskrit tradition seems therefore to have taken place 
much earlier than has generally been supposed. It is probable that the factors which 
triggered off this shift in the system of poetic rules did not come from Sanskrit 
sources. which for some time remained strictly Brahmanical and conservative. The 

+t Therig. l 6. 
4- K.R. ~OR!\IAN, op. eil.. II, p. 3. The compiler and commentator Dhammapäla 

(probab!y 5th century A.D.) ascribes the poem to the nun Sumanä, who is characterized as a 
rni:ran,aptU!Da,-11,a: "Sumanä, who went forth when old". 

These questions are discussed in greater detail in S. LIENHARD, Sur la structure 
poetique. etc„ p. 384 ff. 

49 Cf. A.K. WARDER, Indian Kävya Literature, II, p. 22. 
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maJont:1 of the new impulses came rather from those sections of society that 
employed ;\1iddle Indian languages as a cultural medium, sections which, even in 
the first century after the death of Gautama Buddha (about 480 B.C.l. were the 
bearers of a mainly secular poetic art that was partly urban, partiy 

H is a great pity that no samples have come down to us of what is therefore the 
earliest secular poetry to exist during the second half of the first millennium B.C. 
and that we possess only a few stanzas of the Buddhist canon with which to stud) 
the de,:eiopment of the earliest kävya. Even if these stanzas are a species of religious 
poetry. they do show that we may assume the existence of secular poetry which 
flourished at the same time. Although the oldest category of kävya. short poems. 
probably grew up and developed in Prakrit circles. the new methods of writing 
poetry soon spread to writers ofSanskrit poetry. Tradition ascribes the oldest kävyas 
in Sanskrit to the poets Päl).ini and Patafijali. The two greatest authorities on 
Sanskrit grammar are c!osely connected to the names ofthese two poets: PäI)ini, the 
author of the A?tädhyäyi, the oldest existing grammar of Sanskrit (5th or 4th 
cemury B.C.). and Patafijali, who wrote the Mahäbhä~ya (2nd century B.C). the 
··Great Commentary" on Päi:.1ini's A?tädhyäyi. Although Päl).ini at least is credited 
with the authorship of one or two other (lost) mahäkä,)·as, only a few stanzas have 
been preserved of either poet's work and. unless they are parts of longer poems. 
these stanzas belong to the minor form of muktaka poetry. Stanzas by Päi:lini are to 
be found in anthologies as are others by Patafija!i. some of whose stanzas are also 
re!erred to, together with other poems, in his O'\Vn grammatical work, the Mahäbhä­
~ya.50 So far it has proved exceedingly difficult to form any judgement of their 
authenticity: not only do Päl).ini's stanzas approach the perfection of kavya 
although they are rather simply constructed in parts; we have no definite proof that 
the two poets can in fact be identified as the grammarians PäJ_J.ini and Patanjali and 
therefore reaHy did live in the 5th or 4th and the 2nd centuries respectively. The 
question also arises as to what extent the quotations in the \,fahabhä~ya can be 
regarded as authentic. We may take as an example a quite typical love-poem which 
is given in Patafijali's commentary only as a fragment (the last quarter of a stanza): 

varatanu sampravadanti kukku!ä~-

"O fair-limbed one, the cocks are (already) crowing'". 

lt seems that this was the final line of an ancient samasyäpüral).a, i.e., an unfinished 
verse to be completed by another poet, for the same line reappears in some later 
works such as, for example, Halä1udha's commentary on Pingala·s Chanda~sütras 
and the Aucityavicäracarcä, a work on literary criticism by the poet I0emendra 
who incorrectly characterizes this erotic muktaka as a stanza by Kumä­
radäsa: 

oü F. KlELHOR>,,;, Quotations in the Mahabhashya and the Kasika-Vritti. lA 14 !1885), p. 
326 ff.: G. BCHLER, Die indischen Inschriften und das Alter der indischen Kunstpoesie, 
SA WW, Phil.-Hist. K.l. 122 (1890), p. 72: K.G. SLBR.-\H\lAVi -\\!, Pataiijali and Kävya 
Literarure Presumed by Hirn, AIOC 1924. pp. 96-99. 
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ayi ,ijahihi dp;!hopagühana!!l 
!yaja na;asa~gamabhiru vallabham .' 

arunakarodgama esa vartate 
v~ratanu sampra:vadanti kukku!ä~ / · 

„0 fair-limbed one, timid of the first union, loosen your close embrace, leave your 
beloved! See: the rays ofthe sun are rising and the cocks are (already) crowing!" 

We come up against the same uncertainty as there is about the poetic oeuvre of 
Pänini and Patafijali in the case of Vararuci as we definitely know that several 
authors with the same name must have existed. Two lost poems entitled Cärumati 
and Kanthäbharana were possibly the work of the earliest Vararuci, to whom we 
may pe;haps ascribe a few of the approximately twenty poems under his name in 
various anthologies of verse. The temptation is great to identify this Vararuci as the 
third important grammarian and the author of the Värttikasütras on the A~tä­
dhyäyi, Vararuci (Kätyäyana). We can say with a fair degree of certainty that the 
latter lived somewhere between PäI_lini and Patafijali, i.e., about the 3rd century 
B.C.51 Be that as it may, the fact remains that Vararuci is one ofthe names tobe 
conjured with in Sanskrit and Prakrit literature; it is used of the Iegendary leamed 
man and poet whom tradijion associates with King Vikramäditya of UjjayinI at 
whose court Vararuci, Kälidäsa and the other great Indian poets known as 'The 
Nine Jewels' are said to have lived and worked. 

lt is quite conceivab!e that some authors whose stanzas have been included in 
anthologies may be reckoned among the early muktaka poets. What we must 
unfortunate!y assume is, however, that it is in the very nature of short poetry for the 
vast majority of the poems to be forgotten. Short poems were handed down to 
posterity either orally, in which case only the most important of the ever increasing 
number of stanzas escaped oblivion, or eise, by being anthologized, they achieved 
written form which, as the choice was an arbitrary one, gives us only a sample ofthe 
poefs creative work. 

The oldest anthology that bas been preserved is the SattasaI, or GähäsattasaI (Skt. 
Saptasan. GäthäsaptasatI)5:, compiled by Häla, which also marks one ofthe highest 

51 Cf. A.K. WARDER, Indian Kävya Literature, II, p. 106 ff. 
.. 5: ~d.: A. WEBER. I, AKM 5,3 (Leipzig 1870); reprinted: Nendeln 1966 (with translation 
mto German); A. WEBER. H, ~KM 7,-:_(Leipzig 1881), reprinted: Nendeln 1966 (with transl. 
\Ill2 Ger:7:an!: P.~R_AM ..... :A'.\iD SASTRI, Anandapurl, Merath 1965; A.N. UPADHYE, Kolhapur 
19_10. (SnivaJ1 ~mvers1ty Sanskrit and Prakrit Series 3); R. BASAK, (Calcutta) 1971 
IBibhotheca lnd1ca: vvith Eng]ish translation); M.V. PATWARDHAN, Ahmedabad 1980 (with 
the comn_ienta~ by Bhavanapäla), Part I: Text, Part II: Introduction, transl., index and 
glOSS:ry (m ~nnt); H: TrEKE:-;, Häl~'s Sattasai: Stemma and Edition (Gäthäs J-50), with 
T~föl. ~n~ !';otes, L~1den 1983. - L!terature: V.V. MIRASHI, The Original Name ofthe Gä­
thasa~:,asat1, :,IOC, Nagpur (1946), p. 370 ff.; V.V. MIRASHI, The Date ofthe Gäthäsaptasati, 
IH? "'-., (1941 ) •. p. 300 ff.; 0. RAMACHAJ,.1)RAIY A, Salivahana-hala, JIH 38 ( 1960), p. 365 ff.; 
S.~ · SoH0~1, ~1rst ~ve verses of Gähä Sattasai, JBORS 50 (1964), p. 1 ff. - Translations: A. 
\\~!!ER, Le!pZlg !810 and 1881; R. BASAK, Calcutta 1971; H. TIEKEN (Gäthäs 1-50 only) 
~~ , 
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points reached by short poems. As its name implies. the , olume contains about 
se,en hundred poems by Yarious authors in .\fähä:-ä?!li. the Prakrit par 
excellence. Forty of them are Häla himse!f. The genealogies in the Purä1:1as 
mention Häla as the seventeentb suecessor to the throne of an ·""'·"'"·"'~ 
house. This is the powerful Sätavähana or )i.ndhra (.:i;ndhrabhjtyal dynasty. which 
replaced the house of .\faurya in the Deccan area about 230 B.C.. reigning unti! the 
end of the 3rd century A.D. At the height of its power. this dynasty succeeded in 
extending its rule far to the north. possibly right up to I\fagadhaY According to the 
puräi;ic ]ist. which oniy gives him fi,e brief )ears on the th;one. Häla reigned about 
the jear 50 A.D.54 As the material from which he compiled the SauasaI cannot 
the,efore be later than the 1 st century A.D.. the six versions of his 
anthology certainly represent later revisions of an earlier work. This conclusion is 
supported by the linguistic evidence. which indicates that some time betv.een 200 
and 450 A.D. is the date of the existing versions.5' Also important is the fact that 
there are only 430 stanzas that are to be found in all six versions of the Sattasai, 
while the majority of the Häla quotations referred to elsewhere by cr:itics are to be 
found in none ofthem. 

Although some researchers have given a much later date for the composition of 
these works on the basis of linguistic, historic or religious evidence le.g .. A. Weber. 
from the 3rd to the 7th century A.D.56 , or R.G. Bhandarkar, 6th century A.D.15", 

there can be little doubt that King Häla, often called simply Säta,ähana after the 
fami!y and dynastic name, did in fact compik the original version of the Sattasai, 
and that this did contain the nucleus of the still extant latter versions. The Präkrit 
anthology ofverse entitled Vajjälagga mentions Häla as king ofthe city of Prati?lha· 
na on the banks ofthe river GodävarI.58 On the other hand the poet Bä~a, rnaster of 
difücult Sanskrit prose, includes Sätavähana (variant form Sä!ivähana) among the 
eight poets he admires rnost (in one of the introductory stanzas to his Ha~carita. 
the "'Life and Deeds of Haf\i3. "): he has ··created an (artisticaliy} immortal, polished 
collection (kosa) of single·stanza poems (subha?ita)".59 R.G. Bhandarkar subscribed 
to the opinion that the (Gähä)sattasaI and Sätavähana·s Kosa were two entire!) 
different texts. but closer exa.."Uination has shown that the two titles refer to one and 
the same anthology.60 The final stanza of some versions of Ha!a unequivocally call 

53 See KA. :SJLAK..\'.'-'TA SASTRI, A History of South India from Prehistoric Times to the 
Fall ofVijayanagar, OüP: Madras. etc. 19764 • p. 92 ff. 

5• Cf. R.M. SMITH, Dates and Dynasties in Earliest India. Delhi·Patna,Varanasi 1973, pp. 
382. 384: F.E. PARG!TER. The Puräna Text of the Dvnasties of the Kali Age. Oxford l 9 l 3. 
pp. 36. 71. . • 

55 Cf. A.B. KElTH. History cf Sanskrit Literature. London 19201• i94P, 19483 p. 224. 
Sb A. WEBER. II. p. XX.III. 
5~ R.G. BhandarkarCommemoration Volume, p. 189. 
58 1 ·ajjäl. 468. 
59 Harsac .. stanza 14 (Introduction). 
60 v.v: MmAsHr, The Original Name of the Gäthäsaptasati. p. 370 ff. See also V.S. 

Agrawala, The Deeds of Harsha (Being a cu!tural study of BäJ:ia's Harshacarita). Varanasi 
1969. p. 7. 
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the anthology Kosa. The o!der name of the work, also used by BäI_J.a, was clearly 
Kosa or Gahäkosa (Skt. Kosa, Gäthäkosa) and it was not until the 9th century that 
the new name, SattasaI or Gähäsattasai, came into use. In the 8th century Häla's 
anthologv is stili defined as the Kosa in the Jaina poet Uddyotana Süri's Kuvalaya­
mäläf 1 -The link between the SattasaI, the Sätavähana dynasty and the south of 
India, Mahärästra in particular, is clearly confirmed by the fact that a number of 
stanzas menti;~ the Vindhya mountains and the rivers TäpI, Revä and Godävari, 
all of which lie in the heart of the Sätavähana realm, whereas mountains, rivers or 
areas to the north are not mentioned in a single stanza. 

The centre of the Sätavähana state was the city mentioned in the Vajjälagga, 
Pratisthana (the modern Paithan), the seat of the court. The fact that points of 
simil~rity can be found between the Prakrit poetry of the SattasaI and the oldest 
Tamil poetry6" can perhaps be explained by the southerly situation ofthis culturally 
very advanced kingdom and by its contact with the Dravidian language and literary 
traditions on its southem and eastem borders. Häla's reign coincided with the 
flowering of Tamil Cail.kam lyrical poetry which, having already reached perfection 
in fonn and content, quite possibly exercised an influence on creative writing in 
Mahär~tra. A Sätavähana coin dated 168 or 170 A.D. bears a short inscription in 
both Prakrit and Tamil: a certain indication that during the second half ofthe 2nd 
century Tamil was spoken in the Sätavähana kingdom as weil as Präkrit, then the 
lingua franca ofSouthern India.63 

The reputation of the Sattasai as a model of refined lyrical poetry remained 
untamished throughout the ages. Not only were a multitude of examples chosen just 
from Häla by a number of famous critics and theorists, particularly of the dhvani 
and rasa schools; the great fame of the work is also attested to by the rich crop of 
books ofcomment that has sprung up round Häla's anthology in the course oftime, 
books which have so far been too little exploited. lt is difficult to be certain today 
how many poets contributed to the Sattasar. Bhuvanapäla, one of the first 
commentators, mentions the figure 384. Originally the author of each muktaka was 
named, individual poets contributing with up to forty stanzas. The publisher may, 
of course, have made a few alterations to some of the poems in order to adapt them 
to his taste. Unfortunately the existing versions omit a considerable number of the 
authors' names and, in other cases, substitute incorrect names for the original ones. 
probably due to carelessness on the part ofthe scribes. 

It is perfectly in accord with the spirit of the selection that most of the authors 
included in the original version seem to have come from the south oflndia. Some of 
the poets included in the anthology were undoubtedly active at the court in 
Prati~thäna, for instance Pädalipta (in Prakrit: Pälitta), traditionally the most 
famous of King Häla's court poets. The commentaries also mention several women 

6i See V.V. MIRASHl, The Date ofthe Gäthäsaptasati, p. 302 f. 
6c Cf. p. 73, note 23 and the bibliography given there. 
63 See K. ZvELEB!L, The Smiie of Murugan. On Tamil Literature of South India, Leiden 

!973. p. 39. 
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poets: Anc:lak;;mL MädhavL Ändhralak;;mI. Re\ä and others who rrmst also ha\e 
come from the south of India. as the names of the last two show. A number of 
s,anzas were demonstrably composed after the death of Häla. Perhaps the particular 
fame thar the Sattasai" enjoyed resulted in samples of the work of !ater poets also 
being induded: at any rate. interpolations were made from time to time right up to 
the middle of the 8th century. As far as we can judge today. the iast addition was 
poetry bj, Väkpatiräja (about 715 to 750 A.D.). King Yasovarman ·s court poet and 
1he author of a well-known Präkrit poem. the Gafü;lavaha.64 Pitämbara's commen­
:ar:, on Häla ascribes four muktakas in all to Väkpatiräja. According to Bhmana-

four poems came from the hand of the once-famous Äghya,Jja. whose major 
work. a prose poem in Präkrit, has been lost. Whi!e almost the thing 'lve know 
about _3;_9hyaräja is that Bä1ya accounted him one of the truly great poets'''. ,,e can 
discover more about some later poets because. like Häia. they were of princely 
blood. To this group beiong: Kan:ia (or Kan:iaräja). about 229-238. like Häla. a 
member of house of Sätavähana and possibly identical with Säntikan:ia: Sarrnsena, 
about 330-355. the founder ofthe Vatsagulma branch ofthe Väkä!aka dynasty and 
the author of the lost HariYijaya, a mahäkävya in Prakrit: !\.fäna (or Mänänka). 
about 375-400. the founder ofthe Early ~!raküta dynasty of Mänapura: Mäna·s 
son Devaräja. about 400-425. and, lastly. Pravarasena (or Pravararäjal, ca. 6th 
century. who wrote the Prakrit mahäkävya, Setubandha.6E ~fost of the poetry 
included in the SattasaI was probably composed in the four hundred years from the 
1st to 4th centuries A.D. when Prakrit was the most prii.ileged language in .A.ndhra 
and other places. 

The poems in Häla's SattasaI are not arranged on any definite principle.6- The 
whole anthology is divided into seven satakas, i.e., sewn sections of approximately 
one hundred gäthäs each, but the order ofthe sections appears tobe arbitrary. EYel) 
stanza is ,vritten in .~ryä, a particularly common metre in Prakrit poetry. The first, 
penultimate and last poerns contain the usual stanzas of homage (namaskäragäthäl, 
in this case both addressed to Siva68 ; in the opening poem dawn is referred to, in the 
iast. dusk. The highly erotic note is unmistakable: in both poems. which were 
almost certainly composed as a pair and are probably by Häla himself. the figure of 
Siva's beautiful young beloved. Umä, stands by the side of Siva himself. who is 
making a sacrifice at dawn and dusk respectively. 

Although we have our very earliest evidence of secular poetry in Häla's Sattasai. 
the majority of the stanzas show a very high degree of poetic skill. \Ve can therefore 
not subscribe to the opinion held by A.B. Keith and other researchers that this 
Prakrit poetry shows a "'spirit of closeness to life and common realities"'0 " that we 

64 See p. 199 f. below. 
05 Harsac. stanza ! 9 (lntroduction). 
66 Cf. p. l 97 below. · 

f- \Vith the exception of a number of modern editions. which have been di,ided in:o 

Called Pasupazi (Prakrit: Pasurai) in the first stanza and Hara in the last. 
59 A.B. KE!TH. A History ofSanskrit Literature, p. 224. 
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seldom meet with in Sanskrit poetry, and that the stanzas in Häla give a simple 
description of the feelings, way of life and everyday circumstances of the rural 
population. Even if se\.·eral kinds of poetry originated in oral tradition and must 
once have been of a popular nature, the majority of the poems in Häla are far 
removed from folksongs and popular presentation. 70 lt is true that in the Sattasai 
we constantly come across the ·village headman (gämai;ii), his beautiful daughter 
(gäma1_1Idhüä), the huntsman (väha), his seductive wife (vähavahü), the farmer 
(halia). the woman who makes garlands (mäläri), the (female) cowherd (govi) and 
others. Nevertheless it would be an error to suppose that because the background 
and the themes are of village life the poetry is of a rural nature. These poems, the 
majority of which are about Jove, are by no means simple and unconventional; on 
the contrary, they are frequently examples of exceedingly sophisticated verbal art: 
they follow set pattems. obey strict literary rules which are the product of a Iong 
period of development, and show a sure sense of taste. Moreover, like all kävya, 
they were written by poets (in some cases by court poets and even' princes) whose 
audiences were not the broad mass of people but an educated, mainly urban, often 
aristocratic public. Significantly, many stanzas are put into the mouth ofthe nägara 
(or nägaraka), that is to say the artistically minded, spoilt, town-dwelling dandy71 , 

or deal with a cultured urban style of life. 
A few stanzas contain sententious utterances and generalizations about the 

'11Tongs of the world, good and evil people, death, etc., or descriptions of nature, but 
the erotic sentiment (srngärarasa) in many different Situations and aspects and in 
continually changing scenes is by far the commonest theme. In these scenes the 
same limited circle of personae constantly appear in the manner typical of 
muktaka.-: The main parts are played by the beloved (näyikä), the lover (näyaka), 
the female messenger (duti) and the beloved's girl-friend (sakhi). The most 
important of these is, however, the näyikä, who can appear in any of several female 
roles: she is generally the wife of another man (parakiyä), a visitor to the lover 
(abhisa.rikä), a hetaera (ga1_1ikä), a newly-married woman (navoq.hä), a sulky woman 
(mänini), someone experienced in love (prau9hä), etc., but she may also appear as 
the lover's o\\-n wife (svakiyä). The poems collected in the Sattasai also make 
conscious use of the two forms of love: sambhogasfl'lgära and vipralambhasrngära, 
happy and unhappy love respectively. 

Poetic figures (alarpkära) do appear in Häla, but decoration seems tobe of Iess 
importance than connotations which, superimposed either on part ofthe text or on 
the whole poem, render the denotative sense totally unimportant. Quite a few 
stanzas are incomprehensible until the secondary meaning, the dhvani, has been 
unrävelled and grasped. The numerous commentaries on Häla may be of assistance 

'D See. however, A.B. KEITH, /oc:. cit. 
7 l Cf. p. 4::? above. 
7~ Cf. p. n above. In the old~st stanzas in Häla the number of different types of näyikä 

and nä}'llka certainly seems to be limited. lt is not until the time of Kälidäsa and Iater that 
the} become really numerous and can be divided into various classes. 
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here, although their interpretations are by no means unanimous; indeed, they are 
sometimes exceedingly forced and far-fetched. This way of composing a text, so that 
it has to be decoded in order to become comprehensible, which is typical of 
muktaka in particu!ar, is almost completely lacking in bardic-rhapsodic poetry and 
is only used sparingly in isolated gäthäs in the Thera- and Thengathäs. Dhvani 
seems often to have been used by Prakrit poets, who either developed the technique 
ofthe unexpressed themselves or borrowed it from classical poetry in Tamil.-3 Even 
thougb the term dhvani was only introduced into the Sanskrit critical ,·ocabulary by 
.:\nandavardhana in the second half ofthe 9th century, it is a significant fact that he 
and later critics like to illustrate their theories of dhvani and rasa with stanzas from 
Häla. 

A considerable number of the stereotyped phrases and similes that we constantly 
meet in kävya are already well-established in Häla: the beloved's face is compared 
to the moon or a pink lotus flower (kamala), her tresses to a peacock's tail, her eyes 
to the blue night lotus (kuvalaya), her breasts to well-filled pitchers, her delicate 
hands to twigs. Firmly rooted in poetic language are frequent references to the 
slimness of a woman's waist; the firmness of her breasts; the sweetness of her 
breath, which attracts bees; the wounds of luve on her lips, cheeks and other parts 
of her body inflicted on her by her lover during their love-games; or, also 
significant, the three folds of flesh round the navel of a beautiful woman are 
compared to a flight of steps. Some words and compounds are deliberately used in 
an ambiguous manner; paohara (Skt. payodhara) in V, 578 means both "clouds" 
and "breasts"74 and goraa in I, 89 both "cowdust" (Skt. gorajas) and "pride" (Skt. 
gaurava). 

Let us take a few examples from the SattasaI: 

gharinia mahänasakammalaggamasimai1iena hatthena ,' 
chitta~ muha~ hasijjai" cal"!ldävatthal!l gaa:i:µ pai"i:_1.ä · (l, 14)75 

„The husband laughs at the face of the mistress of the house as her hand, dirtied with 
kitchen soot goes (to her face); (it) resembles the moon (with a stain on the moon)." 

In this poem the beloved is the man's own wife. Her face is as beautiful as the 
moon, but it lacks the thing that will make its beauty perfect: the stain on the 
moon. The loving husband is therefore filled with delight when suddenly his wife 
unwittingly smudges her face with soot: her face now surpasses the moon in beauty. 

aha sarasadai:µtamal"!lc;lalakavolapa9imägao maacchie : 
a111-tosii:µdüriasai:µkhavattakaraJ?,if!l vahai c~do .i (III, 300) 

""This moon, which is reflected on the gazelle-eyed one's cheek with its (still) moist 
toothmarks, resembles a mussel sheÜ the inside ofwhich is scarlet." 

03 Later TamÜ literarv criticism has the tenn eccavakai, literallv "(various) kinds of 
remainder", i.e., various deductions from semantic elements which are ·not directly expressed 
in the text. 

- 4 Cf. the example from the Subh. on p. 24 above. 
"5 The numbering ofthis and the following quotations is that used by A. Weber. 
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The lover has given bis beloved the kiss known as ma1_1imälä (the garland of jewels). 
This kiss has made marks on her cheek which stand out scarlet against the 
shimmering greyish-white of her love-polished cheek in the light of the moon. 

,·ahalatamähaaräi ajja paüttho pai gharayµ su~ayµ / 
tahajaggesu saajjia J?ajahä amhe musijjämo II (III, 335) 

'"The night is filled with the deepest darkness. My husband is away, the house is empty. 
Beware, o neighbour over there, lest (someone) steal from us." 

These words, spoken by the v.ife of another man, a parakiyä, are not intended tobe 
taken at their denotative value but as an invitation to her lover, the neighbour: 'My 
husband is away and the night is so dark that no one will see you coming and going. 
My empty house offers the opportunity to make love undisturbed. Do not spend the 
night sleeping, but keep awake and see that this chance is not wasted, and that we 
two are not cheated out ofthe happiness of our love.' 

uddhaccho piaI jalayµ jaha jaha viralayµguli cirayµ pahio 
pä väliä vi taha taha dhärarµ tal) ua:qi pi taJ?, uei / / (II, 1 61) 

'"As the tra,·eller, his eyes turned upwards and his fingers parting from each other, quaffs 
the water, the (female) guardian of the weil lets the flow of water become smaller and 
smaller." 

This short poem makes use of a very popular erotic theme: the first stirrings of Iove 
(anuraga). The guardian of the well gives a traveller water to drink, but he is 
besotted with love when he looks up at the wondrously beautiful maiden and his 
cupped hands glide apart. The girl is also confused and stirred by love and allows 
the stream of water to flow slower and slower. The traveller drinks less and Iess 
water, but drinks in more and more ofthe girl's beauty. 

There can be no doubt that Häla's Sattasai marks one of the highest points of 
lyrical poetry. It is also an unusually rieb source of information on cultural history. 
The short poems in the anthology give a wealth of detail not only about village life 
in Hä.la's day and later, rice growing, domestic animals, the organization of the 
village, the relationships ofvarious members ofthe family to each other, etc. lt also 
contains many allusions to customs and habits, urban life, religion and different 
fonns of cult, personal ornaments and clothing. We can mention here the following 
interesting details: the sacrifice made to the crows by the prositabhartrkä76 to ensure 
the speedy retum ofthe loved one; the custom ofwashing o~e's feet before going to 
bed; the practice of beginning a letter with the auspicious word svasti (good luck, 
success); the various ways of carrying out punishrnent on lawbreakers such as 
hanging thieves from a tree in a burial ground, the impalement of those found guilty 
of serious crimes; how parades of drurnmers were arranged at executions, as is 
clearly shov.n in Südraka's drama Mrcchakatika. 

After Häla muktaka continues t~ flourish in more or less the same form. An 
increasing nurnber of short poems are now being written in Sanskrit, but the only 

"6 I.e., the beloved (or wife) whose lover (or husband) is away. 
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innovations worth recording are that it became possible :o write rnuktakas in an 
e\er-greater variety ofmetres and that numerous poets began to turn their attention 
t0 the theories of alarµkära. which gradually became firrr;Jy established and 
::ormati\e. EmbeHishment with poetic figures is now used to a far greater extent in 
short poems than in the earliest stanzas in the Sattasai. At the same time the 
endea\ our to make stanza and sentence coincide becomes more and more 
r:o:iceable; v,;here content permits. a muktaka tends to consist of one 
artistically constmcted sentence. --

As the survi,al of a short poem was entirely dependent on whether it was 
anthologized or not, the kosas are our main source of classical l:-ricai poetn apart 
from quotations in critical works and lyrical stanzas in drama. As we have already 
remarked. these antho!ogies either contain poems b::,, a great variety of poets like the 
Sattasai or eise consist of muktakas by one singie poet. often selected and arranged 

himself. This is not the place in which to discuss even the rnost famous 
collections of different poets, but we must nevertheless mention the two mos! 
important Prakrit anthologies after Häla. both of Jaina origin. They are the 
anonymous Chappal_l1fayagähä78 , the '"Songs ofthe Connoisseurs·· (or "Songs ofthe 
Connoisseur"?(9• containing mostly didactic poems. sententious generalizations 
and nineteen stanzas in Apabhra111sa. and the previously mentioned Vaijälagga by 
the Swtämbara Jaina Jayavallabha80 , compiled somewhere between about 750 and 
1340 A.D. It contains mainly erotic poetry in .!viähär~tn. but there are a number of 
stanzas which are also to be found in the SattasaI and the Chappm:ir:iayagähä. 

Sanskrit anthologies. which contain poems by different authors, are all later than 
the end of the tenth century A.D. Worth mentioning are Yidyäkara's Subhä­
;;,itaratnako~. the "Anthology of Poem-Jewels ... second half of the l l th century: 
Sndharadäsa's Saduktikan;ämrta (or Suktikan;ämfta). the ··;',;ectar of Beautiful 
Sayings for the Ear", 1205 A.D.; Jalhai:ia·s Subhä~itamuktävali (or "vali). the 
"'Pearly Chain of Beautiful Words", second half of the 13th century: the 
Särngadharapaddhati. "'Sämgadhara's Guide (to short poetry)". 1363. and final!y, 
!ike Särngadhara one of the most important anthologies. Vallabhadeva's Subhä~i­
täva!I (or 0 vali), the '"Chain of Beautiful Sayings", probably 16th centuryY Like 
the various versions of Häla's Sattasai. all these anthologies contain samp!es of the 
work of poets ,,.·ho have lived at different times. For instance the poets that Vid­
yäkara favours most are Bhartrhari (about 400 A.D.), Bä~a (about 600-650). Dhar­
makirti (about 700). Bhavabhüti (about 715). Acala(sirµhal (about 7~001. Yo-

-- In this connection see the exarnple from the Amanisataka. p. 70 abm-e. · 
-, Ed.: AS. C?ADHYE, Saptasatisära with Bhävadipikä of Vema Bhüpä:a a'.ong with the 

Chappai;iry.aya-Gähäo. Kolhapur 1970 (see p. 80 above. note 52. Cf. also C. C "'.lLLAT. ~otes de 
bibiiographie jaina et moyen-indienne. JA 260 (! 972). p. 430 ff 

-., Skt. $,qprajii.agii1hii.h. which has the same meaning as 1 'idagdhagiahii.h. 
so Ed.: :\LV. PATWARDHA~. Ahmedabad !969 (Prakrit Text Society S.-.::ries 14: with 

English transiation). 
31 For this and the other anthologies as weil as for biographical data see L. STER:':BACH, 

Subhä~ita. Gnomic and Didactic Literature, Wiesbaden l 974 (HIL ff. l ). 
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gesvara (about 800-900), Muräri (about 800-900), Abhinanda (about 850-900), 
Räjasekhara (last quarter of the 9th and first quarter of the 10th centuries), 
Vasukalpa (about 950), Vallatµ (between 900 and 1100), Manovinoda (900-1100), 
Virvamitra (900-1100) and Laksmidhara (about 1000-1050).82 

As the borderline between ~ms that were conceived as complete single-stanza 
works and stanzas that are part of a !arger whole has been eroded, and as single 
stani.as taken from drama and mahäkävya may also be regarded as short poems, a 
great rnany of the verses collected in anthologies are in fact excerpts from longer 
poems and strictly speaking therefore not real muktakas at all. lt is thus exceedingly 
difficult to write a histocy of short poems in the present state of research. Not only 
do we Jack sufficient information to be able to determine whether some works in the 
anthologies were composed as single-stanza poems83 ; many ofthe poems are either 
anon;mous or, where a narne is given, are attributed to a poet about whom we 
frequently know nothing whatsoever.84 Unfortunately we must therefore abstain 
from discussing authors who are known to us solely through a few verses preserved 
in anthologies. Only those poets will be dealt with in the following pages who have 
incontrovertibly v;ritten genuine muktakas or who have produced a separate lyrical 
reuvre in addition to poems anthologized in works containing verses by other 
authors. The number of poerns to be in an anthology is not Iaid down, but the lower 
limit appears to be eight and the upper, seven hundred, which is the maximum in 
Häla. Anthologies containing about one hundred stanzas were very popular. Very 
often the number of stanzas is reflected in the title of the anthology: an ~taka 
contains eight poems, a paiicäsikä about fifty, a sataka about one hundred and a 
saptasatI about seven hundred. Other names of anthologies make use of words such 
as ··wave" (kallola), "billow" (laharI), "river" (tarailgiI).i), "bouquet of flowers" 
(maiijari), ··garland" (mälä) or siroply "row" (ävali). 

Genuine single-stanza poems were written by Bhartrhari, whom we can 
cautiously date to about 400 A.D. His Satakatraya (or Satakatrayi), "Three Times 
One Hundred Stanzas", is divided into the Nitisataka, the Spigärasataka and the 
Vairagyasataka85 , in that order, which, as their titles indicate, deal with the themes 
of wise living, love and renunciation respectively. lt is difficult to determine 
whether it was the intention of the poet himself to arrange his reuvre under these 
three headings, but recent research has conclusively shown that by no means all the 
stanzas in the Satakatraya were composed by Bhartrhari. Some stanzas are simply 
not up to the high standard set by kävya and also differ sharp!y in imagery and style 
from those we believe to be by Bhartrhari himself. Others are demonstrably taken 

s: See D.H.H. 1:--;GALLS, An Anthology of Sanskrit Court Poetcy, Vidyädhara's "Subhä­
~itaratnak~", Cambridge. l\fass. 1965 (HOS 44), p. 32. 

83 ~he ~arly dramatist Bhäsa is thus represented in anthologies with poems that cannot be 
found m h1s plays. We do not know whether they are part oflost works or genuine muktakas. 
~ L. ~TER~BACH, Poesie sanskrite conservee dans !es anthologies et !es inscriptions, 2 

vols., Pans 1980 and 1982 (Publications de !'Institut de Civilisation Indienne Serie in-8° 
Fascicule 46 and 49) will be important to future research in this field. ' ' 
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from other sources such as Kälidasa's Abhijfiänasäkuntala, Visäkhadatta's Mudra-
the Tanträkhyäyika and anthologies. The copious manuscript material al­

,o,,vs us to differentiate between two main \·ersions, a northern a:nd a southem 
vvhich can in their turn each be subdivided into se\·eral groups of 

manuscripts. Although only two hundred stanzas are common to all the ,ersions of 
the Satakatraya. there are eight hundred and twenty-füe poems in all by Bhartrhar:i 
if we take all the groups of manuscripts into account. The poet was probably a 
natl,e of the north. 

any ofthe largely mythical Statements about Bhartrhari are ofmuch use to 
us. The narrati\e ofthe Chinese pilgrim I-tsing confuses him with the grammarian 
Bhartrhari, who. according to I-tsing. died in 65 l A.D. (This Bhartrhari may ha,e 
been the author ofthe Väkyapadiya and a commentary on Patafijali's \1ahäbhär;:a.) 
The historian Täranätha would like to see in Bhartrhari a king of Central !ndia, 
tho1.1gh he does not go into further detail. Some sources thin)< the poet was a prince 
whom the Yoga saint Gorak?3nätha had converted to asceticism, others think he 
was the brother of the legendary King Vikramäditya, whi!e others again identify 
him either with Bhagi, one ofthe most important writers of metrical mahäkävya, or 
·,vith BhaHi's son or half-brother, Bhagi being the Prakrit form of the Sanskrit 
Bhartr, The identification vvith Bhat!i, who was also a grammarian. would seem to 
indicate that the poet Bhartrhari and the grammarian Bhartrhari were one and the 
same. However, most of these assumptions are impossible from the chronological 
point of ~·iew alone, since hardiy any of the people mentioned in connection with 

ss D.D. KosA,rn1. Satakatrayädisubhäl)itasarpgraha: The Epigrams Attributed to Bhartr­
hari !ncluding the Three Centuries. For the first time collected and critically edited, etc„ 
Bombay 1948 (SJS 23 ): D.D. KosAMBI, Satakatrayam of Bhartrhari (The Southem Archetype 
ofthe Three Centuries ofEpigrams Ascribed to Bhartrhari). For the first time critically edited. 
etc .. Bombay 1946 (Bharatiya Vidya Series); D.D. KosAMB!, Bhartrhari's Satakatrayam. \\ii!h 
:he oldest commentary of Jain scholar Dhanasäraga11i. With principal \ariants. etc .. Bombay 
l 959 (SJS 29); D.D. KosAMBl, The Bhartrhari Satakatrayam with a !ikä of Rämafl,i. in .~nSS 
27; D.D. KoSAMBl. Subhä~itatrisati, Bombay 1957 (;",;'SP); V.L s. PA~SiKAR, Subhä~ita­
Trisati of Bhartrihari. With the commentary of Rämachandra Budhendra, Bombay 1925" 
/:\SP). 
A survey of the various versions and questions of authorship are to be found in D.D. 
KoSAMBl, Some Extant Versions ofBhartrhari's Satakas. JBRAS 2 l (1945 ). p. 17 ff. and D.D. 
KosAMBl, On the Authorship ofthe Satakatrayi, JORM 15 (1945/46), p. 64 ff. 
'-iew editions with translations: M.R. K1.LE, The Niti and Vairägya Satakas of Bhartrhari. 
Edited with a Com., etc .. Delhi-Patna-Varanasi 197!7; B. STOLER MlLLER, Bhartrihari: 
Poems. With the transliterated Sanskrit text ofthe Satakatrayam, etc .. New York 1967. 
Literature: J. FlLL!OZAT, Apropos de la religion de Bhartrhari, in: Siher Jub. Vol. ofthe Z.K. 
Kenkyusyo. Kyoto L'niversity, Kyoto 1954: H.R. RA:SGASWA~lY IYE"iGAR, Bhartrhari and 
Diimäga. JASBo 26 (1951), p. 147 ff.: P. THlE'.!E. Bhartrharis Allegorie vom Schicksa!swür­
felspiet in: Beiträge zur Indienforschung l= Festschrift E. Waldschmidt), Berlin 1977, p. 51 l 
ff. {Interpretation of one stanza). 
Further literature in L STER:SBACH, Subhä~ita. Gnomic and Didactic Literature, Wiesbaden 
l 974 (HIL IV. 1), p. 5 l, note 258. 
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Bhartrhari can have lived at the same time as he did so far as we can teil. 
Bhart~hari's awkward personality fits very weil with the vacillation I-tsing describes 
betw~n a worldly and a religious life: all seven attempts made by the poet to live as 
a monk in a Buddhist monastery were followed by a return to secular life. The same 
source maintains that the poet always had a horse waiting for him at the gate ofthe 
monastery. Unfortunately the credibility of the story is somewhat impaired by the 
fact that Bhartrhari was not a Buddhist: as his poems make abundantly clear, he 
was a practising Hindu with particular devotion to Siva, his philosophical 
inclinations being determined by the Saiva-Vedänta. lt is true that the description of 
age in Bhartrhari reveals certain Buddhist traits, but on the other band those stanzas 
that deal with the themes of renunciation and the poet's Ionging for peace are 
strongly influenced by Sivaism. 

Bhartrhari's personality appears much more clearly in his works than is the case 
v.ith the majority of classical Indian poets. Individual characteristics are probably 
most apparent in the Spigärasataka, which is worth particular attention since the 
original order of the stanzas is perhaps best preserved here. Stanzas describing the 
joys of love and feminine beauty are followed by others that portray almost the 
reverse and, transcending all sensuality, strike a note of renunciation of the world, 
transience, the futility of all Iove and the poet's growing longing for deliverance. 
lntentionally or not, they form a natural bridge between the Nitisataka and the 
Vairägyasataka, the dominant theme of which is precisely the rejection of the 
material world and the endeavour to lead an unengaged, passionless way of life 
(vairägya). Here, too, we find some stanzas which are deeply moving because of 
their power of expression and immediacy. They give us a picture of an artist whose 
nature is earnest, even tragic. lt is characteristic of Bhartrhari's lyrical poetry, 
particularly the love poems, that they do not generally contain the usual lyrical 
scenes or make use of the standard conventions (the näyikä, dütI, etc.); neither do 
they describe merely charming details and situations in the customary manner. The 
poet's pronounced intellectual leanings are unmistakable; he is less interested in 
once again describing the forms of love-games and the various constellations of 
personae who take part in them than in expressing observations - often somewhat 
bitter - on love per se, on women, sensuality, etc. Although he often uses the special 
techniques of kävya when making these reflections, they always reveal a markedly 
personal touch. All three satakas are undoubtedly built on qualities to be found in 
Bhartrhari himself: they are most noticeable in the Spigära- and Vairägyasataka, in 
which personal features are clearest, and least noticeable in the Nitisataka, which, 
on account of its subject, must have attracted to itself a number of extraneous 
non-literary gnomic-didactic verses. 

Two poems from the Nitisataka, one genuine, one spurious, have already been 
~iscussed (p. 8f.). Let us look at the following examples from the remaining two 
Satakas: 

käminikäyakäntäre kucaparvatadurgame / 
mä saf!!cara manal).päntha taträste smarataskara~ // (Spigäras. 54) 
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„ If the forest of her hair 
Calls you to explore the land. 
And her breasts. those mountains fair. 
Tempt that mountaineer, your hand­
Stop: before it is too late: 
Love. that brigand. lies in wait. "86 

nämrtam na „isam kimcid ekäm muktvä nitambinirn 
saivämrtalatä ~ktä vi;aktä vi~~·aJiari .. · <Srngäras. 441 

··:s-o single plant in this world's garden-piot 
Bears such sweet fruit, such bitter fruit as she: 
Ambrosia! are the apples on her tree 
When she's in love, and poison when she's not."87 

k~i:ia111 bälo bhütvä ~z:iam api yuvä kämarasikal) 
k~z:ia111 vittair hinaJ:! k~i:iam api ca sa111pürz:iavibhavaJ:! ·· 

jaräjirz:iair angair na~ iva valimaz:i4itatanur 
naraJ:! sa111säränte visati yamadhäniyavanikäm, i (Vairägyas. 50) 

"For one short act, a child; next act, a boy 
In love; then poor; a short act to enjoy 
Status and wealth: till in the last act, Man. 
Painted with wrinkles, body bent \Vith age, 
Ending the comedy which birth began, 
Withdraws behind the curtain oflife's stage."88 

mätar medini täta märuta sakhe tejaJ:! subandho jala 
bhrätar vyoma nibaddha e~ bhavatäm antyal) prai:iämäiijaliJ:! / 

yu~matsangavasopajätasukftasphärasphurannirmala-
ji'iänäpästasamastamohamahimä liye parabrahmaz:ii 1 .. (Vairägyas. 100) 

"Earth. my own mother; father Air; and Fire, 
My friend; and Water, well-beloved cousin; 
And Ether, brother mine: to all of you 
This is my last farewell. I give you thanks 
For all the benefits you have conferred 
During my sojoum with you. Now rny soul 
Has won clear. certain knowledge, and retums 
To the great Absolute from whence it came."89 

91 

The series of one hundred poems of Amaru (or Amarü, Amaruka, Amarüka) 
which, like a number of other works90 , has no real title of its own but is simply 

' 6 Free translation by J. ßROt.;GH, Poems from the Sanskrit. Harrnondsworth 1968 
!Penguin Classics L 198), No. 14. 

8'.' Ibid.. No. 8. 
88 Ibid., No. 257. 
s9 lbid., No. 235. 
90 For example the Bhaffikäi}'a. 
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known as the Amarusataka91 , consists exclusively of erotic lyrical poetry. Tecbni­
que and stylistic peculiarities suggest that Amaru, one of the most celebrated poets 
after Kälidäsa, frved later than Bhartrhari. As he is quoted by Änandavardhana 
(about the middle of the 9th century) and Vämana (about 800) 750 A.D. is about 
the latest we can piace hirn. He probably lived about the middle ofthe 7th century. 
Se,·era! anthologies contain stanzas from his Sataka, though the ascriptions are 
sometimes doubtful, only some of the poems quoted being given under his name, 
the remainder being ascribed to other authors.92 

Like Bhartrhari's satakas, the Amarusataka is an anthology containing poems 
!hat are unmistakab!y the work of one sing!e person. Some years ago, S.K.De93 

made an attempt to produce a definitive text, well aware ofthe fact that it is scarcely 
possible today to differentiate with certainty between genuine and spurious stanzas. 
There are four rnain versions of the anthology: a Bengali, a southem Indian, a 
western Indian and a mixed version. They are ofvarying length, containing between 
96 and 115 stanzas, on!y about half of which are common to all versions.94 The 
poems in these versions are in different metres, although there is a clear preference 
for the Särdülavikngita metre. However, it is within the bounds of possibility that 
all the stanzas in the lost original version were written in the same metre, like 
Bäi;:a's Cai;:,i;lisataka and Mayüra's Süryasataka, in this case, Särdo.Iavikri-

This assumption95 , however, does not seem fully justified as the number of 
stanzas written in this metre is not anywhere near one hundred; in three of the 
versions the number is between 54 and 61, in the fourth only 33. The fact that 
Arjunavarman, the first commentator on the Amarusataka (the beginning of the 
Bth century), gives explanations of a total of not less than 102 stanzas also tends to 
refute the assumption, even though he was writing several hundred years later. 

r,; Ed.: in J. HAEBERLl~. KS; in: G. VmYÄRATNA, Satakävali, Calcutta 1850; PT. DuGÄ­
PRASÄD and K.P. PARAB, Bombay 1889 (KM 18). revised by V.L.S. PA~S!KAR, Bombay 1929 
(KM !8): R. S1Mo~. Kiel 1893; S.K. DE. in: Our Heritage (Calc. Sanskrit College Journ.) 2 
( l 954;, 9-i5, 265-3 l 5 (with the commentary_py Rudramadeva-Kumära); S.K. DE, ISPP 
3 /l96l pp. 87-!02 (in part); N. RÄMA AcÄRYA, Bombay 19543 (NSP; with the 
commentary by Arjunavarmadeva); C.R. DEVADHAR, ABORI 39 (1959), pp. 227-265 and 40 
0 960!. pp. 16-55 (with the commentary by Kokasambhava). - Literature: R. SIMO'.\. 
~achträge zu "'Amarusataka", ZDMG 49 (1895), p. 577 ff.; L. v. SCHROEDER, Reden und 
Aufsätze, Leipzig 19!3, p. 158 ff.; S.N. TADPATRfKAR, A Note on Amarusataka, ABORI 33 
i !9521, p. 25 l ff.: V.A. RAMASVAMi SASTRl, Jagannätha Pal)<;iita, JAC 5, l (1935), p. 89 ff. and 
5 .2 1 i 9 36 l, p. 23 3 ff. ( on two different interpretations of two verses from the Amarusataka by 
Jagannätha and Appayya Di~ita, pp. 90-94); 0. FR1s, The Recensions ofthe Amarusataka, 
AO l9 ll95l l. p. l25 ff. -Translations: R. RCcKERT, Die hundert Strophen des Amara, etc., 
Hannover 1925; C.R. DEVADHAR, Poona 1959. See also L. SIEGEL, Fires ofLove/Waters of 
Peace: Passion and Renunciation in Indian Culture, Honolulu 1983. 

'~ See F.\\'. THOMAS. Kavindravacanasamuccaya, a Sanskrit anthology of verses, edited, 
etc., Cakutta i 912, p. 11 f. 

,, S.K. DE. lSPP 3 ( 196 l .· 621, p. 87 ff. 
94 ln ISPP 3 S.K. DE prints 72 poems, ofwhich 25 are stated tobe "doubtful". 
'~ Cf. TH. At:FRECHT, ZDMG 27, p. 7 f. 
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Amaru's fame is reflected in the multitude of commentaries that have sprung up 
round the Amarusataka. The southem Indian version has been commented on by 
Vemabhüpäla, Rärnänandanätha and others, the Bengali version by Ravicandra, 
the western Indian by Arjunavarman (or Arjunavarmadeva) and Kokasambhava, 
and the mixed version Rämarudra and Rudramadeva. It was clearly Vemabhü­
pala ,1.:ho took the greatest pains to put the various kinds of beloved (näyikä) into 
different categories.96 \Vhile there are highly imaginative legends about Amaru, as 
there are about Bhartrhari, we have in fact no reliable information about his life and 
work in spite of the fact that he is one of the most important writers of love poetry 
ir: Sanskrit käYya. There is, for instance, the wide-spread story that he had 
relationships with one hundred women and transmuted the resulting experience 
into art in his one hundred poems. More interesting is another generally accepted 
legend according to which Amaru was raised to royal rank: thanks to his powers of 
yoga. the great master of Advaita-Vedänta, Sankaräcärya, once entered his body 
and, by Yirtue of this trick, was able to answer certain questions on the science of 
lO\:e asked him by the wife of the Mimä~sä-teacher Mandanamisra.97 The belief 
that it was Sankara in King Amaru's body who wrote the one hundred love poems is 
expressed in a number of manuscript colophons, all giving Sankara, not Amaru, as 
the author of the Sataka.98 The commentator Ravicandra gave enough credence to 
the legend in his Kämadä to attempt a hold second interpretation of Amaru's erotic 
stanzas in phi!osophical and theological terms. In later periods we shall frequently 
meet similar endeavours to interpret erotic lyrical poetry in Sanskrit in a second, 
religous. mystical or philosophic sense. 

As far as structure, imagery and thernes are concerned, Amaru's stanzas are very 
close to the examples of rnuktaka poetry found in the Sattasai:. Although much 
more intimate in character, Amaru's poetry is far rnore conventional than 
Bhartrhari's. He renews the traditional situations and personae in a masterly way. 
describing both happy and unhappy love (sambhoga- and vipralambhasf!1gära). We 
find the newly-married woman (nav09hä), reticent and shy, her eyes dovvncast 
because she does not know how to behave to her husband and female friends: the 
girl who has turned away from her lover after a violent quarre! (kalahäntaritäl 
although he now speaks gently to her; the sulky girl (mänini); the girl who is 
bitterly disappointed (vipralabdhä) because her lover has not turned up at their 
rendez-vous; the wronged woman (khai;igitä) who sees her lover approaching but 
notices that his body and face bear marks of love that has been satisfied by another 
beauty, a rival: the girl yearningly awaiting her lover (virahotka1_1thitä); and, finally, 
to choose one of the numerous categories of beloveds not yet mentioned. the 
woman experienced in love (pragalbhä) who, unlike the newly-married wornan. 
conceals her feelings from her lover, gives hirn hints, uses sugared words to him. 
signals with her eyebrows, shoots look.s at hirn from the corner of her eye or 

% See S. LIE:\/HA.RD, Typen der näyikä, p. 386 ff. 
97 Cf. H. v. GLASENAPP, Die Philosophie der Inder. Stuttgart 1949, p. 113 f. 
9• See S.N. TADPATRIKAR, op. eil., p. 253. 
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threatens him \\ith her delicate, twig-like finger. Seen from his point of view, it is 
quite understandable that several commentators, Vemabhüpäla among them, have 
sought to establish an exact identification for each of the women (and sometimes 
men too) Amaru describes. At the same time it cannot be denied that Amaru's 
Jyrical verses, for all their faithfulness to tradition and poetic usage, are real living 
poems and, for this reason, cannot simply be regarded as docile material for such 
over-subtle interpretations. The language in which they are written is comparatively 
uncomplicated, balanced, and free from the pompous use of long compounds and 
difficult words, while the scenes portrayed reveal great powers of observation and 
sensitivity. Amaru's Sataka is really a continuation in Sanskrit of the Prakrit 
tradition of love poetry begun in Häla's Sattasai; with the exception of a few 
interpolated poems by other authors, it is the first anthology of short erotic poems 
in Sanskrit. 

In view of the roots this poetry has in a long tradition and the practice of erotic 
muktaka poetry, it is quite natural that a number of critics and commentators 
should have found, no doubt quite correctly, that there are excellent examples of 
the implied in Amaru's stanzas: the second meaning that it is the task ofthe reader 
to discover, as it then supplants the first as the real interpretation of the poem. 
Significantly enough, Vemabhopäla, an expert on dhvani, wrote a commentary on 
the Sattasai as weil as on the Amarusataka. Some of Amaru's poems are in dialogue 
form.99 In addition to the poems already given on pages 70 and 72 we will quote the 
following three stanzas, the first of which is about a newly-married woman and a 
scene ofhappy Jove (sambhogas!1J.gära), the second about a beautiful girl on her way 
to her Jover (abhisärikä), and the third about a solitary traveller (panthin), unhappy 
lo\·e (vipraiambhas!"ßgära) and separation (viraha) from the beloved: 

darppatyor nisi jalpator grhasukenäkan:iitaiµ yad vacas 
tat prätar gurusamnidhau nigadatah srutvaiva täram vadhüh / 

kan:iälambitapad~gasakalai:p. vinyasya caficväJ:i p~ro · 
vri9ärtä prakaroti dä~maphalavyäjena vägbandhanam // (Amarus. 16) 

„When the pet parrot in the moming starts 
To chatter rather much of what he heard 
Of last night's talk between the young sweethearts, 
The young wife does her best to check the bird, 
Embarrassed that the older folk should hear, 
And quickly stops his beak, trying to feed 
The creature v.ith a ruby from her ear, 
Pretending it's a pomegranate seed."100 

urasi nihitas täro hära~ kftä jaghane ghane 
kalakalavati känci pädau rananmaninüpurau / 

priyam abhisarasy evam mugdhe tva~ ähatadindimä 
yadi kim adhikaträ~tkampaiµ disal_i samudi~se // (Amarus. 31) 

99 Cf.p. 72. 
100 Free translation by J. BROCGH, op. cit„ No. 144. 
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'"You're offto meet your lover in some haste, 
With tinkling necklaces and bangles, 

A merry girdle clinking at your waist. 
While at each step an anklet jangles. 

,You glance around in constant trepidation, 
Fearful of coming under observation.)'' 101 

dl:irarp väridharasya väri kirata!:i srutvä nisithe dhvaniJ:!1 
dirghocchväsam udasrm:iä virahi1;iJ'!1 bälärp ciraf!1 dhyäyatä 

adhvanyena vimuktakal)tham akhilä111 rätri111 tathä kranditar,i 
grämi~airy punar adhvagasya vasatir gräme ni~iddhä yathä · (Amarus. l 31 

'"At night the rain came, and the thunder deep 
Rolled in the distance; and he could not sleep, 
But tossed and tumed, with !eng and frequent sighs, 
And as he listened, tears came to his eyes; 
And thinking ofhis young wife left alone, 
He sobbed and wept aloud until the dawn. 
And from that time on 
The yi!lagers made it a strict rule that no traveller 

shou!d be allowed to take a room for the night 
in the village." 102 

95 

An anthology of erotic muktakas that is unique of its kind is the Caurasuratapafi­
cäsikä (or Caurapaficäsikä, Caunsuratapaficäsikä, Corapaficäsat) 103, the "'Fifty 
Stanzas of Secret Love Enjoyment", probably composed by Bilhai;ia, a poet from 
Kashmir. The theme running through all fifty love poems is beauty and the 
behaviour of the beloved in love-games and other amorous situations. The poet has 
put the poems together in an unconstrained manner as well as given them particular 
chann and apparently linked them together by the device of repeating in each 
stanza the same nuclear phrase: adyäpi smarämi (or pasyämi, anucintayämi) täm 
... "Even now I remember her ... " (or "see her" or "'think ofher"). The length of 
the sentence and the length of the stanza coincide in all fifty poems. The metre is 
the popular Vasantatilakä throughout, consisting of four lines each of fourteen 
syllables: 

u -uu -uu u-u u-u --

:01 J. BROL"GH'\ op. cit., No. 37. 
10~ J. BROCGH'\ op. cit .. No. 92. 
:o3 Ed.: in J. HAEBERLP.s, KS: P. von BoHLES, Berlin 1833 (Central-Indian recension}: J. 

AR!EL, JA 11 (1848), pp. 469-534 (with French translation); \V. SoLF. Halle 1886 (Kashmir 
recension, with Gerrnan translation); S.N. TADPATR!KAR, Poona l 946. 19662 (!\onhem 
:ecension. with English translation); B. ST0LER ~11LLER, New York 1971 (;,/orthem and 
Westem-Southem recension, with English translation). -Translations:' J. ARJEL. Paris 1848: 
W. So:.F, Halle 1886: E. ARS0LD, The Chaurapanchäsika ... trans!ated and illustrated. 
London 1896: E. Po\\ YS MA THERS, Black .\1arigolds, being a rendering imo English of the 
„Panchasika of Chauras", Oxford 1919; S.:S. TADPATRJKAR, Poona 1966=; B. STOLER 
~i!LLER, New York 1971 (with sixteenth-century illustrations of the text). 
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adyäpi tärr, nidhmanaklamaniJ:isahängim 
äpäi:i,;Jugai:;-;iapatitälakakuntalälim 1 

pracchannapäpak!'t3-mantharam ävahantirp 
kar)!hävasaktamrdubähulatä!J1 smarämi 1 

"'E\en now J remember her. her Jimbs being unable to bear the fatigue of our love 
enjo}ment. her profüse hair falling on her pale cheeks, herselftrembling on account ofthe 
secret sin and her tender arms dinging unto my neck." 

adyäpi kopavimukhik!'t3-gantukämä 
noktarr ,acaJ:i pratidadäti yadaiva vaktram i 

cumbämi roditi bhrsarri patito 'smi päde 
däsas ta;a priyatame bhaja mäip smarämi 

""faen nm,; l rernernber her, when she. tuming her face aside in anger and wishing to go 
away, did not respond to my vrnrds, nor offer her face for a kiss; when I kissed her, but she 
wept bitter!y: when l feil at her feet and l said: "Dearest, I am your slave! Do love me 
(again)'.'" 

There are three extant versions of the Caurasuratapafi.cäsikä, one Central Indian, 
one Southem Indian and one Kashmiri. While there are only seven stanzas 
common to all three versions, the Kashmiri and the Southern versions, in which the 
original anthology is best preserved, have 34 verses in common. In the Southem 
,,ersion, the Caurasuratapai'icäsikä is ernbedded in a longer poem entitled Bilha1;a­
kävya or Bilh~acarita, the mythical story ofwhich was elaborated in later Sanskrit 
and Bengali versions. According to this legend the stanzas, written in the first person 
singular and celebrating secret pleasures of love enjoyed in the past, were recited by 
the poet on the execution ground, whither he had been taken, condemned for an 
illicit relationship with a princess. The sentence was not carried out, however, as 
the king, moved by the poem he bad just heard, not only pardoned the poet but 
even gave him the hand of the princess in marriage. The names given to the king, 
his daughter and the poet differ greatly from version to version. In one manuscript 
from Gujarat the girl appears in the form of a Caura 104 princess, whereas in the 
Bengali variant she is calied Vidyä, identified with the great goddess KälI, and the 
poet Sundara or Cora(kavi). The title Caurasuratapafi.cäsikä might therefore be 
taken to mean "Fifty Stanzas from the Love Enjoyment of a Thief' or "Fifty 
Stanzas ofLo...-e Enjoyment (written) by Caura." A poet named Cora (= Caura), i.e., 
'"Thief', is mentioned in Jayadeva's play Prasannaräghava (about the 13th century). 

Jt is not yet possible to wring enough concrete information out of all this mythical 
material to be able to state definitely who wrote the Paiicäsikä. There is one 
important conclusion that we can draw from the fact that so rich a flora of legends 
has grovm up round the Caurasuratapaficäsikä and the Amarusataka: thev have 
undeniably been two of the best-loved works of classical Sanskrit lyrical ~oetry. 
However. the existence of a Kashmiri and a Southem Indian version in which more 
than two thirds ofthe texts correspond tends to confirm that Bilha1;a was in fact the 

lG4 More correct would be Cau<;ia, from Skt. Capotka~a. 
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author of those parts of the anthology that are authentic. A short autobiography 
with wh:ch Bilha1;a prefaced his work Vikramänkadevacarita teils us that he was 
born in the 1 l th century and came from a learned Brahman fami!y living in 
KJ1onamukha in Kashmir. After grammatical and literary studies in his home tow11 
he led a somewhat nomadic existence; his search for fame and an established 

took him to Mathurä, Känyakubja (Kanauj), Prayäga (Allahabad). Värä­
:i:iasi (Benares) and other important p!aces. for sorne time he was court poet to 
Kar:i:iadern Trailokyamalla (1064-1094). who was then King of Anhih'ad. finally 
be arrived in the distant south where he came under the patronage of the Cälukya 
ruler Vikramäditya VI Tribhuvanamalla (!076-1127 A.D.) who, too. gave him the 
post of court poet and the title vidyäpati. Biihai;ia's literary works were thus most 
probably wr:itten in the second half of the 11 th century. 

Govardhana (or Govardhanäcärya) is closely related to the tradition of erotic 
muktaka poetry. particularly to Häla. He flourished as court poet to King 
Lak~mai;iasena ( 1179-1205 A.D.), a ruler of the Sena dynasty from Bengal, and is 
mentioned together with some ofhis colleaguesrn5 by Jayadeva. also P.Qet laureate at 
Laksmanasena·s court and author of the famous Gitagovinda: Govardhana's 
attitude to Häla's Sattasai is made quite clear by the title he chose for his mm 
collection of short poems: he called it Äryäsaptasati, "'Fifty (poems) in the Äryä 
1metre)'". :o6 In the 51 st stanza Govardhana characterizes his poems as .~ryä stanzas 
which "walk on soft feet (or: use soft-sounding words and various styles): touch the 
hearts of good people (or: can only be understood by connoisseurs): express the 
beautiful voice (of love) (or: are füll of devotedness); the Cpani?3ds as an 
explanation of love, the primordial substance; 107 and are pellucid (or: have the 
stylistic merit of clarity, prasäda)." The follmving stanza, ~o. 52, contains a 
reference to Häla and the tradition of short poems in Middle Indian languages: the 
poet plumes himself on the fact that he is the first to use lyrical language in Sanskrit 
to create sentiment, which up to then had only been done in Prakrit. \Ve need not 
pay too much attention to this claim as we have already seen that muktakas had 
been written in Sanskrit before Govardhana's time, but he is right insofar as we 
must recognize the Äryäsaptasati as being the finest counterpart in Sanskrit to Hä­
!a 's SattasaL There is no other Sanskrit kävya that satisfies all the particular 
requirements of short poetry so completely, not only rnetrically and thematically, 
but also from the point of view of configuration and lyrical scenes. Govardhana's 
great contemporary. Jayadeva, says in his praise that no one can measure up to him 
in poetic composition, in which the degree ofsentiment present is all-important. 

:o5 G'izag. I, 4. 
lü6 Ed.: in PT. J. VIDYASAGARA-, Kavyasangraha. Calcutta l 888; PT. Dt:RGÄPRASÄD and 

K.P. PARAB. Bombay 1886, 18952 (NSP= IQv1 !); PT. RAMAK.ÄSTA TRlPÄTHi, Varanasi 
l 965 (YBhSG 127). - Literature: R. PISCHEL, Die Hofdichter des La~ma~asena. Göttingen 
l 893; P. K. DASGCPTA, Jayadava and some of bis conternporaries, Calcutta l 982. 

W7 The poet means that whereas the l:pani~ads declare that the brahman is the supreme 
principle, his poetry presents love as the origin ofthe Cosmos. 
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The Ärväsaptasati is arranged in vrajyäs. The stanzas of the introductory chapter 
(granthä~mbhavrajyä) first invoke Siva, Vi~:gu, Ca:gq.i, Pä.rvatI, La~mi, Ga:gesa 
and other godsi08, then praise the poets Välmiki, Kälidäsa, Bhavabhuti and Bäl)a 
and finally give a short account of the author himself. The remaining thirty-three 
vrajyäs constitute Govardhanäcärya's work proper. They vary in length and are 
arranged alphabetically. 109 A brief epilogue concludes the anthology, which consists 
of 702 stanzas in all. 110 We may safely assume that they were arranged in their 
present order by the poet himself. 

Although we do find stanzas about the philosophy of life (niti) in Govardhana's 
,vork, the greater part of the Äryäsaptasati consists of Iove poetry. lt is not always 
easy reading for, as we saw in the example above, he loves paronomasia and makes 
frequent use of dhvani in accordance with the tradition of erotic muktaka poetry. 
Govardhana uses a far more advanced poetic technique than the oldest of the poets 
in Häla. from whom he is separated by almost a thousand years. The large number 
of näyikä types, the care with which they are portrayed, the wealth of different 
scenes which are either directly described or revealed to the reader in dialogue form, 
the profusion of studied details, all show the degree of refinement attained by 
Sanskrit poetry, which was fully developed long before the 11th century. The poet is 
master of the most subtle nuances; he makes use of all the different styles that are 
now generally accepted in kävya in order to give the appropriate onomatopoetic 
effect to an object, a feeling etc. by choosing suitable alliterative devices; he does 
not hesitate to use long compounds in one or both halves of a stanza. Let us Iook at 
two examples: 

jyotsnägarbhitasaikatamadhyagata!) sphurati yämuna!) pilral_l / 
dugdhanidhau nägädhipatalpatale supta iva k!11c1a!) / / 

"The waters ofthe (river) Yamunä sparkle in the middle ofthe sandbank illuminated by 
the moon: like the s!eeping ~l)a on his resting place, the snake-god (S~) in the sea of 
milk." 

According to Ananta P~<;lita's commentary, these words are addressed to a 
woman, telling her the place her lover has chosen for their assignation that night. 
The poet compares the Yamunä, whose waters are blue, to the dark god ~:ga, the 
shimmering light of the moon to the ocean of milk and the long white sandbank to 
the snake-god ~. 111 

ullasitabhrildhanu~ tava pp:hunä locanena rucirängi / 
acalä api na mahäntal_l ke caiicalabhävam änitäl). // 

108 The final stanza and other clues indicate that Govardhana was a Visnuite. 
i09 The vrajyäs bear the names akäraw·ajyä, äkära}Tajyä, ikäravrajyti," etc. The following 

letters ofthe Devanägarl alphabet form chapters: a, ä, i, i, u, ii, r, e, k, kh, g, gh, c, eh, j, jh, 
9-h, t, d., dh, n, p, b, bh, m, y, r, 1, v, s, s, s, h and ks. The order ofthe poems within each 
vrajyä is arbitrary. · · 

l JO In the K..\.f edition and the VBhSG . 
. l ll After e3:h period in the history ofthe world Vi~l)U-~l)a rests on the snake swimming 
m the ocean, ~. whose body is a bed and whose head is a canopy. 
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"Oh beautiful-limbed one! what great (and other.vise) inflexible men have your large eyes 
,;:th the shining (or: quivering) arches of your eyebrows caused to tremb!e."' 

The commentator says this is spoken by a woman friend (sakhi) in praise of the 
beloved (näyikä). The stanza is füll ofambiguities. Prthu, "great, wide", can also be 
taken as a reference to the mythical King Pfthu, the compound ullasitabhrüdhanus 
to the king's "bow, quivering like an eyebrow" and acalä ... mahärita~ can also 
mean "'great mountains". Ifwe omit the words tava ... locanena rucirängi we get a 
5,;econd meaning: "What great mountains has Pfthu caused to tre.mble with his bow, 
quiwring like an eyebrow!" 

The masters of muktaka we have discussed abO\e stand out by reason of their 
excellence from the other writers of this much loved genre of poetry. As we have 
already seen, a !arge part, probably the largest part ofmuktaka literature is lost to us 
for ever since it could not easiiy be handed down to posterity. A reiatively smaH 
number of outstanding examples by various authors have survived in anthologies, 
though often mixed up with stanzas of little poetic value. i 11 In the following 
paragraphs we shall mention a selection of less important works, some composed 
before Bilhai:ia and Govardhana, but will exclude those anthologies which do not 
meet the requirements ofkävya proper because they are predominantly didactic and 
(or) gnomic. pure entertainment or philosophical in character. lt will be obvious 
that lyrical works by lesser poets, if they consist of single stanzas, will be presented 
to us in cydical form, i.e., as satakas, paficäsikäs, ~takas. The fäct that anthologies 
frequently have the same or similar tit!es, for instance Srngärasataka, Vairä­
gyasataka. Säntisataka (which were not necessarily bestowed on them by their 
authors), need not, however, be taken to mean that they are intended to be 
imitations of some definite poet such as Bhartrhari, Amaru or others. The title and 
contents are more likely to reflect the tendency of muktaka poetry seldom to deal 
with other fields than love, a practical knowledge of life and, if we turn to short 
religious poetry, calm renunciation. 113 

The Sfilgäratilaka114, "Brow Decoration of Love", falsely ascribed to K.älidäsa, is 
by some author whom it is impossible to date with any certainty. lt is a short cyde 
of love poems, 21 in some editions and 31 in others, addressed either to one or to 

; ::: This mixture of literary and sub-literary material is the result of the aims set by 
~ompilers. who wished to include in their anthologies not only kävya in the narrow sense of 
the wcrd but also samples of other well-formulated metrical sayings (subhä;;ita). Their works 
therefore contain a !arge nurnber of stanzas on politics and other wcrld!y affairs (nfli). 
quotations frorn books offab!es, narrative works or sästras, for example the kämasästra. 

' 13 The three main groups ofthemes, srngiira, nili and rairägya, correspond more or less to 
the three aims of human life (purusiirtha) that were valid in the cemuries just before and after 
!he beginning of the Christian era: käma, "love", artha, ··the acquisition of \•;orld!y 
property", and dharma, '"life conducted on religious or moral principles". 

ll 4 Ed.: J. GlLDE!'>IEISTER, (with the Jfer;hadüta) Bonn 1841; in J. HAEBERU!'-:. KS; V.L.S. 
PA~SiKAR, (with the Rtusamhära) Bomb;y 1917. 19226 (NSP, 31 stanzas): :'.',;.R. ,3;.cÄRYA 

'Kii.vyatin:ha', Bomba)' l 9528 (::---JSP, 31 stanzas). - Translation: H. FACCHE. Oeuvres com­
pletes de Ka!idasa, Yol. I. Paris 1859. -Cf. also Book Notices, :So. 4765. Sanskrit Collection, 
Srngäratilaka by Ramakrishna Kavi, A VOI 5.1 (l 944 ). pp. 39 and 66. 
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sewral näyikäs. Also attributed to Kälidäsa is the anonymous Spigär~rasä;,µtka 115, 

the ·'Eililit Stanzas ofErotic Sentiment" which, as the seventh stanza 1s tobe found 
in Kälidäsa's Kumärasambhava, may be a very small anthology of poems by 
different authors rather than the work of a single poet. 

In the 5th centurv A.D. at the earliest, probably later, the Buddhist poet 
Vairocana wrote. in ·Prakrit, the Rasiapaäsai;ia116 which, like Bhartrhari's work, 
consists of several satakas. Bhallata, a court poet in the service of the Kashmiri king, 
Sankaravarman (884-902), wrote a sataka kno\vn simply as the Bhallatasataka.117 

The poems are in servera! different metres and deal with the themes of worldly 
wisdom and experience of life. The fact that quotations from his sataka are to be 
found :n works by Abhinavagupta, Mamma!a and the poet-critic ~emendra, all 
Kashmiris, and that other poems by him are in anthologies shows that he enjoyed a 
certain measure of fame. His verses are of the type known as anyäpadesa, which 
were very popu!ar in later times. Classical poets understand by this term stanzas 
that delight in expressing thoughts about the world, Iife and people, giving them 
co,ert praise or criticism, not directly, but by eulogizing or censuring other 
creatures instead (animals, birds, etc.). 

Silhai;ia (or Sihla1_1a, Silhai;ia, Sihlai;ia or even Bilhai:ia, who is not identical \Vith 
the author of the Caurasuratapaficä.sikä) probably also came from Kashmir, which 
was one ofthe foca! points ofSanskrit poetry and criticism about the end ofthe first 
millennium. His Säntisataka 118, v.Titten in a variety of metres, deals with the themes 
of peace of mind (sänti), calmness and renunciation. It is unfortunately impossible 
to arrive at more than an approximate dating for him. He cannot have lived ear!ier 
than the 5th century A.D., for 28 stanzas ofhis are demonstrably borrowings from 
Bhartrhari's Vairagyasataka. Another stanza has been taken from King Har;,a's 
drama Nägänanda. It is equally certain that he did not live later than the beginning 
of the 12th century, for his Säntisataka is included in Sridharadäsa's anthology 
Saduktikafl_lämfta (1205). Silhai;ia's renunciation poetry seems to have been quite 
popular. Other anthologies and a number of critics quote poems by him. 

Sambhu, court poet to King Har;,adeva of Kashmir ( 1089-1101 ), wrote a sataka 
called the Anyoktimuktälatä 119, the "Pearl Necklace of Allegories (anyokti)" 120 

and, in the somewhat unusual number of 75 stanzas, the Räjendrakarnapü­
. the "Earring of the Best of Kings", a eulogy of King Har~adeva. Strictly 

speaking. the latter work must be regarded as a multiple-stanza poem122 as by their 

dl Ed.: in J. HAEBERU:s;, KS. 
'. '~ Ed.: ~.P.V. R.At...GA:,,;ATHASVAMI ARYAVARAGURU, JASB 6 (1910), p. 167 ff. 

_ ' 1 Ed.: m K.i\14, Bombay 1887. Cf. also V. RAGHAVAN, The Bhallatasataka Annals ofthe 
Sri Venkatesvara Oriental Institute 1, p. 3 7 f. . ' 

i Ed.: in M.R.K KRlsHE:-.- BAHADUR. The Neeti Sunkhulun or collection of the Sanskrit 
siokas of enlig!lt~ned moonies, etc., _with a translation in English, Serampore 1831; in J. 
H.~EBERLlls, KS; m G. VIDYÄRATNA, Satakävali, Calcutta 1850; K SCHÖNFELD, Leipzig 1910 
(wit~ German t_rar:slation). - Translations: M.R.K KRISHEN BAHADUR, Serampore 183 I; K 
SCHÖ"iFELD, Leipzig 19!0 (German). 

119 In: KM 2, Bombay 1886. 
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verv nature panegyrics tend tobe lengthy and no single-stanza songs ofpraise exist. 
Gokula, better-known by his pen-name Utprek~vallabha123, wrote in the 14th 
century. The poems he composed at the request of a certain King Madanadeva and 
collected in the Sundarisataka124 are erotic and describe feminine beauty, as the title 
indicates. The princely Dhanada (or Dhanadaräja, Dhanadadeva) is probablv the 
author of a sataka trilogy (Satakatraya) consisting of a Niti-, a Sfl'lgära- and a· Vai­
rägyasataka125 completed in 1434. In Ayodhyä, less than a hundred years later (in 
!524), Rämacandra wrote the Rasikarafijana126, the "Arousing ofthe Connoisseur's 
Jov" a sataka in a variety of metres in which the poet makes so much use of 
pa~o~omasia (sle~a) that educated readers can interpret it either as a sfl'lgärasataka · 
or a vairägyasataka, i.e., they can read it at will as an erotic or an ascetic work. An 
earlier work into which a similar double meaning can be read is the famous Jaina 
poet Somaprabha's Srflgäravairägyatarangir:i1 127, written in 1276. lt is the poet's 
intention that the erotic impression given by a first reading of these 46 skilfully 
constructed stanzas shall only be temporary and that the lasting value will be found 
in the deeper, second meaning, which is concerned with renunciation ofthe world. 
Appayya Dik~ita,"the famous teacher ofVedänta, composed a Vairägyasataka128 in 
Äryä stanzas (about 1600). The poet Mädhava, who lived between 1525 and about 
!600 A.D., wrote a SaptasatI 129 consisting of religious and (or) erotic stanzas 
describing the love of Kr~r:ia and Rädhä. Also erotic in character is the sataka called 
Smgärakallola 130 by Räyabhaga, who became famous as a mahllkavi and a Par:ic;Iit. 
His poems, composed about the middle ofthe 16th century or earlier, make use of 
fifteen different metres and deal with various love situations and types oflovers. 

120 "anyokti, 'saying something else': a figure in which the real subject of comparison is 
suggested by explicit description of the object, where, nevertheless, the two compared terms 
have no common property, but only a mode of action in common. 'Abandoning this pleasant 
lake with its swans and lotus blooms, you long for the forest pool rough from the flight of 
herons; yet, friend, you are no swan'. The girl and the swan (as the lover and the lake) share 
no common property (gu~a) in the eyes of the Indian aestheticians, which is only to say that 
the basis of the comparison is to be sought in a verb, in an action (kriyä), rather than in a 
qualification." (E. GEROW, A Glossary of Indian Figures of Speech, The Hague-Paris 197 J ). 
Gerow translates the world baka ("heron") as "crane". 

121 In: KM 1, Bombay 1886. 
m See p. 104 ff. below. 
123 "Lover of the poetic figure utprek~ä", i.e., various kinds of attribution of one or more 

qualities so that indirect comparisons arise. 
124 In: KM 9, Bombay 1893. 
125 In: KM 13, Bombay 1903. 
126 In: KM 4, Bombay 1887; R. SCHMIDT, Sri-rämacandra-lqtaf!1 rasikarafijanam (Rä­

macandra's Ergötzen der Kenner). Sanskrit und Deutsch, etc., Stuttgart 1896 (edition offifty 
copies only, privately circulated). 

m In: KM 5, Bombay 1888; Translation in: R. SCHMIDT, Liebe und Ehe in Indien. p. 36 
ff. See also V. DEVASTHALI, Somaprabhäcärya-viracita-s!"llgära-vairägya-tarangil)i, Oriental 
Thought 5, 1, Nasik. 

128 In KM!, Bombay 1886. 
119 K. MADHAVA KRISHNA SARMA, Saptasati ofMadhava, TSML 6 (1948), p. 7 ff. 
130 N.A. G0RE, Srfigärakallola ofRäyabhaga, edited, ~~RI 27 (1945), p. 345 ff. 
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Lyrical poetry was written by the renowned musician Somanätha, best known as 
the author of the Rägavibodha, a work on the theory of music and an authoritative 
handbook on Kamatak musical tradition. We cannot be certain how many lyrical 
works he wrote but he is definitely the author of an Anyoktimuktävali, a Vairä­
gyasata(ka) and, on the borderline between poetry and the theory of poetry, a Jä­
timälä.13l Somanätha came from a leamed Sivaite family in Andhra Pradesh and, as 
his Rägavibodha is dated 1609, was probably active during the last quarter ofthe 
16th century and the first half of the 17th. His Jätimälä is worth particular 
attention. As the ambiguous title indicates, it is a "Row of Jätis". The poet wishes 
to present examples not only of svabhävokti, the figure which tells the nature of a 
thing, also calledjäti, but various types ofnäyikä (iäti here having the sense "dass", 
"'sort''). The collection, which consists offifty-three poems, is really a paficäsikä. To 
take just a few examples, stanzas 4-8 describe the inexperienced, shy beloved 
(mugdhä), 10-14 the woman with some experience (madhyamä) and stanzas 15-18 
the passionate, experienced woman (pragalbhä). Stanzas 47-49, on the other hand, 
contain descriptions of the kha!J.4itä, the kalahäntaritä and the vipralabdhä.132 

Apart from the first poem, which is in Äryä metre, all the poems are in Pp:hvi 
metre. 133 The Srngaradarp~a is a similar collection of muktakas, the work of the 
Jaina poet Padmasundara whose patron was the Mogul Emperor Akbar (1605-
1627). In four sections called ulläsas it portrays happy and unhappy Iove and 
various categories of lovers. A much older collection is the Kämasamuha 134, 1457, 
by Ananta, a Nägara Brahman. lt is a volume of erotic poems influenced, as is 
frequently the case, much more by the science of love {kärnasä.stra) than by poetic 
theory. 

The contents ofthe Bhäminiviläsa135, "The Sport of (the Beautiful) Bhämini" or 
"'The Sport of the Beautiful Lady", are mixed. The author is the poet and famous 

131 See V. RAGHAVAN, The non-musical works ofsome leading music writers, Journal of 
the Music Academy, 20 (1949), p. 152 ff.; P.K. GODE, Poetical works of Somanätha 
Sakalakala of Yamalagräma - before A.D. 1750, JUG 4 (1953), p. 365 ff.; P.K. GooE, The 
Poetical Works of Somanätha, the author of the Rägavibodha, The Journal of Präcyaväni 11 
(Calcutta 1954). p. 22 ff.; N.A. GoRE, The Jätimälä of Somanätha, edited, etc., JAS& 30 
(l 955). pp. 38 ff. and 87 ff. 

13: See pp. 71 and 93 above. 
133 A concealed hint that this is so is given by the use ofthe word äryä at the beginning of 

the first poem and the word Prthvi in the third päda of the second poem. 
134 P.K. GODE, The Kämasamüha of Ananta, a Nägara Brahmin, composed in A.D. 1457, 

JORM 14,1 (1940). p. 74 ff.(= Studies in Indian Literary History I, Bombay 1953, p. 494 ff.). 
135 Ed.: P.A. BoHLE!'i, Ritusanhära, etc., Leipzig 1840 (contains the karuna part of the 

Bhäminfriläsa alsol; PTJ.N. TARKARATNA, Calcutta 1862; T. Tarkavachaspati, Calcutta 
1872: ~.R. VAIDY.~, Bombay 1887; K.P. PARAB and M.R. TELANG, Bombay 1894 (NSP). 
Text w1th translat1on: V. HENRY, Trente stances du Bhämini-viläsa accompagnees de 
fragments du commentaire inedit de Maniräma. Publies et traduits Paris 1885· SEsHADRI 
IYAR. Bhamniwilas of Jagannath Pandit.· .. text with commentary ln Sanskrit, translation, 
etc., ~mbay (no date); A. BERGAIGNE, Le Bhäminiviläsa ... du Pandit Djagannätha. Texte 
sanscnt .. .avec une traduction, etc., Paris 1872. - Literature in L. STERNBACH Subhäsita 
Gnomic and Didactic Literature, Wiesbaden 1974 (HIL IV, 1), p. l ff. ' · ' 
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critic Jagannätha (Pai:i.c;Iita), also renowned as the writer of the Rasagail.gädhara, a 
work on poetic theory. The Bhäminiviläsa, written in the second or third quarter of 
the 17th century, is a work of elegance and imagination; it is, however, as with most 
works in the short-poem genre, impossible to say with certainty how much of the 
text is Jagannätha's since the number of stanzas varies greatly from manuscript to 
manuscript. There are four chapters (viläsa), the first of which (anyoktiviläsa) is 
devoted to allegorical stanzas (anyokti) conceming life (100 to 130 stanzas, 
depending on the manuscript). The second chapter (spi.gäraviläsa) contains erotic 
poems (101 to 184 stanzas), the third (karui:iaviläsa), elegies on the death of 
Bhämini and the last (säntaviläsa), poems of renunciation (31 to 46 stanzas). As we 
can see, the poems have been arranged in the manner typical of muktaka poetry: 
into the three categories ruti, spi.gära and vairägya (sänti), in this case with the 
addition of a fourth group written in a mournful sentiment (karm;ia = sympathy, 
lamentation, sorrow). At the beginning of the 17th century the southem Indian 
Sivaite poet Nilakai;itha Dik~ita composed an Anyäpadesasataka136, a Vairä­
gyasataka (also called Äryäsataka )137 in Äryä metre and a Säntiviläsa138 offifty-one 
stanzas in Mandäkräntä metre, the last ofwhich is a description ofthe ageing poet's 
search for peace of mind as death approaches. 

The poems of Janärdanabhat1:i (or Janärdana Gosvämin) and Narahari are worth 
mentioning. Both wrote Spi.gärasatakas139 and Janärdana composed a Vairä­
gyasataka140 as well. They cannot, however, be dated with any certainty. Visvesvara 
from Almora, one of the last authors to write an Äryäsaptasati141 , lived at the 
beginning ofthe 18th century. To the same century belongs ~i;iaräja Di~ita, the 
author of the Spi.gärakalikätrisati 142, a sataka trilogy arranged according to the 
initial Ietter of each stanza. Of uncertain date and by unknown authors are two 
small collections of poetry called Pürvacäta~taka and Uttaracäta~taka 143 , or 
simply Cätakä~taka. Both are about the cätaka-bird which, according to folk tales, 
never drinks earthly water, but nourishes itself only on raindrops from the clouds. 
This remarkable bird, which always flies very high, will often be found in kävya. 144 

l36 Text and translation in P.-S. FILLIOZAT, Oeuvres poetiques de Nil~!,ha Di~ita, I. 
Pondichery 1967 (Publications de !'Institut Franc;ais d'Indologie 36), pp. 47 ff and (for further 
references) 3 54. 

137 Ibid., pp. 231 and (for further references) 357. 
!38 Ibid., pp. 193 and (for further references) 357. 
139 In KM 11, Bombay 1895 and KM 12, Bombay 1897, respective!y. 
140 In KM 13, Bombay 1903. 
141 V.P. BHANDARI of Nepal, Äryäsaptasati by Parvatiya Sri Visvesvara Pandit with a 

commentary by the author, Benares (Cowkhamba) 1925. - A. N.lli·\IA gives information on 
other authors of (Aryii)saptasatis in Sa.rp.slqt ki saptasati saptak, PJ 4, 1 (1966), p. 172 and 
Saptasindhu 13, 2 (Patiala 1966), p. l ff. 

14~ In KM 14, Bombay 19382. 

143 Both in J. HAEBERLIN, KS. 
Translations: H. EwALD, ZDMG 4 (1842), p. 366 ff. (Germ.an); A. HOEFER, Indische 
Gedichte II, p. 161 ff. (Gennan); (E.B.) Cowell, The Cätaka, JRAS 1891. p. 599 ff. 

144 S. STASIAK, Le Cätaka (Etude comparative), RO 2 (1919-24), p. 33 ff. gives a valuable 
!ist ofthe stanzas that describe or mention the Cätaka. 
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The poems describe either the bird itself or the noble, lofty-minded man whose 

model is the cätaka. 
Jt shouid not be forgotten that the majority of the stanzas woven into classical 

drama must be regarded as muktakas from the poetic point of view. Their 
re!ationship to the dramatic action of the play is usually very slight, and they are 
realiy lyrica! poetry of the minor form which, although incorporated into a longer 
form of poem, should be interpreted not by the criteria applicable to drama but by 
those appropriate to poetry (alarµkärasästra). Numerous stanzas in mahäkävya, too, 
can easih- sence as independent single-stanza poems since, as we have seen, the 
definitio~ ofthe term muktaka must be related to the detachability ofa stanza from 
the main body of the poem: note that Indian critics do not illustrate their theories 
onlv v.ith stanzas taken from writers like Häla and Amaru, who are lyrical poets in 
the.strict sense ofthe word, but also with stanzas from dramas and mahäkävyas. 

4. Multiple-Stanza Poems. Introduction 

In between the shortest and the Iong poems in classical metric poetry, i.e., 
between muktaka and mahäkävya, comes the multiple-stanza poem, which in 
principle is limited to the shorter forms known as the series of stanzas (sai:p.ghäta) 
and khal)c;lakävya. 14~ We will deal with all these intermediary forms together in the 
following pages as in practice poets do not appear to differentiate so strictly between 
the two main genres. The few critics who give definitions of this intermediary field 
are vague and their accounts do not tally. 

We came to the conclusion in an earlier chapter146 that a sarµghäta can be defined 
as a poem built up in stanzas, using one metre only and dealing with a single theme. 
On the other hand we found that a khai:i<Jakävya is a form of short poem with 
considerably greater freedom in the choice of theme and that the import of its 

sta.11zas is based on a sort of 'story' which, however, generally provides only a 
framework and background and is not worked out in detail. In theory, yugmakas, 
sandänitakas, kapälakas and kulakas, consisting oftwo, three, four and five stanzas 
respectively, are also multiple-stanza poems, but this is not so in practice. A 
number oftwo-stanza and longer sections are tobe found in the Thera- and TherI­
gäthäs in the Päli canon, but they do not belong to the sort of lyrical short poem 
farnured. The dominant genre is always the single-stanza poem. Independent 
yugmakas, sandänitakas, etc., are rare in secular poetry although we frequently find 
them in mahllkävya14' and sometimes in sarµghäta and khal)c;lakävya, too. We can 

145 Cf. thetableon p.47. 
146 P. 66 f. 
: 4- Mägha's Sisup., for example, contains all four forms: vugmakas (7 12-13· 14 63--64· 

16. 80-81; 83-84; 19, 43-44; 88-89), visesakas (6 l l-13_-17-19· 7 16-18· 9' 58~0- 80.:. 
82: 16, 76-78; 17, 37-39), kapolakas (7, ·53-56; i2, 67-70; 16, 'n~75) and kulakas'(of 5 
stmzas: 7, 7-11: of6 stanzas: 7, 33-38; of7 stanzas: 7, 62-68; of8 stanzas: 2 14-21· of9 
stanzas: 4, 1-9). ' ' 
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regard the yugmaka as the first expansion of the muktaka, the second stanza being 
added when the poet required more space for what he had to say (while frequently 
making the two stanzas fit into one and the same sentence). This development took 
place at a time when muktaka technique had already been perfected. By replacing 
the structure of the single-stanza poem with a more complex one the poet was able 
to create an impression of novelty and also show greater skill. The same applies to 
structures built up offrom five to fifteen stanzas. 

In extent, sarrighätas and khai:i<,takävyas correspond very weil to individual 
anthologies of muktakas. Both genres have between eight and one hundred stanzas 
as a general rule, whereas a mahäkävya consists of at least two to three hundred 
stanzas, although in theory there is no upper limit. Here we will call khai;i<,lakävya, 
sarp.ghäta and other intermediary forms "multiple-stanza poems" in order to 
distinguish between them and single-stanza muktaka poetry on one hand and poetry 
consisting of many stanzas, mahäkävya, on the other. Although this poetry took the 
fonn of satakas, paficäsikäs, a~takas, etc., as did collections of short poetry, there is 
neverthel€ss an important difference in that the order ofthe stanzas seems tobe far 
less arbitrary than it is in muktaka anthologies. There are also clear differences 
between multiple-stanza poetry and the poetry of the major fonn; several 
characteristic features of mahäkävya, apart from its greater length, are not nonna!ly 
tobe found in the former. They are the division into chapters (sarga), the changes in 
metre, especially at the end of a chapter and, even more important, the altemation 
between rhetorical and descriptive passages. Multiple-stanza poetry is predominant­
ly descriptive; it is probably a pre-stage ofkävya, as, like two- to five-stanza poems, 
it is a development of muktaka. There can be little doubt that the process began 
with the simple multiplication ofindependent single stanzas into longer formations. 
The only limiting factor on the proliferation of the number of stanzas seems to have 
been the stipulation that they should all either be on the same theme (sa~ghäta) or 
on the series of themes (khai:i<,lakävya) necessary to provide a background story. In 
both cases, but particularly in khai:i<;Iakävya, the influence of mahäkävya is clearly 
noticeable. 

We find series of poems dealing with the same theme such as summer, the 
abandoned beloved, etc., both in anthologies arranged in vrajyäs and in collections 
of muktakas by one poet. We know too little today to be able to say to what extent 
these collections were arranged on definite principles, but most multiple-stanza 
poems, at any rate, reveal fairly clear attempts by the poet to ensure that there was 
some sort of connection in content between the successive stanzas. "This linking­
process, as this artistic device may be called for lack of an Indian term, frees the 
single stanza from the isolation we are accustomed to consider as one of the 
characteristics of Old Indian poetry by connecting it to its sister. It is just as obvious 
to the trained ear as anupräsa 148 or yamaka 149 , both of which, it should be noted, 

148 Alliteration. 
149 The repetition in one stanza ofpart ofthe verse whose identical sounds do not have the 

same meaning as they did the first time they occurred in the stanza. 



l06 S. Lienhard · A History ofClassical Poetry 

can onlv occur in one and the same stanza."150 The opening stanzas of the 
anonym;us ~tusarp.hära, for example, are linked to each other in the following 

fashion: 

stanza 1 to 2 
stanza 2 to 3 
stanza 3 to 4 

stanzas 4 and 5 to 6 

by Ok~taO (1 i5l, 2), 
bv sucau (2, 3), 
b;· käminal; (3), käminäm (4) and by (su)väsitam (3), 

0 väsitaih (4), 
by nita~ba0 (4), nitambininäm (5), nitamba0 (6). 

Similarly, in Kalidäsa's Meghaduta each stanza is linked either to the next stanza or 

to the next but one: 

stanza 2 to 3 

stanza 3 to 4 
stanza 4 to 6 

by megham (2), megha0 (3), and by 0 äsli?ta0 (2), 

0äsl~0 (3), 

by 0 vftti (3), 0 vfttim (4), 
by 0 arthi (4), 0 arthi(tvam) (6). 

As far as content is concemed, there is only partial agreement between multiple­
stanza poetry and muktaka. This can be explained, at least in part, by the fact that 
the former developed later and was easily influenced by other forms of poetry. 
Aithough religious poems are occasionally to be found, single-stanza poetry is 
almost entireiy secular, whereas multiple-stanza can mostly be divided into two 
categories: secular and religious. These sometimes overlap, it is true, as we have 
already seen when we dealt with rnuktaka, where some poems can be interpreted in 
either a religious or a secular sense. The predominant themes in the secular category 
are eroticism, the seasons, nature and the countryside. By using the customary 
poetic deYices and linking stanza to stanza, the imagination and the powers of 
irnagination of the poets again and again enabled them to discover new attractions 
and hitherto unconsidered aspects in these well-wom themes and to fit theITT into 
new contexts. Significantly enough, one field that has not established itself in 
multiple-stanza poetry is that of worldly wisdom and experience of life, whose 
tendency towards epigramrnatic brevity has always made the short poem, subh~ita, 
the most suitable vessel for its expression. On the other hand two related genres of 
poetry are not represented in muktaka: the secular panegyric in praise of a ruler, 
generally the poet's patron, and its religious counterpart, the stotra in praise of some 
godhead. Both require a !arger frarne than short poetry can provide. 

It is not always easy to draw a hard and fast line between single- and multiple­
stanza poetry. Whereas purely extemal criteria such as length and arrangement 
distinguish intermediate forms clearly from mahäkävya, they put kha1;9akävya and 
sarrighäta into the same category as muktaka anthologies. Judged purely by form, a 
series ofstanzas, irrespective oftheme, may appear as a collection ofmuktakas or as 
a multiple-stanza poem. The main difference between the two genres lies in the 

;o w. SCHLBR!SG, Jinasena, Mallinätha, Kälidäsa, ZDMG 105 {1955), p. 331 ff. 
; 5; A variant is ksama. 
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manner in which the stanzas are linked together. If the poems have simply been 
anthologized without any special regard to the surrounding verses we ma,· 
reasonably speak of muktaka poetry. If, however, conscious efforts have clearl~­
been made to arrange them in some definite order, it would be proper to call it 
multiple-stanza poetry. There are a great many borderline cases. A typical example 
is Bilhal).a's Caurasuratapaficäsikä, which, in view ofits background story15J, could 
easily be classed as a khal).<;lakävya. It would perhaps be more correct, however, to 
regard it as muktaka poetry as it is by no means certain that all the stanzas are 
addressed to the same näyikä. 

Regarding the two categories of multiple-stanza poetry, sa111ghäta and khal).<;lakä­
vya, it should finally be mentioned that the latter, '"little poetry", which in certain 
respects is mahäkävya in miniature, can never form part of a longer work, whereas 
saiµghäta was constantly incorporated in longer poems, even at an early date. Many 
descriptive passages in mahäkävyas are in reality typical sarµghätas adapted in part 
to the major form: the whole passage is on the same theme, describing, with the 
exception of the first introductory stanza(s), a military expedition, a city, a 
mountain, a sunrise or sunset, the rising or setting ofthe moon, the pleasures ofthe 
monarch bathing together with the ladies of the court, etc. Furthermore, except for 
the concluding stanzas, they are generally all in the same metre. 

5. lvfultiple-Stanza Poetry 

a) Secular Lyrical Poetry 

As is the case with muktaka literature, a large part ofthe secular multiple-stanza 
poetry in Sanskrit and Middle Indian languages is lost to us. If we do not take into 
account panegyrics to princes, some splendid examples of which are preserved in 
inscriptions, two themes in particular are preferred: love, which poets like to 
illustrate by describing its various phases and the behaviour and gestures of young 
women, and the seasons. The latter, which often have an erotic strain, present us 
with a wealth of subtle descriptions of nature and may contain elements taken over 
from Indian folksongs. 

Although descriptions of some seasons, early winter for instance, have been 
woven into most mahäkävyas ever since the Rämäyal).a, there are, strangely enough, 
no descriptions of a single season as a genre of their own. Those multiple-stanza 
poems which are not parts of longer works delight in ~a<;Irtuvafl).ana, i.e., the 
description of all the six seasons in the Indian year. There is no reason why there 
should not be poems in praise of one single season, at any rate by some early writer 
of kävya, yet no such poem has come down to us. Relatively simple prototypes 

152 See p. 95 f. above. 
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must lie behind the Rtusamhära153 , the "Circle ofthe Seasons", which, although it 
has a complex struct~re a~d has been influenced by the techniques of mahäkävya, 
can hardly be considered as one ofKälidäsa's youthful works as has frequently been 
done. The Rtusamhära is almost certainly the work of some poet whose name has 
not come down to us and was probably written sometime between Asvagho~ 
(about 100 A.D.) and Kälidäsa (4th to 5th century). Critics indirectly confirm that 
Kälidäsa can hardly be the author, as excerpts from this short poem are never 
quoted by them. An indication that the poem might have been written before the 
middle of the 5th century is the fact that the poet Vatsabhagi imitates two stanzas 
and some expressions from the ~tusayµhära in his Mandasore inscription ( 4 73 
A.D.). Four stanzas are also quoted in Vallabhadeva's Subh~itavali; two154 ofthern. 
are ascribed to Kälidäsa ("by Kälidäsa"), while the other two are unsigned.155 

The Rtusamhära is not all of one piece but falls into six clearly defined sections in 
praise of sum~er (grisyµa), the monsoon season (va~a), autumn (sarad), early winter 
(hemanta), winter (sisira) and spring (vasanta) respectively. This does not agree at all 
with the usual poetic practice in ~q.ftuval'I).ana, in which the cycle generally begins 
with spring. However, it may have been the unknown poet's intention to allow the 
poem to finish in a particularly happy atmosphere by placing spring last, as this is 
the most festive season in the Indian year. A great deal of artistic care was devoted 
to the construction ofthe sixteen to twenty-eight stanzas in each section156 : while 
the same metre has been used in the first ten to twenty stanzas in each section, the 
remainder are written in one or several different metres, in accordance with the 

i~3 Ed.: W. Jm,Es, Calcutta 1792, facsimile reprint by H. KREYENBORG, Hannover 1924; 
P. v. BoHLE!s, Leipzig 1840 (with metrical translation into German); C.S. SITARAM AYYAR, 
~mbay 1897 (v,ith English translation); V.L.S. PA~SIKAR, Bombay 19226 (NSP); N. RÄMA 
ACÄRYA 'K.AVYATiRTHA', Bombay 19528 (NSP); A. ScHARPE, Kälidäsa-Lexicon, III, Brugge 
1958; M.R. KÄLE, Delhi-Varanasi-Patna 1967 (with English translation). - Literature: F. 
KIELHORN, Die Mandasor-Inschrift vom Mälava-Jahre 529 (= 472 n. Chr.) und Kälidäsas 
l_ütusarp.hära, NGWG 1890, p. 251 ff.; R.B. KuLSHRESHTHA, Source ofKälidäsa's Rtu-Sam­
hiira, JGJh 22 (1965/66), p. 97 ff.; R.B. KULSHRESHTHA, Return to Kälidiisa's RtÜ-Samhä­
ra. JGJh 25 (1969), p. 411 ff.; K.R PISHAROTI, Kälidäsa's treatment of nature in .Rtusamhii­
ra, IHQ 24 (1948), p. 134 ff.; M.M. SHARMA, Some observations on the Authorship ofR.tu­
sarphiira, JUG 14 (1963), p. 21 ff. (regards, as do others, the Rtus. as being by Kälidäsa) .. See 
also L. RENOt:, Sanskrit et culture, Paris 1950, p. 145 ff.: Un theme litteraire en sanskrit: !es 
saisons (in particular p. 145). - Translations: P. v. BoHLEN, Leipzig 1840; H. FAUCHE, 
Oeuvres completes de Kalidasa, II, Paris 1860; A.W. RYDER, Kalidasa. Translations of 
Shakuntala and other works, London-New York 1912, reprinted 1920, 1928; H. KREYEN­
BORG. Der Kreislauf der Jahreszeiten, Leipzig 1919; E. Powvs MATHERS, A Circle of the 
Seasons. Waltham Saint Lawrence, Berkshire 1929; M.R. KÄLE, Delhi-Varanasi-Patna 1967; 
M. NASDY. The RitusamharaofKalidasa, Calcutta 1970. 

1~4 Subh. 1674 = ~tus. 6, 17 and Subh. 1678 = Rtus. 6, 19. 
m AltJ:io~ the ~tusaf!lhara is easily understooci and hardly needs a commentary, the fact 

that :1'.al!1natha, who wrote commentaries to Kälidä.sa's three lyrical (epic) works (Meghadü­
ta, Kumarasambho.va and Raghuvarrisa), did not write one on the Rtusamhära supports the 
contention that Kälidä.sa was not the author. · · 

156 Cantos I, II and VI have 28 stanzas, Canto III has 26, Canto IV 18 and Canto V 16. 
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conventions of mahäkävya. One peculiarity of the• Rtusamhära is that the ·final 
stanza in each section is in Särdulavikt'iqita metre, whe~eas it.is common practice in 
mahäkävya (and drama) for the final stanza to express a hope ofblessing. The initial 
stanza in each section announces which season is to be described ("Now, oh 
beloved, summer, winter, etc. has come").157 We should notice that similar, highly 
formalized statements also preface the descriptions ofwinter and the rainy season in 
Räm. III, 16158 and IV, 28. 159 It is conceivable that these descriptions in the Rä­
mäyar:ia were originally separate poems which were later incorporated into the epic, 
or that their authors were inspired by similar, independent poems."We can be 
certain, however, that the ~tusarp.hära, although the oldest preserved example of 
this genre, was preceded by a long period of development and has a long tradition 
behind it. lt seems that the title ~tusarp.hära was first bestowed on the work by 
Maniräma, the author of the commentary Candrikä. An older, Jaina commentator 
by the name of Amarakirti160 calls the cycle Vise~kävya, .. poetry about the 
characteristics (of the different seasons)", or simply ~tuvarr:ianakävya, "poetry 
describing the seasons". 

The author of the ~tusarp.hära was undoubtedly a considerable poet. The chann 
ofhis verses lies in the clarity of expression and the elegant, easy-flowing rh)thm, so 
seldom achieved in Sanskrit poetry, as well as in the fine details ofhis imagery and 
the happy mixture of accord with nature and sensitivity in love he created without 
departing from the poetic conventions ofhis day. The excellence ofthe ~tusarp.hära 
may explain why no other early poems about the cycle ofthe seasons have survived. 
lt is not until the middle of the 16th century that another poem on the same theme 
appears: Durlabha's ~tuvarr:iana 161 , which, however, begins with autumn and ends 
with the rainy season. Two other works, both entitled ~a<;lrtuvarr:iana, come even 
later. One was written by Vararäja (mid 17th century), who came from a leamed 
artistic family where both his father and grandfather bad been authors. The other 
was by Visvesvara from Almora, whom we have already met. 162 He was a versatile 
and prolific writer, the author of numerous other poems (lyrical, dramatic and in 
prose), two commentaries and a theoretical work on poetry (beginning of the 18th 

157 Canto I: nidii.ghakälo 'yarn upii.gataf} priye, "Now, oh beloved, summer has come! "; 
II: sarnii.gato ... ghanägarnaf} ... priye, "The rainy season, oh beloved, has come! "; III: 
pra.ptii. sarad ... , "Autumn has come"; IV: hernantakii.laf} sarnupägato 'yarn, "The early 
winter has come"; VI: vasantayoddha. sarnupii.gataf} priye, "Now, oh beloved, spring., a 
warrior, has come". Only V is different: varoru kii.la'f!l sisirii.hvayarrz sr,;zu, "Hearken (now), 
oh you with the lovely thighs, to (the description of) winter! ". 

158 ayarn sa kii.lah sarnprii.ptah priyo yas te, "Now the time has come that is (so) dear to 
you". · · · · 

159 ayarn sa kii.lah sampräptah samayo 'dya jala.gamaf}, "Now this time has corne: it is 
now the nionsoon time".. . 

160 See C. VOGEL, Arnarakirtis Vyäkhyälesa, ein Jaina-Kommentar zum ~tusaJ!lhära aus 
dem Anfang des 17. Jahrhunderts, ZDMG, Supplement II (1974), p. 430. 

161 K. KUNJUNNI RAJA The Rtuvarnana ofDurlabha with a comrnentary edited, etc., BV 
33 (1969), p. 305 ff. ,. . . 

162 See p. 1.03 above. 
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century}. All the poems dealt with above are sarµghätas according to the definition 

we have given. 
The monsoon season occupies an important place in multiple-stanza erotic 

poetry. As many trades and agriculture come to a standstill during these months and 
the heavy rainfall makes trave!ling unattractive, the season is congenial to indoor 
life and the pleasures of love. The day the monsoon breaks is the last day on which 
the beautifu! beloved can expect the return ofher lover from his longjourney. Poets 
make the most of the opportunities offered by this situation. Fine poetic material is 
provided by the first clouds in the month of Ä~(Jha accompanied by herons, by the 
showers, storms, the beauty of lightning and the greenness of fields after rain. Love 
is of two sorts. It is happy when the lovers are safely united under a thick roof. 
Sometirnes, however the situation is quite different: the girl's lover has not returned 
by the beginning of the rainy season and she grieves lest her passion be cooled by 
dreams, chess and other games while the clouds pile up outside and the lightning 
flashes. or lest, unconsolable, she should slowly pine away on her couch. This 
unfulfilled, unhappy love as described in the texts of the kämasästra is portrayed 
more often than happy love. Poets like to dwell on the various phases - interrupted 
sleep, loss of weight, revulsion from worldly matters leading to mental confusion, 
fainting fits and even death. We can assume that here, as in so many other cases, 
early authors were stfmulated by folksongs, perhaps sung by women in Apabhrarp.­
sa, telling of the approaching rains and the joys and sorrows of love. It is a striking 
fact that in Sanskrit and Middle Indian kävya it is only the rainy season that is the 
object of such attention; spring and summer, which play an equally important part 
in secular single-stanza poetry and in some sections of mahäkävya, are of less 
account in multiple-stanza poetry. However, to make a comparison with another 
major Indian literature, classical Tamil poetry has a sub-category of prabandha 
knov.11 as veginmalai, "'Garlands of Summer (Stanzas)". The subject is the hot 
season, and it is subdivided into two phases: i[avenil, "the young heat", and 
mutuvenil, "the mature heat". 163 

A comparatively early poem on the monsoon season theme which contains a 
great deal of erotic sentiment is the Ghatakarpara(kävya) 164, the "Poem of the 
Broken Jug" (or "Poem by Ghatakarpara"). Like the ~tusa~hära, this poem, which 
has up to twenty-four stanzas 165 , is often attributed to Kälidäsa. The poem is 
otherwise supposed to have been written by Ghatakarpara(kavi), whose name, and 

;t;3 K.V.ZHLEB!L, Tamil Literature, p.219. 
, 104 Ed.: G.M._DCRSCH, Berlin 1828 (with German translation); in J. HAEBERLIN, KS; M. 

KALI. SHASTRJ, Srinagar 1945 (Kashmir Sanskrit Series 67, with Abhinavagupta's commenta­
;?t ~- PARU_E~,. ~ Gha;akarparavivp:i d'Abhinavagupta, Paris 1975 (Publications de 
' l~~t:tut de Cmhsatmn Indienne 39; with Abhinavagupta's commentary and translation of 
o:7rnal/~d commentary). - Literature: S.L. KATRE, The Gha;akarpara problem, Vikrarna 
\ o:;· _ L.uam 1 ~48: S.K. RAMACHA@RA RAo, A forgotten Sanskrit poet, AP 31 (! 960), 
p. 1 ,' ff.: Ch. \ Al'DEVILLE, A note on the Gha\akarpara and the Meghadüta AIOC 2 (1959), 
p. 37 ffandJOIB9 {1959/60), p.125 ff. ' 

'"5 The Kashmir version. also commented on by Abhinavagupta, has 21 stanzas. 



Poetry ofthe Minor Form - Laghukävya l l l 

the title ofthe work, are traditionally said tobe found in the last stanza: the author 
boldly promises to proffer water in a broken jug (ghata-karpara) to the man who is a 
greater master of rhyme than he is. Legend makes Ghatakarpara a contemporary of 
Kälidäsa's and one of the poets who were the Nine Jewels at the court of King 
Vikramäditya. Unfortunately this can no more be proved than the fact that a poet 
by the name of Ghafakarpara ever lived. It may, however, be taken as certain that 
this little poem cannot be by Kälidäsa, even if it does bear certain resemblances to 
his Meghadüta. Quite apart from the fact that the Ghatakarparakävya in no way 
reaches the heights attained by Kälidäsa, it can hardly have been the great master of 
kävya's intention to write two poems so close to each other in kind. 

The Ghatakarpara is presented by Abhinavagupta as a kulaka 166, by which, 
however, this important critic of classical poetry does not mean the syntacticalh­
connected series of from five to fifteen stanzas we have already mentioned. w He is 
referring to a particular category of sung poetry, gHakävya, which, like all multiple­
stanza poetry, deals with a single homogeneous theme, preferab!y in musical form, 
i.e., interpreted with the aid of song, dance and instrumental accompaniment. The 
Ghafakarpara is written in five different metres and, as the final stanza shows, the 
poet was particularly proud of the artistic yamaka rhymes 168 he has placed in the 
middle and at the end of each stanza. The poem describes the onset of the rainy 
season and portrays a youthful beauty whose lover, a traveller, has not yet retumed. 
While the first and last stanzas are spoken by the poet himself, the majority of the 
stanzas (perh.aps all of them) are placed in the mouth of the beloved (näyikä) who, 
overwhelmed by longing and the pangs of separation, at one moment addresses her 
confidante, at another the clouds piling up outside (stanzas 2 and 3), her absent 
lover (stanza 4) or some ofthe trees normally associated with the monsoon such as 
the sarja- (stanza 11), the kutaja- (stanza 12) or the nipa-tree (stanza 13). 
Unfortunately the structure ofthe poem is very loose and it is not always clear who 
is speaking. According to Abhinavagupta, who regards the Ghatakarpara as being 
by Kälidäsa and a masterpiece ofthe implied, the speakers in the various stanzas are 
not only the poet and the näyikä, the latter in stanzas 2-5 and 8-14: the speaker in 
stanzas 6-7 is, in his opinion, the woman (düti) who has brought a message to the 
näyaka. It is simpler to divide the poem into two parts and consider them. In the 
first, and longer (stanzas 2-14), we hear the näyikä's complaint, andin the second 
(stanzas 15-18), tbe confidante's reply, whose description ofthe rainy season gives 
the reason why the näyaka has not returned. Closer examination of the text shows 
that the third quarter of the poem (stanzas 10-14) is a sort of interlude. Judging by 
the context, these stanzas, together with nos. 2-9, should be spoken by the näyikä, 
but the construction of the stanzas leads us to think of the speaker as being a quite 
definite type of woman: the abandoned beloved, out of her mind with worry 
(unmattä), wandering aimlessly through the countryside speaking to plants and 

166 Vivrti ad Ghatak. l. 
167 See·p. 66 abo\'e. 
168 See p. 105, note 149. 
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anima!s 16• (stanza 10, a description ofthe ketana-tree, 11-13, address to the sarja-, 

ku!,¼ja- and nipa-trees): 

tat sädhu yat t\älf, sutarurp. sasarja 

prajäpati~ kämaniväsa sarja 
tvam mafijar'ibhi]? pravaro vaniinäf!l 

n~trotsavas cäsi sayauranänäm 170i/ (11) 

"Prajäpati did good to create you, (oh) beautiful tree, oh sarja (-tree), (you) seat oflove. 171 

With your c!usters ofblossom you are the most beautiful (ofthe trees) _in the forest, a feast 
for the eyes ofyoung (women)." 

navakadamba siro 'vanatäsmi te 
vasati rn madanat kusuma.smite / 

ku~ja ki111 kusumair avahasyate 
pral)ipatämi ca du~prasahasya te / ! (12) 

"Young kadamba(-tree), l bow down before you. Love172 dwells in your blossoms. Why, 
kuµja (-tree). do you deride me with your blossoms? Before _you, (too, who are) difficult to 
endure, 1 bow down." 

In Act IV of the drama Vikramorvasiya we find similar, though artistically more 
mature stanzas. There, however, they are not spoken by the beloved, but by her 
distraught lover. The act is highly lyrical and consists mainly of a long monologue 
spoken by Purüravas who, deeply in love, is searching everywhere for his missing 
C rvasi, questions various plants and ani]J1als, and thinks he finds traces of his 
beloved here and there. It seems probable that stanzas 10-14 of the Ghatakarpara 
are an imitation of such descriptions of the half-demented lover, who is almost 
certrunly a type that developed early in Indian poetry, probably under the influence 
of folksongs. Among other incongruencies in this poem we will only mention that 
although it is about the monsoon season, stanza 14 not only mentions rain, but also 
spring (madhunat käla) and bees seeking honey. These and similar characteristics 
indicate that the stanzas do not always follow each other naturally; indeed, at times 
they even give the impression ofbeing an anthology. Did the poet perhaps merely 
wish to present a skilfully selected series of rhymed love poems about the monsoon? 
lt is also conceivable that some of the stanzas were originally composed as 
independent muktakas and only later incorporated in the Gha!3.karpara. 

We have intentionally dwelt at some length on the Ghatakarparakävya as most 
histories ofkävya literature obstinately defend the viewpoint that this little poem is 
the forerunner ofthe "messenger poem" (dütakävya) or "message poem" (sandesa­
kävya) which flourished in Sanskrit and other Indian languages. I think we have 
shovm that this theory is untenable. The näyikä in the Ghatakarpara does not 
address her lamentation to one person alone, but to the monsoon clouds and, as we 

;:9 Abhinavagupta's commentary also visualizes the beloved wandering from tree to tree. 
' 0 The yamaka rh)mes are underlined. 
: ~l Or: dweliing ofthe god of!ove. 
17: Or: the god of love. 
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have seen, also to her confidante, her distant lover and some trees. ~one of these is 
entrusted with the task of carrying a message (sandesa) to her näyaka, nor are the 
various stanzas of the Ghata_karparakävya linked to each other by a background 
story, however insubstantial. 

In genuine sandesakävya, which belongs to the category khal)Qakävya, the 
following elements are always present: at the beginning of the poern the poet 
presents two young people, very much in love, who, due to rnisfortune, a curse (as 
in the Meghadüta), the abduction ofthe beloved, etc. undergo a painful separation. 
In order to ease the pain of exi!e and to give the other partner news, the lover sends 
the beloved (or vice versa) a long message, the contents of which are generally given 
in the poem. The task of delivering the message may be given to almost anything: in 
Kälidäsa's Meghadüta the messenger is a rain-cloud, in Dhoyi's Pavanadüta the 
wind, in Udaya's Mayürasandesa a peacock, in other düta poems the moon, a 
parrot, a cakraväka-duck, a bee, etc. The poem generally falls into two clearly 
definable parts: the first section (pürvabhäga), in which the lover or beloved teils 
the messenger what way he must take (often a long road). The second part contains 
a description of the arrival of the messenger, the person who receives the message, 
his (her) dwelling, occupation, etc. and usually a brief summary of the message 
itself. 

The most famous and also the oldest messenger poem extant is Kälidäsa's 
Meghadüta 173 , the poem about the "Cloud as Messenger", which served as a model 
for countless later düta poems. However, it is not the work that first introduced this 
kind of poem into kävya literature, as many people like to think. There can be no 

173 Ed.: E. HcLTZSCH, London 1911 (with the cornmentary of Vallabhadeva); PTS.S. 
KHISTE, Benares 1931 (KSS 88, with three commentaries); R.D. KARMARKAR, Poona 1938 
(with English translation); J.B. CHAUDHliRI, Calcutta 1951 (K.N. Katju Series 2, with the 
com'mentary of Bharatamallika); PT.B. SHANKAR SHASTRJ, Banaras 1953 (KSS 88, with four 
commentaries); A. SCHARPE, Kälidäsa-Lexicon, III, Brugge 1958; W.H. MAURER, Sugamän­
vayä V[tti, A late commentary in Jaina Sanskrit on Kälidäsa's Meghadota by the Jaina Muni 
Sumativijaya, etc., Poona 1965 (Building Centenary and Silver Jubilee Series 5 ), 2 vols.; S.K. 
DE, Delhi 1970 (2nd revised ed. by V. RAGHAVAN); M.R. KALE, Delhi-Varanasi-Patna 1974 
lwith English translation); G.R. NANDARGIKAR, Delhi 1979 (with the commentary of l\falli­
nätha and English translation). 
Lit.: H. BECKH, Ein Beitrag zur Textkritik von Kälidäsas 'Meghaduta', Berlin 1907 (diss.): 
L.D. GREESE, Nature Study in the Sanskrit Poem Meghaduta, V\ 59 (1930), p. 114 ff. and 
131 ff.; S.K. DE, Some Commentators on the Meghadüta, in: Our Heritage 3, l (1955), p. l 5 
ff.; S.V. SoHoNI, Two Peacocks in the Cloud Messenger ofKälidäsa, JBORS 42 (l 956), p. 164 
ff.; S.K. DE, Some Commentators on the Meghadüta, AORM 13 0957), p. 49 ff.; B. 
BHATTACHARYA, A Text-Critical Study of Some Readings of the Meghadüta. in: Our 
Heritage, 6, 1 (1958), p. 25 ff.; S.K. DE, A Select Bibliography for the textual study of Käli­
däsa's Meghadüta, S.K. Belvalkar Felic. Vol., Benares J 957; A.N. MOORTHY R.'\o, A Kote on 
Poetic Imagery in the Meghadüta, P.K.. Gode Commemoration Vol., Poona 1960 (Poona 
Oriental Series 93), p. 121 ff. (III); J.A.B. VAN BUITE"IEN, The Gajäsurasarrihäramürti in 
Meghadüta 36, BhV 20-21 (1963, Munshi Indol. Felic. VoL), p. 64 ff.; G.V. DAY"-NE, 

Influence ofthe Meghadüta on Sanskrit Literature, Jl.iB 33 (1964), p. 96 ff.; S.V. SoHo:,;i. 
Meghadüta: Choice of Route, JBÖRS 52 (l 966), p. l ff.; V.V. M1R;,.sm, Rämagiri of Kälidä­
sa.. in: Studies in Indology, 4, Varanasi 1966, pp. 42 ff.; A.V. SL'.BR..\..\1ANiAM, A suggested source 
for Meghasandesa, Summaries of papers, AIOC (Silver Jubilee Session 1969), p. 65.: B. 
CHATTERJI, A Note on Alarp.kära in a Verse of Kälidäsa's Meghadüta, JGJh 27 0971), p. 
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doubt that diltakävya, like other fonns of seasonal poetry with deep roots in 
folksongs, was practised long before Kälidäsa's day, probably in Präkrit. As all older 
works must have been lost, the first time we meet this genre is in Kälidäsa's lyrical 
masterpiece. We must assume the messenger poem tobe a well-established category 
of kävva e,en before Kälidäsa's time, that it was connected right from the very 
beginning with descriptions of nature (the journey), of a season and the pangs of 
love, and that it was the usual practice in the earliest poetry to choose a monsoon 
cloud as a messenger since the rainy season provides the most productive 
background from the artistic point of view. The aspect of love described in a 
messenger poem is not "love in union" (sambhogasp'lgära) but "love in separation" 
(viraha). It therefore seems hardly likely to think, as the commentator Mallinätha 
does, that Kälidäsa took the inspiration for his poem from a quite differently 
structured part of Välmiki's Rämäyai:ia when he must have had older examples of 
dütakävya before his eyes. lt is true that in the Yuddhakäi:i9-a (112 f) of the Rä­
mäyai:ia Räma sends his faithful Hanumat as a messenger to Sitä in distant Cey­
lon (Lailkä), whither she has been abducted and is oppressed, not only by sorrow, 
but most grievously by Rävai:ia, her abductor and the lord of this island. The par­
allel is on!y of a fortuitous nature, however. Only with difficulty can the passage 
from the Yuddhakäi:i9a be taken as the model upon which Kälidäsa built his 
ovm duta poeml74, although the Meghadilta contains numerous references to Väl­
miki. Kälidäsa was certainly not the originator of this specific literary category. 

23 ff.; A. SCHARPE, Topographica du Meghadüta, Melanges R. Fohalle, Gembloux 1970, p. 
259 ff. 
Translations: H.H. W!LSO:\i, Megha Düta or Cloud Messenger. A poem in the Sanskrit 
language. (Ed. and) transl. into English verse, etc., Varanasi 19734 (CSS, Studies 8, reprint of 
the 2nd. ed„ London 1843); M. MÜLLER, Meghadüta, oder Der Wolkenbote. Eine altindische 
Elegie, Königsberg 1847; L. FRITZE, Meghaduta, das ist der Wolkenbote, Chemnitz 1879: 
R.H.A. DE PoMPJGNA:-., Meghadüta (Le nuage messager), Paris 1938; F. and E. EDGERT0N, 
Kalidasa, The Cloud Messenger. Translated etc. A bilingual edition, Ann Arbor 1964; M.R. 
KALE, Delhi-Varanasi-Patna 1974; L. NATHA'I, Meghadüta: the transport of love, Berkeley 
1976 (with Sanskrit text); G.R. NANDARG!KAR, Delhi 1979. 
General about Kälidäsa: HARi CHAND SÄsTRi, Kälidäsa et l'art poetique de l'Inde, Paris 
l 9 l 7: A. HlLLEBRANDT, Kälidäsa. Ein Versuch zu seiner literarischen Würdigung, Breslau 
192!; 1978; English transl., Calcutta 1971; G.C. JHALA, Kälidäsa. A Study, Bombay 1949; 
\V. Rt:BEN, Kälidäsa. Die menschliche Bedeutung seiner Werke, Berlin 1956; T.G. MAINKAR, 
Kälidäsa. His art and thought, Poona 1962; S.A. SABNIS, Kälidäsa. His style and times, 
Bombay 1966; S.CH. BA:-.'ERJI, Kälidäsa-Kosa, Varanasi 1968 (CSS 61); M. M1sHRA, Metres 
of Kälidäsa, Delhi 1977: G. VERW,, Humour in Kälidäsa, Delhi-Lucknow 1981; K. 
KRlSH>;;AMOORTHY, Kälidäsa, New York 1972, Delhi-Varanasi-Patna 1982. See also S.P. 
:\l;~~ASG, Kälidäsa Bib_liography, ~ew Delhi 1976 (far from complete) and p. , note 51. 

'' The theme of d1spatching ~ messenger is also to be found in the saga of Nala and 
Damayanfi in the Jfahäbhärata (the dispatch of a goose) and in Jätaka No. 297, the Kä­
mm:iläpa-Jätaka (the dispatch of a crow). Kälidäsa refers to Hanumat's delivery of Räma"s 
message to Sitä in a simile in Meghad. 2, 37. 
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The history of the genre is unfortunately lost in obscurity, but the earliest message 
poems, though they have not come down to us, were undoubtedly based on other 
sources than the epic or rhapsodic. 175 Bringers of news, especially female messen­
gers (düti) play an important part in single-stanza love poetry, as we have seen. The 
beginnings of messenger poetry are certainly to be sought here, and in the 
enlargement of older lyrical poetry which, judged by length, belonged to the minor 
form. 

We know Iittle about the life and times even of Kälidäsa, the greatest of the 
Sanskrit poets. Tradition has surrounded him with a forest of fantastic legends, but 
they contain few details ofbiographical value.176 We know with certainty only that 
Kälidäsa, a Sivaite Brahman, must have lived some considerable time later than 
Asvagho~ (about 100 A.D.) as his art manifests a polish, balance and artistic 
maturity that the works of this earlier, Buddhist author foreshadowed but never 
really attained. lt seems most probable that he was bom about 400 A.D. in the city 
of Ujjayini (the modern Ujjain), a city he describes loving]y in the Meghadota. 
Legend makes him a contemporary of King Kumäradäsa (6th century) and also one 
of the Nine Jewels at the court of King Vikramäditya of UjjayinI. The allusions in 
Kalidäsa's works to a ruler ofthe Gupta dynasty could easily be taken to indicate a 
link between him and Candragupta II (375-413 A.D.) who, like other rulers ofthis 
house, bore the title Vikramäditya, "Sun of Victory", and whose capital was 
Ujjayini. The inscription at Aihole, dated 634 A.D., whose author mentions the 
already famous poets Kälidäsa, Subandhu, Bhäravi, Pravarasena and Häla, proves 
that he must have lived before this time. We also know that the dramatist Bhava­
bhüti, whose works can be dated to about 700-730 A.D., has borrowed a consid­
erable number of ideas and wordings from Kälidäsa's poetry.177 One passage in 
Mallinätha's commentary on the Meghadüta allows us to date the poet, at any 
rate in theory: Mallinätha sees in stanza I, 14 an allusion to the great Buddhist phi­
losopher Dignäga, who, however, did not live until the beginning ofthe 6th century. 
lt seems hardly probable that Kälidäsa lived as late as that. 

While internal criteria irrevocably link Kälidäsa to the intellectual climate ofthe 
early Gupta era, thus giving us an approximate dating, we know nothing about the 
conditions under which he lived. His fame being so great, legend credits him with 
being the genius who could successfully solve any poetic task with the greatest ease. 
Anecdotes relate fantastic stories of how the poet, orphaned at a very early age, was 
brought up by a cowherd. His name has been interpreted as meaning that his poetic 
gift came direct from Käli (Kälidäsa = "Servant of Käli"). He is later supposed to 
have married a princess and led an illustrious life as a famous court poet. He is 

175 lt should be observed that in classical Tamil literature the messenger genre (tzitu. Skt. 
dzita) existed in embryonic form as early as the time of the III Cankam; see K.V. ZvELE­
BIL, Tamil Literature, p. 205. 

176 The majority of the anecdotes are collected in Balläla's Bhojaprabandha: see LH. 
GRAY, The Narrative ofBhoja (Bhojaprabandha), etc., New Haven 1950 (AOS 34). 

177 Cf. V.V. MIRASHI, Bhavabhüti, Delhi-Varanasi-Patna 1974, p. 7 f. 
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'"'""''""'"",, :-iot to haYe died a natural death: while on a visit to King Kumäradäsa of 
Ce·don he is said to have been murdered by a wicked hetaera. 

Käiidäsa. a ,ersatile poet, composed a number of works in different genres. The 
'.\1e1!hadüta, to which we shall return in the following paragraphs, is kha:1:193-kävya, 
the -Kumärasambhava and the Raghuva111sa are both lyrical and epic mahäkävya, 

there are three dramas whose reputation stands very high: the Mälavikä­
the Vikramonasiya and, the most famous of the three, the Abhijfia­

nasakuntala. A larne number of long and short poems have incorrectly been 
attributed to Kälidäsa, for instance the Bhramara~taka 178 , the Ghatakarpara 
ialready discussed). the Mangalä~taka, the Nalodaya (a work by Ravideva), the 
Puspabänaviläsa. \,hieb is sometimes also ascribed to Vararuci or Ravideva, the 
Räksasakäv\a, the Rtusamhära lalready discussed), the Sarasvatistotra, the Sn'lgära-

. ~lie Srngäratil~ka. the Syämaläda1_19aka and the short, didactic text 
on prosody. the Srutabodha, otherwise thought to be by Vararuci or the Jaina 
Ajitasena. In addition to the non-authentic works, there are also some "false" 
Kälidäsas. lmmensely proud of their poetic achievement, several later poets 
have either been barefaced enough to ca!! themselves Kälidäsa or have in­
vented pseudonyrns such as Nava-Kälidäsa, "New Kälidäsa", Äkbanya-Kälidäsa, 
•· Akbar-Kälidäsa'', etc. 

Like all sandesa poetry, the approximately 110 stanzas ofthe Meghadüta forma 
wrt offramework story: a ya~. a semi-divine being who is the guardian ofthe god 
Kubera's treasure, has committed an offence for which he has been banished from 
Alakä, the city ofthe gods in the north, to distant Rämagiri ("Räma mountain") in 
Central lndia. In the eighth month of his one year's exile, when the yak~ sees the 
first signs of the approaching monsoon, he asks a passing cloud to do him the 
servke of acting as his messenger; he is to go to Alakä carrying news to his 
sorrov.'ing wife from her distant lover. With the exception of a few stanzas (the 
authenticity of the last verse is highly debatable), Kälidäsa's poem consists only of 
the detailed description ofthe route tobe followed by the cloud and the message he 
is to defrver. In the Pürvamegha it describes the various stops on the long journey 
the cloud must travel, in the Uttararnegha 179 , the glories of Alakä, the city of the 
gods, and the signs that will enable the cloud to recognize his house; it lies to the 
north of Kubera's palace and has a gaily coloured arched doorway, a garden and an 
artificial pond. Finally, the ya~ gives a touching picture ofhis wife's suffering. In 
one of the opening stanzas (I,5) the poet reflects on the odd fact that a sensible being 
(as a yak?<l entrusted v.ith the care of Kubera's treasure must be) should choose as 
his messenger such a completely lifeless thing as a cloud: 

;•, Also called the Bhrngästaka. 
1" 9 The Kerala commentators Pii.rJ?.asarasvati (P) and Rsiputra Paramesvara (RP), both 

.l4th century, ca!l the, first part Pürvasandesa (P) and Prathamäsväsa (RP) respectively 
mstead of Pürw;,megha, and the second part Uttarasandesa (P) and Dvit'iyäsväsa (RP) instead 
of Cuaramegha. 
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dhümajyotiJ:isa!ilamarutäJ!1 saqmipätal) kva meghal) 
sandesärthäJ:l kva patukarai:iaiJ:l präi:iibhil) präpai:iiyäJ:i 

iH· autsukyäd aparigaJ?-ayan guhyakas taJ!1 yayäce 
· kämärtä hi pralqtilqpa9äs cetanäcetane~u 1 • 
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'"ln bis intense longing. not reckoning that a cloud-a (mere) conflux ofsmoke, light, water 
and y,:ind - is incompatible with (i.e., not capable of conveying) the content of a message 
(sandesa) that can only be conveyed by !hing beings with sound organs of sense. the 
Guhyakal80 entrusted the task to this (cloud): lovesick (people) are by nature poor (at 
relling the difference) between animate and inanimate." 

Kälidäsa has not chosen the word 'lovesick' in this stanza by chance, for the näyaka 
type in the ~1eghadüta, indeed both the näyaka and the näyikä in mature sandesa 
poetry in general, were conceived of as being sorrowing lovers, driven half out of 
their wits (unmatta). They were lovers who have fallen into despair and are well­
nigh incapable of enduring the separatian (viraha) imposed upon them. The critic 
Bhämaha (about the end ofthe 7th century), not perhaps one afthe great admirers 
ofdüta poetry, mentians in his Kävyälaqikära that, in the kävya ofhis day a claud, 
the \\ind, the moon, a bee, a hänta-bird, a cakraväka-duck, a parrot, etc. cauld act 
as a messenger. Hawever, he regarded the practice as a fault (d~), even as 
ayuktimat, "samething quite unsuitable". As these beings can neither speak nor 
bring forth articulate sounds, it is not correct ta choose them as messengers. 
Hawever, Bhämaha continues, the practice is permissible when the speaker, i.e., the 
man sending the message, is an unmatta(-näyaka), a laver unbalanced by intense 
longing_ 1s1 

This passage by Bhämaha does not cantain the sharp criticism af messenger 
poetry as a genre that a number of histories of literature profess ta find in it. On the 
contrary, it shows the great papularity afthis sort ofpoetry in Bhämaha's day and, 
above all, makes it clear that we must presume a certain period of develapment, i.e., 
that sandesakävya existed lang before Bhämaha wrote his Kävyälaqikära. lt 
confirms the thesis that Kälidäsa in no way created this form of poetry when he 
wrate the Meghadüta but took a tradition that was already there, thaugh 
presumably refining and changing it to suit his own purposes. His artistic sense 
showed him what cauld be further developed and, as always in kävya, that new 
creative opportunites were affered by this changed viewpoint. lt should be noted 
that Bhämaha and Kälidäsa use the synanymous words utkai:i!hä and autsukya, 
"(intense) longing", and that the twa texts characterize the person wha sends the 
messenger as unmatta, "unbalanced", and kämärta, "'lovesick", respectively. Both 
authors use one af the two terms emplayed ta classify the whole genre - sandesa­
and dütakävya: Kälidäsa has the ward sandesa in the abave stanza from the 
Meghadüta while Bhämaha uses the keyword düta in Kävyälaqikära I, 42. 

Kälidäsa wrote the Meghadüta in the "slow-moving" Mandäkräntä consisting of 
4 lines (päda, Iiterally "quarters") each af seventeen syllables. Each line begins with 

l80 "The guardian ofthe treasure", i.e., the yaksa. 
181 Kiivriil. 1, 44: yadi cotkaTJ-(hayii yat tad unmatta iva bh~ate / tathii bhavatu. 
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four long syllables followed by five short, most ofthe remaining syllables in the line 
being Jt creates an effect ofsolemnity with a me!odic rhythm. 

-uu uuu --u --u 

This metre has fonned a school. It was not only other writers of düta poetry that 
liked to use it: the dramatist Bhavabhüti employed it in Act IX of his Mälatimä­
dhava for the sandesa passage on the theme of the monsoon and the separation of 
lovers. The abandoned :Vfädhava, searching for a cloud to take a message to Mälati, 
his belO\ed, also speaks in Mandäkräntä metre (IX, 25-26): 

"Ge:1tie cloud. does lightning, thy beloved companion, embrace thee? Do the cätakas. 
1H,kome lto thee) by the affection they manifest, wait upon thee? Does the eastem wind 
gladden thee by its gentle touches? And does the rainbow bearing beauty on all sides 
become thy prominent mark'.'" (25) 

··if in thy free rnmbles over the world thou chancest to see my beloved, first cheer her up 
and then tel1 her ofthe sad plight Mädhava is in. In telling it thou shouldst not snap, to any 
great degree. the thread of hope, for that alone somehow sustains the life of the long-eyed 
one" ('.::6) 182. 

The total number of stanzas in the Meghadüta varies between 110 and 130. It 
seems probable that the great popularity of the work led to a number of 
interpolations. This is indicated partly by the fact that there is a Tibetan translation 
of l l 7 stanzas, a Sinhalese of 118 stanzas and a work by Jinasena (second half ofthe 
8th century), the Pärsväbhyudaya, 120 stanzas, which is based on the Meghadüta, 
but also because it can be deduced from about 50 commentators on the Meghadüta, 
many of them irnportant ones. Among these we must mention first and foremost 
Vallabhadeva (10th century), Dak~Ü).ävartanätha (about 1200), the great Mallinätha 
04th century). Pün;asarasvati (end of 14th century) and Sumativijaya (first half of 
17th century). \\"hile the version that Vallabhadeva commentated had 111 stanzas, 
Da~i1_1ävartanätha 's and Pün;asarasvati's had l 10, Mallinätha's 121 183 and Sumati­
vija~a 's 126. 

ln the first section, the poet likes to present us with glowing pictures of Indian 
scenery and life at the various stops on the route to Alakä. This he does in self­
contained stanzasiM resembling muktaka. Descriptions of the countryside, moun-

"2 Translation after M.R. KAU, Bhavabhüti's Mälatimädhava. With the Commentary of 
Jagaddhara, Delhi-Varanasi-Patna 19673, p. 84 (the translation). 

i Sl l l 5 of which are authentic, Mallinätha regarding six stanzas as interpolations. Cf. S.V. 
lYER. The Meghasandesa Tradition in Kerala, VIJ 3 (1965), p. 61. On the whole the textual 
tradition in Kerala. represented by Püll_lasarasvati and others, agrees weil with the K.ashmiri 
tradition preserved in the commentaries ofVallabhadeva and Sthiradeva. 

' 84 Stanzas l 3-63 in the KSS edition. The information Kälidäsa gives here, like the data in 
other düta poems, is of considerable importance to historical geography. The raute given in 
the JfegJ.zadüw run:s from Mount Rämagiri in the Vindhya range over the country of Mäla, 
:'lfount Amrakü!,i, the city ofVidisä (modern Bhilsa) in the land ofDasäma, crosses the rivers 
Nirvindhyä and Sindhu on to Ujjayini, the city ofDasapura. the holy land between the rivers 
Sarasvafi and Drsadvati, to which Kuru~tra belongs, and finishes up near Lake Mänasa, on 
:\fount Kailäsa. on whose summit lies Alakä, the city ofthe gods. 



Poetry ofthe Minor Form - Laghukävya ll9 

tains and ri"vers alternate with scenes from widely differing countries and c1t1es 
showing the events and characters ofthe women living there. As in the Rtusamhära. 
indeed in all kävya, natural phenomena and human feelings are closely.inten~oven. 
The fine rain that falls when the cloud touches Mount Rämagiri is interpreted as a 
sign of the joy the mountain feels at meeting his old friend the cloud again. Rivers 
are nayikäs longing for reunion with their Iovers. the clouds. The skilful choice of 
personae or the use of dhvani transforms some stanzas into veiled love poems which 
not only describe nature but also the vivid love phantasies ofthe exiled ya~: 

vicik~obhastanitavihagasrei:1-ikäncigu1_1äyäJ:i 
saJ"!lsa;-pantyäJ:i skhalitasubhagaJT! darsitävartanäbheJ:i 

nir,,indhyäyäJ:i pathi bhava rasäbhyantaraJ:i sannipatya 
stri!1äm ädyaJT! prai:iayavacanarri vibhramo hi priye~u (1, 28) 

'"Having come in contact, on your way, with the (Rivef) Nirvindhyä, having for her waist­
band the row of birds noisy on account of the turbulence of her waves. moving on by 
stumbling gracefully and showing her navel in the shape of eddies: enjoy the flavour ofthe 
water lor: of her love)! 185 For, with regard to their lovers, confüsion is the first love­
declaration ofwomen".186 

We observe that while the cloud (masculine in Sanskrit) is compared to a lover, a 
series of attributes portrays the Nirvindhyä (feminine) as the beloved: her 
mmements are shy and she wears a jingling girdle which reveals her navel when the 
näyaka gently pushes it aside. The words rasa and vibhrama have amorous 
connotations for the initiated, for rasa can here mean both '"water" and ""(the 
pleasures of) love", while vibhrama, "confusion, (in) a flustered state", is also the 
technical term for one of the many erotic means of enticement (häva) a näyikä rnay 
employ. 187 

\Ve do not find any implications ofthis kind in the second part ofthe poem. The 
cloud has now reached its destination, the city of Alakä far to the north, a...c1d will 
soon meet the beloved. The descriptions are now more direct and show a great dea1 
ofs)mpathetic understanding, perhaps related to the poefs mm personal exper:ien­
ces. The theme ofthe majority ofthe stanzas in the lJttaramegha is the suffering in 

1 ~~ rasa. 
l86 Translation after M.R. Kaie. 
,s- There is an explanation ofthe term vibhrama in Visvanätha's work on poetry entitled 

Siihityadarpal'}a. In its description oftwenty-eight hävas it states what has been summarized 
as: ""The application of omaments. etc. to the wrong places, through hurry arising from 
de light or eagerness, on such occasions as the arrival of the beloved one, is what we mean b} 
"Fluster"' (Trans!. by J.R. BALLA"-TY'.\E and PRA:vtADA-DASA MITRA. The Mirror of 
Composition. etc., Banaras 1956 reprint, p. 87). - The dhvani. which spans severai stanzas, 
and the fact that there is scarcely one verse in the Pün•amegha in which paronomasia is not 
present somewhere, are undoubtedly a legacy from muktaka. Stanza l, 29. for example. can 
hardly be fully understood without realizing the significance of the comparison of the river 
!\irvindhyä to a wife or a beloved who. thin and languishing. is reunited with her lover after a 
long separation. According to Kokkoka's Ralirahasya. an erotic textbook. loss of weight 
(ranutä. in Meghad. 29 called kiirsya) is the fifth stage oflove. the ninth being fainting and the 
tenth. death. 
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this ··unhappy Jm;e" (vipralambhasfllgära) caused by separation (viraha) and how it 
has affected the nävikä. here the type known as pro~itabhart;-kä, the "beloved whose 
husband is away": Sh~ has grovvn thin and pale, her nights are sleepless and she 
passes the time by talking to her preacher-crow188 , playing the Vil).ä and counting 
the days tiH her lover returns: 

tanvi svämä sikharidasanä pakrnbimbädharo~thi 
madhye ~mä cakitaharii;iiprek~ai:iä nimnanäbhil) / 

sronibhäräd alasagamanä stokanarnrä stanäbhyärp 
yä tatra syäd y11,ativi~ye s~tir ädyeva dhätul) (II, 19) 

täJTJ parimitakathäJTJ jivita111 me dvitiyam ... / / {II, 20) 

"'The slender (lady) whom (you)l 89 will find there, beautiful, with pointed teeth and the 
lower !ip resembling a ripe bimba fruit, thin in the waist, possessed of eyes like those of a 
frightened doe. having a deep navel, of a gait slow on account of the weight of her hips, 
slightly stooping on account of her breasts, (in short), the first creation, as it were, of the 
Creator in the department of womankind (II, 19), you should know her, reserved in speech. 
tobe my second life .. ."' (ll, 20). 

nünarp tasyärµ prabalaruditocchimanetra111 priyäyä 
niJ:isväsänäm asisiratayä bhinnavan:iädhar~tham / 

hasta."'1yastarp. mukharn asakalavyakti lambälakatväd 
indor dainyarp. tvadanusarai:iakli~!akänter bibharti / / (II, 21) 

"'Surely the fäce of her, my beloved, resting on her hand, having its eyes swollen by 
excessive weeping, with its lower lip changed in colour on account of the warmth of her 
sighs and fonly) partially visible, as the curls ofher hair are hanging (loosely about it), bears 
the miserable appearance ofthe moon, when her light is obscured by yourl90 passage"'.19! 

These stanzas and previously quoted extracts from the Meghadüta come so close to 

perfection that any attempt to render their elegance, balance, artistic syntax and 
lio,ving verse into another language is doomed to failure. When we discuss the 
Kumärasambhava and the Raghuva:rµsa we shall have further occasion to pay 
tribute to K.älidasa 's mastery. The judgement of generations of Indian critics is that 
the freedom from exaggeration, the balance and the clarity (insofar as clarity is 

in kävya) of K.älidasa's work makes it the crowning achievement of 
classical poetry. \Vith this verdict we modern critics must agree. 

It will not be necessary to devote the same amount of attention to düta poetry 
composed after Kälidäsa. Since the "Cloud Messenger" is the oldest preserved work 
in this genre. it has been customary to dismiss fairly unc'ritically all later sandesakä­
vyas as pure irnitation. This is not always the case, however, as messenger poetry 
must have existed as a popular form of poetry before Bhämaha and Kälidäsa, as we 
have already seen. On the other hand, it is undoubtedly correct that later düta poets 

m Saraca indica. 
189 l.e., the c!oud. 
1 :ID l.e., the cloud. 
19 i Translation after M.R. Käle. 
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s:o:;ld escape being influenced by Kalidäsa's model. These imitations, 
howe,er, are not primarily of the genre critics suppose Kälidasa to have originated 
but mainly of certain elements in the strncture ofthe l\1eghadüta. its metrical form 
and. ;-ery frequently, its imagery and phrasing. At the same time it is clear that in 
the course of development some sandesakävyas have strayed a long way from the 
original conception ofmessenger poems. 

The o!dest düta poem after Kälidasa's \frghadüta is Jambukavi's Candradü.ta: 9: 

18th to JOth century) in \,-hich the moon (candra) plays the ro!e of messenger. ;-.;ext 
comes the important Pavanadüta 193 • the "\Vind lviessenger". by Dhoyi {also Dhoi 
or Dhoyika). composed in the 12th century. This short poem of 104 stanzas in 
'.1.fandäkräntä metre describes the love ofthe Gandharva girl KuvalayavaH for King 
Laksrnanasena, the famous Sena monarch and patron of all the arts at whose court 
resided ·the two eminent poets Jayadeva;'the author of the Gitagovinda, and 
Govardhanäcärva, who wrote the .~ryäsaptasati, as weil as Dhovi himseif. Sarana 
and Cmäpati. ~hose works are lost. 194 Kuvalayavati had only s~en the king on~e 
when he was on one of his campaigns to the south. She feil in love with him at first 
sight and when she could bear her loneliness and the pangs of love no longer, she 
sent the \1alaya wind to Vijayapura, the royal residence in Gau~a. to tel! the king of 
her love. Although it is very unusual to glorify an actual historical character in düta 
poetry, Dhoyi chose to allot the part of the näyaka in the background story of his 
poem to King Lak~mai::i-asena, \Vho is presented as the ideal sovereign, possessed of 
all the virtues. W e may assume that his patron was not unappreciative of the 
honour done him as he awarded the poet with the title and office of kaviräja. ' 95 In 
addition to the Wind Messenger there are in some anthologies a number of stanzas 
which are ascribed to Dhoyi, Dhoi or Dhoyika.196 The extent to which the personae 
and construction of the Meghadüta and the Pavanadüta correspond may be judged 
from the fo!lowing table: 

:9c Ed. J.B. CHAUDHURJ, Calcutta l 941. 
193 M. CHAKRAVARTI, Pavana-dütam, or Wind-Messenger, by Dhoyika, etc .• JPASB 

i l 904,l, p.41 ff.; CH. CHAKRAVARTI, Pavanadütam ofDhoyi, edited, etc .. Cakutta 1926; C .C. 
SHAR..\!A and G.C. SHARMA, Aligarh 1978. 
Translation: S. L!E~HARD, Der Pavanadüta des Dhoyi, OS 7 (l 958). p. 137 ff. 

1,4 Jayadeva mentions these colleagues in Gitagor. I, 4. Dhoyi is referred to by his title, 
kariräja. "Prince of Poets". Cf. also R. P!SCHEL, Die Hofdichter des La~maryasena, 
Göttingen 1893. 

195 Both Pamnad. 101 and Gitag. I, 4 confirm that Dhoyi was granted the hig.h rank of 
kariräja. See also p. 18 above. 

:% Collected by CH. CHAK.RA,VART!, loc. eil., pp. 27-32. 
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Paranadüta 

Kuvalayavati, the 
sender ofthe message 

King Lak~ma1_1asena, 
the recipient 

d:ita: the wind 

Jfeghadüta 

Personae 

näyaka: a yak~a, the sender of 
the message 

näyikä: the wife of a yak~a, the 
recipient 

düta: the cloud 

Structure 

Introduction, stanzas 1- 3 Introduction, I, stanzas 1-5 

Appeal to the wind 4 Appeal to the cloud I, 6 

The destination is given 5-:- 6 Ditto I, "1 

' 

Description ofthe route 7-36 Ditto I, 13-63 

Description ofthe city Description ofthe city 

ofVijayapura and the of Alakä and the yak~'s 

royal pa!ace 37-54 house II, 1-18 

Description ofthe Description ofthe 

beloved king 55-61 yak~'s beloved wife II, 19-37 

The message carried by The rnessage carried by 
the wind and the des- the cloud and the descrip-
cription ofthe lonely tion ofthe lonely yak~a IL 38 ff. 
KuYalaya\ati 62 ff. 

The main difference between the two poems is that the Meghaduta gjves a far 
more detailed description of the state the recipient of the message is in, while the 
Pa\anadüta, which shows us the recipient as a powerful ruler and mighty warrior, 
limits the description to a few stanzas. On the other band, the message carried by 
the cloud contains only a brief account of the sender, the yak~ who is almost 
demented by love and longing, whereas the wind in the Pavanadüta has a great deal 
to relate about the sufferings of Kuvalayavati, the lovesick gjrl who sent the 
message. As we can see, Dhoyi has abandoned the inverted parallelism of the 
personae inasfar as, like Kälidäsa and others, he describes the separation (viraha) of 
the lovers solely from the näyikä's point ofview. It is not difficult to see why he has 
done so since, in contrast to the Meghadüta, the näyikä's emotions are here purely 
platonic and, what is even more important, older poetic tradition is rich in ready­
made material and conventions suitable for the näyikä rather than the näyaka: 
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,inyasyägra111 bhuvi carai:iayoJ:i kautukottambhitäk~i 
tvatsamparkapralqtisubhagäm unnatagrivam äsä.m 

utpasyanti kim api sutanur la~yate saudhasritgäd 
udbhinnäsrusthagitam asalqt tvatsamipa111 yiyäsuf:i (64) 

123 

'"One sees the beautiful slim (one) standing on tiptoe, stretching out her neck, looking with 
longing eyes from the highest point of the palace towards that part of the sky which has 
become lso) precious (to her) because ofyou.l97 She longs tobe near you while tears keep 
breaking forth and cover (her face)." 

kidrk käntaJ:l kathaya tarale vartate yas taväntar 
y~tnäd Jtthal!l subhaga bahusaJ:i Pf~tayälijanena , 

nihsvasvoccaih katham api tayä stambhitäsrupravähä 
~yastä dmi; likhitamadane bhittibhäge grhasya 1 / (67) 

··When her confidantes, o best ofmen. time and again ask (her) eagerly: 'Say. o trernbling 
one. who is the lover you have locked up in your heart?' she lets her eyes rest on the wall 
on which the god of love 198 is painted, sighing and only with difficulty able to hold back 
her tears." 

There are about fifty or sixty messenger poems in classical poetry.199 The 
majority of them are sandesakävyas of the same type as the Megha- and Pavana­
düta, but a few are rather poor continuations of the MeghadOta, and some others. 

so-called samasyäpüral_las, in which the poet gives himself a task to perform: he 
takes one, sometimes two quarters of a stanza (päda) from the Meghadüta, usually 
the last, and then builds up his ovim stanza to fit the borrowed material. 

Additions to the Meghadüta all belong to recent times. ~I_labhüti, who called 
himself Abhinava-Kälidäsa, wrote his Yak~lläsa in the 17th century, and in the 
19th we have the Meghapratisandesa, the "Message Returned by the Cloud", by 
Mandikai Rämasästrin, which, as its title indicates, contains the reply sent by the 
yak\;a's wife. There is also Trailokyamohana's Meghadautya, in which the yak~'s 
wife sends the cloud to her husband's master, the god Kubera, whom she begs to 
quash the sentence of exile. Finally we have the Ya~milanakävya by Mahä-

19' "you" being King Laksmanasena. 
198 An implied comparison with King Laksmanasena, who is as beautiful as Käma., the god 

of love. Classical poetry and even early Middle.Indian inscriptions like to compare a king 
with the god Käma. 

199 Surveys in the following publications: CH. CHAKR-\VARTI, Origin and Development of 
Dütakävya Literature in Sanskrit, IHQ 3 (1927), p. 273 ff.; E.P. RADHAKRJSH._A._, Meghadü­
ta and Its Imitations, JORM 10 (1936), p. 269 ff.; E.P. R.",.DHAKRISH~ ... ,.N, Some More Düta­
kävyas in Sanskrit, JORM 13 (1939), p. 23 ff.; R. KuMÄR ÄcÄR.YA, Sa111slqt ke_ sandesa­
kävya: Meghadüt aur uski paramparä kä ek adhyayan, Ajmer 1963; SATYAVRAT SÄSTR1. A 
Critical Survey ofDütakävyas, in: Essays on lndolQID·, Delhi 1963, Section III, p. 8::! ff.: G.V. 
DAVA!',E, lnfluence ofthe Meghadüta in Sanskrit Literature, JUB 33 (1964). p. 96 ff. 
Information on messenger poetry in Kerala, which has a particularly flourishing tradition of 
this genre not only in Sanskrit but also in the mixed style of Mar_iipraväla, is to be found in: 
C. Ku:--;HA!', RAJA, Some Sandesa Kävyas and Malabar Geography, B.C. Law Volume I, 
Poona 1945, p. 293 ff.; K. Kuxn:i-.~1 R.-\JA, The Contribution of Kerala to Sanskrit 
Literature, Madras 1958. p. 225 ff.; S.V. lYER, The Meghasandesa Tradition in Kerala. VU 
0965), p. 61 ff. 
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mahopädhyäya Paramesvara Jha, which describes the happy reunion of the yak~ 
couple. The same theme is to be found in a modern work, the Alakämilana2CI'' by 
D,ijendraläla Sarman, first pub!ished in l 954. It is divided into two cantos. The 
first. called Virahä,asesa, contains 41 stanzas describing the remaining period 
(a..-ase~l of separation ·(vihara). The second Canto, Milanolläsa, deals with the 
reunion ofthe lovers. 

The samasyäpürai;ias based on the Meghadüta are not always true messenger 
poems. \\'e mention them here because ofthe close connection they have ,,ith Kä­
lidäsa's poe:n. but in theory they could equally well have borrowed from some 
other work. Jainas took great pieasure in the samasyäpüraI).a technique, which was 

furthered by poets' societies where, as we have seen, members were trained 
to undertake Jiterary tasks such as composing samasyäpürai:ias, impromptu poems 
or riddles. Like the Vai;;i:iava poets we shall meet later, some Jaina writers utilized a 
form of messenger poem for their ovvn, non-literary purposes. Düta poetry 
frequently sened them as an instrument for religious instruction, propaganda. 
information about the progress ofthe faith in distant parts or for teaching religious 
and philosophical questions. Thus two of the best-known samasyäpüral).as, Jinase­
na "s famous Pärsväbhyudaya"01 , the "Triumph of Pärsva" (8th century), and Ca­
ritrasundaragal)i's Siladüta20: (1420 A.D.), were not written as messenger poems at 
all. are a mixture of poetic and didactic biography. The former relates the life 
of \fahävira's predecessor, Pärsva, which bears a certain likeness to the tale about 
the yak~. and the latter is the story of Sthülabhadra, the eighth head of the Jaina 
community after Mahävira. Vikrama's Nemidüta203 , on the other hand, is a Jaina 
dütakävya as well as a samasyäpüral).a. In 123 stanzas it describes how Räjamäti, the 
wife of '.'Jeminätha, the twenty-first TirthaJI!kara, asks Mount Abu to act as 
messenger to her husband who is practising ascetic exercises on this mountain. The 
last line of each stanza is identical with the last line of the corresponding stanza in 
the Meghadüta. The Jaina poet Merutui:lga's Meghadüta (15th century), a samas­
yäpüra1;a. also relates events from the life of Neminätha. The Meghadütasa­
masyälekha"!'A (l 669) by MeghaYijaya is a poem of the same sort, both messenger 
poem and samasyäpürai:ia. in which the author himself sends a cloud-messenger to 
his spiritual leader, Vijayaprabha Süri. 

Vai~i:iava poets, too, employ the düta form mainly for spiritual and educational 
purposes. The person who sends the message in Vi~i:iuite works is generally Lalitä. 
one of Rädhä ·s friends. In the name of all the cowherds, it is addressed to Krsna, far 
away in distant Mathurä. imploring the god to return soon in order to prese~~ their 

:oo Sri-DVIJF:"iDR..\L-;:u.. SARMA-Purukäyastha, Alakä-milanarn, Jaypur 19541, 19731. 

:o, K.P. PATHAK, The Meghadüta as embodied in the Pärsväbhyudaya with the Commen­
UL') of \fal!i.nätha, with a lit. English transl.. etc., Poona 1894; ed. Y OGIRAJ PAND!TACHA­
RYA, Bombay !909 fSSP). 

:n: Cäritr.isundaragani-viracitam Siladütam. Ed bv PTS. HARAGOVINDADASA and ßECAR.>\-
DASA, Benares 1913:, . . -

:03 In: KM 2. Bombay 1886. 
: 04 Jaina Ätmänanda Granthamälä, Bhavnagar 1914. 
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lo\e. Separation, which in secular poems is the physical separation of two iovers, 
can here be interpreted either as erotic or as the remoteness of man from god, the 
longing ofthe lonely woman as the yearning ofthe soul for reunion v.ith the source 
ofits being. Typical poems ofthis sort are the Harr,sadüta by Rüpa Gosvämin 06th 
centuryJ. the great contemporary of Caitanya, the prophet of the Kf?i;aite 
movement in Bengal, and the work with a synon}mous titk the Harpsasandesa, 
whose author was Raghunäthadäsa. also one of the six Gosvämins of Vmdävana. 
We ha,:e only a Bengali translation (17th century) ofthe latter, the origin~l Sanskrit 
version being lost. 

A wide variety of animals, natural phenomena, etc. appear as rnessengers both in 
secular andin religious and (or) didactic dütakävya. V1/e may assurne that the oldest 
ofthese poems chose the rainy season as their setting as this gave a background that 
was very suitable for conjuring up an atmosphere of unhappy love and separation if 
the !over failed to retum. It would therefore seem quite natural for poets to choose a 
monsoon cloud as the most fitting messenger. We may surmise that this was the 
fa,ourite düta figure in early rnessenger poetry and that in this respect Kälidäsa and 
others were merely following their predecessors. In the Ha111sasandesa by Venka!a­
nätha (or Vedäntadesika, 14th century), the Ha111sadütas by Vämanabhaga Bäl)a 
(first half of the 15th century) and Püri;asarasvatI105 as well as in the two poems 
already mentioned, Rüpa Gosvämin's Ha111sadüta and Raghunäthadäsa's Ha111sa­
sandesa, the messenger is a goose (harr,sa) which, as the Nala saga contained in the 
Mahabhärata shows, was the earliest and most popular messenger after the cloud. A 
goose also figures in the anonyrnous Ha111sadüta in which the author, a pious Saiva 
poet. sends his oi.vn soul in the shape of a goose to his beloved. A parrot does duty 
as messenger in the Sukasandesa by La~rnidäsa, 205• the Kiradüta by Rämagopäla 
and the Sukasandesas by Karingapalli, Nambüdri, Püri;asarasvatI and Raflgäcärya. 
A peacock appears in the Mayürasandesa206 by Udaya (or Udayottuflga. 14th 
century), a cuckoo in the Kokilasandesas207 by Udda1_1qa Kavi (beginning of 15th 
century). Nrsirµha and Venkatäcärya, a crow in the Käkadüta, a parody written in 
our century by Cintamanaräo Sahasrabudhe, a bee in Väsudeva's Bhfilgasandesa, 
Rudra Nyäyapaiicänana's Bhramaradüta208 , Satäbudhäna ~1_1adeva's Bhfilgadu­
ta:09 and the modern Bhramarasandesa210 by Mahälinga Sästrin (1954) and Käma. 
the god oflove, in the Kämasandesa by Mätrdatta (end of 16th century)_:wa Dhoy"! 

:05 As regards Pün:iasarasvati, see S. VENKJTASGBRAM0N!A IYER. Pün:iasarasvati and his 
Kamalaniräjahamsanätaka, AIOC 1946, 2, p. 197 ff. 

W5•Ed.: G. PA;TABil~A!-.1AN, Madras 1984 (with Eng!ish translation). 
: 06 K.R. PISHAR0Tl, Udayottuilga, JGJh l, 4 (!944), p. 445 ff. 
:o~ N.P. l."N:SI, Kokilasandesa ofUddanda, Trivandrum 1972. 
:os J.B. CHAUDHVRI, The Bhramara-düta-kävya of Rudra Nyäyapaiicänana, etc., Calcutta 

1940. 
:o9 S.P. CHATliRVEDI, Bhrilgadütam - a New K.handa-kävya, AIOC l 930, p. 623 ff. 
:10 Y. MAHAL!l'-iGA SASTRI, Bhramarasamdesa ·. · .. , published by the author, Sähitya 

Candrasälä, Tiruvalangadu, Tanjore District i954. 
:wa See C. St:NEsor--., The Kämasandesa: A Contribution to the Religious Geography of 

South lndia, IT lO (1982), p. 229 ff. 
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was not the poet to write a düta poem in which the wind is the messenger: 
the:-e is a Pavanadüta Vädicandra Süri ( 17th century) and a Vätadüta by ~i:ia­
:-iätha :",;yäyapancänana !end of 19th century). The messenger is the moon in the 

· the Jaina Vinaya Vijayagal)i ( 1653), didactic and religious in theme. 
ir: Jambuka,i·s erotic Candradüta, already mentioned, in the religious Candradüta 

the Jaina author Vimalakirti= 1= and in the Candradüta by Kn,l).acandra Tar­
kälankära. the subject of which is the separation of Räma and Sitä. A pop­
uiar messenger in later Vi?l)uite and Jaina poetry was the spirit (manas), as in the 
\'isnuite \fanodütas bv Visnudäsa (15th century), Tailanga Vrajanätha" 13 (1757) 

ari Räjaräma as ½eil ;s the· ~fanodüta and Cetodüta, two anonymous Jaina works. 
the second of which is a samasyäpürai:ia. In the Pänthadüta214 by the Bengali 

poet Bholanätha the messenger is a wanderer whom the Gopis have 
begged to go to K:'"?i:ia in ?\1athurä while the messenger in the Uddhavadütas (or 
L;ddhavasandesas) by Rüpa Gosvämin21 5. Mädhava Sarman215 and Räjavallabha 

( i is l:ddhava, one of Kf~l).a's confidants, also on his way to Mathurä 
at the behest ofthe Gopis. Raghunandanadäsa's Uddhavacarita is a sandesakävya of 
l 63 stanzas in Mandäkräntä metre. Here, too, we meet U ddhava, "bearing 
messages backward and forward between the god and his female companions, who 
are rendered desolate by his disappearance".217 The choice ofmessenger in another 
Kna,iaite dütakävya. the Padänkadüta218 (l 723} by Kn,i;iasarman Särvabhauma. 
strikes \Vestem readers as very strange: here the Gopis entrust the message to the 
footprints (padänka) of Kn,i;ia, requesting them to convey it to their god-lover in 
\fathurä. 

Mandäkräntä, perhaps introduced by Kälidäsa, is the metre most commonly used 
in Sanskrit messenger poetry although other metres such as Vasantatilakä, Sikhari­
l)L l\fälini and Särdülavikri"i;lita are tobe found. 

His only a short step to the assumption that early düta poetry drew inspiration, to 
some extent at least. from Indian folksongs which, being composed in non-literary 
Apabhrairisas, were seldom written dov.-n. However, important elements live on in 
various New Indian languages in the rieb treasure-house of folksongs. In many of 
them we meet the same themes as in düta poetry, including the monsoon season. 
which is here too associated with the separation of loving couples, the main 
emphasis being once more on the pangs oflonging suffered by the näyikä. We have 

: 11 SATYAVRAT SÄSTRT, lndudüta of Vinaya Vijayagai_:ti - A textual study, in: Essays on 
lndology, Delhi 1963. p. 45 ff. 

: ;: K.M.K. SARMA. Candradüta ofVimalakirti. BV l l (l 947). p. 182 ff. 
213 Analysis and translation in S. P1A~o. II Manodüta di Tailai:iga Vrajanätha, Rome 1974 

(Atti della Accad. ~azionale dei Lincei. Series 8, 28,7-12, p. 953 f.). 
: 14 See J.B. CHAt.:DHARI. The History of the düta-kävya of Bengal. Historical Reference to 

the Päntha-düta. 26th ICO, Delhi l 964, III, p. 207 ff. 
215 In J. HAEBERLI~. KS. 
216 B. LP•\DHYAYA. A New Cddha~adüta, IHQ 12 (1936). p. 104 ff. 
:;; J. EGGEL!~G, Catalogue ofthe Sanskrit ~1anuscripts in the Library ofthe India Office. 

VH. London ! 904, No. 3894. 
::, In J. H".EBERUS, KS. 
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seen that there is in Sanskrit a whole sandesa literature, which urgently calls for 
research and presentation. On the other hand, only isolated examples of this genre 
are known today in the Prakrit languages and in literary Apabhra:qisa. 

In Prakrit we have a messenger poem called Bhrngasandesa.219 andin Apabhram­
sa the Samneharäsaya (Skt. Sandesaräsaka)2c0 by Addaharnäna, i.e. Abdul Rahm~. 
a \foslim. poet who cannot have lived earlier than the 12th to 13th centurv. The 
iatest date possible, the beginning of the 15th century, is fixed by the existen~e of a 
commentary on the Sandesaräsaka written in 1465 by La~micandra, an author 
who seems not to have kno\.\n Addahamät_1a personal!y. The poem belongs to the 
erotic category of dütakävyas and has as rnessenger a wanderer (pahiu, skt. pathika) 
like one of the poerns mentioned above. As in the majority of messenger poems, he 
is acting on behalf of the näyikä. Both the title of the poem and the introduction 
refer to the poem, which in H. Dvivedi and V. Tripä!hi's edition consists of 223 
stanzas, as a räsaka, a most productive genre221 in older Hindi and Räjasthäni 
literature, especially in the latter. Abdul Rahmän's preface makes it clear that 
sandesa poetry has a fairly long history in literary Apabhra:qisa for he names a 
number of Apabhra:qisa poets as his predecessors. The first, introductory section 
(prakrama), in which the poet presents himself and eulogizes poetry, is followed by 
a second which vaguely corresponds to the pürva- and uttarabhäga of Sanskrit 
poetry, a sandesakävya proper. The first part builds up the background story, 
starting from the meeting of the näyikä and the wanderer; the second contains a 
very detailed description of the seasons, beginning with summer, as in the 
~tusa:qihära. The final stanza briefly hints that the last season, spring, will see the 
reunion of the lovers. As in most erotic düta poems, the main theme of the 
Sandesaräsaka is the separation (viraha) and the pangs of love suffered by the 
beautiful beloved. 

Also devoted to the theme of separation, although it is not a dütakävya, is the 
Koti-..iraha, a Sanskrit poem of 107 stanzas by the well-kno\.\n Kerala author Nä­
räyat_1a (end of 16th century).222 

As we have seen, the greater part of rnultiple-stanza poetry is either erotic in 
character or has as its subject the closely related theme of the seasons. A v.ide 
variety of themes is, however, dealt with in other poems, most of which were 
composed after Kälidäsa's time. Poems of a philosophic or didactic nature are 
generally oflittle poetic value. On the other hand, poetry in praise ofthe prince and 

219 A.N. UPADHYE, Bhrnga-Sarndesa: A Prakrit Kävya, in: Principal Karmarkar Comm. 
Vol., Poona 1948, p. 217 ff. · 

220 Ed.: J1:-A VIJAYA MUJ\1 and H. BHAYANI, Bombay 1945 (SJS 22): H. DVIVED! and V. 
TRIPÄ"[HT, Bombay 1960. See also H.C. BHAYA!'-11, Abdala Raharnäna's Sarpdesaräsaka and 
Jäyasi's Padumävati, BhV 9 (1948), p. 81 ff. 

221 Hindi Sähitya Kos, publ. by DH. VARMÄ and others, I, Varanasi (sarpvat) '.!020:, 
distinguishes between two types ofthe räsa genre: those consisting predominantly ofsong and 
dance and those written in a variety of different metres. The former belong mainly to West 
Rajasthan, the latter to East Rajasthan and Hindi-speaking areas. 

~ll In KM 5, Bombay 1888. 
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similar verse best documented in inscriptions, can rise far above the level ofmerelv 
competent ~casional poetry; in the hands of an experienced court poet it 
sometimes becomes true art. We have already mentioned the Räjendrakan_:iapüra, a 
eulogy to Ha~deva ( 1089-1101) by the poet Sambhu.m The Vägmai:i9B.nagul)a­
düta"14 by Viresvara occupies an intermediary place between sandesakävya and 
panegyric poetry. It is in praise of Räja Bhimasena and the men who are closest to 
him: the poern is sent as a message to Bhimasena and, in imitation of the Megha. 
düta, describes the route from Vradhnapura to Mayapura, where Bhimasena is 
sta~ing. All the authors mentioned in the work Iived before the 12th century. The 
undatable and anonymous Sp'lgärajfiänaniri:iaya225 , the "Judgement between Love 
and Knowledge", a dialogue poem spoken by the loving couple Suka and Rambhä, 
is interesting in that Rambhä's words have an erotic meaning while Suka's are 
purely philosophic and religious. 

We saw above that multiple-stanza poetry and collections of muktakas have 
several points in common and that it is not always easy to decide to which category 
a given poem belongs. Furthermore, as soon as a number of verses from a multiple­
stanza poem are taken out of their context, most Indian critics were accustomed to 
read them as some sort of muktaka. As we have said, the main difference between 
the two categories is that whereas a collection of muktakas has the character of an 
anthology, the verses in a multiple-stanza poem show greater coherence. We found 
that devices tending to increase this cohesion were basing the contents on some sort 
ofbackground story, linking together stanzas into yugmakas, etc. and other similar 
means. 

b) Religious Poetry 

We shall find that an uncommonly rieb development has taken place in religious 
multiple-stanza poetry. too. lt is in fact here that we have the largest number of 
poems, the maximum of imitation and an even clearer tendency to paronomasia 
than we find in secular kävya. lt is not only when gods are presented in human form 
- lo,ing and suffering - that religious and secular poetry overlap; the paronomasia 
is often deliberately introduced by the poet, who wishes to write a work which can 
equaliy well be interpreted as secular, erotic or spiritual. 

The majority of religious multiple-stanza poems are songs of praise, mainly 
stotras, stutis or sta.-as. Structurally, they are closely allied to panegyrics in praise of 
princes and are addressed to gods, spiritual Ieaders, rivers, Iocalities or other revered 
phenomena. Among the most frequently glorified gods and divine manifestations 
are Gautama Buddha, Durgä-K.äli (or Devi), Gai:iesa, ~i:ia (Govinda), La~mi. 

;;;;3 P. 100. 
::4 See M. HARAPRASÄDA SHASTRI, A Descriptive Catalogue ofthe Sanskrit Manuscripts in 

the Collections ofthe Asiatic Society ofBengal, VII, Calcutta 1934, No. 5174. 
::s J.-M. GRANDJEAN, Dialogue de <;uka et de Rambhä sur l'arnour et la science supri:me, 

Annales du Musee Guimet X (1887), p. 477 ff. (with French translation). 
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-..;rsimha. Rädhä, Räma, Sarasvati, Siva, Sürya, the Tathägatas, the Tirthamkaras 
~/ Ji~as. Vardhamäna Mahävira and Vigrn. Of the rivers and holy plac~s, the 
Gangä. the Yamunä and Käsi (Benares) are the ones most commonly mentioned. lt 
should be observed, however, that not all stotras are panegyric in nature; stanzas 
often have a more concrete aim in that they pray to higher powers for favours, 
biessings, relief from sickness or for aid in some difficult situation. Sometimes these 
stotras are addressed to important gods, sometimes to local divinities or local 
manifestations of important gods and therefore reflect both the major and minor 
traditions of India_J:6 

One of the typical features of stotra Iiterature is revealed in the fact that poets 
here use in fairly rapid succession a whole range of different names for the 
characters in their poems. These names may either be based on Indian religious 
traditions, be derived from poetic Ianguage or even be invented by the poet himself 
on the pattem of existing names. Instead of Gai;iesa, for instance, the stotra poet 
may avail himself of any of the other traditional names such as Cintämatii, 
Ganapati, Jye?tha, Mayüresa, Pärsvaputra, Se~putra, Vighnaräja. Vighnantaka, 
Vi~äyaka, etc. For Siva, he could say Hara, Mahädeva, Mahäkäla, Pasupati. Rudra, 
Sankara, Sülapäi;ii, Sthäi;iu, Viresvara, etc. The Süryasataka, composed according to 
tradition by Mayüra in order to be cured of leprosy, refers to the sun god by a 
number of appellations of which the following are taken from poetic language: 
kharäqisu and ti~i;iatvi? (in stanzas 8 and 26 respectively, "possessing hot rays"}, 
dinakara and divasalqt (in stanzas 10 and 36 respectively, "creator of the day"). 
timiraripu (16, ··enemy of darkness"), and aharpati (25, "lord of the day"). 
However. other names for the sun god in the poem such as dasasatin (15, "'having 
ten hundred rays") and its synonyms cai;icjarocis and u~i;iatvi? (12 and 23 
respectively, "having hot radiance") are neologisms invented by the poet on the 
model of cai;icJadidhiti, caJ?.cJadhäman, u~i;iadidhiti, ll?J?.abhäs, etc. In this, as in other 
cases, the author has taken care to preserve a harmonious balance between the 
sound ofthe names and their phonetic context.227 

There is another type of name that is often artistically constructed: those 
descriptive and narrative epithets and appositions which describe outward appea­
rance or the deeds and experiences in the legend of a godhead. When used 
repeatedly. these names present us with a good deal of the history, character and 
iconography of the god or saint in question. In a stotra woven into his Gitag°', inda, v 
Jayadeva addresses ~J?.a using the following descriptive-narrative epithets: Kalita­
lalitavanamäla, "you who wear a charming wreath of forest (flowers)"' (2, l ), 
Yadukulanalinadinesa, "you - a sun for the lotus of the Yadu family" (3), 
Madhumuranarakavinäsana, "you who defeated (the demons) Naraka, Mura and 

~:6 Cf. T. GOL"DRIAAN, ZDMG 122 (1972), p. 415. 
::7 Compare the three words given above with their contexts, for instance: 

prenkhantah khe kharämsoh khacitadinamukhäs te mavükhäh sukham ca (8); 
kalpantäm ~irvikalpam dinakarakiranäh ketevah kalmasasya.(10): . 
smasrusrer;.iva-bhäsärrz disatu dasa.sati sarma gharmatrijo va~ (15). 
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\fadhu'" (4). Janakasutäk[tabhü~l}a, Jitadü~i:ia "'you who bestowed jewels on 
Janaka's daughter (Sitä) (and) defeated (the demon) Dü~i:ia" (6). lt is typical ofthe 
narrafüe element of these epithets that they cannot be tied down to a definite time. 
As K.V. Zvelebil has correctly recognized228 , the names of past events and deeds 
can equally weil be applied to the present so that the verbs in the above examples 
could be rendered either in the past or - preferably - in the present tense: "you who 
wear (worel a charming v.reath offorest (flowers)", "you who defeated (defeats) the 
demon Dusana". etc. This double view of time may be compared to the way in 
•.-.hieb the ~ff~ct ofsome religious experience can be recovered by an individual ora 
group of people through a rite or through spiritual exercises, or the way in which a 
legend or the story of some god can be reconstructed in the theatre, by dancing or in 
meditation. 

The riches of Indian hymnal literature have as yet been only partially explored. In 
contrast to the majority of kävya genres, however, it is possible to detect in stotra 
literature certain parallels, religious, linguistic and literary, with comparable fonns 
such as incantations and litanies in the Vedas.229 A very !arge number of hymns 
have been incorporated into the epics, i.e., the RämäyaJ?.a, the Mahäbhärata and the 
Purä9as and, in classical poetry, into the mahäkävyas. The artistic value of the 
hymns varies considerably. lt will be practical to divide the material into a few 
characteristic groups. This will enable us to differentiate between mainly Hindu, 
Buddhist and Jaina works on one band and, more important from the literary point 
of,'iew, allow us to sort the vast storehouse ofstotra poetry into its most important 
categories. which are as follows: (1) hymns found in epic, puräJ?.ic and tantric 
literature, 12) separate and independent h)mns whether anonymous, written by a 
named author or merely ascribed to him and, (3 ), the category most relevant to this 
work, literary stotras conforrning to the mies of kävya, some of which are 
independent multiple-stanza poems while others are hymns incorporated into 
longer texts, mostly mahäkävyas. Unfortunately little research has been done on 
Indian hymnology_:3o This is mainly because, as we have seen, their quality varies 
immensely. Between the two extremes of a monotonous piling-on of mechanical 
epithets and artistic stotras there is a vast field containing hymns of all conceivable 
kinds. A !arge numer of stotras, mostly those of little poetic value, are only 
a,·ailable in popular editions in which the texts are presented quite uncritically. 

A comparative study of the hymns shows clearly that some stereotyped themes 
are used over and over again: in submission to the Almighty, the diadems of other 

::, We find the same use of narrative epithets in old devotional literature in Tamil, too: 
"Thus ... we observe one of the basic properties of all bhakti hymnody: the synchronic 
projection of the diachronic event - of the story of the god; in other words, the personal story 
ofthe god is telescoped into characteristic epithets" (K.V. ZVELEBIL, Tamil Literature, p. 90). 
::9 Cf. W. RrnEN, Die gesellschaftliche Entwicklung im alten Indien, V. Die Entwicklung 

der Dichtung, Berlin 1973. p. 82; J. GONDA, Hymns of the Rgveda not employed in the 
solemn ritual. Amsterdam 1978. · 

: 3o For a survey see, however, J. Gm,DA, Medieval Religious Literature in Sanskrit, eh. 
XIV, HIL II. l. Wiesbaden 1977. 
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tolich the fäet of mighty Si,a, or are compared to bees that swarm humming 
Si,;a's lotus-feet. The hearts of the pious are likened to cätaka-birds:3: 

longing for the black cloud of Sirn's gracious countenance. Particularl: 
co!Tlmon is the image ofthe goose (ha111sa): the great goddess (Devn is a goose in the 
;0:us-pooi of the Cpani5?ds, the guru is a gander in the l'vfänasa-pool of his 
'-""'""''~J.::: In some cases, the author does not even address the god himself but 
lauds him more indirectly. Thus Paramesrnra Yogin233 , composer of the iittle­
known devotional poem K~mästotra, does not speak to Siva personally, but directs 
:-;is praise and his requests to the god's clemency (k~mä) which, being feminine in 
Sa:iskrit. the poet treats as his mother and intercessor. 

use a !arge variety of metres, being particularly fond of .~I}ä, Särdü­
lavikrii::Jita or Bhuja111gaprayäta, which is rare except in stotras, where it is more 
common. They either keep to one metre for the whole poem or switch over from 
cne to another in quick succession, which, for example, gives a heightened 
,,,,,,~,.J .. ~ effect to a stotra named Mukundamälä written by Kulasekhara .'.\!vär 
800 A.D.). a mystic from the south of India. The fact that works on poetic theory 
tend to ignore hymns and quote from stotras relatively seldom is probably because 
so many are of poor literary quality. The language and style of a large number of 
them is unnecessarily artificial. Poets not only overload their stanzas with rhyme 
and alliteration, they frequently insert series of holy syllables or mantras into the 
:ext or repeat sections of the stotra or the refrain far too often. 

In the fol!owing paragraphs we shall concern ourselves with the ,;arious stotras in 
multiple-stanza poetI}·. As already mentioned, there are hymns of literary worth 
incorporated in mahäkävyas. There are. for instance, t\VO stotras in Kälidäsa's 
Raghuva111sa and Kumärasambhava in which gods address the All Highest. In the 
last song in Bhäravi's Kirätärjuniya, Arjuna praises Siva, the supreme god. and in 
the XIVth Canto of Mägha's Sisupälavadha Bhi?ma sings Kr,;i:ia's praises. There is a 
\ery long song in the XLVIIth sarga of Räjänaka Ratnäkara's Haravijaya in which 
the gods praise Cai:i<;lI (Mahädevi) in more than 160 stanzas. Like so many other 
works in classical poetry, literary stotras, both detached and when part of a long kä­
vya, have a clear double function: they have both a religious or philosophic content 
and literary value. It is up to each reader either to interpret the hymn in both senses, 
or to take either the religious or the aesthetic sense as the dominant one. \Vhen it 
comes to establishing authorship or datings of rnany hymns=34 • however. considera­
ble difficulties arise. Traditionally, a great many works are ascribed to Sankara, the 
great teacher of Advaita-Vedänta, but the majority of these and similar ascriptions 
are almost certainly incorrect.235 

: 31 According to tradition, the cätaka-bird foeds only on the drops the rainc!oud gi\es it. 
"''.:'"' See T. GOCDRIAAS„ ZDMG 122 (1972)~ p. 416. 
: 33 See K. PARA!'.IESWARA AITHAL, Stotrasamuccaya. A collection of rare and unpublished 

srotras, edit., I. ."vfadras 1969 (Adyar Library Series No. 99), No. 28. 
:~~ Cf. SJVAPRASAD BHATTACHARYYA, The Stotra Literature of Old India. IHQ l (l 925 ,. p. 

340 ff. 
:;~ Ibid. 
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In spite of the large numbers of stotras we meet in the Purai:i.as, epic poetry and 
the Buddhist canon. the majority of literary stotras are of relatively late date. The 
Buddhist hvmns are the oldest, dating back to the 1 st century B.C. Unfortunately we 
no lornier ha-;,e the hvmns that are supposed to have been written by Asvaghosa 
(about -l 00 A.D.), th; author of the long poems Buddhacarita and Saundarana;. 
da.23" Ver. similar to him in style and often confused with him in Buddhist 
tradition is Mä.trceta (approx. 70 to 150 A.D.), who possibly belonged to 

scho~l. ·His most important works are two stotras of 386 and 153 
stanzas respectively. The longer of the poems is named the Va~ärhava~a or 
Catuhsataka. the shorter, the Prasädapratibhästotra, Satapancäsatka or Adhyardha­
!.atak~_ :,- Both have been preserved in Sanskrit and they are probably the finest 

we have of Buddhist songs of praise. Mätrceta's short Anaparä.ddhastotra 
of onh- 26 Särdülavikridita stanzas has come down to us only in fragments. 238 for 
centuries his hymns enj~yed popularity in the Sangha.239 According to the accoun! 
cf his journeys written the 7th century pilgrim I-tsing, who also translated the 
Prasä.dapratibhästotra into Chinese, every monk who had been grounded in the 
principles of Buddhism was familiar with the Va~ärhava~astotra.240 Mä.trcera's 
style is masterly but simple and clear. Since his works were written in the early kä­
vya period, they are free from artificiality and overloading of any kind. Stanzas 72 
to 74 of the Prasädapratibhästotra, the "(Stotra) on the Splendour of Graciousness 
/ofthe Buddha)"', his most beautiful song ofpraise, are given here as an example: 

asmäd dhi [nej netrasubhagäd idarp. srutimanoharaJ!l i 
mukhät k~rati te väkyaii candräd dravam iväm;-tarp. (72) 

:,c Ascribed to As,aghosa, although probably written in Kashmir at a later date, is the 
t,a,;1r11stol'ra,,:a1t.1a a song in praise of Buddha and the monastery gong (gandi). The stotra, 
reconstructed in Sanskrit from the Chinese transliteration, consists of 29 stanzas in Sragdharä 
me!re. See A. Vos STAEL-H0LSTEI'.'., Bibliotheca Buddhica 15, St. Petersburg 1913 and E. 
JOH'.\STO'.'<. IA l93l. p. 61 ff. 

:,- D.R. SHACKLETO'.\ BAlLEY, The Satapaficäsatka of Mätrceta. Sanskrit Text, Tibetan 
Translation and Commentary and Chinese Translation with ·an Introduction. English 
Translation. etc. Cambridge 1951; K.P. JAYASWAL and R. SÄNKR!TYÄYANA (ed.), Adhvard­
dhasataka '"Hymn of One Hundred-fifty Verses". By Mätrce!,l: Appendix to JBORS 23 
(!937): D.R. SHACKLETO" BAILEY. The Vamärhavarna Stotra of Mätrceta (I), BSOAS 13 
1!949-51), p. 6-:"l ff .• (H), ibid .. p. 947 ff. D. SCHLJ:'<GLOFF, Die Buddhastotras des Mätrceta, 
Faksimilewiedergabe der Handschriften, Berlin 1968; F.W. THOMAS, IA 44 (1905), p. J°45·ff, 
ffransl. into English ofthe Tibetan \'ersion ofthe Varnärhavarna). 

"3~ Cf. D. Scm.JSGLOFF. Buddhistische Stotras (STT I), Be~lin 1955, p. 116; B. P . .\HY. 

Fragments sanskrits de Haute Asie (Mission Pelliot), JA 248 (1960), p. 529 ff.; and Fragments 
sanskrits de Haute Asie, XVIII. Materiaux pour une edition definitive du Varnärhavamasto-
tra dd,fätrce~. JA 25'.! (1964), p. 197 ff. . . 
For further information concerning works by M.ätrceta in the Tibetan tradition see D.R. 
SH . .\CKLETO'.',; BAlLEY, The Satapaficäsatka, p. l. There are about ten valuable hymns listed 
c:nder Mätrce~. There are translations into Tibetan or Chinese ofthe majority. P. Pvrnos. 
\"inaya-Viniscaya-Upäii-Pariprcchä, Paris 1973. has an appendix: Mätrceta's Sugatapaii-
catrirrisatstotra (i.e., ""Hymn to Sugata in 35 stanzas"). · · 

:39 l.e., the Buddhist communitv. 
: 4e l'ari:zärharanya(swtra) mea~s "(Hymn) praising what is worthy ofpraise". 
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rägare!)Ul'!l pra.samayad väkyan te jaladäyate. 
•,ainateyäyate dve~bhujangoddhara!)aI!l prati · · (73) 

diväkaräyate bhuyo 'py ajiiänatimiran nudat .·· 
sakräyudhäyate mänagirin abhividärayat 1 '(74) 
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··from this mouth, which is channing to the eye, flows they speech, so ra,ishing to the ear, 
like nectar from the moon. (72) Your words are like a raincloud which lays the dust of 
passion. they are like a Garu~-bird which destroys the snake of hate. (73) Like the sun, 
they are fore\ er putting the darkness of ignorance to flight anew. and like the weapon of the 
god Indra. they cleave the mountains ofarrogance." (74) 

There are four Buddhist hymns traditionally ascribed under the collective title 
Catuhstava (or Catustava) to Mahäyäna's first teacher, the great Nägärjuna (middle 
of 2nd century A.D.).J41 A large number of stotras derive from the Buddhist poet 
and grammarian Candragomin, well kno\\-n as the author of the literary letter 
Si?yalekha and the Lokänanda. We may assume that he lived in the 5th century 
A.D. since it is clear that his work was written after Kälidäsa 's and before 
H~deva's242 even though we only have Tibetan translations ofthe works he wrote 
in Sanskrit. His sixteen hymns are of little literary importance although four are 
worth mentioning: the Bhagavadäryamafijusrisädhi~!hänastuti, a song of praise to 
Mafijusri consisting of 14 nineteen-syllable stanzas, the Desanästava, a confession of 
sins in 52 nine-syllable stanzas, the Manoharakalpanämalokanäthastotra (?), a 
h::,mn of 25 eleven-syllable stanzas addressed to Lokanätha and the Srimahätärä­
stotra. a song in praise ofTärä in 26 mainly seventeen-syllable stanzas.243 

The Misrakastotra, the "Mixed Stotra", also kno\\-n as the Prasädapratibhod­
bha\a(stotra). the "(Stotra) on the Rise of Splendour of Graciousness (of the 
Buddha)", was written by the most important master ofBuddhist logic, Difmäga (or 
Dignäga). He was obviously inspired by Mätrce!a's Prasädapratibhä(stotra).144 The 
short Buddha(pari)nirvä~astotra is associated with the name of another logician, 
Dharmakirti (7th century A.D.), the man who carried on Difmäga's work.145 lt is 
fairly safe to assume that Dharmakirti was perfectly familiar with the theory and 
practice of kävya, for he also wrote a work on ala111kära146 as well as some 

m See G. TLlCCI, Two Hymns ofthe Catuhstava ofNägärjuna, JRAS 1932. p. 309 ff. 
:-1: The question of the dating of Candragomin is dealt with exhaustively in M. HAHN, 

Candragomins Lokänandanätaka. Nach dem tibetischen Tanjur herausgegeben, etc .. Wiesba­
den 1974 (Asiatische Forschungen 39), pp. 1-13: Der Autor des Lokänanda und seine Zeit. 

: 43 Cf. M. HAH.-., op. eil .• pp. 10-12. 
: 44 See D.R. SHACKLETON BAILEY, A Note on the Titles of the Three Buddhist Stotras. 

JRAS 1948, p. 55 ff. 
: 45 Cf. E. STEINKELLNER, BuddhapariI)irvä!)aStotram. WZKS 17 {1973 ). p. 43 ff. (Transla­

tion ofthe Tibetan version). 
:.;t; For the influence of Dharmakirti on the poet Bhämaha see H.R. DIWEKAR, Bhämaha, 

Bhani and Dhannakirti, JARS 1929, p. 825 ff.; cf. also H. JACOB!, Bhämaha and Da!)<;lin, ihr 
Alter und ihre Stellung in der indischen Poetik, in: Schriften zur indischen Poetik und 
X.sthetik, publ. by H. LoscH, Darmstadt 1969. p. 339 f. 
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artistically Ye!) select verses which are reproduced under his name in antholo­
gies.=~-

We are indebted to king Ha~ (or Har;;avardhana, Har;;adeva, 606-647 A.D.J for 
t\\o Buddhist hvmns: the Suprabhätastotra, the "Morning Hymn", and the 
Agamahasthäna~ityarnndanästava, the '"Hymn Offering Homage to the Eight 
Great /Buddhist) Sacred Places". The latter, which contains stotras addressed to 
Buddha. has come down !O us Yia a phonetic transcription in Chinese characters 
made Fa-hsien (Skt. Dharmabhadra, 10th century). Mahäyäna literature in 
Sanskrit is -.ery rich in hymns paying homage to Avalokitesvara (Lokesvara, Lokanä­
tha. Karunäma,a). \fanjusrL the great deliverer Tärä as well as to other Bodhisatt­
vas and · Buddhas. There also a great many praising the ten perfections 
(päramitä). the holy texts and places of pilgrimage. Worth a particular mention are 
the Sragdharästotra243 (about 700) by Sarvajfiamitra and Vajradatta's Lokesvara­

(9th century). The latter. influenced by Bäi:ia's Ca9(;iisataka and Mayü­
ra ·s Süryasataka. is written in very elaborate language in Sragdharä stanzas and 
praises Lokesvara·s beauty and goodness. Further, there is the Maiijusnjfi.äna­
sattvasya Paramärthanämasarlgiti, a late-Buddhist Tantric text which Buddhist 
compilers of devotional volumes like to place at the beginning of their books. The 
Paramärthanämasangiti consists of groups of songs (gäthä) which, placed in the 
mouth of the Buddha, guide a be!iever up the various levels of knowledge to the 
highest understanding (jfiäna). However, it is not possible to determine v.ith any 
certainty either the date or the author ofthis work, one Nämasangiti among many. 
The Bhaktisataka"50• written about the middle of the 15th century, is Buddhist 
derntional lyrical poetry that has been influenced by the Hindu ideal ofbhakti. lts 
au!hor. Rämacandra KaYibhärafi from Bengal, originally a Hindu, was converted to 
Buddhism in Ceylon during the reign of King Paräkramabä.hu (1412-1467). His 
poem. also kno\\n as the Bauddhasataka, clearly demonstrates the influence on 
Buddhism ofbhakti thought. 

Multiple-stanza poems were also vvritten in Päli, the language ofthe Theravädins. 
The majority are didactic works dealing with the faith, but few of them, or only 
parts of thern. attain the standard of kävya. The intricate, affected Pajjamadhu::51 • 

the ··Honey ofVerse". is worth noting, however. A sataka written about 1100 by 
Buddhappiya. it consists of !04 stanzas in praise ofBuddha; the first 69 describe his 
beauty and the remainder his -wisdorn. The Telakatähagäthä252 of 98 stanzas is by 

: 4~ Dharmakirti is sometimes ca!led Bhadanta. Stanzas bv bis hand are also to be found in 
Amam·s and Bhartrhari\ .~atakas. -

: 4s In: S.C. Vr,.-ABHCSA'.\. Bauddhastotrasaiµgraha I, Calcutta 1908 (Bibi. Ind.) (with 
commemary and two translations into Tibetan). Further swtras by the same author were 
published in G. DE BLOSAL Materiaux pour servir a l'histoire de !a deesse Bouddhique Tärä. 
Paris 1895 ltext and translationJ. 

:.::. S. K-1.RPELES, JA 14 0919), p. 357 ff. (Text in Sanskrit and Tibetan with a French 
!ranslation1: cf. also F.W. THOMAS. JRAS 19.21, p. 281 ff. 

: 5o Ed. H.~R.-\PRASAD SASTRl. JBTS !, 2 (1893), p . .21 ff. 
251 Ed. GOOSAlV,T~E. JPTS 1887, p. 1 ff. 
:: 5: Ed. GOOSAR-'..TSE, JPTS 1884. 
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an unknown author who discusses the vanity of life and certain basic doctrines of 
Buddhism such as the chain of dependent origination (pratityasamutpada). It is a 
sataka. Somewhat longer is the Paficagatidäpana.=53 • consisting of i 14 stanzas 
·,,r:tten in a rather simple style. It "illuminates" (däpana) the fiYe differe~ fates that 
await man in after-!ife according to whether his deeds were good or bad. Another 
longer poem is the Anägatavarµsa 254 • attributed to Kassapa, which describes the life 
and works ofthe future Buddha, Maitreya (Päli Metteyya), in 142 stanzas. 

The Jaina community also has a rich stotra literature of its own_:55 The hymns 
a:-e frequently dedicated to the great teachers of Jainism. the Tirthankaras. They are 
written either in Sanskrit or in Präkrit or even - one of the peculiarities of Jaina 
stotra literature - in a mixture of two or more languages at the sarne time. v.:hile 
many hymns are fi!led with a genuine feeling of religious devotion. others are 

philosophic or speculative in nature. The oldest Prakrit stotra is that 
ascribed to Bhadrabähu, the five-stanza Uvasaggaharastotra256 in honour of Pär­
s,anätha. Mätanga Diväkara257 , also knovm as Cary.qäla, lived in the 7th century. 
the same time as Bä,i:ia and Mayüra. Unfortunately all that remains ofhis work are 
the four stanzas to be found in the Subh~itävali, although it seems highly probably 
that \iätanga. who wrote a panegyric poem to King Har~. also ,vrote multiple­
stanza religious poetry. Research has often confused Mätanga with .\fä­
natuilga. probably because their names are so similar. Jaina monastery tradition 
dates the latter, a religious teacher and poet, to the 3rd century A.D. However, the 
contents of his works make it clear that he must have lived somewhere between the 
5th and 9th centuries, which agrees well v.ith other Jaina traditions. Two of his 
stotras are famous: the Bhayahara (the "[stotra] protecting from fear"). written in 
Prakrit and addressed to Pärsvanätha, and the Bhaktacämarastotra"58 (named after 
the first word in the poem)259 , a Sanskrit hymn dedicated to the Jaina saint ~~bha. 
lt is constructed and planned in the same way as Mayüra's Soryasataka and Bäi:ia's 
Cai:i~isataka. A third panegyric work by Mänatunga is the Param~thistavana in 35 
stanzas. Nandi~i:ia probably flourished in the 8th or 9th century, too, but certain!y 

:;3 Ed. L FEER, JPTS 1884, pp. 152 ff. 
254 Ed. Ml~AYEFF, PTS 1886. 
: 55 Briefsurveys will be found in A.M. GHATAGE, Hymns in Prakrit. JUB 3. 3 (1934). p. 45 

:f. and W. ScHU!lRl!\G, Aus der jinistischen Stotra-Literatur. Festschrift J. Nobel, p. l 94 ff. See 
also CH. KR.-\CSE, Ancient Jaina Hymns, Ujjain 1952 (Scindia Oriental Series 2: selection. 
:-.;ote the use of mantrabijas in hymn No. 4 and of the samasyäpzira,ya technique in No. 3 }. 
Collections of Jaina stotras are tobe found in K..l\1 7, Bombay 1890: Jaina Stotra Sarpgraha. 
Bombay 19 l 2 (NSPl: and in Stotraratnäkara, 2 vols .. Bombay 1913 ! 4 (NSP). 

:;6 H. JACOB!, The Kalpasütra of Bhadrabähu ed. with an introduction. etc .. Leipzig 1879 
IAKM 7,l), Reprinted Nendeln 1966. 

:,- A connection between Mätanga and both Bäna and ~fayüra is indicated by a stanza 
as~ribed to Räjasekhara, namely 4, 70 in the muktaka amhology Süktimukiärafi. 

::, ln PT. J. VIDY.~SAGAR.-\, Kavyasangraha, Cakutta 1888. The Kal_räl}amandirasro1ra is a 
sidlful imitation of the Bhaktacämarastotra as regards metre and it has the same number of 
stanzas. lt was written by Siddhasena Diväkara (or Kumudacandra) in praise of Pär­
s;anätha. 
:,9 Jaina authors like to use the first word of a stotra as its title. 
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before Jinaprabha !l4th century). He is the author ofthe Ajitasäntistava. 40 stanzas 
long in its extant form, which pays homage to two of the Tirthankaras, Sänti and 
Ajita. Dhanapäla ( end of J 0th century) enjoyed great reno'M1 as a ~totra writer. He is 
said to have been of Brahmin family but was converted by Sobhana, his own 
brother. The best-k,'1o\m of his hymns is the ~~abhapaficäsikä, written in Präkri! 
(Jaina-Mähärästn). As the title indicates, its fifty stanzas are in praise of Rsabha. 
but. iike other ·t~xts in this genre. it is not solely a song of praise, for the first. twent} 
stanzas recount the füe of the great Jaina teacher. Of less worth from the literan 
point of view but nevertheless interesting because it is in two languages is Dhan;. 
näla's Virastava. 30 stanzas in which the first half of each is in Sanskrit, the second 
in Präkrit. Sobhana V.Tote his very artificial Caturvi~satijinastuti (or Sobhanastuta). 
a hymn of24 stanzas in a variety ofmetres using many figures, some ofwhich, such 
as the sle~, are very comp!ex. The second and fourth lines of each stanza, for 
instance. are phonetically identical but should be given different meanings. A 
Catunirpsatistotra and a Caturvi~satistavana were also written by Samantabhadra 
Hirst half of 8th century) and Bappabhagi (middle of 8th and beginning of 9th 
centuriesJ respectively. as weil as by Jinaprabha, who is dealt with below. 

Another hymn to Mahävira, the Mahävirastava in 22 Anu~tubh stanzas, was 
written by Abhayadeva (mid 11 th century), famous for his Sanskrit commentary on 
nine ofthe twelve Ai'lgas ofthe Jaina canon. He also composed the Juyatihuyana. a 
stotra in Apabhra~sa. Hemacandra (bom in 1088 in Gujarat) was undoubtedly the 
rnost learned and prolific ofthe Jaina authors. He has given us the Vitarägastotra. a 
short account of Jainism dedicated to Mahävira, and two Mahävirasvamistotras.261l 

The learned Jinavallabha (end of 11th century) produced, besides other works. 
several hyrnns to the Tirtha!T-lkaras. Worth mentioning are his Pärsvanäthastava 
122 stanzas). a stotra in simple but elegant language praising Pärsvanatha. probably 
the rnost popular figure in Jaina hymnology, the Paficakalyä.9-ajinastotra or 
Caturvi!T-lsatijinastava (26 stanzas) giving the characteristic features of the twenty­
four Tirthankaras. the Virastava (44 stanzas in Mälini metre) and finally the Ul­
läsikammastava which, like other hymns, praises the saviours Sänti and Ajita. A 

of Hemacandra's, the productive dramatist261 and author of dramatic theory. 
Rämacandra (12th century) wrote, besides stotras in Sanskrit, the Ädidevastava (8 
stanzas). a short song ofpraise in mixed Sanskrit and Präkrit. We owe many hymns 
to Dharmagho~ (end of 13th century). who frequently calls himselfDharmakirti at 
the end of his stotras. His most famous hymn is the Rsimandalastotra, the aim, 
theme and disposition of which are on a scale far in exc~;s of ~hat is normal in the 
stotra genre. In fact, it resembles a chronicle (pagavali) more than a poem for the 
author not only describes a nurnber of saints (~i) who have achieved liberation 

:w In: K..\17, Bombay 1890. See also HEMACANDRACARYA, Hymn to Vitaraga, JJ 2 (19681. 
p. l 58 ff. (Sanskrit text with English translation). 

:s: Among Rämacandra's best-knov.n plays are hls Satyahariscandra and NirbhayabhI· 
In collaboration with Ganacandra, Rämacandra wrote a commentarv to the Sä-

tJa.riar,oana. a handbook on drama. · · 
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monastic life and asceticism, he also throws light on their Jives and gives 
biographies of the popular patriarchs Sthülabhadra and Vajrasvämin. A 

of hymns called the Jinastotrai:,i, probably at a iater date. 
to ~~bha, Candraprabha, Säntilnäthal, l\fonisuuata, '.\eminätha, 

Pärsrnnätha and Mahävira. Other hymns from Dharmagho~·s pen are a panegyric 
the Pancaviryisatigu1;astavana. the "twemy-five merits", praising the merits 

of one of the Tirthankaras, and an Ajitasäntistava. 
n.e leamed Jinaprabha lived at the beginning of the 14th century. He '\.\:rote the 

Rsabhade,äjfiästava ( l l stanzas) in praise of ~~bha and the rules he established. 
Then there are the elaborate and ambiguous Pärsrnnäthalaghusta,a in which the 
frequent use of panonomasia (sle?a) makes the poem a hymn addressed either to 

or to the nine planets, the Gautamastotra. praising the first Gai:ia­
dhara and. fina!ly, the Paficaparame~thistava, honouring the five supreme div:n­
ities of Jainism. Devendra, the author of an .3;.didevasta,a to ~~abha and a panegyr­
ic cal!ed SäsYatacaityastarn, probably lived in the same century. as did Dharma­
nidhäna. who wrote the Caturvi~satikästavana, 27 stanzas in Särdülavikn,;füa me­
tre. to the twenty-four Tirthankaras. It is not however, ofmuch literary worth. :1\ot 
to be confused with the earlier Jinabhadra is another poet of the same name who 
Eved at the end of the 14th and beginning of the 15th centuries. He wrote the 
D.-ädasäilgipadapramäl)akulaka, a kulaka262 describing the twelve Angas of the 
Jaina canon in 21 stanzas. Remarkable for its use of a number of metres and several 
languages (Sanskrit, Yarious Prakrit dialects and Apabhrarp.sa) are the füe stotras 
'.\ritten to ~~bha, Neminätha, Säntinätha, Pärsvanätha and Mahävira respectively 

the prolific Jaina author Somasundara (15th century). The Caturviryisatijinasta­
\·ana. by one of his pupils, Ratnasekhara, is similar in some respects. The first 
twenty-four stanzas are in MälinI metre, the last stanza in Särdülavikric;füa. The 
technique used by the poet is called bhä~sle~, "linguistic ambiguity" Oiterally, 
"'!anguage embracing"), which means that the poem is so constructed that the 
reader can take it either as a Sanskrit or a Prakrit text. Another of Somasundara's 
pupi!s. Jinakirti (mid 15th century), composed the :Sarnaskärastavana. to which he 
',1,rote his own commentary. 

Hindu hymnody is an inexhaustable treasure-house.253 Although a number of 
independent stotras have been ascribed to Vyäsa, Välmiki or Kälidä.sa, we have no 
e\idence of any literary works in the genre until after Kälidäsa's time. The earliest 
work of any importance is the Cal)<;lisataka264 by Bäi:ia (or Bä:1_1abhagal, the famous 
poet at the court ofKing Ha~ (606-647 A.D.). We shall retum to this poet, whose 

: 6: Fora definition of ku!aka. see p. 66 [ above. 
263 Representative collections are. for example, the Brhatstotraratnäkara (Ed. by) :,.,;.;R-1-

YA~A RÄ\IA AcÄRYA '"K.-;:vYAT!RTHA". 2 vols., Bombay 1952-53 14 (~SP); and Stotrasa­
muccaya. A col!ection of rare and unpublished stotras. Ed. by K. PARAl\!ESW·\RA A!THAL, 2 

'.01s .• Madras l 969 (Adyar Library Series 99). 
: 54 In: K.\1 4. Bombay 1887; G.P. QUACKE'-'BOS, The Sanskrit poems of Mayura edited ... 

with the text and translation of Bäna's Candisataka, New York 1917 (Coiumbia Cni\'ersit) 
lndo-lranian Series 9). · · · 
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mastery of elegant prose and whose two mahäkävyas in prose, the Ha~carita and 
Kädambari. make him one of the greatest artists ofindian literature. 265 His Clli)<;ii­
sataka is a highly polished hymn of !02 stanzas in Sragdharä metre confonning to 
all the rules of kävya. He praises Siva's consort, here called üu:i<;II, the '"furious', 
the "'1,:ild''. and glorifies the overwhelming Yictory the goddess gains over the 
demon /asura) \fahi?a, the personification of evil. The religious background may be 
the result ofinfluence from the Devimähätmya (also called the Ca1_1<;!Imähätmya or 
Durgamähätmya). in Sivaite circles one of the most highly esteemed hymns 
glorifying Durga-Cai;i91 Although originally a separate poem, it later became 
incorporated in the Märkai:i9eya-PuräI_la. Bäi:ia's devotional poem was not conceiv­
ed as a dialogue. but Ca1_191 hmelf and Mahi~ speak in no fewer than forty-eight of 
the stanzas and Si,·a. Kärtikeya. other gods and demons also make their voices 
heard. It is written in the Gau(,ia style that is typical ofBä1_1a's work; it loves difficult 
· .. ords and compounds and deliberately makes use of paronomasia to a far greater 
extent ihan the simple and translucid style preferred, for instance, by Kälidäsa. 
:'.\iumerous stanzas and parts of stanzas are written so that if the Sanskrit wording is 
divided up in two different ways, it will yield two different meanings, either of 
which is equally correct. 

The Süryasataka166 bears a strong resemblance to Bäi:ia 's Ca1_19isataka. Its author, 
\fayüra lor MayürabhaHa), was probably a contemporary of Bäi:ia's. Jaina sources 
and later comrnentators do not regard him just as a rival at King Ha~·s court. 
According to their accounts, Mayüra was either Bä1_1a's brother- or father-in-law.:6' 

Legend has is that after being cursed by Bä1_1a's wife for praising the channs of his 
O'\\,TI daughter or sister in a short poem, he was afilicted with leprosy. The offending 
poem seems to have been the erotic eight-stanza work known as the Mayürä­
~taka: :os three verses in Sragdharä metre and five in Särdülavikn9ita describing the 
return of a youthful beauty from an assignation with her lover. The poet is said to 
have been cured when he wrote the Süryasataka, his hymn to the sun. In this 
linguistically rather difficult stotra the poet successfully entreats for the sun·s 

:c5 See p . .::04 ~ ff. below. 
:et G.P. QLACKESBOS. op. äz.: cf. note 264 above: PT. DURGÄPRASAD and K.P. PAR.AB, 

The Siiryasataka of Mayiira with the commentary of Tribhuvanapäla, Bombay 1889. 1927 
!'\SP. K\119); C. BERSHE!!'>IER. ll Siirya~atakam di Mayüra, Introduzione, traduzione e note, 
Lirnrno l 905: R. TRIPÄTHT, Süryasataka of Sri Mavüra Bhatta. Edited with the Kalä Hindi 
Commentary. etc., Varanasi 1964 (VBhSG 106). • .. 

:c- .. :\fayiira war bekanntlich nach der Tradition der Jaina der Schwiegervater Bänas und 
somit etwas älter als dieser. Wenn auch die von ihm erzählten Geschichten keinen· Werth 
besitzen, so ist es doch nicht unwahrscheinlich. dass seine Zeit richtig angegeben ist. Dafür 
spricht der L"mstand. dass schon Räjasekhara um 900 n. Ch. Mayüra und Bäi:ia als 
zei:genössische Dichter am Hofe Harsas erwähnt. Der von Bäna selbst als ein Jugendfreund 
genannte „Sch!angengiftbeschwörer" (jäizgulika) Mayüra (Harsac. p. 95, Kas. Ausgabe) wird 
schwerlich mit dem Dichter identifiziert werden können"· (G. BCHLER, Die indischen 
Inschriften und das Alter der indischen Kunstpoesie, SA WW 122 (1890), p. 14, note 1). 

: 6, G.P. QLACKE~oos, op. eil .. p. 72 ff. and The Mayürästaka, an unedited Sanskrit poem 
by Mayüra, JAOS 3 l (l 911). p. 343 ff. .. 



Poetry ofthe '.\finor Form - Laghukä,,a !39 

and in stanza six mentions its power to heal infinnity and disease. Some of 
rhe one hundred stanzas appeal to the god himself. others to his Yarious aspects and 
a!;::-:btes: his rays. disc, the youthful lustre ofthe rising sun. the horses. the chariot. 
:he charioteer AruJ:Ja, etc. are bo!dly described. The ,\hole hymn is in Särdfila.-ikri-

metre. ob,iously the poefs favourite, and is in the artistically complex Gam:;l.a 
like Bäi:ta"s stotra. Another similarity with Bäi.:ia's Ca:u:iqisataka is that eve!') 

sta:1za of tbe Süryasataka expresses the desire for a blessing. each time different!y 
-.,orded. The popularity as weil as the difficulty of the poem is attested by the 
mu!tiwde of commentaries that exist:69 • the most important being those 
Tr.bhuYanapäla and Yajfiesvara Sästrin. Similar works, also entitled Sürya~taka, 
ha\e been \\·ritten by Gopäla Sarman, Srisvara Vidyälarr,kära. Räghavendra 
Saras'>ati and others.2~0 

hen in the light of the latest research. it is difficult to decide which of the 
approximately one hundred hymns traditionally ascribed to Sankara lor Sankarä­
cärya. 788 to 820 A.D.271 ) really were composed by the supreme master ofthe Ve­
dänta system of the non-duality doctrine. The need for care is indicated by the fact 
t!:at ardent devotion (bhakti) is not automatically in accord with Sankara's concept 
ofbrahman which, due to mäyä, appears manifold. Sankara, like Gauqapäda before 
him. expounds the theory of a higher, absolute truth and a lower, relati\·e truth. 
According to Sailkara, hymns to gods and goddesses should belong to tbe latter 
category, and we may therefore wonder whether this great teacher is in fact the 
author of any ofthese stotras at all. There can be no doubt that the majority ofthem 
were composed after Sailkara's death, some, indeed. by later exponents of the 
i!lusionist school of Vedänta who had been invested "'ith the office and privileges of 
a Sankaräcärya either in the order founded by him or at some other monastery 
lmatha). Opinions about which of Sailkara's stotras are authentic vary greatly: 
Si\aprasad Bhattacharyya272 considers the following to be poems which ·'may be 
safely ascribed to the great Vedantist himself': the hymn to the Gailgä (bhagavati 
ta\a tire niramäträsano 'ham etc.) and to Annapüri.:iä (nityänandakari etc., still sung 
in Benares during ärati in sef\iices to the goddess), the Vedasärasivastuti in 
Bhujarrigaprayäta metre, the Carpatapafijarikä in Äryä stanzas. the Käsipaficaka 
and. the most widely used of all the hymns, the Änandalahari (or Saundaryalahari). 
S.K. Beivalkar2"3 , on the other hand. accepts as genuine works by the master the 
.1.nandalahari, Govindä~J:aka, Dak~ii;ämürtistotra, Dasasloki, Dvädasapaiijarikä 
(also known as the Mohamudgara), the Bhaja-govindam-stotra. '.;>atpadi. Vi?i:,u­
?<ltpadi and Harim-I<;le-stotra respectively. There are stotras entitled .~nandala-

:a, See TH. AL"FRECHT, Catalogus Catalogorum, I. p. -i32 f. 
:·o Cf. R. TRJPÄIHT. Süryafotaka. etc .• p. 26 f. 
:-, These dates are the most generous estimate ofhis life. HoweYer. in view ofthe quantity 

ofhis writings. it seems hardly likely that he should only have lived to the age ofthiny-two. 
:-: S. BHATTACHARYYA, The Stotra Literature ofOld India. IHQ l (l 925), p. 349. note l. 
:-~ S.K. BELY\LKAR, Sri Gopal Mallik Lectures on Vedanta Philosophy. Poona i929. p. 

:::o ff. 
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hari:::;4 by several authors, but only two are credited to the philosopher Sankara: a 
short poem of twenty stanzas and a Ionger one of about a hundred. The latter, 
the ""Wave of Bliss''. also called the SaundaryalaharI, the "Wave of Beauty", is in 
honour of TripurasundarI, one manifestation of Käli-Durgä, and is markedly 
Tantric-Säktistic in character. It contains numerous mantras and formulae which 
can be visualized as diagrams. The author was probably another Sankara, a 15th 
century Tantric writer from Bengal whom posterity has erroneously taken tobe the 
great Vedäntist. About twenty-five works of exegesis dealing with this difficult poem 
have been written. Basically, the so-called Sankara stotras fall into two main 
groups: a) the religious or philosophical poems and b) hymns of praise to the Devi 
(Käli-Durgä). lt is plain that some of these works are not without religious 
inspiration, but it is equally plain that the majority of them have few literary 
pretentions. 

One of the most important Hindu hymns is the Mahimnastava275
, the "Praise of 

Greatness", which is highly esteemed all over India. In its oldest form it is a sang of 
only 31 stanzas in praise of Siva, "though it is sometimes by a tour de force thought 
to be addressed to Vi~i:iu as well".276 Its author is supposed to be a poet called 
Pu~padanta. but he is a very shadowy figure. Nowhere in Hindu literature in 
Sanskrit do we meet a poet of this name (Skt. Pu~padanta, Präkrit Pupphayanta). 
There is, however, a well-known Jaina of this name who lived in the I 0th century 
and wrote in Apabhrarµsa. Certain manuscript versions of the Mahimnastava call 
Pu~padanta a Gandharva, while some commentaries regard him as a servant of Siva 
in agreement with the framework story in the story-book known as the Kathäsarit­
sägara. As another tradition connects Pu~padanta with the grammarian Vararuci -
K.ätyäyana, there is reason to suppose that the Mahimnastava was not written by 
Pu~padanta at all but by one of the several Vararucis whose verses are to be found in 
various Sanskrit anthologies. It is conceivable that the real author attributed the 
stotra to Pu?padanta, the Gandharva and servant of Siva, "either to document it 
and give it verisimilitude or merely because he thought Pu~padanta an appropriate 
Iiterary character for composing and reciting it".:m Some manuscripts name as the 
author ofthe work a certain Grahila or KumärilabhaHa, the Iatter possibly identical 
with the famous Kumärila (8th century A.D.) who founded a well-known system of 

:i74 A. TROYER, JA 1841, pp. 273 ff. and 401 ff. (with French translation); in: J. 
HAEBERLI'-i, KS; Sir JOHl'. and Lady WOODROFFE, Hymns to the Goddess, Madras 1952::!, p. 
62 ff. (translation into English); W.N. BROWN, The Saundaryalahari or Flood of Beauty, ed., 
transl., etc., Cambridge. Mass. 1948 (HOS 43 ). Selections of "Sankara" hymns are also to be 
found in J. HERBERT, Shankara: Hymnes a Shiva, Traduits et commentes, Lyon 1944, and 
T.M. P. MAHADEVAN, The Hymns of Sankara, Delhi 19802 (Text and translation into 
English). 

:i
75 W.N. BROW!\i, The Mahimnastava or Praise ofShiva's Greatness, Edited translated and 

presented in illustrations, etc .. Poona I 965 (American Institute oflndian Studies Publication 
~o. l); P. KRISHNAMOORTY, Siva-Mahimna~ Stotram, Sanskrit Text with English Transla­
tion. etc., Secunderabad 1967. 

276 W.N. BROWN, op. eil., p. 2. 
2: 7 lbid., p. 3. 
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Mimämsä. The hymn is difficult to date but was almost certainly written before the 
9th ce~tury: stanza 18 is quoted in Somadeva's campü Yasastilaka (959 A.D.), 
stanza 5 in Räjasekhara's Kävyamimärp.sä.278 The stotra is also mentioned in 
Jayanta Bhaga's 9th century NyäyamafijarI. a work of logic. As in the Saundaryala­
hari and the Änandalahari, the first twenty-nine stanzas are in SikharinI metre 
while the penultimate and last stanzas, which may have been added Iate~, are in 
HariI)i and MälinI metre respectively. Like the Saundaryalahari, the Mahimnastava 
has given rise to numerous commentaries. Here follow three stanzas from the 
second half of the work: 

smasäne~v äkri<;iä smarahara pisäcäl_l sahacaräs 
citäbhasmälepa}:I srag api nrkarotiparikaral]. .1 

amäti.galya1!} sila1!} tava bhavatu nämaivam akhila1!} 
tathäpi smartfl::lä1!} varada parama1!1 mangalam asi (24) 

··Your sport is in buming grounds, 0 destroyer of Smara~ Pisäcas (who eat the flesh of 
human beings) are your companions; / ashes from a funeral pyre are ointment for your 
body; and your garland is a string of human skulls - / though your character and your 
name as well may be wholly inauspicious, / yet, 0 gift-bestower. to those who call you to 
mind you are the supreme symbol of fortune. " 279 

bhava}:I sarvo rudra}:I pasupatir athogral_l sahamahä1!}S 
tathä bhimesänäv iti yad abhidhän~!akam idam / 

amu~min pratyeka1!} pravicarati deva srutir api 
priyäyäsmai dhämne praI_1ihitanamasyo 'smi bhavate // (28) 

„Bhava. Sarva, Rudra, Pasupati, and then Ugra along with Mahant,, similarly Bhima and 
isäna, this octad of your names - / in it severally (that is. in each name), 0 god, resides 
sruti. / To this (octad), the dear lofty seat of truth and the gods, to you, the lord, do I offer 
my worship."280 

namo nedi~!häya priyadava davi~!häya ca namo 
nama~ k~odi~!häya smarahara mahi~!häya ca namal_l / 

namo va~i~!häya trinayana yavi~!häya ca namo 
nama}:I sarvasmai te tad idam iti sarväya ca nama}:I / I (19) 

"Reverence to you as him who is nearest, 0 you who love the forest waste {as a sa1!}nyä­
sin), and reverence to you as him who is farthest! Reverence to you as him who is most 
minute, 0 destroyer of Smara, and reverence to you as him who is greatest! Reverence to 
you as the eldest, 0 three-eyed one, and reverence to you as the most youthful! 
Reverence to you as being everything, and reverence to you as Sarva the whole, being this 
universe! "280 

Only the most important works from later eras can be mentioned here. Basically, 
Hindu hymnody is easy to classify under the different conceptions of god that have 
clearly differentiated the various sects from each other since the end of the 10th 

278 Kävyam. 8, 16 (GOS, p. 37). 
2"'9 Translation W.N. BROW~, op. cit., p.17. 
:;go Translation ibid., p. 17. 
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centurv. The two main categories are Sivaite, addressed to Siva himself or to aspects 
of Siv;'s consort, the Devt and, in opposition to Siva (and Durgä). works of a 
purely Vi~i:iuite character praising the other almighty gods, Vi$I)U and l<.rg1a, who 
are milder, and good by nature. We must also note that it is only in certain areas. 
predominantly in Kashmir. Bengal and Kerala, that the art of writing stotras is 
seriously practised. 

One of the Sankaräcäryas, Müka (or Mükakavi), composed the PaficasatI281 • a 
collection of five hundred stanzas to Kämäk$I, 282 one of the manifestations of the 
great Sirnite goddess. Some of the stanzas can be given a religious interpretation, 
others are erotic. The work has been assigned widely differing dates, but was 
probably written in the 14th century. Tradition relates that Müka, bom dumb, 
gained the power of speech as a result of his inspiration. In Kashmir, where the 
theory and practice of poetry as well as the Sivaite faith flourished, we find the 
following poets: .Ä.nandavardhana (9th century), who wrote the Devisataka282, bis 
pupil, the great polyhistor, commentator and Saiva philosopher Abhinavagupta 
(end of the 10th and beginning of the 11 th centuries), whose Sivaite stotras283 are 
mostly of a philosophical or theological nature; and the Saiva thinker Utpaladeva 
(first half of 10th century), another of Abhinavagupta's teachers and the author ofa 
StoträvalI (also called the ParamesvarastoträvalI)284 containing twenty rather short 
h1mns. Also from Kashmir are LO$!aka (or LO$!adeva, 12th-13th century), author 
of the Dinäkrandanastotra (54 Vasantatilakä stanzas); 285 Jagaddhara Pal).(Jita (14th 
century), whose thirty-eight hymns to Siva have been collected in the Stutikusu­
mäfijali~ 286 and Avatära (Iike the following poets, difficult to date with any 
certainty), who wrote the highly artificial Isvarasataka287 , which contains some 
citrabandhas. Then there is Ratnäkara's Vakroktipaficäsikä288 and Kalhana's short 
Ardhanärisvarastotra289 (18 SärdülavikrI<;lita stanzas). To the mythical Sä~ba, son 
of K.f?I).a and Jämbavat'i, is ascribed the Sämbapaficäsikä290 , probably also from 
Kashmir, a hymn of praise to the sun commented on at the beginning ofthe 13th 
century by K$emaräja. The Kashmiri author Sähiba Kaula's lengthy poem Devinä­
maviläsa291 belongs to a later period, however, and its form and scale, sixteen linked 

281 Also called the .Uükapai'icäsati; KM 5, Bombay 1888. 
282 In KM 9, Bombay 1893. 
283 L. SILBCRJ\i, Hymnes de Abhinavagupta, Traduits et commentes, etc., Paris 1970 

(Public. de I'Inst. de Civil. Indienne 31). About the author, K.C. PANDEY, Abhinavagupta, A 
Historical and Philosophical Study, Benares 1963 2• 

284 Ed. V. BHANDARI, Benares 190.2 (Chowkhamba Series 15; with Ksemaräja's commenta-
ry). On the author, see S.K. DE, History of Sanskrit Poetics, Calcutta 19°602, 1, p. 33. 

285 In KM 6, Bombay 1890. 
286 Ed. Pr. DURGAPRASAD and K.P. PARAB, Bombay 1891 (NSP). 
287 In KM 9, Bombay 1893. 
288 In KM 1, Bombav 1886. 
2s9 In KM 14, Bomb;y 19382 • 
290 Ed.: Pr. Dt.:RGAPRASÄD and K.P. PARAB, Bombay 1889, 1910 (NSP, \Jiith the 

commentary of ~maräja); K. SX!-.fBASIVA SÄSTRT, Trivandrum (Govemment Press) 1930 
(with commentarv). 

291 Ed. M. K..\~L, Labore 1942. 
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songs. far exceed what is normal for a stotra. This is also true of the Sivaite Bhi­
ksä(ana(kävyaf 92, the ··(Poem about) Siva's Pilgrimage (while living) on alms". 
c~~sidered by some critics to be genuine mahäkävya. by others devotional poetry. 
The author, Gokula. better known as Utprek~vallabha or Sivadäsa. presents Siva 
as an ascetic wandering beggar and describes the feelings generated by the god in the 
hearts ofhis devotees. The poem, which is highly charged with eroticism, consists of 
forty-two sections (paddhati) each containing between l O and 31 stanzas. lt is in 
\" asantatilakä metre throughout. 

The !v1ukundamälä was most probably written by one of the great saints from the 
south of India. an Ä!vär (Tamil: "'He who has immersed himself in the divine"). 
The author is supposed tobe Kulasekhara Ä!vär, (about 800 A.D.f':13, the son ofthe 
Kerala king Dp;lhavrata. When he was on the throne himself and at the height of his 
power after a victorious campaign against the kingdoms of Cola and Pändya King 
Kulasekhara, like the Emperor Asoka before him, experienced a spiritual transfor­
mation: filled with a burning devotion to Vigm and }(n,l)a, he retired to Sri­
rangam where he spent the remainder of his life in the service of god. Kulasekhara 
seems to have written in both Tamil and Sanskrit. His Tirumo!i, which has been 
incorporated in the Southern Indian Vigmite canon, is in Tamil while his equally 
famous Mukundamälä294 is in Sanskrit. The Kerala version of this Vi?l)uite hymn 
has 31 stanzas, but there are other versions of varying length. Three stanzas were 
reprinted in the Saduktikan;iämµa (compiled in 1205 by the Bengali Sridharadäsa) 
and one. surprisingly enough, is to be found in an inscription at Pagan in Burma. 
Commentaries on the Mukundamälä were written by Räghavänanda (or .~nandarä­
ghava) and Venkatesa. 

The Näräyal).iya295 , also by a Kerala author although written much later, is the 
most important of the works by Näräyal).a Bhaga (2nd half of 16th and beginning of 
17th centuries).296 Divided into one hundred ten-line stanzas (dasaka) making a 
total of 1036 in all, it is a skilful resume ofthe main events in the Bhägavatapuräna. 
Two dasakas summarize the Rämäyal).a, another outlines the Sä:qikhya system a; it 
is defined in the Vth Skandha of the Bhägavatapuräl).a while one single stanza gives 
the essence of the Bhagavadgitä. The poem is in the form of "'a colloquy to God 
Vi~l).U, the presiding deity at the temple of Guruväyür. The melody of the metres. 
the sweet diction, the lucid exposition of sublime philosophical ideas and, above 

::9:: In KJv112, Bombay 1897. 
:.;-,3 Cf. K.V. ZvELEBIL, Tamil Literature, p. 102 and K. Kcl\JlJNNI RAJA, The Contribution 

of Kerala to Sanskrit Literature, Madras 1958. p. 1 ff. 
294 Editions: in J. HAEBERLIN, K.S (22 verses) and KM 1, Bombay 1886 (34 verses). There is 

also the Väniviläsam edition, Srirangam; ed. K.R. PISHAROTI. with Räghavänanda's com­
mentary, A~namalainagar 1933 (31 verses). Translation into English by R.N. AIYA:\GAR, 
:\-Iadras. Nurnerous editions also in Telugu, Kannada. Malayalam and Grantha scripts. 

: 95 Numerous editions. Warth a particular mention is T. GA)APATI SÄSTRI, The Näräya­
ziiya of Näräyai:ia Bhaga with the commentary. Bhaktapriyä, of Desamangala Varya, 
Trivandrum (Travancore Govemment Press) 1912. There is an edition in Devanägari with a 
transl. into English by P.N. MENON, Palghat 1939. There are several Malayalam editions. 

296 See K. KCNJUNNI RAJA, op. cit .. p. 119 ff. 
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all, the fen·our of intense and sincere faith and devotion pervading throughout, 
make the poem one of the best devotional lyrics in Sanskrit literature. Närä­
yai:iabhaga is equally at home in the Vaidarbhi and Gaw;li styles of composition, 
and is able to make the sound seem an echo of the sense. Moreover, even in the 
selection of metres he is very careful that they should be quite proper to the 
theme.":"'"' 

Like Näräyal)a Bhaga, other scholars in the most varied scientific subjects have 
written devotional lyrics. The versatile Nilakai:itha Dik~ita (beginning of 17th 
century), author of a considerable number of works, wrote the Änandasägarasta­
va=93, a hymn to the Devi in her manifestation as the Minä~i, and the Raghuvi­
rastava=99, or to use its füll title, the Rämäyal).asärasarµgraharaghuvirastava, a song 
of praise to Räma and at the same time a summary of the essence of the Rämäyai:ia. 
His pupiI, Rämabhadra Dik~ita, also from the south oflndia, was the author ofthe 
Vafl)amälästotra300, Räm~tapräsa301 , Rämacäpastava302 and Rämabäl).astava30:. 

which praise Räma in 51 stanzas arranged in alphabetical order, Räma's eight 
missiles (a~tapräsa) in I 16 Särdülavikri(Jita stanzas, his bow (cäpa) in 111 Sär­
dülavikncJita stanzas and his arrows (bäl).a) in 108 Sragdharä stanzas respectively. 
The Iate rhetorician Jagannätha303 from Tailanga, also active in the 17th cen­
tury, composed five devotional poems the names of which all include the word la­
hari, ··a large wave". They are: the Amftalahari (10 stanzas to the river Yamunä}, 
the Sudhäiahari (30 stanzas to the sun god, Sürya)304, the Gangälahari or Piyu­
~lahari (53 stanzas in praise of the Ganges)305, the Karui:iälahari (60 stanzas to 
.K.f?i:ia) and the La~milahari (41 stanzas to La~mI).306 

Those stotras that have distinct literary qualities differ Iittle from love poetry.30i 

Just as genuinely erotic lyrical poetry constantly retums to the physical attractions 
of the body of the youthful beauty, often systematized by using the nakhasikha 
procedure, which dwells on the various parts of the body beginning with the girl's 
toenails (nakha) and ending with the crown of her head (sikhä), so the stotra poet 
likes to indulge in elaborate descriptions of the perfect beauty of the gods. The 
combination of religious and secular perceptions is striking in, for instance, the 
stanzas by Müka mentioned above, 308 but the same phenomenon can be obserred 
in countless other stotras, for example in Bäi;ia's Cai;i(Jisataka, Vajradatta's Lokesva-

::97 See K. KüKJC!'<NI RAJA, op. cit., p. 139. 
:;.,g Publ. with French transl. in P.-S. FILLOZAT, Oeuvres poetiques de NilakaJ?.tha Dik~ita. L 

Pondichery 1967 (Publ. de !'Institut Fran9ais d'Indologie 36), p. 255 ff. 
299 Publ. with French transl., ibid., p. 177 ff. 
300 In K.\113, Bombay 1903. 
301 In KM l 0, Bombay 1894. 
302 In KM 12, Bombay 1897. 
303 Jagannätha was granted the title of Panditaräja by Shäh Jahän (1628-58). 
304 In KM 1, Bombay 1886. · · 
305 Ed. Bombay 1924 (NSP) and many other editions. Also in J. VIDYÄSÄGARA, 

Kavyasangraha, Caicutta 1888. 
306 In KM 2, Bombay 1886. 
307 See p. 128 f. above. 
308 See p. 142 above. 
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rasataka or Liläsuka 's K.f?I).akafl).ämfta. One quite typical work. Lak?maI)a Äcä 
f\a's Candikucapaiicäsikä309

, describes the beauty of (Durgä-) Candrs breasts, while 
the auth~r of the Vi?I).upädä.dikesäntavafl).anastotra310 has att;~pted a genuine 
nakhasikha description in this case of Vi~9-u. 

The writing ofh)mns to Vi~9-u and his Avatäras Räma and K.f~l)a received a great 
impetus when strongly emotional Vi~I).uite and K.fg1.aite sects arose about the end of 
the first millennium A.D. A work of great importance is the K.f?I)akafl).ämfta (or 
Krsnalilämrta} by Liläsuka Bilvamangala (often called just Liläsuka, Krsnaliläsuka 
or· Bilvamailgala for short) which, handed down in various versions (in· B~ngal and 
the south oflndia), consists ofbetween 101 and 112 stanzas in praise of K.f~l)a.m It 
is written in the lighter kävya style, but it is difficult to decide whether Liläsuka 
Bilvamangala, who probably came from the south of India, wrote all the stanzas 
himself or whether the book is an anthology of poems from different sources. The 
earliest possible date would be the 9th century, since in a commentary on a work of 
Sankara, the Sailkarahrdayarp.gamä, Liläsuka mentions that his teacher was Pad­
mäcärya. As the latter is identical with Padmapäda, one of Sankara 's pupils, he 
probably lived in the 9th century.312 However, the second halfof the 14th century 
seems a more likely first date as in her Madhurävijaya (I, 12) the poetess Gailgädevi, 
who Iived at that time, ranks the author of the ~I)akafl).äm.[ta number three after 
Dal):<;iin and Bhavabhüti. Two stanzas quoted in other works also point to this 
period, i.e., at the latest the beginning ofthe 13th or 14th century: a verse from the 
Km1akafl).ämrta is to be found in Sndharadäsa's Saduktikafl).ämrta (compiled in 
1205) and another in Sämgadhara's Sämgadharapaddhati (compiled 1363). A 
number of other works have been written under the name of Liläsuka or ~1:1ali­
läsuka Bilvamangala. However, it is quite possible that they are not all by the 
same person but by several different authors by the name of (Kf~l)a)lilasuka Bilva­
mangala. As examples we may take the Vi?9-ustuti3 13 , the ~9-astotra, the Bilva­
mangalastava314, the Bilvamailgalakosakavya315, the Bälagopalastuti316 , the Su-

:-09 In K.M: 9, Bombay 1893. 
310 In KM 2, Bombay 1886. 
3J l S.K. DE, The Krsna-Karnämrta. A Mediaeval Vaisnava Devotional Poem in Sanskrit. 

with three Sanskrit commentaries,. etc., Dacca l 938~ F." WILSO~, The Love of K~i:ia. The 
Krsnakarnämrta of Liläsuka Bilvamangala, Philadelphia 1975; M. NEOG, Bilvamangala's 
~l).3.-Stotra, ·aauhati 1962 (Assamese version). J. G0NDA gives a more detailed presentation 
of the Krsnakarnämrta in his Medieval Religious Literature in Sanskrit, Wiesbaden 1977 
(HIL II, i ): p. 29 .ff. . 
Literature on the work and the author: K. KüNJl'NNI RAJA, The Contribution of Kerala to 
Sanskrit Literature, Madras 1958, p. 31 ff.; S.K. DE, A Note on the Text of the ~i:ia-Kall)ä­
mrta, ABORI 16 (1935), p. 173 ff.; H.G. NARAHARI. On the Date ofthe ~:i:iakan:iämrta, of 
Bilvamangala, IHQ 20 (1944), p. 86 f.; K. Ku:,.uu!'<'NI RAJA, The Text-Problem of the J<n:i:ia­
Kall)ärnrta,, IHQ 22 (1946), p. 66 ff. 

31= Cf. A.G. WARIYAR, IHQ 7 (1931), p. 334 ff. 
m BV 8, p. 43 ff. 
314 F. WILSON, Bilvarnai:tgalastava. Edited and translated, etc., Leiden 1973. 
315 The Bilramangalakosakävva, Krsnastotra and Biframangalastava are three different 

versions of the same poem. · · · · 
316 N. BROWN, Eastern Art, II, p. 167. (With facsirniles of selected passages). 
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rnangalastotra317 and the Präkrit Siricirp.dhakavva (Skt. Sricihnakävya)318 which 
describes various events in the Kf?l).a legend and also provides an illustration of the 
rules of Präkrit grammar. 

Tradition ascribes a number ofhymns to the great Rärnänuja (or Rärnänujäcärya. 
supposedly 1017 to 1137). although not so many as to Sankara. To take just one 
example. the six-stanza ~arslokigitä319

, a song oflittle literary worth to the glory of 
Räma, is considered to be a work by this first, towering teacher of the Vi?l).U faith 
and founder ofa Visnuite svstem ofVedänta. 

It is not unusuai" to find stotras incorporated into langer works. Jayadeva, the 
Bengali court-poet to King Lak?rnal).asena (1179-1205), interpolated a number of 
rhythmically and aurally delightful hymns into bis famous Gitagovinda. This work, 
a poem about Govinda (= Kiwa) describing the separation and final reunion in 
V mdävana of Krsna and Rädhä, will be dealt with later320

, as it is unquestionablv 
m~häkävya alth~;;gh it often swells over the traditionally accepted boundaries ~f 
the form. Same sects have naturally developed a number of hymns of their own. 
special interests. Members of the Säkta sect of the Vai?l).ava Sahajiyäs regarded 

'l ' Jayadeva as their particular guru (ädiguru) and one of their nine Rasikas. Hymns 
°). similar to those in the Gitagovinda were written by Vitthalanätha Giridhara (or 
~ Vighala, Vighalesvara), the son ofVallabhäcärya (1479-1531), in the spirit ofthe 

Visnuite sect of the Vallabhacärins. These hymns, which rhyme and are strongly 
J infl~enced by Jayadevil, were incorporated by Vitthalanätha in bis Sp'lgärarasa­

mal).cµ.na. Näräyai:iatirtha, about the beginning of the 18th century from the south 
of India, did the same and included a number of mellifluous devotional poems in 
his I(n;l).alilatarangiI).i321 which, after Jayadeva's Gitagovinda and Liläsuka's Kf?l).a­
kafl).ämfta, is the third most important poem dealing with Kr$I_J.alilä, the life of 
K.[?l).a. 

The great increase in the popularity of K.f?I_J.aite hyrnnody at various tirnes can be 
explained not least by the fact that the worship ofK.f$I_J.a has always offered plenty of 
scope for emotional expression and experience. Furtherrnore, the Kr$I_J.abhakti of 
Caitanya (1485-1533) and the disciples ofthe early Gosvämins, who laid down the 
dogma of this school, were strongly influenced by poetic theory and conceptions 
from the very beginning. The teachers of the school founded by Caitanya, who was 
regarded by bis devotees as a reincamation of Kr$t:ia, not 'only took over such 
important and central concepts as rasa, which they naturally gave a bhakti 

317 See J. EGGELING, Catalogue of the Sanskrit Manuscripts in the Library of the India 
Office, VII, London 1904, No. 3907. "The work is of essentially the same character as the 
same author's Krsnakarnärnrta, with which it has indeed much of its matter in common ... 
But. besides contäining a good deal of new matter, it is arranged in a totally different way, so 
as virtually to constitute a different work.'' (J. EGGELING, ibid.) 

318 A.N. UPADHYE, Siricirpdhakavvarp of:K.f~i:ialiläsuka, BhV 8 (1941), p. 60 ff. 
319 See HARAPRASADA SHÄSTRT, A Descriptive Catalogue of the Sanskrit Manuscripts in 

the Collections ofthe Asiatic Society ofBengal, III, Calcutta 1934, No. 5555. 
3:?0 See p. 204 ff. below. 
321 Cf. J. EGGELI.'.'iG, op. cit., No. 3881. 
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sümificance. they also gm:e a deeper. religious and mystical, sense to the 
i:;mentions of secular poetry, with close reference to Sanskrit theory. Good works 
and knowledge pave the way to preman, a passionate and exalted form of Iove that 
man must experience if he is to know god. FiIIed with this love, he experiences 
Krsna and ~l_1a's sakti, Rädhä, who, delightful in her beauty, partly is identical in 
n~t~re v, ith Kn;1_1a, partly differs from him, and participates in the ecstasies of love 
of the divine couple. We owe a Padyävali, a collection of devotional lyrics, and a 
Stavamälä322 • i.e., "'Garland of Hymns", to the most important exponent of the 
Caitanya sect. the versatile savant and „poet-devotee" Rüpa Gosvämin.323 His 
Sta\amälä is an anthology of shorter works such as the Mukundamuktäval1324• 

Govindabirudävali. Svayamutpre~italilä, etc., put together by a nephew of RO.pa 
Gosvämin's, the equally famous Jiva Gosvämin. Raghunäthadäsa, a fellow-pupil 
and friend of Rüpa Gosvämin's, wrote a StavävalI325 , i.e., a collection of stotras, 
though they are not of the same quality artistically. Among the successors to 
Caitanya 's hymns to Kg,1_1a we find the Caitanyacandrämrta by Prabodhänanda, 
also known as the author of a Sfli.gärasaptasatikä. and the K.n;1_1ähnikakaumudi by 
Pararnänanda(däsasena) Kavikar1_1apüra326

, who also wrote a poetic life ofCa.itanya, 
the Caitanyacaritämfta{kävya), the drarna Caitanyacandrodaya and the Änandavrn­
dävanacarnpü. Part of this last work, which describes the childhood of Kn;1_1a in 
prose and verse, is the Devakisutastuti, in praise of Kfg1a as the son of Devaki. This 
section has sornetirnes been lifted out of the .Ä.nandavrndävanacampü and printed 
separately as an independent collection of stotras.327 Pararnänandadäsasena, who 
was bom in Bengal shortly before the death of Caitanya, was the son of Sivänanda, 
one of Caitanya's own pupils. Another poet who bears the title of honour 
"kavikan;iapüra" is supposed to be the author of the Carnatkäracandrikä. the 
"Moonlight of (Great) Surprise."3::8 lt is divided into four sargas which describe the 
amorous relationships between Kf~1_1a, Rädhä and her companions. The poern. a 
devotional mahäkävya generally attributed to a Kavikan;iapüra Gosvärnin, is not by 
Pararnänandadäsasena but by a fellow-countryrnan, Visvanätha Cakravartin, whorn 
we know to be the author of the Gauräilgalilärnrta and the ~1_1abhävanämfta. 3::9 

,::: BHAVADATTA SASTRI and K.P. PARAB, The Stava-mälä of Sri-Rüpadeva with the 
commentary ofSrljivadeva, Bombay 1903 (NSP). With Jiva Gosvämin's commentary. 

3::3 See p. 126 above. 
5::4 The .\Jukzmdamuktärali is also published separately in KM 2, Bombay 1886. 
3::5 Edition in Bengali script by the Radharamana Press, Baharampur (Murshidabad) 1884. 

1923. 
3:.o Further bibliographical data about the author and details of other Bengali stotra poets 

will be found in S.K. DE, Early History ofVai~i;iava Faith and Movement in Bengal, Cakutta 
1942. 

::::- See HARAPRASADA SHASTRI, A Descriptive Catalogue of the Sanskrit Manuscripts in 
the Collections ofthe Asiatic Society ofBengal, III, Calcutta 1934, No. 5744. 

328 See. J. EGGEL!~G. op. cit .. No. 3882 and H . .\RAPRAS~DA SHASTRI, op. dt .. No. 5200. 
3::.,1 See S.K. DE, Earlv Historv of the Vaisnava Faith and Movement in Bengat Calcutta 

1q.42_ - - .. 
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One ofthe numerous hymns in honour ofVedäntadesika is the Abdamälikä3~9a). 
an extremelv elaborate stotra in 64 stanzas of varying metres. Its author, Rangäcär­
ya of Cettal~r. is fand of alliteration, hidden words (güc;lha), rhyming and sle~a. 

No historv of literature will ever be able to deal with the whole vast treasure­
house ofreligious and panegyric hymnody, representing as it does one ofthe richest 
fields oflndian poetry as regards the number oftitles and manuscripts. Let us finally 
look at two works which deserve our attention because the two learned authors have 
made use of a device that increases both the attractiveness and the difficulty of their 
poems to a very considerable degree, quite in accord with the aims of late kävya. 
Süryadeva (or Sürya Pai:i<;Iita), poet and astronomer, wrote his Rämakf?I)akäv­
ya330 about the year 1540. lt has 38 stanzas in all, and is so arranged that al­
temate passages sing the praises of Räma and Kr~i:ia respectively. If one reads any 
of the pädas backwards, it will be found to be phonetically identical, syllable for 
syllable, with the same päda read from beginning to end. As the technical term for 
this sort of poem is anulomavilomäk~rakävya, i.e., a poem whose syllables can 
be read in either direction or, to use the Sanskrit expression, "with or against the 
nap (loma)", Süryadeva's work is also called the Rämakf?I)avilomäk~rakävya.331 

The Räghavayädaviya332 , a similar poem, was written by the polyhistor and poet 
from the south of India, Venkatädhvarin (17th century) who, apart from several es­
says on Mimärp.sä, also wrote two works of grammar, one treatise on Nyäya and an­
other on Dhanna, a number of plays, works on the theory of poetry and campüs as 
well as the panegyric poems Lalq;misahasra, Sriniväsasahasra and Sravai;iänanda. 
The 32 stanzas of the Räghavayadaviya, which Venkatädhvarin himself wrote a 
commentary to, are in praise of Räma (= Räghava) and Kr~i:ia (= Yädava) and, like 
Süryadeva·s poem, composed in the anulomavilomäk~arakävya manner. Let us take 
as an example the second stanza, in which both narratives commence. When read 
from beginning to end (anuloma), it describes the city in which Räma was bom; 
when read backwards (viloma)333 , however, we get a description of ~a's 
birthplace. 

3~9a Ed.: E. TRAPP and M. HAHN, WZKS 22 (I 978), p. 67 ff. (with German translation). 
33o Ed.: in J. HAEBERLil'., KS; in KM 11, Bombay 1895. Cf. also J. EGGELING, op. cit., No. 

3912 and K.L. JA:>;ERT, Indische Handschriften, I, Wiesbaden 1962 (Verzeichnis der 
orientalischen Handschriften in Deutschland II, 1 ), No. 349. 

331 Rärnakl:p;änulomai·ilomäk~arakävya would have been more correct. Süryadeva him­
self, however, called his work a vilomaracanäkavya. 

33: Räghavayädaviya par Venkatädhvarin. Texte sanskrit edite par M.S. Narasimhacharya. 
Etude et Traduction par M.-CL. PoRCHER, Pondichezy 1972 (Publ. de l'Institut Fran9t1is 
d'Indologie 46). Detailed infonnation about Venkatädhvarin and his oeuvre in M.-CL 
PORC'HER, Un poeme satirique Sanskrit: La Visvagunädarsacampii de Venkatädhvarin, etc„ 
Pondichery 1972. (Publ. de I'Institut Franc;ais d'Indoiogie 46, Introduction, p: 1 ff), and M.­
CL PoRCHER, Figures de style en sanskrit, theories des alamkärasästra: analyse de poemes de 
Venkatädhvarin, Paris 1978 (Publications de l'Institut de Civilisation Indienne, Serie in-8°, 
45). 

:m The lines must be read by alqaras, i.e., by syllables, which are frequently divided up 
into words differently than when read from beginning to end. For example, the initial word, 
säketiikhyä, when read backwards, becomes khyätä ke sä and the last word in the stanza, sä­
vä.!}ärävä. becomes räräsäv äs(a). 
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anuloma: 

-säketäkhyä jyäyäm äsid yä viprädiptäryädhärä 
pür äjitädevädyävisväsägryä säväsärävä :/ 

•,iloma: 

väräsäv äsägryä säs"·ä vidyävädetäjirä pü~ ,' 
rädhäryäptä diprä vidyäsimä yäjyäkhyätä ke sä,·, 

149 

Read in the normal way, this stanza is part of the Rama legend and may be 
translated: 

··on earth334 there was a city (called) Säketa that was illuminated335 by wise (Brahmans) 
and sustained by Vaisyas.336 The son of Aja (i.e„ King Dasaratha) won337 it. This 
distinguished (city) distrusted (only) non-gods and similar (beings)338 and (v.as filled with 
the satisfied) sound of the eaters of sacrifices339 (i.e .. the gods)." 

The reverse reading, which deals with the Km1a legend, reads as follows: 

"By the water340 near the lake341 there was a distinguished city (named Dvärakä) equipped 
with horses. a place of (leamed men) who had carried off the victory in the battle for 
knowledge34~. brilliantly343 • (because) they had received Rädhä 's Iord344 (i.e., K.n;!la); (the 
place was) the remotest frontier of knowledge and its fame (was) widespread on earth."345 

Modem readers with a sound knowledge of the structure of aesthetic texts are on 
the whole better equipped to approach this sort of poetry with an unbiased mind 
than earlier European critics such as A.B. Keith, who, faced \vith similar or even 
with less elaborate texts, all too easily resorted to expressions like ·•grave errors of 
taste", ··mannerisms", or "intellectual exercises of no high value". Whatever 
opinion some critics may take, or have taken, one can hardly ignore the fact that 
anulomaviloma poetry, which can be found even in mahäkavya, does show, albeit 
in an exaggerated form, one characteristic that is integral to all poetry and is 
particularly strong in India, namely a tendency to aim for a maximum of ambiguity 
and textual difficulty. At times, of course, this tendency may become an end in 
itself, used in absurdum, merely as display. Other devices besides ambiguity and 
textual obscurity were favoured by connoisseurs of kävya. Verikatädhvarin 's Rä­
ghavayadaviya, for instance, is written in the majestic and solemn-sounding 

334 Jyayfi.m. 
335 vipradiptä. 
336 äryädhärä. 
:: 37 iifitä < äji-itä. 
338 aderczdi·ävifräsii < a-deva-iidrn-avifriisii. 
339 säväsä;ävä. -
::40 ke. 
341 riiräsau. explained in the commentary as identical in meaning withjalarä::,'au. 
~41 vidyärädetäfirä < vidyä-väda-ita-äji-irä. 
343 diprä. 
344 rtidhäryäptä < rädhä-ärya-äptä. 
345 J.rakhyätä. 
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Vidnmmälä metre of four times eight syllables. His virtuosity does not consist 
mer~h- of mastering this unusual and difficult metre; he also displays astonishing 
verbai ingenuity, using here only words with long syllables as demanded by the 

strict requirements of the metre. 

6. Other Species ofShort Poetry: Riddles and Carmina Figurata 

As we saw in the introduction346, riddles in verse were also of great importance. 
Although not many examples by major poets have been preserved, all writers must 
have been familiar with them. Not only were riddles used as games in aristocratic 
society, they also played an important part in the training of poets, in poetic 
contests andin kävyago~this. Their immense popularity in cultivated urban circles 
is iHustrated by the fact that riddles, in particular certain sorts, are mentioned even 
in the Kämasütra347 where, like improvised poems (kävyasamasyäpüral).a), a 
knowledge of metrics (chandojfiäna) and familiarity with the dictionary (abhidhä­
nako~). they constitute one of the sixty-four auxiliary sciences (angavidyä) to the 
theory of Iove, i.e., the special accomplishments, arts and knowledge that were part 
of the education of the highly skilled hetaera (gal).ikä) and the spoilt town-dweller 
(nägara) who devoted his life to the enjoyment of love and art. Some critics treat 
riddle poetry together with its variants as a particular means of embellishment using 
sound (sabdälarp.kära).348 lt is dealt with in most detail by Dai:ic;Iin, who quotes from 
earlier rnasters. In his Kävyädarsa III, 97, he says that riddle poetry was used in 
games by connoisseurs, in go~this, as entertainment, to give secret advice in public 
situations and for the confusion of outsiders. 

The form of riddle known as prasnottarakävya349 was especially popular at the 
courts of princes. At the assemblies of leamed men and poets summoned by rulers 
who patronized literature, a poet could reap a rich reward by reciting enigmatic 
stanzas which, composed according to definite rules, asked the audience one or 
more questions. lt is typical of these riddles that the answer (uttara) to the question 
was to be found hidden in the poem itself. Riddle poetry must be regarded above all 
as a short poem, a muktaka. While a sophisticated, well thought-out choice of 
words allowed the poet both to pose a question and covertly to hint at the answer in 
the same verse, the connoisseur's chief pleasure was to educe the question and 
answer from the poem as well as to enjoy the author's skilful use of language. 
Although riddle poetry belongs to the short form of kävya and, frequently being 
composed on the spur of the moment, has often not been preserved, there can be no 

346 See p. 16 above. 
347 L 3, 16. 
348 E.g. Bhämaha, Kävyalaf?1kära 2, 19; Dai:icJin, Kävyäd. 3, 96-124; Agnip. 343, 22 and 

25-26 and Rudra!3, Kävyäla,!7kiira 5, 25 (29). 
349 I use the term prasnottarakäi}'a, "question-and-answer-poem", as the terminology is by 

no means uniform and the name that is often used, prahelikä, does not usually refer to the 
category as such but only to some sorts of riddle poem. 
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doubt that it was one of the most popular fonns of Indian Iyrical poetry. In many 
respects it conformed to the requirements ofkavya: it was written in many different 
metres, some of them difficult, it made use of an unusual vocabulary comprehensi­
ble only to the connoisseur and, like so many other poems, it was two-dimensional 
in that behind the meaning first perceived. in this case the question, there Iay a 
second. hidden, meaning in the poem; the answer, which the reader or Iistener had 
to decipher for himself. As a poetic exercise to gain mastery of different metres. 
\ocabulary and how to suggest meaning. the riddle complemented other fonns 
mentioned in the introductory chapters above such as making changes in the 
ivording used by great poets, completing a poem of which one has been given some 
lines or improvisation on a given theme. The fact that riddles often either 
mentioned the king or were addressed to him or one of the poefs rivals confirms 
that they were in general use at courts and in assemblies of poets. It is much less 
common for them to be addressed to a lover or a beloved. In stanza after stanza 
imperatives such as vada, '"speak''. or brühi, '"say", challenge the king. the poefs 
opponent or the connoisseur to find the solution to the task. This is the case in the 
following stanza, an example of sabdärthavibhaktivacanabhinnajati, i.e., the sort (of 
riddle) that is ambiguous because of word (sabda). meaning (artha), case (vibhakti) 
and number (vacana): 

samayam iha vadanti kaf!l nisithaf!l 
samayati kän vada värivähavrudam / 

vitarati jagatäf!l manal)su kidfII 
mudam atimätram ayaf!l sadä ta(;iägal) //350 

··what time does one here (on earth) call night? Say, what do the rain-douds quench? 
What kind of pool always gives exceedingly great pleasure to the human heart?" 

The answers to the first and second questions are aravim, "the sunless (time)" (acc. 
sing.), and davan, '"forest fires" (acc. pl.) respectively. When joined together, these 
two make a new word with a different meaning which, in a different case (nom. 
sing.), gives the answer to the third question: aravindavan, "(a pool) filled with 
lotus flowers". In his great novel Kädambari, Baga, who as King Hacyi's court poet 
was quite familiar with the manners ofthe court, describes the pastimes of King Sü­
draka, who filled the idle hours with tl. great variety of activities, amongst others 
with just the sort of riddles mentioned above: "Sometimes he was busy with music, 
himself having begun to play on the mrdanga drum, when his bejewelled bracelets 
were constantly jerked about; and hisjewelled ear-ornaments made a tinkling sound 
as they were shaken about when he played upon the instrument called ghargharika. 
Sometimes he was occupied with hunting, emptying the forest (ofbeasts of prey) by 
means of arrows incessantly discharged. Sometimes he composed poetical pieces. 
having called together a (critical) assembly oflearned men. Sometimes he carried on 
discussions about the (various) sästras. Sometimes he listened to tales, romances, 
histories and legends. Sometimes he amused himself with painting. Sometimes he 

350 Dharmadäsa, i ·idagdhamukhamal}cj.ana 1, 53. 



152 S. Lienhard · A History of Classical Poetry 

played on the Iute. Sometimes he waited upon the feet ofthe holy sages that came to 
see him. And sometimes he offered (for being solved, the various literary puzzles 
known as) aksaracyutaka351 , mäträcyutaka352

, bindumatI353
, güc;Ihacaturthapa­

da354 and prah.elikä."355 As this passage shows, princes and kings often recited 
enigmatic stanzas either written by themselves or by others. Indian rulers were not 
averse to dazzling their listeners with their own works, and always took pleasure in 
testing and retesting the wisdom and quick-wittedness of the learned men and poets 
gathered at their courts, even when the stanzas they declaimed were not of their 
own making. 

The ephemeral nature of riddle poetry and the fact that it was often for 
entertainment, for special occasions or for practice had the result that it only rarely 
had a purely aesthetic function and, when it did, hardly ever achieved its aims. 
With the passing of time the rules governing riddle poetry become stricter and more 
complicated with the result that the first concern of the poet became to ensure that 
the more or less intricate text was capable of bearing up the word-play intended; for 
example, that it was possible neatly to combine the answers to the first, second, 
third and even fourth questions although, as far as content was concemed, the 
various parts of the poem might have nothing to do with each other. The following 
stanza from Kälidäsa's drama Vikramorvasiya shows that the literary riddle was 
also employed by the great poets. lt is taken from the fourth act, which consists 
mainly of a lang monologue by King Purüravas. The poet describes how the king. 
overwhelmed with the anguish of separation, searches everywhere for U rvasi, and 
how he asks various animals and plants whether they have seen his beloved. 
Eventually he recognizes signs here and there that might lead him to Urvasi. In IV. 
51, he asks the mountain in simple Sloka metre: 

sarvak~itibhftäf!1 nätha dma sarvängasundari / 
rämä ramye vanänte 'smin mayä virahitä tvayä // 

··Hast thou, 0 lord of all mountains, seen in this delightful wood the (maiden who has 
become) separated fromme, the delightful (one), the (one) beautiful in every limb?" 

The same stanza is then used to allow the mountain to give the reply as an echo: 

sarvak~itibhftäf!1 nätha d~!ä sarvängasundari / 
rämä ramye vanänte 'smin mayä virahitä tvayä / / 

351 In this sort of riddle, the meaning sought is tobe found by omitting a syllable (aksara). 
35:i The kind of riddle in which the new meaning is obtained by omitting a mora (mä.trä). 
353 A riddle poem in which the long and short syllables are expressed by numbers. 
354 In a gü.ef.hacaturthapäda the last quarter of the stanza is concealed in the first three 

quarters of the stanza. 
355 The prahelikä comprises several forms of question-and-answer riddles. lt takes the form 

of "'a phrase. Statement or question constructed deliberately so that its meaning shall be 
misconstrued, but in some way intimating a solution to the difficulty thus created" (E. 
GEROW, A Glossary ofindian Figures ofSpeech, The Hague-Paris 1971, p. 210.). Cf. also M.­
CL. PORCHER, On prahelikä, L. Sternbach Felicitation Vol., Lucknow 1979, p. 325 ff. 
Translation ofthe passage from BäI].a after M.R. Kale, A Literal English Translation of BäI)-a's 
Kädambari, Bombay 1924, p. 8. 
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··I ha,-e. 0 Iord of all lords, seen in this delightful wood the {maiden who has become) 

5eparated from you. the delightful (one). the (one) beautifui in every limb." 

Kä!idäsa creates this effect by giving the stanza the form of prasnottarasamajäti. the 
sort of riddle in which the question and the answer sound identicaL \\/e interpret the 
stanza as a question if we connect the finite verb df~!ä with tvayä: dg;tä, tvaya, '"hast 
thou seen (her)?". However, as soon as we connect d~!ä with mayä the same 
context will give us the echo that answers Purüravas: d!?!ä mayä, ··1 have seen 
(her)". As the compound k~itibhft is formed on a model356 that can be used both for 
··mountain·· and for '"king", sarvak~itibhftäf!l nätha can be interpreted either as 
··1ord of all mountains" or ""lord ofall lords". 

As we saw above, certain critics treated some forms ofliterary riddle as decorative 
figures. On the other band, the yamaka. one of the four earliest alaf!1käras357 that 
Bharata dealt with, is often considered a riddle: it is described as a play on words 
··in which a part of a verse, specified either as to length or position or both. is 
repeated within the confines of the same verse, usually in such a way that the 
meaning of the two readings is different''. 358 All critics since Bharata have insisted 
that the meaning of the repeated passage shall be different; educated readers must 
divide up the words on a different pattem on the second reading or take each word 
as a double-entendre. The result in either case will be paronomasia (sleµ). As we 
shall see, these figures were exceedingly popular and, during the course of their 
development, they were sometimes used not merely for isolated passages but for 
whole poems. Let us take as an example one stanza from the Saurikathodaya, a 
yamaka poem by Väsudeva, a poet from the south of India: 

tulitakaläpikaläpä kesakaläpena madakaläpikaläpä, 
km1a~ gopamahelätatir anuvavräja drsi mrgopamahelä 1 (L 51 l 

"A group of cow-herds' wives, whose masses of hair, (because of the colour), resembled 
peacocks and whose speech was like that of intoxicated cuckoos. followed after Kr~:i:ia with 
deer-like coquetry in their eyes."359 

Regarded on the broadest scale, however, the art of riddle-writing was not taught 
in books on poetics but in specialized works describing in detail a number of 
different sorts of riddles, including the ak~racyutaka, mäträcyutaka, gü<;fhacatur­
thapäda and prasnottarasama already mentioned. They adopted the usual method 
of stating the rules and giving examples to illustrate them. We should particularly 

35
1) ""bearing the earth" and "maintaining the earth" respecti\ely. \\ith ""earth" as the first 

elernent and '"bearing/maintaining" as the second. 
3!'

7 ~amely upamä. riipaka, dipaka and yamaka. 
358 E. GEROW, op. cit .. p. 223 ff. 
3J9 C. Sn,Eso~. Saurikathodaya. A Yamaka-poem by Väsudeva. Edited with a trnnslation, 

notes and an introduction, Stockholm 1969 (Skrifter utgima a\ Föreningen für orienta!iska 
studier l), pp. 52 and 116. 
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notice Dharmadäsa's VidagdhamukhamaIJ.<;iana360 (composed somewhere between 
the 6th and the middle ofthe I 1th centuries), K.Ika's Budhavaktramai;<;Iana361 and 
the Iate Kavindrakarnäbharana362 (Ist half of 18th century) by Visvesvara Bhatta. 
The immense popularity of riddles in Jaina circles is probably connected with the 
predilection of Jaina scholars for teaching the faith by catechism.363 

In works on poetics citra poetry (in Skt. citra or citrakävya, carmen figuratum)364 
is counted as belonging to the same genre as the literary riddle. Characteristic of 
citra poetry are (a) Iimiting the number of phonemes (usually consonants) in a 
stanza to one, two or only a few, and (b) arranging the syllables in a definite, 
predetermined order. In both cases they frequently stand out visually, too. In the 
latter sort of citrakävya the poem can be read in more than one direction. We have 
already made the acquaintance of ''hop-scotch" (anulomaviloma), the syllables of 
which can be read backwards to give the same sound but a different meaning.365 

Other well-known types that arrange their syllables in a definite order are the 
"zigzag" (gomütrika, literally "cow-piss"), the double palindrome (sarvatobhadra), 
the ··elephant-gait" (gajapada) and the "horse-gait" (turagapada). Let us choose as 
an example a gajapada in which the four quarters of the stanza, if written out in four 
Iines, can either be read in the normal way or, if read vertically, will give pairs of 
syllables: 

360 Ed. with transI. ofthe Ist and 2nd chapters in: M. KRAATZ, Das VidagdhamukhamaIJ.-
1ana des Dharmadäsa (ein Lehrbuch der Rätselkunde), etc., Marburg 1968, 2 vols. (diss.). See 
also: V. RAGHAVAN, The Vidgadhamukhamandana of Dharmadäsa, in: P.K. Gode Comme-
moration Volume, Poona 1960, III, p. 224. · · 

361 Ed. in JGJh 6 (1948/49), p. 289 ff. 
36~ Ed in KM 8, Bombay 1891. As regards the author, see S.K. DE, Sanskrit Poetics, 

Calcutta 19602, I, p. 302 ff. 
363 Cf. W. SCHUBRING, Die Lehre der Jainas, Berlin-Leipzig 1935, §§ 189, 196 b. 
364 Lit.: E. GEROW, op. cit., p. 175 ff.; KALANATH JHA, Figurative Poet11· in Sanskrit 

Literature, Delhi-Varanasi-Patna 1975; Rev. W. YATES, Essay on Sanskrit Alliteration, 
Asiatic[k] Researches of the Royal Asiatic[k] Society of Bengal, (Calcutta) 20 (1836). 
p. 135 ff.~ H.R. KAPADIA, Illustrations of Letter-Diagrams, JUB, New Series (1955), 2 (Arts 
No. 29), p. 60 ff.; N.S. 14 (1956), 2 {Arts No. 30), p. 97 ff.; N.S. 25 (1957), 2 (Arts No. 31), 
p. 82 ff.; M.B. fa1MEN'EAU, Nägapäsa, Nägabandha, Sarpabandha, and Related Words, BDC 
20 (1960. S.K. De Felicitation Volume), p. 291 ff. 

365 See p. 149 above and the example given there. 
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2 2 3 "'I 4 3 5 .;. 

ye nä nä dhi nä vä dhi rä 

.2 3 4 5 3 5 5 6 
nä dhi vä rä dhi rä rä jan 

2 2 3 2 4 3 5 

ki111 nä nä sa111 nä karp. sa111 te 

2 3 4 5 3 5 5 6 
nä sarp. kan te sa111 te te ja~ 

The normal reading: _.,. 

12232435 

23453556 

V ertical reading'. 

rr~ ! 2 31 12 41 1351 
:2 3/ ~ Li Li 

"Those of your courtiers, 0 King, who preserve the force of various epithets. are powerful. 
who eradicate obstacles and who do not preserve non-wisdom, why do they not notice your 
heavenly grace, replete with many desires? (They do not observe that) your glory is not 
auspicious. " 366 

The figure was given the name gajapada because the movement of two syllables at 
once is like the gait of an elephant, whose two legs move in unison. 

Another way of arranging syllables is the carmen figuratum proper (citrabandha, 
sometimes shortened to bandha). In these poems the syllables produce the visual 
image of some concrete object such as a sword (kha9ga), a wheel (cakra). a bow 
(dhanu), a lotus (padma), a snake (näga), a mortar (musala), a lance (sakti), an arrow 
(sara) or a plough (hala). They are to be read so that the wording agrees with the 
shape of the object the poem is named after. In certain cases, a sub-category 
develops: padma(bandha), for example, may belong to the type with four, eight or 
twelve petals. The following illustration shows a stanza in the shape of a lotus with 
eight petals. In the centre is the syllable yä. Not only does the poem begin and end 
with this syllable, it also recurs after every three petals, as the arrows show: 

'.!,äsritä pävanatayä yätanacchid ankayä / 
yäcaniyä dhiyä mäyäyämäyäsa:rp. stutä sriyä 1·1 367 

366 Translation by E. GEROW, op. cit., p. 180 f. 
367 Bhoja, Särasvatikanthäbharana. ed. Pt. K. SAR;1,1A and V.L.S. PA:-::;sIKAR, Bombay 1934, 

(KM 94), pp. 124 and '.!72. The figure from ibid., p. 1 (appendix) and KALASATHA JHA. op. 
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"'The Goddess, who is resorted to by sacredness and who brings to an end (lit., who is 
bringer to an end of) (all) tonnents, (she) should be implored, with an elevated mind, for 
the diminution (äyäsa) ofthe extension (äyäma) ofmäyä; (she is) lauded (even) by Sri."368 

Western readers tend to regard this sort of poetry with scepticism. However, if one 
is to form an accurate conception of the significance of riddle poetry in the narrow 
sense of the word, i.e., citrabandha, in classical Indian poetry, it is essential to 
realize its importance to the philosophy and practice of Indian poets. Since it is one 
of the chief concerns of kävya to present the reader or hearer with a text rendered 
difficult in several ways, not the least of which is by the use of rare, sometimes 

cit., p. 197. The stanza lacks clarity of expression (prasäda) and has artistic composition 
(citratva) as its only merit (guna). lt may be construed as follows: yä (devl) pävanatayä äsritä 
(yä ca) yiitanacchid, (sä) anicaj•ä dhi_vä mäyäyämäyäsa'?l yäcaniyä. (sä) sriyä (api) stutä. 

368 Translation by R.N. DANDEKAR, Poona, who, in a letter dated 21.9.1982, kindly sent 
me the following explanatory notes: .. (1) yätana is to be understood in the sense of yätanä, 
though Kosas do not usually give 'torment' as the meaning of yätana. However, grammatical­
ly it is possible to derive that meaning. Moreover, the padmabandha reqires na. (2) The ward 
iiyäsa is used here very Ioosely, and is tobe understood in a secondary - or even tertiary -
sense. The root ä yas (causal) means "to diminish'. mäyäyämäyäsam is the object of yäcaniyä. 
The general sense is: "She should be begged complete annihilation of mäyä.' (3) stutä sriyä: 
this could be understood either as an independent clause (as shown in the translation) or as a 
relative dause: yä pävanata,vä äsritä, yä yätanacchid, yä ca sriyä stutä, sä yäcaniyä ... But 
this latter may constitute a düränvaya. " 
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artificiaHy made words. it would be natural for poets, who are familiar with 
complex procedures, to adopt the methods used in citra poetry. Carmina figurata 
,.vere not composed only by poetasters eager to show off their would-be learning by 
employing these techniques; a display of linguistic virtuosity is one of the 
characteristic features of classical poetry and a surprisingly !arge number of 
citrabandha stanzas were composed even by great poets such as Bhäravi and Mägha. 
as we shaH see. Major poets admittedly used these flamboyant devices with a certain 
restraint in that. when writing mahäkävya, they only demonstrated their mastery of 
citrakävya in one or two sections of the work. In those sections. however. they did 
not hesitate to pile figure upon figure.369 Examples that have been preserved show 
that this sort of poetry, however brilliant it might be, generally has Iittle ofaesthetic 
.. -alue to offer. lt should be mentioned that texts of this nature presuppose that this 
poetry is apprehended in a different manner. Citrabandha stanzas which aim at 
creating visual or other extemal effects can no longer be regarded as being poetry 
designed for recitation, but, even more than other late forms of kävya, are intended 
to be read and demand familiarity with the written word. 

The second of the two main types of citra poetry is that limiting the number of 
phonetic classes employed. As already mentioned, in this sort of poem the author 
uses as many vowels as he wishes, but limits the choice of consonants to one, two or 
only a few classes. ·"Two-consonant poems", dvya~ra, were very popular whereas 

3n9 lt should be noted that attempts are not lacking in various genres of European literature 
to present the tonal content of a text or poem, etc. in visual form. ··Das geheimnisvollste 
"\fagische Quadrat', Anagramme und Palindrome vereinigend, ist die berühmte Sator-Arepo­
Forrnel. Dazu kurze Erklärungen: Der Bauer (Sämann) Arepo (Eigenname) lenkt mit seiner 

A 0 

s A T 0 R 

A A R E p 0 0 

T E N E T 

0 0 p E R A 
1 

A 

R 0 T A 
1 

s 

0 A 

Hand (Arbeit) den Pflug (Räder). Religiöse Deutung: Gott (Sator) beherrscht (tenet) die 
Schöpfung (rotas), die Werke der Menschen (opera) und die Erzeugnisse der Erde (arepv = 
Pflug). Die Wörter lassen sich zunächst horizontal und vertikal viermal lesen. Aus den 
wenigen Buchstaben hat man 13 anagrammatische (lateinische) Sätze gebildet. Die Vereini­
gung der beiden Wörter "tenet in der Mitte bildet ein Kreuz. Durch Rösselsprung ergeben 
sich die Wörter 'Paternoster' und AO = das Monogramm CHRISTI usw. usw. Das Quadrat 
galt daher als Zauberzeichen" (G.R. HOCKE, Manierismus in der Literatur, Reinbek 1959, p. 
24.) In German poetry carminafigurata were much in fashion about the time ofthe Baroque 
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the ekäksara the "'one-consonant poem", being very difficult to compose, ·was 
much ra;er. The following is a famous stanza from the Kirätärjuniya by Bhäravi, 
the best-kno\.\'11 linguistic virtuoso after Mägha. He uses only the consonant ··n ": 

na nonanunno nunnono nänä nänänanä nanu / 
nunno 'nunno nanunneno nänenä nunnanunnanut // 370 

"No man is he who is wounded by a low man; no man is the man who wounds a low man. 
O ye of diverse aspect; the wounded is not wounded if his master is unwounded: not 
guiltless is he who wounds one sore wounded."371 

lt is interesting to note that some figures of this type have also found their way 
into Iong passages of prose mahäkävya. When the lips of Mantragupta, the narrator 
of the ninth story in the Dasakumäracarita, have been bruised in the game of love. 
Dal)q_in writes the whole of this chapter without using one single labial so as to 
spare Mantragupta pain. 

period, but scattered examples are tobe found in all eras. Among the poems written by the 
German poet Sigmund von Birken (1626-1681), who lived in the Baroque period, there is one 
in the form ofa cross and another that is heart-shaped ("Florian bildet seine Gedanken aus in 
Form eines Hert::ens"), while a poem by one of his contemporaries, Philipp von Zesen 
(1619-1689) is in the shape of a palm-tree ("Palmbaum der höchst-löblichen Frucht· 
bringenden Geselschaft ::uehren aufgerichtet"); see K.O. CoNRADY, Das grosse deutsche 
Gedichtbuch, Königstein/Ts. 1978, pp. 119-121. For carmina figurata in European 
literature. see D. HIGGINS, George Herbert's Pattern Poems: In Their Tradition, West Glover. 
Vermont and New York 1977 (Bibliography pp. 75 - 79); U. ERNST, Die Entwicklung der 
optischen Poesie in Antike, Mittelalter und Neuzeit: Ein literaturhistorisches Forschungsdesi­
derat, GRM. N.F. 26 (1976), p. 379 ff.; and U. ERNST, Europäische Figurengedichte in 
Pyramidenform aus dem 16. und 17. Jahrhundert: Konstruktionsmodelle und Sinnbildfunk­
tionen. Euphorion: Zeitschrift für Literaturgeschichte 76 (1982), p. 295 ff. 

370 Kirät. 15, 14. 
:rn Translation from A.B. KEITH, A History ofSanskrit Literature, p. 114. 



CHAPTERIV 

POETRY OF THE MAJOR FOR~·1-SARGABASDHA 

1. I ntrodu.ctory Remarks 

Like poetry of the minor form, laghukävya, which was dealt with in the previous 
~ctions of this book, the major form, mahäkävya, consists of an immense number 
of works the majority of which have been little researched and few translated into 
other languages. Indeed, many of them exist only in manuscript and have not even 
been edited. Long poems are written either in ( 1) a variety of different metres, (2) 
literary prose or (3), particularly common in the case of mahäkä.vya1, in a 
combination of the two. Although it is called "·long poetry", the most important 
characteristic of the genre is not the length of the work but the way in which it is 
constructed: poems of the major form are almost invariably divided into chapters. 
In metrical poems the number of sections, generally called sargas, is usually 
between five and twenty although no limit is anywhere laid dmm. There are, 
however, plenty of works that are longer. As these works consist of sargas, or 
"cantos" to use the commonest English translation, the word to be used for all 
metrical mahäkävyas, even older ones, is the probably more ancient term 
sargabandha, i.e., ··chain of sargas". Poetry that is a mixture of prose and verse is 
called campii in Sanskrit while works written in the heavier prose style are 
subdivided into two categories, kathä (fictive story) and äkhyäyika (true story) there 
being, however, no common word under which they may both be classified. Strictly 
speaking, it is quite incorrect not merely to call poetry in a metrical form 
sargabandha but also to use for it the name of its most important member, mahä­
kävya. It would be more consistent to keep the word mahäkävya as a comprehen­
sive term covering not only mahäkävya in the narrow sense but all three species of 
major poem, i.e., ( 1) sargabandha, (2) prose poems (kathä and äkhyäyikä) and (3) 

campii. Dal).Qin2 , Bhämaha3 and Rudrata4 give us rules as to how long poems may 
bejudged. 

1 As shown in the table on p. 4 7. laghukävya written in a mixture of \ erse and artistic 
prose is only tobe found in inscriptions (and religious epistles). 

2 Kän:äd. I, 14-19 and 23-31. 
3 1..·äi,-rälamkära 1, 19-23. 
4 Ibid. 16,"7-19. 
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mahäkävya 
poetry of the major form 

~ 
kathä äkhyäyikä 
fiction true story 

campü 
mixed prose and verse 

Modem literary criticism subscribes to the view that poetic language is not 
uniform in nature but can be divided into three categories; dramatic, epic and 
lyrical, each with its own characteristics. Drama is dialogic but epic and lyrical 
poetry are mainly monologic. In epic poetry language bears a very close relationship 
to the theme that links the various components together, whereas in lyrical poetry, 
which continually moulds language into definite forms, rhythm is the dominant 
factor. These views are undoubtedly correct as far as European literature is 
concerned but they have only a Iimited validity in kävya. Although dialogue is 
naturally the most important component in dramatic language, in India drama was 
interspersed with so many lyrical stanzas that we cannot just classify it as drama and 
leave it at that. This is confirmed by the fact that Indian poetic critics, with the 
exception of those few who are concerned only with dramatic questions, are 
interested primarily in lyrical poetry a.nd lyrical epics and freely quote stanzas taken 
from dramas. Their attention is focused mainly on (lyrical) stanzas and it seems to 
matter not a whit whether they come from a laghukävya, a sargabandha or a drama. 
Even more diffuse is the dividing Iine between poetry of the minor form, most of 
which may justly be called lyrical, and metrical poetry of the major form, which in 
European Ianguages is generally given the rather unsatisfactory name of "epic". 
Although early mahäkävya is a development ofthe rhapsodic art and has its roots in 
the epic, i.e., narrative recited to an audience, it has adapted to an ever greater 
degree to the lyrical minor form. While laghukävya and mahäkävya were originally 
two more or less quite separate forms of poetry each with its own rules, the oldest 
(now lost) sargabandhas probably corresponding in scale to true epic, the epic 
content became steadily less prominent in classical sargabandha. The action now 
often provided merely a framework into which various details and descriptions 
could be fitted. Action was frequently treated with neglect - in some cases not even 
being brought to a conclusion - without, however, having any deleterious effect on 
the poetry. As traces of epic characteristics remained, it was still possible to speak of 
epic-lyrical poetry, but large parts of the long poem were written in complete 
accord with the precepts of laghukävya. The centre of interest to poet and reader or 
listener alike became once more the stanza, which was usually easy to remove from 
its context.5 This isolated stanza then acquired the same aesthetic value and was 
appreciated in the same way as a single-stanza poem, a muktaka. 
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2. The Sargabandha 

161 

The demands that must be placed on a long poem in metrical form have only 
been stated in detail by a few critics. 6 As its name indicates, it consists of sargas, 
„cantos''. and begins either with a benediction (äsis), a respectful greeting 
/namaskriyä.) or an indication of events to come (vastunirdesa). According to 
Dandin, Sanskrit is the proper language for a sargabandha 7, but Prakrit, Apa­
bhr~qisa and, in more recent times, even vernaculars have been used. The material. 
Vvhich is either a story (kathä) based on tradition (itihäsa) or taken from real life, 
deais with one of the four aims of human existence. s. The hero (näyaka) is an ideal 
type incorporating a maximum of goodness, nobility and beauty; his adversary 
ipratinäyaka}, a monster of evil and intrigue. Some importance must be attached to 
the precept that the sequence of events in the sargabandha should follow the plan of 
the five so-called sarµdhis, literally, ··junctures''. According to this, every epic or 
lyrical poem should begin with the .... opening" (mukha), against which is set the 
second sa.rµdhi, the „counter-opening" (pratimukha). While the third sa.rµdhi, the 
··embryo" (garbha). gradually unfolds the plot, the fourth Ieads to a sudden ··test" 
(Yimarsa), i.e., crisis, which is happily resolved in the fifth sa.rµdhi, the ··denoue­
menf' (nirvahal).a). As we know, these rules which, like the concept of rasa, 
originate in the relatively early developed Indian dramatic theory. were in fact 
applied in the theatre.9 However, they have hardly more than theoretic value for 
sargabandhas, indeed for mahäkävya as a whole, which paid little attention to plot. 
as we have already seen. Like drama, mahä.kävya could not finish in tragedy. An 
unhappy ending was unthinkable as the hero, an ideal type. often divine or 
semidivine, could never go wrong. Poetry was also to teach the lesson that, thanks 
to divine providence, the good will always triumph in the end in spite of all the 
vagaries of fortune. 10 

The classical poet was not so much interested in details of the plot as in themes 
like those treated with such care and feeling in various kinds of laghukävya. 
muktaka, sarpghäta and khal).<;iakävya, in which beauty, richness of expression, 
sentiment and elegance of execution were the accomplishments aimed at. Although 
no actual restrictions were laid upon the poet's freedom, the number of themes 
available seems to have been limited. Certain descriptions were particularly 

5 Significantly enough, Dai:i<;Iin stresses in Kävyäd. l, 13 that he does not differentiate 
between muktaka, kulaka, kosa and samghäta as he considers these minor forms to be 
induded in the concept sargabandha. · In Käi~räd. 1, 34 he mentions Pravarasena 's 
Setubandha, a sargabandha in Prakrit, characterizing it as sägara~ süktiratnänäm . .. a sea of 
je~el-stanzas". 

6 See p. 159 and notes 2-4. 
- Kävyäd. l, 37. 
~ dharma, artha, käma and moksa; see also p. 4, note 12. 
4 For the practice and theory of ;a1!1dhis in drama see S. LIE-.;HARD, Plot Developrnent in 

Classical Indian Drama, IT 2 (1974), p. 135 ff. and M. Ch. BYRSKI, Methodology of the 
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favoured and occur in most poems of the major form. Examples are those 
mentioned in Dandin's Kävyädarsa L 16-I 7 ofa city, the sea, a mountain, a season. 
the rising of the ~~n or moon, a park, the games (of the beauties in the women's 
quarters) in the water, a carousaL the first blossoming of love (pürvaräga), Iove in 
union (sambhogasf11gära) and love in separation (vipralambhaspigära), a wedding, 
the birth of a prince, a council ( of the king) with his ministers, the despatch of a 
message. a battle, and descriptions of the successes (abhyudaya) achieved by the 
hero. Descriptions such as these normally require one, two or more stanzas but can 
on occasions extend over a whole sarga. In the latter case, when the whole canto 
deals with one single theme, we have what is in fact a sarpghäta, which is one of the 
most important forms of laghukävya, as we saw in chapter IIl. 11 The description is a 
poem within the poem which can be removed from its context and its aesthetic 
qualities enjoyed separately, like a muktaka. The only difference between a sarga of 
this type and a true sa111ghäta is that the opening stanza or stanzas of the former 
usually contain an explanation of why the poet has chosen this particular theme. 11 

Another characteristic of every canto in a long poem is that it is written in the same 
metre except for the last stanzas, which are always in a different metre. As the word 
sarga is derived from the root sr.j, '"'"release from oneself', "create", the real meaning 
ofthe term is --creation". lt is quite possible that in older times the essential element 
in mahäkävya was felt tobe the single canto, especially when the stanzas in it dealt 
with only one theme. According to this conception, mahäkävya would have arisen 
from the single act of creation the product of which - the sargas - were Iinked 
together13 into a Iong poem (sargabandha) by the poet. Just as the multiple-stanza 
type of laghukävya originated in the muktaka, so the major form of kävya is built 
up of smaller units - the sargas. 

As we have seen, the single stanza is the central point around which poetic 
technique is built. lt is given verbal polish by the addition of figures (alarpkära) at 
the poefs discretion, and it is couched in a suitable sentiment (rasa). Furthermore. 
since the technique of the implied (dhvani) which was so popular in lyrical poetry 
had also gained a foothold in mahäkä.vya, it is not unusual to find a second or even 
a third meaning hidden behind the plain statement. As in muktaka and yugmaka we 
can observe a clear tendency to let the length of the sentence and the stanza 
coincide. lt is also noticeable that the inner coherence of a stanza or a canto is 
maintained not so much by the progress ofthe action as by the sentiment (rasa) that 
runs through the sarga or the whole poem. Cantos, which must not be too long14, 
usually consist of from thirty to seventy stanzas Iinked together partly by the fact 

11 See p. 104 ff. 
12 According to the plan: Now the hero beholds the mountain named N.N. Description of 

the mountain - Now the hero enters the town N.N. Description of the tO\m - Then spring 
came. Description ofspring. There is an introductory stanza at the beginning of each ofthe six 
sections in the ~tus. although such introductions are not customary in samghäta. 

13 Skt. bandh. "bind"'. · 
14 Käi:riid. 1, 18. 
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that each canto is written in one metre and partly by the artificial linking devices 
"b d 1~ previously descn e . ~ 

The titles ofthe mahäkävyas that have come down to us are not always definitive, 
as a nurnber of works have two or more different names. The title is generally 
connected with the hero of the work (Gitagovinda, "·The [Much-]Sung Govinda"). 
the hero 's beloved (Jänakiharm:ia, "''The Abduction of Sitä)" or the main characters 
1Kiratärjuniya, "'[The Poem] about Arjuna and the Kirata"). It may also take its 
title from the name of the hero's adversary, the expressed aim of the action (Sisu­
päfavadha, .. The Killing of Sisupäla "). the theme (Raghuva111sa. "'The Raghu 
Clan") or simply the name ofthe author (Bhagikävya, "'Bhagi's Poem"). 

3. Sargabandhas hefore Kälidäsa 

The early history of the sargabandha is lost in the mists of time. As already 
noticed. we must assume that this sort of poetry was above all a continuation of the 
epos which, however, was gradually transformed into the strictly applied form of 
metrical mahäkävya due to the influence of short poetry. The extensive extempori­
zations of epic poetry, which obeyed less strict linguistic and aesthetic criteria, were 
replaced by the more elaborate detail of the consciously poetic long poem whose 
technique and aesthetic standards were directly derived from those of the short 
poem. Poetry of the rninor form is also older than rnetrical mahäkävya; indeed. it 
must be considered the basis of all classical poetry. On the other band. it was not 
until later times that developments in kävya broke through the metrical framework, 
creating a new and more difficult form of literature - prose mahäkävya. A 
combination of rhapsodic, epic poetry and kävya can be discerned in numerous 
passages of the Rärnäyai:ia and, to a lesser extent. in the Mahäbhärata, too. In the 
Rämäyai:ia in particular a number of sequences are written in the early kävya style 
which abstains from the often spontaneous art of recitation as practised by the 
rhapsodists. Instead, it is rerniniscent in many respects of the descriptions of seasons 
found in the 13,.tusarµhära 16 and the poetry of Asvagho~. The typically descriptive 
passages, which make use ofthe thernes employed in kävya, do not compress them. 
however. but significantly enough follow the older practice of using them 
consecutively, one after the other. 17 Although all these cases are later insertions. the 
fact that they exist in the epics clearly shows the overlap between later epics and 
early classical poetry in the spirit of kävya. Indian tradition regards Välmiki as the 
adikavi. "'the first (classical) poef'. and the Rämäyal).a. which is ascribed to him. as 
the ädikävya, "'the first (great) poem''. In reality, however. it is only to a very 
limited extent that genuine features of kävya are to be found in the Rämäyai:ia. 
There are even fewer in the Mahäbhärata which, little changed in form or linguistic 
dress. is a better representative of the basic epic type than Välmiki's shorter work. 

15 See p. 105 f. 
1'-' See p. 108 f. 
,~ Cf. p. 26 f. 
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The RämäyaI)a possesses greater unity, yet it must be acknowledged that at least the 
most recent parts use an advanced metrical technique, phrases, similes, etc. which 
do not belang to the epics but are unmistakably derived from Sanskrit poetic 
Ianguage.18 Although the two epics can thus not be termed kävya, their influence on 
later poets was very considerable; Iater generations of writers Iiked to turn to the 
Mahabharata and the Rämäyal)a for material for their dramas and long poems. Epic 
poetry disappeared entirely in the following eras, but flowered again in a new 
disguise as narrative Iiterature in Sanskrit and Präkrit. Even if it sometimes 
approaches the realms of classical poetry, its language is not so elaborately polished 
as in kävya, from which it is also distinguishable by the fact that the action is given 
greater prominence and is presented on an epic scale. 

The oldest mahäkävyas we possess are the Buddhacarita, "The Life of the 
Buddha", and the Saundarananda, "'Beautiful Nanda", by the Buddhist poet 
Asvagho~. 19 This poet, who cannot have Iived before the Ist or after the second 
quarter of the 2nd century A.D., was bom in Säketa in the midland country 
(Madhyadesa), grew up as a Brahman and was given the education of a leamed 
Brahman based on a broad study ofliterary and scientific texts, as many passages in 
his work reveaI.20 Originally perhaps a Sivaite21 , he was Iater converted to 
Buddhism, reputedly by a monk named Pärsva. While it is certain that Asvagh~ 
embraced Hinayäna, it is a great deal more difficult to discover to what sect he 
belonged due to the paucity of material available. lt seems probable that he adhered 
to either the Bahusrutika branch of the Mahäsänghikas or to one of their 
predecessors. Buddhist tradition honours Asvagho~ as one of the supremely 
important monks, indeed as the patriarch of late Buddhism, but confuses the poet 
with one or two other Asvagho~s to whom various works of Buddhist doctrine are 
attributed. Täranätha, the Tibetan historian, differentiates between three people 
known by the poet's name. The author ofthe famous Mahäyänasraddhotpädasästra, 
conceming the '"Awakening of the Mahäyäna Faith", lived several centuries later 
than the great poet, whose literary output includes a number of Buddhist stotras and 
the drama Säriputra in addition to the two poems already mentioned. Some stanzas 
signed Asvagho~ are also to be found in anthologies, but it is doubtfuI whether 
these are authentic. The poem Saundarananda and the drama Säriputra show very 
clearly that the poet's main preoccupation was with the theme of conversion to the 
faith, which is in füll agreement with the fact that Asvagho~ used the literary form 

18 As examples may be mentioned: Clouds form ladders (meghasopäna); women's breasts 
may be compared to golden pitchers (kucau suvanyakalasopamau); the cries of peacocks 
(mayürakekä). velvet-mites (see p. 23, note 66) (indragopa) and flocks of herons (balä­
kapaizktz) appear as precursors of the monsoon; cf. also A.B. KEITH, A History of Sanskrit 
Literature, p. 44. 

19 See p. 132. 
:o Asvagho~·s use of language and his similes indicate farniliarity with the Vedas, the 

l:~ni~ds. ritual literature, the Manusmfti, both the epics, Nyäya, Särp.khya and other 
phtlosophical systems. 

:i At an~ rate. according to the Chinese tradition. 
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as a means of disseminating religious propaganda. In the last two stanzas of the 
Saundarananda (XVIII, 63 f.) he expressly declares that he has not written the poem 
merely for pleasure but to teach salvation. Whereas early Buddhism had up till then 
eschewed poetic and other arts, Asvagho~ wrote poems in the kävya genre with 
which his Brahman upbringing had made him familiar, although he used them 
solely to further the dissemination ofthe faith. As we have seen, classical poetry was 
also used to impart instruction, but, in accordance with the nature of the genre, to 
impart it in a gentle manner that would prove attractive to the reader or listener: 

ity e~ vyupasäntaye na rataye rnok~ärthagarbhä kftit 
srotfl:lärp grahal)ärtharn anyarnanasäf!l kävyopacärät kftä, 

yan mok~ät kftarn anyad atra hi mayä tat kävyadharrnät kftal'!l 
päturr tiktarn ivau~adhaf!l madhuyutaf!l hrdyal'!l katharp syäd iti 

präyel)älokya lokaf!l vi~ayaratipararµ mok~ät pratihatarp 
kävyavyäjena tattval'!l kathitam iha rnayä rnok~~ param iti ' 

tad buddhvä sämikaf!l yat tad avahitam ito grähyal'!l na lalitaf!l 
pli.f!lsubhyo dhätujebhyo niyatam upakaral'!l cämikaram iti , · 

"'This poern, dealing thus with the subject of Salvation, has been written in the Kävya 
style. not to give pleasure, but to further the attainment of tranquillity and with the 
intention of capturing hearers devoted to other things. For, that I have handled other 
subjects in it besides Salvation is in accordance with the laws of Kävya poetry to make it 
palatable, as sweet is put into a bitter medicine to make it drinkable. - Since I saw mankind 
mainly given over to the pleasures of the objects of the senses and averse from Salvation, I 
have here told of the ultimate truth under the guise of a Kävya, considering Salvation tobe 
supreme. Let the reader understand this and study attentively in it that which leads to 
tranquillity and not that which is merely pleasurable, as only the residue of gold is taken 
after it has been separated from the rnetal dust."22 

The Saundarananda23 , which was probably written before the Buddhacarita, was 
only discovered in 1908 and there are Tibetan and Chinese translations of it. In it, 

:: Translation from E.H. JoHNST0N, The Saundarananda of Asvaghosa. Criticailj edited 
and translated with notes ... , Lahore 1928 and Delhi-Patna-Varanasi 1975 (reprint). 

:!3 Ed.: HARAPRASÄDA SHÄSTRT, Calcutta 1910 (Bibl. Ind. 192, N.S. 125!); E.H. 
JOH1'-iSTON, 2 parts, Lahore 1928 (text) and 1932 (translation), (reprint) Delhi 1975 (text and 
transl.i; S.N. CAt:DHA.RT, Bhagalpur 1948 (with transl. into Hindi). 
Lit.: E. HFLTZSCH, Zu Asvaghösa's Saundarananda, ZDMG T2 (1918), p. 11 l ff.. 73 (1919). 
p. 229 ff., 74 (1920), p. 293 ff.; Ä. GAWRONSKI, Notes on the Saundarananda, RO 6 (1926). p. 
219 ff.: G. Teeei. Note sul Saundarananda Kävya di Asvagh~, RSO 10 (192125), p. 145 
ff.: B. BHATTACHARYA, Asvaghosa's Saundara-Nanda 6, 18, Festschrift Nobel, 1963. p. 42 ff.: 
D. ScHLINGLOFF, Asvaghosa's Saimdarananda in Ajanta, WZKS 19 (1975), p. 85 ff. 
Translations: E.H. JoHNST

0

0N, Labore 1932, Delhi 1975: S.N. C.\t:DHARI(Hindi). 
General studies on Asvaghosa: B.C. LAw, Asvaghosa, Cakutta 1946 (Rocal Asiatic Society of 
Bengal Monograph Series 1 ); B. BHA TTACHARYA, t\svagho~: a critical study of his authentic 
k.ävyas, and the apocryphal works ...• Santiniketan 1976. 
Essajs: S. LEv1, Autour d'Asvaghosa, JA 214• 15 (1929), p. 255 ff.; C.W. GLRSER, The 
Psychological Simile in Asvaghosa, °JA.SB 26 (1930). p. 175 ff.: B.C. L.~w, As,agho~ the 
Poet, IC 3 (1936), p. 127 ff.: E.J. THOMAS, Asvagh~ and Alaf!1kära, IC 1311947). p. 143 ff.: 
A.A.G. BEN"N"ETT, The Werks of Asvagho~, Mahabodhi 72 (1964), p. 244 ff. 
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the poet retells a welI-knmvn tale from the Jäkatas, the Udäna and the commentary 
to the Dhammapada. It is the story of the conversion of the young Nanda, a haff­
brother of Buddha, whose senses have long been held in thrall by worldly pleasures 
and bis Iove for his beautiful ·wife SundarI. Finally, however, he is converted by 
Buddha and becomes a holy man who preaches the faith. There are eighteen sargas 
in the work. As the titles given in the colophons indicate, the first half describes the 
city of Kapilavastu (I), King Suddhodana (II), the Tathägata (III), SundarI's bargain 
(IV), the initiation of Nanda (V), Sundari's despair (VI), Nanda's lamentations 
(VII). woman the obstacle (VIII), the denunciation of conceit (IX), the vision of 
paradise (X) and the drawbacks of paradise (XI). The remainng seven sargas, 
however. which are mainly devoted to a discourse on the Buddhist path, describe 
Nanda's discernment (XII), the discipline and conquest ofthe senses (XIII), the first 
steps to be taken by Nanda (XIV), the emptying of the mind (XV), the Four Noble 
Truths (XVI). Nanda's entry into the path of salvation (XVII) and Nanda's 
declaration of insight (XVIII). 

The Buddhacarita'.!4 was discovered in 1892 and, as the title states, it relates the 
lite of Buddha. The Chinese and Tibetan translations comprise 28 chapters, taking 
the story up to the final extinction (mahäparinirväl)a) of the Buddha, but in the 
Sanskrit original only thirteen sargas and the beginning of a fourteenth have been 
preserved. The Sanskrit cantos describe: Gautama's birth (n, life in the palace (II}, 
the prince's perturbation on coming across an old, a diseased and a dead man (III), 
the rejection of warnen (IV), the flight on horseback (V), the dismissal of the royal 
groom Chandaka (VI), Gautama's entry into a penance grove (VII), the lamenta­
tions in the palace (VIII), the deputation of the minister and the royal family priest 
to lead the prince back (IX), the visit of King Srel)ya of Magadha to the prince (X). 
the renunciation of passion (XI), Gautama's visit to the hermitage ofthe sage Arä<;ia 
(XII), the defeat of Mära (XIII) and the enlightenment of Gautama, now become 
Buddha (XIV). 

24 Ed.: E.B. CowELL, Oxford 1893 (Anecdota Oxoniensa, Aryan Series I); G.R. NAr,,;DAR­
GIRKAR, Poona I 911; E.H. JoHNSTON, 2 parts, Lahore 1936, (reprint) Delhi 1972 (edited and 
translated): S.N. CAUDHARI, Benares 19553 (Cantos 1-14, with transl. into Hindi); F. 
WELLER, Das Leben des Buddha, I, Leipzig 1926, II, Leipzig 1928 (Tibetan text with Gennan 
transl.). 
Lit.: E. LEUMAN:S, Some Notes on Asvagho~a's Buddhacharita, WZKM 7 (1893). p. 193 f; A. 
GAWROMKI, Gleanings from Asvagho~a·s Buddhacarita, RO I (1914/15), p. 1 ff.; F. WELLER. 
Schauplatz und Handlung im Buddhacarita, ZDMG 93 (1939), p. 306 ff.; also J. NOBEL, OLZ 
1937, Sp. 451 ff. (review); F. WELLER, Zu Buddhacarita 1, 26 tibetischer Ausgabe, Asia Major 
3 (1926), p. 538 ff.; F. WELLER, Zwei zentralasiatische Fragmente des Buddhacarita, ASAW. 
Phil.-hist. Kl. 46,4 (1953); C. VOGEL, On the First Canto of Asvaghosa's Buddhacarita, IIJ 9 
(1966 ), p. 266 ff. . 
Translations: E.B. CowELL, Oxford 1894 (Buddhist Mahäyäna Texts, Part I); C. CAPPELLER. 
Buddhas Wandel, Jena 1922; R. SCHMIDT, Buddhas Leben, Hannover 1923; E.H. J0HNSTO~. 
Lahore 1936, Delhi 1972; S.N. CAUDHARI, Benares 1955 3 (Hindi); F. WELLER, Leipzig 1926 
(Tibet. version); S. BEAL, Fo-sho-hing-tsan-king, Oxford 1883 (Sacred Books of the East 19; 
Chinese version). 
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E\en though Iengthy passages in both works, the Saundarananda in particular, 
read Iike sermons, they both contain features typical of kävya. We find Iong 
descriptions of, for instance, the city of Kapilavastu (Saund. I), King Suddhodana 
1Saund. II), thejoumey through Kapilavastu made by the prince. who is admired by 
the womenfolk (Buddhac. III), and of the grove in which the ascetic sage Aräda 
dwells (Buddhac. XII). The descriptions of women. especially Sundan. and the lo~'e 
scenes conform to classical standards, too; indeed, quite a number of amorous. 
Ivrical scenes betray the fact that the source of inspiration was that which mam­
~Titers of erotic poetry later consulted - the science of love. the kämasästra. It /s 
significant that Asvagho~ 's writing strikes a mean between the recitative. epic style 
on one hand and the careful choice of words, the plethora of artistic and learned 
details ofkavya on the other. The tone is often didactic, the handling oflanguage far 
from the perfection of Kälidäsa, Bhäravi or Mägha. His lack of distance to epic 
poetry is also shown by the attention he pays to plot and action. Just as in the Rä­
mäyal).a, we find the repetition of words, which later poets regarded as a cardinal 
fault. although he does endeavour to introduce variation here and there.25 Parts of 
Asvagho?a's often very vivid style illustrate another typical feature of epic poetry: 
the use of the same verb in a series of different tenses, present, perfect and future, as. 
for example, in yayus ca yäsyanti ca yänti caiva, "they have gone, will go and (still) 
go" (Saund. V, 43), or na jayaty antakarµ kascin näjayan näpi j~yati, "no one 
conquers the god of death, no one has (ever) conquered (him), no one will (ever) 
conquer (him)" (Saund. XV, 60). Later poets hardly ever use the same word twice in 
one stanza (e.g. pankaja, "'lotus", in Buddhac. III, 19)~ the beauty ofthe expression 
is, however, enhanced, as in Buddhac. IV, 36, by using five different compounds 
containing the word padma, which also means ""lotus": 

käcid padmavanäd etya sapadmä padmalocanä / 
padmavaktrasya pärsve 'sya padmasrir iva tasthu~'i / 

"Another lotus-eyed damsel came from a lotus-bed with a lotus and stood by the side of the 
lotus-faced prince as if she were Padmasri'."26 

On the other band, both poems display a poetic technique that is already 
advanced, a more highly selective procedure as well as a tendency to use certain 
stylistic devices and to play on words. One of the fonns the latter takes is an often 
elegent use of rüpaka27 and yathäsarµkhya 28, which are two of the favourite figures 

:~ Thus in Saund. 10, 18-31 a different expression for "bird" has been used in almost 
every stanza: vihanga(ma) in 18 and 29, khaga in 30 and patatrin in 31. 

:;r, Translation from E.H. JoHNST01'. 
27 Metaphorical identification, for example "liana arms". Instances are to be found in 

Asvaghosa 's Buddhac. 1. 70. Saund. 3. 11 and 14. 
28 --.~ figure consisting of ordered sequences of terms, such as nouns and adjectives or 

subjects and objects of comparison, so arranged that item one of the first sequence matches 
item one ofthe second, ... and so on" (E. GEROW, op. cit., p. 222). Examples from Asvagho~ 
in Buddhal'. 5, 26 (gajameglzarsabhabähunisranäksah. ""in arm. voice and eye resembling an 
elephant, a thunder-cloud and a bull respectively),;, and 42~ 9, 16 and 19: Saund. 7, 13 and 
17. 59. 
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of the poet. Labials and l give tenderness and charm to the expression; srastam­
sakomalälambamrdubähulatäbalä, '"a young woman with tender armcree~rs 
which hung down loosely from her drooping shoulders."28

a The themes, attributes. 
similes and phrases typical of classical poetry appear over and over again. The 
comparison of two Iovers to a tree and a liana29 is a very popular one, and a face is 
often compared to a lotus.30 Grammar31 , medicine32 and abstract concepts33 are 
also frequently employed in similes. Asvagho~ shows us clearly how, strongly 
influenced by contemporary poetry that is now lost as well as by the younger. 
descriptive passages of the Rämäyal)a, poetic technique gradually developed a 
framework of fixed conventions: cakraväka-ducks adom the pool; warnen 's breasts 
are firm and may be likened to golden pitchers; the hands of the young ladies are 
like lotus-calyces. Gautama Siddhärtha, the later Buddha, is like the re-born god of 
love; sighing, Nanda looks at the slim priyangu-bush34 which reminds him of the 
beloved he has Ieft; on special occasions the heavens lighten, balmy breezes blow 
and flowers rain down on the earth.35 We also find frequent use made of word-play, 
samples of abstruse knowledge, paronomasia, grammatical jests, etc. For example. 
the poet plays with the words asoka - soka, a figure known as virodhäbhäsa. 36 In the 
Buddhacarita, when the name Yasodharä, the consort ofthe Säkya prince, appears, 
it is generally in conjunction with some other compound ending in °dhara. 
Similarly, in the Saundarananda Nanda's name is frequently coupled with some 
word or phrase which resembles it in sound: '"Nanda was a priyänandakara (giver of 
joy)"37; (na) nananda nanda~, "'Nanda did (not) enjoy himself'38 ; nandarµ nirä­
nandarn. '"the joyless Nanda".39 In Saund. VII, 25-45, Asvagho?a displays his great 
familiarity with mythology and the legends by introducing into each stanza a god or 
~i who, like Nanda, had been infatuated with feminine charms. Here, too, he 
manages to connect almost every name with some other expression or compound by 
assonance, consonance, rhyme, etc.40 Asvagho?a has a special predilection for the 
science of grammar. Buddhac. XI, 70, illustrates the unusual number of meanings of 
one root by using av- in many different senses. Four different roots, each with its 
mm particular meaning, are to be found in the verb miyate, which is used four 

::sa Buddhac. 4, 30: translation from E.H. JOHNSTON, II, p. 48. 
19 Saund. 4, 33 and 7, 8. 
30 Buddhac. 8, 71; Saund. 4, 21 and23; 5, 52; 6, 11. 
3! Saund. 12, 9-10. 
3:: Jbid. 16, 59-64. 
33 /bid. 2, 60-6 I. 
34 Jbid. 7' 6. 
3~ Buddhac. 1, 21: 13, Tl: Saund. 2, 53 f. 
36 Apparent contradiction. 
37 Saund. 4, 23. 
38 lbid. 4. 24; 7, I. 
39 Jbid. 10, 1. 
40 In the same manner Vatsabhagi uses the word bandhu three times in his inscription in 

the Sun Temple of Mandasore (473/74 A.D.) to give a flattering allusion to the name of the 
king, Bandhuvarman. Kälidäsa uses the same device, alluding to the names of princes 
mentioned in Raghuv. 18 by means of similarities in word or sound. 
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times in Saund. I, 15. In Saund. II, Asvagho~ gives a lead to many later poets by the 
waY he employs the perfect and aorist tenses of certain roots. In stanzas 7-11 we 
find the perfect, in 13-23 the s-aorist, in .24-25 the a-aorist, in 27-39 the 
reduplicated aorist and in stanzas 40-44 exampl~s of the rarely-used passive 
aorist.41 

Asvagho~a thereby becomes the predecessor of Bhagi and Hemacandra, who also 
iUustrated the rules of Sanskrit grammar and enjoyed great reputation both as poets 
and as leamed men. The pains taken to choose words with more than one 
meaning42 and to find nominal modifiers that can refer to more than one noun are 
also in accord with the aims of classical poetry. In spite of the artificial construction 
of the stanzas in which - as in later kävya - we can already discern a tendency to 
make the length of the sentence and the stanza coincide, the reader is surprised by 
the immediacy of the presentation, which is permeated with deep feeling and often 
realistic. Asvagho~ 's poetry reaches its heights in, for instance, the sixth Canto of 
the Saundarananda, which describes Sundan's despair. We quote the following 
stanzas: 

sä bhartur abhyägamanapratik~ gavä~m äkramya payodharäbhyärµ . 
dväronrnukhi harmyataläl lalambe mukhena tiryaimatakuI)cµilena // 2 

sä du~khitä bhartur adarsanena kämena kopena ca dahyamänä , 
kftvä kare vak'tram upopavi~tä cintänadirp sokajalärp. tatära 10 

tasyä mukharp. padmasapatnabhütarp. päI)aU sthitarp. pallavarägatärnre ' 
chäyämayasyämbhasi pankajasya babhau natarµ padmam ivoparigät 11 

"Resting her breasts against the window in expectation of her lord's return, she leant out 
frorn the palace roof looking at the gateway, while her earrings dangled across her face (.'.;). 
Sorrowing at not seeing her lord and inflamed with Iove and wrath, she sat down with her 
face resting on one band and descended into the river of care whose water is grief (10). That 
rival of the lotus, her face, appeared, as it rested on her hand coloured red as a bud, like a 
lotus bent over the reflection of a lotus in the water ( 11 ). "43 

The stanzas are in Upajäti metre. The impressive number of metres44 used by the 
poet shows that prosody must have remarkably well developed even in his day. As, 
however, it still contained a number of features which subsequent generations 
regarded as totally unacceptable, it later underwent further development. The 
metres that Asvagho~ preferred were, firstly Upajäti (936 stanzas), then Anu?tubh 
(679 stanzas), Varp.sastha (201 stanzas), Aupacchandasika (78 stanzas} and Viyogini 
(or Sundar'i) (56 stanzas). 

41 Whereas works on the theory ofpoetry seldom quote Asvagh~, some ofhis stanzas are 
used as examples in grammatical works. Räjasekhara's Kiivyam. (GOS, p. 18. lines 7-10) 
quotes Asvaghosa (Buddhac. 8, 25) as an example of a 'poet of nouns and verbs', i.e., a 
grammatical poet. 

42 Thus in Buddhac. 8, 40, where nin·ähayati, referring to the horse KaIJ.!haka, literally 
means "carry away", also has the meaning "leading to release" (ninahal)a = mo4a). 

43 Translation from E.H. JoHNSTON, The Saundarananda, etc., II, p. 31 f. 
44 A list of all the metres used by Asvagho~ is to be found in E.H. JoH~STO~. The 

Buddhacarita, etc., p. LXIII f. 
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The opinion has Iong been beld that during the Ist century A.D. Iittle or no 
literature was produced in India and that the flow of classical poetry, particularh 
Sanskrit kävya. dried up after Asvagho?8- to reappear several centuries Iater in ~ 
great flowering. An important work-+5 by G. Bühler (who was unaware of the 
existence of Asvagho$a 's poetry) has, however, demonstrated that Max Müller's 
thesis of a ··Renaissance of Sanskrit literature"46 is totally lacking in foundation. It 
is true that we have no examples of kävya of the major form from the first few 
centuries after Asvagho?8-, but the same era provides us with a considerable number 
of inscriptions in the kävya style. We also have numerous examples of the rieb 
muktaka poetry that flowered at the same time - something that was not knmm in 
Bühler's day. While we cannot say precisely when many of these short poems were 
written, the inscriptions, which are wholly or partially in metrical form, can be 
dated exactly. Both genres - inscriptions and short poems - not only prove that 
classical kävya existed during the first four centuries of the Christian era; they also 
show that the two literary schools which furthered the Vaidarbha and the Gaucµt 
style respectively were flourishing as early as the 4th century AD. Particularly 
famous is Hari~i:ia's panegyric on the Allahabad column praising King Samudra­
gupta ·s heroic deeds. lt consists of nine stanzas plus a passage in poetic prose. The 
inscription was probably written in 345 A.D. and it should be noted that it refers to 
itself as a kävya. Court poets devoted a great deal of care (prayatna) to these 
compositions. They used a number of different metres, such as Anu?tubh, Äryä. 
Indravajrä, Upajäti, Mandäkräntä, Mälini, Varµsastha, Vasantatilakä, Särdülavikri­
<;:lita, Haril).i, etc. and availed themselves of all the current means of omamentation. 
They incorporated descriptions of kings, towns, seasons, etc. into their inscriptions 
as required by the rules of kävya and occasionally varied the text by linking up two 
or more stanzas into yugalakas, vise$akas or kulakas.47 Häla's Sattasai, which as we 
saw48 consists mainly of poems from the 1st to 4th centuries AD., undeniably 
confirms the existence of a wealth of muktaka poetry at this time. 

4. The Six Great Sargabandhas 

From what has been said in the previous section we may unhesitatingly assurne 
that Asvagho$8 was not the only poet of the major form who was active during the 
Ist century A.D. However, no examples of mahäkävya written between Asvagho$8's 
death and the end of the 4th century have survived. So much more perfect is the 
mahäkävya we suddenly meet at the beginning ofthe 5th century. It is not only that 
the earliest two sargabandhas to have been preserved, Kälidäsa's Kumärasambhava 

45 G. BC-HLER, Die indischen Inschriften und das Alter der indischen Kunstpoesie. SA WW 
121 (1890). 

46 MAX. Mi.!LLER, India, what it can teach US, p. 281 ff. 
4i Cf. p. 66 f. 
48 See p. 80 f. 
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and Raghuva{!lsa, are masterpieces; after Kälidäsa there weHed forth a mighty and 
never-ceasing flood of kävya in all genres - Iaghukävya, multiple-stanza poems and 
poetry of the major form. 

In this section we shall deal chiefly with those masterpieces known to Indian 
tradition as the six great mahäkävyas. They are the two sargabandhas already 
mentioned. Kälidäsa's (1) Kumärasambhava and (2) Raghuvamsa plus (3) Bhä­
ra·d's Kirätärjuniya. (4) Mägha's Sisupälavadha. (5) Bhatti's Rävanavadha (also 
knmm as the Bhat!ikävya) and (6) Srihar~·s Nai~dh~~arita (al~ called the 
Naisadhiya). Tradition also includes Kälidäsa's Meghadüta among these masterpie­
ces ~f classical poetry. but we must regard it as a multiple-stanza poem rather than 
a sargabandha. On the other hand, Bhagi's Räva9avadha is often excluded from 
these six. 

The life and works of Kälidäsa (about 400 A.D.) have already been summarized.4'·1 

\\.·e saw that Kälidäsa, who wrote his poetry at a time when Sanskrit was no langer a 
living language. is generally acknowledged tobe the greatest ofthe Old Indian poets. 
He is especially praised for the balance of his presentation and its freedom frorn 
excesses. for the refinement with which he employs poetic devices and for the 
unsurpassed clarity and purity of his language, which is a model of the most 
beautiful and perfect Vaidarbha style.50 The Kumärasambhava is the earlier of 
Kälidäsa's two metrical mahäkävyas, the Raghuvaf!1sa is a later, possibly bis last 
work.51 The Kumärasambhava52 is an account of the diversity of events leading to 
the birth of Kumära, the god of war, but ends long before he is bom. The matter is 
of mythological origin: once more the position and power of the gods is being 
threatened by a demon who is struggling hard to rise up. The gods decide that only 
Siva. who is mightier than Brahmä and Vi~l)U themselves, can help them out of 
their predicament, but he is in the Himälaya practising strict asceticism. Siva's self­
imposed meditation and pious penance must not be disturbed, but. according to the 

49 See p. 115 f. 
so See p. 18, note 51. 
51 For general studies on Kälidäsa see HARI CHAND, Kälidäsa et l'art poetique de I'Inde. 

Paris 1917; A. H!LLEBRANDT. Kalidasa. Versuch zu seiner literarischen Würdigung. Breslau 
1921 (English transl. by S.N. GH0SHAL, Calcutta 1971); S.K. DE, Kälidäsa IHQ 16 (1940). p. 
385 ff.; B.S. UPADHYAYA, India in Kälidäsa. Allahabad 1947. 19682; V.V. MIRASHI and N.R. 
MAVLEKAR, Kälidäsa: date, life and works. Bombay 1969; and S.P. NARA~G. Kälidäsa 
Bibliography. Delhi 1976. Moreover see the following works, not contained in Narang's 
bibliography: C.W. GURNER, Psychological Imagery in Kälidäsa, JASB 9 (1943), p. 191 ff.; 
\1. HIRIYANNA, Sanskrit studies, Mysore, no date (contains articles on Kälidäsa the man. 
Kälidäsa the poet, the vocabulary of the Meghadüta, etc.}; T.K. RAMACHA~DRA AIYAR. A 
concordance of Kälidäsa 's poems, Madras 19 51; R. CH0WDHARY, Bihar in Kälidäsa 's works, 
JBORS 41 (1955), p. 262 ff.; K. RATNAM, Kalidasa and the problems ofwomen of his time. 
IOC 1960, 4, p. 213 ff.; E.R. SRIKRISHNA SARMA, Kälidäsa-Samik~. Tirupati 196::!; D. 
S-\R\1A. On the nature of the supreme being in Kälidäsa, JUG 14 (1963), p. 19 ff.; P.K. 
NARAYANA PILL.AI, Kälidäsa: An assessment by Änandavardhana, BDC 25 (Silver Jubilee 
Vol.l. p. 97 ff.; D. SARMA, An interpretative study of Kälidäsa, Varanasi 1968; K. 
KRISHNA\!OORTHY, Kälidäsa, New York 1972, Delhi-Varanasi-Patna 1982; B.R. YADAV. A 
critical study of the sources of Kälidäsa, Delhi ... 1974; M. MISHRA, Metres of Kälidäsa, 
Delhi 1977; G. VERMA, Humour in Kälidäsa, Delhi-Lucknow 1981. Cf. p. 113 L note 173. 
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plan dra\\n up by Lord Indra, Käma, the god of love, is to set the almighty god's 
heart on fire with love for Cmä, the beautiful '"daughter of the mountain''.53 The 
union of Siva and Cmä is to result in the birth ofthe god of war, the saviour ofthe 
gods. who will destroy the dangerous demon. A searing glance of wrath from the 
third eye of Siva reduces the god of love to a pile of ashes before the latter, who is 
accompanied by his \\-ife Rati and Spring, is able to shoot the arrow of love at Siva. 
Rati breaks into a moving lament, but Umä now succeeds in winning the affection 
ofthe crusty, disapproving god by self-renunciation and an asceticism as great as his 
own. In summer the girl bravely endures the heat that arises from four fiery places. 
unperturbed. she sits meditating in pouring rain during the monsoon, she spends 
winter nights in icy-cold water. Their hearts finally unite when Siva, disguised as a 
hermit, learns of Cmä's buming love for him. He courts her through Arundhati~4 

and the Seven Seers and a magnificent wedding brings this somewhat unusual love 
storv to an end. 

There are only eight sargas in the Kumärasambhava. 55 Prudish critics only 
recognize the first seven as authentic and maintain that the eighth, which is highly 

s: Ed.: A. STE.'.'.ZLER. London 1838 (Cantos I-VIII, with translation into Latin); VITTHALA 
S.~sTRT, Benares 1866. 7 (The Pandit 1, CantosVIII-XVII); GANAPATI S.~STRT, Trivandrum 
!91Y14 (Cantos I-vlII; TSS 27, 32, 36); M.R. K'.\LE, Bombay 1917 (Cantos I-VII), 1923 
(Cantos I-VIII; both with English translation); V.L.S. PAJ:-iSiKAR, Bombay 1930ll <NSP): A. 
ScHARPE, Kälidäsa-Lexicon, I: Basic text of the works, Part III: Kumärasambhava, Megha­
düta, Rtusamhära and incerta, Brugge 1958, and II: References and concordance of 
quotations, Part I: 13,.tusaip.hära, Meghadüta, Kumärasambhava, Raghuvaip.sa, Brugge 1975; 
:\1.S.N. MCRTI, Kalidasa's Kumarasambhava with the commentary of Vallabhadeva, 
Wiesbaden 1980 (Verzeichnis der orientalischen Handschriften in Deutschland, Suppl. Bd. 
20.1). Cf. also S.P. NARANG, Kälidäsa Bibliography, Delhi 1976, p. 102 ff. - Lit.: S.P. 
N.\RASG, loc. cit.; A. WEBER, Indische Streifen 3 (1879), p. 217 ff. and 241 ff.: P.S. 
SL'BRA.HMANYA SASTRI, Some riddles in the Kumärasambhava, M. Hiriyanna Commem. 
Vol., London 1920; S.P. BHATTÄCHÄRYYA, A note on Kälidäsa's Kumärasambhava -
Whether Cantos IX-XXII are from his pen? AIOC I 926, 1, p. 43 f.; S. SuNDARACHAR. 
Humour in the Kumärasambhava unveiled, JORM 6 (1932), p. 1 ff.; K. BALASUBRAHMANYA 
AIYAR, Literat)· note. JORM II (1937), p. 66 ff. (discusses Kumäras. L 2); P.S. 
St:BRAH\1ASYA SASTRI, Kumaräsambhava, A Study, JAU 13 (1944), p. 19 ff.; C.K. RAH. 
The politicaI allegol)· in Kälidäsa's Kumärasambhava, R.K. Mookerji Vol. (Bhäratakau­
mudi) 1945·47: H. HE,'.\/SGE~, Das Verhältnis des Amarasimha zu Kälidäsa, dargestellt an 
einer Untersuchung des Kumärasambhava 1-8, ZDMo' 104 (1954), p. 377 ff.; S.P. 
BHATTACHARYYA, The authorship of the latter half of the Kumärasambhava, JASB W 
11954), p. 313 ff.: R.S. BETA!, Matsya Puräi:ta and Kumärasambhava, JUB 30 (1961), p. 39 
ff.: SüRYAKANTA, Kälidäsa's vision of Kumärasambhava, Delhi 1963. - Translations: A. 
STE~ZLER, London 1838 (Latin); R.T.H. GRIFFITH, The Birth of the War-God, London 
1879:; A.W. RYDER, Translations of Shakuntala and other works, London-New York 191::!. 
1920, 1928; 0. WALTER, Der Kumarasambhava oder die Geburt des Kriegsgottes, Munich­
Leipzig 1913; M.R. K~LE, Bombay 1917, 1923; B. TUBINI, La Naissance de Kumara, Paris 
19585 (songs I-VII only). 

53 I.e., the Himälaya. 
54 The wife of the seer Vasistha; cf. p. 29. 
55 According to Pratihären'duräja, a writer named Udbhata (8th century A.D.) wrote a 

poem with the same title. Stanzas from this poem are in Udbhata's book on poetry, the Kä-
l)'älal!1,kärasarrzgraha. · 
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erotic, observes the rules of kämasästra and describes the love-games and union of 
Siva and Umä, was written by someone other than Kälidäsa.56 The first Canto 
describes the Himälaya as well as the birth and youth ofUmä. Stanzas 33-49 give a 
portrayal of her body beginning with her feet and ending with the crown of her 
head. Although we have few examples of these detailed descriptions of women in 
mahäkävyas, the "description from foot to hair-ends" (pädädikesäntavan:iana) is a 
popular means of linking muktakas !ogether in love poetry.57 Canto II describes the 
council of the gods; Canto III how Siva bums the love god~ Canto IV the pathetic 
lamentation of Rati; Canton V the strict asceticism practised by Umä, which 
gradually mollifies the god; Canto VI Siva's courtship; Canto VII the wedding of 
Siva and Umä and Canto VIII the love-games of the newly-wedded couple. As 
prescribed by the rules of kävya, the poem contains several long descriptive 
passages; furthermore, each canto is written in a different metre, though this is 
varied in the final stanzas. lt has been noted that it is often more closely related 
to the theme than the body of the song.58 The following two stanzas from the fifth 
Canto, in which Umä mortifies her flesh, here given with D.H.H. Ingall's translation 
and commentary59 , are quoted as an illustration ofthe poet's superb verbal art: 

nikämataptä vividhena vahninä nabhascare!).endhanasal!lbhrtena sä/ 
tapätyaye väribhir u~itä navair bhuvä saho~mä!).am amuiicad ürdhvagam // 23 

sthitä~ k~I).al!l pak~masu täc;litädharä~ payodharotsedhanipätacüf!).itä~ / 
vali~u tasyä~ skhalitä~ prapedire cire!).a näbhil!l prathamodabindava~ i / 24 

Still sat Umä though scorched by various flame 
Of solar fire and fires ofkindled birth, 

Until at summer's end the waters came. 
Steam rose from her body as it rose from earth. 

With momentary pause the first drops rest 
Upon her lash then strike her nether lip, 

Fracture upon the highland ofher breast, 
Across the Iadder ofher waist then trip 

And slowly at her navel come to rest. 

"The beauty of the verses in the original derives from the association through 
suggestion of numerous harmonious ideas. In the first place we have a princess 
beautiful by the strict conventions of Indian art, meditating in the rain. Her 

J6 The authenticity of the 8th Sarga is shown by the fact that Mallinätha includes it in his 
commentary and also by the fact that it is qoted in Vämana 's Kävyälarrzkärasütravrtti, 
Dhanafijaya's Dasarüpaka, Visvanätha's Sähityadarpa1Ja and Bhoja's Sarasvatikar;-!häbha­
rar;.a as well as in works of lexicography. 

57 The use of these descriptions was continued in classical Hindi poetry and we find 
nakhasikha descriptions, i.e., "descriptions (of the beloved) from (toe-)nails to the crown of 
the head" both in Iong poems and in anthologies. 

58 A.B. KEITH, A History of Sanskrit Literature, p. 92. 
59 D.H.H. INGALLS, An Anthology of Sanskrit Cou]1 Poetry. Vidyäkara's 'Subhä~itaratna­

k~', Cambridge, Mass. 1965 (HOS 44), p. 28 f. 
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evelashes must be Iong and curling up at the tips in order to hold the drops of rain 
f~r a moment before they fall. Her nether Iip must be pouting like a bimba fruit to 
catch the drops from her lashes. Her breasts must be large, so large as to touch one 
another, otherwise the rain from her lip would fall between them. And they are high 
and hard, for the raindrops fracture upon them. In order for the drops to trip across 
the ladder of her waist it must have the three small folds that are so admired by the 
erotic poet. And her navel must be deep. 

Next, the verses inform us that this is no ordinary princess. She is the perfect 
yogini. The Gitä infonns us that the yogi must be beyond the duality of pleasure 
and pain (Gitä 2.38, 2.56, 5.20), of heat and cold (Gitä 6.7). Our princess remains 
motionless throughout the passage. She is unaffected by the heat of summer or the 
delicious coolness of the rain. The Gitä also tells us that when in meditation the 
yogi must hold his head, neck and torso in a perfect Iine (Gitä 6.13). The geography 
of the falling raindrops infonns us that this must here be the case. 

A princess who is a perfect yogini. But she is more. The •highland of her breast' 
hints at the fact that she is a power of nature. She is the daughter of Himälaya not 
only in name. Or is she more than that? In the popular religion, Umä is the mother­
goddess. The very word Umä, despite the fanciful etymology that Kälidäsa gives it 
is simply an ancient word for mother. She is the goddess of earth and fertility. And 
so her appearance is described as a sort of double, an anthropomorph, of the earth. 
The steam rises from her silent body just as it rises from the parched earth when the 
monsoon breaks. The rain courses down her just as it courses over the face of the 
earth we walk on, softening it and making it able to bear our crops. 

The poet offers us these suggestions, facilitating our comprehension by words and 
phrases that one might call signposts. The association or sorting of the suggestions 
he leaves to our fancy, but we can gain indications of his intention from the 
context." 

The fact that Kälidäsa did not continue the story of the Kumärasambhava up to 
the birth of the god of war but ended it with the description of Siva and Umä's 
marital pleasures has given rise to the faulty conclusion that this kävya is an 
unfinished poem, or even that it might be the poet's last, uncompleted, work. 
However, it was evidently not Kälidäsa's intention to write a work centering round 
a conflict with the demon Täraka, describing the anxiety of the gods, the 
overweening pride of the demon and rising to a climax in Täraka's overthrow. In 
that case he would probably have called the poem something like Tärakavadha, 
"The K.illing of Täraka", or Paräjitatäraka, "Täraka Defeated". As the overall plan 
of the work reveals, what Kälidäsa set out to write was quite simply a love poem. It 
is the story of the love of Siva and U mä into which is woven the motif of the birth of 
Kumära as the noble fruit of this love.60 '"In the eighth Sarga the Kumärasambhava 

60 Also ~orthy 9f attention is the fact that, as J. FILLIOZAT pointed out in his es~y On the 
Goddess in Saiva, Sä!cta, and Kaumära Religions (in print), "the Goddess herself, even when 
her intercourse with Siva is described in the literature, never gets a füll matemal function. She 
never becomes pregnant, never bears an embryo in her womb and never really gives birth to 
the beings who are termed her sons." 
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comes to a natural conclusion in the description of the marital pleasures of the 
•,oung couple and their weddingjourney after the Gandhamädana. The magnificent 
description of sunset, nightfall and moonrise is, as it were, a sublime and tranquil 
final scene in which the poet once again uses all the colours at his disposal to 
portray its splendour. Sriha~a ends his Nai~dhiya in a similar way. with a 
description of the evening, the night, moonrise and the moon itself. After regarding 
these beautiful natural phenomena PärvatI (Umä) loses the last traces of her 
timidity and shyness of her husband and gives free rein to her buming love. A Iove 
poem about two supreme gods could hardly have a better ending. We must therefore 
assume that in the eight cantos of the Kumärasambhava we have the contents of 
Kälidäsa's work complete."61 Indian editions of the poem nevertheless gener­
ally contain a continuation consisting of a further nine cantos which. in H. Ja­
cobi's opinion, were written several centuries later by a poet who probably spoke 
Maräthi.62 The style in which they are composed bears a dose resemblance to 
Kälidäsa 's and they carry the action forward not only to the birth of Kumära, but 
right up to the killing of Täraka, thus far exceeding the scope of the title. How­
ever. the poetic value of these nine spurious cantos is not great. 

The Raghuvarµsa63 was written after the Kumärasambhava and is probably an 
incomplete work. There are nineteen cantos extant. The last ofthese, however, has 
a tragic ending, not the happy one that an important rule requires. H. Jacobi 
therefore considers that "'a small portion of the poem is missing, probably only the 
final canto. The whole design of the work leads to this conclusion."64 As the title 

61 H. J.KOBI, Die Epen Kälidäsa's, in: Verhandlungen des 5. Internationalen Orientali­
stenkongresses, 2, II, 2, Berlin 1882, p. 14 7 f. (Kleine Schriften I, p. 423 f.). 

6:'. lbid„ p. 144 f (Kleine Schriften I, p. 420 f.). 
63 Ed.: A. STENZLER, London 1832 (with translation into Latin): K.P. PARAB a,nd V.L.S 

P.\:)SiKAR, Bombay 1916 (NSP); Benares 19533 (Käs1-Saf!1skrta-Grantharnälä 51): G.R. 
~.\~DARGIKAR, The Raghuvamsa of Kälidäsa, Delhi .. .19825 (with English translation); A. 
Scw,RPE, Kälidäsa-Lexicon, !:.Basic text ofthe works, Part IV, Brugge 1964, and II, Part I: 
Rtusarnhära, Meghadü.ta, Kumärasarnbhava, Raghuvamsa, Brugge 1975: cf. also S.P. 
~ARANG, Kälidäsa Bibliography, Delhi 1976, p. 70 ff . .:. Lit.: S.P. NARA~G, Ioc. cit.; A. 
G.\WRO~SKI, The digvijaya of Raghu and sorne connected problerns, RO 1 (1914• 15), p. 43 
ff.; K. BALASUBRAHMANYA IYER, Literary notes, JORM 5 (1931), p. 125 ff. (analysis of 
Raghura'?l5a 6, 85); K. BALASUBRAHMANYA AIYAR, Literary note, JORM 10 (1936), p. 177 
ff. (on Raghurarnsa 7, 3); C.K. RAJA, The genuine part ofKalidasa's Raghuvamsa is only the 
first nine cantos, IOC 1951, II, p. 470 ff.; s.v. S0H0~Y, Raghuvarnsa as a source-book of 
Gupta history, S.K. Belvalkar Felic. Vol., Benares 1957; V. RAGHAV.~:r-., Raghuvaf!1sa 12, 21. 
AORM 13 (1957), p. 82 ff.; L.G. PARAB, The problem of spurious verses in Kälidäsa's 
Raghuvaf!lsa, AIOC 1961, II, Part I, p. 50 ff.; P. RANGANATHAN, Kälidäsa's Raghuvaf!1Sa: a 
study, Delhi 1964; R. MISHRA, A critical evaluation ofthe theory and practice ofkingship as 
revealed in the Raghuvarnsa, JGJh 23 (1967), p. 113 ff. - Translations: A. STENZLER, London 
1832 (Latin); P. DE L.\ci· JOHNSTONC:, The Raghuvaf!1sa: the story of Raghu's line, London 
1902: A.W. RYDER, Translations of Shakuntala and other works. London-~,kw York 1912, 
1920, 1928: 0. WALTER, Raghuvarnscha oder Raghus Stamm, Munich-Leipzig 1914; L. 
RE~ou, Le Raghuvam9a (La lignee des fils du soleil). Paris 1928; G.R. ~A:r-.DARGIKAR. 
Delhi .. .1971; R. ANTOINE, Raghuvamsa: the dynasty ofRaghu. Calcutta 1972. 

M H. JACOBI, op. cit .. p. 149 (= Kleine Schriften I, p. 425). 
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indicates. the poem relates the story of the Raghu dynasty. The poet allows a long 
series of kings of the Ayodhyä Sun Dynasty to pass in review before our eyes. It is a 
broad poetic chronide beginning with King Dilipa, the father of Raghu, and 
continuing do~n to Agnivan;ia, a weak, loose-living, consumptive ruler. In the first 
two-thirds of the poem the descriptions of kings are fairly detailed, but towards the 
end ofthe work, particularly in Sarga XVIII, their careers are only lightly sketched. 
A great deal of space is devoted to the most important ruler of the Raghu dynasty, 
King Räma, an incarnation of Vi~I).U. A long section, Cantos X to XV, recounts the 
complete story of the RärnäyaI).a. The dynastic succession given by Kälidäsa agrees 
most closelv to those found in the Väyu- and in the Bengali versions of the 
Vig1upurä9;. Canto I describes the arrival of the then childless Dilipa at the 
hermitage ofthe sage Vasi~tha65; Canto II, the granting ofDilipa's wish by Nandini; 
Canto III, the consecration of Raghu; Canto IV, Raghu's campaign to conquer the 
world; Canto V, the departure of Aja for the ceremony during which the young 
IndumatI made her choice of husband (svayarp.vara); Canto VI, IndumatI's choice; 
Canto VII, the marriage of Aja and IndumatI; Canto VIII, Aja's lament on the 
sudden death of his consort; Canto IX, the hunt of Dasaratha, the father of Räma; 
Canto X, Räma 's descent (avatära) to the earth; Canto XI, the marriage of Räma 
and Sitä; Canto XII, the killing of Räval).a, the abductor of Sitä; Canto XIII, 
Räma 's return to the forest of Dai:iqaka; Canto XIV, Räma casts off Sitä; Canto 
XV. the Ascension of Räma; Canto XVI, the marriage of Kusa, one of Räma's 
sons, and KumudvatI; Canto XVII, the story of Atithi, one of Räma's grandsons; 
Canto XVIII, Räma's descendants and Canto XIX, the life of the libertine 
Agnivan;ia, to whom a child was born posthumously. 

In order to avoid the monotony which might easily arise in the description of a 
long series of rulers, Kälidäsa has been careful to vary the themes in the different 
sargas: the scene in Canto I is set in a peaceful hermitage whereas Canto II is martial 
in character, other sargas have an amorous tone, or describe match-making, 
weddings, consecrations, deaths, etc. In Canto XIX there is a short description of 
the seasons, beginning with the monsoon (stanzas 37-47); Canto IV gives an 
account of autumn (stanzas 15-24), Canto IX of spring (stanzas 24-48) and Canto 
VIII of summer (stanzas 43-53). The same canto also contains a description ofthe 
pleasures of bathing (jalavihära) enjoyed by the king and the beautiful ladies of the 
women's quarters in the waters of the Sarayü (stanzas 54-71). Canto XIII depicts -
in the form of a kapälaka66 - the confluence of the Ganges and the Yamunä at 
Prayäga - today's Allahabad -, a famous theme that is dear to kävya (stanzas 54-
57). Many passages reveal the poet's great knowledge of ancient Indian statecraft 
(arthasästra) and in Canto XIX and other places he shows his familiarity with 
kämasästra. While all the other kings are presented as model rulers, Agnivan;ia, 
the last of the Raghu dynasty to be portrayed, is described with much humour 
and concealed criticism as a despot. The reader is left with the impression that 

05 In some Indian editions Canto I is omitted as childlessness is not considered auspicious. 
66 See p. 66. 
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after the sargas dealing with the Räma legend the vigour of the verse is slightly 
lowered. Kälidäsa has remarkably little to relate about the later monarchs and his 
knowledge of the characters mentioned in Canto XVIII seems to be limited to 
their names, with which he plays verbal games. T owards the end of the poem 
Kälidäsa appears to wish us to concentrate on the masterly portrayaI in the XIXth 
Sarga of Agnivaqia as a ruler who cares nothing for his kingdom and his subjects but 
devotes himself to a life of dissipation which rapidly undermines bis health. He has 
a steady stream of new mistresses, even lying with the serving-girls in the royal 
palace, and when his people demand to see him, deigns to show them one foot out 
ofthe window. 

As we have seen, it is improbable that Kälidäsa intended the Raghu poern to 
finish on such an unseemly note. Pura1_1ic sources mention a number of rulers aftcr 
Agnivaqia and the last three stanzas of Kälidäsa's poem state that at Agnhan:ia 's 
early death bis legal wife was expecting a child who was to continue the Raghu linc. 
Although the signs of pregnancy were regarded as auspicious (subha), these last two 
stanzas (XIX, 55-57) can scarcely be considered to give the poem a sufficiently 
happy ending. Everything seems to indicate either that Kälidäsa did not finish the 
poem or that a short concluding section in which the succeeding rulers are 
mentioned has been lost. lt is also possible that he continued the chronicle up to his 
o\\n day and connected the Raghu d1nasty with his mm patron, who may have 
been the Gupta king Samudragupta. Both the campaign ofworld conquest in Canto 
IV and the vast and costly horse sacrifice in Canto III, which only a king might 
perforrn, are direct references to Samudragupta or whoever his patron might have 
been. About a hundred years ago it was still generally thought in Indian circles that 
the poet's descendants in U_üayini (modern U_üain) or Dhära were in possession of 
six or seven further cantos which were the conclusion of the poem. Whereas about 
twenty commentaries to the Kumärasambhava have been written, no less than forty 
have been devoted to the Raghuva:qisa, none of which, however, elucidate more 
than the nineteen cantos known today. 

In India the Raghuva:qisa is assessed not only as the masterpiece of Kälidäsa, who 
is known as Raghukära, '"the creator of the Raghu (poem)'\ but also as the 
crowning achievement of all classical poetry. As we have seen, the poem deals with 
a vast store of material to which, as Kälidäsa says in his briefforeword (L 2-10), the 
portal has already been built by the work of older poets. He is presumably here 
thinking mainly of older poets, above all Välmiki, who had related the Räma 
legend - a part of the chronicle of the Raghu djnasty - but hardly of those poets 
who, like himself, may have dealt with the entire d1nasty. Ifwe have interpreted his 
foreword correctly, Kälidäsa regards his o\\n version of the Raghu chronicle as a 
new, daring, hitherto unheard of project. Where the sheer bulk of the material 
might have deterred a younger, less experienced poet, the master is actually 
attracted by the vast panorama of countless men and warnen, widely varying 
backgrounds, situations and experiences. He wished to try out his poetic imagina­
tion, his powers of invention and verbal skill on some subject (vastu) that was really 
large and impressive. Although we can discem the band of the master in both Kä-
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Iidäsa 's mahäkävyas, a comparison between the Raghuvarµsa and the Kumä­
rasambhava leaves one in no doubt that the former is not only a later but also a 
more mature and accomplished work. This is particularly clear in certain stanzas 
from the Raghuvarµsa which are obviously improved versions of similar stanzas in 
the Kumärasambhava. Let us take two stanzas as an example: Kumäras. VII, 75 
and Raghuv. VII, 23, which is undoubtedly a reworking of the former. These two 
stanzas are metrically very similar; they are both written in Upajäti, a combination 
of Indravajrä67 and Upendravajrä.68 Both stanzas describe a bridal couple; in the 
Raghuvarµsa they are Aja and Indumati, in the Kumärasambhava, Siva and Umä. 

Kumäras. 
tayo~ samäpatti~u kätaräi:ti kirpcidvyavasthäpitasaf!1hftäni / 
hriyantrai:iärp tatk~9am anvabhüvann anyonyaloläni vilocanäni // 

"The glances69 ofboth were alarmed every time they encountered each other and withdrew 
as soon as they met. They70 yearned for one another but felt at the same time the constraint 
of (amorous) shyness:' 

Raghuv. 
tayor apängapratisäritäni kriyäsamäpattinivartitäni / 
hriyantra9äm änasire manojfiäm anyonyaloläni vilocanäni // 

"The eyes?I of both were open right up to the comer but withdrew as soon as they met. 
Though they72 yearned for each other, they felt the alluring constraint of (amorous) 
shyness." 

lt is quite obvious that the second stanza is an improved version of that in the 
Kumärasambhava. Not only do both begin with tayol_1, "both of them"; they also 
have a number of important words in common: anyonyaloläni vilocanäni, "eyes 
that yearn for each other", is retained as are samäpatti, "meeting (of the eyes)" and 
hriyantral).ä, '"constraint of (amorous) shyness". Other words have been replaced by 
Synonyms or by words with similar meanings (sarµhp:äni by nivartitäni, "with­
drav.n "; anvabhuvan, ""experienced", by änasire, "attained:'). A few words have 
been omitted: the harsh-sounding tatk~al).am, "at the same time", has disappeared 
but the second version contains the highly appropriate word manojfi.äm, which 
describes the constraint of amorous shyness as "alluring". The description of the 
eyes has also been improved in the Raghuvarµsa. In the Kumärasambhava the stress 
is less happily placed on two somewhat similar events: (a) the glances of the loving 
couple are alarmed each time they encounter pne another and (b) they withdraw 
when they meet. In the Raghuvarµsa two quite different movements are presented: 
(a) the eves of the lovers are wide-open, i.e., they cast surreptitious glances at each 
other aJ& (b) they withdraw their glance as soon as they meet the other person's eye. 

67 Eleven syllables, scanned: -- u 
68 Eleven syllables, scan'ned: u - u 
69 Or "eves". 
7o I.e., their glances or eyes. 
71 Or „glances" 
Tl I.e., their glances or eyes. 

--u 
--u 

u-u 

u-u 
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Even if examples like the above may show that the Raghuvamsa is a more 
consummate poem and has greater depth than the Kumärasambha,a~ both bear the 
imprint of Kälidäsa 's mastery, although some criticism has been directed at certain 
passages. Compared with later poems, its language is always simple and dear: it is 
free from too difficult or far-fetched words and does not contain too lengthy 
compounds or extreme affectations. As we saw when we looked at the Meghadü­
ta 73, Kälidäsa is a past-master of allusion. Words (sabda) and sense (artha} are 
closely interwoven as is his depiction of nature and human emotions. The carefui 
choice of sounds and syllables is always in tune with the ideas and images he w'ishes 
to convey.74 Kälidäsa pays great attention to the composition of single stanzas, 
which are of a much more self-contained character in his works than thev are in 
Asvagho~'s.75 However, he does not neglect content and action in fa~·our of 
detailed descriptions extending over one or more stanzas as did poets in later times. 
Kälidäsa's works steer a harmonious middle course between Asvagho~ and later 
masters, who no longer observed this perfect balance and were an)1hing but 
restrictive in their use of poetic devices. However, for the first time in Kälidäsa a 
new feature appears, which after him becomes an essential element in the metrical 
style of classical poetry. Whereas in the earliest period the caesura ;r, was observed 
most carefully, the complete coordination of metrical and grammatical units is now 
gradually loosened. Thus word order is sometimes varied by Kälidäsa and an 
interruption (by German Latinists called ""Sperrung") created in the coordination of 
substantive and attributive in particular as, for example, in Raghuv. VII. 9 b: (anyä) 
prasthänabhinnä111 (x) na babandha nivim 77

, where the poet introduces tension by 
this new technique - a sort of enjambement - of placing the attributive (prasthä­
nabhinnä) referring to the noun (nivi) outside the boundary formed by the caesura 
(here marked by x). 78 Nevertheless, his metrical pattems are relatively simple. Apart 
from the continually varying metres at the conclusion of each sarga there are only 
five different metres in the Kumärasambhava and six in the Raghuvarpsa. The last 
part of the ninth Canto in the Raghuva111sa is an important exception~ it appears to 
be a show-piece to demonstrate his metrical skill. The first two-thirds (54 stanzas of 
the total of 82 in the sarga) are written in Drutavilambita metre while the remaining 
one third is in a motley assortment of different metres. Kälidäsa 's rendering of the 
Räma legend is particularly worthy of note. Räma's victory over Räval).a and the 
rescue of Sitä are narrated in Canto XII. This, in Välmiki's ov.n metre, the Sloka, 
brilliantly compresses the whole matter ofthe Rämäyal).a into only 104 stanzas. 

73 See p. 119 f. 
74 See p. 11 f. 
75 Stanza 67 from Raghuv. 6, which brought Kälidäsa the honoured title of dipasikhä-Kä­

lidäsa, "torch-flame Kälidäsa", is commented on above, p. 35 f. 
76 Ski. vati 
77 ··An~ther (woman) did not rebind her girdle which had loosened by her (sudden) 

movement". 
78 These and similar problems are described in detail in S.I. PoLLOCK, Aspects of 

Versification in Sanskrit Lyric Poetry, New Haven, Conn. 1977 (AOS 61 ). 
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Bhatti flourished about one hundred and fifty years later than Kälidäsa. Neither 
of the~ is in fact a difficult poet, but Bhani differs from his predecessor in that the 
whole of his poetry is saturated with Iearned material. As Bhatti is the Präkrit fonn 
of Bhartr he has sometimes been confused with the poet or the grammarian 
Bhartrhari or taken to be the latter's brother or half-brother. Only one poem by 
Bhatti has been preserved, perhaps the only one he wrote: the Räval).avadha, 
usu~Üv knO\m as the Bhattikävya. 79 In the final stanza of this work (XXII, 35) he 
menti~ns that he wrote th~· poem in Valabhi during the reign of King Sridharasena, 
who was probably his patron. There were four kings of this name, but as the one 
Bhatti refers to can only be the last, who died in 641 A.D., the poet must have lived 
abo~t the beginning of the 7th century. However, this dating can only be 
provisional as this last stanza is not mentioned at all in Mallinätha's commentary 
and therefore may not be authentic. The fact that more or less direct parallels can be 
found between the last stanza but one (XXII, 34) of Bhatti's poem and one stanza in 
Bhämaha's book on poetics80 has given rise to a great deal of speculation as this 
rnakes it possible to assume either that Bhagi was familiar with Bhämaha's works or 
vice versa. 

This, however, is not of much importance to an accurate dating of Bhagi's work 
as there is considerable uncertainty as to when Bhämaha lived.81 lt is quite 
impossible to identify Bhagi, as has sometimes been done, with Vatsabhagi, the 
author ofthe metrical inscription in the temple ofthe Sun at Mandasore dated 473-
74 A.D. Bhagi wrote fluent Sanskrit and was an authority on grammar whereas 
Vatsabhagi's prasasti contains a number of errors. The lack of difficulty in Bhatti's 
style together with its evenness and the absence of gross exaggeration in expression 

79 Ed.: J.N. TARKARATNA, Calcutta 1871-73 (with the commentaries of Jayaman.gala and 
Bharatamallika); G.S.S. BÄPATA, Bombay 1887 (NSP, with the commentary of Jayamanga­
lal; K.P. TRIVEDI, Bombay 1898 (with the commentary of Mallinätha); Pt. S.S. SASTRI, 
Benares 1951/52 (Haridäsa-Sa~skfta-Granthamälä 136); S.S. REGMI, Calcutta 1964 (CSS). -
Lit.: J. NOBEL, Studien zum zehnten Buch des Bha!tikävya, MU 37 (1924), p. 281 ff.; H.R. 
DIWEKAR, Bhämaha, Bhagi and Dharmakirti, JRAS 1929, p. 825 ff.; C. HOOYKAAS, On 
some arthälankäras in the Bhagikävya X, BSOAS 20 (1957, R. Turner Vol.), p. 351 ff.; S.P. 
NARA~G. Bhagi-kävya: a study, Delhi .. .1969; G.G. LE0NARDI, Tre studi sulla struttura e 
natura de! Bhagikävyam, Treviso 1974. Cf. also C. H0OYKAAS, Sanskrit kävya and Old­
Javanese kakawin, IOC 1954, p. 219 f. and JOIB 4 (1954/55), p. 143 ff.; C. HooYKAAS, Love 
in Lenkä, an episode of the Old-Javanese Rämäyal?-a compared with the Sanskrit Bhagikävya, 
TLV 113 (1957), p. 274 ff.; C. HooYK.AAS, Four-line yamaka in the Old Javanese Rämäyaqa, 
JRAS 1958, p. 58 ff. -Translation: C. SCHÜTZ, Fünf Gesänge des Bhagikävya, Bielefeld 1837 
(Cantos 18-22); P. ANDERSO~, JBRAS 1850, p. 20 ff.; V.G. PRADHAN, Poona 1897 (Cantos 
1-4, with text): G.G. LEO~ARDI, Bhagikävyam: translation and notes, Leiden 1972 
(Orientalia Rheno-Traiectina 16; with numerous mistakes and by no means exhaustive); 
M.A. and S. K.\RANDIK.AR (edition and English transl.), Delhi 1982. 

8° Kävyälaf!Zkära 2, 20; in some editions 2, 19. 
81 According to S.K. DE, Bhämaha worked between the last quarter of the 7th and the 

middle of the 8th centuries A.D., though possibly closer to the lower than the upper limit 
(S.K. DE, History of Sanskrit Poetics, Calcutta 1960 2, I, p. 49 t). See also E. GEROW, Indian 
Poetics, Wiesbaden 1977 (HIL V, 3), p. 233. 
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suggest that the poet must have lived comparatively early. possibly before or about 
the same time as Bhäravi and certainly before Mägha. A reasonable date would be 
somewhere between the beginning ofthe 6th century and the middle ofthe 7th. 

Bhagi's poem consists of t\venty-two cantos and deals with the Rä:ma legend. as 
the title Rävai:iavadha, "'The Killing of Rävana", indicates. The storv becins with 
the descent to earth of Räma, an incamation ~f Visnu and ends ¼ith. the ;eturn of .. , 
Räma and Sitä from Lankä. Each canto deals with one or more of the main events 
of the legend, which, of course, was perfectly familiar to all educated readers. Canto 
I describes the birth of Räma, Canto II the marriage of Räma to Sitä, Canto m the 
banishment of Räma and the departure of Räma, Sitä and Laksmana. Canto IV the 
death of the female demon Sürpal)akhä, who was in love with. Rä~a. Canto V the 
abduction of Sitä, Canto VI deals with the destruction of Välin, the Monkey King 
and the brother of Sugriva, Canto VII the search for Sitä, Canto VIII how Hanumat 
penetrated to Sitä's prison in Lankä and delivered Räma's message, Canto IX 
Hanumat's adventures in Lankä, Canto X Hanumafs return and his report to 
Räma, Canto XI the morning in Lankä, Canto XII Vibhi?8-1.1a rebukes his brother 
Räva-9-a, Canto XIII the building ofthe bridge to Lankä, Canto XIV the crossing to 
Lankä, Canto XV the destruction of Kumbhakafl)a, a brother of Rävai:ia 's, Canto 
XVI Räval).a's lament, Canto XVII Räma's battle with Rävai:ia and Rävai:ia's death. 
Canto XVIII Vibhi\,ai:ia 's lament. In Canto XIX Vibhi?8-t:1a ascends the throne, in 
Canto XX Sitä, who has incurred Räma's suspicion, is set free and subjected to a 
test by fire, Canto XXI is about the purification of Sitä. Canto XXII the retum of 
Räma and Sitä from Lankä. For the most part Bhagi relates this motley assortment 
of events in an animated manner. lt is noticeable that he gives far freer rein in his 
poem to action than do later poets, and the Bhagikävya contains hardly any long 
descripti~e passages. With the exception ofCanto XI, describing morning in Lankä, 
there are no purely descriptive sargas, and sections or cantos dealing with, for 
instance, a walk in the park, picking flowers or the pleasures of bathing are 
conspicuously absent. 

Bhatti did not compose bis work with the sole intention of presenting a new 
version of the Räma legend; his poetry was also meant to illustrate important 
grammatical and poetic rules. He did not limit these tasks to certain passages, as 
Asvaghosa had done; the whole work, from beginning to end, was to be a collection 
of gram~atical and poetic examples. A look at the way in which this leamed 
material has been disposed will reveal that it is grouped into four large sections 
(kända): Cantos I to V show assorted rules, Canto VI to IX illustrate Pä9ini's 
mai~ rules. Cantos X to XII show the use of the most important figures in Sanskrit 
poetry and Cantos XIV to XXII contain examples to illustrate the use oftenses and 
moods. Thus Canto X, for example (stanzas 1-22), shows the various types of 
yamaka, Canto XV examples of the normally rare, classical Sanskrit aorist and in 
the final canto there are examples of the periphrastic future. Particularly note­
worthy is Canto XIII containing examples ofmultilingual paronomasia- a rnixture 
of Prakrit and Sanskrit - which was presumably unkno¼n in earlier poetry. The 
thirteen known commentaries to Bhani's kävya and other writings suggest that he 
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was held in high regard as an authority on the theories ofboth grammar and poetry. 
The list of the poetic figures (alaf!lkära) he illustrated is not systematic; it is 
obviously dosest to Dal)c;iin 's work, but is not in entire agreement with either the 

latter or Bhämaha. 82 

Bhaf!i' s poetry is on the whole not particularly difficult, as we have said, al-
though he has induded in it so much didactic material and although, in stanzas 33-
34 of the final song, he emphatically states that his work will shine like a lamp for 
grammarians provided that they have a commentary but - like a mirror in a blind 
man 's hand - will be of no use to others. The majority of the stanzas reveal a 
versatility in style, indeed a lightness and fluency of expression such as we rarely 
meet in other sästrakävyas, i.e .. poetry with a scientific content. 82 The short metres 
preferred by Bhagi are in part the reason why the poetry flows so well. Cantos IV to 
IX and XIV to XXII are written in Sloka, I, II, XI and XII in U pajäti, XIII in Äryä 
(the Giti form) and the bulk of Canto IX in Pu~pitägrä. Other metres occur only to a 
limited extent, some being used only once. lt is a logical consequence of the nature 
of the work that the diction in a number of stanzas is unusual, even strained. 
Bhagi's double aim - to write both a Räma poem and to provide examples of 
grammatical and poetic usage - limits his linguistic freedom to a considerable extent 
but also justifies bis choice of unusual words and forms. In the introduction we 
noticed that the predilection of poets for making their texts difficult is a 
characteristic feature of classical Sanskrit poetry, indeed of poetry on the whole. 
Poetry employs rare words and expressions instead of the well-wom, colourless 
vocabulary of everyday speech, thereby concentrating the attention of the reader or 
listener on the text.83 Older historians of literature have generally failed to 
appreciate this important characteristic of kävya, as well as the long purple patches 
of linguistic virtuosity so beloved of many poets after Kälidäsa 's time. Their 
judgement on Bhagi - and on many subsequent poets - is therefore frequently 
unfavourable, even negative. Their displeasure is, however, excusable. Not only is 
the modern method of literary criticism that makes the text itself the basis for 
interpretation little practised in the field of oriental literature, but certain writers on 
the history of Indian literature, notably A.B. Keith and S.K. De, took the view that 
they must apply the criteria valid for Graeco-Roman and English literature when 
judging Indian poetry. The following three stanzas from the second Sarga, which 
begins with a description of autumn, will illustrate Bhatti's careful choice of words. 
The first (II, 2) gives us a finely arranged picture: red· Iotuses look like fire; the 
petals, moving in the wind, are the blazing flames and ( dark) bees, swarming round 
the calyx, are the smoke. The second (II, I) and the third examples (II, 4) surprise us 
by their effective use of consonance and assonance. In II, 1, nine of the sixteen 

8.'.! See p. 225 ff. 
83 Many words in Bhagi are archaic, partly taken from Vedic. A highly unusual form is, 

for instance, the imperative bhavatiit, ""Iet there be", in 22, 35. This form is used occasionally 
in th: V edas, th: Brähm8.J)as and the Sütras, but in the Sanskrit of the epics is only found 
once m the .\fahabhiirata and once in the Rämiiya"f}a. 
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words end in -äI!l or -aI!l while the phonemes of the third and fourth quarters of n. 
4 are determined by the consonants in the verb upäruroda ... ,he) lamented''. The 
stanza describes a tree on the bank of a river which the poet sees as lamenting a 
duster of night lotuses with tear-drops of morning dew. Bhagi gives added 
poignancy to the scene with phonetic means, the consonants of the second half of 
the stanza being arranged to convey the impression of softly faBing tears: 

p r r d n d t p t n g km d v t t r t r r d n d (II, 4) 

tarangasangäc capalai~ paläsair jväläsriyaf!l sätisayäm dadhanti 
sadhumadiptägnirucini rejus tärnrotpaläny äkula~!P~däni (II. 2J 

"The red lotuses with their swaying petals touching the waves (of the waten posses~ed the 
supreme beauty of flames. They shone out, garnished with (dark) bees v.ith the blaze of a 
smoky, buming fire." 

vanaspatinäm sarasäm nadinäm tejasvinäm käntibhrtäm disäm ca 
niryäya tasyäf!l sa pu;a~ sama~tät sriyaf!l dadhänä~ sa~adaf!I ·dadarsa m. l ) 

"When he (= Räma) had come outside this city he perceived everywhere the beaut1 of the 
trees, the pools, the rivers, the brilliant stars and the regions of the sk). (all) camed by 
autumn." 

nisätu~rair nayanämbukalpai~ patträntaparyägaladacchabindu~ 1 

upärurodeva nadatpatangakumudvatif!l tiratarur dinädau ,:, (IL 4J 

"At the beginning of day a tree (standing> on a river-bank mourned a group oflotuses with 
the tear-like dew of night. Birds sang in it and frorn the tips ofits leaves clear drops dripped 
dmvn."84 

At the beginning of the tenth Canto Bhagi describes how Hanumat. Prince Rä­
ma 's monkey messenger, destroys King Räval).a's asoka-grove. As we already know, 
the poet uses stanzas 2-22 of this sarga to demonstrate various types of yamaka. 
Here follow stanzas 4 and 10 of the tenth Canto. The first contains a pädädiyamaka 
(a yamaka at the beginning of a quarter-stanza) and the second an ayugmapä­
dayamaka (a yamaka in the odd quarters of the stanza): 

sarasä,!z sarasäJ?Z parimucya tanuf!I patatä,rz patatäf!l kakubho bahusa}:1 , 
sakalai~ sakalai~ parita}:1 karui:iair uditai ruditair iva khaf!l nicitarn i' (X, 4) 

"The air was filled all rourid with all the sweet cries, pitiful like Iamentations, of birds 
flying in all directions, leaving the watery body (rnass) of Iakes."85 

na vänarai~ pariikränt[zJ?Z mahadbhir bhimavikramaiJ:i , 
na vii narai~ paräkräntäJ?Z dadäha nagarif!l kapi~ (X, 10) 

"The monkey bumt the city which had not been attacked by other monkeys, (or by) great 
and valiant (gods), or by men."86 

84 lt is moming, and the tree on the bank is sad because the glory of the night-Iotus has 
come to an end~ its beauty only unfolds in moonlight. 

s5 Translation frorn C. HooYKAAS, Four-line yamaka in the Old Javanese Rämäya:r:ia, 
JRAS 1958, p. 59. 

86 Translation from C. HoOYKAAS, op. cit., p. 60. 
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Like Kälidäsa. Bhäravi, the author of the Kirätärjuniya, "(The Poem) about the 
Kiräta and Arjuna", is also mentioned in the Aihole inscription dated 634 A.D.87, 
which even gives the terminus ante quem of Bhäravi's life. Since the Aihole 
inscription names Bhäravi as an already famous poet and since he has on occasions 
borrowed from Kälidäsa. he must be dated somewhere between Kälidäsa and the 
year 634, probably about 500-550 A.D. We know nothing about his life, but legend 
relates that bis vouth was füll of hardship and that to begin with he found it difficult 
to make his wa;· as a poet. Tradition connects Bhäravi with Sirp.havi~i:iu from Käii­
cI(puram) (Conjivaram) and Vigmvardhana, the founder of the eastem line of the 
Cälukyas. Although this may be questioned, it does seem certain that the poet was 
from the south oflndia and was perhaps bom at KäiicI(puram). His southem origins 
may also be deduced from bis style. Like Mägha and Bhagi, Bhäravi left only one 
work; ifhe did write others, they have been lost. 

The Kirätärjuniya88 describes the bellicose argument between Arjuna, one of the 
five Pändava brothers, and the Kiräta, a huntsman from the mountains, who is Siva 
in disg~i~. The theme is a simple episode from the Mahäbhärata 89 that the poet has 
magnified into a lang poem. The Päl).gavas, deadly enemies ofthe Kauravas, live in 
exile in the Kämyaka forest. Yudhi~!hira, the oldest of the five Päi:ic)ava princes, 
receives a report from a spy conceming Duryodhana90 , the leader of the Kauravas, 
which causes great alarm in the Päl).<.java camp. DraupadI, the spouse of the 
Päl)<;iavas, and Bhimasena persuade Yudhi~!hira to declare war on the Kauravas in 
order to recover the throne by force. The sage Vyäsa then appears and Iends 
Yudhi~!hira a charm which, with the aid of Arjuna, will ensure that they obtain 
divine and invincible weapons. On the instigation of Vyäsa, Arjuna, a strict ascetic 
dwelling in the Himälaya, gains Indra's favour. In the forest he meets a Kiräta. A 

87 Besides Kälidäsa and Bhäravi, the Aihole inscription also mentions the poets Subandhu 
and Pravarasena. 

88 Ed.: VIDYÄKARA M1sRA and BXBIT RAMA, Calcutta 1814; N.B. G0DAB0LE and K.P. 
PARAB. Bombay 19035, 19076, 1954 (NSP); T. G.AJ~APATI SÄsTIÜ, Trivandrum 1918 (TSS 
63); G. PATHAK, Benares 1931; M.R. K.\LE, Delhi ... 1966 1 (only Cantos !-III, with English 
translation); Varanasi 1970 (KSS 74); K BAHADUR, Kathmandu 1972/74 (only Cantos 1-12, 
with English translation). -Lit.: H. JAC0BI, On Bhäravi and Mägha, WZKM 3 (1889), p. 121 
ff.(= Kleine Schriften I, p. 447 ff.); S.K. DE, Bhäravi and Dal}9in, IHQ l (1925), p. 31 ff.; G. 
HARIHARA SÄsTRi; Bhäravi and Da~gin, AIOC 1926, l; p. 44 ff.; IHQ 3 (1927), p. 169 ff.; 
N.C. CHA TTERJEE, The home of Bhäravi, IC 11 (1945), p. 245 ff.; s. BHATTACHARYA, Four 
passages of the Kirätärjuniya and their interpretation, AIOC 1946, part II, p. 174 ff.; L. 
RENOC, Sur la structure du kävya, JA 147 (1959), p. 1 ff.; J.P. THAKAR, Fauna in Bhäravi, 
JOIB 21 (1971), p. 228 f.; M.S. NAGARAJA RAo, K.iratarjuniyam in Indian Art, with special 
reference to Kamataka, Delhi 1979. - Translations: F. RüCKERT, Übersetzungen aus dem 
Kirätärjuniya, nebst Analyse, Jb. für wiss. Kritik 1 ( 1831 ); C. SCHÜTZ, Bhäravis K.irätärjuni­
ya, der Kampf mit dem K.iräten, Gesang 1 und 2, Bielefeld 1845 (incomplete); C. CAPPELLER, 
Bharavi's poem Kiratarjuniya or Arjuna's combat with the Kirata, Cambridge, Mass. 1912 
(HOS 15), (microfilm-xerography) Ann Arbor .. .1980; M.R. KALE, Delhi ... 19664; K. 
BAHADUR, Kathmandu 1972/74. 

89 .\fahäbh. III, 27-41. 
90 Called Suyodhana in the Kirät. 
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boar, hit by arrows from both Arjuna·s and the huntsman·s bmirs. becomes an 
of contention which leads up to a violent fight between the two men. the 
huntsman reveals himself as the great god SiYa. He rewards the amazine c:oura12:e of 
his opponent by granting him the divine weapons which are to ensure Ll-ie defe;t of 
the hostile Kauravas. 

Bhäravi keeps to the main Iines of the story but frequently strays from the 
Vanaparvan version.91 The contents of Sargas IV to XI haYe been imented b\ the 
poet but in Cantos XII to XVII he keeps strictly to the traditional rnat~riaL 
Bharavi"s work differs in two important respects from Kälidäsa and the other. ear­
lier, käYyas, all of which have been lost except for As·rngho~·s v.ork: firstl:l,. action 
definitely takes second place to description as well as to passages cm1s1,mn1g of 
speeches and counterspeeches; secondly, Sanskrit poetic theorie5- emerge here as. 
dominant. Whereas older authors had devoted a certain amount of care to 
that the action flowed smoothly, BhäraYi's work marks thc turning point. 
Concentration on the work as a whole giyes way to the concentration on elaborate 
artistic detail92 that already dominated muktaka poetry. The poetic canon gained a 
much stronger position in the art ofkävya. Although there are exceptions. from now 
on poetry becomes a demonstration of how complete a comrnand the author has of 
poetic means, indeed it is often a brilliant exhibition of the virtuoso use of metre, 
figures and peculiarities of style. Tendencies in this direction are noticeable in the 
works of Asvagho?8 and Kälidäsa but it is not until we come to Bhäravi that the} 
become strong enough to influence the whole way of writing. Bhäravi's successors 
often neglect the action entirely; their major poems frequently consist of a series of 
descriptions for which the ""story" is merely a pretext and is not of an} real 
importance to the reader or listener. In Bhäravi the action is much more often 
interrupted by descriptive passages than in Kälidäsa. The story itself is of Iess 
significance; what counts is the constantly changing series of descriptions of, for 
example, the road into the mountains, autumn and rural life, the Himälaya, forests, 
bathing in the Ganges, dawn, evening, the rising moon. etc.:.i3 We should also notice 
the two different styles in the Kirätärjuniya and - to a lesser extent - in mahäkäYyas 
by Iater poets. While certain passages are written in the typical descriptive st}le, 
others are rhetorical, i.e., written in the form of speeches or discussions the 

91 C. CAPPELLER, op. cit .. gives an accurate account ofthe contents in each sarga. 
92 A number of older writers on the historv of Sanskrit literature were of the opinion that 

content yielded in importance to form. This opinion is, however. untenable as content (artha) 
and form (sabda) cannot be separated from each other. The shift in emphasis is rather in the 
relationship ofthe part to the whole or ofthe small to the large, both of which ha\·e naturally 
form as well as content. 

93 Seven cantos are almost entirely descriptive: Canto IV (Description of the road, 
autumnal scenery and the life of the herdsmen); V (A description of the Himalaya): VI 
(Arjuna climbs Mount Indrak1la); VII (Descriptions of the Gandharvas, the Apsaras and the 
elephants in the army of the gods); VIII (A walk in the woods, bathing in the Ganges); IX 
(Evening, the rising moon, the pleasures of love and daw11); and X (The seasons; the attempt 
made by the Apsaras to disturb Arjuna's ascetic exercises). 
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particular attraction of which lies in the trenchancy of the argumentation. Good 
examples are to be found in the first two cantos and in a speech made by Skanda, 
the god of war. to his troops in the fifteenth Sarga. 

Bhäravi, a master of the forceful and exaltedly dignified style, is a difficult writer. 
He employs a somewhat forced vocabulary, on occasions taking words from 
Vedic.94 He avoids lang compounds, preferring laconic sentences and rather short 
metres although his pictures are richly illustrated and contain many descriptions of 
considerable length. As he succeeds in saying a great deal in a very limited space, 
critics hm:e praised him for his arthagaurava, his "weightiness of content". At the 
same time he writes such self-assured and grammatically correct Sanskrit that they 
have been able to find even fewer errors in his work than in K.älidäsa's. Influence 
from the south of India can be detected in the force and dignity of style of Bhäravi's 
work and the same influence is probably also responsible for his love of the figure 
utprek~, the ""imaginative interpretation'' of the situation described.95 Bhäravi was 
also very skilful in the use of metre, of which he employs a great number; the 
twelfth Canto is the only one that is written all in the same metre.96 He prized the 
art of citrabandha and appeared to think that a poet must prove his greatness by 
writing at least one part of his mahäkävya in this style. Bhäravi's piece de resistance 
is Canto XV. which begins with Skanda's speech to his troops and continues with 
the mortal combat between Arjuna and the K.iräta. The sarga is a deliberate 
demonstration of his verbal virtuosity, roughly every other stanza of the total of 
fifty-three being or containing a citra figure. Stanzas I and 3 contain yamakas. 
stanza 5 is an ekäk~rapäda (a quarter-stanza using only one consonant), stanza 7 is 
nirau~thya (without labials), stanzas 8 and 10 also contain yamakas, stanza 12 forms 
a gomütrika (""cow piss")97. stanza 14 is another ekäk~ara, stanza 16 is a mahä­
yamaka or samudgaka (the same words in each half of the stanza, but a different 
meaning), stanza 18 contains pratilomänulomapädas (the Ist and 3rd quarters ofthe 
stanza when read backwards gives the same sound as the 2nd and 4th quarters), 
stanzas 22 and 23 together form a pratilomena slokadvaya (the first stanza read 
backwards gives the same sound as the second), stanza 25 is a sarvatobhadra (double 
palindrome), stanza 27 an ardhabhramaka (half-rotation)98 , stanza 29 is another 

94 There are rernarkable neologisms such as ahna~z ... avase~a (3, 43), "day-resf', for 
"evening", or rätrer viparyaya (11, 44), ''opposite ofnight" for "day". 

95 Cf. K. KRISHNAMOORTHY, Essays in Sanskrit Criticism, Dharwar 1974, p. 296. A list of 
the poetic figures (and metres) remarked upon by Mallinätha in his commentary to the Kirät. 
will be found in C. CAPPELLER, op. cit., p. 190 ff. 

96 Udgatä except for the conclusion of the canto, which is in Praharsini. A survey of the 
metrical construction of the Kirät. can be found in C. CAPPELLER, op. cit.: p·. 196 f. 

97 _"The syllables ... , \\-:hen placed on separate Iines, can be read either by zig-zagging frorn 
one lme to the other, or m the regular way" (E. GEROW, A Glossary of Indian Figures of 
Speech, The Hague - Paris 1971, p. 181 ). 

98 '"A type ofword play in which a verse, each of whose four pädas is written on a separate 
line, can be read either in the normal way or as a helix, from outer verticals inwards" (E. 
ÜEROW, op. dt„ p. 178 f.). 
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nirau?fhya, stanzas 31 and 35 again contain yamakas. stanza 38 is ad\ ~aksara (use!i 
only two consonants), stanza 42 contains yarnakas. stanza 45 is arthat;ayaväcin 
(having three rneanings), stanza 50 is an ardhävali (the 1 st and 2nd quarters of the 
stanza are identical to the 3rd and 4th in sound but different in meaning I and 
stanza 52 is another mahäyamaka or samudgaka. \Ve have already quoted a typical 
stanza from this interesting canto.99 The aesthetic reward of reading this sort of 
verse is generally not very great as the rigid laws goveming citra figures inhibit the 
development of the language. As already observed. however, citrabandhas are not 
distributed evenly throughout the poem but are concentrated in one section. more 
in some poets. On one hand critics of kävya seem to have demanded such proofs of 
linguistic virtuosity from poets, and on the other, poets do not appear to have been 
unwilling to undertake this difficult task as their skill and technical knowledge \\ere 
sho\\-n to greater advantage in these than in many other stanzas. 

Indian critics by no means judge Bhäravi on his citra passages alone, however. 
Many consider him to be unquestionably the greatest kavi after Kälidäsa. who 
attained the height of perfection in all details in the art of kävya. Particularly highly 
praised is Bhäravi's rich imagination~ it is to be seen in his imagery and in his 
rnetaphors, which are often built up in several layers. Most famous of all is stanza 
V. 39, which gave him the title of ätapatra-Bhäravi, "'parasol Bhäravi". The poet 
compares lotus-pollen whirled up into the air by the storm with the beautiful lustre 
of a golden parasol: 

utphullasthalanalinivanäd amu~mäd uddhüta9 sarasijasaf!1bhava9 paräga9 
vätyäbhir viyati vivartita9 samantäd ädhatte kanakamayätapatralak~mim . · 

'"The pollen breathed out by a group of blown lotuses (and) \\hirled up into the air in all 
directions by the gust of wind takes on the beauty of a golden parasol." 

lt is worth noting that Bhäravi used the word lak~mi (""good forture") in the last 
stanza of each ofthe eighteen cantos. 100 Due to the esteem in which the Kirätärjuni­
ya is held, theoretical works on poetry often quote stanzas frorn this poem. There 
are about forty-two commentaries on this difficult work, the rnost important of 
which is the Ghai:ifäpatha by Mallinätha. the scholar from the south of India 
(second half of the 14th century and beginning of the 15th). who wrote cornmenta­
ries to all the six great mahäkävyas (including the Bhagikävya). 

The next mahäkavi, Mägha, author of the Sisupälavadha, cannot be dated with 
any certainty either. A short epilogue to the poem tells us that his father was called 
Dattaka Sarväsraya and that his grandfather Suprabhadeva was a minister at the 

99 See p. 158. 
100 The constant repetition of a word in the final stanza later becomes quite common. In 

Mägha's Sisup. the word .frf ('·good luck") is repeated, in Pravarasena·s Sewbandha the \\Ord 
anuraga ("love"), in Räjänaka Ratnäkara's Haravijaya the word ratna ( .. precious stone". one 
of the elements in the poet's name), in Trivikramabhatta's Damayantikathii, the composite 
word haracarwzasaroja ("'the foot-Iotus of Hara''. i.e., Siva). 
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court of King Varmala IOi, but it is difficult to be sure whether this Varmala can be 
identified as the King Varmaläta mentioned in an inscription dated 625 A.D. 
Furthermore. the last five stanzas of the Sisupälavadha, the poet's epilogue, are 
interpreted in VaUabhadeva's commentary but not in Mallinätha's. The last 
possible date for Mägha is fixed by quotations from his poem in Vämana's Kävyä­
la111kärasutravrtti and .~nandavardhana's Dhvanyäloka, two important works on 
poetic theory from the middle of the 9th century. The earliest date can be fixed by 
his predecessor, Bhäravi, whom Mägha demonstrably imitated and tried to outdo, 
both in detail and in his whole concept. As Mägha's poem was imitated in the 
Haravijaya by Räjänaka Ratnäkara, court poet to King Bälabrhaspati or Cippata­
JayäpI<;ia of Kashmir (832-844), Mägha must be dated earlier than the beginning of 
the 9th century. linlike Bhäravi, Mägha came from the north of India, possibly 
from Gujarat where, according to Jaina anecdotes, he was the son of a wealthy man 
and was consequently able to lead a carefree Iife which he could devote to poetry. 

As no other works by Mägha are known, it is possible that the Sisupälavadha 1112 , 

sometimes known as the Mäghakävya, is his only poem. Mägha, too, has taken his 
material from epic poetry. 103 Unlike Bhäravi's Kirätärjuniya, however, it is not 
dedicated to the greater glory of Siva but exalts Vigm in his aspect as Kr~I.J.a - a 
deliberate contrast to Bhäravi. The poem relates the events leading up to the 
·'Killing of Sisupäla" by Kr~I.J.a. At the consecration of King Yudhi~!hira104, 
presents are bestowed on the visiting princes and, at Bhima's suggestion, the gift of 
honour goes to ~9a. Enraged at the proposal, Sisupäla, King of the Cedis, leaves 
the hall in a fury and mobilizes his forces for a battle with K.r?J?a which commences 
when the two armies come to close quarters. After a hard-fought duel between the 

IOl Variations of this name or other names by which this ruler was known are: Varma, 
:Sirmalänta. Dhannanäbha, Dharmadeva and Dharmanätha; see Sisupälavadha, ed. DuRGk 
PRASÄD and SIVADATTA, Preface. 

102 Ed.: T'..\RÄN'.\THA TARKAVÄCASPATI, Calcutta 1847; PT. DURGÄPRASÄD and PT. 
SrvAoATTA, Bombay 1888 (NSP), revised by V.L.S. PAtiSIKAR, Bombay 1927 (NSP); A.S. 
VETÄL and J.S. HOSING, Benares 1929 (KSS = Haridäs Sanskrit Granthamälä 69, Kävya 
section 9); M.S. THATTE, Benares 1934. -Lit.: H. JACOBI, On Bhäravi and Mägha, WZKM 3 
(1889), p. 121 ff.(= Kleine Schriften I, p. 447 ff.); H. JACOB!, Änandavardhana and the date 
of Mägha, WZKM 4 (1890), p. 236 ff.(= Kleine Schriften I, p. 438 ff.); C. CAPPELLER, Die 
Zitate aus Mäghas Sisupälavadha mit ihren Varianten, Aufsätze zur Kultur- und Sprachge­
schichte ,ornehmlich des Orients (Festschrift E. Kuhn), Munich 1916, p. 294 ff. (= Kleine 
Schriften, p. 348 ff.); V. PISA.N'I, Appunti sul <;i9upälavadha di Mägha, RSO 14 (1933/34), p. 
240 ff.; H.G. NARAHARI, On the Sanskrit poet Mägha, AP 16 (1945}, p. 341 ff.; M.M. 
SHARMA, The three qualities of Magha, Festschrift Barua, Gauhati 1966, p. 238 ff.; B.S. 
Mt.:KHOPADHYAYA. The Sisupälavadha and its sources, Bharati 9 (Varanasi 1965/66), p. 58 
ff.; S.A. TE~KSHE, Contibution of Mägha to Sanskrit literature (with special reference to his 
,ocabulary), Poona 197.2. - Translations: J.C.C. SUTHERLAND, Sisupala Bad'ha, or death of 
Sisupila by Magha, JA.SB 8 (1839), p. 16 ff. (sang I, vss. 1-20, also text); C. SCHÜTZ, Magha's 
"fod des (i9upala, Bielefeld 1843 (songs 1-XI only); C. CAPPELLER, Bälamägha: Mägha's 
Sisup~lavadha im Auszuge bearbeitet, Stuttgart 1915 (extracts, with text); E. HuL TZSCH, Mä­
gha's Sisupälavadha, Leipzig 1926. 

103 .ifahäbh. II, 41-45. 
104 See p. 184. 
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two princes in which both arrows and miraculous weapons are employed Kn;l)a 
finally decapitates his adversary. 

:\fägha skilfully distributes his material over twenty cantos. but abandons the 
story almost entirely in Sargas IV to XI in favour of pure description. After a fine 
portrayal of the city of Dvärakä in Canto III the following eight cantos describe -
with the 1,vealth of detail so typical of kävya- Mount Raivataka (Canto IV). Krsna·s 
encampment (V), the seasons (VI), a walk in the forest (VII). the pleasu;~~ of 
bathing with the lovely Yädava women (VIII), evening (IX). carousals and love­
games (X) and the sunrise, which puts an end to all these joys (Xfl. The narrative in 
Mägha's poem is more heavily obscured by description and detailed pictures than it 
is in Bhäravi's. Whereas the Kirätärjuniya has seven descriptive cantos 111 =. the 
Sisupälavadha has nine. Like Bhäravi, Mägha uses both a descriptive and a 
rhetorical style. The lengthy speeches made from time to time by the two ad­
versaries are couched in the latter style as are those passages designed to show Mä­
gha 's penetrating powers of argument and knowledge of statecraft (niti). The 
sixteenth Sarga is an artistically contrived canto presenting an intentionally 
ambiguous message from Sisupäla to Kfg1a which the Iistener or reader can 
understand either as a challenge to battle or as an apology. Many passages reveal the 
poet's extensive knowledge of other sciences: Mägha was thoroughly familiar with 
the art of medicine, logic and, particularly important, with Vätsyäyana's Kämasütra 
and other didactic texts on the science of love. The presentation of the amorous 
aspects ofthe story, which Bhäravi did not neglect in spite ofthe meagreness of his 
material, is given considerable space in Mägha's poem. Although the Sisupäla 
legend does not exactly invite authors to write erotic passages, it is obvious that 
erotic themes exercise a certain attraction. 

Mägha was not merely influenced by his great predecessor Bhäravi: he modelled 
his poem directly on the Kirätärjuniya, as a number of corresponding features in the 
two works show. lt seems that Bhäravi was the poet that Mägha - and many of his 
contemporaries - admired most, and he hoped that his own Sisupälavadha would 
bring him even greater fame than Bhäravi's. Like Bhäravi, Kälidäsa and the names 
of countless other poets, Mägha is probably a pseudonym.106 '"Whatever may have 
been the original etymology of Bhäravi, that word naturally suggested some such 
meaning as "the sun (ravi) of brilliancy' (bhäs). And Mägha, which does not occur 
again as a proper name and may therefore be a nom de plume, looks as if chosen by 
a rival of Bhäravi in order to proclaim his superiority to him. For Mägha. the 
month of January, certainly does deprive the sun ofhis rays." 107 

Points of agreement are to be found in the actual construction of the Kirätärju­
niya and the Sisupälavadha. Kirät. I, 1-25 and Sisup. I both describe the enemy: 
Kirät. I-III and Sisup. II a counsel~ Kirät. IV, VII and Sisup. III ajoumey: Kirät. V 

105 See p. 185, note 93. 
106 lt should be noted that whereas pseudonyms in Western literature are designed to give 

anonymity, the names chosen by Indian kavis are taken, not to hide their identity, but to refer 
to the glory, the rank or some particular gift possessed by the poet. 

107 H. JACOBI, On Bhäravi and Mägha, p. 133 f. (== Kleine Schriften, p. 459 f.). 
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and Sisup. IV a mountainous landscape: both Kirät. VIII, 1-26 and Sisup. VII ha\:e 
a strong erotic flarnur - picking flowers in the company of\vomen; Kirät. VIII, 27-
57 and Sisup. VIII depict a bathing scene: Kirät. IX, 1-32 and Sisup. IX evening 
and night: Kirät. IX. 34-78 and Sisup. X the pleasures of love; Kirät. XIII-XIV 
and Sisup. XV-XVI present speeches and counter-speeches; Kirät. XIV and Sisup. 
XVII describe preparations for the battle: Kirät. XV-XVI and Sisup. XVIII-XIX 
the battle and finally Kirät. XVIII-XIX and Sisup. XX the mortal combat between 
the two great rivals. Each poem has a sarga designed to show the poet's virtuosity 
and in both it is the battle scene. a theme that is eminently suitable for a display of 
wrbal brilliance. One is struck bv the fact that the disposition of the figures is verv 
similar, particularly at the begin~ing and end of the two cantos108

: stanzas XIX, 1·. 
5, 7 and 9 contain yarnakas in both cases; stanza 3 is an ekäk~arapäda; stanza 11 is 
nirausthva: stanzas 13, 15, 17, 19. 21, 23 and 25 contain yamakas; stanza 27 is a 
sarvat~bhadra: stanza 29 a rnurajabandha ("drum")l-09

; stanza 31 contains a 
yamaka: stanzas 33 and 34 together make a pratilomena slokadvaya; stanzas 36 
and 38 contain yamakas: stanza 40 is a pratilomänulomapäda, etc. Mägha also 
excels in the difficult art ofyarnaka in Canto V. While the final stanza of each canto 
in Bhäravi's poem contains the word lak~rnI. Mägha has the synonymous word sr'i 
in each of his. 1 IO In addition to all these similarities in form, we find in Mägha a 
number of stanzas that are clearly reworkings and improvements of stanzas in the 
Kirätärjuniya. The first ofthe following two stanzas is from Bhäravi's poem 111

; the 
second, from Mägha's112• is obviously intended to surpass it: 

äkinpf!I balarajasä ghanärul)ena prak~obhai~ sapadi tarangita~ tate~u / 
mätatigonmathitasarojarei:iupingaf!l mäii.ji~!haf!l vasanam ivämbu nirbabhäse // 

""Co\·ered with the dark brown dust of the marching troops, at once wavy near the banks 
through being disturbed, coloured red by the pollen of the Iotuses shaken by elephants, the 
water shone Iike a cloth dyed with madder."I 13 

sa111sarpibhi~ payasi gairikarer;mrägair ambhojagarbharajasängani~atigi9ä ca / 
kri9opabhogam anubhüya sarinmahebhäv anyonyavastraparivartam iva vyadhattäm /.: 

"It seemed as if the river and the elephant, having amorously dallied together, had 
exchanged their clothes; for the water was red with the dissolving minium-paint of the 
elephant, and the elephant was covered with the pollen ofthe Iotus."l 13 

Mägha is not inferior to his predecessor as regards metre either. Both poets display 
their metrical skilt rnainly in the fourth Canto of their poems. Bhäravi uses sixteen, 
Magha twenty-four different metres in this sarga. 

Mägha 's endeavour to outdo the great Bhäravi was not without ·effect. At times 
his poetry has been of greater influence on his successors than have the Raghuvarµsa 
and the Kurnärasarnbhava. Mägha's work has often been imitated, numerous 
stanzas have been quoted in works of criticisrn and his difficult poem has been 
cornmented by leamed men such as Mallinätha and Vallabhadeva. A well-known 
Sanskrit stanza surns up the Indian estirnation of Mägha's worth by saying that 
while Kälidäsa's excellence lies jn the art of simile (upamä), Bhäravi's in 
weightiness of content (arthagaurava) and Da:gc;Iin's in the charm of his vocabulary 
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/padalälitya), Mägha combines the virtues of all three. i 14 One of his similes was 
immensely appreciated by connoisseurs: Sisup. IV. 20. previously quoted. in which 
I\fount Raivataka is compared to an elephant loaded with two bells. It is so famous 
that it has given the poet the name by which he is frequently known. gha1:ta-.\fä.gha. 
'"bell Mägha'". The content of many of his stanzas is difficult, especially in Sargas 
XV and XVI, which contain penetrating speeches in the rhetorical style. As an 
example of the extreme care with which he selected words in order to create the 
exact so und effect he \Vanted we may take the following stanza. W ritten in the 
yamaka style, it is the opening of canto VL which describes the seasons: 

navapaläsapaläsavanaf!} pura~ sphufaparägaparägatapankajam 
mrdulatäntalatäntam alokayat sa surabhirµ surabhirµ sumanobharai~ . 1 1: 

.. He (i.e .. Kr~r:ia) perceived before him spring made fragrant by an abundance of blossom: 
with forests of freshly budding kif!1suka-trees. lotuses covered with pellen that had just 
burst forth. and lianas that delicately stretched our their (fine) tips." 

In more recent times poets have followed the example of Bhäravi and particularly 
Mägha rather than Kälidäsa. A number of anecdotes and tales have grown up round 
Mägha's person and poetry. Although they are mostly apocryphal and of little 
biographical value, they do show something of his importance. Mägha's contempo­
raries and successors regarded his poetry as an inexhaustible treasure-tmve. a 
continual source of new enrichment, a work in which, however often re-read. even 
the most learned and experienced might make new discoveries. Particularly 
attractive because it is humorously put is the story ofthe aged sage who. when asked 
what had given him so great learning, replied: meghe mäghe gatarµ vaya~, ""I have 
spent my life with Megha and Mägha." From his youth the Pai;i<;lit had studied Kä­
lidäsa 's Meghadüta and the Mäghakävya (Sisupälavadha). 116 

ws Cf. p. 186 f. and the translation given there of certain technical terms. 
iü':I •• A verse whose syllables can be read either in a criss-cross form similar to the lacing of 

an Indian drum (mrdanga), or in the regular way" (E. GEROW. op. l'it., p. 187). 
! 10 I.e .• "happiness", "good luck", "beauty", "riches". 
111 7, 36. 
112 5, 39. 
113 Translation after H. JACOB!, On Bhäravi and Mägha, p. 117 (= Kleine Schriften. p. 

453). 
114 upamä kälidäsasya bhäraver arthagauraram , 

da~zef ina~z padalälitya'!l mäghe santi trayo gw;ä~z 
ll5 6, 2. 
l 16 Although it seems doubtful whether the ordinary reader obtained much religious 

edification from the Sisupälaradlza, there is a well-formulated Sanskrit saying the two hahes 
of which have the same wording but different meanings. lt runs: 

muräripadacintä cet tadä mäghe ratif!Z kuru , 
muräripadacintä cet tadä mäghe ratil?Z kuru 

"If you Iike verses (about) Muräri (= Kf~l).a), then love Mägha. Ifyou are devoted to the feet 
of Muräri, then abhor evil." 
pada can mean either "verse" or "foot". The first rnäglze is the locative sing. of mägha and 
the second should be read as rnä plus aghe. 
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The fast of the five great poets is Srihar~, the author of the Nai;;adhacarita, the 
rnost extensive and most difficult of the six great mahäkävyas. Srihar?a Iived in the 
second half of the 12th century in Känyakubja (the modern Kanauj) in the upper 
Ganges valley. He was probably court poet to the princes Vijayacandra and 
Jayacandra but, judging by the numerous Bengalisms in his poetry, he seems to 
have been born in Bengal. This profound and well-informed poet wrote a number of 
works in different genres. only two of which have survived: the Nai?adhacarita and 
the Khandanakhandakhädva, "Titbits of Criticism", one of the most remarkable 
works in.the Advait~-Vedä~ta. Just as the Khai:i<;lanakhai:i<;lakhädya is mentioned in 
the Naisadhacarita. so is the Naisadhacarita mentioned in the Khandanakhanda­
khadya. i i-: The poefs interest in °philosophy is manifest even in hi~ ·mahäkä~·}·a: 
references to various philosophic theories are to be found in many places in the 
poem, while philosophy itself is the subject of the seventeenth Canto. In this sarga 
Srihar~ gives a brief survey of Indian thought, allowing various gods to appear as 
admcates of different systems of philosophy. We cannot be sure whether he is also 
the author of the Srngärahärävali, a collection of one hundred erotic short poems 
which, like the Nai~dhacarita, contain a great many provincialisms. 118 They are 
not mentioned in the Nai~dhacarita. There are a number of poets who call 
themselves Ha~ or Sriha~ but only two of them emerge as clearly recognizable 
personalities: our poet and King Har~(vardhana), also known as Srihar?a, the 
author of the dramas Ratnävali, Priyadarsikä and Nägänanda. While a number of 
stanzas in Iarge anthologies can easily be identified as being from the Nai?adhacari­
ta, the sources of other stanzas signed (Sri)har~ in these anthologies are difficult to 
ascertain. The Suprabhätastotra has been ascribed to Sriha~ or Har?a(vardhana). 
Each of the 22 cantos in the Nai~dhacarita ends with an epilogic stanza in Sär­
dülavikriqita metre containing information about the poet and his works 119 , but it is 
still rather difficult to determine whether these final stanzas are authentic or not. 
According to these stanzas, Sriha~ is the author of three panegyrics, 
Srivijayaprasasti, Gauc;lorvisaprasasti and Chindaprasasti as well as a campü-work 
entitied Navasähasänkacarita. 

Srihar~'s Nai?'1dhacarita (or Nai~dhiya) 120 is based on the well-known legend of 
King Nala (Nai~dha) and his queen, Damayanti, one of the best-loved stories not 
only in Sanskrit poetry, but also in other Indian languages, both Aryan and 
Dravidian. Like much other material, the Nala saga comes from epic sources. 1~1 

However, Srihar~ deals only with the first part of the tale. He does not relate the 
adversities that befall the unhappy young king, who loses his kingdom to his own 
brother at dice and is only reunited with Damayanti after many adventures and a 
long, painful separation. Srihar~ slows down the pace ofthe narrative by including 

117 :Vaisadh. 6, l 13. 
118 Cf. ·PRIYABALA SHAH, Srngaraharavali, a new Srngarasataka and its author Sriharsa, 

AIOC 1955, p. 161 ff. 
_ 119 Th~ saz:!Ie is true of Jayadeva 's Gitagovinda, in which the final stanzas regularly contain 

b1ograph1cal mformation. 
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long descriptions and an almest oppressive wealth of extraneous leamed material. 
He only carries the story as far as the marriage and connubial bliss of the newlv­
wedded couple, which in the Nala legend takes place long before the main events ~f 
the story. The poem ends with a very detailed description of nightfall and the moon 
in the form of a dialogue between Nala and Damayanti. 

As Srihar~ has only made use of a fraction of the Nala saga it has often been 
suggested that the Nai~adhacarita is either an uncompleted work or that only the 
first part of the poem has been preserved. Acyutaräya. one of the commentators on 
Mammata's Kävyaprakäsa, even goes so far as to say that the poem originally had 
the enormous Iength of one hundred sargas. According to this reckoning. the 
twenty-two cantos that have come down to us are only about a fifth ofthe poem. In 
reality the fact that Srihar~a used only the beginning of the Nala legend can hardly 
be taken as proof that the Nai~dhacarita is either an uncompleted work or that 
only a fragment remains. We have a parallel in Kälidäsa's Kumärasambhava which. 
as we saw, was considered by many critics to be uncompleted. 122 As with Kälidäsa, 
it was not Snhar~'s intention to present the whole of the traditional material to his 
readers but only that part of the legend which contained the Iove-story of Nala and 
Damayanti. Like Kälidäsa's, his poem ends on a happy note, as every kävya shouid. 
in this case with the marriage and wedded happiness of the young couple together 
with a detailed description of sunset and night. We may therefore assume that the 
version of the Nai~dhacarita we possess today is Sriha~'s completed poem. We 
must also remember that the Nai?adhacarita is a very late poem and that, in post­
Kälidäsa kävya, only a minimum of action is needed to function as a framework on 
which the poet can hang the detailed descriptions, leamed arguments and show­
pieces of linguistic brilliance that are the very essence ofkävya. 

Stanzas from the Nai~dhacarita are reprinted in numerous anthologies. As it is 
one of the most difficult and leamed poems and can therefore be truly understood 

120 Ed.: Calcutta 1836; V. KRTIVARA, Benares 1886; PT. SIVADATTA, Bombav 1902: 
(NSP), revised by V.L.S. PA~SIKAR, Bombay 19286 (NSP); J. VlDYÄSÄGARA, Cakutta 
1875/76; Benares 1954 (Haridäsa-Sarnskrta-Grantharnälä 205): S.V. DIXIT, Belgaum 19674 

(Cantos I to III only, with English translation). - Lit.: K.K. HA~DIQU, The Naisadhacarita 
and Rajput painting, IHQ 12 (1916), p. 526 ff.; R.M. SHASTRI, Was Sriha~ a Bengali? AIOC 
1926, 1, p. 48; A.C. EASTMAN, The Nai~dhacarita as the source text ofthe :S-ala-Darnayanti 
drawings, JAOS 70 (1950), p. 238 ff.; A.N. JANI, Horne ofSriha~. JMSU 3 (1954). p. 91 ff: 
A.N. JANI, Extant of the Naisadhiyacaritam, JOIB 5 (1956), p. 297 ff: A.X JA~!, A critical 
study of Sriharsa's Naisadhiyacaritarn, Baroda 1957 (M.S. University of Baroda Research 
Series 2); M.B. EMMENE~A.U, Sriharsa's Naisadhacarita and the Mahabharata Critical Edition. 
Poona 1960, P.K. GODE Comrnernoration Vol. (Poona Oriental Series 931. p. 106 ff.: S. 
BHATTACHARYA, The Naisadhacarita in its bearing on the alamkära code, ibid .. III. p. 19 ff.: 
H. VEDANTASASTRI, The birth place of Sriha~, the author ~f Nai~dha-Caritam, JGJh 18 
(1961/62), p. 73 ff.; P. BANDY0PADHYAYA, Observations on similes ~n the Nai~dhacarita, 
Calcutta 1966. - Translation: K.K. HAi'-i'DIQUI, The Naisadhacarita of Sriharsa, Lahore 1934. 
(reprint) 1956; S.V. DIXIT, Belgaum 19674 (Cantos I to 3 only). · 

1::1 .\fahähh. III, 50, 1 -III, 55, 2. 
1: 1 See p. In f. 
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and appreciated only by very well-educated readers, it has produced a rich crop of 
commentaries. there being more than forty-five, those by Mallinätha and Cä­
ritravardhana included. Although the poem is traditionally counted among the six 
ereat mahäkävvas. it did not receive universal acclaim from Srihar?a's contempora­
ries or from I~ter critics. While the majority of them probably regarded it as an 
unsurpassed masterpiece and greatly admired bis powers of description, bis learning 
and delighted in his choice of words, others were far less enthusiastic and some 
directh· negative. Thus. according to one anecdote 123

, the Kashmiri critic and poet 
~1am~ata expressed the unflattering opinion that Srihar~a's poem alone would be 
sufficient to provide him with all the examples of poetic defects (do?a) he would be 
Iikely to need for his own book on the theory of poetry, the Kävyaprakäsa. The 
judgement of modern critics. both Western and Indian, is also freq?ently deprecia­
tory. Nevertheless we must admit that. in the Nai~dhacarita, Srihar?a reaches 
greater heigths than earlier authors as regards linguistic virtuosity, paronomasia, the 
display of leamed knowledge and the use of figures and metre. Moreover no one 
would dispute the fact that his poem is a much praised and very important work in 
the Indian tradition as well as being the last of the great mahäkävyas after Bhäravi's 
and Mägha's. Every part of the work bears witness to the pains Srihar?a took to 
achieve perfection. He polished every line and he made use of all the poetic 
techniques and devices that had been invented and refined over the centuries. Fairly 
early in the history ofkävya there had developed a tendency to give greater breadth 
to the material by increasing the amount of descriptive writing and dealing with 
even the smallest details rather than by extending the range of the action. This 
tendency seems to have reached its peak in the Nai~dhacarita, which later poets 
were only able to imitate as they did not themselves possess the imagination or the 
scholarship to improve on it. As the Nai~dhacarita is on this high level the 
descriptions in it are elaborate to a degree, indeed even pedantic. Thus the 
description ofthe svayarµvara, the choice of a husband by DamayantI herself, which 
in the Mahäbhärata occupies only a couple of lines, swells out here to five Iong 
cantos (X-XIV). In addition to length and exactitude of description, it is 
characterized by the use of decorative figures ranging from relatively simple devices 
like alliteration to yamaka and paronomasia. Sriha~a is also a master of sentiment 
(rasa) and is fand of weaving into his kävya recondite information from various 
disciplines such as astronomy, astrology, philosophy, medicine and the science of 
interpreting omens. When, in Canto XIII (3 ff.), SarasvatI, the goddess of eloquence, 
art and learning, presents the five suitors to the young maiden, her speech is so 
skilfully formulated that it is applicable not only to each of the suitors she is 
presenting but also to Nala, the bridegroom DamayantI herselfhas chosen. In Canto 
VII Sriha~ portrays Damayanti's beauty with the greatest possible thoroughness. 
His description follows the method known as nakhasikha- or pä.dädikesänta124 in 

i::3 The same anecdote makes the poet a nephew of Mammata's, which is certainly pure 
fiction. · 

124 Cf. p. 144. 
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which the body is described from toe-nails to the crown ofthe head or vice \ersa. He 
moves systematically from part to part of the body dernting. for example. nine 
stanzas to the girl's eyes and six to her lips. The description is put into the mouth of 
the enraptured Nala who, unseen by Damayanti. is watching her. As the following 
stanza shows. the portrayal is carried dmm to the smallest detail and often emp1oys 
daring similes: 

amrtadyutilak~ma pitayä militaf!l yadvalabhipatäkayä 
rnl~yäyitase?asäyina~ sakhitäm ädita pitaväsasa~ , (IL 1 O l) 

"The spot on the moon touched by the yellow banners (rising abO\e) the turrets of this 
town attained similarity to (Lord Vi~z:iu), when. dressed in his ;,ello·w garment. he reclir.e~ 
on the coiled (serpent) Se~a."l::!5 

This stanza, which is part of a long description of the city in which d\\ells King 
Bhima, the father of Damayanti, is written in Upajäti metre. The imagery does 
more than just compare two objects with each other: the simile is carried one step 
further in the manner typical of advanced classical poetry. Sriha~ compares the 
blue spot on the moon with the body of Vi~1_1u which, when he rests on the world­
snake Se~a at the end of each period of the earth. is the same shade of blue. Fur­
thermore, the yellow banners flying from the turrets are compared with the god's 
yellow clothing and the ring round the spot on the moon is compared with the 
coil into which the snake is rolled. 

Our next example, in Viyogini metre, is also taken from the second Canto. In it. 
the poet describes Damayantrs perfectly proportioned body and. foHowing an 
ancient precept, regards the girl's body as having been moulded by the creator 
himself: 

udaraf!1 natamadhyapr~thatäsphuradangu~thapadena mu~!ina ' 
caturangulimadhyanirgatatrivalibhräji kftaf!l damasvasu~, , m, 34) 

"'The (Creator's) fist, the thumb-mark of which is patent from the fact of Damayanti's 
being depressed in the middle, made her belly beautiful with three (na\el-) folds which 
issued from inside its four fingers." 126 

We can see that this old cliche gains fresh charm when the imagination and 
sensitivity of a great poet conjure up the image of a maiden being created by a god 
whose hand fashions her slim waist and the three folds round her navel. 

The following, equally imaginative stanza describing evening and nightfall comes 
from the last sarga. The description ofthe sunset is put into Nala's mouth: 

uccaistaräd ambarasailamaules cyuto ravir gairikagar;i9-asaila~ 
tasyaiva pätena vicün:iitasya sandhyärajoräjir ihojjihite .. (XXII. 4) 

"Fallen from the lofty summit of the sky, the sun is like a red rock of chalk. puherized. A 
line of evening dust arises frorn the ruins of its fall." 

125 Translation from K.K. Handiqui. 
1~6 Translation from K.K. Handiqui. 
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The glowing disk of the sun Iooks 1ike a block of red chalk which the poet visualizes 
as faHing violentiy: when it strikes the earth it is smashed to pieces, like red dust, 

becoming the red glow of dusk. 
As alreadv rnentioned. the educated Indian reader generally approached the 

.:\aisadhacarita with considerable respect, especially if he considered that none of 
the ·other great mahäkävyas possessed such great profundity or such a wealth of 
brilliant ideas. Sriharsa's poem must have been widely read, for the commentators 
who try to explain it ~ome from all parts ofindia. The work was given a particularly 
enthusiastic wekome in Bengal. While older poets tended to follow the poetic 
norrn, partly because they were conventional but mainly because it gave th,em 
support and a feeling of security, Srihar~ sinned against the most important rulei of 
poetry, grammar and metrics. 1: 7 However, we can safely assume that, being a very 
leamed man. he did so not out of ignorance, but rather with the mischievous 
waywardness of a master. We find both the great styles, Vaidarbhi and Gaw;li, in his 
poem. the Iatter occurring more frequently for natural reasons. The predominating 
sentiment is the erotic (srigärarasa), which is to be found in all three variants; 
Cantos I-UI illustrate the first blossoming of Iove (pürvaräga), Canto IV love in 
separation (vipralambhasf1'1gära), and Cantos XVIII-XXII Iove in union (sambho­
gasf1'1gära), the complete perfection of which is prepared for in Cantos V-XVII. 

5. Other Sargabandhas 

a) Poetry after Kälidäsa 

The previous section went into considerably more detail conceming the poets and 
the structure of their works than it will be possible to give in the following sections. 
Lack of space will permit only abrief account of poets who flourished between Kä­
lidäsa 's day and the 18th century, sometimes no more than their names. As this 
period covers more than a thousand years and a vast amount of material, we shall 
be forced to confine ourselves to the most important works and as far as possible 
deal only with those that do not exist solely in manuscript but have actually been 
published. 

The poets who immediately followed Kälidäsa are Mentha, Pravarasena, Kumä­
radäsa and Väkpatiräja. MeIJtha, or BhartflTleIJtha, wh~ must have lived in the 

127 "We leave aside the more recondite ones, e.g. of harping on the same theme (diptih 
puna~ puna~). ofunnecessary swelling of accessory matters (angasyäpy ativistrtih), under the 
category ofrasado~a. due to a lack in the sense of proportion and of inapt (apzista), farfetched 
(kaHa), repeated (punarukta), obscure (sandigdha), sense-betraying, flabby · and confused 
thought. The more technical and easily disposed of do~-as of words and of concord (padado~a. 
padäf!tsadofa, räkyado~a), such as ungrammatical (cyutasamskrti), rare, unfamiliar (apratita, 
nihata), indecorous (asfila), unwarranted predication (avimr~!a

0

vidhe_1r'äf!1sa), of dropped and 
extra v.ords (nyii.napada, adhikapada), of break of pause in metre (under hatavrtta), to 
mention only the prominent ones, here abound." (S. BHATTACHARYA, The Naisadhacarita in 
its bearing on the ala~kära-code, p. 23 ). · 



Poetry of the Major Form - Sargabandha 197 

second half of the 6th century A.D., wrote the Hayagri\:avadha. the ""KiHing of 
Hayagriva". Both this poem and Mei:itha's commentary to Bharata 's Nätvasästra 
have unfortunately been lost, but one stanza from the Hayagrlvavadha is q~oted in 
Mammata's Kävyaprakäsa, one in ~emendra's Suvrttatilaka and two more in 
Kalhai:ia's Räjatarangil)I, a chronicle of the history of Kashmir. Other stanzas b-.. 
Mei:itha are quoted in various anthologies. His importance as a poet, by som~ 
reckoned as equal to that of Kälidäsa, Bhära...-i, Subandhu or Bäna is shown bv the 
praises Iavished on him by Mankha, Sivasvämin, Räjasekhara ~dd others. A~cor­
ding to Kalhai:ia, Mei:itha, who was also a Kashmiri, worked at the court of King 
Mätrgupta of Kashmir. King Pravarasena II, probably the successor of King Mä­
trgupta, lived a little later than Mei:itha. He has been credited with the authorship of 
the Setubandha, the "Building of the Bridge" otherwise known as the Rä­
vai:iavaha, 128 the "Killing of RävaJ).a", a fifteen-canto long -..·ersion of the Räma 
legend written in the Präkrit dialect Mähärä~trI. However, it does not differ in other 
aspects from its model - Sanskrit kävya. The two recensions of the work that have 
come down to us begin with the departure of Räma and, after the description in 
Sargas XIII and XIV of the battle between Räma 's army of monkeys and their 
demonic adversaries in Ceylon, end with the death ofRäva:i:ia and the rescue ofSitä. 
The work is written in a difficult style which is fond of the repetition of sounds and 
long compounds. 

Sri Lankan tradition identifies our next poet, Kumäradäsa, with the Ceylonese 
king of the same name (who reigned from ca. 517-526 A.D.) and connects this king, 
who was supposed to have been a close friend of Kälidäsa's, with the violent death 
of the great Indian poet. I:.?9 Paranavitana considers Kumäradäsa to be the son of a 
Ceylonese prince named Mäna and assumes that Kumäradäsa 's work, the Jäna­
kiharai:ia,130 the "'Abduction of Sitä", was written during the reign of Mänavam­
ma, a cousin of the poet's. Until fairly recently the work was only knmm 
through Räjasundara's reconstruction in Sanskrit of part of the text and a Sinha­
lese paraphrase. The very close association there has always been between the Jäna-

I:.?8 Ed.: P. GoLDSCHMIDT, Specimen des Setubandha, Göttingen 1873 (text and translation 
of the first two cantos only, with extracts from Rämadäsa's commentary); S. GoLDSCH\1lDT, 
Rävanavaha oder Setubandha, Präkrt und Deutsch herausgegeben, 2 rnls., Strassburg-London 
1880 ·and 1884: PT. SIVADATTA arid K.P. PARAB, Bombay 1895, 193S:'. (KM 47. NSP); R. 
BASAK, Rävanavaha-Mahäkävvam, Calcutta 1959 (Calcutta Sanskrit College Research Series 
8, texts 6). - Lit.: K.S. RAMAS\\'AMI SHASTRI, King Pravarasena and Kalidasa, AIOC 1933. p. 
99 ff.; E. SLUSZKIEWICZ, Le Rävanavaha et le Rämäyana, RO 16 ( 1950), p. 543 ff.: A.D. 
PUSALKER, Identity and date of Pravarasena, the author of the Setubandha, JASBo 31 3::! 
(1956/57), p. 212 ff. -Translations: P. GoLDSCHMIDT. Göttingen 1873 (Cantos I and II onlyr: 
S. GOLDSCHMIDT, Strassburg-London 18-80 and 1884. 

I:.?9 See p. 116. 
!30 Ed.: D. STHAv1RA, Colombo 1891 (Cantos I-XV, in Sinhalese characters): H-\RID\SA 

SÄsnü', Calcutta 1893 (Cantos I-XV); G.R. NA~DARGIK.AR, Bombay 1907 (Cantos I-XI: 
L.D. BARNETT, Jänakiharana XVI, BSOAS 4 (1926/28), p. 285 ff.~ S. PARASAVITASA and 
C.E. GODAKUMBURA, Colombo 1967; V. RAGHAVAN, Delhi 1977. - See also F.\V. THO\U.S. 
The Jänakiharal).a of Kumäradäsa JRAS ( 1901 ), p. 253 ff. 
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kiharana and the fostering of Sanskrit in Ceylon makes it clear that Kumäradäsa 
must i~ fact have been a Ceylonese unless he was from the south of India. The style 
itself and a love of citra figures tend to rule out the possibility that he might have 
been a contemporary of Kälidäsa. Although it is natural that those who venerated 
Kumäradäsa 's poetry should have wished to associate him as closely as possible 
with Kälidäsa and were perhaps also encouraged to do so by the similarity in the 
rnanner in which their names were constructed c·the servant of KälI" and ""the 
servant of (the god) Kurnära" respectively), the fact remains that numerous 
passages in the Jänakiharal).a clearly show the influence of Kälidäsa's works, 
especially the Raghuvarµsa. We must therefore conclude the Kumäradäsa lived 
some time after Kälidäsa and Bhäravi, whose work he also knew, though before 
Vämana and Mägha, as the former censured the use of a word in the Jänakiharal)a 
and the latter imitated one stanza from Kumäradäsa 's poem. Kumäradäsa fits very 
weH into our relative chronology if we place him in the reign of Mänavamma, i.e. 
648-718 A.D. The new Sanskrit movement in Ceylon, which produced several 
works in that language, began in the 4th century A.D. If Kumäradäsa really was 
Ceylonese and not from the south of India, the Jänakiharal).a is the most important 
product of the movement. Like Pravarasena, Kumäradäsa uses the Räma legend 
but. unlike his predecessor, he deals with the entire story, beginning in Ayodhyä be­
fore the birth of Räma and finishing with the return of Räma and Sitä and Räma's 
consecration. The twenty cantos131 are written partly in the VaidarbhI style and 
partly in the difficult Gau4I style. Kumäradäsa is fond of rare words, elaborate 
alliteration, lang compounds and citra figures. Like Bhäravi and Mägha, he 
employs these figures in the battle scenes; Canto XVIII, showing the preparations 
for the battle between Räma 's army of monkeys and the lord of the Räk?asas, 
consists mainly of figurative stanzas which are intended to reproduce the sounds of 
the tumult ofbattle and the cries of the soldiers. The canto is so difficult, however, 
that it is hardly possible to decipher it without the aid of a good commentary. In it 
we find ekäk?3ra and dvyak?3ra stanzas, yamaka, sarvatobhadra and gomütrika132 

stanzas as well as many others which test the powers of interpretation of even the 
most skilful connoisseur of subtlety to the utmost. Everywhere in the poem we see 
proof of the author's endeavour to choose words, synonyms and metres that are in 
accord with the stanza or the theme of a whole section. Thus the falling rain (Canto 
XI) is rendered in Drutavilambita metre, the dispatch of Angada to Rävai;ia's court 
in Svägatä (Canto XV) and the erotic passages in Rathoddhatä. 133 Two sources in 
the I l th and 12th centuries134 state that Kumäradäsa also wrote a poem in the 
Buddhist spirit, the Srighananandamahäkävya, a '"Poem concerning Buddha and 
Nanda ... The anthology called the Subhä~itävali contains six stanzas from the Jä-

131 s. PARA~AVITA'.\TA and C.E. GODAKUMBUR,\, op. cit., give a detailed account of the 
contents of each canto, p. XXXIX ff. 

132 For the meaning ofthese terms see p. 154; p. 186, notes 97 and 98. 
133 A survey of the metres used by Kumäradäsa is tobe found both in S. PARANAVITANA 

and C.E. GoDAKUMBURA, op. ät., p. XXXVII f. 
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nakihara.r:ia. but quotes them under the name of Kumäradatta instead of Kumära­
däsa. 

An important .kavi in Präkrit was Väkpati(räja). This was not the poet's family 
name but was either a title 135 chosen by the poet himself or awarded him by King 
Yasovarman of Kanauj (Ist halfof the 8th century) at whose court Väkpatiräja and 
Bhavabhüti lived as court poets. Only the second of Väkpatiräja's two poems, the 
Madhumathanavijaya and the Gafü;Iavaha 136

, has been preserved. It is very long and 
sings the praises of his princely patron. As with Pravarasena's works. isolated 
stanzas by Väkpatiräja (Pkt. Bappai"räa), which may be quotations from the 
Madhumathanavijaya, are to be found in King Häla 's Sattasai. Also lost, unfortu­
nately, are the Kumärasambhava by the well-knmvn Kashmiri master of alam­
kära Udbhata (end of the 8th and beginning ofthe 9th centuries) which makes u·se 
of the same material as the poem of that name by Kälidäsa 13 7. and Sankuka's 
poem Bhuvanäbhyudaya (beginning of the 9th century), which is mentioned b: 
Kalha.r:ia. Sankuka, who was another Kashmiri, lived at the time of King Aji­
täpi9a of Kashmir and is probably the same man as the author of an interesting 
theoretical work on poetry and a commentary on the rasas-Otra in Bharata's Nätva­
sästra. Räjänaka Ratnäkara's Haravijaya138, "'The Victory of Rara (= Siva);,: is 
clearly influenced by Mägha. It has no fewer than fifty cantos and describes Siva·s 
victory over the demon Andhaka. The demon was bom blind but had received the 
use of his eyes thanks to his strict asceticism and was now continually arousing the 
anger of the gods. This poet, also from Kashmir, bare the titles Vägisvara and Vid­
yäpati and lived during the reigns of King JayäpI9a and King Avantivarman 
of Kashmir, i.e. around the middle of the 9th century, perhaps about 830-880. 
His long poem is a brilliant display of yamaka and other citra figures and reveals a 
deep knowledge of both the niti- and the kämasastra. Canto XLVII contains a 

134 They are the Sanskrit texts Surar~zapuravaf!1sa. an 11th century chronicle by Sma~a­
pura or Srivijaya from Eastern Java (mod. Palembang), and the Paramparäpmtaka, a 
historical work written in Ceylon during the reign of Vikramabähu (beginning of the 12th 
century). 

135 vakpatiräja means "king of poets" or, tobe more exact. "king ofthe masters of(poetic) 
speech". 

136 Ed.: S.P. PANDIT, Bombay 1887 (BSS 34); S.P. PA'.'iDIT and N.B. UTGIKAR. Bomba;; 
1927: N.G. SuRu, Poona 1975 (Prakrit Text Society Series 18: with English translationl. -
Lit.: G. BüHLER and P. PANDIT, The Gaüdavaha, a historical poem in Präkrit by Väkpati. 
WZKM I (1887), p. 324 ff., 2 (1888), p. 328 ff.; V.A. SMITH, The history ofthe city ofKanauj 
and ofking Yasovarman, JRAS (1908), p. 765 ff.; V.V. MIRASHI, Bhavabhüti. Delhi 1974. p. 
3 f., 6, 19 f. and 29 f. - Translation: N.G. SuRu, Poona 1975. 

137 A third poem entitled Kumärasambhara appeared in the 14th century. The author was 
Javasekhara. 

i3s Ed.: PT. DURGÄPRASAD and K.P. PARAB, Bombay 1890 (KM 22. :'.\ISP). - Lit.: H. 
1ACOBI, Änandavardhana and the date of Mägha, WZIC\1 4 (1890). p. 239 ff. (Kleine 
Schriften, p. 441 ff.); S.K. SHARMA, Sentiments in the Haravijaya, JGJh 20, 21 (1963 65). p. 
131 ff.; S.K. SHARMA, Rhetorical Embellishments in the Haravijaya, JGJh 22 (1966). p. 203 
ff.; G.U. THITE, Haravijaya Mahäkävya, Navabharata 18, 9 (Bombay 1965), p. 18 ff. (in Ma­
rathi). 
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very lang hymn to Ca1y;ii written in Vasantatilakä metre. In addition to the Hara­
vijaya Ratnäkara wrote two collections of stanzas entitled Vakroktipaficäsikä and 
Dhvanigäthäpafijikä as well as a commentary to one of Väsudeva's yama­
ka-poems, the Yudhi~thiravijaya. The contents of the Vakroktipaficäsikä139

, the 
'·(Collection of} Fifty Stanzas in Ambiguous Speech", are erotic and it takes the 
form ofa dialogue between Siva and bis young consort Umä. 

The four cantos of the Nalodaya140, "'Nala's Success", relate the story of Nala 
and Damayanti141 and were perhaps written in the 9th century. The authorship of 
this poem in the yamaka style is in dispute. lt is often attributed to Kälidäsa, but 
according to the manuscript colophon it was written partly by Ravideva, partly by 
Väsudeva 14:: and partly by a certain Kesaväditya. The Räk~sakävya 143

, "The Poem 
by Räk~asa (?)'', is also attributed to Ravideva. lt is a short poem of only twenty 
stanzas in a bombastic style and its meaning is not clear. lt is sometimes also called 
the Kävyaräk~sa, Buddhivinoda(kävya) or Vidvadvinoda(kävya). 144 We find a poet 
by the name of Räk~sa in the anthologies entitled Saduktikal1.)ämf{:a and Särn­
gadharapaddhati, but none of the stanzas in them are quotations from the Rä­
k~sakävya. A poet from Kashmir, Abhinanda (or Gauc;läbhinanda ?), the son of 
Jayanta BhaHa (or Bhaga Jayanta), also belongs to the 9th century, probably the 
beginning. His Kädambarikathäsära 145 is a metrical version of Bäl).a's much­
admired prose novel K.ädambari. The material is arranged in eight cantos written 
for the most part in Sloka measure. As the poem mentions a certain Garn;Ia as an 
ancestor of the author's, Abhinanda may be identical with the Gauc;läbhinanda of 
the anthologies. Another Abhinanda, the son of Satänanda, wrote the Rämacari-

139 Ed.: in KM 1, Bombay I 886 - C. BERNHEIMER, Über die vakrokti: Ein Beitrag zur 
Geschichte der indischen Poetik, ZDMG 63 (1909), p. 797 ff. (text and translation ofthe first 
ten stanzas). 

i40 Ed.: BÄBts RÄMA, Kidderpore 1813; F. BENARY, Berlin 1830; W. YATES, Calcutta 
1844 (with metrical English translation): in J. HAEBERLIN, KS; PT.J. SUKLA, Calcutta 1870. -
Lit.: R. PISCHEL, ZDMG 56 (1902), p. 626 ff. and 58 (1904), p. 244 f.; A.R. RAMANATHA 
A YYAR, JRAS 1925, p. 263 ff.; K. KUNJUNNI RAJA, The contribution of Kerala to Sanskrit 
literature, Madras 1958, p. 22 ff.-Translations: H. FAUCHE, Oeuvres completes de Kalidasa, 
traduits du sanskrit en franc;ais, II, Paris 1860; W. Y ATES, Calcutta 1844. 

141 Cf. p. 192. 
14:: Possjbly identical with the famous yamaka-poet Väsudeva, the author of the Tripura­

dahana, Saurikathodaya and Yudhi~{hiravijaya. There were, however, several Väsudevas. 
143 Ed.: in A. HoEFER, Sanskrit-Lesebuch, Berlin 1849; K.P. PARAB, Bombay 1900 (NSP), 

Bombay 1915 {with Hindi translation); SATYARANJAN BANDOPÄDHY.~Y, Calcutta 1366 (A.D. 
1971) (in Bengali characters, with Bengali translation). - Lit.: D.R. MANKAD, Buddhivinoda­
kävyarn. IHQ 12 <1936), p. 692 f.; S.K. DE, On the identity ofthe Buddhivinodakävya, IHQ 
13 (1937), p. 172 ff.: P.K. GoDE, Date ofRäk~sa Kävya or Kävyaräk~asa. Before A.D. 1000, 
JIH 19 (1940), p. 312 ff.andin: Studies in Indian Literary History, I, Bombay 1953, p. 195 ff. 

144 I.e., "Poem for the entertainment of the spirit (ofthe connoisseur)" and "Poem for the 
entertainment ofthe connoisseur" respectively. 

145 Ed.: PT. DURGÄPRASÄD and K.P. PAR.\B, Bombay 1888, I 899 (KM 11, NSP); A. 
SARMA~, Labore 1900; in: The Pa99it, 1-3. - G. BORSANI-SCALABRINO, Note comparative 
sulla Kädambari e la sua epitome di Abhinanda, IT 1 (1973), p. 141 ff. 
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ta 146, a Räma poem in thirty-six cantos beginning with the abduction of Sitä and 
ending with the death of Kumbha (Nikumbha). 

Sivasvämin, a Buddhist147 and a Kashmiri, court poet to King Avantivarman of 
Kashmir, lived in the second half of the 9th century. His poem, the Kapphinä­
bh\Udava 148, "The Triumph of Kapphina", consists of twentv cantos and i~ a 

.,,., ... .. -
version of an early Buddhist legend which we recognize from the Avadänasataka 
and the commentary to the Dhammapada. It is the story of the southern Indian 
ruler Kapphil)a of Lilävati, a contemporary of Gautama Buddha. When the king 
undertook a campaign to conquer the State of Kosala and captured the capitaL 
Srävasti, Prasenajit, the ruler of Kosala, sent for help to Buddha, to whom he was 
allied by bonds of friendship. Buddha worked a miracle and the invader was de­
feated. Overwhelmed, Kapphil)a praised the Enlightened One and was not only 
converted to Buddhism but begged Gautama to allow him to enter the Buddhist 
order. The poem, an important literary performance, is rich in citra figures and al­
so contains a number of the conventionally long descriptions of details which fit 
fairly well with the plot and the edifying Buddhist theme. The author describes 
the Himälaya, the seasons, sunset, moonrise, the military encampment and the 
king's enjoyment of the pleasures of bathing and of love. One hymn to Buddha 
is in Prakrit. Sivasvamin's models were first and foremost Mägha and Räjanaka 
Ratnakara, his fellow-countryman and colleague at the cultured court of King 
Avantivarman. A second work in the Buddhist spirit which may have been writ­
ten about the same time is Buddhagho~ 's Padyacü9ämar.Ii 149 , ten cantos telling 
the life-story of Buddha in kavya form. lt is almost certainly not by the great 
Buddhist teacher and text-commentator, but by someone else of the same name. 
The Jinacarita150

, written in Pali, has been ascribed to an author named Medhan­
kara ( end of the 13 th century). It is a life of Buddha in 4 70 stanzas written in a 
number of different metres. The diction in the delightful imagery and the numer­
ous descriptive passages is relatively simple and the poet, who slavishly follows 
the account given in the Jätakanidänakathä, makes very few additions of his 
own. The influence of Sanskrit kavya, above all of Asvagho?<l and Kälidäsa, is 
clearly noticeable. 

The tendency to compose poetry that was overloaded with abstruse matter grew 
stronger at the beginning of the 2nd millennium than it had been in the centuries 
after Kälidäsa. In fact we can safely say that a display of erudition and bravura 
passages are the most prominent characteristics of later classical poetry although 

146 Ed.: K.S. RAMASVÄM'f ~§.~sTRi, Baroda 1930 (GOS 46). - D.C. SIRCAR, Date of 
Abhinanda, author ofthe Rämacarita, IHQ 25 (1949), p. 132 ff. 

147 According to S.N. DASGUPTA and S.K. DE, A History of Sanskrit Literature, p. 321, 
Sivasvämin, like Räjänaka Ratnäkara, was a Kashmiri Sivaite. 

l48 Ed.: GAURI SHANKAR, Lahore 1937 (Panjab University Oriental Publication Series). -
G. SHANKAR, An unpublished Buddhist epic poem or Käsmirabhana Sivasvämin's Kapphi­
i:täbhyudaya Mahäkävya, AIOC 1933, p. 111 ff. 

149 Ed.: M. RANGA AcHARYA and S. KUPPUSVAMI SASTRI, Madras 19'.! 1. 
150 Ed.: W.H.D. RousE, JPTS 1904/05; ed. and transl. C. DuROISELLE, Rangoon 1906. 
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there are of course notable exceptions. When the means of poetic expression had 
become standardized to a very large extent, leaming and Iinguistic versatility could 
replace the true poet's richness of imagination and elegance of style. The purely 
mechanical side gained the upper band and poetry could be manufactured merely 
by mastering the technical armoury and displaying Iinguistic brilliance. This 
development was what one might have expected since the poetic criteria and 
conventions that had been handed down had long been felt tobe binding, but it was 
not until now that poetry based upon erudition and technical know-how began to 
dominate the field. For the next nine hundred years kävya went through a process of 
ever greater refinement in so far as attention was concentrated less on the poem as a 
whole than on its microstructure: a series of stanzas, a single stanza, a single 
sentence. About the beginning of the 2nd millennium A.D. classical poetry seemed 
to have come to the point where further development along the same lines seemed 
scarcely possible. lt was then that the emphasis was laid almost exclusively on the 
most skilful possible use of technical means, the use of erudite matter as a 
decoration and on affectations. A poet would reproduce in a routine manner the 
same old themes that earlier writers had used over and over again, but generally he 
no Ionger knew how to give a phrase that fresh new turn that astonishes and delights 
the reader. Even when he invented something new, he often only offered unnatural 
or directly peculiar conceits. The Islamic invasion of India brought few new 
impulses either, although a number of the Moslem rulers became patrons of 
classical Indian poetry and Sanskrit scholarship. Those changes that did take place 
were mostly in form. Poets were very fond ofturning a whole poem into a display of 
grammatical brilliance or ofwriting not one stanza or canto in the yamaka style, but 
all of them. The development towards erudite, difficult poetry was greatly furthered 
by the fact that this was a time of intense activity in almest all branches of science. 
Scholars wrote handbooks, commentaries to philosophical and other works and 
frequently acted both as Iiterary critics and as poets. An extensive kävya Iiterature 
now grew up in educated Jaina circles, which were far more devoted to the poetic 
muse than were Buddhists. Quite a few Jaina poems are kävyas of high quality, but 
not all works going under the name of kävya are of a purely literary nature as Jaina 
writers, like the early Buddhists, used the literary form as a rneans of spreading 
religious propaganda. A !arge number of texts have Iower pretentions than are 
acceptable for kävya and really belong either to narrative literature or, as they deal 
with holy places and the legends associated with them, to the category known as 
mähätmyas, i.e., works describing great men or places of pilgrimage. Numerous 
works by Hindus and Jainas alike that have as their subject an actual person, 
usually the poet's patron, are reckoned as historical kävya in older histories of 
literature. In fact, they are only historical in the broadest sense of the word. As it 
was the poet's intention to say nothing but good of his protector and to prophesy 
auspicious things for him, as in prasastis, eulogies on kings, ministers, etc., truth 
and fiction are mingled quite uncritically. lt was not in the author's interest to build 
his work on the basis of historical or geographical material; his main object was 
rather to compose something that was effective poetically and would earn him the 
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approval of his master and the critics. In Väkpatiräja's Gaüqm-aha King Yasovar­
man defeats the Persians (pärasika), although at that time the Persian Empire no 
longer existed, and many other poets continuaily allow gods and other supematural 
beings to intervene in the fate of their heroes. Poems of this sort are therefore realh 
pseudo-historical kävyas. In order to marshal the large number of texts into at lea;t 
a few easily distinguishable groups we shall deal with Jaina poetry, pseudo­
historical as well as yamaka-, sle~a- and sästrakävya in Iater chapters. Meanwhile Iet 
us look at other poetry that does not fall into these four categories. 

Kaviräja Räjänaka Mankha (or Mailkhaka, Mankhuka), a Kashmiri poet. was 
active in the first half of the 12th century. He was a pupil of the alamkära master 
Ruyyaka, whom we know of from numerous theoretical works, and · a brother of 
Alamkära (or Lankaka), one of the ministers of King Javasimha of Kashmir ( 1127-
I 150). In his long poem Srikai:ithacarita151 , "'The Deeds· of Srikantha (Siva)". 
Mankha describes how, after completing the poem, he submitted it ·t·o a learned 
gathering of critics and courtiers, including Ruyyaka himself. at his brother's 
houseY2 The poem was evidently so much to Ruyyaka's taste that he quoted five 
stanzas from Mankha's kävya in his own Alarµkärasarvasva, his most important 
work. The material for the Snkal).thacarita is taken from puräl)ic sources: it 
describes the events leading up to Siva 's victory over the demon T ripura and 
consists of twenty-five cantos. The fourth contains a description of Mount Kailäsa, 
the fifth of Siva, lord and master of the mountain, and the sixth of spring. Like so 
many poets after Kälidäsa, Mailkha follows in Mägha 's footsteps but does not 
succeed in surpassing his great predecessor although he handles figures and metre 
with great skill and the language is frequently striking. The poem was written 
between 1135 and 1145. Another Kashmiri who was a devout follower of SiYa was 
the poet Jayaratha (or Jayadratha), who also lived in the 12th century. His lengthy 
Haracaritacintämai:ii 153 , "'The Wishing-Stone of the Deeds of (the God) Siva". 
contains many Siva legends and descriptions of Sivaite shrines in Kashmir. Judging 
by the structure, however, it is more of a mähätmya than a kävya. Other works that 
belang more to the category of didactic, moralizing writing rather than true poetry 
are K.$emendra's Cärucaf)'ä, Caturvargasarµ.graha. Darpadalana, Kaläviläsa. Ni­
tikalpadruma and Sevyasevakopadesa. T o narrative literature belang his great 
collection of stories Brhatkathämafijari, the Dasävatäracarita, recounting the ten 
incarnations of Vi~i:iu, his Rämäyai:iamafijari, Bhäratamafijari and Padyakädamba­
ri, which relate the stories of the Rämäyai:ia,. the Mahäbhärata and the novel 
Kädambari respectively, and also his collection of Buddhist rebirth stories en-

151 Ed.: PT. DuRGAPRAS.~D and K.P. PARAS. Bornbav 1887, 1900~ (K.\.1 3, NSP). - E. 
KREY'E:'ISORG, Der 25. Gesang des Srikanthacaritarn d~ Mankha: Ein Beitrag zur altindi­
schen Literaturgeschichte, Münster 1929. ·...:. Lit.: B.N. BHA TT. Sorne note_worthy pecularities 
of Mankha's Srikanthacaritarn, JOIB 20 (1970), p. 163 ff.; B.N. BHATT, SrikaI]!hacaritarn: a 
study, Baroda 1973 ·(M.S. University ofBaroda Research Series 14); B.C. MA~DAL. The date 
ofMankha's Srikanthacarita, JOIB 26 (1977). p. 385 ff. 

15~ Srikanthac. :x"xv. 
153 Ed.: PT. SIVADATTA and K.p. PARAS, Bombay 1897 (K.\.161. NSP). 
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titled Avadänakalpalatä. Somadeva's Kathäsaritsägara, "The Sea of the Stream of 
Stories''. is also narrative literature; like the above-mentioned works by ~men­
dra, it favours plenty of action and presents the reader with entertaining matter and 
arresting events in rapid succession. Both Somadeva and ~emendra were Kashmi­
ris, the latter also having written a number of theoretical books on poetry. As these 
authors concentrate on plot and the development of events, no commentaries are 
necessary to their works, which flow well and are easy to read. They are not so 
compactly structured as kävya, in which each part is closely related to others, thus 
producing a density of text that often makes it necessary for the reader to stop and 
re-study a passage. As authors of both narrative and didactic literature underwent 
strict training, the aesthetic tone in their works can nevertheless become so much 
stronger than the narrative element that some texts or parts of them are 
unquestionably acceptable as kävya. Didactic and narrative works are not dealt with 
here, but it is important to bear in mind that many of these texts, like numerous 
other genres, stand on the threshold ofbeing classical poetry. 

Kävya of a high order was written at the court of King LatsmaJ).asena of Bengal 
(1179- about 1205), who gathered round him such important poets as Govardhana 
(or Govardhanäcärya), Dhoyi (Kaviräja), Jayadeva, SaraI).a and Umäpatidhara. 154 

We have already mentioned Govardhana and Dhoyi, the first of whom wrote 
muktakas and the second a messenger-poem, the Pavanadüta. 155 No works by 
Sarai:ia or Umäpatidhara have survived, but their colleague Jayadeva tells us in the 
Gitagovinda (I, 4) that Saffi]).a was very skilful at composing impromptu poetry that 
was obscure. Umäpatidhara wrote the lost Candracüc;Iacarita, a poem in the major 
form, stanzas from which are quoted in some anthologies if the name they are 
published under really refers to La~mal).asena's court poet and not to someone else 
with the same name. 

The greatest of the five, however, was Jayadeva from Kindubilva whose Gi­
tagovindakävya (Gitagovinda for short) 156 has both aesthetic and religious qualities. 
Jayadeva was in fact a great innovator in kävya, one of the most gifted of the 
Sanskrit poets, and his ~I).a poem is one of the last great masterpieces of classical 
poetry. The impact of his Gitagovinda as a Vi~J).uite text on the love of god and on 
ecstatic K.niJ?.a worship was immense and he enjoyed a very high reputation not only 
in the Bengali Sahajiyä sect, which regarded him as their chief teacher, their 
ädiguru, but also in the Caitanya movement and in ·the Vallabhacärin sect. Legends 
about the celebrated master have come down to us in Näbhädäsa's Baktamälä, a 
collection of hagiography in Hindi (mid 17th century), and in the S~rit Bhakta- .,,_ 
mälä by Candradatta, which is based on Näbhädäsa's book. Jayadeva himself did 
not, of course, pursue any sectarian aims. He looked upon himself as a poet, indeed 

154 All these poets are mentioned by Jayadeva in Gftagov. I, 4. The well-known stanza 
govardhanas ca sara7Jo ja_vadeva umäpatib I kaviräjas ca ratnäni samitau la~ma~zasya ca 
names the same poets as the five "jewels at the court of Lak~maIJ-asena", but Dhoyi, whom 
Jayadeva calls Dhoyi Kavik~mäpati ('"the prince of poets, Dhoyi"), is here simply given the 
title Kaviräja ("'king of poets"). 

l55 P. 97 ff. (Govardhana) and p. 121 ff. (Dhoyi). 
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as ··the king of king-poets" (kaviräjaräja), and upon his poetry as kävya. as many 
passages in the Gitagovinda make clear. There are several poets caHed Jayadeva in 
the history of Sanskrit literature. Another writer of this name wrote the drama 
Prasannaräghava, a third the Srngaramädhaviyacampu, a fourth the Ratimanjan 
and yet a fifth the Chandra];isutra. A sixth Jayadeva is the author of the popular 
handbook on the theory of poetry called the Candräloka and a se,-enth. also knovm 
as Pak~dhara Misra, was a well-knm.vn logician from Mithila. ~fany ofthe excerpts 
in anthologies published under the name are not to be found in the G:itagovinda and 
are therefore either from other works by La~mai;iasena's Jayadeva or are by other 
poets of the same name. Two stanzas attributed to Jayadeva appear in western 
Apabhrarµsa in the Sikhs' holy hymnbook, the Ädigrantha. and one stanza from the 
Gitagovinda is quoted in an inscription dated 1292. 1.,· 

It is astonishing that while DhoyI and Govardhana write traditional poetry which. 
in spite of all its refinements, particularly in the Äryäsaptasati. never strays outside 

156 Ed.: C. LASSEN, Bonn 1836 (with translation into Latin): in J. HAEBERLl'\i, KS: M.R. 
TELANG and V.L.S. PA~SIKAR, Bombay 1899 (NSP); N.R. ÄcÄRYA, Bombay 19499 (NSP): 
K. SARMA, Varanasi 1961 (Haridäsa-Samskrta-Granthamälä 129): V.M. KUKAR!'.l. Ahme­
dabad 1965; A. SHARMA, K. DESHPANDE arid V.S. SHARMA, Hydarabad 1969; H. Qt.:ULET, 
Hildesheim 1978. - Lit. (including imitations): R. PISCHEL, Die Hofdichter des Laksmanase­
na, Göttingen 1893; D.C. BHATTACHARYYA, Date of Lakshmanasena and his predecessors, 
IA 51 (1922), p. 145 ff. and 153 ff.~ P.G. GOPALAKRISHNA AIYAR, The Gita-govinda: a 
prosodic study, JORM 1 (1927), p. 350 ff.; M.R. MAJt:MDAR, A 15th century Gitagovinda 
MS. with Gujaräti paintings, JUB 6 (1938), p. 123 ff.; VALENTISI-DE Rmo, l;n antico codice 
inedito del Gitagovinda, RSO 18 (1940), p. 59 ff.; E.P. R.ADH..\KRISHNAN, Abhinavagi­
tagovinda, PO 4 (1940), p. 16 ff.; S.K. CHA TTERJI, Jayadevakavi. in: A.S. Dhruva Memor. 
Vol. III, Ahmedabad 1944-46; S.K. CHATTERJI, Jayadeva, New Delhi 1973; V.W. K.\RA..\1-
BELKAR, Three more imitations of the Gitagovinda, IHQ 25 (1949), p. 95 ff.: S.N. SAR~fA. 
Assamese versions of Jayadeva's Gita-govinda, JUG 1 (1950), p. 71 ff.; H.G. NARAHARI, A 
south Indian imitation ofthe Gitagovinda, BV 15 (1951), p. 199 ff.; S. SE;\/, The eariiest form 
and perfection ofthe "'Mangala" lyric, JUG 2 (1951), p. 65 ff.; P.K. GODE, Studies in Indian 
literary history, I, Bombay 1953,, p. 138 ff. (on Jayadeva's prosody); S. HOTA, Jayadeva: who 
is he? AIOC 1955, p. 174 ff.{S.K. DE, Early history of Vaisnava faith and movement in 
Bengal, Calcutta 1961; M.S. RANDHAWA, Kangra paintings ofthe Gita Govinda, Delhi 1963; 
E.C. DIMOCK, The Place ofthe Hidden Moon: erotic mysticism in the Vai~i:iava-Sahajiyä cult 
of Bengal, Chicago 1966; A.D. MUKHERJI, Lyric metres in Jayadeva's Gita-govinda, JAS 9 
(Calcutta 1967); R. SARKAR, Gitagovinda: towards a total understanding, Groningen 1974 
(Publikaties van het Instituut voor Indische talen en culturen 2); S. SANDAHL-FORGl"E, Le Gi­
tagovinda: tradition et innovation dans le kävya, Stockholm 1977 (Stockholm Oriental 
Studies 11; with text); L. SIEGEL, Sacred and profane dimensions of love in Indian traditions 
as exemplified in the Gitagovinda of Jayadeva, Delhi .. .1978. Cf. also E. TE NIJE~Hus. 
Musicological literature, Wiesbaden 1977 (HIL VI, 1 ), pp. 11 f. and 18 {on rägas and tälas in 
the Gitag.); K.A..PILA VATSYAYAN, Jaur Gita-Govinda. A Dated Sixteenth Century Gita­
Govinda from Mewar, New Delhi 1980~ KA.PILA VATSYAYAN, The Bundi Gita-Govinda. 
Varanasi 1981. -Translations: C. LASSEN, Bonn 1836 (Latin); H. FALTHE, Le Gita-govinda 
et le Ritou-sanhara, traduits du sanscrit en fran~ais, Paris 1850; W. JOKES, The Gita-govinda, 
or Songs of Jayadeva, Calcutta 1894; M.G. CouRTILLIER, Le Gita-govinda, pastorale de 
Jayadeva, Paris 1904~ F. RücKERT, Gita Govinda oder die Liebe des Krischna und der 
Radha, Berlin 1920; G. KEYT, Shri Jayadeva's Gita-govinda, Bombay 1947: B. STOLER 
MILLER, Love Song ofthe Dark Lord: Jayadeva's Gitagovinda, New York 1977 (with textl. 
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the accepted bounds of classical writing, their contemporary and colleague Jayadeva 
becomes a pioneer in kävya, successfully opening up new paths both in form and in 
expression. The Gitagovinda is about the love of l<..r?I)a and Rädha, their 
estrangement and reunion. Within this framework it deals with all the phases of 
Iove that we recognize as the constantly recurring themes of erotic poetry, especially 
in laghukävya, andin the miniature painting that was later to develop in India. The 
Iover's grief experienced by Rädhä, the cowgirl (gopI) favoured by the divine 
cowherd (govinda), when he dances with the gopis in spring is portrayed by 
Jayadeva with the greatest sensitivity. He describes Kr~I_la's remorse and longing for 
Rädhä, the messenger-girl's attempts to effect a reconciliation between them, 
Krsna 's negligence in failing to go to a rendez-vous with Radhä, her bitter 
di~ppointment, the consolation given her by her friends and the messenger-girl and 
finally the happy reunion of the lovers. Exuberant vocal effects and stormy, 
melodiously flowing or plaintive rhythms evoke the appropriate atmosphere in the 
heterogeneous medley of scenes of glowing passion, wild drunkenness or the infinite 
sorrow of love. Except when the speaker is the poet himself, the personae and 
speakers in the various scenes are the näyaka, here Kfg1a, the näyikä, Rädhä, the 
dütI and the sakhI, the (female) messenger and the näyika's confidante, who console 
her during her time of separation (viraha) and act as her intercessors. This poem of 
twelve cantos begins as a stOI)' of vipralambhaspi.gära, love in separation, but ends 
happily in sambhogaspi.gära, love in union. In Cantos V to X, as well as in other 
lines and stanzas, we meet in the person of the beautiful young Rädhä the six types 
of näyikä so often dwelt on by older poets: in Canto V the abhisärikä, "she who 
makes the love-promenade"; in VI the väsakasajjä, "she who prepares herself to 
receive her lover"; in VII the vipralabdhä, "she who is disappointed", ~s her lover 
did not turn up at their rendez-vous; in VIII the kha1_19itä, "she who is deceived"; 
in IX the kalahäntaritä, "she who scorned her lover due to the strength of her anger 
but now repents it"; and in X the mäninI, the "'sulky" beauty after the love-quarrel. 
The seductive backdrop to this love-story is the pastoral landscape of the Vfil­
dävana: the cowherd's hut surrounded with flowering scented trees, the cool banks 
of the Yamunä River and shady groves which are an invitation to erotic pleasures. 
Jayadeva's poem can be interpreted in two ways; behind the eroticism ofthe stanzas 
there lies a mystical purport, as there does in many Sanskrit poems. Some of the 
many commentators do, in fact, interpret the love-play between Rädhä and Krsna 
as the yearning ofthe human soul for God. Like the longing ofthe näyikä during the 
phase of unrequited love, it comes to rest only after overcoming the period of 
painful separation, the viraha. 157 

The construction of the poem is more complex than that' of traditional 
sargabandhas as twenty-four so-called prabandhas, generally of eight stanzas 
each 158

, have been worked into the kävya. In a manuscript version of the GI­
tagovinda from the south of India these passages are also called astapadis, "eight­
stanza (passages)". Each canto contains up to four of these prabandhas. 159 The 
sargas and the prabandhas woven into them differ greatly from each other, for the 
latter are songs. This is shown by the fact that they have refrains and also by notes 
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made on the manuscript regarding rhythm (täla) and melody (räga). These songs 
\vere not to be recited (pathaniya) but tobe sung and danced to lnataniva). Another 
important difference between these two styles in the GitagO\-inda is that the main 
body of the text is written in van:ias or vp:tas, that is to say in a syllabic metre. ·while 
the prabandhas follow another Indian metrical system which is not quantitati\ e but 
which prescribes a definite number of morae for each quarter-stanza.I 60 The mora­
system was especially well-developed in Präkrit and Apabhrarµsa poetry, which was 
also fond of refrains and of grouping together a number of stanzas - often eight -
into larger units. An innovation in the Gitagovinda which has a parallel in the 
poet's signature (bha:r:iita) in Old Bengali and Old Hindi -poetry is that the author 
includes his own name in the final stanza of each canto and. in an ambiguous form. 
in the refrain of the second prabandha: jaya jayadeva hare, '"Triumph. God of 
Triumph (or: Jayadeva), Hari!" 

The predilection for rhyme, hitherto sparingly used. also makes its first 
appearance here in Sanskrit poetry and the fact that both interior rhyme and end 
rhyme are to be found in the songs shows clearly that Jayadeva was strongly 
influenced by Apabhrarµsa and popular poetry. R. Pischel and S.K. Chatterji have 
even supported the idea that Jayadeva's Gitagovinda might be a Sanskrit version of 
an original in Apabhrarµsa or Old Bengali. This theory must, however, be rejected 
as the phonetic system ofthese two languages would demand quite different rhymes 
and alliterations. 161 For this reason it would prove impossible to produce even an 
approximately accurate Sanskrit rendering of an Apabhrarµsa poem of this nature. 

Earlier researchers were often puzzled by the question of what genre a work 
containing so many innovations as Jayadeva's should be assigned to. C. Lassen 
regarded the Gitagovinda as a lyrical drama, S. Levi as a sort of opera and R. Pischel 

157 Numerous concepts taken from the poetics of love poetry were at this time and later 
incorporated into the theory and practice of bhakti-mysticism. Unfortunately we do not knov. 
anything about the extent to which Jayadeva actively participated in the cult of Vai~i:aYism. 
B. Stoler Miller correctly remarks, however, that "although the legend of Jayadeva ·s life has 
no historical value, it does teil us that in the course of his wanderings Jayadeva visited Puri, 
where he came under the influence of the Jagannätha cult und formed a special relationship 
which Padmävati. The identification of Padmävafi is not supported by either of thc early 
commentators ofthe Gztag. Both Mänänka and Kumbhakan:ia identify Padmävati (1. 2: 10. 
9; l L 21), or Padmä (1, 25) as the names of Krishna's divine consort Sri (1. 2: 1. 23). or 
Laksmz (11, 22), who is also called Kamalä (1, 17) in the poem. The "marriage'" of Jayadern 
and ·Padmävati in the legend may be a veiled allusion to his initiation in the Srivaishnava cult 
that was established in Puri under Rämänuja's influence" (Love Song ofthe Dark Lord, p. 5). 

J 58 prabandha 1 contains eleven, prabandha 2 nine and prabandha 10 five stanzas. All the 
others have eight stanzas. 

159 Thev are distributed as follows: L prab.: 1-4; II: 5-6; III: 7; IV: 8-9: V: 10-1 I: VI: 
12; VII: Ü-16; VIII: 17; IX: 18; X: 19; XI: 20-22andXII: 23-24. 

160 On the ··aistinction between gfti and päflza and further an apportionment of the mätra 
meters to the fonner, ofthe rama meters to the Iatter, category" see S.I. POLLOCK, Aspects of 
Versification in Sanskrit Lyric Poetry, New Haven, Conn. 1977 L.\0S 61 ), p. 112 ff. 

16 1 Above all due to the qualitative changes in vowels and the disappearance of intervocalic 
consonants in Apabhraf!1sa and Old Bengali. 
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as a melodrama, while L. von Schroeder considered it to be a finer sort of yäträ, i.e., 
a popular play in ~I).a's honour. None of these labels does the character of the 
work justice. They fail to recognize both the author's intentions and the structure of 
the work which, despite all its innovations, is nevertheless an example of kävya of 
the major form that develops the ancient poetic traditions in, for instance, theme, 
attribute and phrasing, as I have shown. Whereas the majority of poets writing after 
the beginning of the second millennium took Mägha and Bhäravi as their models, 
Jayadeva did not attempt to captivate his public with a display of erudition and 
citra figures. Instead he surprises us by rejuvenating the form and language of kävya 
by using a number of techniques that we must assume he took from Apabhramsa 
Iiterature and from popular poetry. As in other kävyas, numerous stanzas in the 
Gitagovinda can be read as muktakas. However, it will strike the reader that, on 
the whole, the prabandha stanzas in the poem are much more closely related to 
each other than those in the sargas or stanzas in other kävyas. This is to a consid­
erable extent because ofthe rhyme. 

The first and second prabandhas are in the form of hymns praising ~r.ia in 
ecstatic terms as the supreme god and master of the world (jagadisa). The following 
stanzas are taken from the second hymn: 

sritakamaläkucamandala dhrtakundala e / 
kalitalalitavanamäl~ ;r jaya j~yade~; bare // (1) 

dinamal).ima.J;J.93-lamai:i1ana bhavakhru:i9ana e / 
munijanamänasahaf!lsa / jayajayadeva hare // (2) 

amalakamaladalalocana bhavamocana e / 
tribhuvanabhuvananidhäna / jayajayadeva hare / / (5) 

srijayadevakaver idaf!l kurute mudam e / 
mangalam uiivalagitaf!1 / jaya jayadeva hare // (9) 

"You rest on the circle ofSrfs breast 
W earing your earrings, 
Fondling wanton forest garlands. 

Triumph, God of Triumph, Hari! (1) 

The sun'sjewel light encircles you 
As you break through the bond of existence -
A wild Himalayan goose on lakes in minds of holy men. 

Triumph, God ofTriumph, Hari! (2) 

Watching with long omniscient lotus-petal eyes, 
Y ou free us from bonds of existence, 
Preserving life in the world's three realms. 

Triumph, God ofTriumph, Hari! (5) 

Poet Jayadeva joyously sings 
This song of invocation 
In an auspicious prayer. 

Triumph, God ofTriumph, Hari!" (9)162 
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lt was inevitable that such a delightful work should produce a rich crop of 
imitations. Poems inspired by the Gitagovinda grew up in ·various Krsna and Rärrm 
sects, indeed even in Sivaite circles. Instead of Kfgm and Rädhä, de~·~tees of Räma 
substituted Räma and Sita and Sivaites Siva and Pärvati. The most noteworthv of 
the Räma works are the Rämacandräh1.lika 163 by Visvanätha Simha. the Rä~a­
gitagovinda, incorrectly ascribed to Jayadev{ and the Samgitaraghunandana it4 bv 
Priyädäsa. The most interesting of the Sivaite works ar~ the Gitagangädhara b;· 
Kalyäl)a, the Gitagauripati 165 by Bhänudatta, the writer on poetic theory (about 
1450-1500), the Gitagirisa.166 by Rämabhatta, the Gitasarikara16"' bv Bhisma .Misra 
from Mithila and the Sivagiti by Rämapä~iväda (18th century) fr~m K~rala. The 
l<.n,1).aite versions are the Gitagopäla by Caturbhuja and the Kf?l).alilätarangil).i by 
Näräyal).atirtha (about 1700). A Jaina poem inspired by the Gitagovinda is the 
Gitavitarägaprabandha167

a by the Digambara Pai:i<Jitäcärya. It was composed at 
Sravana Belgola at the request of King Deva Räya I (1406-1416} of Vijayanagar. 
The majority of the imitations were produced in later times and exist only in 
manuscript. Jayadeva also had a strong influence on stotra literature. 

Lolimbaräja (mid 11 th century), a recognized authority on medicine and a 
contemporary of King Bhoja of Dhärä, was a little earlier than Jayadava. His 
Hariviläsa168

, '"Hari's Pleasure", describes the deeds of ~1).a up to the death of 
Karµsa. The ~1).a legend is also the subject ofthe Snkr?i:iaviläsa169 by Sukumära, a 
Kerala poet (later than 10th century), and the Yädaväbhyudaya170, a long and 
rather circumstantial poem by the Vedänta scholar Venkatanätha ( or Venkatesa, 
Vedäntadesika, Vedäntäcärya), bom in 1268 in the south of India, who also wrote 
the philosophical drama Sarµkalpasüryodaya and the Sriniväsaviläsacampü. The 
Rukmil)Ikalyäl)a 171 by Räjacü<;lämai;ii Dik~ita (first half of the 17th century), also 
from the south, deals with the same material. Interesting, though poetically not of a 
high order, is the Govinda1Ilämp:a172 by ~1).adäsa Kaviräja (15th century), whom 

16:! Translation from B. STOLER MILLER, op. cit., p. 72 f. 
!63 Cf. M. HARAPRASÄDA SH.:;:sTRT, A Descriptive Catalogue ofthe Sanskrit Manuscripts in 

the Collections ofthe Asiatic Society ofBengal, III, Calcutta 1934, Nos. 5255 and 5256. 
164 Ibid., No. 5259. 
165 Ed.: Bombay 1891. 
166 Cf. HARAPRASÄDA SHÄSTRT, op. cit., No. 5215. 
167 Jbid., No. 5235. • 
167a Ed. A.N. UPADHYE, Delhi 1972 (Mai:iikachandra Digambara Jaina Granthamälä 53). 

Cf. JA 271 (1983), p. 424 f. 
168 Ed.: in KM 11, Bombay 1895 (NSP); V. SARMA, in The Pai:19,it, 2 (1867'68), - Lit.: 

M.M. PATKAR, The exact date of Hariviläsa and its author, IHQ 12 (1936), p. 719 f.~ H.G. 
NARAHARI, A variant version of the Hari-Viläsa of Lolimbaräja, BV 4 (1940), Manuscripts 
notes, p. 139 ff.; P.K. GODE, Lolimbaräja and his works, IC 7, 3 (1941), p. 327 ff. and 
p. 447 ff.; see also P.K. GODE, Studies in Indian Literary HistoI)·, II, Bombay 1954, p. 79 ff. 

169Ed.: K. JAYAMMAL, Madras 1982. 
170 Ed.: Srirangam 1907, 19093 (Sri Vani Vilas Sanskrit Series 4). 
171 Ed.: T.R. CHINTAMANI and others, Madras 1929 (Adyar Library Series 13). -Lit.: S.K. 

DE, Sanskrit Poetics, I, Calcutta 19602, p. 296 f. 
172 Ed.: S. GOSVAMI, Brindavan 1903. - Lit.: S.K. DE, ~I)akafI)ämfta, Dacca 1938, 

p. LV ff. 
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we know best as the author ofthe Kr~IJ.akan:iämp:a, a biography of Caitanya written 
in Bengali. The poem recounts the love-play ofKfg1a and Rädhä at various times of 
the dav, consists of twenty-three cantos and is divided into three parts: Prätarlilä. 
"Mo~ing Pleasures'\ Madhyähna1Ilä, "Midday Pleasures", and Nisalilä, "Night 

Pleasures". 
A number of works have material from the rich store of Siva legends as their 

subject. In this connection it is interesting to note that it is generally not the god's 
severe. ascetic form that is sho\.vn in these poems but, probably influenced by the 
highly emotional Vaigiava poetry, his milder, kindlier aspect. Thus the previously 
mentioned Bhiksätana(kävya) 173, "(Siva) Begging for Alms", by Gokula (or Siva­
däsa. Utprek~v;Iiabha, before the 14th century) is a highly erotic work classi­
fied sometimes as true kävya, sometimes as a collection of devotional poetry. 
Also famous is the Sivalilän:iava174, '"The Sea of the Pleasures of Siva", and the 
Gangävatara9a175• "The Descent ofthe Ganges", both ofwhich are by the versatile 
scholar Nilakai:itha Dik~ita, who lived under Tirumala Näyaka of Madurai in the 
first half of the 17th century. In the same century there was at the court of King 
Raghunätha of Tanjore a woman poet working under the name of Madhuravä9i 
whose Rämäyai:iasära is a re-working in Sanskrit of the Ändhra-Rämäyal).a176 

written by Raghunätha Näyaka of Tanjore. 
A much-loved theme in poetry was the story of Nala and Damayanti, a new 

version of which is tobe found in ~I).änanda's 13th century Sahrdayänanda177
, 

"The Joy ofthe Connaisseur", andin Vämanabhatta Bä9-a's178 Naläbhyudaya179
, 

··The Triumph of Nala'', written two hundred years Iater. Interesting because it 
imitates Persian poetry is the Kathäkautuka 180, the "Wondrous Tale", written by 
the Sivaite poet Srivara in the 15th century. lt consists of fifteen cantos and is an 
Indian rendering of the story of Joseph from Djämi's Yusuf u Zuleikha. An 
exceedingly productive and versatile later poet was Rämapäl).iväda, whom we have 
already mentioned. He worked at various courts in his native state Kerala and was a 
Päl).iväda, i.e .. a member of one branch of the Ampalaväsi community whose task it 

P 3 See p. 143. - Ed.: in KM 12, Bombay 1897 (NSP). See also R. RAMAKRISHNA K.\YI, 
~ook notices, No. 4765, Sanskrit collection, Sf11gäratilaka, A VOI 5 (1944), pp. 39 and 60 (on 
Sf11gäratilaka and Bhik~!anakävya). 

i-:4 Ed.: T. GA~APATI S.~STRJ, Trivandrum 1909 (TSS 4); T.K. BALASUBRAHMANYAM, 
Srirangam 1911 (Sri Vani Vilas Sanskrit Series 18). - On the poet see P.-S. FILLIOZAT, 
Oeuvres poetiques de Nilaka.!)!ha Di~ita, I, Pondichery 1967 (Publications de l'Institut 
Franc;ais d'Indologie 36 ), p. 1 ff. (Introduction). 

PS Ed.: Pt. BH\\'-\D.\TTA S~STR1and K.P. PARAB. Bombay 1902, 1916 (KM 76, NSP). 
I-:'6 Cf. M.T. NARASIMHIENGER, JRAS 1908, p. 168. 
177 Ed.: Pt. DURGAPRASAD and KP. PARAB, Bombay 1892 (KM 32, NSP). 
178 Also called Abhinava-{Bhatta)bäna, "New Bäna". 
P 9 Ed.: T. GANAPATI SÄSTRI, Triva~drum 1913 (TSS 3). 
iSO Ed.: Pt. SIVADATTA and K.P. PAR.AB, Bombay 1901 (KM 72, NSP); R. SCHMIDT, Sri­

vara's Kathäkautukam, die Geschichte von Joseph in persisch-indischem Gewande, Sanskrit 
und deutsch, Kiel 1898. - Lit.: R. SCHMIDT, Das Kathäkautukam des <;rivara verglichen mit 
Dschämis Yusuf und Zuleikha, nebst Textproben, Kiel 1893 (text of Cantos 2 and 14). -
Translation: R. SCHMIDT, Kiel 1898. · 
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was to play the drum known as mi!ävu in Malayälam when plays in Sanskrit and 
Präkrit were being performed. He wrote kävyas in many different genres both in 
Sanskrit and in Präkrit, for example the metrical Rägha\·Iya. which relates the storv 
of the Rämäyai::ia (omitting the Uttarakäl)<;ia) in twenty cantos and the Visnuvilä~. 
a re-working of the Bhägavatapuräi::ia, in eight cantos. T o the latter there is a 
commentary, the Vi~i::iupriyä, apparently written by Rämapäniväda himself. The 
Bhägavatacampü, in which Präkrit passages are included. ·is about the same 
material as the Bhägavatapuräl)a. The Mukundasataka, which is divided into ten 
sections of ten stanzas each, the Sivasataka and the Süryä~!aka contain stotras. Both 
are ascribed to Rämapäl)iväda. The two Präkrit poems Karn~vaha ( 1740) and 
Usäl)iruddha181 also centre round K~9-a and characters in the Km1a legend. The 
first of these four-sarga works describes the life of Kr~i::ia up to the death of 
Karµsa, the second the story of U ~' the daughter of the demon Bäl)a, and 
Aniruddha, a grandson of ~I)a's. A new and interesting feature is that in the 
Karµsavaha Rämapäl)iväda uses head-rhyme (präsa), which was so popular in 
Dravidian poetry. Rämapäl)iväda's profound scientific knowledge and interest in 
theory are revealed in two metrical works and a commentary he wrote to Vararu­
ci's well-known Präkrit grammar. Finally, at the beginning of the 19th century, 
Rüpanätha Upädhyäya wrote the Räma poem Rämavijayakävya 182 • "The Story 
of Räma's Victory", and Visvanätha Devasarman, a raja from Orissa, the Ruk­
mil)Iparii::iaya183, "The Marriage of RukmiI;iI", the story of which comes from the 
Kr~i::ia legend. 

b) Jaina Poetry 

In the two preceding sections we have dealt almost exclusively with metrical kä­
vya of the major form, for the most part containing ideas and material written by 
Hindus. Only a few of the authors mentioned were Buddhists. From about the 8th 
century, and particularly about the beginning of the second millenium, a rich 
literature developed in Jaina circles. Although it was written by men who confessed 
to the faith of Mahävira, it had an importance and an effect that was not limited to 
those of this faith but made itself feit over the whole sub-continent. Its poets were 
learned monks and they wrote their works in Sanskrit, Prakrit and Apabhrarµsa. 
Like Hindu kavis, Jaina poets often enjoyed the patronage of some mighty prince or 
high official at court. However, a new type of patron began to appear: well-situated 
citizens and wealthy merchants who realized that supporting a poet gave the 
opportunity of showing both their devoutness in religion and their devotion to art 
and poetry. Jaina poets followed in the footsteps of the old masters but. as their 

181 Ed.: A.N. UPADHYE, Kamsavaho, Bombay 1940; A.N. UPADHYE, Usä:r:iiruddhaJ:!1. JüB 
10 (1941), p. 156 ff. See also A.N. UPADHYE, KaJ:!lsavaho, a Präkft Kävya. AIOC 1940. 
p.213; L.S. RAJAGOPALAN, Siva Giti ofR.ämapäl)iväda, JMA 36 (19651, p. 76 ff 

182 Ed.: GA~APATILAL JHA, Benares 1932. 
183 Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1894 (Ki\140. NSP). 
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work was edifying and airned at spreading the faith, it was frequently not pure 
dassical poetry. A large part ofit has unrnistakably epic features, and even when the 
style and rnanner of presentation strongly resernble those ofkävya, it is nevertheless 
doselY related to narrative writing, epic literature, the PuräIJas and the Mähätmyas. 
It is ;orth noting that even those Jaina poets who were monks and whose highest 
ethical rule was therefore non-violence (ahirµsä) observed the conventions of kävya 
and wrote not only descriptions ofthe seasons, sunset, moonrise, etc. but also erotic 
passages and even descriptions of scenes ofbattle. Numerous texts are hagiography 
and many works were written in Gujarat, for centuries the main seat of Jaina poetry 
and Iearning. 

The legend of Varänga is related in the Varäilgacarita184
, a 7th century puräl)ic 

kävva attributed to a rnonk frorn Karnäta named Jatäsimhanandi (or Jatila, Jatäcär­
\a): Haricandra wrote the Dharrnasa'~äbhyudaya.185 , twenty-one can.tos ret~lling 
the life of the fifteenth Tirtharnkara of Jainism. Mägha's Sisupälavadha was the 
model taken by the poet, who also irnitates Väkpati 186

, the author of the 
Gaü~avaha. This means that Haricandra, who cannot be dated with any certainty, 
must have Iived Iater than the 8th century. The Dravidian poet Kanakasena Vädi­
räja Süri from Kafl)ä!a, who worked at the court of King Jayasirµha III of the west­
em Cälukyas (1018-1042), wrote the Yasodharacarita187 , the legend ofKing Yaso­
dhara. It consists of only 296 stanzas divided into four cantos. Both this work 
and Vädiräja's lost Pärsvanäthacarita, a Iife of Pärsvanätha, are based on Käli­
däsa. The Yasodharacarita188 by Mäl)ikya Süri, a Gujarati Svetämbara-Jaina who 
probably Iived in the 11 th century, deals with the same, apparently very popular 
legend as Vädiräja's poem. The K.§atracü<;lämal)i by Vädibhasirµha O<;fayadeva, 
beginning of the 11 th century, is written mainly in Sloka measure and relates in 
eleven cantos, here called lambakas, the legend of Jivandhara, which is also the 
subject of Haribhadra's Jivandharacampü and Gul)abhadräcärya's Jivandhara­
caritra. Hemacandra189 (1088-1172) is the most famous of the Jaina monks. A 
distinguished scholar in many fields of learning such as grammar and lexicography 
and a great connoisseur of Sanskrit, Prakrit and Apabhrarµsa, he wrote the 

184 Ed.: A.N. UPADHYE, Bombay 1938 (Mäl)ikacandra Digambara Jaina Granthamälä 40). 
-See also A.N. UPADHYE, A MS. ofVarängacarita, ABORI 14 (1933), p. 61 ff. 

185 Ed.: Pt. Dt:RGAPRASÄD and K.P. PARA.B, Bombay 1888 (KM 8, NSP). - Lit.: V. 
RAGHAVAN, The date ofthe Jain poet Haricandra, JGJh 26 (1970), p. 45-46. 

156 See H. JACOBI, On Bhäravi and Mägha, WZKM 3 (1889), p. 136 ff. (Kleine Schriften I, 
p. 462 ff.). 

Jl\; Ed.: T.A. G0PINATH RAo, Tanjore 1912 (Sarasvati Viläs Series); K. KRISHNAM00R­
THY, Dharwar 1963. - Lit.: K. KRlSHNAMOORTHY, Essays in Sanskrit criticism, Dharwar 
1974, p. 261 ff.; A. VENKATASUBBIAH, Vädiräja's Yasodharacarita, ZII 7 (1929), p. 179 ff. 

188 Ed.: HIRALAL HANSARAJ, Jamnagar 1910. 
189 General studies on Hemacandra and his time: G. BüHLER, Über das Leben des Jaina­

Mönches Hemacandra, Wien 1889 (English transl. by M. PATEL in: SJS 41a); R.C. PARIKH, 
The life of Hemacandra, JJ 2 ( 1968), p. 169 ff..; A.K. MAJUMDAR, Gujarat during the Age of 
Hemacandra, JJ 2 (1968 ), pp. 182 ff. 
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spaciously-planned Tri~~!isaläkäpuru~caritra. 190 Although he himself calls it a 
mahäkävya, this work, which is written in comparatively simple language, does not 
really belong to that category at all but to narrative and edifying religious literature 
Iike other texts dealing with Jaina hagiography. Its ten long sections recount the 
Iives of sixty-three great men (saläkäpuru~) of the Jaina faith: the twentv-four 
T1rtharp.karas, the twelve universal rulers (cakravartin), the nine Väsudevas. 
nine Baladevas and nine Vi~I).udvi~as. lt was written between I 160 and I l 7'2 
at the request of King Kumärapäla of Anhilvad, one of the great Jaina teacher's 
pupils. a convert to Jainism. The Neminirväl).a191 by Vägbhata, who may be the 
author of the Vägbhatälarpkära, a work on the theory of poetry, was also writ­
ten in the 12th century. Vägbhata lived in the reign of King Jayasirpha of Gujarat 
(1093-1154) and his poem of fifteen cantos describes the life of Neminätha. 
Abhayadeva Süri's Jayantavijaya192

, written in 122 I, is about the legend of 
King Jayanta. lt has nineteen cantos. The Sälibhadracarita l 'i3 by Dharmakumära 
is a mahäkävya in only seven cantos. lt was written in 1277 and, as its title sug­
gests, relates the Sälibhadra legend. Maladhärin Devaprabha Süri Iived about 
the year 1200. His Mrgavaticaritra194 is the story of Väsavadatta and Padmävati 
from the collection of stories known as the Brhatkathä. The Mahipälacaritra195 

by Cäritrasundara is much later, having been written about the middle of the 
15th century. lt is a re-working in fourteen cantos of the fabulous tale of Mahi­
päla. 

Jaina authors did not take their material only from narrative literature and the 
rich treasure-trove of legends about their saints; they had long sho\.\in a predilection 
for the two Sanskrit epics as well, especially the Rämäyal).a. They invested these 
stories with a quite new lustre and the works they produced based on these sources 
formed the foundations of a new literary tradition, part epic, part poetic. 
corresponding more closely to the kävya style. Very old, as far as we can tel1 not 
before the 2nd century, i.e., the period that saw the beginnings ofMähärä~!ri poetry, 
is the first Jaina Räma epos, the Paümacariya196, the "'Life of Padma (= Räma)" by 
the poet later Jaina writers prized so highly, Vimala Süri. His poem is in Prakrit, 

190 Ed.: Pt. JAGANNÄTHA SUKLA, Calcutta 1873: Srijainadharmaprasärakasabha, 6 vols .. 
Bhavnagar 1905-1909. - Lit.: J.P. THAKER, Cultural gleanings from Hemacandräcärya's 
Trisastisaläkäpurusacarita, I, 1, AIOC 1959, II, Part I, p. 121 ff.; J.P. THAKER, The 
importance of Hernacandräcärya's Tri~~tisaläkäpuru~carita, JOIB 4 (1954, 55), p. 261 ff. -
Translation: A. VIDYABHUSHANA (revised by B. Das Jain), Jaina Jätakas, or Lord ~shabha's 
Pürvabhavas, Labore 1925 (PSS 8; only Book I, Canto I); H.M. JoHssos, Tri~~tisaläkä­
purusacaritra, Baroda (I) 1931, (II) 1937, (III) 1949, (IV} 1954, (V) 1962, (VI) 1962 (GOS 51, 
77, 108, 125, 139, 140). 

191 Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1896 (Klv1 56, NSP). See also P.K. 
GODE, Studies in Indian Litera!)' HistOI)', I, Bombay 1953, p. 171 ff. 

192 Ed.: Pt. BHAVADATTA SXsTRTand K.P. PARAB, Bombay 1902 (= KM 75, NSP). 
193 Ed.: Benares 191 O (Y asovijaya Jaina Granthamälä). 
194 Ed.: HIRALAL HANSARAJ' Jamnagar 1909. 
195 Ed.: HIRALAL HANSARA.J' Jamnagar 1909. 
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but a Sanskrit version, the Padmapurä:i:ia197
, was produced by Ravi~e:i:ia (678 A.D.J. 

lt is a long epic, very close to Välmiki's Rämäya:i:ia but, like all Jaina Rämäya:i:ias, 
the background to the action has become Jaina and the characterization is different 
from Välmiki's: Rävana is seen as one of the "great men" (saläkäpuru?a}, an ideal 
king and Jaina in spit~ of the fact that he abducts Sitä, and at the end of the story 
Padma (= Räma) becomes a devout Jaina monk who finds enlightenment and 
attains Nirväna. Unfortunately lost, however, is a second work by Vimala Suri, the 
HarivaJ11sa, ~foch bad Kr~:i:ia as its central figure. This poem also is said to have 
been more epic than poetic. Other Räma works are the Apabhrarµsa Paümacariu1% 

by Svayambhüdeva (mid 8th century ?), the Präkrit Cauppa1:11_-iamähapurisacariya199 

by Silänka (868 A.D.), the Sanskrit Uttarapurä.l).a by Gm._1abhadra (9th century) and 
the ApabhraJ11sa Mahäpurät:ia by Pu?padanta (second half of 9th century). A great 
innovator who put poetic delight back into the often dry purä:i:iic material was 
Jinasena. He wrote a Mahäpuräi:ia that was later completed by Gu:i:iabhadra as well 
as a Pärsväbhyudaya, a biography of Pärsvanätha. However, this poet should not be 
confused with an earlier Jinasena who wrote a HarivarµsapuräIJa. 

196 Ed.: B.A. CHAL'GL'LE and N.V. VAIDYA, Belgaum 1936 (Chapters I-IV only); R.D. 
LADDlJ and N.A. GORE, (Poona) 1941; H. JACOBI (revised by SHRI PUNYAVIJAYAJI), I, 
Varanasi 1962, II, Ahmedabad 1968 (Prakrit Text Society Series 6 and 12; with transl. into 
Hindi by S.M. MORA). - Lit.: S.C. UPADHYE, The authorship and date of Paumacariya, the 
oldest extant epic in the Jaina Mahärägri language, AIOC 1933, p. 109; B.A. CHAUGULE, 
Paumachariya and Padmapuräi:ia, JUB 14 (1945), p. 43 f.; V.M. KULKARNI, The Rämäyai::ia 
ofBhadresvara as found in his Kahävali, JOIB 2 (1952/53), p. 332 ff.; P.M. ÜPADHYE, Some 
glimpses of the society and culture as reflected in the Paumacariya, JUB 30 (1961), p. 81 ff.; 
P.M. UPADHYE, Relation of Vimalasüri's Paumacariya to Ravisena's Padmapuräna, JUB 31 
0962), p. 88 ff.; P.M. UPADHYE, Maxims and pithy sayings i'n ·the Paumacariya, JUB 32 
0963), p.165 ff.; K.R. CHANDRA, New light on the date of Paümacariyam, JOIB 13 
(1963/64). p. 378 ff.; P.M. UPADHYE, Geography known to the Paumacariya, IOC 1964, III, 
L p. 324 ff.; K.R. CHA:-.IDRA, Sources of the Räma-story of Paumacariyam, JOIB 14 
(1964,'65), p. 134 ff.; K.R. CHA!'JDRA, Literary evaluation of Paümacariyam, Varanasi 1966 
(Sanmati Publications 17); K.R. CHANDRA, Intervening stories of Paumacariyam and their 
sources, JOIB 16 (1966/67), p. 364 ff.; P.M. UPADHYE, Influence of Vimalasüri's Paumaca­
riya and Bäi::ia's Kädambari on Uddyotanasüri's Kuvalayamälä, JOIB 16 (l 966/67), p. 371 ff. 

l'r:' Ed.: Pt. D.\RB~RT LÄLA, Bombay 1928 (Mäi:iikacandra-Digambara-Jaina-Granthamälä 
Samiti); Pt. PA~~ALAL JAIN, Käsi (I) 1958, (II) 1959, (III) 1959 (with Hindi transl.). -See also 
R.K. SL;KLA, Jainäcärya-Ravisena-krta-'Padmapuräna' aur Tulasi-krta-"Rämacaritamänas', 
Delhi 1974 (in Hindi). · · · · · 

198 Ed.: H.C. BHAYANI, Bombay (vol.I-II) 1953, (III) 1960 (SJS 34-36); Käsi 1957-1970, 
5 vols. (Jfiänapi!ha-Mürtidevi-Jaina-Granthamälä, Apabhramsagrantha, Nos. 1-3, 8-9; with 
Hindi transl.). · 

199 Regarding this and Jaina Räma-literature in general, see K. BRUHN, Silänkas Caup­
pai::ii::iamähapurisacariya: ein Beitrag zur Kenntnis der Jaina-Universalgeschichte, Hamburg 
1954 (Alt- und Neuindische Studien 8); A.M. BH0JAK, Cauppal)l)amähapurisacariya~, 
Ahmedabad-Varanasi 1961 (Prakrit Text Society Series 3); D.L. NARASIMHACHAR, The Jaina 
Rämäyal)as, IHQ 15 (1939), p. 575 ff.; H.R. KAPADIA, The Rämäyana and the Jaina writers, 
JOIB l (195 L'S.'.!), p. 115 ff.; V.M. KULKARNI, The Rämäyana version of Siläcärya as found 
in the Caüppai::iIJamahä-Purisacariya, ABORI 36 (1956), p. 46 ff.; V.M. KULKARNI, The 
origin and development ofthe Räma story in Jaina literature, JOIB 9 (1959/60), p. 189 ff. and 
::!84 ff.; H.C. BHAYA~I. The narrative ofRäma in the Jain tradition, BhV 25 (1965), p. 18 ff. 
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Maladhärin Devaprabha Süri. already mentioned, wrote his Pändavacaritra:wi in 
the 12th century. lt is a version in eighteen cantos of the Mahäbhärata in more or 
less purät_lic style. At the beginning of the same century Vastupäla was writing in 
Kathiawar. He was the famous minister of the Princes Lävai:iyaprasäda and Vi­
radhavala of Dholka and was an outstanding statesman. patron of poets and founder 
of several important libraries. Vastupäla's major poem. the ~aranäravanänanda=c1I. 

written between 1220 and 1230, has as its subject the friendship ~r" Krsna and 
Arjuna and the latter's abduction of Subhadrä. Amaracandra Süri. an erudite poet 
from Gujarat, lived at about the same time, i.e., about the middle of the 13th 
century. His Bälabhärata202

, written in an artificial style and in part in difficult 
metres, is a re-working of the Mahäbhärata in nineteen sections caHed parrnn. as 
they are in the original. The story of Suratha's strict asceticism in the Himäla)a and 
how he killed a demon is the subject of the Surathotsava:m by Somesvara ( l ] 79-
1263 ), court poet to Läva9yaprasäda and VIradhavala of Gujarat. The whole story 
of the Rämäya9a is dealt with in the very elaborate Udäraräghava::n4• written in the 
first quarter of the 14th century by Säkalyamalla (or Malläcärya, Kavimalla). Part 
of the Räma legend - the events leading up to the marriage of Sitä - is told in the 
Jänakipari9aya205 by Cakrakavi, who probably lived in the 17th century and 
wrote several campüs.206 

c) Poems with Historical Themes 

Whereas Jaina metrical works in the major form inhabit a zone that lies between 
epos and kävya, works on historical themes must on the whole be accounted true 
poetry as their authors attempt to conform to the demands of kävya. Plain. purely 
factual historical writing is in fact comparatively rare. A poet generally places his 
main character in a setting determined by the conventions of kävya; he may relate 
some entirely fabricated love-story concerning his hero and always praises his 
glorious deeds and victories irrespective of whether they have any foundation in fact 
or not. Like the authors of inscriptions, he is fond of associating the king he is 
writing about with supernatural beings and powers such as vidyädharas, gandharvas 
and yak~as and weaves into his material the usual, often lengthy, descriptions of 
seasons, a mountain, a sunset, amorous scenes, the pleasures of bathing, etc. 

::oo Ed.: Pt. KEDÄRANATHA and V.L.S. PA~sfKAR, Bombay 1911 (KM 93, NSP). 
'.!Ol Ed.: C.D. DALAL and R. ANANTAKRISHNA SHASTRY, Baroda 1916 (GOS 2). - For 

Vastupäla see Bh.J. SANDESARA, Literary circle ofMahämätya Vastupäla and its contribution 
to Sanskrit literature, Bombay 19 53 (SJS 3 ). . 

::o:: Ed.: in The Pandit 4 (1869/70), 5 (1870/71) and 6 (1871/72); Pt. SIVADATTA and K.P. 
PARAB, Bombay 1894 (KM 45, NSP). - Concerning the author see S.K. DE. History of 
Sanskrit Poetics, Calcutta 19602, I, p. 257 ff . 

.::03 Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1902 (K...\173, NSP). 
::o4 Ed.: Bombay: Gopal Narayan & Co., no date. 
205 Ed.: T. GANAPATI SÄSTRT, Trivandrum 1913 (TSS 24). 
206 campiis, pr~se works, sle~akävyas and semi-historical poetry written by Jainas are dealt 

with in the chapters on these genres. 
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Although these works contain much material about the spiritual and material 
culture of the period, their authors, who were frequently court poets, made no 
attempt to study their sources critically or to do any other historical research. When 
they describe a great campaign of conquest (digvijaya) or neighbouring peoples, 
poets often accept the authority of the table of peoples in the Mahäbhärata or the 
information given in the PuräJ)aS. Their aims were entirely based on poetic effect: 
their poetry was to conform to the strict criteria of kä.vya and to ensure that they 
enjoyed the esteem and personal favour of the king due partly to the high poetic 
standards of their work and partly to the praise and glorification bestowc<l both on 
the hero's personality and on his political and cultural merits. Numerous critics 
expressly mention the undying fame that will accrue both to the poet and to his 
patron as the result of a good kävya. Furthermore, there was the magic belief, at 
least in olden days, that the king, like the gods, would prosper (vrdh, literally 
"grow") as a result of the homage paid to him and that the glorification of his 
ancestors and of his own achievements would act as a blessing on the present as weil 
as the future. lt follows that the majority of poems on historical themes contain far 
more poetry than history and they are therefore classified here as quasi- or semi­
historical rather than historical kävyas. Although quasi-historical poetry was 
\.Vritten in prose as well as in metrical form, we shall only concern ourselves with 
the latter in this section. 

There ex.ist short panegyrics in the form of stotras and kävya inscriptions from the 
period after Asvagho~, but semi-historical sargabandhas, i.e., works divided into 
chapters, do not seem to have come into fashion until the beginning of the 
second millennium. The Navasähasänkacarita207 by Parimala or Padmagupta was 
probably composed in 1005. lt extols the virtues of the poet's patron, the Paramära 
king Sindhuräja of Dhä.rä, also known as Navasähasänka, one of King Bhoja 's 
predecessors, and describes in eighteen cantos the motley events that led to the 
marriage of the ruler to Sasiprabhä, the ravishingly beautiful daughter of the Näga 
king, Sankhapäla. Sasiprabhä. fell in love the instant she saw Navasähasänka's name 
on an arrow that bad struck one of her does, wbile the king lost bis heart when he 
discovered her name on a pearl necklace worn by a king-goose. When the king bad 
leamt that Sasiprabhä's father had promised her hand in marriage to the man who 
succeeded in taking the precious golden lotus from the demon Vajränkusa's pool 
together with one of the demon's earrings, the infatuated king set off to accomplish 
the task. He killed Vajränkusa and, having brought back the lotus and the 
omament, married Sasiprabhä in a magnificent ceremony. As we can see, the poem 
has a distinct flavour of fairy-tale and adventure, but it is in no way lacking in a 

~Oi Ed.: Pt_._Y.S. ISLAMPURKAR, Bombay 1895 (BSS 53). - Lit.: G. BOHLER and Th. 
ZACHARIAE. Uber das Navasähasänkacarita des Padmagupta oder Parimala, SAWW 1888, 
p. I ff.~ (English transl.) JA 36, p. 624 ff.; Ch. PRABHA, Historical mahäkävyas in Sanskrit 
(Eleventh to fifteenth century A.D.), Delhi 1976, p. 12 ff.; V.S. PATHAK, The Navasäha­
sänkacarita (Itihäsa under the shadow of a symbolist), Mirashi Fel. Vol., Nagpur 1965, 
p. 424 ff. 
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keroel of historical fact, indeed it throws considerable light on the history of the 
Paramära dynasty of Malwa. Padmagupta, who apparently wrote other works 
too:os, displays great poetic skill. Delightful descriptions in clear and elegant diction 
create pauses in the course of the narrative and the sentiment varies between erotic 
and heroic as the action of the story requires. 

A poet of a very high order whom we have already met in his capacity as a 
Iyricist::09 is Bilhal).a. Like Bäl).a in the Har~carita, Bilhai:ia gives us a brief account 
of bis Iife in the last canto of his Vikramänkadevacarita. He was born to a Brahman 
farnily from Madhyadesa in Kashmir, where he grew up and received a thorough 
training in poetry, the theory of poetry and grarnmar. His literary career, which 
continued far into the second half of the 11 th century, began when King Kalasa 
ascended the throne of Kashmir. After a long pilgrimage which took the poet to 
Mathurä, Känyakubja (Kanauj), Prayäga (Allahabad), Värä9asi and probably to 
Anhilvad, where he seems to have spent a short time at the court of King 
Kafl)adeva Trailokyamalla (1064-1094), Bilhal).a travelled to the south of India. 
After spending some time there as a pilgrim, he continued on the final stage of his 
jouroey, to the court of the Cälukya ruler of Kalyäl).a, King Vikramäditya VI 
Tribhuvanamalla (1076-1127), who did him great honour and conferred on him the 
title of vidyäpati, "master of knowledge". Bilhal).a now became court poet in Kal­
yäl).a and wrote the Vikramänkadevacarita210 in honour of his patron. It was proba­
bly completed before 1088 and consists of eighteen cantos - a poem praising 
"The Deeds of His Majesty Vikramänka". The first two cantos deal with the origins 
ofthe Cälukya dynasty and the deeds ofVikrama's father, Ähavamalla. The story of 
Vikramänka himself begins in Canto III. Canto IV describes his digvijaya, a 
campaign of world-wide conquest, V and VI Prince Vikrama's victory and the news 
of his father's death, VII the glorious hero's returo to KalyäJ).a. Canto VIII shows us 
Candralekhä, the young, nubile daughter ofthe King ofKarahä~, IX the ceremony 
in which Candralekhä herself is allowed to choose a husband from among her 
suitors (svayarµvara), her choice falling on Vikramänka, *and X describes the 
wedding ceremony. The remaining sargas contain descriptions of sunset, moonrise, 
the king's carousal with the ladies of the court (XI), the returo of the royal couple 
from Karahäta, the heat of summer, the barem enjoying bathing (XII), the rushing 
streams of the Himälaya and the rainy season (XIII). Cantos XIV and XV carry the 

20s Other stanzas, which cannot be identified in the ]Vavasähasäizkacarita itself, are quoted 
in Ksernendra's Auritravicäracarcä under the narne of Parirnala. 

209 • See p. 95 ff. 
210 Ed.: G. BüHLER, Bombay 1875 (BSS 1'4); M.L. NAGAR, Benares 1945 (Princess_of 

Wales Sarasvati Bhavana Series 82); Pt.V.S. BHARADVAJ, Benares 1958-1962-1964; V. SÄ­
STRI, Benares 1964 (with Hindi translation). - Lit.: Ch. PRABHA, Historical mahäkäYyas in 
Sanskrit, Delhi 1976; p. 45 ff. - Translations: A. HAACK, Vikrarnänkadevacaritarn ... des 
Kaschmirer Dichters Bilhana ... mit Ausnahme der Episoden übersetzt. .. , Ratibor 1897; A. 
HAACK, Indische Stimmun.gsbilder: Sieben Episoden des Vikramänkadeva-caritam ... über­
setzt ... , no place, 1899(?); V. S. BHARADVÄI, Benares 1958-1964 (Hindi); S.Ch. BA~cRJI and 
A.K. GUPTA, Bilhana's Vikrarnänkadevacaritarn: Glirnpses ofthe History ofthe Cälukyas of 
Kalyäi:ia, Calcutta i°965. 
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story forward: Jayasirµha, the king's younger brother, who has suddenly broken his 
oath ofloyalty and led his army out to plunder and ravage, is approaching the River 
K.rsnä, where be suffers a crushing defeat at the hand of Vikrama, who had reacted 
sV:·ÜÜv to the threat. Canto XVI describes the beauty of autumn and the royal bunt, 
XVII.the Cola king's rising and how it is successfully put down and XVIII, which 
acts as an epilogue, gives us a brief account of the poet's life. Like the muktaka 
stanzas bv the same author collected in~ the Caurasuratapaficäsikä, the Vikra­
mäf:tkade;acarita reveals true poetic genius. The work is written in the clear, 
transparent Vaidarbhi style, avoiding lang compounds as far as possible, and 
numerous stanzas surprise the reader by the skilful use of attributes and themes. His 
powers of imagination, the ability continually to find new, delightful and rarely 
exaggerated associations, were weil developed for so late a period in time. One 
stanza from the poem has already been quoted, in the introduction to this book.211 

Let us look at another example, the beautiful final stanza in Särdülavikn,;iita metre 
from Canto IV, the last two-thirds of which relate how, on bis great campaign, 
Prince Vikrama receives the news ofthe sudden death of his father, Ähavamalla: 

pratyaktä madhunena känanamahi maurviva cäpojjhitä 
suktir mauktikavarjiteva kavitä mädhuryahineva ca/ 

tenaikena niräkrtä na susubhe cälukyaräjyasthiti~ 
sämarthyarp. subhajanmanärp. kathayiturp. kasyästi vägvistara~ / / 

"The condition of the Cälukya kingdom, bereft of him alone, like a forest abandoned by 
Spring, a bow-string devoid of a bow, a pearl-oyster without pearls and poetry devoid of 
sweetness, did not look graceful; who has words enough to narrate the capacity of those of 
auspicious birth:"212 

Either at the beginning or about the middle of the 12th century Sandhyäkara 
Nandin wrote his Rämapälacarita. This poem will, however, be dealt with in the 
section on sle~kävyas as it is not only semi-historical but also belongs to the type of 
werk that is permeated with paronomasia. Hemacandra's Kumärapälacarita, which 
cannot have been written before 1163, although quasi~historical, will be dealt with 
in the section on sästrakävyas as it is also a didactic work on science (sästra). 

In 1148 the Kashrniri poet Kalha~ia, the son of a minister at the court of King 
Ha~, completed his Räjatarangii:ii, the "Stream of Kings", a chronicle ofthe rulers 
of Kashmir. It contains rnany poetic passages but can hardly be regarded as kävya 
although it is a valuable record from the historical and cultural point ofview. lt was 
later continued by Jonaräja (d. 1459) and either continued again or imitated by 
other Kashmiri authors. JalhaJ)a, mentioned by Mankha as the member of an 
assembly of poets.213 , was probably a genuine kavi. Also from K.ashmir, he wrote an 
account ofthe deeds of Somapäla, King of Räjapuri in K.ashmir about the middle of 
the 12th century, but the work has unfortunately been lost. 

211 See p. 27. 
212 Translation form S.Ch. BANERJI and A.K. GUPTA, Bilhana's Vikramänkadevacaritam, 

p.80. . . 
213 See p. 203. 
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Jonaräja ,vrote a commentary to an anonymous and uncompleted poem, the 
Prthviräjavijaya21 4, only fragments of which have been preserved. The author was 
p~obably a Kashmiri and lived at the end ofthe 12th century. The poem exa!ts King 
Pfthviräja who, two years before he died in 1193, had won a glorious victory over 
Sultan Shihäb-ud-din-Ghori. The author of the poem was a contemporary. the 
court poet to Pfthviräja, and it was written between l l 91 and 1193. He ma\· have 
been the Jayänaka who is mentioned in the text. Jayänaka, or whoever did co~pose 
the work, was an erudite man with poetic training. Jonaräja's commentary gives 
several readings. Jayänaka's kävya must have enjoyed great popularity in the I 3th 
and 14th centuries. A stanza or so from the Pfthviräjavijaya are quoted in Räjänaka 
Javaratha's commentary, the Alamkäravimarsini, on the Alamkärasarvasva bv Rä­
jä~aka Ruyyaka, a writer on th~ theory of p~etry. lt consi~ts of twelve c~ntos. 
contains charming descriptions of cities, lakes and military expeditions as well as 
two weddings, and strongly resembles Bilhai:ia in style. The poet loves to join 
stanzas together into yugalakas, vise~akas or kulakas215 and also employs citra 
figures. 

Somesvara (or Somesvaradeva), 1179-1263, the family priest to Bhima of 
Anhilvad and Läval).yaprasäda of Dholka in Gujarat, wrote the KJrtikaumudi2111 • 

the „Moonlight ofFamf'. It is interesting to see that this poem of nine cantos is not 
in praise of a ruler but of Vastupäla, Lävai:iyaprasäda's and Viradhavala's famous 
minister and Somesvara's patron. Canto I describes the city of Ai:iahillapura 
(Anhilvad), Canto II the history ofthe Cälukya dynasty from Mülaräja to Bhima II. 
III how Vastupäla and his brother Tejatpäla were summoned to act as ministers at 
the court of King Lävai:iyaprasäda and Cantos IV-V a number of campaigns 
undertaken to defend the realm. Canto VI has as its subject the great peace festival 
held in Vastupäla's honour, VII nightfall, a carousal and the pleasures oflove, VIII 
sunrise, followed by the poet's reflections on various subjects and XL the last, a 
pilgrirnage made by the great Jaina minister. Sornesvara, whose rnodel was K.äli­
däsa 's Raghuvarp.sa, used only two metres for rnost of the nine cantos: Anu~tubh 
in Cantos I to V and VII to VIII and Upajäti for VI and IX, other rneasures occur­
ring only here and there. Another poern in praise of Vastupäla written about the 
sarne time is the Sukµasarp.kirtana217 , the ··song in Praise of the Good Deeds (of 

214 Ed.: S.K. BELVARKAR, Asiatic Society of Bengal 1914, Calcutta (Bibl. Ind. 228): G.H. 
ÜJHA and C .S. GuLLERI, Ajmer 1941. - Lit.: Ch. PRABHA, Historical mahäkävyas in Sanskrit. 
Delhi 1976, p. 145 ff. 

215 See p. 66 f., for an explanation ofthese terms. 
216 Ed.: Ä.V. KÄTHAVATE, Bombay 1883 (BSS 25): SRT Pu~YAVIJAYA Süru, Bomba} 1961 

(together with Arisimha's Sukrtasamkirtana (SJS 32). -Lit.: Ch. PR.\BHA, Historical mahakä­
vyas in Sanskrit, Delhi 1976: p. 236 ff. - Translation: A. HAACK, Kirtikaumudi oder die 
Lotusblume des Ruhmes, Ratibor 1892. 

217 Ed.: CATURVIJAYA MUNI, Bhavnagar 1917: SRT PUNY·WIJ.\Y.\ SLRI. Bomb:n JQf,J 
(together with Somesvara's Kirtikaumudi, SJS 32). - Lit.: G. BCHLER. Das Sukrfr,amkirtana 
des Arisimha, SAWW 109 (1889), Abh. 7 (with large parts of text) and IA 31 0902), 
p. 477 ff.; Ch. PRABHA, Historical mahäkävyas in Sanskrit. Delhi 1976. p. 262 ff. 
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Vastupäla)" by Arisi~ha, a Rajput poet who was also one of the presumably well­
rewarded group of writers surrounding Vastupäla. While the first two cantos of the 
eleven in this not particularly important poem summarize the history of the Ca­
potkapi (I) and the Cälukya (II) rulers of Gujarat, Canto III describes how the 
strength of the kingdom was built up again by King Lävaz:iyaprasäda, his son Vira­
dhavala and his ministers Vastupäla and Teja\}päla. The theme of Canto IV is a war 
of conquest. The account of Vastupäla's pilgrimage fills Cantos V to X into which 
are interpolated descriptions of a sunrise (VI) and the seasons (IX). The final canto 
(XI) extols the deeds ofthe great minister, who was appointed Governor ofthe City 
of Stambhatirtha: he was an indefatigable builder and restorer, and all the good 
deeds he did are listed. A third work devoted to the life and works of Vastupäla is 
the Vasantaviläsa218 by Bälacandra Süri, another Jaina writer. This poem, written 
for Vastupäla's son Jaitrasirµha after the death of his father in 1238, consists of 
fourteen cantos. lt is rich in descriptive material but has little to give from the 
historical point of view. The first canto contains a brief account of the poet 's life. 

The Hammiramahäkävya219 by Nayacandra Süri was written about 1450, about 
two hundred years after the Vasantaviläsa. lt glorifies the Cähuväz:ia (Chauhan) 
kings, especially King Hammira of Mewar, who waged a long war against the 
Moslem invasion. The birth of Hammira is described in IV, his life and deeds in 
Cantos VI and onwards. lt is true that the poem ends in tragedy, with the death of 
the royal family and the suicide of the king himself, who rides straight into the 
enemy army (XIII). The lamentation of his subjects and the final praises of Ham­
mira's good deeds are followed in the last Canto (XIV) by autobiographical 
material. In the Jaga9ücarita:120 by Sarvänanda, who probably lived in the second 
half of the 14th century, we meet a new kind of patron. The hero of this poem in 
seven cantos is the wealthy Gujarati merchant and lay follower of Jainism Jagagü, 
who was a great benefactor and patron in his native city according to the writer. 

Gangä(devi}, a woman from the south of India, wrote a poem entitled either the 
Madhurävijaya221 , "The Victory over Madhurä" or the VIrakamparäyacarita222 , 

„The Deeds of the Hero Kamparäya". She wrote the work, which consists of eight 
cantos, to commemorate the life and heroic deeds of her husband, King Kamapana 
(or Kamparäya) of Vijayanagar. Canto I tells us about the hero's father, Bukka I, 
and his kingdom Vijayanagar and Canto II about the birth of Kamapana. Canto III 
describes the prince's youth, IV to VI his campaigns in the south and VII is a 
dialogue between Kamapa.na and Gangä, the author of the work: at his request, she 
gives a description of spring followed by others of sunset and moonrise. The theme 

218 Ed.: Ch.D. DALAL, Baroda 1917 (GOS 7). 
: 19 Ed.: N.J. KfRTANE, Bombay 1879. -See also N.J. KIRTANE, 1A 7 (1879), p. 55 ff. 
::o G. BüHLER, Indian Studies, I: The Jagadücharita of Sarvänanda a historical romance 

from Gujarät, SA WW 126 (1892), Abb. 5 (with large sections of the text). 
:m See also D.S. BABU, Kingship: State and Religion in South India According to South 

Indian Historical Biographies of Kings (Madhurävijaya, Acyutaräyäbhyudaya and Vemabhü­
pälacarita), Göttingen 1975. 

222 Ed.: Pt.G. HARIHARA SASTRI and Pt.V. SRINIVÄSA SÄSTRI, Trivandrum 1916. 
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ofthe eighth Canto is the eviction ofthe Moslems from Madurai (Madhurä). Finallv 
Kamapana overthrows the reigning sultan and bestows valuable gifts on variou; 
temples in Madurai. Gangä writes in the Vaidarbhi style but is fond of the art of 
yamaka, which was particularly popular in the south of India. The imagery in the 
follov.-ing description of sunset in Canto VII is beautiful and very successful: 

pratibimbaparamparämbudhau pavanoddhütatara~gasaJ!1gini 1 

nabhaso 'vatari~yato raver mar:iisopänadhiya~ vyabhävayat (8) 

"The sun descended from the sky: the (unbroken) line of its reflections in the ocean. the 
waves ofwhich were raised by the breezes, was like a stair-case ofjewels." 

In Canto V there is also a description of the seasons, beginning with summer. Like 
other parts of the work, it contains some delightful imagery. The following stanza 
(V, 46) is taken from the description ofautumn (V, 38-50): 

vikacapadmavilocanätmano mukham ave~itum ättakutühalä ,· 
niyatam abhranicolakagarbhata~ sarad aka~d aharpatidarpar:iam .i „ 

"Eager to have a look at her own face with its opened lotus-eyes. Autumn223 drew care­
fully from inside the sheath ofthe cloud the mirror ofthe sun". 

The SäJuväbhyudaya124, "The Triumph of SäJuva", was written about 1480 by 
Räjanätha Qii:i<;Iima. The central figure in this not very important literary work is 
the SäJuva king Narasi:qiha who, judging by what the poet says, was at the time 
Governor of Candragiri (nea~ Belgore in Mysore). The thirteen cantos are partly in 
VaidarbhI, partly in Gau<;Ii and partly in Lä!J style. Cantos III to VII tel1 the story of 
the campaigns of Narasirp.ha who (in Canto VII) conquers Banga, Kali:nga, Gau<;Ia. 
Utkala (Orissa), Saurä~tra, Mahä~tra and Kamboja. Canto VIII describes a bunt, 
Canto IX an excursion to Mount Venkata (Tirupati) where King NarasiIµha pays 
homage to Vigm in his aspect as Narasirp.ha, and Canto X describes \\inter, 
.summer and spring. The woman poet Rämabhadrämbä composed the Raghunä­
thäbhyudaya225 in about 1620, a semi-historical work in honour of her husband 
Raghunätha Näyaka ofTanjore. The Näyaka was himselfa writer: the author ofthe 
Ändhra-Rämäyal).a, and awarded another woman poet at his court the title and 
poet's name of Madhuraväl)I.226 A prince named Bhavasirp.ha is the hero of a short 
panegyric poem written about the middle of the 17th century. lt is called the 

Bhävaviläsa227 and was composed by Nyäyaväcaspati Rudra. A poet known only for 
one poem, the Räjaprasastimahäkävya (end ofthe 18th century), is Rai:iacchoda.2: 8 

The only two cantos of his work to have been preserved are in an inscription. A 
poem glorifying the dynasty of King Näräyan~ of Mayüragiri is the Rä~trau<;lhavarp.-

223 sarad, "autumn", is feminine and is therefore described in the form ofa young woman. 
224 See K.A. NILAKANTA SASTRI, A History ofSouth lndia, Madras 19764, p. 350, and D.S. 

BABu, op.cit. 
225 Ed.: T.R. CINTAMANI, Madras 1934. -See also K.A. NILAKA'.'-TA, op. cit., p. 351 ff. 
226 Cf. p. 210 and K.A. NILAKANTA, op. cit., p. 350. 
227 Ed. in KM 2, Bombay 1886 (NSP). 
228 See F. KlELHORN, Epigraphia Indica, 5, Appendix, No. 321. 
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sarnahäkävva:::::~a bv the South Indian poet Rudrakavi. The work, finished in 1596 
was writte~ at the~ request of the poet's patron, King Näräyai:ia, and consists of 
twenty cantos. Four cantos, namdy XIV to XVII, contain only descriptions of the 
seasons, noon. sunset, love-garnes, etc. 

d) Yamaka- and Sle~akavyas 

Two characteristic features of Sanskrit kävya that become even more marked at 
the beginning of the second millenniurn are, firstly a tendency to write didactic 
poetry that is as erudite as possible in each field of science and, secondly a con­
scious effort to compose linguistically difficult works the effect of which is not so 
much due to the poet's powers of imagination and the interaction of all the poetic 
devices at his disposal as to his skill in linguistic and poetic figures and the use of 
techniques that are often extravagant. Two excellent methods of writing this sort of 
poetry which. however. can only be used in a language as flexible as Sanskrit, are 
paronomasia (sie~) and ambiguous rhyme (yamaka) in all its various forms. As we 
have already seen. both techniques were used very early, but by about the year 1000 
they are no langer limited to single stanzas or, as in Bhäravi, Mägha and Kumära­
däsa, to one canto of a work. Now they are often employed throughout a whole kä­
vya: we have. in fact, yamaka and sle~ poems. Both genres make use of ambiguity. 
Sle§a poems require the reader to make two interpretations of each stanza: one 
single reading will not be sufficient for complete understanding. 

One author who appears to have written nothing but yamaka works is Väsudeva. 
Local tradition says he was a Nambütiri Brahman from the village of Perumanam, 
near what is today Trichür in Kerala, and that his patron was King Rämavarman. 
who was consecrated king under the name of Kulasekhara at the beginning of the 
10th century. We can therefore deduce that Väsudeva must have lived about the 
year 900. There have in fact been several poets and authors of scientific works and 
commentaries of this name119 , most of whom have also come from Kerala. Today, 
however, it seems fairly well established that it is the Väsudeva that lived at the 
beginning ofthe 10th century who is the author ofthe yamaka poems Yudhi~thira­
vijaya, Tripuradahana, Saurikathodaya and, probably, the Nalodaya. The subjects 
of the first three are taken from the Mahäbhärata: the Yudhisthiravijaya130, the 
"Victory of Yudhi~thira", relates the story in eight cantos b;ginning with the 
Pä1_1<;lava brothers' bunt and ending with Yudhisthira's consecration. The shortest of 
his poems is the Tripuradahana131 , "The Bumi~g of Tripura", which has only three 

118a Ed. E. KRISHNAMACHARYA, Baroda 1917 (GOS 5). Transl.: J.L. DE BRUYJ\E, 

Rudrakavi: The Great Poem ofthe Dynasty ofRästraudha Leiden 1968. 
::::9 See C. Sl'~ESON, Saurikathodaya: A Yamäka-poe~ by Väsudeva, Stockholm 1969 

{Skrifter utgivna av Föreningen för orientaliska studier 1), p. 8 ff. (Introduction); K. 
KD,Jt:~~, RAJA, Väsudeva, author of the Yudhi~!hiravijaya, C. Kunhan Raja Presentation 
Vol., Madras 1946, pp. 380 fand K. KUNJUNNI RAJA, The contribution of Kerala to Sanskrit 
literature, Madras 1958, p. 19 ff. 

::3o Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1897, 19302 (KM 60, NSP). 
:!31 Ed.: S.K. PILLAI, Trivandrum 1956 (TSS 181). 
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cantos telling the well-knmvn story of how Siva destroyed the Asuras of the three 
cities. The most famous of the poems was almost certainlv the ~alodava=3=, ""The 
Triumph of Nala". lt tells the story of Nala and Damay;nn in yamaka form and 
was often thought to be the work of Kälidäsa or Ravideva. The ston· of the 
Saurikathodaya233 , "The Dawn of the Story of K.n;i;ia". is taken from seve;al works 
such as the Harivarµsa, the Mahäbhärata, the Puräi;ias and certain southem Indian 
sources. It has six cantos and describes the main events in K.n;I)a ·s life up to the time 
he defeated Bäl)äsura. One quotation from this poem has already been used as an 
illustration.234 A later Väsudeva (Väsudeva II) from the Pavvür-Bhatta familv wrote 
a work on astronomy entitled the Väkyävali in a form th~t is clo;~ to käv~·a but 
also the yamaka poems Devicarita, Acyutalilä, Satyatapatkathä and Sirnda;·a.' and 
is therefore frequently confused with Väsudeva I.235 

Nitivarman, who probably came from the East, must have lived in the l I th 
century at the very latest. His Kicakavadha, which is often quoted in works on 
grammar and lexicography, tells the story from the Mahäbhärata of how Päl)qava 
Bhima killed the demon Kicaka. There are five cantos. four of which (I-U, IV-V) 
are in the yamaka style and one, Canto III, in the sle~ style. 

There are also short works in the yamaka style. The earliest yamakakävya in the 
minor form is the Ghatakarpara(kävya), which has already been mentioned in its 
historical context.236 Of unknown date, but certainly later. is the Vrndävanayama­
ka237 by Mänänka. lt is a dialogue in the Vrndavana between ~I)a and Räma, but 
consists of only about fifty stanzas most of which are in Äryä metre. The K~r:ia­
lilä238 (1523) by Madana has less than one hundred stanzas. This poem, which 
has as its subject the separation of the Gopis from K.f~IJa. is in the form of a sa­
masyäpüraIJa239, a quarter-stanza from another yamakakävya, the Ghatakar­
parakävya, having been worked into each stanza. Warth noticing, too. is the 
Rämayamakäfl)ava240 by Venkatesa (17th century) who also wrote the Rämacan­
drodaya (1635), a long poem about the Räma legend. That Jaina poets also em­
ployed the yamaka style from time to time is shown by, for instance, the 
Siddhipriyastotra by Devavijayayagal).i and the Caturviir1satijinastuti by Sobhana?+I 

232 Ed.: BÄBÜ RÄMA, K.idderpore 1813; F. BE!'IARY, Berlin I 830; W. Y nEs. Cakutta 
1844 (with metrical translation); in J. HAEBERLIN, KS; Pt. J. ScKLA, Calcutta 1870. -
Translations: W. YATES, Calcutta 1844; H. FAUCHE, Oeuvres completes de Kalidasa, 
traduites du sanscrit en franc;ais, Paris 1859/60, II (together \:\ith ~tusaf!Zhära. Kumii­
rasambhava and Srutabodha). 

233 Ed.: C. SuNES0N, Saurikathodaya ... , Stockholm 1969 (with English translation). 
234 See p. 153. 
235 Cf. C. SUNESON, op. cit., p. 8 ff. 
236 Cf. p. 110 ff. 
237 Ed. in J. HAEBERLIN, KS. 
238 See J. EGGELING, Catalogue of the Sanskrit Manuscripts in the Library of the India 

Office, VII, London 1904, No. 3880. 
239 Regarding samasyiipüra~za, see p. 15. 
240 See P.P.S. SASTRI, Tanjore Catalogue, VI, p. 2681 f. 
241 See p. 136 f. 
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lt seems that sle?3- poetry grew to greater proportions than yamaka poetry. 
Paronomasia dates right back to Asvagho?3-'s day, but it should be noted that earlier 
poets only used sle?3- as one figure among many and that kävya written exclusively 
in the slesa stvle did not make its appearance until the 11 th century as far as we can 
tel1 toda~·- v/e differentiate between two categories: a) sle~kävya in the narrow 
sense and b) (anuloma)vilomakävya. All stanzas are ambiguous in both categories, 
but in ordinary sle~kävya the double meaning is revealed stanza by stanza when 
one reads the poem forwards, in the usual manner or, to use the Indian technical 
tenn, anuloma, "'\\ith the nap". On the other band anulomavilomakävya gives one 
meaning when read anuloma but another, quite different meaning when it is read 
backwards, viloma, "against the nap". lt is not unusual to find both types mixed 
together in suitable prQportions in one and the same poem, for example in a work 
such as an ordinary sle?3-kävya in which each stanza yields two quite different 
meanings but, Iike a palindrome, sounds the same whether it is read "with the nap" 
or '"against the nap". There are both short and lang sle?a poems. 

The poet Sandhyäkara Nandin lived in northem Bengal at the end of the 11 th 
and beginning of the 12th centuries. He is the author of the Räma(pä­
la)Carita::4::, '"The Deeds of Räma", a short paronomastic work that is also semi­
historicaI. The four cantos in Äryä metre give a compressed account of the Räma 
legend, but when the words and compounds are read in their second meaning, we 
get the history of King Rämapäla and his successors. lt was completed during the 
reign of King Madanapäla, Rämapäla's son and third successor to the throne. The 
Digambara Jaina Dhanafijaya also \\Tote the poem entitled the Räghavapäl).qaviya 
or Dvisandhäna243 (1123-1 140). As the title indicates, '"(The Poem about) Räghava 
(= Räma) and the Päz:iqavas", the contents are taken from both the Mahäbhärata 
and the RämäyaI_1a. Vidyämädhava was court poet to one of the Cälukya kings, 
probably Somesvara of Kalyä!_la (1126-1138). His Pärvafirukmigiya244 is about the 
marriage of Pärvati to Siva and ofRukmil)I to ~1).a. Kaviräja, the "King of Poets'\ 
wrote a work that was similar to Dhanafijaya's. Mädhava Bhatta was probably the 
real name of this somewhat conceited poet, who was so proud of his work that he 
compared his skill with that of Subandhu and Bäl).a. His patron was the Kädamba 
king, Kämadeva of JayantapurI (1 I 82-87). Kaviräja's Räghavapäl).c;laviya245 is 
better-kno\\'n and on a broader scale than Dhanafijaya's poem of the same name 
but, like the latter, relates the stories of the two great epics in a form that is 

242 Ed.: M. HARAPRASÄD SÄsTRT, Memoirs of the Asiatic Society of Bengal, 3 (Calcutta 
1910-4), PP- l ff.. revised with English translation by R. BASAK, ibid. 1969. 

:::43 Ed.: Pt. SIVADATTA and K.P. PAR.AB, Bombay 1895 (KM 49, NSP). - Ut.: AN. 
UPADHYE, Dhanaf!Ijaya and bis Dvisaf!Idhäna, VIJ 8 (1970), p. 125 ff. 

244 See Descriptive Catalogue of Sanskrit Manuscripts in the Govemment Oriental 
Manuscript Library, Madras, XX, No.11606. -See also K.A. NILAKANTA SASTRI, A History 
ofSouth India, Madras .. .1976"\ p. 348. . 

::5. Ed.: Wit~ the commentary of P. TARKAVAGISA, Calcutta 1854 (KM 62, NSP); Pt. 
DAMODARA JHA, Varanasi 1965 (Vidyabhawan Sanskrit Granthamälä 128). - See also K.A. 
NILAKANT A SASTRI, op.cit., p. 348. 
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paronomastic throughout. Haradatta Süri's Räghavanai~dhiya:!46 , a rendering of 
the Räma and Nala legends, has not yet been dated but is certainly late. 

Shorter works in the sle~a style are the Sp'!gäravairägyatarailgil)i247 by So­
maprabha Süri (or Somaprabhäcärya, 2nd half of the 13th century) and the 
Rasikaranjana248 by Rämacandra (written in 1524), both ofwhich make use of slesa 
to develop simultaneously the two themes of love (sp'lgära) and renunciation (v;i­
rägya) so popular in anthologies. Another poem in the minor form is the 
Rämak~l)avilomakävya249 by Daivajna Sürya (middle of the 16th century), which 
extols Räma and ~1).a altemately. The second half of every otber stanza is iden­
tical in sound whether it is read forward or backwards, i.e., anuloma or viloma. 
The Räghavayädaviya ( or Yädavaräghaviya}250 by Veftka!ädhvarin (about I 590-
1660) has only thirty-two stanzas. Ifwe read the poem '"with the nap" it is the story 
ofRäma, but "'against the nap" the story of ~l)a, as we have already seen.2s1 

An even greater tour de force is the Räghavapäl)<;lavayädaviya (or Kathä.trayi. 
·"triple story"}252 by Cidambara, one of the poets at the court of King Venkata I of 
Vijayanagar (1586-1614). The poem is constructed so that ·it yields not two 
meanings, but three: the stories of the Rämäyai:ia, the Mahäbhärata and the 
Bhägavatapurä,9.a. 

e) Sästrakävya 

In the first chapter of this book we made the distinction between kävyasästra, a 
scientific work that is also poetry, and sästrakävya, poetry that also has a scientific 
content. In the first category we find handbooks (especially on astronomy, but also 
on other sciences) which have poetic pretentions; in the second - the only one that 
concems us in this section - genuine poetry that also has didactic aims. Whereas a 
kävyasästra generally does no more than approximate to kävya and only parts of it 
have aesthetic value, a sästrakävya does not deal with scientific subjects at all but 
with the usual poetic materiai, which may be pure fiction, based on real life or 
taken from the epics and Puräl)as. However, it is didactic insofar as it also expounds 
rules and gives examples from ·various fields of science: grammar, the theory of 
poetry and lexicography par preference. The fact that poets endeavour to demon-

246 Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1896, 19262 (KM 57, NSP). 
247 Ed.: in KM 5, Bombay 1888. 
248 Ed.: in KM 4, Bombay 1887; R. SCHMIDT, Cri-rämacandrakfta1!1 rasikarafijanam (Rä­

macandra's Ergötzen der Kenner), Sanskrit und Deutsch ... , Stuttgart 1896 (with German 
translation). 

249 Ed.: in J. HAEBERLIN, KS; in KM 11, Bombay 1895. 
250 Räghavayädaviya par Venkatädhvarin: texte sanskrit edite par M.S. NARASI~iHACHAR· 

YA, etude et traduction par M.-Cl. PoRCHER, Pondichery 1971 (Publications de l'Institut 
Fran~ais d'Indologie 46; with translation into French). 

:m See p. 148 t: 
252 See Descriptive Catalogue of Sanskrit Manuscripts in the Goverment Oriental Manu­

script Library, Madras XX, No. 7829, and P.P.S. SASTRI, Tanjore Catalogue, VI, p. 2700. 
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strate their o\\n erudition is the hallmark of classical poetry, as we have seen, 
although in poets who Iived before the end of the first millennium this parading of 
grammatical examples is usually limited to a few instances, as in Asvagho~a. The 
first poem to present scientific matter throughout the entire work, not merely in 
parts of it, is of course, Bhagi's Räma poem.253 In the 10th .century Haläyudha 
wrote his handbook for poets, the Kavirahasya254

, the "Poet's Secret", which not 
only lauds the Rä~traküta king Kfgmräja III, but is also an i.nventory of verbal roots 
(dhätupä!ha) showing how various Sanskrit verb-forms should be used. lt is not 
possible to give an exact date for the Arjunaräval)iya (or Räval)ärjuniya)255 by the 
Ieamed Kashmiri poet Bhaga Bhima (or Bhauma, Bhaumaka), although it must 
have been before the 11 th century. The theme of this long poem, rightly classified as 
a sästrakävya by ~emendra256 , is taken from Välmiki's Rämäyai:ia. The twenty­
seven cantos describe the fight between Arjuna Kärtavirya and Räva:ga but at the 
same time explain the rules of Sanskrit grammar in the order in which they are 
given by PäJ)ini. 

A poem of a very special nature is the Kumärapälacarita257 by Hemacandra 
(1088-1172), who has been mentioned two or three times already. The work, a 
semi-historical kävya, extols the deeds of the king of Anhilvad in Gujarat whom 
Hemacandra had converted to Jainism in 1152. In order to understand the practical 
and didactic aspects ofthe poem one must bear in mind that this great Jaina scholar 
and polyhistor has written a Sanskrit grammar and a Präkrit grammar. While the 
first twenty cantos of the Kumärapälacarita are in Sanskrit and illustrate the rules 
laid dmm in bis own Sanskrit grammar, the last eight exemplify his Prakrit 
grammar and are of course written in Präkrit. As it is written in two languages and 
has a twofold aim, to teach both Sanskrit and Präkrit grammar, it is also known as 
the Dvyäsraya(mahä)kävya. About half the poem is concemed with Kumärapäla 's 
ancestors. The first few cantos describe the capital, Anhilvad (I), and the deeds and 
victories of Mülaräja, the first Caulukya king (I-V). Cantos VI-VII are about Cä­
mul).qaräja, VIII-IX about Bhima, X about KafI)aräja and XI-XIV about Jayasi~­
ha. The life of Kumärapäla, the Kumärapälacarita proper, is related in Cantos XV 
to XX, which are in Sanskrit, and XXI to XXVIII, in Präkrit. There are numerous 
descriptive passages, in the first Canto, for example, ofthe Caulukya king's capital, 
in II of the council between Mülaräja and his ministers and of a moonrise in XXVI. 

:: 53 See p. 180 ff. above. 
254 Ed.: Calcutta 1831 {with Vopadeva's Dhätupii-{lza; in Bengali characters); S.M. 

TAGORE, Calcutta 1879; L. HELLER, Greifswald 1900 (both recensions). - On the author see 
C~y:OGEL. Ind~an Lexicography, Wiesbaden 1979 (= HIL V, 4), p. 321. 

_,, Ed.: Pt. SIVADATTA and K.P. PARAB, Bombay 1900 (KM 68, NSP). 
256 Sm:rttatilaka 3, 4. 
257 Ed.: A.V. K..\THAVATE, 1 vols., Bombay 1915/1921 (BSS 69 and 76); S.P. PANDIT, 

Bombay 1900 (BSS 60; the eight Präkrit cantos), (revised by P.L. VAIDYA) 1936 (Bo~bay 
~anskrit and Prakrit Series 60). - Lit.: S.P. NARANG, Hernacandra's Dvyäsrayakävya: a 
hterary and cultural study, Delhi 1972; Ch. PRABHA, Historical mahäkävyas in Sanskrit, 
Delhi I 976, p. 179 ff. -
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Canto VII describes the choice of a husband (svayarµvara} made bv Durlabhadevi at 
a ceremony arranged by her brother Mahendra, King of Marudeia. to which come 
suitors froIJ1 many royal houses. We also find descriptions of gardens. seasons. 
rnountains (Raivataka in Canto II, Arbuda in V and Satrunjaya in XV) and. above 
all. of campaigns and battles. The Sanskrit cantos are in several metres. predomi­
nantly Anu?tubh and Upajäti, the Präkrit cantos in .~ryä. but a number of other 
rnetres break them up in the various cantos. The constant attention paid to the 
didactic and grammatical aspects of the work, which satisfies the inteHect of the 
reader rather than his heart, excuses the difficult, verbose and often artificial st,le. 
There are many obsolete, rare or dialectal words in both parts. apparently a leg;cy 
ofHemacandra's work as an outstanding lexicographer to whorn v.e are indebted for 
four !arge dictionaries.258 

Like yamakakävya, sästrakävya, too, was eagerly adopted in the south of India. 
particularly in Kerala. The Nambütiri Brahman Melpputtür Narayai:ia Bhaga ( 16th 
century) wrote the didactic poem Subhadräharai:ia259 , the ""Abduction of Subha­
drä", and another Väsudeva (16th century) composed the Väsudevavijaya2

f,
11 • 

which may be translated either as the "'Triumph of (K.f?i:ta) Väsudeva" or the "'Tri­
umph of (the Poet) Väsudeva". Both poets took their material from the K.f?l).a 
legend and fulfil their didactic function by providing illustrations to Pä.i:tini's San­
skrit grammar. Väsudeva left his poem unfinished, but it was later complemented 
by the Dhätukävya261 , written by Melpputtür Näräyai:ia Bhaga. the author of the 
famous Näräyaviya ( 1586 ). Näräyai:ia's Dhätukävya continues the Kr~i:ia narrative 
from the dispatch of Akrüra to Gokula up to the death of Karµsa. but also illus­
trates the dhätupätha, i.e., the inventory of verbal roots, which are given in Bhima­
sena's Dhätupä!ha. Two commentaries to this work are the Kf~l).ärpal).a. written 
by students of the great master, and the Vivaral).a by Rämapäl).iväda (end of the 
18th century). A didactic poem on grammar of a more recent date is the Nak~­
tramälä262 by Tripä!hi Sivaräma (18th century). 

::ss Namely: Abhidhänacint(i.mal}inämamälä (Sanskrit synonyms), Anekärthasa7?1graha 
(Sanskrit homonyms), De.füiämamälä (Prakrit words) and ,Vigha~1!use1a (botanical terms1. 

259 Ed.: Pt. DURGAPRASAD and K.P. PAR.AB, Bombay 1885, 1911 (~SP). - Lit.: K. 
KuNJUNNI RAJA, The Contribution o_f Kerala to Sanskrit Literature, Madras 1958, p. 119 ff. 

260 Ed.: in KM 10, Bombay 1894, 1915. - Lit.: K. KuNJt::,..;N1 RAJA. op.cit., p. 203 ff. 
261 Ed.: in KM 10, Bombay 1894, 1915; s. VENKITASCBRA\fO'.\IA IYER, TriYandrum: 

University of Kerala 1970. 
:!6:! Ed.: in KM 5, Bombay 1888. 



CHAPTER V 

POETRY OF THE MAJOR FORM - PROSE 

1. Akhyäyikä and Kathä 

As we have already seen, Sanskrit poetics did not regard the metrical form of 
dassical poetry as being the only genre that could be called mahäkävya; the term 
should also be applied to any long poem in prose. This classification is undoubtedly 
correct. but it does dash with the tendency to consider mahäkävyas as being 
predominantly, indeed even exclusively, stanzaic poetry arranged in cantos, in 
other words. to regard the term mahäkävya as being synonymous with sargaban­
dha.1 This usage. a legacy from older times, is not valid for poetry written later than 
Kälidäsa's day, although it is applicable to previous phases in the development of 
kävya, when practically all poetry was written inverse and poetic prose had scarcely 
been evolved. 

No mahäkävyas in prose have been preserved that are older than the 7th century, 
i.e., the time in which Dai:i9in, Subandhu and Bäl)a lived. Although these masters of 
Sanskrit prose must certainly have had predecessors, it may safely be assumed that 
the prose forms of kä.vya are of a relatively late date. As in other literatures, the 
artistic prose of classical poetry only evolved in an aesthetically mature period, and 
its pioneers, who possessed a well-developed, acute sense of artistry, created literary 
prose in contrast to the already perfected art ofverse. Now it was no langer metrica1 
writing (padya) but prose (gadya) that was the touchstone ofthe true poet. The wide­
spread belief that poetic prose, being closer to everyday speech, came first and 
metrical poetry second is thus incorrect. The chronological order in which the 
various types developed is rather: from everyday speech to song, then to rhapsodic 
epics, then to short poems (Iaghukä.vya), then to langer stanzaic poetry (mahäkä­
vya) and fina11y. rather Iate, to literary prose. 

Even before the beginning of prose mahäkavya, prose had been used for scientific 
purposes (handbooks, commentaries, etc.) as well as for religious and administrative 
functions (sermons, inscriptions. etc.). However, as far as poetry is co~cerned, it 
played a very minor part compared with verse. Prose appears relatively early in 
certain sorts of narrative literature in which - like an early forerunner of campü -
long prose passages altemated with sections in verse. However, a closer scrutiny 
clearly reveals that narrative works of this kind do not measure up to the criteria of 
kavya in all respects and therefore remain on the outer fringe of classical poetry. lt 

1 Seep.159. 
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is striking that long before K.älidäsa it was common practice to apply much stricter 
criteria to inscriptions, especially if they were of a panegyric nature. As these were 
often composed by skilful poets, they are frequently a form of prose poem in 
miniature, or of campü if prose and verse alternate. As poetic prose tends to assume 
the major form, it is the ideal vehicle for prose novels. Classical Indian poetry has 
nothing corresponding to the independent novel or short story in the European 
sense but, as Dal)Qin's Dasakumäracarita shows, it can put together a collection of 
short stories in a given or invented framework. 

Sanskrit theorists differentiate between two types of mahäkävya in prose: äkhyä­
yikä. ""a (true) story", and kathä, '"a (fictive) story". Although all prose poetry 
written before the time of Da9-9in, Subandhu and Bäl).a is lost. we can safely assume 
that these two types were kept strictly apart; later they flowed together to form what 
was in practice a more or less unified form of prose kävya, although critics 
continued to use the old terminology and insisted on certain characteristics of 
minor importance. Bhämaha, however, draws a sharper distinction between the two 
genres; he regards äkhyäyikä as a prose work in Sanskrit the lofty contents ofwhich 
- in contrast to kathä- are based on actual events experienced by the hero (näyaka) 
himself. A poem of this nature should be divided into chapters called ucchväsa. 
must contain stanzas in Vaktra and Apavaktra metres whose function is to 
announce future developments in the story, and should also deal with themes such 
as the abduction of a beautiful girl, war, the separation of two lovers and the 
triumph of the hero, mixted in suitable proportions with products of the author's 
own imagination. As regards the matter in kathä, Bhämaha considers that it has no 
basis in the poet's own experience; it is narrated by someone other than the hero, 
does not contain Vaktra or Apavaktra stanzas, is not divided into the ucchväsas 
required in äkhyäyikä and may be written in either Sanskrit or Apabhraqisa.2 

These characteristics of the two genres correspond to an earlier stage in the 
development of mahäkävya in prose. This can easily be recognized by the fact that 
Bhämaha's definitions can only · be applied to a limited extent to BäQa 's prose 
works, one of .which, the K.ädambarI, Bhämaha himself refers to as a kathä and 
another, the Ha~acarita, an äkhyäyikä. Dai:islin himself was negative to the idea 
that there was any significant difference between the two genres and considered the 
matter irrelevant.3 Later, when äkhyäyikä and kathä has developed so far that the 
differences between them had been eliminated, critics (Rudraµi) accepted as valid 
rules the characteristics approved by Bä.9-a, the great. master of Sanskrit prose, and 
illustrated in his H~carita and K.ädambarI. In their opinion äkhyäyikä does deal 
with reality - at least to some extent - but the narrator need not be the hero. It is 
divided into ucchväsas, the first of which should contain both a metrical 
introduction to the literary contents and a prose presentation of the author and his 
family. The other ucchväsas should each begin with some stanzas, preferably in 
,~ryä metre, referring to the events that follow. The metrical part of the first chapter 

1 Kävvälamkära I, 25-29. 
3 Kä~väd. i, 23-29. 
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is to contain the usual stanzas of homage and a summary of past poetry and great 
poets. On the other hand kathä should have a delightful, wondrous story, generally 
a love-ston:, often taken from older sources such as Gm;iä<;lhya's lost Brhatkathä, 
which is then treated freely and imaginatively. The narrator is not the hero, nor is 
the work divided into ucchväsas but, Iike äkhyäyikä, it has a brief metrical 
introduction. The action is permeated with a markedly fantastic an~ miraculous 
atmosphere which frequently swings over to the supernatural and may even include 
previous births of the hero or some secondary character. 

Although the two genres grow much closer to each other after Bäl)a, it would 
almost certainly be correct to say that the origins of äkhyäyikä are to be sought in 
history (itihäsa) and biography (carita) while those of kathä lie in the field of 
imaginati\·e writing. Strictly speaking äkhyäyikä is prose poetry of a more serious 
nature and, like metrical kävya on historical subjects, essentially (auto)biographical 
and semi-historicat whereas kathä is prose kävya with an entirely fictional plot the 
main attraction of which is the pleasing, mainly erotic sentiment and the richness of 
the author's imagination. As kathä is of a gentler and more peaceful nature, violent 
themes such as the abduction of women (kanyäharai:ia) and war (sa:rpgräma)4 which 
are so typical of äkhyäyikä are not to be found in the repertoire of this genre. As 
both Rudrapi and those passages in the Agnipuräl)a which are devoted to the theory 
of poetry see it, the main object of kathä is rather the conquest of a wondrously 
beautiful maiden (kanyäläbha) who is not easily won by the hero. The poem should 
also contain long descriptions of the hero, the heroine, nature and the vicissitudes of 
life. Since kathä is generally recited without a break, two of the most typical features 
of äkhyäyikä are automatically eliminated: stanzas hinting at future events in the 
story and pauses between chapters. Although it is only possible to sketch out the 
main lines along which prose mahäkävya developed, it seems to be a reasonable 
assumption that äkhyäyikä has changed more than kathä, indeed that it has adapted 
to the form of kathä to such an extent that later critics hardly pay any attention to 
the question of what the difference is between the two genres. One must not forget 
that originally the words äkhyäyikä and kathä both meant merely "story" in the 
general sense and that they received their technical connotations relatively late. In 
non-literary circles they were still being used without differentiation even later. We 
find the words, for instance, as part of the titles of books such as Tanträkhyäyika 
and Brhatkathä, but these collections of fables and tales, although often regarded as 
kävya, stand in fact either just on the threshold of classical poetry or quite outside. 

Whereas narrative literature devotes far less attention to the formation of 
sentences than does classical poetry and uses ala:rpkäras and other poetic devices 
rather sparingly or not at all, works in true poetic prose differ from mahäkävya only 
in that they are composed in prose, not verse. Like sargabc!-ndhas, they appeal to a 
public that was cultivated, aesthetically mature and demanding. As in mahäkävya, 
the language is artistically very sophisticated and, particularly in kathä, detailed 
descriptions that are often several pages long interrupt the action and relegate it to 

4 Bhämaha, Kävyii1arr1kära 1, 27. 
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the background. Here, as in metrical kävya, the poet frequently neglects to cam 
forward the plot, which is merely a pretext for him to display his powers ~f 
imagination and linguistic skill; something that can be done with even fev.er 
inhibitions in prose than in verse. The vocabulary is exceedingly rich and 
sometimes deliberately difficult, as in sargabandha. and the sentences. which are 
loaded down with alliteration and other figures, ambiguous words and erudite 
allusions, are built up of long compounds which, untrammelled by metrical rules, 
are often many lines long. lt is well known that in Sanskrit and Middle Indian 
languages sentences do not commonly use the construction ·main clause plus 
subordinate clause' but substitute for the latter element either a compound 
govemed by one of the major words in the sentence or a locative construction. In 
prose kävya these are formed with great artistry. The numerous compounds grouped 
round the heart of the sentence are carefully selected to give euphony and. as there 
are often several ways in which they can be resolved into their component parts. 
they may be interpreted by the reader in two, sometimes three different meanings. 
The richness of vocabulary and the density of the highly omamented sentences are 
an expression of the ideal of attaining the greatest possible fullness and concentra­
tion of style for, as Dai:i<;Iin and others have said, "'a wealth of compounds (not only) 
gives strength (to poetic expression; it also gives) life to the prose."5 The following is 
an example of a fairly long sentence from Dm;1<;iin's Dasakumäracarita: 

atha kadäcid äyäsitajäyärahitacetasi lälasälilanghanaglänaghanakesare räjadarar.iyasthali­
laläµliläyitatilake lalitänangaräjängikftanirnidrakarI).ikärakäficanacchattre da~iI:iadahana­
särathirayähatasahakärängalagnacaficalacaficarikakalike kä1äi:ic;Iajakar.itharägaraktaraktä­
dharäratirai:iägrasa111nähasälini sälinakanyakänta~karai:iasa:qikräntakäntarägalanghitalaiie 
darduragiritatacandanäsle~asitaläniläcäryadattanänälatänrttalile käle kalingaräja9 saha ni­
jänganäjanena saha ca tanayayä sakalena ca nagarajanena dasa trii:ti ca dinäni dinakaraki­
rai:iajälälanghaniye rai:iadalisa111ghalanghitanatalatägrakisalayälic;ihasaikatatafe taralata­
rangasikaräsärasangasitale sägaratirakänane kric;iärasajätäsaktir äsit 1 6 

'"There was once a time when grief was felt in the hearts of the men whose wives had left 
them. The assault of the greedy bees had made the stamens quite weary. The tilaka-tree 
stood radiant like a beauty-mark on the brow of the forest, irredescent in all colours. The 
delightful, bodyless king (i.e., the god of love) selected a karI).ikära that has just opened its 
eyes as a golden parasol. The south wind blowing frorn Malaya tore the tossing buds from 
the noble mango tree in its stonny haste. Everything armed itself for the battle of love 
against the red-lipped women whose hearts were filled with rapture by melodies filled with 
longing that flooded from the throat of the cuckoo. In the heart of even the most bashful 
maiden the passion flowing into her had oyercome all shyness. The wind, blowing from the 
slopes of the Dardura mountains, was cooled by its intimate contact with the sandal trees 
and, like a teacher, taught all the different creeping plants to dance and play. At that time. 
the King of Kalinga with his wives and daughter set out and, accompanied by the whole 
population ofhis capital,joumeyed into the forest on the shores ofthe sea. where (the trees) 
grew so densely that the web of sunlight was unable to penetrate them. There the tender 

Käi:väd. 1, 80: oja~ samäsabhftyastvam etad gadasyaßvitam. 
6 Dasakum., Story of Mantragupta. See p. 241. 
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shoots at the tips ofthe tendrils ofthe creepers, covered with swarms of humming bees and 
bowed down to the earth, kissed the sand ofthe shore and the gently falling drizzle, causect 
by the constantly breaking waves, spread a pleasant coolness. The king therefore rested 
there for thirteen days as the diversions gave him so much pleasure that he could not tear 

himself away from them." 

This is a free translation. The sentence is a typical· example of free-ranging kävya 
prose and can only be rendered into a European language in several sentences. If we 
cut out all extraneous descriptive material, we are left with the following core, 
which bears the füll weight ofthe richly embroidered decoration: 

atha kadäcit ... (käle) kalingaräja~ saha nijänganäjanena saha ca tanayayä sakalena ca 
nagarajanena dasa trii:ii ca dinäni ... sägaratirakänane kric;lärasajätäsaktir äsit, 

"In a forest on the shores of the sea the King of .Kalinga, bis wives and his daughter 
together with the w~ole population of the city once surrendered to a playful enjoyment for 
thirteen days." 

A detailed description of the season - spring - is given by numerous long 
compounds inserted between the first two words atha kadäcit ("and once") and the 
Iocative they govem, käle ("at a time"), the third word in the core ofthe sentence. 
They are: 

1. äyäsitajäyärahitacetasi (käle), "(at that time) when the hearts of the (lovers) separated 
from their ·wives feel grief'. 

2. lälasalilaizghanaglänaghanakesare (käle), "(at that time) when the thick stamens (ofthe 
flowers) grow weary because of the assault ofthe greedy bees". 

3. räjadaral}yasthalilaläfaliläyitatilake (käle), "(at that time) when the tilaka7 shines on 
the brifüant brow of the surface of the forest". 

4. lalitii.nahgaräjäizgikrtanirnidrakarnikärakäncanacchattre (käle), "(at that time) when 
the delightful King Ananga8 tak~s an open kari:iikära blossom as his own golden 
parasol9". 

5. dak~i,;adahanasärathirayähatasahakärängalagnacaiicalacafi.carikakalike (käle), "(at 
that time) when the violence ofthe south wind shakes the trembling buds on the mango­
tree". 

6. kälä1Jtf.ajaka1J/harägaraktaraktädharäratira1Jägrasarrznähasälini (käle), "(at that time) 
that is rieb in armament against the enemy - the red-lipped (girls) - who are .besotted by 
the longing call ofthe cuckoo". 

7. sälinakanyakänta~kara,;asarrzkräntakäntarägalahghitalajje (käle), "(at that time) when 
passion for her lover subdues the hearts ofbashfuI maidens and overcomes all shyness". 

8. darduragirita{acandanäsle~asitaläniläcäryadattanänälatänrttalile (käle), "(at that time) 
when Wind, the teacher, cool from having touched the sandalwood trees on the slopes of 
the Dardura mountains, causes the creepers to perform a multitude of games and 
dances". 

7 A favourite play on words: tilaka has two meanings; th~ tilaka-tree and the beauty­
mark on the forehead of a woman, which is also called tilaka. 

8 ''incorporeal", i.e., Käma, the god oflove. 
9 A symbol of royalty and power. 
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Three other compounds belang to the locative sägaratirakänane ('''in a forest bv the 
seashore"). They are placed in front of the word they refer to and give a descri~tion 
of the forest: 

I. dinakarakiraf}ajälälaizghaniye (sägaratirakänane), "(in a forest by the seashore, that 
the rays ofthe sun are unable to penetrate". 

2. ra1Jadalisaytzghala1ighitanatalatägrakisalayäliefhasaikatata!e (sligaraiirakänanei, '"lin a 
forest by the seashore) the sandy slopes of which are licked bv the blossoms of the 
creepers which are weighted down by the swanns of hummin.g bees that cover the 
blossoms". · 

3. taralatarangasikaräslirasaizgafitale (sägaratiraklinane), "(in a forest by the seashore/ 
which is cool because it is touched by the spray (thrown up) by the agitated wa\es /ofthe 
sea)''. 

The example selected is intentionally a fairly simple one, for a glance at a novel 
by Bät:i-a or Subandhu will reveal that these later poets devoted far greater attention 
to poetic decoration, erudite insertions and all kinds of tropes. Their vocabulary is 
more affected and, especially in Subandhu, rieb in paronomasia. Furthermore, their 
sentences are not limited to a modest ten to thirty lines but often assume gigantic 
pmportions, filling several pages. As far as matter is concerned, prose poets have 
recourse partly to real life and the stories of heroes {äkhyäyikä) and partly to the 
immense treasure-house oftales from older times (kathä) ifthey do not fabricate the 
entire material themselves. Th~y are fond ofusing the method popularly adopted in 
narrative literature of taking a framework story i11to which they fit a series of other 
stories in which the episodes are often connected in such a way that person A relates 
B's story, person B recounts what C has narrated, etc. The text ofthe prose kävya is 
thereby made more complex in two ways: not only does the vast length of the 
sentences make great demands on the linguistic skill and patience of the reader, he 
is also put to considerable trouble to keep the context of the various episodes clear 
in his mind and, particularly in rebirth stories, to keep track of the characters so 
that after several episodes he is able to identify the main character when the central 
narrative is resumed. 

As prose poetry is younger than metrical kävya it simply took over what bad 
already come to maturity in the long poem, sargabandha. lt may be regarded as a 
renewal of poetry which at the same time made it more difficult. lt must be stressed 
that this development was not parallel with but in deliberate opposition to the 
previously all-dominating metrical genre. Prose became poetry as soon as it was 
adapted to the rules of kävya; poets now imposed a straight-jacket of difficult 
figures on the non-metrical language and created a descriptive art in prose based on 
the metrical model. In place of virtuosity in metre we now find highly artistic 
sentence construction - the sentence architecture that is so typical of prose kävya. 
As in stanzaic works, the emphasis is not on matter, the story itself, but manner, 
which for the most part is not narrative at all but descriptive. Just as cantos in 
metrical kävya are written in various metres and the final stanzas of each sarga in a 
different metre from the rest of the canto, so does the prose poet break up the 
succession of long sentences by inserting here and there passages consisting of 
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shorter ones which are generally not, like the former, of a descriptive nature but are 
dialogue or occur in places where the action is to be carried forward. In other words, 
a kävya style that is overloaded with embellishments altemates with a plainer 

narrative style. 

2. Da~u!Jn, Subandhu and Bäl}a 

As mentioned, all prose poetry before the time of Da1).c;iin is lost and the oldest 
mahäkävyas to have been preserved, those by DaJ).c;iin, Subandhu and BäJ).a, are in a 
form that has already been perfected. All that we know of older works is the title of 
some ofthem. Thus, when commenting on a reference to äkhyäyikä in Katyäyana's 
Värttikas, the grammarian Pataiijali mentions three prose novels entitled Vä­
savadattä (not that by Subandhu), Sumanottarä and BhaimarathL Apart from the 
name, one stanza of Vararuci's CärumatI has been preserved as a quotation in 
Bhoja 's Sfllgäraprakäsa and the same is true of the Südrakakathä by Somila, one of 
Kälidäsa's predecessors. According to Bäz:ia10, the poet Bhattära Hari(s)candra was a 
master ofprose and he is also praised by Väkpati, who places him immediately after 
Kälidäsa, Subandhu and Bä:r;ia in importance. Bäi:ia characterizes Haricandra's work 
as "pre-eminent as a sovereign, luminous with its employment of words, delightful, 
and preserving rigidly the traditional rules of letters". 11 According .to Mahesvara's 
Visvaprakäsako~, a Hariscandra who wrote a commentary to the Carakasaqihitä, 
one of the great standard works on old Indian medicine, was court physician to 
King Sähasäilka, but it is not possible to say with any certainty whether the doctor 
(bhi~j), also rnentioned in the monologue-comedy (bha:9a) Pädatäc;iitaka, is 
identical with the poet so highly praised by Bäi:ia and Väkpati. Finally, a poet of 
considerable standing who wrote an äkhyäyikä in Präkrit, now lost, is Äc;ihyaräja, 
one of Bäi:ia's predecessors. He is praised by name both in Bäi:ia's metrical 
introduction to the Har~carita and in one of Bhoja's books on poetics, the Sarasva-

. tikar:ifhäbhäral)a (11th century). He is also mentioned in Bhuvanapäla's commenta­
ry to Häla's anthology Sattasai, four ofthe stanzas in which are attributed to him.12 

The first master whose prose work has come down to us is Dai:ic;Iin, whose 
Dasakurnäracarita, the "Experiences ofTen Princes", we must date on the evidence 
of style and structure as a little earlier than Subandhu and Bäi:ia, i.e., before the 
middle ofthe 7th century. Also associated with Dal)<;lin's name is a book on poetics, 
the Kävyädarsa, and a handbook on metrics, the Chandoviciti, which may be a sort 
of appendix to the Kävyädarsa. Some Indian researchers ascribe to Dal).qin the 
A vantisundarikathä, a fragmentary mahäkävya in prose that, judging by the form, 
might be identified as the lost Pürvapithikä, the first part of the Dasakumäracarita. 

w Har~ac., Introduction, stanza 12 (in some editions, 13). 
ll Or, if the word refers to "sovereign": "glorious by the rule of his territory, and 

preserving all caste-regulations" (translation from E.B. CoWELL and F.W. THOMAS). 
11 Theyarestanzas66, 169,219and235; cf.alsop.83. 
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Recent research tends to the assumption that these four works are not bv the same 
hand but are the work of two or three different authors of the same n;me.1 ::, The 
oldest of them would in that case probably be the poet who wrote the Dasaku­
märacarita. He must then have been followed at close intervals, about the end ofthe 
7th and beginning of the 8th centuries, by the Dai:i<;Iin who wrote the Käv\·ädarsa 
(and presumably the Chandoviciti too), although it is still not clear whether the 
relatively late poet who composed the Avantisundarikathä really was caHed 
Dandin . 

. ~s- the title indicates, the Dasakumäracarita14 must be regarded as a collection of 
short stories each of which - the experiences of ten princes related b\ themsehes -
was originally linked to the others by a framework story that is no wlonger extant. 
Dandin makes use of a technique favoured by narrative literature wherebv one or 
mo~~ of the stories are interwoven into each other, but abstains from the ~onstant 
and confusing interpolation of new episodes which is so typical of later prose 
novels. lt is obvious that Da1_19in's approach is closer to narrative writing than that 
oflater prose authors. The progress ofthe narrative and the development ofthe plot 
in the Dasakumäracarita do not play such a minor part as they do in subsequent 
works, even those as close in time as Subandhu's Väsavadattä or Bä9a's Kädambari. 

13 "Stafibearer", the designation for a wandering ascetic in a certain religious sect. 
14 Ed.: H.H. WILSON, London 1846; G. BüHLER, Part 1, Bombay 1873 (BSS 10). 1887~: 

P. PETERSON, Part 2, Bombay 1891 (BSS 42); Bühler's and Peterson's editions revised in one 
vol. by GJ. AGASHE, Bombay 1919, 1925 10 (NSP); N.B. GODABOLE and K.P. PARAB. 
Bombay 1883 (NSP); N.B. GoDEBOLE and V.L.S. PA~SIKAR, Bombay 1910: M.R. KALt 
Delhi .. .19664 (with English translation). - Lit.: A. WEBER, Über das Dai;akumäracaritam: 
die Fahrten der zehn Prinzen, Indische Streifen 1 (1868), p. 308 ff.; H. JACOB!, Über die 
Vakrokti und über das Alter Dandin's, ZDMG 64 (1910), p. 130 ff. (Schriften zur indischen 
Poetik und Ästhetik, ed. H. Losci-i, Darmstadt 1969, p. 318 ff.): H. J,'\.C0BI, Ein zweites \Vort 
über die vakrokti und das Alter Dandin's ibid., p. 751 ff. (Schriften ... , pp. 3::!9 ff.): H. 
JACOB!, Bhämaha and Dandin, ihr Altei und ihre Stellung in der indischen Poetik, SPA W 
1922, p. 210 ff. (Schriften."."., p. 338 ff.); N. CHAKRAVARTY, Jätaka Stories in the Dasaku­
märacarita, AIOC 1922, p. 549 ff.; D.C. SIRCAR, Glimpses into domestic and social life 
from a story in the Dasakumaracharita, JIH 20 (1941), p. 105 ff.; B. MARL.\'.'iO. La ques­
tione della Pürvapi~hikä nel Dasakumäracaritam di Dal).gin, RSO 25 (1950), p.48 ff.: W. 
RuBE'.'l, Die Erlebnisse der zehn Prinzen: eine Erzählung Dandins, Berlin 1952; W. 
RUBEN, Die Erlebnisse der zehn Prinzen, OLZ 1953, Sp. 180 ff.; F.BJ. KLIPER. On the 
date of the Dasakumäracarita, JMU, Section A: Humanities 28 (1957), p.121 ff.: S.K. 
DE, History of Sanskrit Poetics, Calcutta 19602, 1, p. 57 ff.; D.K. GL'PTA, A critical study of 
Dal).gin and his works, Delhi 1970; B. PRAKASH, The historical background of Dal).~in 's 
prose romances A vantisundarikathä and Dasakumäracarita. JDS 1 ( 1971 ), p. 5 ff. See also 
S.K. DE, Wit, humour and satire in Ancient Indian literature. Our Heritage 3 (1955 ). 
p. 157 ff. and O. Bono, Una epitoma inedita del Dasakumäracarita di Dal).~in: la Dasaku­
mära-pürvapithikä di Vinäyaka, RSO 31 (1956), p. 259 ff.: R.N. DA;'JDEKAR. Professor 
Meyer on Dandin, Select Writings IV, Delhi 1982. p. '173 ff. - Translations: J.J. MEYER. 
Dandin 's Da~akumäracaritam: die Abenteuer der zehn Prinzen, Leipzig 1902: M. 
HABERLANDT, Da~akumäracaritam: die Abenteuer der zehn Prinzen, Muni eh 1903: J. 
HERTEL, Die zehn Prinzen:. ein indischer Roman von Dandin, Leipzig 1922; A.W. RYDER. 
Dandin's Dasha-kumara-charita: the ten princes, Chicago 1927, (reprint) 1974: M.R. KALE. 
Delhi .. .19664. 
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On the contrary, Da])-c;lin avoids inordinately long descriptions and digressions that 
might distract the attention of the reader from the progress of the action, and he 
appears to do so deliberately. Subordinate episodes in Da])-c;lin seldom halt the 
dynamic flow of events, and the placing of the four subordinate episodes introduced 
into the story related by Mitragupta, the eighth prince, as well as their nature, seem 
perfectly justifiable. 

We do not today possess the whole of the Dasakumäracarita, and neither do we 
know whether Dandin actually completed the work or not. The beginning of the 
book is missing ani as in Bäl)a's Kädambari, so is the end. Of the ten tales, each of 
which describes the adventures of one of the ten princes, only eight chapters 
(ucchväsa) remain. The lost beginning comprised an introductory text containing 
the first part of the framework .story and the narratives of the first two princes. 
The final section, also lost, related the end of the tenth prince's story and com­
pleted the framework story. These missing parts are replaced by alternate texts 
of varying content and wording, none by Dal).<;lin, in various editions of the Dasa­
kumäracarita. Several versions of a Pürvapithikä are used as a beginning. The gen­
erally accepted one has five ucchväsas, commences with only one benediction 
and not only completes the tale of Prince Räjavähana and A vantisundari, which 
is unfinished in the original, but also relates the stories of Prince Somadatta and 
Prince Pu?podbhava, which are missing in Dal).qin's Dasakumaracarita. lt is strik­
ing that this Pürvapi!hikä dispenses with the metrical opening required in kathäs 
and äkhyäyikäs. As the benediction is referred to in Bhoja's Sarasvatikfil?!hä­
bharal)a, though without mentioning the poet's name, the stanza and the prose 
text must have been written in the 11 th century at the latest. There are three other 
Pürvapithikäs, by Bhaga Näräyal)a and Vinäyaka respectively, the last of which, 
in three chapters, is stanzaic in form throughout. The thesis that the missing open­
ing of the Dasakumäracarita is to be sought in the prose novel A vantisundanka­
tha 15 can be dismissed, mainly on stylistic grounds and because of differences in 
narrative technique. This work, which is ascribed to a Dal).qin, is fragmentary 
and in a bad state of preservation. The contents are difficult to understand, but 
a resume of them is to be found in the stanzaic A vantisundankathäsära. 16 The 
Avantisundarikathä is the love-story of Räjavähana and A vantisundari, a favourite 
in Sanskrit novels. lt begins with twenty-six introductory stanzas followed by infor­
mation about Dai:ic;lin, the narrator, and his family, after which the story proper 
commences. lt is undoubtedly a separate work which has nothing to do with Dai;i­
<;iin 's poem. As far as the missing final section of the Dasakumäracarita is con­
cemed, it is generally replaced by an Uttarapifhikä (or Se~a) that modern research 
regards as the work of Cakrapäl)i Dik~ita, a rather late poet from the Deccan. 

15 Ed.: ,M.R. KAVI, Madras 1924 (with the metrical summary called Avantisundarikathä­
sara); M. SÄSTRT, Trivandrum 1954 (TSS 172; fuller than the fragmentary text of M.R. Kavi). 
- Lit.: S.K. DE, Aspects of Sanskrit Literature, Calcutta 1959, p. 295 ff. (reprinted from IHQ 
1, 1925 and 3, 1927). 

16 Ed.: M.R. KAVI, Madras 1924 (with Avantisundarikathä); G. HARIHARA SASTRI, 
Mylapore-Madras 1957. 
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Mahäräjädhiräja Gopinätha's Dasakumärakathä has a different introductorv and 
final section and although it incorporates Dal).9in's text. it expands or cha;ges it 
slightly in places. 

It transpires from the above that the authentic text ofDandin' work contains onlv 
eight ofthe princes' stories, namely Räjavähana's (3), Apah'a~avannan's (4). Upahä­
ravarman's (5), Arthapäla's (6), Pramati's (7), Mitragupta's (8), Mantragupta's (9). 

and Visruta's (10), in that order. Each ofthe eight tales (as well as the missing ones) 
is narrated by the hero himself and gives the story ofhis adventures and how he won 
a beautiful maiden. The beginning of the t,hird tale and the ending of the last are 
missing. The several later Pürvapithikäs found in place of the framework story, the 
tales of Prince Somadatta (1), Prince Pu~podbhava (2) and the beginning of Prince 
Räjavähana's narrative (3) do not completely agree either ·with Dal).qin's original or 
with each other. The version ofthe Pü.rvapithikä that is most commonh fuund 2:1\ö 

us the following framework story: 17 • ~ 

"Räjahaf!1Sa, a benevolent and accomplished monarch, ruled in Pu~papuri, the capital of 
the kingdom ofMagadha. His queen, a peerless beauty, was named Vasumafi. He had three 
ministers, Dharmapäla, Padmodbhava and Sitavarman bv name, who held their offices bv 
hereditary succession. Of these Dharmapäla bad three s~ns, Sumantra, Sumitra and Kä­
mapäla; Padmodbhava had two, Susruta and Ratnodbhava; and Sitavarman two. Sumati 
and Satyavarman. War once broke out between Räjahaf!lsa and Mänasära, King of Mälava. 
Räjahaf!lsa was, in the first instance, victorious, but was finally defeated and obliged to 
take shelter in a forest of the Vindhya mountains. There he approached a sage, Vämadeva 
by name, for the recovery ofhis lost kingdom. The sage advised him to live there for a few 
years, which he accordingly did. His four ministers, who had succeeded Dharmapäla, 
Padmodbhava and Sitavarman, followed him to his retreat, and there his wife gave birth to 
a son, Räjavähana. About the same time the four ministers, too, got sons. The son of 
Sumati was named Pramati, that of Sumantra Mitragupta, of Sumitra Mantragupta, and of 
Susruta Visruta. While Räjahaf!lsa was residing in the forest, there were brought to him, on 
different occasions, five other boys, making with Räjavähana and the sons ofthe ministers, 
the ten kumäras ofthe story. The ten boys were educated together and became adepts in all 
the necessary arts and sciences (End ofthe first Ucchväsa). As the princes had all gro\\n up, 
the King, in accordance with the advice ofthe sage Vämadeva, sent them on a carnpaign to 
conquer the world. They departed and for a time joumeyed together, but, when in the 
Vindhya forest, Prince Räjavähana was induced by a stranger, a Brahman, to leave his 
companions secretly and to assist him in obtaining the sovereignty of the Underworld (pä­
täla), which was foretold for him by God Siva in a vision. Thus the two left for the 
Underworld through a chasm in the earth. The enterprise succeeded, but when Räjavähana 
retumed to the place where he had left his companions, he found them all gone. Alarmed 
by his inexplicable disappearance they had left in various directions in quest of him. 
Roaming in search of his friends, Räjavähana came to Uijayini where in a garden he 
encountered Somadatta, accompanied by a splendid retinue and a beautiful damsel. Upon 
being asked by Räjavähana, Somadatta began to narrate his adventures" (End ofthe second 
Ucchväsa). 

17 The summary of this and the following excerpts is taken from M.R. K~LE, The 
Dasakumäracarita of Dandin. With a Commentary, etc., Delhi-Varanasi-Patna 19664

, 

Introduction, p. XXV ff. In places abridgements and improvements have been made. 
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Thus the first half of the framework story. We will pass over the first and second 
tales, which no longer exist in the original, and summarize the contents of tales 

three to ten. 

Prince Räjavähana 's Tale 18 (3) 

.. [When dwelling in Uijayini, Räjavähana once beheld A vantisundari, the lovely daughter 
of King Mänasära, the foe of bis father Räjaharpsa. The prince and the princess were both 
smitten with love at the sight of each other. Mänasära had abdicated his kingdom in favour 
ofhis son Darpasära, who, too, had retired to practice penance after appointing his cousins 
Däruvarman and Candavarman as joint regents. Of these the former was killed bv 
Pu~podbhava, so that c·aIJc;lavarman was left the sole ruler. Räjavähana and A vantisunda;i 
were Iegally married through the contrivance of a friendly conjuror, who made CaIJc;!avar­
man believe at that time that the marriage was but a delusion, being part of a magic show. 
Räjavähana and Avantisundari retired into the inner apartments to enjoy the pleasures of 
Iove], but the two lovers were discovered by the attendants and reported to Cai:ic;Iavarman, 
who got furious when he recognized Räjavähana as the friend of Pu~podbhava, the husband 
ofthe wicked Bälacandrikä on whose account his brother was killed. Cai:ic;Iavarman wanted 
to execute Räjavähana immediately, but the old king intervened and Räjavä­
hana was temporarily kept imprisoned in a wooden cage. In the meanwhile Cai:ic;Iavarman 
rnarched against Sirphavarman, the King of the Angas, whose daughter he wanted to 
marry. Räjavähana had to accornpany the invading army in his cage. Campä, the capital of 
the Angas, was besieged, and Sirphavarman was vanquished and taken captive along with 
his daughter. Just then the orders of Darpasära were received, sanctioning the execution of 
Räjavähana. The Prince was taken out to be trarnpled to death under the feet of an 
elephant. Just at that moment the chain tied round his feet feil off and assurned the form of 
a nymph (apsaras) who had been cursed into that form by a sage. While Räjavähana thus 
becarne free, a cry arose that CaIJ~avarman was killed in a melee by a thief. The thief 
tumed out tobe Räjavähana's friend and cornpanion Apahäravarman. In the meanwhile, 
several allies of King Sirphavarman that were invited by hirn for help arrived on the scene 
with their forces assuring the safety of hirn and his daughter. Arnong these allies Räjavä­
hana found all the rest of his missing companions, and at bis desire they narrated to him 
their adventures. Apahäravarman was the first to recount his story." 

Prince Apahtiravarman 's Tale (4) 

"In the course of his wanderings Apahäravarman came across the sage Marici frorn whom 
he sought to obtain tidings of his master and friend, Räjavähana. The sage promised him 
help and asked him to abide in the city of Carnpä. He related to Apahäravarman his own 
adventures: how he was beguiled into her love by a courtesan named Kämamafijari who 
won a wager by succeeding in enticing him into the rneshes of her charms and thereafter 
repudiated him, making Marici a laughing stock of the people. After spending a night at 
r-.farici's hermitage, Apahäravarman proceeded to Campä. On his way there he made 
friends with Vimardaka, a gentlernan who was one ofthe victims ofKämamafijari who had 
stripped him of all his possessions and rnade him a beggar. Apahäravarman promised help 
to Vimardaka in redeeming his lost fortune, and himself took to the profession of a 

18 The opening passage, here quoted in parentheses, was not in the original text and is 
taken from the Pürrapifhikii, which was later added to the text. 
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gamester and burglar. On one of his nightly sallies he met a beautiful maiden. Kulapälikä 
by name, the daughter of Kuberadatta. Her father had first promised her in marriage to 
Dhanamitra who, however, became poor afterwards through his princely charities. Kula­
pälikä loved Dhanamitra, but her father cancelled the arrangement and wanted to besto\\ 
her on Arthapati. When she was going to Dhanamitra's house frorn her home to a\oid that 
marriage, Apahäravarman rnet her in the dark of night. He prornised to help her and took 
her to her lover. Apahäravarman and Dhanamitra then went back with her to her father's 
hause which they plundered. They left Kulapälikä at home and on their way burgled 
Arthapati's hause. In consequence of these troubles the marriage was postponed for one 
month. Apahäravarman enriched Dhanamitra with the proceeds of his robberies. and a 
story arose and circulated that Dhanamitra was in possession of a magic purse or a leather­
bag which daily produced immense gold. On hearing this Kuberadatta ga.ve his daughter to 
Dhanamitra. 

Apahäravarman himself fell in love with RägamafijarL the younger sister of Käma­
mafijari. He obtained Kämanafijari's consent to their union by promising to procure her 
that magic purse, provided she fulfilled one condition necessary for its being fruitful, .., iz .. 
that Kämamafijari restored their wealth to all those clients of hers whom she had reduced 
to poverty. She agreed and thus Vimardaka got back what he had lost. The purse came to 
Kämamafijari, but Dhanamitra having reported its theft to the king, she had to return it 
and, to save herself from punishment, gave out, under Apahäravannan's instructions. that 
the purse had been given to her by Arthapati. Arthapati was consequently expelled from 
the country and bis property confiscated. Now, one night, in a fit of foolhardiness, Apa­
häravarman attacked the patrolling police and was made a prisoner. His fellow prisoner 
Kantaka, who was enamoured ofthe princess Ambälikä, utilized the services ofthis expert 
in burglary to dig a subterranean passage right from the prison to the palace. Apahä­
ravannan excavated the passage, but managed to kill Kantaka, and himself visited the 
apartment of the princess Ambälikä with whom he feil in love at once. As she was asleep. 
he returned without awakening her. Later on, when Cai:igavannan besieged Campä and 
took her captive along with her father, Apahäravannan came to their rescue and killed 
Cai:i,gavarman in a fight. He then also met Räjavähana as had been foretold to him by Ma­
rici." 

Prince Upahäravarman 's Tale (5) 

"Upahäravarman had gone to bis 0\Vn country, Videha, in search ofRäjavähana. He there 
met his old nurse, who related to him how his father's kingdom had been seized by 
Vikatavarman and other sons of his elder brother's and how his parents had been 
imprisoned by them. Upahäravarman resolves to effect their release and, through the 
medium of his nurse's daughter, manages to win the affection of Vika!3vannan's consort 
who was offended by the dissolute habits of her husband. At the instance of Upahä­
ravannan she persuaded Vikatavarman to undertake a magical rite whereby he might 
exchange his body, which wa; ugly and defonned, for a most beautiful one. The king 
readily falls into the trap and is killed by Upahäravarman who then boldly usurps the 
throne, pretending to be the old king Vikatavannan metamorphosed. He succeeds in 
deceiving all and everybody, including his ministers, and reverses all the iniquitous deeds 
of the former ruler. He then releases his parents and makes his father the king. Becoming 
himself the Heir Apparent, he leads an anny to the assistance of his ally Sil!lhavarrnan, 
when he meets Räjavähana in Campä." 
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Prince Arthapäla '.5 Tale (6) 

''The next prince, Arthapäla, had gone to Käsi where he met a certain man in great distress 
who related to him the story of Kämapäla who was the minister of the King of Käsi and 
whom Arthapäla knew tobe his father and the husband ofthat Tärävali, the Yak~a damsel, 
who had made him over to Queen Vasumati. Kämapäla was appointed minister by the old 
King Candasimha of Käsi, but the new king Sirp.hagho~a, who was an evil-minded youth 
without j~dge~ent, had dismissed Kämapäla and sentenced him to death. On hearing this, 
Arthapäla determined to effect the release of his father. He secured a poisonous snake and 
when his father was being led to be put to death, he dropped it on his head, so that it bit 
him and he fell down senseless. Arthapäla knew anti-poison charms by means of which he 
now counteracted the effect ofthe poison. Having removed the apparently dead body with 
the permission of the king, he restored Kämapäla to life. Both of them then concocted a 
plan for the overthrow of Sirp.hagho~. Arthapäla dug a subterranean passage to the royal 
palace. This passage opened in an underground chamber where dwelt Princess Mai:iika11fi­
kä whose attendants requested Arthapäla to wed her. Arthapäla promised to do so and 
entered the royal apartments where he found the king asleep. He took him captive and 
carried him to Kämapäla who now adrninistered the kingdom. Arthapäla married 
Manikarnikä, becarne installed Heir Apparent and led an army to the assistance of the 
King ofthe Angas when he met Räjavähana in Campä." 

Prince Pramati's Tale (7) 

"Thereafter Pramati proceeded to describe his adventures. While on his journey he was 
benighted in a forest ofthe Vindhya rnountains, he lay down for repose under a tree. When 
asleep, he fancied himself transported to a palace where he beheld a lovely maiden with 
whorn he immediately fell in love. On awakening he was wondering whether this was a 
dream or a delusion, when a nymph appeared and told him how this was all real and how 
she bad carried him asleep to the cbamber of Princess Navamälikä of Srävasti who was the 
darnseI seen by him. The nymph who was none other than Tärävali, the wife ofK.ämapäla, 
prophesied success for hirn in his suit and then departed. Pramati now proceeded to Srä­
vasti. On his way he met a Brahman at a cock~fight and made friends with him. These two 
hatched a plan: the Brahman took Pramati, dressed in a female garb as his daughter, to the 
king and left her under bis protection, while he himself went offto find the youth to whom 
he professed to have betrothed her. In the palace Pramati won th~ atfection ofNavamälikä, 
but one day disappeared and joined the Brahman. The latter then went to the king with 
Pramati as bis intended son-in-law and demanded to see his daughter. The king was of 
course not able to produce her, whereupon the Brahman threatened to immolate himself in 
tbe fire. The king was thus forced to offer bis own daughter to Pramati in order to pacify the . 
Brabman. Pramati became the son-in-law of the king and soon won his confidence. While 
leading bis troops to succour Sirp.havarman, he met bis old friend Räjavähana." 

Prince ]fitragupta s Tale (8) 

''Mitragupta hadjoumeyed to the Suhma country and arrived at its capital Dämalipta. The 
King, by the favour of the Goddess Durgä, had obtained two children, the son Bhi­
madhanvan and the daugbter Kandukävati, on the condition that the former should be 
subordinate to the husband ofthe latter and tbat the husband should be chosen by her at an 
annual festival where sbe was to play in public with a ball (kanduka). That being the time 
of the festival, Mitragupta went to behold it, and the princess happened to choose hirn. 
This, however, roused the ire ofBhimadhanvan who did not like to see himself subordinate 
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to a stranger. Thus Mitragupta was seized by his orders and cast into the sea. He was Iuck­
ily picked up by a passing Yavana vessel. The Yavanas wanted to hold him as a slave but, 
their ship being attacked by another, Mitragupta fought valiantly on their behalf and routed 
the assailants. He was now treated with great respect and given his freedom. Bhirnadhanvan 
turned out to be the captain of the attacking ship and was taken prisoner. The ship was 
driven by a contrary gale to an island where they cast anchor and ~itragupta !anded 
ashore. He there met a Rak~sa who threatened to devour him unless he answered four 
questions. They were: (1) What is naturally cruel? (2) What contributes best to the 
happiness of a house-holder? (3) What is love? And (4) what is the best means of achievimr 
difficul t things? Mitragupta 's answers were ( 1) The heart of a woman. (2) The virtues of th; 
wife. (3) The determination to possess. And (4) talent. He even illustrated his answers with 
four stories, each having a woman as the heroine, viz., Dhümini, Gomini, Nimbavati and 
Nitambavati. The demon was pleased with Mitragupta 's replies. At this moment another 
Räk~sa was found carrying along a struggling maiden by the aerial path. She was rescued 
and proved to be Kandukävati, Mitragupta's destined bride. Mitragupta now set sail and 
arrived at Dämalipta, where he was welcomed, as his son-in-law, by the old king. The latter 
was an ally of Sirrthavarman's; so Mitragupta was dispatched to his aid with an army, when 
he met Räjavähana in Carnpä." 

Prince 1\,fantragupta's Tale (9) 

"Mantragupta had gone to the country of Kalinga where, in a cemetery, he rescued the 
Princess of Kalinga, Kanakalekhä, frorn the hands of a sorcerer (siddha) who had procured 
her presence through a goblin and was about to kill and sacrifice her for obtaining 
rniraculous powers. Mantragupta fell in love with the princess and accompanied her to the 
palace where he lived in her apartment without being discovered. Now Kardana, the King 
of Kalinga, once went with his family to spend a few days by the sea-side. There he was 
attacked and taken captive by Jayasirp.ha, the King of Ändhra. Mantragupta wanted to 
rescue hirn and soon found the necessary means. lt so happened that Jayasi:rpha 'wished to 
wed Kanakalekhä, but a report had got abroad that she was possessed by an evil spirit, a 
Ya~, who had to be exorcised first. Mantragupta disguised himself as a great ascetic and 
offered his help to the king in driving away the Ya~. lt was agreed that the king should 
bathe in a lake, when, by virtue of Mantragupta's rnagical rites, he would emerge with his 
body rnetamorphosed, and would thus be enabled to cornbat the Ya~a. When, in 
accordance with this plan, Jayasirriha entered the lake, Mantragupta contrived to kill him, 
while he himself issued as the metamorphosed king. Now he found no difficulty in releasing 

· Kardana and the latter was rnarried to Mantragupta. Coming to the assistance of 
Sirrthavarman, he met Räjavähana.19" 

Prince Visruta's Tale (10)20 

"Visruta now narrated his adventures, being the last ofthe ten princes. While he wandered 
through the Vindhya forest he came upon a boy attended by an old man. The boy was the 
young Prince of Vidarbha. His father Anantavarman kept vicious company and, o"1ing to 
his dissolute habits, neglected the affairs of the state. He was attacked by Vasantabhänu, a 
neighbouring prince, who killed hirn and usurped his throne. On the death of Anantavar­
rnan his Queen Vasundharä with her daughter Mafijuvädini and her son Bhäskaravarman 

19 As Mantragupta's lips have been hurt by the kisses of his beloved, the whole tale is 
related without the use oflabials. Cf. p. 158 above. 

20 The final passage, which is missing in the original text, is quoted in parentheses. 
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went to stav with Mitravannan. the king of Mähi~mati who was a half-brother of her 
husband. Mitravannan. however, proved tobe a treacherous ally, and the queen sent her 
son awav with an attendant, instructing the Iatter to take the prince to a place of safetv. 
Visruta Jistened to their account and, discovering that the prince was distantly related to 
himself. promised him help in recovering bis lost kingdom. Learning from a forester that a 
marriage was being arranged in Mähi~mati by Mitravarman between Maiijuvädini and 
PracandaYarman, Visruta sent the old servant back to Queen Vasundharä, asking her to 
spread ~ false report about her son's death. He also sent her a poisoned necklace with which 
she was to kill Mitravarman and then to await Visruta's arrival. Visruta, accompanied by 
the prince. arrived soon afterwards in the city and for a while took up the disguise of a 
mendicant. He soon found an opportunity to kill Praca1?,9avannan. He then repaired to the 
temple of Durgä where he hid himselfunderneath the pedestal ofthe idol. Now, according 
to a preconcerted plan, also the queen arrived there. She had already given out that, owing 
to a favour of the goddess - as revealed in a vision - her dead son would return alive on that 
,ery same day in the temple. Visruta issued forth from the interior of the shrine and 
announced to the assembled people that the prince had been under the special protection of 
Durgä who was now pleased to send him back to them as their Iawful ruler. Thus 
Bhäskara\arman was recognized as the king of Mähi~mati and Visruta, having mar­
ried Mafijuvädini, became the king's chief adviser and conducted the affairs of the king­
dom for him. [Visruta then directed bis attention to the task of restoring Bhäskaravar­
man to bis paternal throne ofVidarbha which bad been seized by Vasantabhänu. He led an 
expedition against the latter and killed him in single combat. The road was now clear for 
Bhäskaravarman's succession and Visruta's efforts were crowned with fruition. Wben 
coming to tbe belp ofSirp.bavannan, he met Räjaväbana in Campä]." 

Unfortunately we do not know how DaJ)c;lin ended this motley collection of 
delightfuL entertaining tales, which possess both excitement and fine humour. Let 
us look at a summary of the Uttarapithikä (or Se~a) most commonly given in the 
various editions of the Dasakumäracarita. This ending links up with the first part 
ofthe framework story in the Pürvapifhikä: 

"On the termination of these narratives there arrived a messenger from the old King 
Räjaharp.sa, the father of Räjaväbana, with a letter. Räjaharp.sa was struck with grief 
when he heard ofthe sudden disappearance of his son and the consequent dispersal of the 
other nine princes but he had been comforted by the sage Vämadeva prophesying that 
they would all return safe and sound after sixteen years. That period bad now elapsed. 
When the sage told him that they had all assembled at Campä, the king wished them 
to retum at once to Pu~papuri. In obedience to this mandate the princes returned. 
Coming to Uijayini they defeated and killed Mänasära and took possession of the king­
dom of Mälava. Then they repaired to Puspapuri. Räjahamsa was highly pleased to 
see them again and, having distributed among them the vario~s kingdorns they had won. 
he retired from public Iife. Räjavähana became the king of the united kingdoms of Pu~­
papuri and U_iiayini. while the princes governed their respective principalities with justice." 

The construction and contents ofthe tales summarized above show that Dandin's 
Dasakumäracarita differs considerably both from the works by Subandhu and · Bä.J).a 
we shall consider later and from prose poems modelled on Bäna's Harsacarita and 
Kädarnban. DaI)qin's work certainly also has the romantic, adventuro.us, miracu­
lous and, not least important, erotic features that are characteristic of this literary 
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genre, above all of kathä. However, as far as figures and material are concerned, the 
Dasakumäracarita reflects neither the exalted tone expected of äkhvävikä nor the 
tenderness in kathä of the gentle, noble and beautiful lovers consum;d ~·ith longing 
for each other. 

Da~c;iin breaks the rule that the hero of every type ofkävya should be presented as 
a noble-minded ideal figure who acts magnanimously in all situations, although 
other writers generally observe it. The characters introduced bv Dandin are mostlv 
cunning rascals, cheats and rogues; they are, however, incom~arabiy more life]ik~ 
and real than all the figures in later novels and resemble to some extent the 
scoundrels we meet in certain dramas of a more popular kind such as Sü­
draka 's Mrcchakatika or the older monologue-comedies (bhä~a). It is therefore not 
surprising that the subjects of Da~c;iin 's stories are deception, wicked fraud, 
burglary, abduction, murder, gambling, illicit love, etc. Although he inserts Iong, 
detailed descriptions designed to show his command of a difficult prose style, the 
action of the story does not by any means play such an unimportant part as it does 
in the prose works of later poets. The Dasakumäracarita is a work of great 
imagination and narrative power füll of fascinating adventures, delightful sponta­
neity, humour and jokes. lt has a great deal in common with the art of popular 
narrative and agrees well with the plebeian background, the uncouth characters and 
above all the partiality for the miraculous found in the art of popular story-telling, 
and with the wealth of quickly changing incidents favoured by the narrative 
tradition of the Brhatkathä. lt is not only the impressive number of characters that 
gives conviction and life to the work but even more Dai:ic;lin's power of observation 
and his psychological insight, which frequently enables us to look deep into the 
black souls of evildoers, as weil as his descriptions of unscrupulous rogues. 
insouciant lovers, calculating hussies or unfaithful wives, all against a cosmopolitan 
background. Delicate irony and satire run through the tales like a piquant spiee, and 
he does not shrink from exposing human weakness even in a hypocritical Brahman 
who thinks only of money. Ultimately the motive that spurs the princes on is. on 
one hand their desire to win a kingdom, and on the other love, both of which are 
pursued by all possible means, even those that are dubious or directly reprehensible. 

DaIJ.gin's Dasakumäracarita has not the same complex structure as later Sanskrit 
novels. Its disposition is comparatively easy to follow and, apart from the device of 
the framework story to link up the tales of the ten princes and the four separate 
episodes inserted into the eighth Ucchväsa, Da~9in refrains from introducing the 
digressions and subsidiary stories that make the prose works ofthe majority of poets 
so difficult. This by no means implies that Da~c;iin is an easy author, but his elegant 
and sometimes powerful prose is at least free from sentences and compounds of 
inordinate length. The numerous charming descriptive passages such as that about 
Ambälikä asleep or KandukävatI dancing, are detailed pictures drawn with the skill 
of & master but they are seldom longer than a few sentences. And although they are 
artistically constructed, they are moderate in their use of poetic decoration. 
concealed allusion and paronomasia.11 

11 Fora sample ofthe prose see p. 231 ff. 
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Subandhu is a far more difficult author and bis Sanskrit novel, Väsavadattä, a 
kathä, is quite different in language, construction, content and sentiment from the 
Dasakumäracarita. While a prose poem entitled Väsavadattä is mentioned in 
Patafijali's fvfahäbh~ya, a reference in Bäl).a's Ha~acarita22 to a work of the same 
name may allude to Subandhu's novel or, less likely, to another work with this title. 
l:nfortunately it is not possible to date Subandhu accurately, and research today 
bases its conclusions on this point partly on the mention of Väsavadattä in Bäi;ia 
and partly on Subandhu's reference to the Nyäya scholar Uddyotakara23 and to a 
presumed work by the famous Buddhist logician Dharmakirti. This last reference, 
bauddhasaqigatim ivälarµkärabhü~itäm, does not appear in all manuscripts of the 
Väsavadattä, however~ neither has a literary work by Dharmakirti entitled the 
Bauddhasaqigatyalarµkära been preserved. We also lack precise chronological 
information about both Uddyotakara and Dharmakirti. If the assumption is correct 
that both these scholars lived at the beginning of the 7th century, then Subandhu 
must have been an older contemporary of Bäl)a. Indian tradition likes to believe 
that Bä1:a intended his Kädambari to surpass Subandhu's famous novel, and 
according to a later critic, Bäl)a's verdict on his own novel, atidvayi, "superior to 
both'>::4 , refers precisely to Subandhu's Väsavadattä and to the lost Brhatkathä by 
Gui:iäc;lhya. lt is certain, however, that Subandhu must have worked before the first 
half of the 8th century as Väkpati's Präkrit poem Gaüc;lavaha25 mentions Subandhu 
together with the great poets Bhäsa, Kälidäsa and Haricandra, and one passage from 
the Väsavadattä is quoted in Vämana's book on Sanskrit poetics, the Kävyälaqi­
kärasütravp:ti (middle of the 8th century), though without giving the author's 
name.26 Subandhu probably came from central India, possibly Malwa. Legend 
makes him the contemporary ofKing Vikramäditya and the nephew ofVararuci. 

The story of Subandhu's Väsavadattä27 has not been used in any other poem and 
it is clear that there is no connection between the woman who gave her name to the 
book and the Väsavadattä who was King Udayana's consort and the heroine of 

22 Har:jac .. Introduction, stanza 11 (in some editions, 12). 
23 L.H. GRAY, Subandhu's Väsavadattä: A Sanskrit Romance, New York 1913, Delhi ... 

1962, pp. 114 and 180. 
24 Kädamhari, Introduction. 'stanza 20. 
25 Stanza 800~ cf. p. 199 above. 
26 Käv.ralamk. L 3, 25. 
:!? Ed.: F. HALL, Calcutta 1859; J. VIDYÄSÄGARA, Calcutta 1874, 19073; Srirangam 1906; 

Trichinopoly 1906~ L.H. GRAY, New York 1913, (reprint) Delhi .. .1962 (with English 
translation). - Lit.: L.H. GRAY, op.cit., p. 1 tf. (Introduction); R. SARASVATI, Vasubandhu or 
Subandhu: or a glimpse into the literary history ofthe Mauryan age, AIOC 1922, p. 203 tf.; 
S.P. BHATTACHARYA, Is Subandhu, the author of the Väsavadattä, prior to Bäl)abhatta? 
AIOC 1928, Summaries I, p. 80 tf.; S.(P.) BHATTACHARYYA, Subandhu or Bänabhatta- who 
is earlier? IHQ 5 (1929), p. 699 tf.; R.G. HARSHE, Subandhu's home, Festschrift P.V. Kane, 
Poona 1941 (Poona Oriental Series 75), p. 214 ff.; V. RAGHAVAN, Subandhu, IHQ 19 (1943): 
p. 69 ff.; A.~. UPADHYE, The date of Subandhu's Väsavadattä, AIOC 1946, II, p. 113 f.; 
SATYAVAT SÄSTR'f, The story of Udayana and Väsavadattä through the ages, in Essays on 
Indology·, Delhi 1963, p. 57 tf.-Translation: L.H. GRAY, New York 1913, Delhi. . .1962. 
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Bhäsa's drama Svapnaväsavadattä. The Udayana legend is probably taken from the 
Brhatkathä while Subandhu may have invented his story himself. 

The plot is as follows: The handsome Prince Kandarpaketu, the son of King CintämanL is 
passionately in love with a wondrously beautiful maiden he saw in a dream. He set; out 
·with his friend Makaranda to seek her out. When the two men spend the night under a tree 
in the Vindhya mountains, the Prince overhears a conversation between two parrots: 
Princess Väsavadattä, the nubile daughter of King Srngärasekhara of Kusumapura, is a 
ravishing beauty but rejects every suitor. One night, however, she saw her heart's desire. 
Prince Kandarpaketu - likewise in a dream. She immediately fell violently in love with him 
and sent offher crow, Tamälikä, to search for her beloved. Now it so happened that Tamä­
likä perched in the very tree under which Prince Kandarpaketu and his friend Makaranda 
were resting. The crow gave the Prince a love-letter in verse from Väsavadattä and 
forthwith conducted him to a pavilion in Kusumapura. Overwhelmed by each other's 
beauty, the two lovers swooned briefly when they actually rnet. Their union does not last 
Iong, however, for by her father's command Väsavadattä is to wed the King of the Vidyä­
dharas that very day. The Prince and the Princess flee on the rnagic horse Manojava and 
spend the night in a bower in the Vindhya mountains engaged in the pleasures of Iove. In 
the moming, while Kandarpaketu is still asleep, Väsavadattä, who is walking in the forest 
to gather fruit for her lover, suddenly comes upon two armies engaged in battle. They 
pursue her and destroy the hermitage belonging to a ~~i. Fearing no evil, Väsavadattä seeks 
shelter in the hermit's grove, but the ~~i, who regards her as the cause of his rnisfortune, 
casts a spell on her and turns her into a pillar of stone. When he discovers that Väsavadattä 
has disappeared, Kandarpaketu is beside himself with despair. In vain he searches for her 
and is only restrained frorn committing suicide by a heavenly voice that prornises him a 
reunion. He stays in the Vindhya mountains and one day while he is out walking in the 
forest he sees a stone that resembles his beloved. When he throws his arms around the pillar 
the ~~i's spell is broken and Väsavadattä stands before him in the flesh. 

Both the heroes and the plot of Väsavadattä clearly show what a great distance 
there is between this and Dai;i<;lin's Dasakumäracarita. Subandhu's work is easily 
placed in the literary genre of kathä, for it is told in one long suite without being 
divided into chapters, the plot is·a simple love-story and the action is in a few quite 
typical phases: two lovers are apart from each other; they are of noble birth, 
beautiful, tender-hearted and emotional, and then they meet for the first time. 
Suddenly they are separated by unforeseen circumstances, but their true, enduring 
love for each other enables them to bear all the blows of fate until in the end they 
are happily reunited. Into this somewhat eventless story are woven various 
miraculuous or fabulous features such as visions seen in a dream, parrots that talk 
to each other, a magic horse, spells and metamorphoses, a.J) of which are typical of 
kathä in the post-Dai;i<;lin era. Prose poetry seems to have undergone a very swift 
development along much the same Iines as mahäkävya: the essential thing was no 
langer the plot, as it was in narrative literature, but the numerous, often very long, 
elaborate and polished descriptions of people (especially the näyikä and näyaka), 
seasons, lakes, sunset, moonrise, mountains, cities, battles, etc. for which the 
narrative passages merely served as a welcome excuse. The emphasis .is thus in no 
wise on the action as a whole but, as in later sargabandha, the verbal artistry and 
power of description was concentrated on smaller units, single illustrations. 
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Subandhu has, it is true, the reputation of being a more moderate author who 
lacks Dandin ·s fine sense of humour, but he attained eminence in the poetic prose 
stvle in ;hich onlv Bäna after him achieved such perfection, showed such a wealth 
of ideas and creat;d su;h an aesthetic effect. His sentence construction is brilliant. It 
is characterized by long series of compounds put together with great care round the 
core of the sentence. They are an arttstically constructed blend of artha and sabda 
conveying a maximum of information and timbre. Subandhu's compounds are 
shorter than those of Bäl)a and many other poets but they contain such a wealth of 
ambiguities. apparent contradictions (virodhäbhäsa}, erudite references and similes 
that they can never be resolved entirely even after long study. To a westem reader, 
they are merely confusing, but they are an essential ingredient to those who 
understand Sanskrit poetry. A large number of attributes are ambiguous, they can 
refer to two quite different things: thus Kandarpaketu is skilful at dazzling beautiful 
women (rämä-äkar~i:ianipui:ia) just as the golden gazelle is skilful at dazzling Räma 
(räma-äka~i:ianipui::iaf8; Väsavadattä has beautiful limbs (suparvan) just as the 
Mahäbhärata has beautiful sections (suparvan)29~ the midday sun displays the (vault 
of) heaven (prasäritämbara) just as a merchant spreads out a piece of cloth (for a 
customer) (prasäritämbara).30 At times it is not only words or phrases but who1e 
sentences that are ambiguous. The ninth stanza of the metrical introduction to 
Väsavadattä contains the author's proud boast that every syllable of the book, 
which he claims was dictated to him by the goddess SarasvatI, is ambiguous. 31 Al­
though the tendency to choose a vocabulary that is often artificial and far-fetched 
deprives many passages of life and immediacy of expression, Subandhu's verbal art 
and powers of imagination have aroused the critics' admiration ofhis technical skill 
and seem also to have won Bä1!a's approval. Subandhu's novel is not particularly 
long - only about fifty pages of print. The descriptions often consist of very long 
sentences, but we also find short, plain passages, especially in dialogues. The dream 
in which Prince Kandarpaketu sees hisfuture beloved fi.11s five whole pages, but it is 
in fact only one long sentence describing every detail of the exceedingly lovely 
young woman. Much shorter, but also one single sentence, is the scene in the 
midd1e ofthe autumnal forest where Kandarpaketu suddenly discovers Väsavadattä, 
transformed into a pillar of stone: 

anantaral!l sukhaiijane nirbharabharadväjadvijaväcätavitapivitape patutaraprabhäprabhäto 
'dbhräntasukakulaka!amakedärapravesitävesaräjaha:qise ka:qisärätidehadyutidyutale hal!l­
saku!atulitaräjaijalamuci sändrikp:endumahasi kämukajanamuditamadhuramadhutf!?.avi­
rudhi sarasasärasarasitasärakäsäre sobhanakaserukandalubdhapotripotrodghätasarasatata­
bhägacakitacätake saficaranmatsyaputrikäpatripatalamadhuradhvanivihitamudi kadarthi­
takadambe kambudvi~i prasftabisaprasüne virata;äride tärataratärake värm;i.itilakacandra-

28 L.H. ÜRA Y. op.cit., p. 166. 
::.9 Jbid., p. 180. 
:,o lbid., p. 185. 
31 lt is remarkable that Bäi;ia, who was also a great lover of paronomasia, should have 

characterized kathii as nirantarasle$aghana, "füll ofuninterrupted sle~as". 
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rnasi svädurasävile sphuritasapharacakrakaba!ananibhftanarukabakälike mükamandüka­
rnandale safikocitakaficukini käficanacchedagauragodhümakasälisälini utkrosadutkr~e su­
rabhigandhisaugandhikagandhahäri:r:iihari:r:iäsvadarada!itakumudämodini kaumudikrtamu­
di nirbarhabarhii:ii ni~kii.jatkoya~tike dhftadhärtarä~tre hrgakalamagopikägitasukhitamr­
gayiithe kathilqiayüthike mläyamänamälatimukule bandhii.kabandhave safijätasujätake 
visiitritasauträmadhanu~i smerakäsmiraraja9pufijapifijaritadasadisi vikw,arakamale sarat­
sarnayärambhe vijrmbhamäi:ie kandarpaketus tata ita~ paribhraman käficic chilämayapu­
trikäJ:!1 dr~rvä kautukena mohena sokävegena mama priyänukäri:r:iiti kare:r:ia pasparsa.32 

"Strightway at the beginning of autumn, with its wagtails not Iame: with the course of the 
herons unhampered; with boughs exceedingly noisy with skylarks: with intense bright 
dawn; with flocks of wandering parrots in the fields of rice; with flamingoes come as 
guests; with a sky whose brightness was that of the bodv of Kamsa 's foe· 33 with old clouds 
like goose-down; with the pleasure of dogs whose heat ~'as inte~sified; ;ith shoots of sweet 
sugar-cane: with lakes possessed of the quintessence of the delightful sounds of the herons: 
with pools whose banks were dug up by the snouts of boars; delighted by roots ofbeautiful 
kaserus: with startled cätakas, causing joy by the sweet sounds of flocks of wandering 
matsyaputrikä birds; with disdained kadambas; the foes of conches: with expanded 
Iotuses; with clouds at intervals; with unusually bright stars; with a beautiful moon: with 
unusually sweet water in the pools; with flocks of motionless cranes swallowing shoals of 
flashing carp; with multitudes of silent frogs; with shrivelled serpents: with rice yellow 
\\ith golden particles; with screaming ospreys; with the air delightful with the perfume of 
fragrant white lotuses; lovely with white lotuses; charming in the moonlight; with 
rnoulting peacocks; with murmuring paddy-birds; with dhärtarä~tra geese; with herds of 
deer delighted by the songs of the happy female guardians of the rice; with dead yii.thikä 
jasmines: with faded Malabar jasmine buds; a kinsman to the bandhüka; with beauty 
born: putting to confusion the bow of Suträman; 34 with the ten quarters (of the sky) 
yellowed by masses of the pollen of the smiling saffron; (and) with blossoming lotuses: -
(then) Kandarpaketu, wandering about, seeing a stone image, and saying with curiosity, 
frenzy, and the agitation of grief, 'This is like my beloved', touched it with his hand."35 

Subandhu's fame is confirmed by the fact that a number of poets mention his 
name with awe and also that his novel, which was once so eargerly studied, is 
explained in numerous commentaries. 

Väsavadattä is the only work by Subandhu that has been preserved, but we have 
two by Bäl).a ( or Bäl).abhaga)36 , the third great master of Sanskrit prose, namely the 
Ha~carita and the Kädambari. Öther works are also attributed to BäI).a: the 

32 L.H. GRA y, op.cit., p. 191 ff. 
33 l.e., Krsna. 
34 l.e., Indr°a. 
35 Translation from L.H. GRAY, op.cit., p. 134 ff. 
36 For general works on Bäi:ia see S.V. DIKSIT, Bä:r:iabhaga: his life and literature, Belgaum 

1963; R.D. KARMARKAR, Bäna, Dharwar 1964 (Extension Lecture Series 6): N. SHAR!\1A, 
Bänabhatta: a literary study, ·Delhi 1968; V.S. AGRAWALA, The Deeds of Harsha, being 
a culturäi study of Bana's Harshacharita, Varanasi 1969; A.N. PANDEY, Bäi;i.abhaga kä 
sähityik anusilan, Delhi 1975 (in Hindi). Cf. also B.N. SHARMA, Warnen in Bäi:ia's works, 
PO 16 (1951), p. 103 ff.; T.S. KRISHNA MuRTHY, The style of Bäi:ia, JMU 18 (1958), 
p. 1 ff.; G.V. DAVANE, Utprek~s of Bä:r:iabhana. JUB 34 (1965), p. 87 ff.: R.K. TRIKHA, 
Alarµkäras in the Works ofBä:r:iabhana, Delhi-Ahmedabad 1982. 
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h,mnodic Car:i<;lisataka, previously mentioned37
, and the two plays Ratnävali and 

Pärvatiparil)aya. The former of these two dramas, however, is generally considered 
to be by Ha~ and the latter was written by another Bäl).a, namely Vämanabhatta 
BäJ)a, an author who lived in the 15th centur.y. In the Ha~acarita Bäl).a relates the 
glorious deeds of his patron, King Ha~a38 (606-647 A.D.). Both in the first two­
thirds of this work and in the introductory stanzas to the Kädambari Bä1:a gives us 
information about himself and bis family, which makes him the earliest Sanskrit 
poet about whose person and life we r.eally know something. He was a Brahman of 
the Vätsyäyana clan and in the genealogies in these two works he claims as his 
great-grandfather Päsupata, the youngest son of Kubera, who was held in high 
esteem by several sovereigns of the Gupta dynasty. His grandfather was Arthapati 
and bis father Citrabhänu. Bät:ta grew up at a place named Pritiküta on the banks of 
the River Hiral).yabähu (or Soq.a). He lost his mother Räjyadevi at a tender age and 
his father when he was fourteen. During the years that followed the orphan, who 
was by no means penniless, lived the restless but pleasurable Iife of an educated 
youth from a family of quality. He had a large circle of friends, most of whom were 
about bis own age a:nd interested in the arts, but he also mixed with more dubious 
characters such as the snake-channer MayOraka, the gamblers ÄkhaJJ.tj.ala and Bhi­
maka or the juggler Cakoräk~, but this was entirely in accord with the carefree style 
of life pursued by youths in prosperous cities. His friends lsäna, Väyuvikära and 
Vel)ibharata were poets; Sudn,ti declairned books for a living, Govinda was a scribe, 
Viravarrnan a painter, and others again were musicians, actors or scholars. A few 
warnen also belonged to the circle, for instance the dancer Haril)ikä, the Buddhist 
nun Cakraväkikä and Kurangikä, the maid of honour. Bäl)a gained a great deal of 
experience during these febrile years of city life but was frowned upon by the great 
because of his disorderly behavioui-. However, the young man came to his senses 
and began to show respect for royal courts. Finally, after studiously attending a 
number of assemblies (go~thi) of connoisseurs and scholarly circles (mal)qala), he 
retumed to his native land. To him, the reunion with numbers of his childhood 
friends was like the joy of the highest release (mok~a) and from this time on he 
devoted himself entirely to studies, as family customs and his position required. 
There came a day when he was summoned to appear before King Har~a, who had 
set up his camp near the city of Mai:iitärä. This mighty ruler, who wished to 
reproach the young Brahman for wasting his youth, first gave Bäl)a a cool reception 
but later showed him the greatest affection. When Bä:ga later revisited his country 
one autumn, he was besieged by friends and relatives demanding accounts of King 
Ha~. To comply with their wishes, he tells us, he began to write the great 
biography of this king which, in the version we possess, begins about the middle of 
the third Ucchväsa and continues through the following five ucchväsas of the 
Ha~carita. Although we do not know in what year or decade Harsa and Bäna rnet 
for the first time, there is a great ~eal to indicate that the poet was still a you~g man 

37 See p. 137 f. 
38 Also known as Har~vardhana. 
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when the king became his patron and that he worked in the second half of King 
Ha~vardhana's reign. We do not know the exact date of Bä:i;ia's death and it is 
therefore impossible to say whether he survived his patron or not. We have alreadv 
discussed Bä:i;ia's alleged relationship to the poet Mayüra~ 39 although Bän; 
mentions the snake-charmer Mayüraka in the Hacyicarita, he does not refer to the 
author ofthe Süryasataka and possible father-in-law named Mayüra. 

We do not know for certain which of his two prose works Bäna wrote first but it 
seems natural to assume that the Har~acarita; 40 which he once c~mposed on a visit 
to his native country, is the earlier and the Kädambari the Iater poem. Both are 
generally regarded as being unfinished works, but in fact this only applies definitelv 
to the Kädambari, the final section of which was written bv Bäna 's son Bhat~ 
Pulinda (or Bhü~ai:3-a Bhatta), although this last part is by -no ~eans u; to the 
standard ofthe original work as regards language. There is no conclusive evidence to 
disprove the contention that the Har~acarita may be a complete work. 

Unlike Subandhu's Väsavadattä and Bä:i;ia's own Kädambari, the Harsacarita has 
a historical theme. lt commences with twenty-one stanzas followed by ~utobiogra­
phical information in prose, is divided into ucchväsas and relates the story of a 
noble and glorious hero, although the hero himself is not the narrator. These 
characteristic~ alone are enough to classify the work quite definitely as äkhyäyikä, 
which is the category Bä:i;ia himself1 and all later critics have placed it in. They 
regard the Har~acarita as being the model par excellence ofthis genre, ofwhich it is 
the only remaining example. lts nearest relative is semi-historical kävya in metrical 
form. The Har~acarita consists of eight ucchväsas preceded by a metrical introduc­
tion. As prescribed by the rules of äkhyäyikä, it contains verses of homage (here to 
Siva, Umä and Vyäsa). as well as a discourse on poetry in general and some great 
poets of the past in particular. 

39 See p. 138 f. 
40 Ed.: JTvÄNANDA VIDYÄSÄGARA, Calcutta 1876, 1892, (revised by Pt. Äst.:BODHA 

VIDYABHÜ~Al;-IA and Pt. NITYAB0DHA VIDYARATNA) 1918; P.V. KANE, Bombay 1918, 
(reprint) Delhi 1965; A.A. FüHRER, Bombay 1909 (Bombay Sanskrit and Prakrit Series 66); 
K.P. PARAB and S.D.P. VAZE, Bombay 1892, (revised by V.L.S. PA~SiKAR) 19255; Pt.N.K. 
SARMA, Benares 1934 (HSS 29); R. SUKLA, Allahabad 1962 (with Hindi translation); J. 
PATHAK, Benares 1964 (with Hindi translation). -Lit.: U.N. GHOSHAL, Historical portraits in 
Bäna's Harsacarita, B.C. Law Volume, I, Poona 1945, p. 362 ff.; V.S. AGRAWALA, Prepara­
tions for Räjyasri's Marriage, JARS 17 (1963, Banikanta Kakati Commemoration Vol.); 
SURY AKANT A, The historical aspect of the Ha~carita, Gopinäth Kaviräj Abhinandana 
Grantha, Lucknow 1967, p. 465 ff.; R. SHUKLA, Influence of Bäi:ia's Harsha Charita on 
Ravi~ei:_1a's Padmapurä1_1a, JGJh 23 (1967), p. 91 ff.; V.S. AGRAWALA, The Deeds of 
Harsha, ... , Varanasi 1969 and the bibliography given on p. 261 ff.; M.C. BHARTIYA, Bä­
nabhatta aur unkä Harsacarita, Ghaziabad 1974 (in Hindi). -Translations: E.B. CowELL and 
F.W. THOMAS, The Härsa-carita of Bäna, London 1897 (Oriental Translation Fund N.S. 8), 
(reprint) Delhi ... 1961; Ä.. FÜHRER, Bä1_1abhana's biography of Srlharshavardhana of Sthä­
nesvara, Actes du 6e Congres International des Orientalistes (1883), Leiden 1885, p. 201 ff. 
(Chapter 5 only); R. SuKLA, Allahabad 1962 (Hindi); J. PA THAK, Benares 1964 (Hindi). 

41 Har~ac., Introduction, stanza 20 (in some editions, 21). 
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Ucchväsa I begins with Bäi:ia's autobiography, which is followed by a detailed account of 
bis ancestors and parents, his stonny youth and his return to the village of Pritiküµt, a 
somewhat older and v.'iser man. Ucchväsa II teils of the unexpected arrival of a messenger, 
Mekhala, who gives an important letter to Bät:ia, who is now living peacefully in the 
vi!lage; he has been summoned to King Ha~a's camp. After a long joumey in three stages 
the poet reaches Mai:iitärä on the banks of the Ajiravati (or Räpfi) River, near which the 
great ruler is encamped. At first BäJJa is given a chilly welcome by the king, but later Har~ 
shows his guest special favours and affection. Ucchväsa III contains the last part of Bärya's 
autobiography, which leads straight into the story ofK.ing Ha~a's life. When on a briefvisit 
to his village. Bäna is urged by friends and relatives to write a biography of Har~vardhana. 
He begins with a ·description of Sthät:iv'isvara (modern Thanesvar), the capital of Srikaigha, 
and ofK.ing Puspabhüti, the mythical founder ofthe Vardhana dynasty. This is followed bv 
an interesting passage about the great Sivaite master, Bhairaväcärya, who initiates Kin~ 
Puspabhüti into a secret Tantric ritual at a burial place. Ucchväsa IV begins with abrief 
ac~ount of Puspabhüti's descent, after which comes the story of King Prabhäkaravardhana 
and Queen Y ~sovati, whose childless marriage was blessed after many years with the birth 
of three children, Prince Räjyavardhana, Prince Har~avardhana and a girl, Räjyasri. 
Bhandi, Yasovati's nephew, and two brothers, Kumäragupta and Mädhavagupta, two 
Gup~ princes from Mälava, serve as adjutants to the two boys when they grow older. The 
chapter ends with an event of great political significance: Räjyasri is betrothed to Prince 
Grahavarman, who is related to the Maukharis and the Varmans of Känyakubja (modern 
Kanauj). Ucchväsa V is permeated with a tragic atmosphere. Räjyavardhana has been 
cornmanded by his father to mount a campaign against the Hüi:ias. When the army sets out. 
Ha~ accompanies his brother a Iong way on horseback, but Ieaves him when they reach 
the foothills of the Himälaya. While Har~a is out hunting one day he receives a message 
teIIing him that his father is dangerously ill. He hastens back home. When he finally 
reaches the capital after an exhausting ride he sees that the palace is wrapt in silence and 
that the members of his family are bowed down with sorrow. Courtiers besiege the king's 
bedchamber while doctors, apothecaries and cooks prepare medicines and soothing drinks. 
In the women's quarters Har~a meets bis mother Yasovati, who is already arrayed in the 
saffron-coloured robe in which she will ascend her husband's funeral pyre. Proudly she 
walks in a ceremonial procession to the holy Sarasvafi and even before the death of her 
feverish husband, she throws herself into the roaring flarnes of his pyre on the banks of the 
river. After a touching farewell speech to Har~a, who is in despair, Prabhäkaravardhana 
breathes his last. Bäi:ia describes the funeral ceremonies and the boundless sorrow of the 
two princes with great feeling. In Ucchväsa VI Räjyavardhana, who has returned hastily 
from the campaign against the HüJ?.as, renounces the throne in favour of his younger 
brother and resolves to live in future as a hermit. Just as this decision is tobe promulgated 
to the assembled court, news arrives that the King of Mälava has attacked Känyakubja, 
killed King Grahavarman and carried offHa~a's sister, Queen Räjyasrl, into captivity. The 
very same day Räjyavardhana and Bhai:i<;Ji set off on a punitive expedition while Ha~ is 
ordered to stay behind to look after the country. Harsa soon receives news that Rä­
jyavardhana has destroyed the Mälava army in battle but that he has been treacherously 
slain at a parley called by the King ofGau<;Ja, in Bengal, one ofthe King of Mälava's allies. 
Ha~ swears to extort a bloody revenge for this shameful deed. However, the comrnander 
of the elephant troop, Skandagupta, calms down the rage of the inexperienced young ruler 
and gives hirn wise advice illustrated with examples from rnythology and legend to which 
Ha~ listens. While he is preparing to wage war, evil omens proclaim the fate of his 
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opponent. Ucchväsa VII gives a vivid. colourful and highly detailed account ofthe militar. 
operations. We witness the army setting out, the wearying marches, the noisy encam;. 
ments. Ha111savega, an emissary from the King of Kämarüpa (toda) ·s Assam) comes to 
Ha~a bearing costly gifts. Har~ reaches the Vindhya mountains and defeats the King of 
Mälava. Ucchväsa VIII describes the endeavours of Har~ aided by Nirghäta. a young hill­
dweller, to find Räjyasr'i. who has fled from prison and is hiding somewhere in the forest. 
:Sirghäta leads Har~ to a Buddhist teacher and hermit named Diväkaramitra who, 
however, cannot give them any news of Räjyasri. While the three men are still talking one 
ofthe ascetic's pupils hastens up with information that he has seen a \\oman ofnoble birth 
who is in great need and is seeking to immolate herself by fire. Led by the young monk, 
Harsa immediately seeks the ill-fated spot in which Räjyasri and her circle of intimates and 
serv~nts are already praying to Yama, the god of death. Harsa rescues his sister and leads 
her to Diväkaramitra 's hermitage where he declares to the as~etic that both he and his sis­
ter will don the ochre-coloured robes of renunciation as soon as he has completed his task. 
The company returns to camp and the chapter ends with Räjyasri's story and a description 
of nightfall. 

Although the Ha~carita, which says nothing about Haiµ's later Iife. is 
undoubtedly based on a true story, and although a brief summary of the contents 
gives the impression that the story is füll of rapidly changing events. in actual fact 
the amount of purely narrative matter in the work is rather small. The centre of 
interest here too is description couched in grandiose language. and it allows very 
little room for action. Thus in Ucchväsa I there are descriptions of the maidens 
Sarasvati and Sävitri at the hermitage by the Soi;ia river and of young Dadhica and 
Mälati; in Ucchväsa II of Bäi;ia's home, summer, a forest fire, BäI_J.a's arrival at the 
king's encampment, Päriyätra, the King's High Chamberlain. the king's stables for 
horses and elephants, the elephant Darpasäta, the king himself and finally, of 
evening. In Ucchväsa III there are descriptions of autumn, Snkai;i!ha, the city of 
Sthäi;ivisvara, Bhairaväcärya, the famous Sivaite teacher, the great sword A!!ahäsa, 
TI!ibha, Pätälasvämin and Kan_1atäla, three of Bhairaväcärya 's pupils. the Näga 
Sr'ikai;itha and the goddess Lak~mI; in Ucchväsa IV ofYasovatI, her pregnancy, the 
birth of Ha~, the ceremonies in preparation for Räjyasn's wedding, Prince 
Grahavarman as bridegroom, the wedding ceremony and the bridal suite; in 
Ucchväsa V of the royal messenger Kurangaka, the stillness of the sorrowing 
capital, the dying king and finally, of Yasovati robed ready to commit satt in 
Ucchväsa VI of Räjyavardhana's grief for his dead father, Si111hanäda, the 
commander-in-chief of the armed forces, and Skandagupta, the general in charge of 
the elephants; in Ucchväsa VII of the preparations for the campaign, the princes in 
Harsa's retinue, Harsa on the eve of departure, the march ofthe army, the gifts from 
the ·King of Käma~pa, evening, a village in the forest and its inhabitants; in 
Ucchväsa VIII of the young hill-dweller Nirghäta, the forest and the trees in the 
Vindhya mountains, Diväkaramitra's hermitage, Räjyasn's lament, MandakinI. the 
miraculous rope of pearls presented to Ha1?3, by Diväkaramitra, and finally, sunset 
and nightfall. 

As an example of Bäi;ia's style, we may take the description of autumn v;hich 
introduces the account of Bäi;ia's visit to his native village: 
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atha kadäcit viralitabalähake cätakätankakäril}i kval}atkädambe darduradvi~i mayürama­
damusi hamsapathikasärthasarvätithau dhautäsinibhanabhasi bhäsvarabhäsvati sucisasini 
tarun~tärä~ne galacchunäsirasaräsane sidatsaudämanidämani dämodaranidrädruhi druta­
vaidüryava~ärl}asi ... parir_iämäsyänasyämäke janitapriyangumafijarirajasi ka1horitatrapu­
satvaci kusumasmerasare saratsamayärambhe räjfia~ samipäd bäi:io bandhün dra~!urp 
punar api tal'!l brähmcl1).ädhiväsam agät / 

"Now it came to pass that, at the time when the clouds have thinned out, the time which 
causes distress to the cätaka-birds, when the black-geese squawk, which is the enemy ofthe 
frogs, which robs the peacocks of their revelry, which presents all hospitality to the 
caravans of migrating geese-travellers, when the sky shines Iike a polished sword, the 
brilliant sun shows its brightness, the moon shines clear, the hosts of stars are new and fresh 
(as the eyes oflovers are tender42), when the rainbow, the bow ofthe god Indra, disappears, 
when the chain-lightning falls to rest (as a girl's girdle slips down over her hips), when the 
god Vi~i:iu's slumber is disturbed, when the streams run the colour of melted lapislazuli ... 
when the wild rice dries in ripeness, the pollen is produced in the clusters of millet-plants, 
the skin ofthe cucumberis hardened, and the seeds smile in flower: at the time ofthe onset 
ofthe autumn season, Bäi:ia left the king's side and returned again to that brahmin-dwelling 
in order to see bis family."43 

lt is significant that BäI)a did not concentrate on relating history, but devoted 
himself with indefatigable energy to composing descriptions. This is a phenomenon 
that can also be observed in semi-historical kävya in metrical form. The fact that his 
work nevertheless contains a great deal of invaluable information about life in 
encampments and at court, military operations, the army, Har~a's policies, etc. is 
due to the pains Bäl)a took to portray the world as he saw it in as much detail as 
possible. Writing history was not the task of Indian poetry. The poet always found 
mythological and legendary figures more attractive than the real heroes of his day, 
and even when a poetic work was based on reality, the tendency to treat the 
characters as if they existed on the dizzy heights inhabited by ideal figures and were 
equipped with the superhuman powers ofmythological heroes became irresistable. 

Bäl)a's Kädambari44, an incomplete work, is designed on a far larger scale than 
the Ha~carita and, we may presume, also. written later. The reason why Bäi;ia did 
not complete this romantic prose poem may be that he died before it was finished. 
Unlike the Ha~carita this novel, which has the heroine's name as its title, is not 
based on historical fact but is wholly fictional. The work was finished by BäI)a's son, 
Bhaga Pulinda (or Bhü~al)a Bhaga), but it should be noted that what BäI).a himself 
wrote stops before the narrative is fully developed. The work was probably 
conceived on so vast a scale and with such a complex plan that the master was 
unable to complete it during his lifetime. Like Subandhu's Väsavadattä, the novel 
belongs to the sub-category kathä and has been held up by all subsequent poets and 
critics as the most perfect example of poetic prose, inimitable both in richness of 
thought and in linguistic brilliance. Both the Ha~acarita and Kädambari begin with 
a short metrical introduction containing verses of homage to Brahmä, Siva, Vi~I).U 

4::i The sentences in brackets give the second meaning hinted at in the Sanskrit original. 
43 Translated by J. BRO!JGH, Poetry in Classical Sanskrit, IT 3-4 (1975176), p. 99. 
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and Bharvu, the poet's own guru, as well as reflections contrasting evil people who 
are incapable of fine speech with noble people who have the gift of poetry. The 
introduction concludes with inforrnation about the poet and his family. The main 
part ofthe book, the story proper, is not divided into ucchväsas as in äkhyäyikä but 
runs unbroken from beginning to end as the rules of kathä prescribe. lt also 
conforms to the rules as regards theme: we find a typical love-story in a refined and 
courtly setting and, as in other novels in the same category, the lovers are beautiful, 
sensitive and tender. The pl9t is a great deal more complicated than that of Vä­
savadattä, however. In this late work by Bäl)a we follow the love story of Kädam­
bar'i, the heroine, who is tom between love and filial duty, but also the fate of 
Mahäsvetä, who faithfully waits for her lover on the shores of Lake Acchodaka 
year after year. Bäl)a does not lead his reader more or less straight into the story as 
Subandhu does; like the master he is, he borrows the technique common in narra­
tive literature of weaving several tales into each other and paves the way for the 
Iove-story of Kädambari and Prince Candräpic;la by prefacing it with four inter­
twined tales which gradually lead up to the main narrative. In addition, he also 
employs the device of following some of the characters through not one existence 
alone, but through two, even three. BäI)a seems to have been influenced by Gm;ä­
q.hya 's Brhatkathä, which presumably also contained the story of King Sumanas, 
to be found also in the Brhatkathämafijari45 and the Kathäsaritsägara46 , for this 
story seems to be the basis of Kädambari, although Bäl)a has changed the names as 
well as freely reworked and extended the scope ofthe story. 

The plot of K.ädambarl, at least of the part that was written by Bäl)a, is as follows (Tale l ): 
one day a Cai:i~Ia-girl brought a parrot to King Südraka, who reigned in the City ofVidisä 
on the banks of the Vetravati river. The bird was very beautiful and also well-versed in all 
the sciences and arts. When the parrot was presented to the king, it raised its right foot in a 
gesture of hornage and recited a panegyric verse. In the aftemoon, when he had some 
Ieisure, the amazed king asked the parrot, whose name was Vaisampäyana, to teil him the 

44 Ed.: M. M0HANA TARKÄLA~KÄRA, Calcutta 1850; T. TARKAVÄCASPATI BHATTÄCÄR­
YA, Calcutta 1871; P. PETERS0N, Bombay 1883 1, 19003 (BSS 24); Pt. JIV.~NANDA 

VIDYASAGARA, Calcutta 18893; M.R. KÄLE, Bombay 1896, 19142, Delhi ... 19684 (with 
English translation); P.V. KÄNE. Bombay 1911, 19213 (NSP) (Pürvabhäga p. 1-124 of 
Peterson's edition), Bombay 1920 (NSP); K.P. PARAB, Bombay 1890, (revised by V.L.S. 
PAJ':l"SfKAR) 19083, 19287, (revised by MATHURÄNÄTH SÄsTRi) 19489; P.L. VAIDYA, Poona 
1951, 19653 (Poona Oriental Series 48 A; with English translation by J.N.S. CHAKRAVARTY, 
text as in Peterson's edition). - Lit.: A. WEBER, Indische Streifen 1 (1868), p. 352 f. (Analysis 
of the Kädambari); L. von MANK0WSKl, BäIJ.as Kädambarl und die Geschichte von König 
Sumanas in der Brihatkathä, WZKM 15 (I 901 ), p. 213 ff.; K.C. VARADACHARI, Sanskrit 
Poetics: K.ädambarl, AVOI 11 (1950), p. 114 ff.; T. VENKATACHARYA, Gleanings from the 
Kadambari, JARS 14 (1960), p. 100 ff. - Translations: TARK.ASHAJ'..KAR TARK.ARATNA. 
Kadambari, Calcutta 1858 (in Bengali); C.M. RIDDING, The Kädambarl of Bäl)a, London 
1896 (Oriental Translation Fund, N.S. 7; with the continuation by Bhü~a:r:iabhari:a}: A. 
SCHARPE, Bäna's K.ädambari, Leuven 1937 (Uttarabhäga and parts of the Pün:abhäga, in 
Dutch); P.L. VAIDYA-J.N.S. CHAKRAVARTY, Poona 19653; M.R. KALE, Delhi .. .19684• 

45 Lambhaka XVI. 
46 Taraizga LIX. 
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story of its life. Vaisampäyana then said (Tale 2): I was born under a sälmali-tree on the 
shores of Lake Pampä. As my mother did not survive my birth, I was brought up under the 
care of my father who, however, was slain by a Sabara huntsman before I was fledged.47 I 
was found by a young ascetic named Härlta. After bathing me tenderly on the shores ofthe 
lake and giving me something to drink, Härita took me to the hermitage of bis father, the 
great seer Jäbäli who, surprisingly enough, was able to tel1 me that I was now tasting the 
fruit of the ill-deeds I had done in an earlier existence. Then all the ascetics were curious 
and demanded to be told the story of my past and present fate. Jäbäli related the following 
about my earlier existence (Tale 3): There reigned in the City of Ujjayini a king named 
Täräpida who had a faithful minister called Sukanäsa.48 After being childless for a long 
time a ·much-desired offspring was bom to the king and bis queen, Viläsavati, and Suka­
näsa was also able to rejoice, almost at the same time, over the birth of a fine son, who 
was named Vaisarnpäyana by bis parents. The two boys grew up together in the closest 
friendship and enjoyed the exalted education that was proper for children of their rank. 
At the end of his education, when he was sixteen, Prince Candräp'i<;la was richly endowed. 
The king gave the prince a palace of his own and a miraculous horse called Indräyudha 
and the queen gave him a maid of honour called Patralekhä, who was of royal descent. 
Candräpida valued her highly. A few days later, when the prince bad been consecrated 
heir to the throne, he undertook at bis father's request a campaign of world-wide con­
quest at the bead of a great army and accornpanied by Patralekhä and Vaisampäyana. 
He conquered the East, the South, the West and finally the North, and when he bad sub­
dued every quarter of the earth, he also subjugated Suvaf1?-apura, the dwelling-place of the 
strange KiI!}naras, who are half man, half animal. When he was out riding Indräyudha 
one day the prince, who had gone astray, discovered a charming lake, Acchodaka, and 
both rider and horse refreshed thernselves with its water. In a nearby Siva temple he saw 
a girl playing a lute and singing before an image of the god. He later found out that her 
name was Mahäsvetä. The beautiful girl led Candräp'i<;la to her hermitage, but when he 
asked her the story of her life, she burst into a flood of tears. When she bad composed 
herself, she said to the prince (Tale 4): I am the only daughter of an Apsaras and a Gan­
dharva, two semi-divine beings. Once when I was bathing here, I saw a wonderfully 
bandsome ascetic by tbe Iake. I leamt from his companion K.apifijala that he was Pul)-
9-arika, the spiritual son of the great sage Svetaketu. We both bumed with love for each 
other, and Pul)<;larika was so strongly afilicted with lovesickness and !anging that he 
was no langer alive when I arrived at his sickbed, alas far toö late, out of respect for my 
parents. I then decided to die too, and told my servant Taralikä to prepare my pyre. 
Just as I was about to throw myself into the sea of flames, a majestic being descended 
from the skies, bore Pul)<;larika's body aloft and, in order to move me to live on, promised 
me a future reunion witb my beloved. I took bis bark garment, bis water-pot and bis ro­
sary and since that day I have been living in this hermitage by Lake Acchodaka awaiting 
Puqqarika 's retum. 

(Main story): When night fell and Candräp'iqa and Mahäsvetä were sitting on their beds 
ofleaves, Mahäsvetä said that she bad a true friend, Kädambari, a girl she had known from 
her earliest childhood, the daughter of the Gandharva Citraratha and the Apsaras Madirä. 
Kädambari had sworn not to marry until Mahäsvetä had been reunited to her lover. As 

47 Bai:ia, who lost one parent and later became an orphan, is obviously drawing on bis own 
experience here. 

48 I.e., "parrot-nose". 
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Mahäsyetä wished her friend to renounce this strict oath, they set out next morning, guided 
by Candräpi9a, for Hemakü!a, where Kädambari was living. When the prince and Kä­
dambarl met face to face, they feil passionately in love. Mahäsvetä was soon invited to visit 
her parents while Candräpi9a spent his time in Hemaküta living in a bejewelled house on a 
hill in the pleasure grounds near Kädambarl's palace. The prince and Kädambari looked 
constantly at one another; Kädambarl from the roof-terrace of her palace, the prince from 
the top of the hill. When the moon rose, Kädambarl paid a short visit to the prince and 
asked him about his parentage and place of birth. Next moming, when Candräpida 
returned to Mahäsvetä's grove, he saw his army, which had found him by following I~­
dräyudha 's hoofprints. He spent a sleepless night in the camp, thinking only of Kädam­
barl, and when morning came and he received a message saying that she was ill, he hurried 
back to Hemaküta. Feverish with love, Kädambari was confined to her couch and did not 
reply to the prince's ambiguous words herself, but through Madalekhä. her cornpanion. 
Candräpi9a left Patralekhä with her. When he had rejoined his army a letter from his 
father reached him requiring him to return with all speed to lJjjayini. While Vaisarnpa­
yana led the army back by slow marches, Candräpi93 hastened off on his joumey before 
the two lovers had been able to swear eternal faithfulness to each other and was re­
ceived with jubilation when he reached his ov.n country and the capital. When Me­
ghanäda, the commander of the whole army, and Patralekhä arrived in Ujjayini a few 
days later, Patralekhä told the prince of the confession of love that Kädambari had con­
fided to her. 

At this point the part of the story by BäJ)a himself, generally called pürvabhäga, 
comes to an end. The mere fact that only about half of the story has been related 
hitherto shows that the work cannot be complete in the form we have it. The 
various threads of the story are left lying loose, and the heroine, who has given her 
name to the whole story, only makes her appearance in the last sixth of the book. 
The disposition of the work was too vast and the poet's life too short. As we have 
seen, the novel was later completed by BäJ)a's son, Bhü~J)a Bhaga. This second 
part, the uttarabhäga, will be discussed in the next section ofthis book. 

lt is entirely in keeping with the requirements of kathä that the main subjects of 
Kädambari, as of Subandhu's Väsavadattä, are the love and longings of young 
people who have scarcely left their childhood behind them in a setting that is 
wonderful and completely unrealistic and that the story is interspersed with 
colourful adventures, movement and encounters of the strangest kind. The story is 
set partly in Ujjayini, King Täräpi9a's capital, and partly in Kädambari's native 
country on the far side of the Himälaya, in the land of Gandharvas, Apsaras and 
Kirµnaras. The action is livelier, richer and more interesting than that of Vä­
savadattä. Its complexity and the fact that it has many layers is not only due to the 
technique of interweaving several stories and shifting events to different existences, 
but also because it relates the parallel love-stories oftwo skilfully contrasted women 
characters, Mahäsvetä and Kädambari. Although several stories are intertwined in 
the book, Bäna often embarks on the long descriptions that the rules of mahäkävya 
require. A s~perabundance of detail, erudition and fine observation marks these 
descriptions, which are sometimes several pages long, \.vith the result that the reader 
is constantly in <langer oflosing the thread ofthe narrative. BäJ)a gives us artistically 
constructed descriptions ofthe city and palaces ofUjjayini, the Vindhya mountains, 
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the Himälaya, Lake Acchodaka, Mahäsvetä's hermitage, the Siva temple by the 
lake, night and moonrise, but the piece de resistance is undoubtedly the magnificent 
scene between KädambarI and Prince CandräpI<;la towards the end of the book. 
They meet shyly, and are shaken to the depths of their being by the ecstasy of their 
first, fiery feelings of love. The symptoms shown by KädambarI when she sees 
Candräpida for the first time are depicted by Bäl).a in a masterly way. He is 
describing agitation and the sentences are extraordinarily short: 

drstvä ca tarn prathamam romodgamas tato bhü~ai:iaravas tadanu kädambarI samuttasthau 
/ ·~tha tasyäh kusumäyudha eva svedam ajanayat / sasarµbhramotthänasramo vyapadeso 
'bhavat / ü~kampa eva gatil!l rurodha / nüpuraraväk~taham~amai:i~alam apayaso lebhe / 
nisväsapravrttir evärµsukarµ calai:p cakära / cämaränilo nimittatärµ yayau / antal)pravi~!a­
candräpi~asparsalobhenaiva nipapäta hrdaye hastal) / sa eva stanävara1:1avyäjo babhü­
va / änanda eväsrujalam apätayat / calitakar:g.ävatarµsakusumarajo vyäja äsit / Iajjaiva vak­
tuJ!1 na dadau / mukhakamalaparimalägatälivf!1darµ dväratäm agät / madanasarapratha­
maprahäravedanaiva sitkäram akarot / kusumaprakaraketakikai:itakak~atitsädhära1.1atäm 
aväpa / vepathur eva karatalam akampayat / nivedanodyatapratihärii:iivärai:iarµ kapatam 

abhüt/ 

"On seeing him, first horripilation, then the jingle of her omaments, and thereafter Kä­
dambari rose. Now the god of love produced perspiration in her; the eff ort of rising hastily 
(to receive him) was the pretext. The tremor of her thighs hindered her movements; the 
flock of swans attracted by the jingling of her anklets got the blame. The accelerated flow of 
breath agitated her garment; the wind of the chowries came to be the cause. Her hand 
rested on her heart simply due to the desire to tauch Candräpi~, who had entered (into her 
heart); it being there to cover her breasts was a pretext. Joy caused the fall of the water of 
tears; the pollen of the flower used as an ear-ornament that was shaken off was an excuse. 
Shyness did not allow her to speak: the swarm of bees attracted by the fragrance of the 
lotus of her face became the cause. The very pain caused by the first stroke of Madana's49 

shaft (made her send forth) a hissing sound; the wound caused by the thorns ofthe ketaki in 
the gift of flowers (placed on the ground) became the cause. Tremors shook the palm of her 
hand; waving back the servant about to tel1 her something was the pretext. " 50 

Bäi;ia is undoubtedly one of the most difficult poets in Sanskrit, and even a well­
educated Indian will find bis two novels hard to read. Like other poets who wrote 
prose or metrical mahäkävya, Bäl)a's strength does not lie in narrative but in 
sentiment and poetic presentation. Whereas Subandhu's work is brilliant, extremely 
subtle and highly rhetorical, it is wit and imagination that flow most freely in Bä:ga. 
Both KädambarI and the Ha~acarita reveal great sensitivity, and a number of 
passages in both works show Bäna's human warmth and his sense of humour - a 
quality Subandhu lacks complet;ly. Although Bäi:ia's splendid but difficult style is 
rich in similes, leamed allusions, new epithets and other devices and although he is 
very fond of paronomasia, the poet's imagery hardly ever arouses a feeling that it is 
an aim in itself; it is rather the genuinely poetic vision of a truly great writer. As we 
saw in the sample of his prose given above, both novels do in fact contain short 

49 I.e., the god oflove. 
50 A free adaptation ofthe translation by M.R. KALE, op.cit., p. 245. 
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sentences. On the other hand it is true that bis syntax generally leads to sentences of 
vast proportions, frequently five or six pages lang, with the finite verb at the end. In 
spite of this, however, they never lack clarity. His vocabulary is extraordinarily rich 
and includes some very rare words such as the itvara at the end of the 
autobiographical section of Harsacarita I. lt is an old Vedic word here used bv the 
author to describe himself whe~ young as a youth who, due to 'his excesses,~ was 
"(aimlessly) loafing about". As the poet went to extremes to avoid repeating a word, 
he continually finds or invents new synonyms for even the most common objects. 
"'Sound", '·noise", for example, is rendered with dhvani, rai:iita, nada, rava. sabda, 
nil)svana, dhväna, gho~, svara and hrada amongst others, and "moon" with 
candra, indu, sasin, sasadhara or soma, but also with much rarer epithets such as 
amftadidhiti, sudhäsüti or ~apäkara. An almest endless play on words, sounds and 
thoughts passes in review before the reader's (or listener's) eyes and ears. Almost 
endless, too, are often the chains of lang compounds, which can create greatly 
varying sound effects suitable for any context. According to Dai:i<Jin, they are ... the 
soul of prose" and conjure up an atmosphere that is now tender, now serious or sad 
or ceremonious. V .S. Agrawala considers that four different styles can be distin­
guished in Bäl)a: "firstly cüri:iaka, which has only short compounds, the second 
abounding in long compounds, rising and falling like waves, known as utkalikä­
praya, the third devoid of any compound and named äviddha, and the fourth called 
vfttagandhi, having a sprinkling of metrical phrases and construction."51 

The many descriptive passages name and describe a multitude of objects and 
circumstances - clothing, materials, musical instruments, jewelry, male and female 
occupations, customs, usages, ceremonies, etc. As they are often described down to 
the last detail, they give us invaluable information about the spiritual and material 
culture ofBäl)a's day and the style oflife at Ha~vardhana's court. In short, a whole 
world is created for the attentive reader of his novels and we fully understand why 
later critics and lovers of his works like to quote the saying, properly used of Vyäsa, 
the supposed author of the Mahäbhärata, to the effect that great Bäi:ia has said 
everything there is to be said and there is nothing on earth that he has not touched 
on: bäl)occhi~tm:µ jagat sarvam.52 

3. Later Prose Poets 

It is obvious that Bäna rapidly gained the reputation of being the greatest master 
of Sanskrit prose so fa; to appear. His work was regarded as unsurpassable and his 
name was soon mentioned together with K.älidäsa and other famous poets. T o 
future generations ofpoets the Ha~carita and KädambarI were the models both for 
prose style and for prose novels.53 After B~a, äkhyäyik.ä as a separate genre seemed 

51 The Deeds of Harsha, p. 5. 
5'.?. Modelled on vyäsocchi~{af!l jagat sarvam. 
53 See p. 229. 
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hardly to be viable any Ionger. Insofar as authors chose historical themes, they 
either preferred semi-historical, metrical mahäkä.vya or wrote prose novels, at that 
time the genre that was most favoured as it combined the characteristics of both 

categories. 
We will begin our outline with Bäi:ia's son, Bhü~a1_1a Bhatta (or Bha!j:a Pulina, 

Pulinda or Pulindhra54), who wrote the second part (uttarabhäga) of his unfinished 
Kädamban.55 Although Bhü~i;ia was very competent both in the technique of kä­
vya and Bä.i;ia's difficult prose style, his achievement cannot be compared with his 
father's in verbal artistry, imagination or deep knowledge. Bhü~al).a appears to have 
completed the novel, not because he had poetic ambitions, but rather out of filial 
piety since, Iike other critics and admirers of Bä1_1a, he thought it a pity that such a 
magnificent work should remain incompleted. Nevertheless a resume of the second 
part may follow. Of course we do not know whether the plot was continued along 
the lines intended by Bäi;ia, but we must assume that Bhü~al).a, himself a 
connoisseur of poetry, was perfectly familiar with the design his father had drawn 
up. The part written by Bäi;ia ends somewhat abruptly with Candräpi<;la's retum to 
Uijayini followed soon after by Patralekhä, who tells him of Kädambari's confession 
of love. Bhü~i;ia 's part begins here: 

When. shortly afterwards, Keyüraka, a young Gandharva, brings a detailed description of 
the distress in which the Iovesick Kädambari finds herself, Candräpi~a swoons. He 
determines to return to bis beloved, but he must first await the arrival of Vaisampäyana 
and the army. After receiving a message that his troops have reached Dasapura, he sets out 
to meet them. In the camp, the captains tel1 him that Vaisampäyana did not come back 
with them~ before marching to Ujjayini he wished to bathe in Lake Acchodaka and 
worship Siva in the temple there. However, when he found a bower on the shores of the 
Iake he wept despairingly as if remembering some long-past event. After that he refused to 
go with his captains, saying that he intended to remain by the lake even after they had 
offered to delay setting off for three days. Candräpi~a goes to Lake Acchodaka but is unable 
to find his friend. He talks to Mahäsvetä at her hermitage and she tells him that a young 
Brahman (it is of course Vaisampäyana) bad been wandering about in the neighbourhood 
and was burning with Iove for her. lt seemed as though the young man recognized her in 
some way. Although she had repulsed him, Vaisampäyana had continued to protest his 
love, indeed one night he bad been so insistent that she bad become very angry with him, 
put a spell upon him and turned him into a parrot. On hearing this, Candräpic;la's heart 
breaks and he breathes bis last. 
Now Kädambari, Patralekhä, Madalekhä and Keyüraka enter and when they see Candrä­
pic;la lying dead, Kädambari and Patralekhä swoon. On recovering, Kädambari wishes to 
take her own Iife immediately but is restrained by a voice from above promising Ma­
häsvetä 's reunion with Pur:i~nka and urging Kädambari to guard the body of the prince 
until the spell on him is broken and she and Candräpida can also be reunited. When 
Patralekhä recovers consciousness, she jumps on to Ind;äyudha's back, to the surprise 
of everyone, and rides him into Lake Acchodaka. Soon afterwards Pul).~arika 's true 

54 According to Dhanapäla's Tilakamaiijarf, Introduction, stanza 26. 
55 See p. 252. 
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friend and companion Kapifijala rises out of the lake and, to Mahäsvetä's astonishment 
relates that, after following Pm:i<;Iarika into the grave, he had arrived in the sphere of the 
moon. There the Moon himself explained what had happened: when he gave up his life. 
Pm:i<;Iarika put a spell on the Moon so that he should be reborn and suffer separation from 
his beloved. The Moon, in his turn, pronounced a spell over Pul)<;farika condernning him 
to suffer exactly the same fate. The Moon guarded Pu:r:i<;farika's body carefully until the 
time should come for them to be reborn, the Moon as Candräpida and Pundarika as 
Vaisampäyana. Before they were rebom, however, a Vaimänika c~rsed Kapifij~la, v.ho 
in his haste had almost knocked down the semi-divine being while he was rushing dis­
tractedly along the heavenly paths. The curse requires Kapifijala to be reborn in the 
form of a horse but has been mitigated insofar as his life in this form - he will be reborn as 
Indräyudha- will only last until the death ofhis master, Candräpi(;ia. 

The remainder of the action links up with Bä-ga's opening to form the framework 
story. Here follows A.B. Keith's summary56 of the end of the story showing how all 
the threads come together: 

"Here ended Jäbäli's tale, and the parrot knew the truth, that it was Vaisampäyana dreeing 
the weird appointed for him. The irnpatient parrot desires to know its future fate, but-is 
rebuked for its haste, and told that it would have as brief a life in its new condition as when 
Pul)(;iarika. It is consoled by the advent of Kapifijala, sent to it by Svetaketu with the news 
that he and Lak~mi, ashamed of past neglect, are now engaged in sacrifice to end the curse. 
and that it must stay peacefully in the hermitage until the due season. Irnpatient, however, 
it flies off, is caught by a CaJ?-(;iäla for his princess, who has brought it to the king~ this is an 
it knows and here ends its tale, which the poet resurnes. The Ca1:c;läla maiden reveals 
herself as Lak~mi, mother of the parrot, who had captured it to save it from the 
consequences of filial disobedience; she bids the king now quit his life and both he and the 
parrot at once perish, thus cornpleting the human lives in which they had to suffer. At this 
rnoment Candräpi(;ia comes to life in Kädambari's eyes, Pu1:~arika descends from the sky, 
all are reunited, Candräpi(;ia places Pm:i<;Iarika on the throne, and in devotion to his parents 
spends his time partly at Ujja~rini, partly at Hernakü!a, Kädambarrs parental harne, and 
partly in the moon, his own abode, while Patralekhä is revealed as Rohil)i. the best beloved 
ofthe queens ofthe Moon." 

Bhü~i:ia's second part is only one third of the total length of the work. A 
comparison with Bäna's pürvabhäga shows that he has not developed the action 
with the same breadth, artistry or erudition; he seems rather to have concentrated 
on tightening up the plot and increasing the tempo of the narrative. Even if he has 
not followed his father's plan on all points, the uttarabhäga is important ifwe are to 
understand the first part correctly, for it is here that the fates of the main characters 
in their various incarnations and their relationship to each other are made clear. It 
may be thought surprising that the person to emerge as the most important figure at 
the end of the novel should be King Südraka, who has experienced unhappy love in 
two earlier existences. Quite a few critics have expressed the view that admittedl} 
the way in which Bhü~I).a develops and completes the plot is complex and in many 
strata, but that at bottom it is flat and lacks charm. On this point, however, 

56 A History ofSanskrit Literature, p. 323. 
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opinions differ. The stanzaic version of Kädambaii to be found in Abhinanda's 
Kädambaiikathäsära57 shows that other critics, who regard the achievement of 
the novel by Bäl).a and Bhü~l)a as lying mainly on the linguistic and descriptive 
plane, greatly appreciate the story too. 

The Avantisundalikathä58 was written after Bäi:ia's time, possibly in the 9th 
century. Badly preserved, it may have been composed by a poet named Dai:igin (not 
to be confused with the author of the Dasakumäracarita, although tradition has 
frequently done so) and shows some features that are characteristic of kathä and 
others that belong to äkhyäyikä. Typical of kathä are the stanzas in homage to isä­
na and the brief autobiography in the metrical introduction, while the remarks on 
poetry and great poets of the past in the stanzaic foreword together with the prose 
autobiography with which the prose part of the story opens are typical of äkhyäyikä. 
The poet himselfis also the narrator, relating a tale that friends ofhis have told him. 
The protagonists are the two figures we meet so often in Sanskrit literature, 
including the lost beginning of the Dasakumäracarita: Prince Räjavähana and 
Avantisundari, the beautiful daughter of King Mänasära, the prince's arch-enemy.59 

The A vantisundalikathä is extant only in fragments and the ca. twenty pages of 
manuscript that have been preserved deal only with Räjavähana's parents, King 
Räjaha111sa of Magadha and his consort, Queen VasumatI, the story breaking off 
just before the birth of the hero. In addition there is a stanzaic A vantisundarika­
thä.sära by an anonymous author which is a more or less faithful metrical version 
bearing about the same relation to the prose kathä as the Kädambaiikathäsära 
does to Kädambari. lt is possible that the different versions of the Avantisundari 
legend in the Pürvapithikä of the Dasakumäracarita and the A vantisundaiikathä 
come from two different sources, or that the poet who wrote the latter took his 
material from Dai:iqin's Pürvapithikä but reworked it in kathä style to suit him­
self. As in Bäl).a's novels, the main thread of the story is often obscured by sub­
sidiary plots, minor episodes and, not least, by the fact that events are sometimes 
moved to different incarnations. Furthermore, the narrative is constantly being 
interrupted by long descriptions, such as the elaborate account of the love-games 
played by King Räjaha111sa and Queen Vasumati. To an even greater extent than 
Bäl)a, the author of the A vantisundarikathä indulges in long, sweeping sentences, 
long compounds, paronomasia and alliteration. 

In the time after Subandhu and Bä~a prose was cultivated particularly in 
educated Jaina circles. As Jainism enjoins strict asceticism and the renunciation of 
the world on its adherents, explicitly worldly subjects, especially erotic themes, 
were in theory prohibited. Numerous Jaina Munis were nevertheless very fand of 
Iove-stories. Their poets did not usually write openly on these themes but tended to 
disguise them as religious or edifying literature. Stories filled with erotic sentiment 
(srngärarasa) even found their way into the thriving Jaina dharmakathä literature 

57 See p.200. 
58 Foreditions, etc., see p. 236, note 15. 
59 Cf. p. 238 f. 
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which, although it might be entertaining also, was primarily intended to be 
beneficial for the spiritual health of the community. In these works we therefore 
find many descriptions of festivals, processions, spring games, etc. On such 
occasions a young man might catch sight of a beautiful young girl \\ ho ha.., just 
tumed sixteen, with whom he falls violently in love. Immediateh the „ uuth will 
swoon, struck by the scorching sight offeminine beauty. As soon ~ th~ ~aiden sees 
the young man, she, too, loses consciousness~ sick with love, she is confined to her 
couch and is treated with soothing lotions to mitigate the fever of love. Finallv. 
when the girl's parents learn of the affair and of their daughter's pitiable conditio~, 
she is allowed to marry the man she so hotly desires. A number oftales describe the 
magnificent ceremony (svayaqivara) parents arrange at which a marriagable 
daughter chooses as her husband the prince or king she has longed for so deeply: 
other stories describe the nuptials of a beautiful daughter and a young man who has 
daringly rescued her from snake-bite or a charging elephant, and others again the 
elopement of unhappy lovers who finally make an informal love-marriage (gan­
dharvaviväha) because the bride's parents will not consent to the young man's 
proposal. 

Although these themes would have fitted perfectly into the sort oflove-story BäJ;IB 

wrote and although Jaina poets offer their readers or listeners a motley assortment 
of descriptions such as the seasons, sunrises, towns, woods or parks. journeys, 
military expeditions, indeed even battles, abductions, the pleasures of love, 
weddings, kings, ministers, merchants or generals, the majority ofthese Jaina works 
are not true prose novels in the strictly poetic sense. This is partly because the 
message in Jaina stories and collections of tales is far more narrative and didactic 
than aesthetic in character although the works themselves have many features in 
common with mahäkävya. For example, many stories illustrate virtues such as self­
control, generosity or asceticism in their main characters, or they may contain 
passages censuring women (strinindä) intended to direct them towards renunciation 
of the world and tranquillity. Heroes often live through several incamations. In the 
Samaräiccakahä60 , a dharmakathä in Prakrit by Haribhadra Süri (9th century), a 
work that in many respects resembles Bä:i;ia 's K.ädambarI, we follow Samaräditya 
(Pkt. Samaräicca), King of UjjayinI, through ten existences which illustrate the 
gradual maturing of karman. 

Like other authors, Jaina writers like to take their material from the inexhaustible 
treasure-trove of folklore and popular tales common to the whole of India. These 
they re-edit ·and use for their own religious propaganda. Their stories seem fresher, 
the scene more living and the characters less decadent than those of Bäl)a or 
Subandhu. As in Dandin's Dasakumäracarita, we meet more plebeian types such as 
hetaerae, ascetics, m~~sengers, servants, gamblers, rogues, thieves and poor people 

60 Ed.: H. JACOBI, Calcutta 1908-26 (Bibl. Ind., 169); M.S. Morn, 2 vols., Ahrnedabad 
1935/36 (Prakrit Grantha-Mälä 7). - See also A.N. lJPADHYE, Sarnarami)'ankä k.ahä of 
Haribhadra, AIOC 1946, II, p. 381 f. and BhV 8 (1947), p.23 f.~ R. WILLIAMS, Haribhadra. 
BSOAS 28 (1965), p. 101 ff. 
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but also kings, queens, ministers and merchant princes. Although it often comes 
close to genuine, artistically constructed kävya, their narrative literature deviates 
from the classical novel as defined by Bäl).a and subsequent critics in that it is not 
written in Sanskrit only, but also in Präkrit (Mähärä~tri) and Apabhraiµsa, or 
sometimes in all three. Another difference is that they do not use prose for 
eve111hing except the metrical introduction but also stanzaic forms or, like the 
author of the Samaräiccakahä, employ the mixed form of prose and verse that is 
characteristic of campü. Jaina poets are fand of allowing stanzas in Sanskrit or 
Apabhramsa to alternate with passages in Mähärä~trI which, due to its fascinating 
euphony, · has for ages been considered especially suitable for creating an erotic 
sentiment. 

The Svetämbara-Jaina Dhanapäla, a Brahman who had been converted to 
Jainism by his brother Sobhana, follows exactly in BäI).a's footsteps in the Sanskrit 
novel Tilakamafijari. We are also indebted to this poet for a Präkrit dictionary, Pä­
iyalacchI, and a number of Jaina hymns. 61 As a couple of stanzas of homage to his 
patrons in the metrical introduction to Tilakamafijari show, Dhanapäla wrote his 
prose work in the second half of the 10th century62 during the reigns of the Paramä­
ra monarchs Siyaka63 and Väkpatiräja64 of Dhärä. He was born in UjjayinI but 
when he grew up he moved to the capital ofMälava, a learned and versatile author. 
His nove165 , named after its heroine, is a direct copy of BäI).a's Kädambari, which 
the poet took as his model. However, he does not rise to the same heights of 
linguistic magnificence, elegance or erudition as his great predecessor. Like other 
kathäs, it is prefaced by a metrical foreword containing a stanza of homage, in this 
case to Mahävira, the founder of Jainism, and the usual remarks on poetry and 
older poets as well as praise of his two patrons, the Paramära rulers of Dhärä. The 
body of the novel, which is not divided into chapters - one of the most important 
signs of kathä - relates the romantic story of the love of TilakamafijarI and 
Samaraketu and their final union. The oldest Präkrit novel, the rebirth story 
Tarangavati66 by the famous Jaina poet Pädalipta (Pkt. Pälitta, before the 5th 
century A.D. ?), who is a link in the tradition between the courts of Häla and Har~, 
and the Trailokyasundarikathä by Rudra are unfortunately both lost. Dhanapä­
la pays tribute to both ofthem in the foreword to Tilakamafijan.67 

61 See p. 136. 
6:! Probably about 970 A.D. 
63 Tilakamafi.jari, Introduction, stanza 23. 
64 Jbid., Introduction, stanza 35 [ 
65 Ed.: Pt. BHAVADATTA SXsrn.Tand K.P. PARAB, Bombay 1903, 19382 (KM 85, NSP); 

N.M. KANSARA, Ahmedabad 1969 (Lalbhai Dalpatbhai Series 23). - Lit.: C. SIVARAMAMUR­
TI, Art notes from Dhanapäla's Tilakamafijari, IC 2 (1935), p. 199 ff.; H. BHUSANA JAIN, 
Tilakamaiijarikäro mahäkavidhanapäla~, PJ 5 (1967), p. 476 f (in Sanskrit). 

66 The contents of this work, a love story, were retold in Präkrit stanzas in the 
Taratigalolä (1643 A.D.). Translation: E. LEUMANN, Die Nonne. Ein neuer Roman aus dem 
alten Indien, München-Neubiberg (1921). 

67 Tilakamaiijari, Introduction, Stanzas 23 and 35 f 
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The Gadya,cintämai:ii is by an author we have already considered68. the 
Digambara Jaina Vädibhasirp.ha Oq.ayadeva (or Vädibhasimha Süri) from the Kar­
,;iätaka in the south of India, a contemporary of Vädiräja;s_ He lived in the 11 th 
century. As in the ~atracüq.ämai:ii, which is stanzaic, the story of the Gadyacintä­
rna9i is taken from Gm:iabhadra's Uttarapuräi:ia. It is in eleven chapters, here called 
Iambhaka, and teils the story of Jivandhara (or Jivaka), the son of King 
Satyandhara, who finally takes monastic vows and gains peace ofrnind and supreme 
knowledge in the bosom of the Jaina faith. The influence of Bäna 's Kä­
darnbarI is noticeable in Vädibhasimha's work too. His Gadvacintäma~i69 the 
'"\Vishing Stone of Prose", is considered to be a very import~nt Sanskrit ~ovel 
notable, despite its long compounds, for its graceful, flowing style and an interesting 
story into which numerous illustrations of Jaina teaching and valuable descriptions 
of Jaina life have been inserted. About the end ofthe 10th century or the beginning 
ofthe 11 th an unknown Jaina poet wrote the Malayasundarikathä, a fantastic novel 
the hero and heroine of which are Mahäbala and Malayasundari. 

The poet Sog.g.hala came from the caste of scribes (Käyastha) and wrote under the 
patronage of the Konkana rulers Cittaräja, Nägärjuna and Mummi1:liräja, whose 
capital was Sthänaka (the modern Thana, south of Bombay). As S<><;l<;ihala also 
mentions Vatsaräja of Lä!a's patronage, his work, the Udayasundarikathä-0, rnay 
have been written between 1026 and 1050. His poetry is influenced by the Kä­
darnbarI, both in content and style, and as the prose is frequently interrupted by 
stanzas, critics like to classify it as carnpü. lt is divided into chapters in the 
äkhyäyikä manner and the protagonists are Udayasundari, the charming and 
beautiful daughter of the Näga king, Sikha9q.atilaka, and Mälayavähana, the 
young king of Prati~!häna. Their love for each other is undying and finally they 
make an informal love-marriage. In this poern stanzas are not yet used with the 
same freedom as in true campü, but it gives a clear indication that the boundaries 
of prose kävya are no langer hard and fast. 

A later author, not a Jaina, whorn we have already discussed is Vämana­
bhatta Bäi:ia71 , who lived at the beginning of the 15th century. His Vernabhüpä­
lacarita n - one of the few works to take Bäna 's Harsacarita and not Kädambari as 
its model - relates the deeds of the Reddi rn"ler Vern~bhüpäla (or Viranäräyal)a) of 
Ko9c;Iavic;Iu (about 1403 to 1420). 

68 See p. 212. 
6':I Ed.: T.S. KUPPUSVAMI SASTRI, Madras 1902. 
70 Ed.: C.D. DALAL and E. KRISHNAMACHARYA. Baroda 1920 (GOS 111. - Lit.: C. 

SIVARAMAMURTI, Jottings on painting from the Udayasundarikathä of So<J9hala. JORM 13 
(1939), p. 338 ff.; D.P. PATEL, A critical appreciation of S099,hala's Udayasundarlkathä. 
JMSU 13 (1964), p. 71 f.; V.V. MIRASHI, The Udayasundarikatha of Soddhala. ~ilakanta 
Sastri Fel. Vol.. Madras 197 L p. 423 ff. 

71 Seepp.125,210and248. 
n Ed.: Pt.R.V. KRISHNANAMAC'HARIAR, Srirangam 1910 (Sri Vani Vilas Sanskrit Series 

16 ). See also D.S. BABU, Kingship, State and Religion in South India, etc.: cf. p. 220, note 
221. 
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The flowering of the prose novel was comparatively brief - it lasted only a few 
centuries. Poetry that can be defined as kathä, either by the title or the content, was 
also written in later ages, not least by Jaina poets. However, after the beginning of 
the second millennium the authors of most of these works allowed an ever­
increasing number of verses to invade their poems. This tendency is noticeable in a 
book as early as Dhanapäla's Tilakamafijan, in which a far !arger proportion of 
verses is used than in Bä1:1a. The final result was that kathä, no langer being written 
exclusively in prose, gradually changed into campü, the genre dealt with in the next 
chapter. 



CHAPTER VI 

POETRY OF THE MAJOR FORM-CAMPC 

1. Introductory Remarks 

At the end of the lang road along which the various genres of kävya have 
developed, from -short poems, via metrical sargabandha to mahäkävya in prose, we 
have campü which, as we saw in our survey ofliterary categories1, is a mixed form 
in which prose passages altemate with stanzas. lt was knovm to Dandin, who 
designated it gadyapadyamayi2

, i.e., consisting of gadya and padya, but it was not 
used to any great extent until after the end of the first millennium A.D. The genre 
enjoyed great popularity in the south, particularly in Kerala, both in Malayälam 
and in the mixed style known as Mm;ripraväla, which used a mixture of Malayälam 
and Sanskrit. In the history of Malayälam literature it is the time between the end of 
the 14th and the 16th centuries that can in fact be regarded as the campü period.3 

The term campü is not of Indo-Aryan origin and its etymology has not been 
definitely established4• F.B.J. Kuiper considers it tobe a loan from Austro-Asiatic 
which is related, very appropriately, to the Malay tjampur, ""mixed", and the Sakei 
campur, "to mix".5 

Trivikramabhaga's Nalacampü (or Damayanticampü), written at the beginning 
of the 10th century, is generally accepted as being the earliest campO. in Sanskrit, 
but there are a few even older works in Prakrit which, having been composed in the 
transitional period between prose and mixed forms, may be classified as eithe'r 
campü or kathä. The mixing of poetry and prose is in itself certainly of considerable 
age. lt is to be found in Buddhist texts, especially the A vadänas, but it is also 
common in the Sütras, both in Päli and Sanskrit, as well as in Hindu narrative 
literature and in inscriptions. Nevertheless, it is inadvisable to use the term campü 
indiscriminately of any mixture of prose and verse or to define as camp0 works like 
Ärya Süra's Jätakamälä6 or, still less, a book of fahles like the Hitopadesa, as is 
often done. Although these books do contain both prose and verse, their authors did 
not write them as campüs. lt is true that in their day a mixture of poetry and prose 

1 See p. 45 ff. 
2 Kavyäd. 1, 31. 
3 Cf. A.C. SEKHAR, Evolution ofMalayalam, BDC 11, 1-2 (1951), p. l ff. 
4 Cf. M. MA YRHOFER, Kurzgefasstes etymologisches Wörterbuch des Altindischen. t 

Heidelberg 1956, sub verbo. 
5 AO 16, p. 309 f. For the genre, its origin and development, see S.K. DE. The Campü, 

JGJh 1 (1943), p. 56 ff. and M.K. SURYANARAYA~A RAo. Origin and development ofcampüs. 
V.V. Mirashi Fel. Vol., Nagpur 1965, p.175 ff. 
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was not uncommon, but they were not put together in the campü manner; this 
developed Iater. While in true campü there is a calculated balance between prose 
that is as perfect as possible and stanzas in the genuine kävya style, in most of the 
texts above the prose does not measure up to especially high criteria and the verse 
has either a strongly didactic tendency or it has been allotted some other function, 
for example giving a summary. lt is a principle of some importance that the 
flowering of prose mahäkävya should have preceded the development of campü, the 
last of all the literary genres. In just the same way as the prose novel arose as a 
deliberate contrast to metrical kävya, which was then fully developed, so campu 
was created when Sanskrit poets bad mastered all the fine points and difficulties of 
prose. Only when the need was felt to find a new and more difficult form of kävya 
did poets endeavour to deve]op a new genre - campü - in which both poetry and 
prose combined to produce a harmonic and balanced whole. 

2. The Poems 

The large number of poems in the mixed style that have been preserved indicate 
that campü must have been one of the best-loved genres both in Sanskrit and in 
Präkrit poetry. A transitional poem, though it should perhaps be reckoned as cam­
pü, is the voluminous Kuvalayamälä 7, extant in two recensions, by the Jaina 
poet Uddyotana Däk~iI)-yacihna (or Uddyotana Süri), a pupil of the famous Hari­
bhadra, the author of the Samaräiccakahä. Completed in 799 in Jävälipura (mod-

6 The compositions of Ärya Süra and other Buddhist authors of Jätakamäläs in verse 
cum prose or only in verse such as Kumäraläta, Sanghasena, Haribhatta and Gopadatta have 
not been discussed in this volume, as these works are not exclusively gÖverned by all the rules 
of classical poetry. Though it is incontestable that their poems contain numerous elements of 
käiTa and Ärya Süra in his 29th Jätaka story, as has been shown recently (see B. 
BHATTACHARYA, Yamaka in Ärya-Sura'sJätaka-Mälä, BV 44/45, Adyar 1980/81, p. 390 ff.), 
even uses the technique of yamaka-writing, their works are preferably to be classed as 
narrative Iiterature. Since their chief purpose is story-telling, they do not make any excessive 
use of descriptions and, as a rule, are moderate also in exhibiting other painstaking poetic 
devices. 

7 Ed.: A.N. UPADHYE, Bombay 1959 (SJS 45). -Lit.: JINAVIJAYAJI MUNI, Kuvalayamälä 
(A Jain story of the 8th century A.D.), BhV 2 (1940/41), p. 77 ff. and p. 211 ff.; A.N. 
UPADHYE, Sanskrit passages in the Kuvalayamälä, BV 25 (1961), p. 353 ff.; A.N. UPADHYE, 
Languages and dialects used in the Kuvalayamälä, JOIB 14 (1964/65), p. 317 ff.; A.N. 
UPADHYE, On the two recensions ofthe Kuvalayamälä, V.V. Mirashi Fel. Vol., Nagpur 1965. 
pp. 201 ff.; A.N. UPADHYE, Languages and dialects used in the Kuvalayamälä, AIOC 1965, 
II, p. 204 ff.; A.N. UPADHYE, Works and authors referred to in the Kuvalayamälä of 
Uddyotanasuri, VIJ 3 (1965), p. 117 ff.; A.N. UPADHYE, Influence ofVimalasüri's Paumaca­
riya and Bä!fa's Kädambarl on Uddyotanasüri's Kuvalayamälä., JOIB 16 (1967), p. 371 ff.; 
A.N. UPADHYE, Influence of earlier works on the Kuvalayamälä, AIOC 1968, p. 321 ff.; A.N. 
UPADHYE, The Kuvalayamälä: introduction, notes ... , with a cultural note on the Kuvalaya­
mälä ... by ... v.s. AGRAWALA, (without place) 1969; A.N. UPADHYE, Kuvalayamälä: a 
cultural study, JOIB 20 (1970), p. 148 ff.; Kuvalayamala (of) Uddyotana Suri, JJ 5 (1970), 
p. 52 ff. (summary of contents). 
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ern Jalor, south of Jodhpur), it not only combines prose and verse in the manner 
practised by the genre that was slowly coming into fashion, it is a mixed work in 
several other respects too: in it we find descriptions, love-stories, conversations, 
riddles, samasyäpüral).as, a mixture of styles and metres and even a mixture of 
Ianguages, above all of various Middle Indian dialects. The poet considered his 
work to be, in principle, an "'edifying tale", a dharmakathä in Mäharästri. What 
he offers is, however, a sarp.kifl).akathä, a "mixed story", which present; a num­
ber of short poems within the framework of a poem in the major form - a kathä 
or a campü. lt is also mixed from the language point of view, for into the body of 
the text, which is mostly in Präkrit, are interpolated passages in Sanskrit. usually 
metrical (in the form of quotations), in Apabhrarµsa and sometimes even in 
Paisäci. The poem exemplifies the maturing of the karman, while the fate of five 
persons illustrate the pernicious effects of krodha, mäna, mäyä, lobha and moha, 
i.e., anger, pride, deceit, greed and delusion. At the beginning of this long, often 
obscure story, we meet Prince Kuvalayacanda, who is searching for the beautiful 
young maiden Kuvalayamälä. He eventually gains her since he is sufficiently edu­
cated and skilful to complete a half-finished stanza. Kuvalayamälä may not be a 
perfect kävya in all respects, but it will serve as an excellent illustration of the sort 
of works in mixed prose and verse written in !arge numbers by other Jaina poets 
not mentioned here. Uddyotana made use of every convention in kävya he possi­
bly could and, following the example of KädambarI, Tilakamafijar'i and the lost 
TarangavatI, indulged in the verbose descriptions typical of poetic prose, for ex­
ample of cities like VäräI).asi, UjjayinI and Tak~silä, sunset and dusk, Dipävali 
and other festivals, summer, merchants on a voyage, the monsoon, etc. The Jaina 
scholar Ratnaprabha Sü.ri wrote a resume of Kuvalayamälä in the 13th century. 
Like many other works defined as kathä in the title, his Kuvalayamäläkathä8 is in 
fact written in the form of a campü in Sanskrit and is not without a flavour and 
character ot its own. 

The earliest real campükävya is the Nalacampü (or Damayanticampu, Da­
mayantikathä)9 by Trivikramabhaga, who came from Kafl).äµtka. As the same 
author composed the Nausari inscription for the Rä~!raküta, King Indra IL we can 
date his work to the beginning of the 10th century. The poem is divided into seven 
ucchväsas and, as the name announces, relates the tale that is such a favourite of 
Sanskrit poets, the story of King Nala and bis consort, Queen Damayanfi. w The 
work, which deals with only a fraction ofthe Nala legend, is modelled on Subandhu 
and Bäna and is written in difficult prose füll of erudition and paronomasia. The 
fact that stanzas from the Nalacampü are included in various anthologies shows that 
Trivikrama's poetry won the approval ofthe critics. It is said that Trivikrama V.Tote 

8 Ed.: A.N. UPADHYE, Bombay 1970 (SJS 461.-Cf. also A. l\1ASTER. Gleanings from the 
Kuvalavamälä Kahä-II, BSOAS 13 (1949/51), p.1004 ff. 

9 Ed.: N.B. PARVANiKAR, Pt. DcRGAPRASAD and Pt. SIVADATTA. Bombay 1885 (:'.',;SPt: 
Pt.N.K. SARMA ... unde; the supervision of. .. Pt.N.S. KmsTE. Benares 1932 (KSS 98. K.ävya 
section 15). 

10 See p. 192 above. 
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it in answer to a challenge from a colleague while his father, an important court 
poet, was away from home. Unfortunately he never finished it, for when his father 
retumed, he regarded his son's attempt at poetry as an idle pastime. Trivikrama is 
generally considered to be the author of another poem belonging to the same genre, 
the Madälasäcampü. Today, how~ver, we know that it was written by another poet 
of the same name.11 

Another important campü also comes from Kal1).ätaka. lt is the Y asastilakacam­
pü 12, written in 9 59 by the Digambara Jaina Somaprabha Süri ( or Somadeva), who 
worked under the patronage ofthe son ofthe Cälukya monarch King Arikesarin III, 
a vassal of the Rä~trakiipi ruler J<.r~J).a. Somaprabha took the material for this 
comprehensive campü on the legend of King Yasodhara and his reincarnations 
from Gunabhadra's Uttarapuräna, which has been the source of several Jaina 
works. 13 ·As in poems by m'any other Jaina writers, indeed also in Bä­
na, upon whom they modelled themselves, the action of the story extends over 
;everal incamations. lt was in accordance with the practice of Jaina authors that 
Somaprabha should combine a great deal of didactic material concerned with Jaina 
teachings and ethics with the more poetic passages in this erudite and extraordinari­
ly broadly orientated poem. There are eight chapters in the work - here called äsvä­
sa - the last three of which form a sort of book of instruction for laymen. The story 
proper, which is in many layers, is related with great skill in Äsväsas I-V, the prose 
and stanzaic passages revealing the hand of a man with a true mastery of both styles. 
Since there are other works based on the same story, a synopsis of the work 
follows: 14 

The city of Räjapura in the land of Yodheya is ruled over by a sensuous young king named 
Märid.atta. On the advise of his family priest he has decided to sacrifice a pair, male and 
female, of every living creature to his household goddess, Cal)c;lamäridevatä. When, for this 
human sacrifice, two ascetics, a youth and a maiden, are brought before the king, the scales 
suddenly fall from his eyes. He remernbers having heard that his nephew and niece, twins, 
bad renounced the world and become followers of the Jaina faith. They tel1 him of their 
experiences in previous incarnations and their story, which takes up the greater part ofthe 
work, makes it clear to Märid.atta that they are in fact his relatives. The king undergoes an 

11 See V.V. MIRASHI, Trivikrama, the author of the Madälasäcampü, Nagpur University 
Journal 15 (1964), p. l ff. and V.V. MIRASHI, Madälasäcampükartä trivikramabhattah, PJ 5 
(1967), p. 482 f. ... 

12 Ed.:_ Pt SIVADATTA and K.P. PARAB, 2 vols., Bombay 1901, 1903, Pt. SIVADATTA ... 
and V.L.S. PA~SIKAR, 19162 (KM 70, NSP). - Lit.: A. VENKATASUBBIAH, The Yasastilaka 
and the Paficatantra, PO 2 (1937), p. 181 ff.; V. RAGHAVAN, Gleanings from Somadevasiiri's 
Yasastilaka Campii, JGJh 1 (1944), p. 249 ff. and 467 ff.; K.K. HANDIQUI, Yasastilaka and 
Indian culture (or Somadeva's Yasastilaka and aspects of Jainism and Indian thought and 
culture in the tenth century), Sholapur 1949 (Jivaräja Jaina Granthamälä 2); V. RAGHAVAN, 
Somadeva and King Bhoja, JUG 3 (1952), p. 35 ff.; E.D. KULKARNI. The vocabulary of 
Yasastilaka ofSomadevasiiri, BDC 18 (1957, Taraporewale Mem. Vol.). On the author see 0. 
Borm, IL Nitiväkyämrta di Somadeva Siiri, Torino 1962, p. 7 ff. 

13 See p. 214. 
14 Fora more detailed synopsis see A.B. KEITH, A History of Sanskrit Literature, p. 333 f. 
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inward transformation and both he and his household goddess are converted to the exalted 
teaching of Mahävira, which preaches the sacredness oflife. 

Another work containing Jaina teaching which, like the Y asastilakacampü, is 
based on the Uttarapuräl)a is the Jivandharacampü15 by Haricandra (or Haribha­
dra), who was certainly not writing before the 9th century and may also be the 
author of the wholly stanzaic Dharmasarmäbhyudaya.16 In campü form it retells the 
story so popular in Jaina poetry, the Jivandhara legend on which the Ksatracü­
qäma:r:ii and Gadyacintämary.i 17 by Vädibhasirµha are also based. The Jai~a poet 
Mahendra Süri's Nammayäsundarikahä (Skt. Narmadäsundarikathä)18 is 'hritten in 
Prakrit. Mainly stanzaic, it was composed in 1130, allegedly at the request of a 
pupil. lt relates the story of the very pious girl, Narmadäsundari, who suffered all 
kinds of distress after her marriage to Mahesvaradatta, but heroically withstood all 
temptations, even when she found herself in a house of joy. Like most works in this 
genre, it is of great value from the cultural and historical point ofview. Ofparticular 
interest are the details of how a courtesan (gai;iikä) is trained as related to Narma­
däsundari by the madam of the hause, which had a staff of at least seven hun­
dred ladies of easy virtue. 

Also worth mentioning is the Buddhist Hatthavanagal1avihäravarp.sa19 (before the 
second half of the 13th century) which applies the technique of campü to a text 
written in Pali. lt is a monastery chronicle (varµsa) from Ceylon composed in the 
manner of a Sanskrit campü. The work consists of 11 chapters (pariccheda) and 
opens with a benediction. Chapter I contains descriptions ofthe district Mal)ibheda, 
the river Välukanadi and the MahiyangaJ).a-Stüpa and relates how Prince Sangha­
bodhi was bom in a village in the vicinity of the stüpa~ Chapter II describes the 
sermon delivered by the illustrious monk Nandamahäthera to Prince Sanghabodhi. 
which is modelled directly on Sukanäsa's speech to Candräpi<;la in Bru)a's Kä­
dambari; III the arrival of the three young men Sanghabodhi. Sanghatissa and 
Go!häbhaya at Anurädhapura; and IV the death of Saiighatissa and the annointing 
of Sanghabodhi as king. When Sanghabodhi refuses the kingdom, his speech again 
follows the words uttered by Sukanäsa in Bä:ga. Chapter V describes San.ghabodhi's 
desire to attain the perfections of enlightenment, VI how he tames a red-eyed 
demon and the dialogue between him and the king~ VII the king's renunciation of 
the world; VIII his voluntary death, IX the cremation of the king and the queen and 
the erection of a stüpa by King Go!häbhaya; X the building of a five-storied 
mansion for the monks; and XI the good deeds performed by the two kings 

JS Ed.: T.S. KUPPUSVAMI SASTRI, Tanjore 1905 (Sarasvati Viläsa Series); P. hI~, Benares 
1958 (Jfiänapitha Mürtideva Jaina Granthamälä, Sanskrit grantha 18, \\ith Hindi translationl. 
-On the date ofthe author see V. RAGHAVA'.'<, The date ofthe Jain poet Haricandra, JGJh 26 
( 1970), pp. 45-46. 

16 Cf. p. 212 above. 
17 Cf. p. 263 above. 
18 Ed. K.P. TRIVEDI, .Bombay 1960 (SJS 48). See J.C. JAIN, Präkft sähitya kä itihäs, 

Varanasi 1961 (Vidyäbhavan Rägrabh~ Granthamälä 42), p. 459 ff. (in Hindi}. 
19 Ed. C.E. GODAKVMBL'RA, PTS 1956. 
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Vijayabähu and Paräkramabähu II. In the verse portions the poet uses metres which 
all are employed in Sanskrit kävya. About twenty stanzas are modelled an or 
inspired by Ärya Süra 's Jätakamälä. 

Judging by the texts that have been preserved, most of the campüs written before 
the end of the first millennium were by Jainas. Although the genre must have 
enjoyed popularity among Hindus, too, it is astonishing to find that Hindu campu 
did not reach the height of its power until the 16th century. After this time the 
number ofHindu campüs is so large that space does not permit us to give more than 
a brief description of the most important of them. 

The Rämäyaq.acampü (or Bhojacampü)20 cannot be dated with any certainty and 
was written by more poets than one. Like the epic Rämäyal).a it is divided into six 
sections (käi:icja). The first five käI_J.c;las are by Vidarbharäja, i.e., Bhoja (first half of 
the 11th century) and the last (Yuddhakäl).c;la) by Lak~ma1.1-a Süri (or La~mai:ia­
bhaga), who is also known for his commentary on Kaviräja's Räghavapäl).c;laviya 
and the Gitagovinda. Some manuscripts include a seventh section (Uttarakä99a) 
attributed to Veflkataräja. Bhoja's part ofthe work is influenced not only by the Rä­
mäyaI_l.a itself, but also by those sargas in the Raghuva111sa21 that deal with the Rä­
ma legend. Diväkara's Amogharäghavacampü22

, relating_ in seven ucchväsas the 
story of the Bälakä9c;Ia in the Rämäyai:ia, was written in 1299. The poet's patron 
was the ruler of Kolattunäq in Kerala named in the title, (VIra)Räghava (Cakra­
vartin). A campü that retells the story of the Mahäbhärata is the Bhä­
ratacampü23 by Ananta Bhaga (end ofthe 16th century). 

The majority of campüs have as their subject episodes or legends taken either 
from the two great epics or the PuräI_l.as, particularly the BhägavatapuräJ;ia. 
Se?akffi:1a (~1_1a for short), a 16th century author, wrote the Pärijä­
taharai:iacampü24 and a contemporary, Daivajfia Sürya,wrote a Nrsirµhacampü. 25 A 
considerable number of the campüs inspired by the Vi~i:iu, Kf~l).a and Siva legends 
were composed during the 17th century and, like earlier campüs, many of them 
come from the south. Nilakal_l.!ha Dik?ita, from the south of India, whom we have 
already mentioned, wrote the NI1akal).!havijayacampü26 (1637) about the legend of 
the churning of the ocean of milk. Kesava Bhat!a, the son of Ananta Bhaga, and 

:!O Ed.: K.P. PARAB, Bombay 1898 (NSP); R. MrsRA, Benares 1956. - Lit.: E. SLUSZKIE­
w1cz, Notes sur Je Campürämäyai:ia de Bhoja, RO 3 (1925), p. 107 ff. 

'.?I Cf. p. 176 f. 
22 See K. KUNJUNNI RAJA, The Contribution of Kerala to Sanskrit Literature, Madras 

1958, p. 238 fand A.G. WARIAR, King Räghava of the Amogharäghavacampü, IHQ 17 
(1941), p.251 ff. 

23 _ Ed.: Bombay: Induprakäsa Press 1864; K.P. PARAB, Bombay 1903, (K.P. PARAB and 
V.L.S. PAt:,!SIK.A.R) 19193. 

24 Ed.: Pt. DURGAPRASAD and K.P. PARAB, Bombay 1889 (KM 14, NSP); C. SANK..\RA­
RAMA SASTRI, Madras 1924. 

:?5 Ed.: HARIPRASAD BHAGAVAT, Bombay 1909. - See also V. RAGHAVAN, The Nrsi~ha 
Campü of Daivajfia Sürya Pa99ita and the Nr5i~havijfiäpana of Sri Nrsimhäsramin, BV 1 
(1937), Manuscripts notes II, p. 42 ff. · · 

26 Ed.: C. SA:'IKARARAMA SASTRI, Madras 1924 and 1941 (Sri Balamanorama Series 7). 
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Sarµka~i:ia each wrote a Nrsirµhacampü. 27 Näräyai:ia Bhaga from North Malabar, 
also previously mentioned, wrote the short quick-poem (äsukavitä) entitled Svä­
häsudhäkara28 in campü form but, having only 26 stanzas, it belongs rather to the 
minor form of kävya. Other poems are the Sankaracetoviläsacampü29 by San­
kara and the Mandäramarandacampü30 by Kr~i:iasarman. The artistically con­
structed early 17th century Varadämbikäparii:iaya31 by the woman poet Tiruma­
Iämbä teils the story of the Iove and marriage of Varadämbikä and Acyutarä­
ya, King ofVijayanagara (crowned about 1530 A.D.). The author of a Rämäyai:ia-. a 
Bhägavata-, a Nala- and a Hariscandracampü is the southern Indian scholar-poet 
Ghanasyäma32

, who lived in the first half of the 18th century. He also wrote a 
number of dramas, purely metrical kävyas, commentaries and other works. Then 
there is the Citracampü33 , completed in 1744, by the Bengali poet Bäl)es\ara 
Vidyälarµkära BhaHäcärya (born about 1665). 

Quite a number of campüs are on predominantly religious or philosophic themes. 
A typical work of this kind is the Visvagui:iädarsacampü34 by the versatile scholar 
and poet Venka!ädhvarin35 (born about 1590 in Arasäl)ipäla near Käfici, died about 
1660 in KäficI). He calls each section of his work a vall).ana, i.e., ... description" 
(possibly also "'praise"), and presents what he wishes to say in the form of a dialogue 
between two Gandharvas named Visvävasu and Kfsänu. These two beings fly over 
India in a vimäna, an "'aerial chariot", and Visvävasu sings the praises of everything 
that meets his eye during the journey. Kfsänu, on the other hand, sees only negative 
qualities, but he is not a true advocatus diaboli as his speech is füll of ambiguities 
(sle~) and he thus frequently agrees with Visvävasu without appearing to do so. It is 
interesting that the journey theme, which has lang been found in düta poetry and 
occasionally also in metrical mahäkävya, can obviously be adapted to new, even 
religious purposes. As a pious Vi~i:iuite whose spiritual advisers seem to have been 
Rämänuja, Vedäntadesika and Nammä!vär (Skt. Sathakopa) Veiikatädhvarin uses 
the device of describing the most important places of pilgrimage in order to make 

1. 7 Ed.: HARIPRASAD BHAGA VAT, Bombay 1909 (Kesava Bha!tal. 
28 Ed.: in KM 4, Bombay 1887. 
29 See A.B. KEITH, A History ofSanskrit Literature, p. 337. _ 
30 Ed.: KEDARNÄTH and V.LS. PANSIKAR, Bombay 1924:! (NSP): Pt. S!Ve\DATTA and K.P. 

PARAB, Bombay 1895 (KM 52). c 

31 Ed.: LAKSMAN SARUP, Lahore (1938?). 
3:: On the poet and bis works see M. VALLACRI, II poeta Ghana~yäma eil suo 'Damaruka'. 

GSAI 2 (1930/31), p. 75 ff.; J.B. CHACDHL'Rl, Sanskrit poet Ghanasyäma. IHQ 19 (l943t 
p. 237 ff. 

33 See J. EGGELING, Catalogue of the Sanskrit Manuscripts in the LibraI) of the lndia 
Office, VII, London, 1904, No. 4044. 

34 Ed.: C.V. RAMASSWAMI, Calcutta 1825; Sh. VITHAL, BornbaJ 1889: B.G. YOGI and 
M.G. BAKRE, Bombav 1923s (NSP). - Translation: M.-Cl. PoRCHER, Cn poeme satirique 
sanskrit: Ia Visvagm:iädarsacampü de Venka!ädhvarin, PondicheI) 197'.2 (Publica:i~ns ~e 
l'Institut Fran~ais d'Indologie 48 ). - On the author see E.V. V IRA R.""GHA v ""CHARI:\. v enka;a­
dhvarin: bis date and works, IC 6 ( 1939), p. 225 ff. and M.-Cl. PoRCHER, op.dt (introduction 1. 

35 See p. 148 above. 
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bis carnpü a sort of rnähätrnya as well as a poern. A parallel example, very sirnilar in 
conception to Venka!ädhvarins' work, is to be found in the sixth Act of Ve­
däntadesika's drarna Sarµkalpasüryodaya (aerial journey and description of holy 
places by Viveka and Tarka). lt is obvious that in Venkatädhvarin 's day it was 
fashionable to use the joumey therne and the dialogue form which was used 
throughout and was frequently tumed into exaggerated verbal clevemess. Similar 
campüs are Sarnarapurµgava Dik$ita's Tirthayäträprabandha36 and Annayärya's 
Tattvagul).ädarsa(campü)37, which resernbles the VisvagmJädarsacampü both in title 
and rnanner. Also worth rnentioning is Kavitärkikasirp.ha Vedäntäcärya, in whose 
Vedäntäcäryavijaya38, "The (Spiritual) Victory of the V edänta Master (Vedän­
tadesika)", disputes between various scholars and Vedäntadesika are described. In a 
similar way Rärnacandra Cira:fijiva Bhattäcärya allows representatives of various 
sects to present the essential features of their faiths in his Vidvanmodataraflgil).i39 

(1st halfofthe 18th century). 
Just as Jaina poets rnade use of campü for the dissemination and illustration of 

their faith, so nurnbers of Vaigiava poets employed the genre for their message of 
salvation. This is particularly true ofthe leaders ofthe revivalist movement founded 
by Caitanya (1485-1533 A.D.). His disciples and the sect's first theologists were true 
connoisseurs of poetry and often introduced into their campüs glowing pictures of 
the sublimated erotic love found in kävya in which worldly love and religious 
mysticisrn are inextricably mixed. Jiva Gosvämin wrote the voluminous Gopä­
lacampü40, which has thirty-three chapters narned puräJ?.as and, like the philoso­
phic carnpüs, uses dialogue technique. Raghunäthadäsa wrote the Muktäcaritra41 

and Paramänandadäsa KavikarIJ.apüra the Änandavpldävanacampü.42 The devo­
tion to classical kävya of these early teachers of the Caitanya school43 not only had 
the result that an important branch of Kr$J?.aite poetry arose, it also led to the 
inclusion in this school's system of religious instruction of a number of cornplex 
Sanskrit poetic theories and technical terms. 

36 Ed.: KEDARNÄTH and V.L.S. PA~SIKAR, Bombay 1908 (NSP). 
37 Cf. Descriptive Catalogue, Madras Govt. Oriental Library, XXI, No. 12295. 
38 Cf. Descriptive Catalogue, Madras Govt. Oriental Library, XXI, No. 12365. 
39 Ed.: Bombay: Venka!esvara Press 1912. - On the author see S.K. DE, History of 

Sanskrit Poetics, Calcutta 19602, I, p. 279 f. 
40 Ed.: NITYASVARUP BRAHMACARI, 2 vols., Bmdaban 1904, 1961; RÄSAVIHÄRf 

S.~~UiliYATIRTHA, 5 vols., Berharnpur 1908-1913 (in Bengali characters); MADHVA GAUDES-
VARACARYA, RÄSAVIHÄRiand NRSIMHAVALLABHA Vrndävana 1968 • 

41 Ed.: Nr!"YASVARUP BRAHM.~CARI, BfI1daban \9i 7 (in Bengali ~haracters). 
42 Ed.: V.S. TRIPÄTHI, in: The Pandit, 0.S. 9 (1874/75)-10 (1875/76), N.S. 1 (1876177)-

3 (1878/79); M. DAS, Hugli 1918 (in Bengali characters, incornplete). 
43 On nva and the other Gosvämins see U. BHATTACHARJI, The philosophy of Jiva Go­

svämin, Poona 1934 (KB. Pathak Cornmern. Vol.); S.K. DE, Bengal's Contribution to 
Sanskrit Literature and Studies in Bengal Vaisnavism, Calcutta 1960 (reprint from ISPP).; 
S.K. DE, Early History of the Vai~I)ava Faith and Movernent in Bengal, Calcutta 1961; and J. 
GONDA, Medieval Religious Literature in Sanskrit, Wiesbaden 1977 (== HIL II, 1), p. 20 ff. 
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As regards more recent campüs, three are particularly worthy of mention: Sri­
niväsa's Änandarangavijayacampü44, the Sarvadevaviläsa45 (about 1900), which 
describes the city of Madras ':.bout the end of the 18th century, and the (Sri) 
Narasirµhavijayacampü46 by (Sri)Narasirµha ( 1830-1896) from Tiruccirappalli. 
The Gm;gicäcampü47 by Cakradhara Paganäyaka describes the ceremony of 
Jagannätha's car-festival in Puri and the Aniruddha (carita) campü48 , a work in nine 
ucchväsas by Devaräja, son of Raghupati, the marriage of Aniruddha and U ~-

Conclusion 

This presentation of classical Indian poetry has dealt with kävya in the narrow 
sense of the word, thus excluding classical Indian drama, to which another volume 
in this series is devoted. In principle, many of the stanzas in drama could. it is true, 
be regarded as kävya in the strict sense: they are generally easy to detach from their 
context, which is also true of stanzas in sargabandha, as we have seen: they are 
usually written in a simpler style of kävya since they must be easily and quickly 
understandable by an audience; they can easily be enjoyed as short poems, as 
quotations from dramas in books on poetic theory prove. The same can only be said 
with considerable reservations about the prose passages in drama. Nevertheless, we 
do find among all the Sanskrit and Prakrit dramatic speeches a number of 
descriptive passages which closely imitate the artistic style of prose mahäkävya both 
in vocabulary and syntax. 

Two other categories of literature that are not dealt with in this volume are 
inscriptions (prasasti) and letters of spiritual instruction (lekha).49 The diction ofthe 
few epistles, mostly Buddhist50 , that have come down to us is to some extent poetic 
in pattem, and the form and style of many royal edicts, deeds of gift, etc. can rigthly 
be regarded as a sort of inscriptional kävya. Letters are considered tobe dhanna­
kävyas51, "poems on religion"; they are didactic in content and lack the descrip­
tions so typical of kävya. They do not, as a rule, make use of poetic figures to any 

44 Ed.: V. RAGHAVAN, Tiruccirappalli 1948. 
45 Ed.: V. RAGHAVAN, Adyar 1958 (Adyar Library Pamphlet Series 331. 
46 Ed.: V.B. NATARAJA SASTRI, Tiruccirappalli (no date, probably 1969 70). 
47 Cf. HARAPRASADA SHASTRI, A Descriptive Catalogue ofthe Sanskrit Manuscripts in the 

Collections ofthe Asiatic Society ofBengal, VII, Cakutta 1934, Nos. 5424 and 5425. 
48 Cf. J. EGGELING, Catalogue of the Sanskrit Manuscripts in the Library of the India 

Office, VII, London 1904. No. 4035 and Ha.RAPRASADA SH!\STRI. op. dt .. ~o. 5423. 
49 Cf. the table on p.4 7. . . . 
50 For information of the art of Buddhist letter v.rriting see S. DIETZ, Die buddhistische 

Briefliteratur Indiens. Nach dem tibetischen Tanjur herausgegeben. übersetzt und erläutert. I: 
Einleitung, II: Texte und Übersetzungen, III: Anmerkungen u?d Regist~r. Bonn_ 19&0, a~J 
S.Ch. BANERJI, A Study of the Epistolar)' and Documentary· Literature m Sansknt. IHQ .,4 
(1958), p. 226 ff. 

51 Sees. DIETZ, op.cit., I, p. 129 f. 
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great extent. Inscriptions are written in verse, in prose, or in a mixture of the two­
in the last case they are campü in miniature. They often contain kävya-like de~ 
scriptions but seldom reach the heights of great poetry. Nor, apparently, have in­
scriptions and epistles ever received much attention from the teachers of San­
skrit poetics; theoretical works never quote passages from these two genres. Not­
withstanding their lowly position, inscriptions have played an immensely im­
portant part in making Indian poetic Ianguage familiar not only in the whole of 
India itself, but, since as long ago as the Ist century A.D., also in large areas of 
South East Asia and Indonesia which had culturally been colonized by IndiansY· 

Finally, though mentioned once or twice, modern Sanskrit poetry has not been 
taken into consideration in this history of kävya; it lies too close in time for us tobe 
able to put it into its correct perspective. 

52 See p. 50 f. 
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Dharmakumära 213 
Dharmanidhäna 137 
Dhoyi. Dhoi, Dhoyika 17*, 18, 113, 

12lff., 125,204,205 
Digambara Pai:igitäcärya 209 
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Mätrdatta 125 
Mayüra, Mayürabhatta 92, 129, 134, 135, 

138f.,249 .. 
Medhankara 20 l 
Meghavijaya 124 
Mentha l 96f. 
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Räksasa 200 
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Rämabhadrämbä · 221 
Rämabhatta 209 
Rämacand~a 101, 136, 225 
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Rämagopäla 125 
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Rämapäniväda 209,210f.,227 
Ranacch~a 221 
Raiigäcärya 125, 148 
Ratnasekhara 13 7 
Ratnäkara 142 
Ratnaprabha Süri 267 
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Ravideva 52, 116, 200, 223 
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Revä 83 
Rsiputra Paramesvara 116* 
Rudra 262 
Rudra Nyäyapaiicänana 125 
Rudrakavi 222 
Rudrata 11*,21, 150*, 159,229,230 
Rüpa Gosvämin 125, 126, 147 
Rüpanätha Upädhyäya 211 
Ruyyaka 203,_219 
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Samantabhadra 136 
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Sämba 142 · 
Sambhu 100, 128 
Samkarsana 2 71 
Sandhyälrara Nandin 218,224 
Sanghasena 266* 
Sankara, sankaräcärya 93, 131, 139f., 146, 

271 
Sankuka 199 
Säntikama 83 
Sarana i2 l , 204 
Sarman, Dvijendraläla 124 
Sarman, Gopäla 139 
Sarman,Mädhava 126 
Särn.gadhara 8 7 
Sarvajiiamitra 134 
Sarvänanda 220 
Sarvasena 83 
Satäbudhäna Krsnadeva 125 
Satänanda 200 · · · 
Sesakrsna 270 
Si<ldhäs~na Diväkara 135* 
Silänka 214 
Silhana, Sihlana, Silhana, Sihlana 100 
Sivadäsa 143,"210 · · 
Sivasvämin 197,201 
Sobhana 136,223,262 
Soddhala 263 
Somadeva 141,204,268 
Somanätha 102 
Somaprabha (Süri) 101,225,268 
Somaprabhäcärya 225 
Somasundara 13 7 
Somesvara(deva) 215,219 
Somila 234 
Sridharadäsa 87, 100, 143, 145 
Sriharsa 48,171,175, 192ff. 
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Srivara 210 
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Sthiradeva 118* 
Subandhu 115, 184*, 197, 224, 228, 229, 
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Subhüti 77, 78 
Südraka 86, 243 
Sukumära 209 
Sumanä 78 
Sumati Süri 15* 
Sumativijaya 39*, 118 
Sundara 96 
Süryadeva, Sürya Pai:ic;lita 148 
Svayambhüdeva 214 

Tailanga Vrajanätha 126 
Tirumalämbä 271 
Trailokyamohana 123 
Tribhuvanapäla 139 
Tripäthi, Sivaräma 227 
Trivikramabhana 187*, 265, 267f. 

Udaya 113, 125 
Udayottunga 125 
Udbhata 172*, 199 
Uddanda Kavi 125 
Uddyotana Däk~iQyacihna, U. Süri 82, 

266f. 
Umäpati(dhara) 121,204 
Uficchavrtti 27 
Usabha 76 
Utpaladeva 142 
Utprek~vallabha 101, 143,210 

Vädibhasii:p.ha O<;iayadeva 212, 263, 269 
Vädicandra Süri 126 
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Vägbhata 11 *, 213 
Vairocana 100 
Vajradatta 134, 144 
Väkpati(räja) 83, 196, 199, 203, 212, 234, 

244 
Vallabhadeva 24, 87, 108, 118, 188, 190 
Vallai:ia 88 
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Vämanabhatta Bäna 125,210,248,263 
Vanavaccha .. 77, 78 
V arän.ga 212 
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Vararuci 17*, 80, 116 
Vastupäla 215,219,220 
Väsudeva 52, 125, 153,200, 222[, 227 
Vasukalpa 88 
Väyuvikära 248 
Vedäntäcärya 209 
Vedäntadesika 125,209,271,272 
Vemabhüpäla 93, 94 
Venibhärata 248 
Veilkatäcärya 125 
Venkatädhvarin 148ff., 225, 271f. 
Venkatanätha 125,209 
Venkataräja 270 
Venkatesa 143,209, 223 
Vetälabhatta 17* 
Vidarbharäja 2 70 
Vidyäkara 37*, 87 
Vidyämädhava 224 
Vijayaprabha Süri 124 
Vikrama 124 
Vimala Süri 213f. 
Vimalakirti 126 
Vinaya Vijayagal)i 126 
Vinäyaka 236 
Viresvara 128 
Viryamitra 88 
Visäkhadatta 89 
Visnudäsa 126 
Vi~vanätha 74*, 119*, 173* 
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Visvanätha Devasarman 211 
Visvanätha Simha 209 
Visvesvara 103, 109 
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Misrakastotra 133 
Mohamudgara 139 
Mrcchakatika 86,243 
Mrgavaticaritra 213 
Mudräräksasa 89 
Mukapaficäsati 142* 
Muktäcaritra 272 
Mukundamälä 131, 143 
Mukundamuktävali 147 
Mukundasataka 211 

Nägänanda 100, 192 
Naisadhacarita, Naisadhiya 1 71, 17 5, 

l 92ff. . 
Naksatramälä 227 
Naläbhyudaya 210 
Nalacampii 265, 267f., 271 



Nalodaya 116,200,222,223 
Nämasangiti 134 
Namaskärastavana 13 7 
Nammayasundarikahä 269 
Naranäräyanänanda 215 
Näräyaniya · 143f., 227 
Narmadäsundarikathä 269 
Nätyadarpana 136* 
Nätyasastra. 1 *, 54, 65, 197, 199 
Navasähasänkacarita 192, 216f. 
Nemidüta 124 
Neminirväna 213 
Nilakantha\·ijayacampü 270 
Nirbhayabhimavyäyoga 136* 
Nitikalpadruma 203 
Nitisataka 9, 88, 90, 101 
Nrsi:rµhacampü 270,271 

Padänkadüta 126 
Padmapuräl).a 214 
Padyacü9äma~i201 
Padyakädambari 203 
Padyävali 147 
Pajjamadhu 134 
Paficagatidäpana 13 5 
Pafi.cakalyänajinastotra 136 
Paficaparamesthistava 13 7 
Paficäsati 14 2. 
Paficavimsatigunastavana 13 7 
Pändavacaritra 215 
Pänthadüta 126 
Paramärthanämasangiti 134 
Paramesthistavana 135 
Parame§varastoträvali 142 
Pärijätaharanacampü 270 
Pärsväbhyudaya 118,124,214 
Pärsvanäthacarita 212 
Pärsvanäthalaghustava 137 
Pärsvanäthastava 136 
Pärvatiparinaya 248 
Pärvatirukminiya 224 
Paümacariu iI4 
Paümacariya 213f. 
Pavanadüta 18,113, 121ff., 126,204 
Piyüsalahari 144 
Prasädapratibhastotra 132, 133 
Prasädapratibhodbhava(stotra) 133 
Prasannaräghava 96,205 
Priyadarsikä 192 
Pp:hviräjavijaya 219 
Pürvacätakästaka 103 
Pürvamegha.(Meghad.) 116, 119* 
Pürvapithikä (Dasakum.) 234, 236, 237, 

238*, ·242, 260 

Worlcs 

Pürvasandesa (Meghad.} I 16* 
Pu~pabäl_laviläsa 116 

Räghavanai~hiya 225 
R.äghavapä1_1~vayädaviya 225 
Räghavapä1_1~viya 224, 270 
Räghavayädaviya 148ff., 225 
Raghunäthäbhyudaya 221 

287 

Raghuva:rµsa 11 *, 20, 29, 33*, 35, 43, 59*, 
108*, 116, 120, 131, 163, 168*, 171. 
175ff., 190,198,219,270 

Raghuvirastava 144 
Räghaviya 211 
Räjaprasastimahäkävya 221 
Räjatarangini 197,218 
Räjendrakarnapüra 100, 128 
Rä~kävya 116, :wo 
Rämabänastava 144 
Rämacandrähnika 209 
Rämacandrodaya 223 
Rämacäpastava 144 
Rämacarita 200f. 
Rämagitagovinda 209 
Rämakrsnakävya 148 
Räma~~änulomavilomäk~rakävya 148* 
Rämakrsnayilomakävya 225 
Rämalcrsnavilomäksarakävya 148 
Rämapäiäcarita 218, 224 
Rämastapräsa 144 
Rämavijayakävya 21 l 
Rämayamakäfl_lava 223 
RämäyaI_l.8. 19, 25*, 26, 27, 33*, 53, 57ff., 

107, 109, 114, 130, 143, 144. 163, 164, 
167, 168, 176, 179. 182*, 203,211,213, 
214,215,224,225,226,270 

RämäyaI_1acampü 270,271 
Rämäya1_1amaiijari 203 
Rämä~ra 210 
RämäyaJ?.asärasarµgraharaghuvirastava i 44 
Rasagangädhara 21 *, 103 
Rasiapaäsana 100 
Rasikaraiijana 101, 225 
Rä~~auc;l.hava:rp.samahäkävya :!2lf. 
Ratimaiijari 205 
Ratnävali 192, 248 
RävaQ.ärjuniya 226 
Rävanavadha 171, l 80ff. 
Rävanavaha 197 
Rsabhadeväji'iästava 137 
R.sabha -cäsikä 136 . . pan 
Rsimandalastotra 136 
Rtusambära 25*, 33*, 53, 61, 106, 10sr.. 
. l 10: 116, 119, 127, 162*, 163 

~tuvan;tana 109 
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Rtuvarnanakävya 109 
Rukminikalyäna 209 
Rukmi~ipariIJ,aya 21 I 

Sadrtuvarnana 109 
sacluktikarnämrta 87, 100, 143, 145,200 
SähityadarpaIJ.a· 74*, I 19*, 173* 
Sahrdayänanda 210 
Sälihhadracarita 213 
Säluväbhyudaya 221 
Samaräiccakahä 261, 262, 266 
Sämbapaiicäsikä 142 
Samgitaragh unandana 209 
Samjivini 39 
Samkalpasüryodaya 209, 272 
Samneharäsaya 127 
Sandesaräsaka 127 
Sankaracetoviläsacampü 271 
Säntisataka 99, 100 
Säntiviläsa 103 
Saptasati 80, 101 
Sarasvatikanthäbharana 173*, 234, 236 
Sarasvatistotra 116 . 
Sänigadharapaddhati 87, 200 
Sarvadevaviläsa 273 
Säsvatacaityasta va 13 7 
Satakatraya, Satakatrayi 88ff., 101 
Satapancäsatka 132 
Satpadi 139 
Satprajfiagäthä(h) 87* 
Satslokigita 146 
Sattasai 64, 69, 80ff., 93, 94, 97, 170, 199, 

234 
Satyahariscandra 136* 
Satyatapahkathä 223 
Saundarananda 7*, 132, 164ff. 
Saundaryalahari 139f., 141 
Saurikathodaya 153,200*,222,223 
Sesa (Dasakum.) 236, 242 
Setubandha 83, 161*, 187*, 197 
Sevyasevakopadesa 203 
Siddhipriyastotra 223 
Siladüta 124 
Siricimdhakavva 146 
Sisupälavadha 7*, 11*, 24, 26, 36, 59*, 

131, 163, 171, 187ff., 212 
Sisyalekha 133 
Sivagiti 209 
Sivalilärnava 210 
Sivasataka 211 
Sivodaya 223 
Sobhanastuti 136 
Sragdharästotra 134 
Srav~änanda 148 

Sricihnakä vya 146 
Srighananandamahäkävya 198 
Srikanthacarita 203 • 
Snkrsnaviläsa 209 
snniäiiatärästotra 13 3 
(Sri)Narasimhavijayacampü 273 
Sriniväsasahasra 148 
Sriniväsaviläsacarnpü 209 
Snvijayaprasasti 192 
Snigäradarpana tb2 
Srngärahärävali 192 
Srngärajnänanirnaya 128 
Srngärakalikätri§ati 103 
Srngärakallola 1 o 1 
Srngäramädha viyacampü 20 5 
Srngäraprakäsa 1 *, 234 
Srngärarasamandana 146 
Srngärarasästaka 1 oo, 116 
Srn.gärasaptä§atikä 147 
Srngärasataka 24*, 88, 90, 99, 101, 103 
Srngäratilaka 99, 116 
Srngäravairägyatarangini 1 o 1, 225 
siavamälä 147 . 
Stavävali 147 
Stoträvali 142 
Stutikusumäfijali 142 
Subhadräharana 22 7 
Subhäsitamuktävali 87 
Subhäsitaratnabhändägära 9* 
Subhäsitaratnakosa .24*, 37*, 87 
Subhä~itävalI 24*, 27*, 85*, 108, 135, 198 
Sudhälahari 144 
Südrakakathä 234 
Sugamänvayä Vrtti 39* 
Sukasandesa 12s 
Sukrtasamkirtana 219f. 
Süktikamämrta 87 
Süktimuktäväli 135* 
Sumangalastotra 145f. 
Sumanottarä 234 
Sundarisataka 101 
Suprabhätastotra 134, 192 
Surahotsava 215 
Süryasataka 92, 129, 134, 135, 138, 249 
Süryästaka 211 
Suvrttätilaka 28*, 197, 226* 
Svähäsudhära 2 71 
Svapnaväsavadattä 245 
Svayamutpreksitalilä 147 
SyämalädaJ-?-~aka 116 

Tarangalolä 262* 
Tarangavati 262, 267 
Tattvagu1.1ädarsa( cam pü) 2 72 



Telakatähagäthä 134 
Theragäthä 75ff., 85, 104 
Therigäthä 75ff., 85, I 04 
Tilakamafijari 258*, 262, 264, 267 
Tirthayäträprabandha 272 
Trailokyasundarikathä 262 
Tripuradahana 200*, 222 
Tri~!isaläkäpuru~caritra 213 

Udäraräghava 215 
Udayasundarikathä 263 
Uddhavacarita 126 
Uddhavadüta 126 
Uddhavasandesa 126 
Ulläsikammastava 136 
U säniruddha 211 
Utta.racätakästaka 103 
Uttarakända (Räm.) 211 
Uttaramegha (Meghad.) 116, 119 
Uttarapithikä (Dasakum.) 236, 242 
Uttarapuräna 214,263,268,269 
Uttarasandesa (Meghad.) 116* 
U vasaggaharastotra I 3 5 

Vägbhatälamkära 11 * 
Vägmai;t9anagm;adüta 128 
Vairägyasataka 88, 90, 99, 100, 101, 102, 

103 
Vajjälagga 74*, 81, 82, 87 
Vakroktijivita 11 * 
Vakroktipaficäsikä 142, 200 
Väkyävali 223 
Varadämbikäparinaya 271 
Varängacarita 212 
Varnamälästotra 144 
Vall}ärhavan:ia(stotra) 132 

Works 289 

Vasantaviläsa 220 
Väsavadattä 234, 235, 244ff., 249. 252, 

255 
Väsudevavijaya 227 
Vätadüta 126 
Vedäntäcäryavijaya 2 72 
Vedasärasivastuti 139 
Vemabhüpälacarita 263 
Vidagdhagäthä(h) 87 
Vidagdhamukhamandana 151 *, 154 
Vidvadvinoda(kävva}· 200 
Vidvanmodatarangir_li 27::! 
Vikrarnänkadevacarita 27. 44. 97, 217f. 
Vikrarnorvasiya 112, 116, 152 
Virakamparäyacarita 220f. 
Virastava 136 
Visesakävya 109 
Visnupädädikesäntavarnanastotra 145 
Visnuprivä 211 . 
Vi~~U~fpadi 139 
Visnustuti 145 
Visnuviläsa 211 
Vi~vagunädarsacampü 27lf. 
Vitarägastotra 136 
Vivarana 227 
V;ndävanayamaka 223 

Yädaväbhyudaya 209 
Yädavaräghaviya 225 
Yaksamilanakävya 124 
Yaksolläsa 113 
Y asästilaka 141 
Yasastilakacampü 268,269 
Y asodharacarita 212 
Yuddhakända (Räm.) 114 
Yudhi~!hira,:ijaya 200. 222 
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Abhidhänacintämaninämamälä 227* 
abhisärikä see näyikä 
abhiyoga 19 
abhyäsa 19, 21* 
Abu 124 
Acchodaka 253,254,256,258 
action 160, 164, 194, 204, 236, 243, 245, 

251,255,259,268 
Acyutaräya 271 
Ädigrantha 205 
ädikavi 53, 163 
ädikävya 53, 163 
adrstapürva 36 
Advaita-Vedänta 93, 131, 192 
adversary 161,189 
Agnivama 176, 177 
Agrawala, V.S. 257 
Ähavamalla 217, 218 
ahimsä 212 
Aihole inscription 115, 184 
Aja 149, 176, 178 
Ajiravafi 250 
Ajita 136 
Ajitäpi~a 199 
Ajitasena 116 
akam 73* 
Akbar 102 
Äkhandala 248 
äkhyäyikä 46, 47, 66*, 159, 160,229,230, 

233,234,236,243,249,253,257,260 
Akrüra 227 
aksaracyutaka 152, 153 
Alakä 5, 40, 116, 118, 119 
ala.rµkära 12, 26, 31, 35, 52, 54, 56, 6 l, 

62, 68, 69, 84, 87, 133, 153, 162, 199, 
203 
artha-a. 43* 
sabda-a. 43*, 76, 150 

alamkärasästra 104 
Allahabad 97,176,217 

A. column 170 
alliteration 6, 105*, 131, 194, 198, 207, 

231,260 
Almora 103, 109 
Ambälikä 239, 243 

ambiguity 137, 149,246,271 
Ämraküta 118* 
Ananga ·232 
Anahillapura 219 
Anantavarman 241 
Andhaka 199 
Ändhra, Ändhrabhrtya dynasty 81, 241 
Ändhra-Rämäyana· 210,221 
Anekärthasamgr~ha 227* 
Aögada 19 8 . 
Anga(s) 238, 240 
Anhilvad 97,213,217,219,226 
anibaddha 66 
Aniruddha 211,273 
Annapümä 139 
anthologist 66 
anthology 66, 71, 75, 76, 79, 80, 81, 86, 

87, 88, 89, 92, 94, 97, 98, 99, 100, 112, 
128, 134, 147, 164, 193, 198, 200, 204, 
205,218,225 

anuloma 224, 225 
anulomaviloma 154 
anulomavilomakävya 224 
anulomavilomäksarakävya 224 
anulomaviloma poetry 149 

anupräsa 105 
anuräga 54, 86 
Anu~tubh metre 169, 170,219,227 
anvaya 5 
anyä see näyikä 
anyäpadesa 100 
anyastri see näyikä 
anyokti 100, 101 *, 103 
aorist see grammar 
Apabhramsa 14, 46, 47, 49, 50, 51, 87, 

110, 126, 127, 136, 137, 140, 161, 205, 
207,211,212,214,229,262,267 
A. poetry 207 
A. literature 208 

Apahäravarman 237,238 
A.'s tale (Dasakumäracarita) 238f. 

apauruseya 1 * 
application of an attribute 2 7, 28 
Apsaras 185*, 254, 255 
apürva 22 
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Aräda 166, 167 
Arb~da 227 
ardhrabhramaka 186 
Ardhamägadhi 62 
ardhävali 187 
Arikesarin 268 
Arjuna 131, 163, 184, 185,186,215 
Arjuna Kärtavirya 226 
ärsa 1 * 
artha 4*, 11, 21, 99*, 161*, 179, 185*, 246 

arthagaurava 186,190 
arthäntaranyäsa 39 

Arthapäla 237 
A. 's tale (Dasakumäracarita) 240 

Arthapati 239, 248 
arthasästra 19 
arthatrayaväcin 187 
arts see kalä 
Aruna 139 
Arundhati 29, 172 
Äryä metre 83, 101, 102, 103, 131, 139, 

170,180,223,224,227,229 
Äsädha 110 
äsis · 161 
Asoka 64, 143 
asoka tree 32, 33*, 168 
Assam 251 
assemblies of connoisseurs see gosthi 
Astädhyäyi 79, 80 .. 
astaka 88, 99, 105 
astapadi 206 
astonishment 

aesthetic a. see camatkära 
astrology, astronomy 194, 223, 225 
äsukavitä 271 
Asuras 223 
asüryampasya 15 
Atharvaveda 56, 57* 
Atithi 176 
attributes 23, 24, 25, 26, 27, 28, 35, 37, 

48,54,62,78, 168,218 
aucitya 28, 29, 35 
Aupacchandasika metre 169 
autobiography 

Bäna's a. 250, 260 
Avadäna 265 
A vadänasataka 201 
ävali 88 
A valokitesvara 134 
Ävantikä see style 
Avantisundarl 236,238,260 
Avantivarman 199,201 
Ayodhyä 28,60, 101,198 

A. dynasty 176 

bahuvrihi 10 
Bahusrutika I 64 
Bälabrhaspati 188 
Bälacändrikä 238 
Balläla 52, 115* 
Bäna, Bänäsura 21 1, 22 3 
bandha iss 

padma(bandha) 155. 156* 
Bandhuvarman 168* 
Banga 221 
bard 13, 57, 58, 59 
Baroque period 158* 
bathing with the ladies of the court, pleasu-

res of bathing see description 
battle scene 66, 185, 190, 197,212.245 
Bauls 30* 
Belgore 221 
Belvalkar, S.K. 139 
Benares 97, 129, 139 
Bengal 17*, 30*, 97, 125. 134. 142. 145, 

147,192, 196.204,224,250 
Bengali 50, 51 

B. stotra poets 14 7* 
Old B. 107 
Old B. poetry 207 

Bengalism 192 
Bhagavadgitä 143, 174 
Bhägavatapuräna 143, 21 L 225. 270 
Bhairaväcärya 250, 251 
Bhaktamälä 204 
bhakti 30, 130*, 134, 139, 146, 207* 
Bhämini 102 
bhäna 234,243 
Bhandarkar, R.G. 81 
Bhandi 250 
bhaniia 201 
Bharata 60, 61 
Bharvu 253 
bhäsäslesa 13 7 
Bhäskaravarman 24 l, 242 
Bhatta Jayanta 200 
Bhattacharyya, Sivaprasad 139 
Bhava 141 
bhäva 41 
Bhavasimha 221 
Bhilsa 1·18* 
Bhima 141, 188, 195,219,223,226 
Bhimadhanvan 240. 241 
Bhimaka 248 
Bhimasena 128. 184. 227 
Bhisma 131 
Bhoja 35,52,209.216 
Bhojaprabandha 52, 115* 
Bhujarpgaprayäta metre 13 l. 139 
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bindumafi 152 
biography 18, 230 
Birken, S. von 158* 
Bodhisattva 134 
bon-vivant 42, 54 
borrowings 43, 44 
Brahmä 17 I, 252 
brahman 97* 
Brhatkathä 213, 230, 243, 244, 253 
Brhatkathämafijari 253 
Buddha 64, 79, 128, 132, 133, 134, 168, 

198,201 
Buddhism 164, 165, 201 
Buddhist 

B. author, poet, writer 49, 77, 100, 115 
B.canon 62,64, 75, 76, 78, 79,132 
B. devotional lyrical poetry 134 
B. hymns, stotras 132, 133, 164 
B. logic 133 
B. philosopher I 15 
B. rebirth stories 203 
B. sacred places 134 
B. texts 265 
B. works 130 

Bühler, G. 170 
Burma 50, 143 

caesura 179 
Cähuvfu.?.a (dynasty) 220 
Caitanya 125, 147,204,210,272 
cakora bird 55 
Cakoräksa 248 
cakraväka 5 5 
Cakraväkikä 248 
Cälukya dynasty, C. kingdom, C. rulers, 

etc. 97, 184, 212, 217, 218, 219, 220, 
224,268 

camatkära, camatkrti 32, 37, 44, 68 
Cambodia 50 · 
Campä 238,239,240,241,242 
campaign of (world) conquest 176, 177, 

216,217,221,237,254 
campü 46, 47, 66*, 148, 159, 160, 192, 

215,228,262,263,264,265ff.,274 
Cämui:i4aräja 226 
Candäla 253, 259 
Candamäridevatä 268 
Candasimha 240 
Ca~~varman 238,239 
Cai:i<Ji 98,131,138,200 
Ca~<Jimähätmya 138 
Candradatta 204 
Candragiri 221 
Candragupta II 17*, 115 

Candralekhä 21 7 
Candräpi4a 253, 254, 255, 256, 258, 259, 

269 
Candraprabha 137 
Cankam 115* 

C. lyrical poetry 22, 49, 82 
canto 53, 159, 161, 162 
Capotka!,a 96*, 220 
Carakasamhitä 234 
carita 1 s: 230 
carmen figuratum 150, 154ff. 
cätaka-bird 55, 103, 104, 131 
catukkanipäta see nipäta 
caturvarga 4 * 
Cauda, Caura 96 
Cauiukya dynasty 226 
Cedis 188 
Ceylon 17*, 50, 114, 116, 134, 197, 198, 

199* 
Chandahsütra 79,205 
Chandaka 166 
Chandoviciti 234, 235 
characteristics of kävya 8, 10, 13, 62 
Chatterji, S.K. 207 
Chauhan dynasty 220 
Cicero 30 
Cintämani 129, 245 
Cippa!a-hyäpiga 188 
citra figures, citra poetry 154ff., 186, 187, 

198,199,201,208,219 
citrabandha 155, 157, 186, 187 
Citrabhänu 248 
Citraküta 28, 29, 60, 61 
Citraratha 254 
Cittaräja 263 
cloud 5,23,24,25,26,27,28,3~40,5~ 

57, 78, 110, 111, 112, 113, 116, 117, 
118, 119, 120*, 122, 125 

cock-fight 240 
Cola 143 
competition 16 
compound(s) 12, 15*, 186,224,231,233 

c. used in an ambiguous manner 85 
determinative c. 10 
difficult c. 138 
long c., lengthy c. 94, 98, 179, 197, 198, 
218,257,260,263 
possessive c. 10 
series of c. 246 

Conjivaram 184 
connoisseur 18, 34, 40, 41, 67, 68, 70, 75, 

151,191, 198,200*,210,248,258,272 
consonants 

c. in a compound 10 
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harsh c. 10 
constellations 73 
content 11, 12 

form (sabda) and c. (artha), expression 
and c. l lf., 21, 30, 179, 185* 
weightiness of c. 186, 190 

context 5, 23, 69 
copyright 43 
court 17, 18,59, 75,248 

c. bards 59 
c. poet see poet 
c. receptions 16 

courtesan 16, 42, 74, 75 

Dadhica 251 
Dämalipta 240,241 
Dandaka 176 
Daidura mountains 231, 232 
Däruvarman 238 
Darpasäta 251 
Daruvarman 238 
Dasapura 118*, 258 
Dasaratha 149, 176 
Dasäma 118* 
Dattaka Sarväsraya 187 
dattävasara 15 
dawn worship see samdhyävandana 
De, S.K. 68, 92, 182. 
Deccan 62,64, 73*,81,236 
decorative figure see alamkära 
defect · 

poetic d., stylistic d. see dosa 
denouement 161 · 
description 28, 29, 30, 32, 35, 37, 56, 63, 

122, 160, 161f., 185, 189, 194,217,246, 
255,261,266*,267,269,271 
d.ofautumn 185,25lf. 
d. ofthe half-demented lover 112 
d. of nature, etc. 3, 7*, 113, 118f. 
d. of nightfall and moonrise 175, 185, 
193,201,217,219,220,226,251 
d. of the pleasures of bathing 176, 181, 
185*, 189, 190,201,215,217 
d. ofseasons, towns, etc. 59,107,109, 
114, 163, 170, 176, 182, 185*, 189,201, 
212,215,220,221,222,232,245,261 
d. ofscenes ofbattle see battle 
d. of sunrise 189, 212, 219, 220, 245, 
261 
d. of sunset and night 175, 193, 195, 
201, 212, 215, 217, 220, 221, 222, 245, 
251,267 
d.ofsvayamvara 176,194 
detailed d.," elaborate d., long d. 12, 54, 

61, 63, li6, 144, 179, 193, 201, 230, 
236,243,260 
pädädikesänta d., nakhasikha d., d. from 
foottohair-ends 144,145,173, l94f. 

Desinämamälä 227* 
Deva Räya 209 
Devaki 147 
Devi 128, 131, 140, 142, 144 
Devimähätmya 138 
Dhammapada 76,166,201 
Dhanamitra 239 
Dhärä 17*, 52, 177, 209, 216, 262 
dharma 4*,99*, 148, 161* 
Dharmabhadra 134 
Dharmadeva 188* 
dharmakathä 260f .• 267 
Dharmanäbha 188* 
Dharmanätha 188* 
Dharmapäla 23 7 
dhätupä!ha 226,227 
Dholkä 215,219 
Dhümini 

Dh. 's tale (Dasakum.) 241 
dhvani 1*, 30, 31, 41, 44, 54, 57*, 64, 68. 

70, 71*, 82, 84, 85, 94. 98, 119, 162 
alamkäradhv. 71 * 
rasidhv. 71 * 
vastudhv. 71 * 

Dignäga I 15 
digvijaya 216,217 
Dilipa 29, 176 
dipaka 153* 
Diväkaramitra 251 
Diwekar, H.R. 60 
Djämi 210 
dosa 32, 35*, 54, 117, 194 
drama 1, 31, 45, 46, 47, 48, 61*, 66, 88, 

104, 109, 112, 136*, 160. 164. 205, 209, 
243,248,271,272,273 
dramatic theory 161 

Draupadi 184 
Dravidian 

D. language(s) 49, 50, 51, 71*, 82. 192 
D. poet, D. poetry 211. 212 

Drdhavrata 143 
D:ciadvati 118* 
dp;ya 1,45,47,48 
Drutavilambita metre 179. 198 
dukanipäta see nipäta 
Durgä 142.240,242 

Durgä-Ca:1)9,i 138, 145 
Durgä-Käli 128 

Durgämähätmya 138 
Durlabhadevi 227 
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Duryodhana 184 
düta 115*, 122 
d. poem 45, I 13, 118*, 121, 126, 127 

d. poet, d. poetry 117, l 18, 120, 121, 
124, 126 

dütakävya 51, 67*, 112, 114, 117, 124, 
125, 126, 127 

düti 72, 84, 90, 111,115,206 
Dvärakä 149 
Dvivedi, H. 127 
dvya~ra 157, 187, 198 

eccavakai 85* 
ekäksara 158, 186, 198 

ekäksarapäda 186,190 
ekanipäta see nipäta 
Elu 51 
epic 160, 228 

the (great) epics 1*, 31, 53, 58,163,164, 
213,224,225 
lyrical e. 160 

epistle 46, 273, 274 
epithet 

descriptive and narrative e. 129 
new e. 256 

euphony 6, 11,231 
exercises 19, 20, 21 

euphonic e. 19 
metrical e. 14, 20, 21, 151 
e. to test vocabulary 20, 151 

Fa-hsien 134 
fight see battle scene 
figure(s) 

decorative (, poetic ( 3, 12, 26, 31, 35, 
43*, 51, 54, 56, 61, 62, 68, 84, 87, 136, 
153, 162, 182, 190,222,231,273 
use off. 181, 194 

folksong(s) 62, 64*, 84, 107, 110, 112, 114, 
126 

friend 
the beloved's female ( 72, 84, 99 
the lover's f. 72 

gadya 46,47,228,265 
gajapada 154f. 
Ganadhara 13 7 
Ganapati 129 
Gandhamädana 175 
Gandharva 140, 185*,254,255,258,271 
Ganesa 14,98, 128,129 
Ga~gä, Ganges 11*, 18, 28, 29, 129, 139, 

144, 176, 185*, 192,210 
gaI_1ikä 74, 84, 150 

garbha 161 
Garuda 133 
gäthä. 75, 76, 134 
Gauda 18, 121;200,221,250 

Gauda style, Gaudi see style 
Gaudapäda 139 · 
Gitä.see Bhagavadgitä 
gitakävya 111 
Godävari 81, 82 
Gokula 227 
Gomini 

Gomini's tale (Dasakum.) 241 
gomütrika 154, 186, 198 
Gopi 126,206,223 
Goraksanätha 89 
gosthi · 16, 17, 19, 22, 150,248 

ic"avig., kävyag. 15, 16, 17, 30, 150 
jalpag. 16 
nrtyag. 16 
vädyag. 16 
vinäg. 16 

Gothäbhaya 269 
Govinda 128,146,163,248 
Grahavarman 250, 251 
Grahila 140 
grammar 19, 168, 182,196,212,225 

Präkrit gr. 146, 226 
Sanskrit gr. 169,226,227 
display of grammatical brilliance 202 
examples ofthe Sanskrit aorist 169, 191 
examples ofthe Sanskrit perfect 169 
examples of the Sanskrit periphrastic fu­
ture 181 
grammatical jests 168 
grammatical works, works on gr. 169*, 
223 
Sanskrit verb-forms 226 
use of moods 181 
use of tenses 181 

güdhacaturthapäda 152, 153 
Gujarat 16, 136, 188, 212, 213, 215, 219, 

220,226 
Gujaräfi 50 
guna 8,32,35*,54 

prasäda (clarity) 97 
GuI_1ä9hya 230,244,253 
Gupta 

G. dynasty, G. era, G. period 40, 48, 62, 
115,248 
G. king, G. prince 177, 250 

Guruväyur 143 

hagiography 212,213 
Hammira 220 
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Hamsavega 251 
Ha~umat 113,114,181,183 
Hara 83*, 129, 187*, 199 
harana 43 

arthah. 43* 
sabdah. 43* 

Hari 208 
Harini metre 141, 170 
Harinikä 248 
Härita 254 
Harivamsa 223 
Harsa, Harsavardhana 135, 137, 151, 248, 

249,250:251,252,257,262 
Harsadeva of Kashmir 100, 128 
häva 119 
Hayagriva 197 
Hemaküta 255, 259 
hero 4, i61,229,230,233,249,252,263 
heroine 252, 255, 262, 263 
heran 37, 38, 164* 
hetaera 74, 84,150,261 
Himälaya 171, 172,*, 173, 174, 184, 185*, 

201,215,217,250,255,256 
Hindi 31*,50,51 

H. literature 127 
Old H. poetry 207 

Hindu 
H. campüs 270ff. 
H. hymnody 137ff. 
H. poetry 49 
H. works 130, 202 

Hiranyabähu 248 
Hitopadesa 60* 
homonym 60 
horse 

magic h., miraculous h. 245,254 
Hoysala rulers 18 
fümas 250 
husband 

choice ofhusband see svayarp.vara 

ilavenil 11 O 
imagery 37, 51, 55, 56, 62, 78, 88, 109, 

187,201,221,256, 
imagination see pratibhä 
implied 

the i. 30, 31, 41, 44, 68, 69, 70, 162 
the i. on the basis of content 71 * 
the i. on the basis of figures 71 * 
the i. on the basis ofsentiment 71* 
see also: the unexpressed 

impressions 
latent mental i. 21 

improvisation, improvision on a given the-

me see samasyäpürana 
indagopaka see indragopa(ka) 
Indonesia 50, 51,274 
Indra 172, 184,247*,267 
indragopa(ka) 23*, 26, 27, 28, 77, 78, 164* 
Indravajrä metre 19*, 170, 178 
Indräyudha 254,255,259 
Indumati 35, 176, 178 
Ingalls, D.H.H. 173 
inscription(s) 17, 18, 46, 47, 50, 52, 62, 

170, 205, 215, 216, 221, 228, 229, 265, 
273,274 

isäna 141, 260 
itihäsa 1*, 161,230 
I-tsing 89, 90, 132 

Jäbäli 254,259 
Jacobi, H. 59, 175 
Jagadü 220 
Jagannätha 

J. cult 207* 
J.'s car-festival 273 

Jaina 
J. anecdotes 188 
J. author, J. writer 49, 124, 126, 136, 
202, 213, 220, 268 
J.canon 62,136,137 
J. circles 202, 260 
J. commentator 109 
J. dharmakathä literature 260f. 
J. hyrnns, J. stotra literature 135ff., 262 
J. poems 202,209 
J. poet(s) 101, 102,223,261,264,272 
J. poetry 126, 203, 2llff., 269 
J. Rärnäyanas 213f. 
J. scholar(s} 154, 226 
J. works 130,202,268 

Jaitrasimha 220 
jalavihära 66, 176 
Jalor 267 
Janamejaya 58 
Jätaka 166 
Jätakanidänakathä 201 
jäti 102 
Java 199* 
Jayacandra 192 
Jayanta 213 
Jayanta Bhana 141,200 
Jayäpida 199 
Jävälipura 226 
Jayasimha 203,212,213,218,226,241 
Jina ti9 
Jivaka 263 
Jivandhara 212,263,269 
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Jodhpur 267 
Jye~1ha 129 

K.ädamba 224 
K.ädambari 253, 254, 255, 256, 258, 259, 

262 
Kailäsa 118*, 203 
kalä 13, 19, 42 
Kalasa 211 
Käli 115, 198 
K.äii-Durgä 140 
Kalinga :m, 231, 232, 241 
kallola 88 
Kalyäna 224 
käma ·4*, 99*, 161* 
Käma 7*, 25, 34, 123*, 125, 172, 232 
K.ämadeva 224 
Kämäksi 142 
Kamalä 207* 
Kämamafijari 238, 239 
Kämapäla 237,240 
Kamapana 2'.20, 221 
Kämarüpa 251 
kämasästra 19, 39, 74, 99, 102, 110, 167, 

173, 176, 199 
Kämasütra 42*, 54, 150, 189 
Kämav:iläpa-Jätaka 114* 
Kamboja 221 
Kamparäya 220 
Kamsa 209,211,227,247 
Kämyaka 184 
Kanakalekhä 241 
Kanauj 97, 192, 199, 217, 250 
Käfici(puram) 184, 271 
kända 53 
~darpaketu 245, 246, 247 
Kandukävati 240, 241, 243 
kanpata:inilai 59 
Kantaka 239 
kantaka 14 
Kanthaka 169* 
kanj:akä 14 
Känyakubja 97, 192, 217. 250 
kapälaka 66, 67, 104, 176 
Kapilavastu 166, 167 
Kapifijala 254, 259 
Kapphina 20 l 
Karahäta 217 
Kardana 241 
kannan 21,267 
Ka.r1fadeva Tra:ilokyamalla 97,217 
Ka.r1faräja 83 
J<.an:iä!a(ka} 212, 267, 268 
Kan:tatäla 251 

Kärtikeya 138 
Kann;ämaya 134 
karunarasa see rasa 
Käsi. 129, 240 
Kashm:ir 17, 95, 97, 100, 132*, 142, 188, 

197, 199, 200, 201, 203,217, 218 
kathä 46, 47, 66*, 159, 160, 161,229,230, 

233, 236, 243, 245, 246*, 252, 253, 255, 
260,265,267 

Kathäsaritsägara 140, 253 
Kätyäyana 140, 211, 234 
Kauravas 184, 185 
kavi 13, 14, 17, 18,22,23,30,35,37,41,55, 

56, 59, 64*, 65, 187 
kaviräja 121 
kavindra, kavisvara 44 
kukavi 44 
satkavi 44 
utpädakakavi 44 

kavikarnapüra 147 
kävya · 

definitions of k. 11 * 
the extent of k. 2f. 

kävyahetu 19, 22 
kävyakriyä 14 
kävyasästra 225 
Keith, A.B. 83, 149, 182, 259 
Kerala 118*, 127, 142, 143, 209, 210, 222, 

227, 265, 270 
Keyüraka 258 
KhaJ?-<JanakhaJ?-~ädya 192 
khandakävya 66, 67, 74, 104ff., 113, 116, 

16i 
khanditä see näyikä 
Khonamukha 97 
Kicaka 223 
Kimnara 254, 255 
Kindubilva 204 
Kiräta 163, 184, 186 
kirti 4 
Kokkoka 119* 
Kolattunäd 270 
KondavidÜ 263 
Koitl<ana rulers 263 
kosa, kosa 65*, 66, 67, 71, 81, 87, 161* 
Kosala 201 
Krsänu 271 
~;ia 98,101,124,126,128,129,131,142, 

143, 144, 145, 146, 147, 148, 149, 153, 
188, 191*, 204, 206, 208, 209, 210, 211, 
214, 215, 223, 224, 225, 227, 247*, 268, 
270 

Krsnä 218 
~~alilä 146 
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Krsnaräja 226 
KÜbera 5, l 16, 123, 248 
Kuberadatta 239 
Kuiper, F.BJ. 265 
kulaka 63, 65*, 66, 67, 104,111,137, 161*, 

170, 219 
Kulapälikä 239 
Kulasekhara 222 
Kumära 171, 174, 198 
Kumäragupta 250 
Kumärapäla 213, 226 
Kumärila 140 
Kumärilabhatta 140 
Kumbha 20i"· 
kumbhakama 207* 
Kumudvati · 176 
Kunstepos 63 
Kurangaka 251 
Kurangikä 248 
Kuruksetra 118* 
Kusa 57, 58, 176 
kusilava 57 
Kusumapura 245 
Kuvalayacanda 267 
Kuvalayamälä 267 
Kuvalayavati 121, 122 

laghukävya 46, 47, 53, 63, 65ff., 159, 160, 
161, 162, 171, 228 

lahari 88 
Laksmana 181 
Laksrnanasena 17*, 18, 97, 121, 122, 123*, 

146,i04,205 
Laksmi 18, 98, 128, 144, 207*, 251, 259 
Lalitä 124 
Lankä 114, 181 
Lassen, Chr. 207 
Lä!a 263 
Läti see style 
La~a 57, 58 
Lävanyaprasäda 215,219,220 
lekha· 46, 273 
Uvi, S. 207 
lexicography 19, 212, 225 

works on 1. 173*, 223 
lexicographer 227 

Lilävafi 201 
listener see reader 
literary text 2, 5, 12, 36, 54 
logic 19, 133, 141, 189 
Lokanätha 133, 134 
Lokesvara 134 
love 90, 225 

first blossoming of 1. 162, 196 

happy 1., l. in union 71, 77. 84. 93, 94, 
110, 114, 162, 196,206 
unhappy 1., 1. in separation 71, 77, 84, 
93, 94, 110, 114, 120, 125, 162, 196, 206 

Iover see näyaka, nä1ikä 

Madana 256 
Madanadeva 101 
Madanapäla 224 
Madalekhä 255,258 
Mädhava 118 
Mädhavagupta 250 
Madhurä 220, 221 
madhyä see näyikä 
Madhyadesa 164,217 
Madirä 254 
Madras 273 
Madurai 210, 221 
Magadha 64*, 81,166,237,260 

Magadhan Empire 64 
Mägadhi see style 
Mägadhi (language) 14, 64* 
Mahäbala 263 
Mahäbhärata 19, 53*, 58, 114*, 125, 130. 

163, 182*, 184, 188*, 193*. 194,203,215, 
216,222,223,224,225,246,257,270 

Mahäbhäsya 79, 89 
Mahädevi 129 
Mahädevi 131 
Mahäkäla 129 
Mahant 141 
rnahäparinirväna 116 
Mahärästra 82: 221 
MähärästrI 49, 64, 81, 87, 136, 197, 213, 

262,i67 
Mahäsänghika 164 
Mahäsvetä 253, 254, 255, 256, 268, 259 
mähätmya 202,203, 212 
Mahävira 124, 129, 136, 137,211,262,269 
Mahäyänasraddhotpädasästra 164 
Mahendra 227 
Mahesvara 234 
Mahipäla 213 
Mahisa 138 
Mahismati 242 
Mahiyangana-Stüpa 269 
Maithili see Sitä 
Maitreya 135 
Makaranda 245 
Mäla 118* 
mälä 88 
Malabar 247 
Mälati 118, 251 
Mälava 237, 242,250,251. 262 
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Malay 265 
Malay Archipelago 50 
Mala}a 231 
\falayälarn 2 I I. 265 
Malayasundari 263 
Mälayavähana J63 
Mälini metre 126. 137. 141. 170 
Malwa 217. J44 
mäna 54 
Mäna I9i 
Manapura 83 
Mänasa I 18*. 131 
Mänasära 237, 238, 242, 260 
!\fanavamma 197, 198 
Mandäkini 6 I. 25 l 
!vfandäkräntä metre 6, 103, l 17f., 121, 126, 

170 
Mandanamisra 93 
Mandasore inscription 108. 168*, 180 
Manibheda 269 
!\.fa~ikarnikä 240 
mänini see näyikä 
Manipraväla 265 
M~itärä 248.150 
mafijarl 88 
Mafijusri 133. 134 
Mafijuvädini 241, 242 
Manojava 245 
mantra 131. 140 

mantrabija 135* 
Mantragupta 158, 231*, 237 

M.'s tale (Dasakurn.) 241 
Manusmrti 164* 
Mära 166 
Marathi 175 
Marlci 238 
Märidatta 268 
Märkandeya-Puräna 138 
Marudek 227 . 
Mathurä 97,125,126,217 
mäträcyutaka 152, 153 
Mätrgupta 197 
Maukhari d}nasty 250 
Maurya 81 
mäyä 156 
Mayapura 128 
Mayüragiri 221 
Mayüraka 248, 249 
Mayüresa 129 
max.im 8, 9 
meaning 

m. of a word, phrase or sentence 63 
implied m. 64 
more than one m. 169 

Indices 

medicine 168, 189,194,209,234 
Meghanäda 255 
Mekhala 250 
Menä 11 
merchant 211, 220 
merit 

stylistic m. see gui:ia 
Meru 11 
message poem, messenger poem, m. poe­

try 51, 112, 114, 115, 117, 123, 124, 
127, 204 

messenger (oflove) 5, 72, 73, 84, 115, l 16, 
121, 125, 126, 127,206 

metaphor 36*, 187 
metaphorical identification 16 7* 

metre 23, 51, 54, 61, 66, 83, 87, 100, 101, 
107,108,111,136,159,163,170,190, 
198,201,233 
Apavaktra m. 229 
changes in m. 105 
choice of m., selection ofm. 28, 45, 144 
mora m., mätra m. 207 
number ofm. 169 
short m. 182, 186 
syllabic m. 207 
use ofm. 185, 194 
Vaktra m. 229 
See also: Anustubh, Äryä, Aupacchanda­
sika, Bhujarriii,prayäta, Drutavilambita, 
HariIJ.i, Indravajrä, Mälini, Mandäkräntä, 
Prahaq;il).i, Pu~pitägrä, Rathoddhatä, Sär­
dülavikridita, Sloka, Sragdharä, Sundari, 
Svägatä, Udgatä, Upajäti, Upendravajrä, 
Vat!J.sastha, Vasantatilakä, Vidyunmälä 
and Viyogini 

metrics 19, 31, 56, 150, 196 
Metteyya 135 
Mewar 220 
Middle Indian 

M.I. dialects, M.I. languages 10, 31, 38, 
49, 57, 61, 62, 64, 79, 97,107,231.267 
M.I. inscriptions 123* 
M.I.kävya 110 
M.I. literature 75 

milavu 211 
Mimämsä 93, 141, 148 
Minäksi 144 
miniature (painting) 37, 70 
misfa 46, 47 
Mithila 205,209 
Mitragupta 236, 237 

M.'s tale (Dasakum.) 240f. 
Mitravarman 242 

mok§a 4*, 161*, 169*,248 
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monologue-cornedy 234, 243 
monsoon 23ff., 32, 37, 56, 61, 77, 78, 108, 

110,111,116,118,125,126, 164*,217, 
267 

moods see grarnrnar 
moon 7*, 10, 36, 113, 117, 121, 126, 162, 

195 
~foslern 

M. poet 127 
M. rulers 202 

Müller, M. 170 
mukha 161 
muktaka 23, 52, 63, 64, 65*, 66, 67, 69, 

70, 72, 73*, 74, 75, 82, 84, 86, 87, 97, 
99, 102, 104, 106, 112, 119*, 128, 160, 
161, 162, 173,204,208,218 

Mülaräja 219,226 
Murnrniniräja 263 
Munisuv"rata 137 
Muräri 191 * 
rnusic 13, 25, 28 
rnutuvenil 110 
Mysore-221 

Näbhädäsa 204 
Näga 216,251,263 
nägara(ka) 42, 54, 84, 150 
Nägarasarvasva 42* 
Nägärjuna 263 
Naisadha 192 
nakhasikha see description 
Nala and Darnayanti, Nala saga 114*, 125, 

192, 193, 194, 195, 200, 210, 223, 225, 
267 

namaskäragäthä 83 
narnaskri yä 161 
Namrnälvär 217 
Nanda i66, 168,198 
Nandamahäthera 269 
Nandin'i 176 
Narasimha 221 
Näräya~a 221 
Narmadäsundarl 269 
narrative literature 15*, 164, 204, 213, 

228,230,245,262,265,266* 
nätaka 1 
Nausari inscription 267 
Navamälikä 240 
Navasähasänka 216 
navodhä see näyikä 
näyaka 4*, 70, 71, 72, 84, 111, 117, 121, 

122,161,206,229,245 
unmatta-n. 117 

näyikä 37*, 70, 71, 72, 74, 84, 90, 93, 99, 
100, 102, 107, I 11, 112, 117, 119, 120, 
122, 126, 127,206,245 
abhisärikä 23, 37, 72, 73, 84, 94, 206 
kalahäntaritä 73*. 93, 102. 206 
khanditä 73*, 93, 102, 206 
madhyä, madhyamä 72, l 02 
mänini 84, 93, 206 
mugdhä 72, 102 
navodhä 84,93 
parakiyä, anyastrl, anyä 74. 84, 86 
pragalbhä, praudhä 72, 84, 93, 102 
pro~itabhartrkä, · pro~itapatikä 37, 73, 
86, 120 
sädhäranastr'i, sädhäranä, -i, sämän-
yan. 74. · 

svastr'i, sv'iyä 74. 84 
väsakasajjä 206 
vipralabdhä 93, 102,206 
virahotkanthitä 93 

Neminätha Ü4, 137,213 
Neo-(Indo-)Aryan 

N.-1.-A. languages 49, 50, 51. 71, 126 
N .-Indian literature 7 5 

Nepal 50 
nibaddha 66 
Nighantusesa 227* 
Nikumbha ·201 
Nimbavati 241 

N.'s tale (Dasakumäracarita) 241 
Nine Juwels 17*, 80, 111, 115 
nipäta 76 

ekan., dukan., tikan., catukkan. 76 
nirau~!hya 186, 187, 190 
Nirghäta 251 
Nirmalänta 188* 
nirvahana 161 
Nirvindbyä 118*, 119 
nisanna 15* 
Nitambavati 241 

N.'s tale (Dasakum.) 241 
n'iti 98, 99*, 103, 189 
nitisästra 199 
nom de plume 189 
non-Iiterary text 5, 8. 27 
non-violence 212 
Nrsimha 129 
nyäya 19,148, 164*,244 
Nyäyamafijar'i 141 

one-consonant-poem 158 
onomatopoetic effect 98 
Orissa 21 L 221 
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pada l* 
pädädikesänta see description 
padalälitya 191 
Pädatäditaka 234 
Padma· 213. 214 
Padmä 207* 
padma(bandha) 155, 156* 
Padmäcärya 145 
Padmasri 42*. 167 
Padmävati 207* 

story of Väsavadatta and P. 213 
Padmodbhava 237 
padya 46,47,228,265 
Pagan 143 
Paithan 82 
Päiyalacchi 262 
Paksadhara Misra 205 
palatals 11 
Palembang 199* 
Päli 49. 62, 64, 75, 78, 104, 134,201, 265, 

269 
palindrome 224 
Pampä 254 
Paficäli see style 
paficäsikä 88, 99, l 02, 105 
Pändava, P. brothers I 84, 222, 224 
Päiidya 143 
panegyric 101, 106, 128, 137, 148, 170, 

192,216,221 
Pänini 181,226,227 
panthin see traveller 
parakiyä see näyikä 
Paräkramabähu 134, 270 
Paramära (dynasty), P. monarchs 216,217, 

262 
päramitä 134 
Paramparäpustaka I 99* 
Paranavitana. S. 197 
Päriyäträ 251 
Parjanya 56 
parodhä 74 
paronomasia 30, 44, 46, 98, 101, 128~ 137, 

138. 153, 168, 181, 194, 222, 224, 233, 
243,246*,256,260 

Pärsva 1.24, 164 
Pärsvanätha 135, 136, 137,212,214 
Pärsvaputra 129 
Pän·afi 11*. 98,175,209,224 
Päsupata 248 
Pasupati 83*, 129, 141 
PasuvaI 83* 
Pätälasvämin 251 
Pätaliputra 64* 
Patafijali 234 

Paternoster 158* 
Patralekhä 254, 255, 258, 259 
patron 

the poet's p. 18,202,211,216,219,220 
pauru~ya 1* 
Payyür-Bhana 223 
peacock 3 9, 40 

dancing p. 23, 24, 25, 27, 28, 33 
perfect see grammar 
periphrastic future see grammar 
Persian 

P. Empire 203 
P. poetry 210 

personae 
(carminis)p. 62, 72, 90,119,122,206 

Perumanam 222 
phrases 

(set) phrases 22, 23, 25, 26, 28, 59, 168 
Pisäca 141 
Pischel, R. 207 
plagiarism 43, 44, 45 
plot 161, 167,231,235,245,260 
poem 

five-to-fifteen-stanza p. 66 
four-stanza p. 66 
Iong p. 68, 162, 163, 164,233 
Iove p. 71, 79, 90, 99, 119 
multiple-stanza p. 100, 104, 171 
one-stanza p., single-stanza p. 63, 66, 
68, 70, 71, 75, 88, 101, 104, 105, 160 
p. of several stanzas 63, 66 
p. with historical themes 2 l 5 ff. 
prose p. 159, 228ff. 
quick-p. 271 
short p. 70, 71, 75, 81, 86, 87, 88, 104, 
106,108,170,192,228,265,273 
two-stanza p. 63, 66 
three-stanza p. 66 

poet 
the daily life of a p. 14 
the p.'s dwelling 14 
the p.'s routine 14 
p. ofthe past, older p. 249,260, 262 
badp. 44 
court p. 17, 18, 58, 84, 128, 146, 170, 
192,204,216,217,219,224 
creative p. 44 
epic p. 59 
genuine p. 44 
lyrical p. 62 
muktaka p. 63, 80 
occasional p. 15 
p. of circumstance 15 
Romantic p. 30 
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Vedic p. (-seer) 30, 56 
poetic 

p.canon 2,185 
p. examples 181 
p. prose 170 
p. sentirnent see rasa 
p. talent 21 
p.theory 185,209,273 

poetry 
bardic-rhapsodic p. 58, 59*, 85, 163 
didactic p. 8, 71, 222 
epic p. 61, 63, 64, 132, 163, 164, 167 
erotic (lyrical) p. 74, 87, 92, 93, 144,206 
gnomic p. 8 
Hindi p. 31* 
instant p., impromptu p. 59*, 204 
lyrical p. 63, 64, 86, 90, 96, 102, 104, 
115, 151, 160, 162 
love p. 72, 73, 94, 98, 173 
rnuktaka p. 68, 71, 93, 94, 97, 98, 99, 
103, 105, 107 
multiple-stanza p. 105, 106, 107ff. 
p. ofimplication 69 
p. of the major form l 59ff. 
p. ofthe minor form 65ff., 160, 163 
p. with a scientific content 182, 225ff. 
religious p. 4, 71, 99, 128ff. 
secular (lyrical) p. 104, 107ff. 
single-stanza p. 69, 73, 75ff., 106, 110, 
115 

political science 19 
prabandha 69*, 110,206,207,208 
Prabhäkaravardhana 250 
Pracandavarman 242 
pragalbhä see näyikä 
prahara 14* 
Praharsini metre 28, 186* 
prahelikä 150*, 152 
prajfiä 21 
Pramati 237 

Pr. 's tale (Dasakumäracarita) 240 
präsa 211 
Prasäd, Jaysankar 50 
prasasti 18, 46, 47, 180, 202, 273 
Prasenajit 201 
prasnottara 15 
prasnottarakävya 150 
prasnottarasama(jäti) 153 
prathamäsväsa (Meghadüta) 116* 
pratibhä 14, 19,21,22,30 

creative (kärayitri) pr. 41 
re-creative (bhävayitri) pr. 41 

pratibhäna 19* 
pratilomänulomapäda 186, 190 

pratilomena slokadvaya 186, 190 
pratimukha 161 
pratinäyaka 161 
Prati~thäna 81, 82, 263 
pratityasamutpäda 135 
praudhä see nävikä 
Prayäga 97, 17-6, 217 
prayatna 19 
prayojana 17 
präyojanika 15 
prek~ya 1, 45 
preman 147 
priti 4 
Pritiküta 248, 250 
pr~itabhartrkä, pro~itapatikä see näyikä 
Prthu 99 
Prthvi metre I 02 
Prthviräja 219 
Pundarlka 254,258,259 
Puränas 1*, 19, 31, 130, 132, 212, 216, 

223,225,270 
purä:gic material 214 
purärpc sources 177 
puränic style 215 

Puri 273 
Purüravas 112, 152, 153 
puru~rtha 99* 
pürvaräga 161, 196 
Puspabhüti 250 
Puspaka 28 
Puspapurl 237,242 
Puspitägrä metre 182 
Pu~podbhava 236,237,238 

qualification 
q. necessary for a poet 19 

question-and-answer(-poem) 15. 150* 

Rädhä 101, 124, 129, 146, 147, 149, 206, 
209,210 

räga 207 
Rägavidbodha l 02 
Räghava 148,224 
Raghu 29, 61, 176 

R. clan, R. dynasty 176, 177 
R. poem 177 

Raghunätha Näyaka 210, 2J 1 
Raghupati 273 
rain-mite 23, 27, 28 
rainv season see monsoon 
Rai;ataka 36, 189,191,227 
Räjahamsa 237,238,242,260 
Räjamafijari 239 
Räjamati 124 
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Räjapura 268 
Räjasthäni literature I 2 7 
Räjasundar'i 197 
RäjaYähana 236. 237, 239, 240, 241, 242, 

260 
R.'s tale (Dasakumäracarita) 238 

RäjyadeY'i 248 
Räjyasrl 250 
Räjyavardhana 250 
räksasa 241 
Räma 4*. 28, 29*, 57. 60, 61, I 14, 126. 

129, 144. 145, 146. 148. 149, 176, 179, 
181, 183, 197, 198,201,209. 213, 214, 
215,223,224,225,246,270 

Rämagiri 116, 118*, 119 
Rämänuja 207*. 271 
Rämapäla 224 
Rämavarman 222 
Rambhä 128 
Räpti 250 
rasa 12*, 31, 32, 35, 41. 54. 55, 63, 67. 68, 

69, 71*, 82. 85, 161, 162, 194 
comic r. (häsyar.) 71 * 
erotic r. (srngärar.) 35, 69, 70, 84, 110, 
196. 260 . 
furious r. ('raudrar.) 35, 71 * 
heroic r. Mrar.) 35, 71* 
pathetic r. (karunar.) 35, 103 
peace of mind (säntir.) 71 * 
miraculous r. (adbhutar.) 71 * 
nauseous r. (bibhatsar.) 35, 71 * 
terrifying r. (bhayänakar.) 71 * 

rasäbhäsa 68 
rasajfia 4. 41 
räsaka 127 
rasika 4, 41 
Rägrakü!,i dynasty, R. rulers 83, 226, 267, 

268 
Rathoddhatä metre 198 
Rati 172. 173 
Ratirahasya 119* 
Ratnodbhava 237 
raudrarasa see rasa 
Rävaz:ia 4*, 114, 176, 183, 197, 198, 214, 

226 
reader (or Iistener) 3, 4, 6, 2J, 25, 30, 31 ff., 

54, 62, 63, 70, 94. 160, 165, 182, 185, 
189,194,196,233,257,261 

recitation 58, 75, 163 
Reddi ruler 263 
refrain 131,206,207 
Renaissance 

European R. 17 
R. ofSanskrit literature 170 

renunciation 225,261,269 
repetition of lexemes, words, parts of a 

stanza, etc. 7, 60, 167 
Revä 82 
Rgveda 29, 56 
ihapsodist 57, 58, 61, 62, 63, 163 
rhyme 9,51,60, 168,207,208 

head-rhyme 211 
ambiguous rhyme 222 

riddle 150ff., 267 
r.-poem 150* 
r.-poetry l 50ff. 
verse-r., verse puzzle 15*, 16 

Ritikäl 31 *, 50 
Rohini 259 
Rsabha 135, 136, 137 
rsi 13, 136, 168,245 
Rudra 129, 141 
Rukmini 224 
rüpaka.36*,38*, 153*, 167 

sabda 11,21, 179, 185*,246 
sabdärthavibhaktivacanabhinnajäti 151 
sabhä 16 
sädhäranä, sädhäranI see näyikä 
sädhäranastr'i see näyikä 
sadrtuvarnana 107, 108 
sahacara 72 
sahacari 72 
Sahajiyä 146, 204 
Sähasänka 234 
sähitya 12, 13 
sahrdaya 4, 41 
Sakei 265 
Säketa 149, 164 
sakhI 72, 84, 99,206 
Säkta 146 
sakti 19*, 147 
Säkya 168 
Sälibhadra 213 
Säluva 221 
Sa~khapäla 216 
samäja 16, 17 
sämänyanäyikä see näyikä 
Samaräicca 261 
Samaräditya 261 
Samareketu 262 
samasyäpürana 15, 16, 79, 123, 124, 126, 

135*, 150,223,267 
sambhoga 45 
sambhogasrngära 71, 77, 84, 93, 94, 114, 

162,196,206 
samdhi I*, 161 
satiidhyävandana 14 
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samghäta 65*, 66, 67, 74, 104ff., 110, 161, 
i62 

sarngita see music 
Sämkhva 164* 
samki~akathä 267 
sarn park.a 11 
sarnskära 21 
sarnudgaka 186, 187 
Samudragupta 17*, 170, 177 
sandänitaka 66, 67, 104 
sandesa 113, 118 

s.-kävya 51, 67*, 112, 113, 117, 120, 
121, 123, 126, 127, 128 
s. poetry, s. literature 116, 117, 12 7 

Sanghabodhi 269 
Sanghatissa 269 
sankara 129, 145 
Sankarahrdayarpgamä 14 5 
Sankaravarman 100 
sänti 100, 103 
Sänti(nätha) 136, 13 7 
saptasati 88 
Sarasvafi 14, 15, 18, 21, 42, 118*, 129, 

194,146,250,251 
Sara:i,ü 176 
Särdülavikridita metre 92, 109, 126, 131, 

132, 137, .138, 139, 142, 144, 170, 192, 
218 

sarga 53, 63, 65, 66, 105, 161, 161, 206 
sargabandha 63, 65, 66, 159ff., 170, 171, 

196ff.,228,230,231,233,265,273 
Säriputra 164 
Sarva 141 
sarvatobhadra 154, 186, 190, 198 
Sasiprabhä 216 
sästra l*, 13, 42, 99*, 151,218 
sästrakävya 182,203,218, 225ff. 
sat 41 
sataka 83, 88, 90, 92, 99, 100, 101, 103, 

105, 134, 135 
Sätavähana 81, 82, 83 
Safhakopa 2 71 
sati (suttee) 251 
Sator-Arepo-formula 157* 
Satrufijaya 227 
Satyandhara 263 
Satyavarman 237 
Saunaka 58 
Saurästra 221 
Sävitri. 251 
Schroeder, L. von 208 
science of interpreting omens 194 
Sena dynasty 97 
sentiment see rasa 

separation ( of the lovers) 54, 71, 94, I 11, 
113, 117, 118, 120, 122, 124, 125, 126, 
127,206 

Sesa 98, 195 
Se~putra 129 
Shäh Jahän 144* 
Shihäb-ud-din Ghori 219 
sighrakavitva 59* 
signature 

poet's s. 207 
Sikhandatilaka 263 
Sikharii:ü metre 126, 141 
Sikhs 205 
Sirnhaghosa 240 
Sirnhanäda 251 
Siiiihavarman 238,239,240,242 
Simhavisnu 184 
simile 2:f, 23, 26, 28, 29, 30. 36, 43, 55, 

85, 114*, 164. 168. 246. 256 
art of s. 190 

Sindhu 118* 
Sindhuräja 216 
Sinhalese literature 51 
Sisupäla 163, 188 
Sitä 28, 29, 113, 114, 126, 163, 176, 179, 

181, 197,198,201,209,214,215 
Sitavarman 237 
situation 22, 73, 177 

love s. 101 
Siva 7*, 11*, 15*, 83, 90. 98, 119. 131. 

138, 140, 142, 143, 171. 172, 173, 174, 
178, 184, 185, 187*, 188,199,200,203. 
209, 21~ 223,224,237, 24~ 25~25~ 
256,258,270 

Sivaprasad Bhattacharyya see Bhattacha-
ryya, S. 

Siyaka 262 
Skanda 186 
Skandagupta 250, 251 
slesa 30, 44, 101, 136, 137, 153, 222, 

246*,271 
s. poem 222ff. 
s. poetry, sle~kävya 203, 215*, 218, 
222ff. 
s. style 224, 225 

Sloka metre 21. 59, 152, 179, 182, 200. 
212 

Smara 141 
societies see go~!hi 
Sohoni, S.V. 40 
soka 32 
Sornadatta 236, 237 
Somapäla 218 
Somesvara 224 
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Sona 248.251 
so~gs to waken a sleeper 58 
Sragdharä rnftre 131*. 134, 138, 144 
Sravana Belgola 209 
Srävasfi 20 I. 240 
srävya 1, 45, 47, 48, 49, 52 
~reI).ya 166 
Sri 156,208 
Sridharasena l 80 
Srikantha ( = Siva) 203 
Srikantha 2so. 251 
Srira~gam 143 
Srivijaya 199* 
srngära 99*. 103, 225 
snigärarasa see rasa 
srngärasataka 1 o 1 
srngärasekhara 245 
sruta 19 
Srutabodha I 16 
sruti 141 
Stambhatirtha 220 
Sthänaka 263 
Sthänu 129 
Sthänvisvara 250. 251 
Sthii.iabhadra 124, 137 
Stoler MiJier. B. 207* 
story 

fictive st. 159,229 
mixed st. 267 
short st. 229 
subsidiary st. 243 
true st. 159,229 

stotra 4,106,211,216 
st. literature 128ff., 209 

strinindä 261 
style 8, 12, 13, 17, 28, 34, 35, 48, 88, 207 

Ävantikä 34* 
äviddha 257 
cürnaka 257 
descriptive st. 185, 189 
difficult, artificial st. 22 7, 256 
difficult prose st. 243, 258 
epic st. 167 
Gau~ st., Gau~ii 34f., 48, 138, 139, 144, 
170, 196,198,221 
Läti 34*, 22 I 
Mägadhi 34* 
Paficäli 34 * 
prose st. 257 
rhetorical st. 185(, 189, 191 
utkalikäpräya 257 
Vaidarbha st., Vaidarbhi 18, 34f., 48, 
144,170,171, 196,198,218,221 
vfttaganqhi 257 

vamaka st. 191 
Subhadrä 215,227 
subhäsita 75, 81, 99*, 106 
subject (matter) 32, 177 
Suddhodana 166,167 
sudhi 41 
Südraka 151,253,259 
Sudrsti 248 
Sugrl~'a 181 
Suhma 240 
suitability see aucitya 
Suka 128 
Sukanäsa 254, 269 
Sülapäni 129 
sulking' 54 
Sumanas 253 
Sumantra 237 
Sumati 237 
Sumitra 237 
summer 32,105,109,110,172,217,221 
Sunandä 35 
Sundari 166, 167, 169 
Sundari metre 169 
Suprabhadeva 187 

· Suratha 2 l 5 
Sürpal)akhä 181 
Sürya ·129, 144 
Susruta 237 
Sütra 265 
Suttapitaka 75 
Suvamapura 199*, 254 
Suvarnapuravamsa 199* 
Suyodhana 184* 
svabhävokti 102 
Svägatä metre 198 
svastri see näyikä 
svayamvara 176, 194, 217, 227, 261 
Svetaketu 254, 259 
sviyä see näyikä 
synonym(s) 10, 20, 198 

s. books 20 
new s. 257 

Tailanga 144 
Taksasilä 267 
Tamälikä 245 
Tamil 22, 49, 50, 51, 82, 143 

T. literature 115* 
T. literary criticism 85* 
T. lyrical poetry 28*, 82 
T. pirapantam poetry 59 
T. poetry 66, 71 *, 73*, 82, 85, 110 

Tamilnad 50 
Tanjore 210, 221 
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Tanträkhyäyika 89, 230 
Tantric 

T. beliefs 30 
T. Iiterature 130 
T. ritual 250 
T. text 134 
T. \\Titer 140 

Täpi 82 
Tärä 133, 134 
Täraka 174, 175 
Taralikä 254 
Täranätha 89, 164 
tara:ngi9-i 88 
Täräpida 254, 255 
Tärävah 240 
Tarka 272 
Tathägata 129, 166 
tatpu~ 10 
TejaJ:ipäla 219, 220 
tenses see grammar 
Thailand 50, 51 
Thana 263 
Thanesvar 250 
theme 22, 23, 27, 28, 31, 35, 45, 48, 49, 54, 

55, 56, 59, 62, 63, 64, 67, 71, 86, 88, 105, 
107, 109, 111, 119, 127, 151, 161, 162, 
163, 168, 184, 189, 196*, 198, 202. 218, 
220, 253, 260, 271 

tikanipäta see nipäta 
tilaka 232* 
Tilakamafijari 262 
Tirthaf!}kara 124, 129, 135, 136, 137, 212, 

2l3 
Tiruccirappalli 273 
Tirupati 221 
Tirumala Näyaka 210 
Tirumoli 143 
Titibha-251 
iitie (of works) 163 
town-dweller 150 

See also: nägara(ka) 
tradition 

epic tr. 60, 62 
lyrical tr. 62, 63 
tr. of poetry 7 5 

tragedy 161 
tragic ending 17 5 

traveller, wanderer 23, 24, 86, 94, 127 
Tribhuvanamalla see Vikramäditya VI 
Trichür 222 
Tripäthi, V. 127 
Tripura 203, 222 
Tripurasundari 140 
trivarga 4* 

turagapada 154 
tütu 115* 
tuyi!etainilai 59 
two-consonant-poem 157 

Udäna 166 
Udayana 244, 245 
Udayasundari 263 
Uddhava 126 
Uddyotakara 244 
Udgatä metre 186* 
Ugra 141 
Ugrasravas 58 
Ujjayini, Ujjain 115, 118*, 177, 237, 238, 

242,254,255,258,259,261,262,267 
Umä 7*, 15*, 83, 172, 173, 174, 175, 178, 

200,249 
unexpressed 

the u. (dhvani) 54 
the hitherto u. (apürva) 22 

Upahäravarman 237 
U.'s tale (Dasak:um.) 239 

Upajäti rnetre 169, 170, 178, 182,195,219, 
227 

upamä 26, 44, 153*, 190 
Upanisad 97, 131, 164* 
Upendravajrä rnetre 178 
Urvasi 112, 152 
Usä211,173 
Utkala 221 
utpre~ 26, 101 *, 186 

vägisvara 199 
Vaidarbha style, Vaidarbhi see style 
vairägya 90, 99*, 103, 225 
vairägyasataka l O 1 
Vaisarnpäyana 58,253,254,255,258,259 
Vaisnava 

v."poet(s) 124, 126,212 
V. poetry 126, 210 

Vajrä:nkusa 216 
Vajrasvärnin 137 
Väkätaka dynasty 83 
Väkpatiräja 262 
väkya l* 
Väkyapacfiya 89 
Valabhi 180 
Välin 181 
V allabhacärin 146, 204 
V allabhäcärya 146 
Välukanacfi 269 
Värnadeva 237, 142 
V arnsastha rnetre 169, 170 
vä:nmaya 1 
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V aradämbikä 2 71 
Väränasi 97. 217. 267 
Vararuci 140, 21 L 234, 244 
Vardhana dynasty 250 
Vanna, Vannala. Varrnaläta 188 
Vannan dynasty 250 
,:an:ia l *, 207 
varnana 271 
Värttika(sutras) 80, 234 
väsakasa.ijä see näyikä 
Vasantabhänu 241. 242 
Vasantatilakä metre 95, 126, 142, 143, 200 
Väsavadatta 

story of V. and Padmävati 213 
Väsavadattä 245. 246. 253 
Vasistha 29, 172*, 176 
va,;tÜ · 32, 177 

vastunirdesa 161 
Väsudeva ( = Krsna) 227 
Vasumati 237, i4o, 260 
Vasundharä 241, 242 
Vatsabhatti 108, 168*, 180 
Vatsagulma 83 
Vatsaräja 263 
Vätsyäyana 189, 248 
'VäyupuräI_la 176 
Veda 1*, 130, 164* 
Vedänta 101, 139, 146, 209 
Vedic 

V. gods 58 
V. hymns 54 
V. period. V. era 55. 58, 61, 62, 74 
V. poetry 55, 56, 57 
V. prose 55 
V. words 182*, 186, 257 
Early V. era 62 
Late V. period 55, 58, 61, 62, 74 
Post-V. era 62 

Vemabhüpäla 263 
veninmalai 11 O 
Vciikata 221, 225 
vesyä 42, 74 
Vetravati 253 
Vibhisana I 8 I 
vidagciha 41 
Vidarbha 24 l 
Videha 239 
Vidisä l 18*, 253 
vidvat 41 
Vidyä 96 
vidyävasatha 14 
Vidyunmälä metre 150 
Vighnäntaka l 29 
Vighnaräja 119 

Indices 

Vijayabähu 270 
Vijayacandra 192 
Vijayanagar 209, 220, 225, 271 
Vijayapura 121 
Vikatavannan 239 
Vikräma, Vikramänka 217, 218 
Vikramabähu 199* 
Vikramäditya VI Tribhuvanamalla 17, 97, 

217 
Vikramäditya of Ujjayini 17*, 80, 89, II 1, 

115, 244 
Viläsavati 254 
viloma 224, 225 

vilomaracanäkävya 148* 
Vimardaka 238, 239 
vimarsa 161 
Vinäyaka 129 
Vinayapitaka 7 5 
Vindhya.118*,237,240,241,245,251,255 
vipralabdhä see näyikä 
vipralambhasrngära 71, 77, 84, 93, 94, 120, 

162, 196, 206 
Viradhavala 215, 220 
viraha 54, 71, 94, 114, 117, 120, 122, 124, 

127,206 
virahotkal)thitä see näyikä 
Viranäräyana 263 
(Vira)Rägh~va 270 
virarasa see rasa 
Viravannan 248 
Viresvara l 29 
virodhäbhäsa 168, 246 
visesaka 170, 219 
Visnu 18*, 98,129, 142, 143, 145, 171, 176, 

i8I, 188, 203, 221, 252, 270 
Visnudhanna 184 
Visnupuräna 176 
Vi§ruta 23°7 

V.'s tale (Dasakumäracarita) 241 f. 
Visvaprakäsakosa 234 
Visvävasu 271 . 
Viveka 272 
Viyogini metre 169, 195 
vocabulary 20, 29 

chann of v. 190 
literary and non-Iiterary v. 23 
poetic V. 55 
richness of v., rich v. 231, 257 
unusual v. 151 
v. of poetry 78 

vowels in a compound 10 
Vradhnapura 128 
vrajyä 67, 71, 83*, 98, 105 
V!Ildävana 125,146,206 
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vrtta 207 
\;vasa 44, 58, 137, 184, 249 
"1~tpatti 19. 21 * 

wanderer see traveller 
Weber, A. 81, 85* 
Wintemitz,_ M. 76 
warnen 

passages censuring w. 261 
word(s) 

difficult w. 138 
-..-ariants for w. 7 
w.-play, play on w., verbal games 51, 60, 
167, 168, 177, 257 
w. used in an ambiguous manner 85 

writing materials 14 

Yädava 148 
Yaksa 5, 6, 39, 116, 117*, 119, 122, 123, 

124. 240,241 
"{ama 251 
yamaka 105, 111, 112*, 153, 181, 186, 187, 

190, 194, 198, 199, 221, 222 

ayugmapädayamaka 183 
mahäyamaka 186, 187 
pädädiyamaka 183 
various types of y. 183 
y.-poem 200, 222ff. 
y.-style 200, 202, 223 
y.-writing 266* 

yamakakävya 203, 222ff. 
Yamunä 98, 129, 144, 176, 206 
Yasodhara 212,268 
Yasodharä 168 
Yasovarman 83,199,203 
Y asovati 250, 251 
yathäsaf!lkhya 167 
Yavana 241 
Yodheya 268 
Yudhisthira 184, 188. 222 
yugma(ka), yugala(ka) 63, 64, 67. 104. 105, 

128, 162, 170, 219 
Yusuf u Zuleikha 210 

Zesen, Ph. von 158* 
Zvelebil, K. V. 130 




