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CHAPTER IX

PRE.~KAVYA LITERATURE: THE VEDA

500. The 'origin' of literature in India is hidden in a
remote antiquity, of which the hardly reconcilable testimonies
of archaeology and ancient legends give us at present bu t a
very shadowy idea. One can merely take for granted that story
telling and song, are as ancient as hu"man society, and regard the
earliest extant Indian specimens of these arts, which antedate
kllv.pa by a thousand yea.rs, as belonging to a tradition, or a com~
plex of traditions,. of incalculable age.

. 50,1. To obtain an idea of the literature of pre-kazv,'Q
India, as a background to the rise of kiivya, we may begin with a
glat1c~ at the earliest archaeological evidence for literature,
that IS for attestation of particular stories and legends. This
is found in the ruins of the great cities of the Indus valley civili­
sation, at levels belonging to the -3rd millennium. Though
we have inscriptions from these cities, they have not yet been
convincingly deciphered;. hence we cannot yet infer from them
anything about literature, and the language itself 'remains un·
identified. Pictures lin relief, mostly on seals, do however
suggest something about the literature of these cities. A hero
is shown fighting two tigers (Mackay Plate LXXXIV. 75, 86;
XCV.454), gods and goddesses as well as humans appear with
hints of myths and stories (Mackay LXIX. 23; xc. 23, 24:
XCII. 10; XCIV. 401,430; CIII. 16; LXXXII. I), there are,
besides ordinary Indian animals, monsters, composite beasts,
sometimes partly human (Mackay LXXXIX. 347; XCIII. 13,
14; XCIV. 411; XQV. 450; XCVI. 521 ; XCVII. 55'4 ).

502. The great hero resembles his Mesopotamian (Sum­
erian) contemporary Gilgamesh, who wandered over the earth,
fought monsters and performed various superhuman feats,
as well as later Indian heroes, especially the incarnations' of
Vi~Q.u (including Rama). The Sumerian 'minotaur' Eabani
(Enkidu), first the enemy, then the ally, of Gilgamesh, has been
compared with an Indus valley representation ofa similar
monster fighting a horned tiger (Marshall Plate Ill. 375). Clear
parallelisms with Sumerian literature are occasionally found in
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India in the Vedic literature, for example the legend of the
Flood, which we shall consider'in a moment.

503. A story recaHing a later Indian fable (the cock
and the cat-e.g. Jiitaka No. 383) is suggested by representations
of a man up a tree, escaping from a tiger which walks away
disappointed (Mackay XCVI.522). Footprints on a seal resemble
those symbolising Vi~I,lu (and Rama) in later Indian art (1\1ackay
XCI.. 4 b; XGII.12 c). Sculptured and relief representations
ofa gre,at god,. simultaneously ascetic and symbolic of fertility,
strongly suggest the Great God (Mahadeva) Siva of later ages,
around' who'mmany antique myths are -clustered, some of
whithare retold in kiiv.;vas (Mackay LXXXVII.222, 235; XCIV.
420). Siva himself later takes a particular interest in kiivya,
and is one of its presiding' deities frequently invoked by' klW£S. '

504. We seem able to' infer that. later Indian literature
is in somc' significant elements continuous with that of the Indus
valley in the --Srd millennium. '

505. Vedic literature, 'representing a period of about a
thousand years, foHowingthe collapse of the ancient empire in
the Indus valley(which took place c.-'1600), is preserved in a
Canon' of varied' though restricted content. The restriction is
due to the purpose of the priests who compiled it, which was to
make a collection of·sacred texts for use in religious ritual,.
together with descriptions andexplanatioris of the rituals. In
th~ latter part of the period, philosophical dialogues were added
asa kind of appendix,. intended to govern meditation as a suh~

stitute for rhual. This Canon, the Veda, includes both verse
and prose, and lyrics, songs, heroic poetry, ballads, dialogues,
myths, legends, historical narratives and stories. There ·is tragedy
and farce,. philosophy and .' comedy.

506. Many poems,the Indragdthiis, ,belong 'to what may be
regarded as an epic or cycle celebrating the feats of the war-god
lndra,. who led the Aryan people to victory and to the conquest
of the Indus valley (he' 'gave the land to the Arya'-.(lVS IV.
26. 2.. ). ,We do not expect to find in the most ancient literature
of these conquerors much trace of that of the conquered people,.
yet in the later parts of the Canon there appear to be myths;

" .
and stories of the Indus valley, as suggested above, and gradually
gods new to the Veda; ,. apparently of Indian origin (especially
Siva) make their wayinto the pantheon. Unimportant at first,
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Siva in the post-Vedic period becomes more dominant than
any Vedicgod except Vis.l).u,and Vis.l).u too seems to be either an
originally Indian god or an amalgam of a minor Aryan deity
with a great god of India. As the Aryans--barbarian nomads
from the steppes of Central Asia--spread across Northern
India they gradually setded down and adopted the ·civilised
life. Having previously destroyed the Indian cities and the
irrigation systems, they later built cities of their own and began
to use· the waters of the great rivers. As the archaeological
investigation of this period of transition has ha.rdly yet begun,
we can say little of the beginnings of the civilisation of the Aryans.
They appear to have destroyed almost everything of the Indus
civilisation and left the cities abandoned, yet the ancient culture
seems to show through the Aryan culture a few centuries later,
and· we may suppose· that the reborn civilisation owed much
to its predecessor: the Aryans were, to a degree not yet clear,.
assimilated to the Indians.

507. At the time of the conquest, however,. the barbarians
saw the Indian civilisation as an evil, the work of demons,
which should be erased from the Earth, restoring nature to
its free, wild state. In the numerous Indra poems, which
belong to the early phase of Vedic literature, the god smashes
the citadels of the enemy, overcomes dernonsand releases the
waters, or rivers,and cattle from· captivity (]J.VS 11. 11, 12, 13,
J4, 15, 19 and 20 are good examples). In the eyes of nomads the
herding of cattle in enclosures perhaps appeared as an oppressive
captivity; as for the waters, it has convincingly been suggested
that the irrigation works on which agriculture in the dry Indus
region depended, the da;ms and canals,. were detested and des­
troyed by the nomads as an atrocious imprisonment of the sacred
rivers. At the same time,·it is clear that the annual monsoon,
the rainy season inaugurated by thunder and the massing of
clouds: was also associated with the bene6cient activity of Indra:
shattering the demon Vrtra with his thunderbolt and bringing
back the clouds which also had been made captive (/J.VS IV.19').
This latter aspect of Indra's work, which remained topical,
s,eeming to be re..enactedevery year, eclipsed the historical
aspect of'dam....breaking, 'which was gradually forgotten although
traces of it remain in a few of the poems. A few poems comme­
morate the human leaders who won battles during the conquest
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(~VS I. 51, 53, 54, 112; VI. 27). Others are concerned with
later events, such as those on the DtiiaroJiia, the Battle of the Ten
Kings, whel'e the glorification of ,.the brahman minister who
guides the victor tends to take precedence over that of the
warrior himself (lJ.VS VILI8, 33).

508. Among the lyrical poems may be mentioned those in
which natural phenomena are personified, for example Dawn
(lJ.VS 1.124) and Night (lJ.VS X.127) as goddesses, the Sun
(l;lVS 1.115) and the Thunderstorm (lj.VS V.83) as gods, as
wen as more direct descriptions of nature scattered in many
places. Since most of the poems in the Veda are in honour of
particular deities, personification is frequent--any phenomenon·

.may be regarded as the work of, or as a manifestation of, thc­

appropriate deity.
509. The metres used (all of which are 'syllabic') arc

well suited to the types of poetry: a heroic sounding, strongly
articulated line of 11 syllables predominates in the cpic type,
whilst in the lyrics a variety of metres and strophe structures is
found. The principles' of construction are very different from
those of kiivya, and even from Tradition. The· eight syllable
line, which may be regarded as the ancestor of the narrative
.valetra of Tradition! is here a lyric metre constructed in various
kinds of strophe (most characteristically in a strophe of three
lines of eight syllables, an having the ·same cadence), whereas,
in the epic vaktra form, though it .derived fi'om the eight syllabic
line, we have in effect a line of sixteen syllables-since the two
halves have opposed and balancing cadences. A further
characteristic of Vedic inetre is that in lyric verse two different
metrical lines may be combined, for eXilmple the eight line and
the twelve line in vadous arrangements. These peculiar Vedic
strophes are sometimes of ~onsiderable complexity, and it was
by variety of strophes, not of metrical lines, that the repertoire
of Vedic lyric linetres was enlarged. Many Vedic poems were
set as songs, but the metres do not reflect musical organisation
as later do the 'musical metres' of ktivya ..

510. The Vedic ·ballads and dialogues may be considered
"together. They are not numerous, but they may represent a
form more popular than their extant number suggests. Their
chief interest for us is that we may see in them a forerunner of
the· kiivya drama, a transition from simple epic recitation by. one

4 INDIAN KAVYA LITERATURE
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narrator towards the impersonation of the characters of the story
by more than one. We lack dear evidence for a 'performance'
of these dialogues by two or more narrator-actors, though the
presence in the ritual of several priests,. uttering different verses
or prayers, might suggest a dramatic performance. The extant
dialogues arc rather terse and fragmentary, having probably
been cut to fit the ritual purpose for which alone they were
preserved: this might suggest they had a non-ritual origin,
and a performance for dramatic entertainment (./J.VS X. 108).
The stories of the ballad-dialogues are myths (e.g. Q.VS IVA2,
conflict of Varul).a and Indra; X.86, lndra and hi8consort) and
legends, onc of which at least (Punlravas and the nymph--see
SVS X. 95) was act.ually madc into a fuH scale drama (a
to/aka) by Kalidasa in the +5 [1402].

511. Comedy and farce are found in a number of poems
and dialogues. Some of those eonoerning Indra show h.im
comically intoxicated (,{lVS X.1l9). The comparison of
frogs croaking in the rain with groups of brahmans chanting,
in the poem of the frogs (/J.VS \111.103), seems now satirical,
though its humour may have been quite harmless in the Vedic
period (mild humour, not felt to be satirical, is quite character­
istic of Indian religious lcgends"vhich arc as a rule exceedingly
good-natured and full of human touches, suggesting the view of
an amused but benevolent spectator). lvlore serious satire,
mysteriously included in the scriptures (Jor its didactic purpose
or as a prayer 101' the release of the victim?), is the poelu of the
gambler ,vIm complains of the nlagical power of the dice,. which
he cannot resist though it has separated him from his wife and
left him homeless and in debt, a beggar (~VS X. 34).

512. In the prose books of the Veda (which lorm its later
stratum) we tlud mythical or legendary narratives more fully
expressed than in their verse counterparts. A few examples of
ancient story telling in prose (sometimes interspersed with
verse) have been vouchsafed us because they seemed to explain
features of the ritual. The prose style is most terse and abrupt,
with short sentences and a scvere absence of any ornamentation
such as variation of words or phrases to avoid repetition. Later
prose writers used such uncompromising directness only for
technical or philosophical works: it did 110t provide a 'classical'
standard for prose literaturc, and in the kiil!Ya period very differ:..
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ent styles· were evolved. The narratives akhyanas in prose of the
Veda, which purport to .be historical (as giving precedents, for
example), are clearly the forerunners of the biographies or his­
tories iikhyayikiis of kiivya .. There are a few. prose narratives in
Tradition also, showing a somewhat h~ss heavy style. The tcrm
akhyiina, however, was used for verse narratives as well as prose,
if they purported to be historical, thus the main story of the
Great Epic is an akhytina. The Veditritual also directs that an
akhyana on fC:\mous ancient kings, the Pariplava (SBr. XIII.4.3),
is to be chanted in verse, accompanied on a .lute vi1Jii, as part
of the preparation of a certain rite. This is to be extempo­
rised by the chanter (who belongs to the warrior. class, a pr9­
fessional bard, not a priest), no doubt in the then fluid epic
tradition. The later Vedic texts (AVS XV.6.4ff.; SBr. XI.5.6.8,
XIII.4.3.12, etc.) refer already to Itihasa (Tradition) and
Pura'1!a (Antiquity: cosmogony and history), so that the great
age of these in some form is certain, though the texts now extant
are many centuries later than the Vedic period. Their tradition
was evidently oral and fluid and reflected changing fashions
until at last they were written down well after the beginning
of the kavya period.

513. The myths and legends of the prose phase of Vedic
literature include the wars between the gods aIld the demons
as an evidently popular subject (SBr. I.2.4.8ff.; 5.4.6££; V.l..l;
IX.2.3; 5.. 1.12ff.; XI.l.6,8; 5.9; XIII.8.L5; 8.2). Sometimes
the gods hold heaven, sometimes the demons,. and men also
seek the way there-which the gods try to block in order to keep
it to themselves (Aitareya Br. 11.1; III.42). At one time the
demons, in the ascc;ndant, made the Three Worlds (Earth,
atmosphere and sky = Heaven) into three citadels. puras-which
reminds us of those of the Indus valley smashed-by Indra (SBr.
III.4.4; Aitareya Br. 1.23). A variant of this myth appears
later as a subject for kavyas celebrating ,Siva's victory over
the demons [333]. On another occasion a truce is arranged in
the struggle for the worlds. (again when the demons have the
advantage), and it is agreed that th~ universe shall be divided,
the gods taking only as much as Vi$IJ,u, a dwarf,.can cover in
three steps. .With these three famous steps Vi~J;Lu then covers an
three worlds, and so the demons are driven below the ·Earth
(A£t.areya Br. VI.15; SBr. 1.1.2.13; 2.5; 9.3.Hff.). In later Tradi-

I

i I

: la.



PRE-KAVYA l.J'I'ERATURE : TlIE VEDA 7

tion this feat by which Vi~l}u saved the worlds is a popular avatiira
legend: that of the Dwarf, for in this disguise he deceived the
demo~s as to his powers [1074]. In these stories the gods seem
relatively unimportant and unimpressive. P'rajapati (the 'Lord
of Creation'), usually identified as Brahma, now appears as the
creator of them all, and of the demons and the ThreeWorIds.
Somehow he evolved out of nothing (IJ,VS X. 72), or in another
version (1.lVS X.129) out of neither being nor nothing, became
immortal and created everything.

514. In another myth the boar Emii~a raises the Earth
(SBr. XIV.l.2.11): here Ernii~a is identified with Prajapati, 1:lut
in Tradition the boar who raises the Earth from the cosmic ocean,
killing a demon who tries to prevent him, thus making it a
place habita.ble by human beings, is an incarnation of Vi~l)u
[381]. More famous, perhaps, is thestOl'Y of the Flood, when Manu
Vaivasvata escaped to restart the human race (SBr. 1.8.1). He
was saved by the advice and aid of a fish, which he found in
his washing water. The fish warned him of the coming" flood
and advised him to build a ship. Manu looked after the fish,
which grew rapidly. When the flood came M"ann enl~arkcd, and
the fish, now enormous, towed the ship to the HimaJaya. Accord­
ing to Tradition this fish was an incarnation of Vi~Qu [1331].

515. The legend of Purilravas and the nymph appears in
a prose book in a funer form (S13r. XI.5.1). Lastly we may
glance at the curious story of 8unal);:epa as an example of an old
narrative (Aitareya Bt. VII.13-8--this time in mixed verse and
prose, the verse being perhaps more original). I t brings in onc
of the favourite heroes of Tradition and kaV)'a, Hari~candra,

paragon of truthfulness. Hari·."candra (an emperor of the Solar
Dynasty) gets a son through the favour of the god VaruJ.la (the
greatest of the original Aryan gods, the just ruler of the universe),
but VarUJ.).a asks him to sacrifice the son to him. Hari~candra

procrastinates, at last refuses and goes off into the forest. Varul)a
seizes him. The son, Rohita, wanders about and meets a certain
Ajigarta, who has three sons. He asks to buy one of them,. and
is sold the middle one-Suna·b~epa. Rohita tak,cs Sunab~epa to

Hari~candra, who prepares,with Varuf.la's consent, to sacrifice
him as a substitute. Sunal;t·~epa takes refuge :with (appeals to)
the gods and is released. The priest Vi:;vamitra, whois official..
ing at the sacrifice as hotr(reeiting the poems invoki~g, the g:odJ,.

...
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takes Sunal~sepa on his lap. Ajigarta, filled with remorse,
asks for his son back, but VEvamitra adopts him instead,
Ajigarta's deed being irreparable.

516. The philosophical poems (showing the development
of speculative philosophy from cosmogony-··above all BVS
X.I29) and prose dialogues offamous teachers (in the Upallil'lads,
especially the Chiindog)la, of the Siimaveda) are of interest here
only as a testimony of the sophisticated intellectual life and the
habi.t of analytical enquiry which grew up in the latter half of the
Vedic period, giving a promise of elaborate theoretical accom­
paniment to the rise of kiivya-the aesthetics and poetics out­
lined above-·and suggesting the rationalistic and intellectually
sophisticated mental environment in which kiivya will be born.
The development ofastronomy, mathematics (e.g. S'Br. VIII-X)
and the physical sciences (e.g. CMndogya Up. VI) as well as
scientific, linguistics is strongly reflected in some of the prose
books of the Veda,. and it is from these early examples of
technical literature that we can trace the method and style of
the handbooks Jiistras on a great variety of subjects, . prel:lcrved
from::about the ·-5 onwards (heginning with the Vediingas). It
would be difficult to exaggerate the rationalistic outlook of
Indian culture in this transitional period from Veda to kiivya.
The ritual itself had developed (SBr.) as an attempt to construct
a model of the universe~ through which it could be understood
and manipulated. This does not differ in prinCiple from science
and in its creative phase stimulated truly scientific enquiry,
which became independent as the ritual proper became fossilis·ed.
The widespread rejection of dogma and the growth of free
enquiry gave risc to many schools of philosophy between
about the --8 and the -3, including the materialist Lokayata,
the philosophies of the Ajivakasand Jainas and of th"eBuddha
which became new religions, and eventually the Vai;;e~ikawhich
developed a metaphysics on the basis of a physics land a theory
of knowledge. The Buddhists appear to have been the pioneers
of logic from at least the -3. Though in later ages the rationalis­
tic spirit in India struggled in vain for many centuries against a
gradually solidifying scholasticism, appropriate to the develop·
ment of a society fIXed in the hierarchical order of the medieval
or feudalistic system, the kavya tradition most happily reflects
in its practice, and especially in its ever. changing theory, the."
critical and analytical outlook of the period of its origin.



CHAPTER X

THE EPIC TRADITION: ITIH.ASA

517. As we have just noticed, by the latter part of the
Vedic period there had grown up a new kind of epic literature,
the Itihasa or Tradition, replacing the older epic poetry and
historical narrative of which fragments are preserved in the
Vedic Canon. The language of this Tradition, though perhaps
not very authentically represented in the texts as eventually
written down and preserved for us, was certainly very ditl'erent
from that of the Vedic poetry and even Vedic prose. It was
apparently, as suggested in discussing the languages above [9],
the language--probably modified by poetic archaisms and
epic conventions-of the Pafidila Empire from c. --900 onwards,
when the earlier parts of the Veda were already incomprehensible
to many people and a difficult study even for scholars. New
legends eclipsed the old. This new epic literature grew in
part around a kernel of anCient cosmogony and legend, but later
heroes dominate it and those of the period of the conquest of
Northern India and immediately after arc nearly all forgouen,
or if they arc remembered their deeds fade into oblivion, leaving
them cyphers in a genealogy, to whom any heroic value might
be attached.

511. The event which above all dominated this Tradition
was the Bharata War. It made a uniquely deep and tragic
impression on the minds of the people, especially on the aristo~

cracy who chiefly patronised the epic minstrels (siUas, rhapsodes).
The war took place most probably some time between -950
and-·900, though this date is disputed. Nearly all the historical
details also are disputed. According to the extant Great Epic,
the vast outcome of many centuries of epic improvisaliolll the
war was a family feud between two branches of the Bharata
(= Paurava or Lunar) Dynasty of the Aryans, which claimed
imperial hegemony over aB the Aryan peopte:s. In this war
of succession for the throne at Hastinapura, princes from an
parts of Northern India joined. In the culminating battle of
their massed forc,es there was enormous slaughter on both sides,
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and the victorious Yudhi~thira, the claimant of the PaQ:Qava
branch, succeeded to the throne in tragic circumstances which
turned his mind towards the renunciation of the world.
Eventually he placed his brother~s grandson, Parik~it (orphaned
by the war), on the throne and retired into the Himalaya Moun­
tains to end his days as an ascetic.

519. Tradition, the Veda of the people (the forerunner of
drama as 'Fifth Veda'), as it has come down to us consists of
the Great Epic and the Puriil;tas, with which certain Sastras
(sometimes called Upapurar.zas ) are later associated (there were
differences of opinion as to exactly what constitutes this depart-
ment of literature, but these do not affect our present purpose;
see An Introduction to Indian Historiography pp. 17-19). As sources
of 'well known' subjects for kiiTJ)as we need concern ourselves
only' with the Great Epic and the Purii1)as. The Great Epic
is basically the story of the Bharata War; the PuriitJ,as narrated
originally the evolution of the world: cosmogony, myth, legend
and history. It appears (according to the PurtiIJas themselvcs­
See Pargiter pp. 21ff.) that at first there was only one PuriitJa:
now there are many, but most bear the trates of this common
original subject matter. They could be regarded as so many
different recensions of the story of evolution. Sometimes, and
anciently, the title Jaya, 'The Victory' ,is used for this ,department
ofliterature, referring to the Bharata battle which was considered
the heart of it, but including the Purli1)as.

520. The 'well known' stories of kiivya are derived
chiefly from Tradition, which for this purpose, as remarked
above, consists of the Great Epic and the Purli1)as. This is not
the exclusive source, but it is the source of the overwhelming
majority 'of extant ktlv..yas having wen known subjects. Some of
the stories of Tradition were. retold again and again in kiivyas,
with new interpretations, new characterisations of the heroes
and heroines, and often fresh, invented, episodes [284-5, 301].
The possibilities of interpretation of these stories an~ theil'many
sided significance could not be exhausted. Thekavi must be
original, but this originaHtyis to be ;found in the details, especi­
ally those expressing character and delineating finely the complex
operations of the emotions'. It win be convenient to review
here t'he narratives of Tradition, with special attention to those
favoured by the kiwis. We cannot dwell on their stories, but may

. '
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mention the most famous heroes, as.signing them their plI/Lce hi
chronological order. The most convenient source is Pargiter's
compendium. Ancient Indian HistoJ'ical Tradition, most carefully
constructed out of· the matter of the available t,exts, which we
have taken as a basis.

521. To begin with there are the myths of the gods,
partly taken up from the Veda though often differing from it on
details. In theory all these belong to the evolution of the universe,
are regarded as 'historical', but we may note them separat,ely,
particularly as we have already touched on some of them. They
indude stories ofSiva and his consort Cal).C;U (the Great Goddess,
immensely popular during the klivya period, who goes by many
different names,. such as Urna-, Durga, Parvati and .Devi) [1422:],
and of Indra [1148], all of them usually in conflict with the
demons. Vi~t).u with his incarnations on Earth is more 'historical',
some of these being quite recent [1331]. The Churning of the
Ocean by the gods and demons uni ted was discussed above in
describing the types of drama [331].

52~. Human history, according to Brahmanical 'I'radi­
tion, proceeds in cycle~ dependent on the evolutions and dissolu~

tions of the world, which are short episodes in the ]lves oflhe
gods [37-8]. The Buddhists and Jainas agree that evolution
is cyclic, but diverge very widely on the details [609, 861].
However, the Brahmanical Tradition still preserves some
accounts close to the Buddhist version, indicating a common
origin (see especially Mahiibhiirata, Siinti Pm"van, adhyiiya 224 arid
the Vayu Pu"ii~za, VIII).· It appears that Tradition was generR

ally revised at the beginning of the feudalistic period (+4), in
line with monarchical conceptions. In Tl'adition, in each cycle
the first man, who is also the first king, is called 'Manu', but
with an individual patronymic ('our' Manu,. who lived nearly
a hundred generations before the· Bhirata War, is Manu
Vaivasvata, since his father was the Sun God, Vivasvant). From
this ancestor of all humanity (apart from those stemming
from unions of women with gods, or other divine irruptions into
the world), who is also the original lawgiver, all the ancient
dynasties of kings are descended,. and the several royal lines in
our cycle are traced in Tradition from Manu Vaivasvata's
sons and daughter (he pl'Oduced this 'daughter' by means
of the ritual; she became his wife according to· theSBr.). THe
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'history' of prevIOus cycles also is briefly described: here wc
may note, as a famous king, Prthu, the great grandson
of the Manu before ours, who levelled the earth, developed
agriculture and trade, and built ci ties and villages (this tradi lion
is found already in AVS [Saunaka J VIII. 10.24: Prthi [sic]
invented ploughing, etc.; cf. also ~~BI". V.3.5.4). That: cycle
ended after only eight more generations with the great Flood
referred to already, in which 1vlanu Vaivasvata alone escaped,
guided by Vi~I).u in the Fish incarnation, to repopulate the earth
for the next cycle. In the eventual system each cycle mmwantam

is divided into four ages )Iugas and these cyles themselves
arc segments of a greater cycle called a kalpa, 'our' segment
being the seventh. The first segment of the kaljJa was that of
Manu 1 Svayambhuva; the second that or lVlanu II Svaroci~a,

described at some length in the j\;Jiil'ka1J.4e)i(l PuriilJa, especially
its unfortunate King Suratha of the Caitra Dynasty (named
after onc of the Manu's sons;. see adll)Itl)'a 73, VCl'd<.at:dvara
edition); and so on.

523,. The most impm·tanl dynasties descended 1'1'01n
l'vlanu Vaivasvata, v,ihich ruled simultaneous!v in dillerent
parts of India (the cenll'C of the ,vorld-thc barbarian outer
regions hardly come into the story), Ji'om time to time reducing
onc another to vassalage, arc the Solar and the LUllar. Accord­
ing to the JVii.!:yaNistra (LU in its apparent and probabjy original
meaning) the Kna Yuga preceded l\/Ianu Vaivasvata (but
AbhinavagupLa gives a, forced interpretation following late
PunilJ.ic doctrine and extant PuraJ:lic Tradition continues that
happy Age until Sagara) and he inaugurated the Tret;':i Yuga.
The Solar Dynast y (after!vlanu's patronymic) is the direct line
through Manu's eldest SOI1, llqva,ku. Among the most J::lmous
of this Iinc arc Hariicandra (Jor his truthfulness and generosity,
severely tested by Vi:5vamitra, also a descendant of lksvaku,
but who had become a priest), Bhaglralha (four generations after
Sagara, for bringing down the divine river Ganges from heaven
la earth [1150J, Raghu [1391] and Rama (most: famous and
popular of all heroes in kiiuya). After Rama; with whom the
Dvapara Yugabcgim, the dynasty went into permanent decline.
The historicity of this dynasty is doubtful, and i tsTraditional
geographical location in Eastern India difficult to reconcile
with some other traditions. Its basis may have been the traditions

.....



of pre-Aryan tribes in the Ganges region (its antiquity placing it
before the Aryan settlement of this region), or-more appl'opl'iate
for the supposed rulers of a great cmpire--it may have been a
dynasty of the pre-Aryan Indus Empire, Its kings are not men­
tioned in the earlier stratum of Vedic ]iterature) the poems or
the J!.gveda, except for coincidences (presumably) of some names
\vith rulers of the Piiru (Lunar) tribe and onc mention (~JlS
VIII.52,1) oflvlanu as 'Vivasvanl', which offered a starting point
for either the construction or the grafting on of the Solar Dynasty.
H is very attractive to suggest that this great dynasty reprcsent.s
the tradition of the Indus valley civilisation, fused with those of
the conquering Aryans in the period of assimilation, but unt il
the Indus inscriptions arc deciphered this is pure conjecture
contrary to the geographical statements of 'Tradition. (Migra­
t ion of a dynasty from onc country 10 <.\l1othc1' is .I~lirly common
ill rndian history, ho",ever, arl.d the rk~vakus in Ko:;ala, if
historically aLLcsted, might have heen emigrants from a lost

\'Vcslernkine:dom. I
'-'

524. The Lunar Dynasty resulted fromlbennion of

Ivl ann's daughter 11a \Vit11 Budha the son of the 1\l(oon God, whose
oHspring was the romantic Puriiravas (\vho loved the nymph
Urva:'j [1402]. His grandson Nahu~a deserves to be rcmcm~

bcrcd as having established the lirst theatre on earth, after a visit
to I-leaven, \v11ere he saw a pcdormanc(~ or Bharata's ~'a1'mi5thiiJt{l~
)'iiti, a tragic play about his O\-\7n son! (as wc have seen, the drama
originated in Heaven) [1581]. Nahu~a's son Yayati (both

father and son arc known to the earliest Vcdic literature) is a
famous emperor, whose Jive sons bear the names of five Aryan
tribes well known in the earliest Vedic poems. From them
vari.ous dynasties traced their descent, the main line being
usually called Pauravas after the eldest sou, Pnru [1145]. 'I'he
references in the most ancient V cdic sources corroborate the
tradition that these Lunar kin~s, or orig"inally tribes, ruled in
the North West of India, from (including) modern A(lShanistan
to the upper reaches (only) or the Ganges, though there
is a tendency in Tradi60n to shift theIll. slightly to the East,

l~vidently they were the early descendants of the Aryan invaders

who appear to have overthrown the Indus Empire, and the curi­

ous manner of connecting their ancestor Yayati to rvlanu and
the Solar Dynasty may be .suspected of being an assimilation
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to Indian traditions (in the Aryan tradition the first man or
mortal was originally called Yama, not Manu, and these two
were. never completely assimilated~~VS X.14, Vidael'adiita
Il, etc.).

525.. The Pauravas long suffered eclipse (corresponding
in Tradition to the ascendancy of the Solar Dynasty), until
Dus.yantarestored their power (he lived in the same period as
Bhagiratha, but the exact relationship beh,,:,een the dynasties,
chronological and political, is not recorded) [1419].' His
son Bharata gave his name (in the derived. form Bharata) to
the dynasty, to the Great War among his. descendants, and to
India. His descendant Sa1pvaraI)a (somewhat later than Rama)
married Tapati, a daughter of the Sun, and their son Kuru added
the. name Kaurava to his descendants. Their story has long
been familiar in the theatre through the success of Kula'.:ekhara's
play Tapatisan.zvaraf,la, c. +900. The line eventually continues
through Kuru's second son Jahnu and grandson Suratha.. I.t
was a feud between the families of the sons of the latter's descen..
dantVicitravirya~Dhrtaras.!ra( elder,', but born blind, '>hence
legally unfit to rule) and .PaQ,Qu (consecrated king)~... ' which

. culminated in. appalling (for' those days) slaughter :in: the
Bharata'War and with it the beginning of the present depraved
Kali Yuga. The 'sons of Dhrtara~tra seized the throne after
PaI)Qu'sdeath and ruled as Kauravas (thus claiming legitimacy
as the senior line: with them this dynastic name ends).

. . \

Par,:u;lu's five sons., the PaQQavas, of whom the most famous are
Yudhi~thira (the truthful hero), Bhima (bold but rash and
irascible) [949] and Arjuna (the type of the brave hero) [1493],
finany triumphed, and the dynasty continued under the older
name Paurava through the grandson of Arjuna, Parik~it. Of
the later descendants we need mention only Udayana,. the most
romantic of all kings and almost the last of the dynasty before
its 'extinction in .the Magadhan Empire [964]. He ruled in
the first half of the _.5, at Kau:;ambi on the 10werYamuna
river, the ancient capital Hastinapura on the Ganges having
been destroyed by a flood three centuries earlier.

526~ Only the Yadava branch of the Lunar. dynasty is
comparable in, importance to the Pauravas.· Tracing their
descent from Yayati's sonYadu,. they ,established themselves at
Mathudi on the upper Yamuna (the home ofthe .$al,lraseni; Pt:akrit
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language) and extended their rule over all the country to the
South as far as the borders of what was to become Mahira'tra.
In the time of the Bharata feud the Yidava tyrant Karps.a, who
had imprisoned his father and usurped the throne, was killed by
his nephew Knt:la and the old king restored (but there are good

. reasons for supposing the constitution of the Yidavas to have
been in fact republican, for references see Jayaswal,Hindu
Polity, 34~6, 75-6, 355~60) [] 044]. Miraculous stories are
told of the divine Knr:ta"s infancy and youth, since in later
times he came to be regarded as an incarnation of Vj~:r:lU. Before
the Bharata war took place the Yidavas were attacked by Jara~

sandha, king of lVlagadha (des.cended from Kuru's third son),
and moved their capital to Dviravati.(Dviraka)on the West coast.
In later life Kr~l).a became the friend of the Pal).c;lavas (though
the other Yidavas favoured the Kaurava cause) and just before
the Battle he exhorted Arjuna to do his duty in the Bhagavadgitii
(an episode in the Great Epic which has attained independent
staius as a Vai'I).ava scripture, or ,vhich alternatively was an
old scripture later inserted into the Epic when the hero Kn~a

was identified with the incarnation of Vi,l"lu who had revealed
it) . In the Battle the ruses of Kr~Qaenabled the hard pressed
Pil,lQavas to win [951-2]. Subsequently the Yada~as were
themselves engulfed in civil war,and Knl,la withdrew to the
life of an ascetic in the forest (as Yudhi~thira withdrew to the
mountains). Here he was accidentally shot and killed by a
hunter. His grandson was re-established at Mathura by the
paQQavas. TheViJ'(lu Puriil}a (V.26f.) narrates the story of
Knl).a's abduction of Rukmi~i from Vidarbha, defeating her
brother, and the birth of Pradyumna to them as a partial
incarnation of Kima, the God of Love (Pleasure), who pre­
viously had lost his body- when burned by Siva. The myth
of Kama's wife's .incarnation as Mayavati and their eventual
reunion follows. The same PuratJa narrates (V.32f.) the i story
of Pradyumna's--son Aniruddha,.. loved by U ~a. [1581].

527. A few other famous heroes may be very briefly
mentioned. The compassionate hero Sivi, a descendant· of
Yayati's RonAnu, ruled at MiHasthana on the middle Indus
over. the whole Indus valley, His self-sacrificing genermiity
endeared him to Buddhist writers as well as brahmans [919,
1642]; Kartavirya Ar-iuna, a Haihaya king (a branch of tbe



Yadavas which ruled on the West coast~Anarta or modern
Gujarat~in very ancient times), defeated RavaJ}.a, the 'demon'
king of Lallka (originally Ceylon) who frequently raided
Southern India. Demons being long lived, like gods, this
RavaQa could be the same as the one killed long afterwards by
Rama. The Haihayas had quarrelled with their family priests,
the Bhrgus or Bhargavas. One of these, named Rama (Parasu
Rama,. Raffia of the Axe, to distinguish him from the Solar
emperor), killed Kartavirya Arjuna, whereupon Kartavirya's
sons killed Rama's father Jamadagni. In terrible revenge the
priest resolved to slaughter the entire class of warriors (k.wtriyas,
aristocrats), and so far succeeded that only five survived to
continue the great dynasties [1144]. Para~u Rama founded
Bhrgukaccha and other important ports on the West coast.
The chronology of this period is confused, as perhaps indicated
by the appearance of Ravat;ta, and Tradition is obliged to make
Parasu Rama also exceptionally long lived, since he reappears
to meet his Solar namesake [1589]. Both Ramas were eventu­
ally deified as incarnations ofVi~Q.u. Lastly, among the heroes
of Tradition celebrated in kavyas, should be mentioned the
mysterious Nala, king of Ni~adha (of uncertain descent and
probably not Aryan) [1580]. The delightful story of his marriage
with Damayanti, daughter of Bhima (a Yadava emperor who
ruled a century later than Bhaglratha, with his capital at
Vidarbha in the far South of the empire~\vhich later gave its
name to the vaidarbhastyle of kiivya), and the unhappy" sequel
of his subsequent temporary loss of his kingdom and destitution
through gambling~ is in the Great Epic told to YudhitJlhira
suffering in similar circumstances. '

528. The Buddhists naturally preferred to draw stories
for kiiv.yas from the life of the Buddha and his contemporaries,
as recorded in the Buddhist Canon [610, 714]. They also used
"their collections of stories of former lives of the Buddha,Sivi
being claimed as one of these[579, 919], and apocryphal addi·
'tions to the Tripi/aka such as the Avadiinas (e.g. for Sivasvamin's
KappkitJdbhyuda..va) [1276].

529. The Jainas had :theirown version of traditional
"history, brought into line with their legends of th~ twenty four
Jinaswho from time to time have refounded their religion on
earth. At "least eighteen of these .linas and perhaps ~ll of

_.
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them, from :B.~abha,. the first, to Mahav'ira, the latest, have
served as the heroes of separate kiiv)las now extant. Rama,
whom the J ainas call Padma, appears asa divine hero (aBalade\'3
-though the Jainas make no ]'eal distinc tion between gods and
men), in a variant version of his life, whilst Kr~Qa is similarly a
Vasudeva (and his brother Balarama a Balarleva) ,[854, ]449].
Thcre arc nine each of these Baladeva and Vasudeva heroes, and
their nine c·nemies (Prativasudevas), including Raval~a and
Jarasandha [862]. With the Jinas and the twelve universal
emperors cakravart£ns this makes up the sixty three 19reat men'
of their tradition. The emperors include Bharata and Sagara,
and Brahmadeva or Brahmadatta who is familiar also to the
Buddhists, but the others are not familiar elsewhere. Three
of them, including Santi, became ]inas also. The Jaina tradi­
tions seem to draw in part on ancient sources independent
of those of the brahmans, as do the Buddhist also, and are
not merely corruptions of Brahmanical Tradition. It is notice~

able that their legends are much more schematic and regular
than the others. ~1any other characters app~ar, some of
\vhom are immortalised in independent kilz!yas (for example
there are twenty four Kamadevas--from Kama, the God of
Pleasure or Love).

530.. All these heroes, in so far as they are histodcal,
lived before the rise of k41J)'a, which begins to appear immediately
after Udayana's reign (and may perhaps antedate him, if we

could trace its origin more closely). Later historical heroes
celebrated in kavya may be left until we come upon them in
following its history, though for nearly a thousand years after
Udayana their annals were inserted in Tradition. The Puriflas
as now extant-··our sources for the dynastic lists-appear to be
basically a recension made in the +4 (with many later inter~

polations in several of them, but the cl ynastic lists seem to have
been left as they then were J not going further th··m the beginning
of the +4).

531. At that time of the definitive establishment of
feudalistic monarchy all over India, and the disappearance of
more ancient political systems, especiaUy of the republics" it
seems clear that history was largely rewritten with a view to
consolidating the new outlook. We know that in the ancient
period republican government was widespread at various times,



and most, perhaps aB, of the countries of Northern India
were under republican rule at some time in their history.

, '

'Some republics (for example the Yaudheya GaI,la) flourished
from an indefinite period before (probably long before) the-4
down to the+4, with an interval in the middle when they were
under Magadhan hegemony (but apparently abl~ to preserve
their own rnstitutions in spite of this). A Vedic text (the
Aitareya Briihm~a, 'VIIL14) implies that at the time of the
Kaurava kingdom in the central part of Northern India (c.--ll?)
monarchy prevailed only in the Centre and the East, the gr~ater

part of the Aryan people being republican (in the North, West
and South). As we have seen, the five great tribes of the Aryans
have been converted into five sons of Yayati and the dynasties
of. kings supposed to be their descendants. Thus the Kaurava
kingdom established by SaIpvara:Q.a would appear to have b~en
preceded by' a Paurava republic. Several sources confirm
that the 'Yadavas in the South had" 'a republic, [526]. By
the -5 several countries had reverted from monarchical to
republican rule, including the Kuru people in the Centre, who
were no longer under the rule of the so~cal1ed Paurava kings
now at Kau1ambI, (Arthaiastra XI)., All these republics,
so offensive to feudal notions,. have been suppressed in Tradition,
which allows only' an initial period of 'anarchy' before Manu
was elected as the first king. The Purii7,las have artificially
extended the monarchies back into the mythical past, converted
republics into kingdoms-··making famous heroes such as Kf:'~I)a

kings-arid substituted fictitious lines of kings for intervals of
republican government. 'Being over-zealous in this they have
given us f~1f too many kings for ~he period ayailable and upset
the' .chronology, pushing the Bharata War/for instance, from
the ·-10 back to -3102.

-
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CHAPTER XI

THE ORIGINS OF THE KAVYA MOVEMENT (c.~·500)

532. In the period when ktiv)'a was well developed we have
usually no difficulty in distinguishing which works belong to it.
The generalisations we can make aboul its content and form
amount to a reasonably clear definition [1]. It is not scripture or
Tradition, but the work of individual writers. So no doubt was
Brahmanical scripture in origin, but it came to be regarded as
revelation of transcendental, non-human,. words. Buddhist and
Jaina scripture no less came to be regarded as not the work. of an
individual Buddha or Jina but a statement of eternal truths re­
vealed hy all Buddhas or Jinas at different times. Tradition,
or genuine epic, was handed down and gradually modified by
lines of bards or minstrels or rhapsodes, though on the other hand
a view grew up latcr which ascribed its enormous works to an
individual sage, Kr~t:la Dvaipayana (= 'Vyasa\ the 'Arranger'­
a tide which conceded the main point in relation to some of his
activities at least: see Pargiter 2lf.) ,. and placed this mythical
author in the ranks of the kavi.r (Anandavardhana, p. 365).
Again and primarily, kavya is a form ofart, in contrast to 'techni­
cal book') saJtra [34-.5] .

533,- Alternatively, as regards form, kilvya when in verse
uses a range of sophisticated metres, compared with which the
verses of some Jtistra works are crude doggerel, those ofscripture
different in structure and rhythm, those of Tradidbn in some
ways transitional but still archaic and primitive [422]. In prose,
it is fond of long sentences and long compounds]. whereas the
prose of all other kinds of literature tends to, be opposite in
both respects [429, 442, 461]. Finally kilvya is invariably
adorned with figurative speech, though the simpler and more
primitive figures, such as simile and metaphor,. occur fairly
frequently in scripture and Tradition also [184]. We need
not go further into the distinction of styles and other qualities of
kiil!Ja, though we must note as characteristic thatkllvya should
produce rasa, have aesthetic value (the Great Epic also has this
quality, the main reason for later placing it among the kii'!Ytls
-Anandavardhana pp. 530f,).



534. When we look for the ongm of kiivya, however,
wishing to pick out its earliest extant examples, we do not find
in the earliest period where we seek it the full conscious array
of, formal tech,niques springing up simultaneously. We have
rather to look' for a variety of significant prototypes. Our
quest is made extremely difficult by the paucity of materials
from this ',early period and by the accident, (from' the kiivya
point ofview ) of the preservation of certain texts which interest
us in the' canonical collections of the Buddhists and ]ainas­
contrary to our definitions. The relationship to the epic
poetry of Tradition is naturally complex: kiiv)Ja represents a
b.reak with this, an innovating movement, yet also a continuation
of epic art, the creation of a new type of epic (the sargabandha)
as well as of the prose epic, the novel. One can make forn-ial
distinctions on the statistical ground of the structure of the
ancient narrative metre (the vaktra) as it grew out of the much
more ancient. Vedic anu:~tubh, a distinction made long ago by the
theorists who attributed to Valmiki, the 'First Kavi', the invention
of the true vaktra, but in practice we are forced to draw a rather
arbitraTy:1ine across an apparently gradual sequence of developM
tnent (see Pal£. Metre,. pp. 199£:, 173)" Valmiki himself, as we
shall see in Chapter XIII, is known to us as a purely mythical
figure. In fact we .fmd the decisiv:e beginning, of kavya in lyric
poetry, not in epic, and the stamp of this origin has always
remained on it (fpf example the quatrain as unit, even in' epic,
not the line;,' or the manner of narrating an epic (403-4]).
"', '.:, .:535. As to the terms' kavya, and kavi, which became
specialised in :connection with litetature as an art, kaviat least
had been cltrrent throughout the Vedicperiod as a designation of'
those, -later r,egarded.as '$eers" rsis, who in fact composed the
poetry of the Vedic Canon.' Jtthus' at first sight seems to mean a
'poet' i'but a considerationoL its Vedic:contexts (and also of the
Avcl)taoifor' the term appears there too and so goes hack to the
'fndti:.lranian peopk oftheOxus 'valley of the-3rdmillennium-,
~ee:Ger8hevitch:;,Th:e A1JtstanHymll to Mithra,. pp. ]85f. ;Yasna
XXXII. 14; etc.) shows' that these a;ncient kavis were regard~d as
inspitedseers,even as, priests able to influence the supernatural.
T.he word kavi:never 'lost the suggestion of one having the power
df:,a:::kind ·o.fsupersens()ry..yis~on of the things. he writes about
but often could not have experienced directly. "Thus: thekavi
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was expected to fill the lacunae of Tradition by means of this
insight, and his recreation of the character or an ancient hero­
with psychological details unknown to Tradition was -accepted
(if it was accepted) asa .k.ind of truth. The ancient kaviJ of
the Veda were perhaps morc priests than poets, but; their
poetic art (which they themselv~s describe as a craft) was
highly developed and conscious. The Vedk poetry was the
art-literature of its day" only later regarded as scripture, as ric:H

composed but merely 'seen' by (revealed to) its· kavis. Its
techniqucs, the 'craft' of its authors, and particularly the basic
tcchnique of mctrc,. arc decisively diflcrent from those of kaV)'tI,
the widc gap betwecn them being to some cxtcnt bridged by
Tradition and the scriptures of the Buddhists and ]ainas.

536. In the post~Vedic period and at the time of the
origin of kiiv)'a the term kavi was used to denote secu~ar poets as
,,,,ell as religious ones, and it was applied also to the rhapsodes of
Tradition. The best source now available for this period is the
Buddhist Canon Tripitaka, of \'Vhich the fullest and most authen~

tic rccension now extant is the Pali Canon. This Canon, though
strictly speaking an agmna, happens to include a substantial
amount of poetry and some prose stories in addition to its central
prose dialogues (Pali Jultas= Sanskrit siUms ) expounding the
teaching of the Buddha. Though these are applied to propaganda
purposes) they are clearly adaptations or applications of the
techniques of the secular poetry and story-telling of their day,
which. we arc thus fortunately able to study throug;h them.
The Pali Canon also contains some brief allusions to current
poetic theory.

537. This Canon .cam c to be regarded as .conslstmg
primarily of a record oflhe actual words of the Buddha (---566 to
-486), together with some contributions by his followers.
Against its literal authenticity in detail \ve have to observe.
(1) that the present Canon can be shown to havc grown through
several centuries of developing literary techniques, changing ideas
and new needs as .Buddhism spread, (2) that. the Pa}i Canon'
is in a language of Western India, despitc many borrowings'
from an Eastern language, whereas Buddhilsm originatcd in the
East (though it spread rapidly)-it is thus; if not .a It:'anslation,
a distinct Western recension of the. proto~Buddhistconection
of the Buddha's literary heritage;. and (3) that the growth of



the Cano,n is to some extent recognised even by the tradition
of its own, (Sthaviravada) school, which records a series ,of
'rehearsals' for establishing the received text as well as the inclu­
sion in the text of certain later compositions (some of "vhich, for
example, it ascribes to the Mauryan period, i.e. after -320).
In a separate work (Pali Metre) the present writer has studied the
problems of the chronology of the metrical parts of the PaH
Canon, and here we may simply take up the conclusions there
worked out.

538. In brief, the verse parts of the Canon seem to cover
the period approximately -500 to -100 in successive phases
distinguishable on the ground of the development of the metres,
and, which is most interesting, this development saw in its early
phase the appearance of quite new metres (the 'musical' metres
briefly discussed above in Chapter VI [413-4, 422]) , opposed in
structure to the older ones of Veda and Tradition (see Pali Metre, '
pp. 84££.). It is this new metrical technique which appears as
the decisive step in bringing into existence the new form of litera­
tur,e which we now call kiivya. Through the PaH recension of the
Buddhist scriptures we can discern the beginnings of kii~ya in
the popula.r secular literature ofEastern India in the-5, apparen­
tly in the Magadhi language. Magadha was then still a small
state, and its language may not have been used much outside
its borders, though the dialects of the rest of Eastern India,
which are unknown to us, were pro~ably very similar to it.
'Vi th the growth of the Empire of Magadha, the spread of the
language and its literature was assured. The .best evidence for
Magadhi being the original kiivya language, however, is perhaps
that the first. of the new metres, the lraitiiliya, is also called
miigadhikii.

539. In this period of the origin of k;ivya, literary theory,
as reported in ,the Pali Canon, was conscious of. kiiveyya (the
Pali for kav..va·) as covering an area of literature not entirely
coinciding with kiJvya as later defined, and with rather different
classifications within it. Prose story-telling is seemingly notindu­
ded, and we are concerned with,po~try only: prose narrative al­
ternating with or occupying the place of epicpoetry was probab~y
not yet regarded askiivya but as ordinary language, ~n~ kiivy~

would mean pl"eciseIy 'poetry', which seems to be its original
meaning. Drama, as dramatised episodes with verses uttered

-
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by the characters expressing the climaxes of conflict, but appar­
endy embedded in prose dialogue, is not separately mentioned
in the earliest Pali dassification, but was certainly associated
with kiiv..ya from a very early stage, perhaps from the beginning.
Actors appear, as poets, in the Pali Canon. The basic classi­
fication of this early theory is in lact of four kinds of kavi (Arigu­
tiara Niktiya, 11 230).

540,. The first kind of kavi is the epic poet or bard, the
traditional poct (suta-kavi in the Pali) or poet of what he has
heard handed down in a tradition. This is in fact the poet of
Tradition reciting iiklryiillQS, anrl the somewhat later commenta­
ries on the Canon specify the Bhtirata as an example of the
latter (Sumangalaviliisini ] 84) . The Canon itself contains
evident examples of the form belonging to the Buddhist tradition,
some of them going back to a pre-Buddhist tradition modified
by the Buddhists [561, 564]. The Sum{lIigalam:ltisini (I 95)
thus names the Vessantara legend as an example of the form

l579].
54:1. The second is the 'improvisor-poct' (Pa1i pa/iblziilla­

kavi) who describes in spontaneous verses what he has just seen.
He is primarily a lyric poet, a descriptive poet of the beauties of
nature and of the manners of society. The presumedexanlples
of this form in the PaH Canon include a rich sample of the ne,\!
metres: it is herc especially that we sec the impulse \~hich pro~
duced kii10la. The Commentary (1\11111orathapiira~d In 211)
names Vagisa(see below [547]) as a poet of this kind.

54:2. The 'di,dactic poet' (Pali attha-kavi) is hardly
discussed theoretically in the PaH sources,. but we may suppose
that he was the most important for the Buddhists: the poet who
uses his skin to convey philosophical or other teaching in casHy"
palatable form. We can illustrate this copiously fi'om the
Canon, and also from latcr katya, but as a peripheral application
of the techniques of the other kinds of kavi its interest is secon­

dary.
54:3. Lastly wc have the 'reflective poet' cilltd~kavi,

who, as opposed to the 'improvisor~ describing what 'he sees
in impromptu verses, composes more deliberately and In; seclu-.
sion. In some ways he appears a truer forerunner of the' 'gr~a.l
kavis whose ma.sterpieces we now most admire than is' the
'improvisor', though wc know that lhcimprovisation of'versbs,'



has been .expect~d of kavis (indeed of educated people generally)
at most periods.' It is difficult to pick out any examples of
this form in the ..Fali Canon, since we have no poem actually
labelled cintiieither in the text or in the commentaries, and no
example is mentioned to elucidate the term. In fact the likely
candidates for the title in the' Canon would be 'didactic' poems
as well. It is hard to distinguish any techniques specific to the
'reflective' poet, as the epic poet has his archaic metres and
conventions and the 'improvisor' experiments with the new
metres and other devices. We seem to be left in this classifi­
cation (evidently more empirical, r~lating to existingper;)ons and
schools, than theoretical) with two main kinds of poetry, the
epic and the improvised lyric, with the 'reflective' ~s a studied
development probably of the latter and the 'didactic' as a
secondary application.

544. Nothing in the Pali Canon is actually labelled
drama, and it contains nothing in the forms of drama established
in later kiivya [570, 588]. On the other hand we do find a consi­
derable number of dramatic episodes, all very short: dramatic
dialogues and brief scenes in which often the Buddha appears
and exchanges verses with· another character, such as a god
who praises him, which suggest visual performance. The
Buddhists at first were averse to any kind of public sho\'l/, and
could be expected to be tardy in taking up such a medium for
propaganda,but their Canon is definitely aware of 'shows'
jJ8kkhds, which 'very likely included some form of drama (the
Sanskrit equivalent, prek.~ii, is certainly applied to the theatre
[365]) , and ofactors (see Digha JVikiiya 16, where the Commentary
explains pekkhii aSllatasamajjii, 'assembly with actors'-Sunlmi­
galavilasini I 84;. the monk Talaputa is recorded to have been
an actor [5B8]) .. In any case the existence of the drama by the
-4 is also attested by the grammarian Pat;lini (c.-350), as we
have se~n [45],' who was familiar with actors and even with
text books on acting. We may therefore examine these possible
dramatic pieces, despite the silence of the commentaries. as to
their purpose (which would probably have lapsed before the
commentaries were written, since by then we have fun fledged
Buddhist dramas of the later standarc;l types), as belo~ging to
a world familiar with the drama and as likely to reflect dramatic
characteristics. A possible confirmation of actual performance

-
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of pieces like these may be seen in references in the i,nscriptions
(of --257: 'Rock Edicts' I and IV) of the Buddhist emperor

Asoka (-268 to-.232) to pub]icassembHes samiijas both good
and bad (we know of course that dramas were .performed at

. samiijas [2~]) and to public displays of 'divine forms'~ including
the heavenly mansions, elephants (supposed to be the mounts of
divine beings) and the celestial bodies (consisting of the substance
fire, i.e .. the stars, etc.). The latter could be identified with
scenes in the Pali Canon, where the traditional Brahmanical
gods arc made to .mbscrvc Buddhist edification, often in a drama­
tic manner (struggles between the gods and the demons, visi b;

.of gods to the Buddha,. rebirth as a god as fruit of a good action
by a human being).

545. The data of the Buddhist Canon are to some extent
confirmed and extended by the Jaina Canon, though the latter
has been much less successfully preserved and contains little
which is early enough to serve our present purpose. rvJoreovcr
the few texts that may be of the-4 to-2 are handbooks for
monks, not propaganda for spreading Jainism, and rarely adopt
the techniques of kiiv)la.

546. The chronology of the Pali kavya pieces indicated
in rough outline as part of the conclusions of PaN lvIetre still
leaves much uncertain. Thus\ve cannot say which poems
Vllere composed during the Buddha's lifetime, or even that any
were then composed, but only that certain pieces in the al'Wf!ubh
metre belong statistically, on grounds of rhythmic structure,
to the period c.-son. This date cannot be guaranteed to be
wi thin 50 years of the true date, though it is probably not as
much as 100 years wrong. As to pieces in the 'new' metres,
the uncertainty is greater since we have no pre-Buddhist examples
to confirm the period of their evolution : this might have been
in the- 6, in the Buddha"s lifetime, but it may have begun only
in the - 5. For the other terminus of the PaH development wc
have greater certainty from comparative metrical studies and
from the history of the schools of Buddhism, moreover a few
poems arc actually datcd by the commentaries (these dates,
which lie within the first half of lhe - 3, agree with whatever
other evidence exists and seem to be authentic-thev are recorded
quite incidentally and no great importance is atta~hed to d~e~:
the fact that they did not ·fall in the Buddha's o'wn· time and ~o

'.

-



way,
Sariputta of great understanding teaches the monks the

doctrine.;

He teaches briefly, also speaks in detail,
pours out his improvisation like the song of the

mynah bird;

'Improvisation' here translates patibhana, and the simile of the
mynah is interesting as relating toiL We may note that th~

verses are not separate, as they usually are in kav•.l'a, but seem
more continuous-which one' might p~rhaps expect in impro.:..
visation-as in the· older poetry.

gladdened

INDIAN KAVYA Ll'l'ERATURE

(Theragiitha 1231-3 =

SaT/l.vutta Nika,ya I 190)

By his beautiful voice, soft and excItmg,
the thoughts of the monks are elated and

as they listen intently.

26

could not be connectled with him· reduced their interest for the
commentators) .

547. The name of the poet Vagisa (written also VaIigisa ),
who became a Buddhist monk, is prominent in early Pali lyric.
poetry and famous in the tradition of the Sthaviravada schooL
The Canon represents him as a contemporary of the Buddha,
who asked him to extemporise verses, improvisation being his
special skill, on various occasions. On examining these impro­
visations we find what appears to be an ancient kernel. mostly
in the old metres, whilst a number of poems mostly in the new
metres look like work of later times ascribed to the famous
Buddhist poet. If this impression is false, the evolution of the
new metres was practically complete by c.-50G; if not, then the
patibhlilla style of improvisation·-which we have associated with
the origi,u of kiivya-began within the framework of the old n~etres

and the new metres were evolved for it gradually afterwards.
548. To illustrate the verses most likely to be odginal

Vagisa, and contemporary with the Buddha, we may look first
at the following extempore verses in praise of Sariputta (the
leading disciple of the Buddha, who did much to systematise
the Master's teaching):

Profound and wise, learned in the Way and the wrong

-
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549. Nearby·are these verses in praise of the Buddha
himself:

More than a thousand monks attend on the WeU·gonc
as he teaches the clear doctrine, NirvaQ.a which knows

no fear from any source.

They listen to the abundant doctrine taught by the
Perfectly Enligbtened One;

. How glorious the Buddha is, facing the community of
monks!

o Ivlastcr, your name is 'Dragon' (1ltiga), best of sages,
for, like a great cloud, you rain on your pupils.

Leaving the afternoon rest from a wish to see the teacher,
o great hero, your pupil Vagisa salutes your feet.

(ib. 123B~41 = 192-3)

550. In the following the first verse is in the vaitiiliJ'a,
the first new metre (the rcst arc in vaktra, like the preceding
poems) :

Today being the full moon, five hundred monks have
met for purification,

elltting thc fetters of union (which cause transmigra­
tion), peaceful sages who have exhausted rebirth:

As an emperor with his retinue of ministers,
circles all round this earth whose limit is the ocean;

So the supremeearavan leader, having conquered in
battle,

1S attended by his pupils, who have the triple
knowledge and have eliminated death.

All are sons of the Nlaster; here no futile talk is found;
I salute the destroyer of the arrow ofdesire; the kinsman

of the Sun.

(ib. 1234-7 -191-2)
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gone beyond a]1
(ib.1253=196)

A good many words are here used ·metaphorically: 'fetters' (but
this is general Buddhist usage), 'caravan leader', 'conquered',
'battle', 'sons', 'arrow'. As to the Sun, the Buddha was believed
to be a dcscendan t of a branch of the Solar Dynasty, and there
is also allusion to his metaphorical powers of illumination. In
all these poems wc can pick out similes and metaphors appropriate
for kiivya, though by themselves they might not differentiate
this poetry from the more poetic parts of the Veda or the ltihasa.
Ambiguity, which underlies many of the 'characteristics' listed
in the JVatyasastra [185], is prominent here and perhaps gene­
rally in the early Buddhist literature, where worldly imagery is
used to convey the ideas of liberation from the world. or the
'aesthetic experience' in the Tripitaka one can almost always
say it is the 'calmed', but touches of the heroic, sensitive, comic,
compassionate, etc., will also be found.

5.!U. Another poem begins with a reference to Vagisa's
previous way of life:

Intoxicated with kiiveyya we wandered fl'om village to
village, from city to city,

then I saw the Buddha who llad
phenomena, ..

This indicates that the poets made a livelihood by touring, as
also did companies or actors mentioned .in the Pali Canon,
and these two groups \,vere not mutually exclusive.

552. A poem in which Vagisa asks the Buddha whether
his lately deceased preceptor, Nigrodhakappa, has in fact
attained Nirva1J,a, which like the above occurs in two books or
the Canon (the Theragiitha, 1263-79, and the Suttanipata, 343-58,.
with minor variations), ITlay be. authentic. It contains some
striking similes: the blowing away of defilements, as dark storms
covering the e~rth by the wind; the compelling voice of the
Buddh£t as or a wild goose ha1Jlsa, his words like cool rain which
relieves us from the overpowering heat of summer (cf. the
'J?ragon' above). ,

553. O:f the same early,period as these verses of Vagisa is
perhaps the poem which contains the following. It is in· another
old metre, thetri1r/ubh:',

.... , .!

~-
"1~
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As a man who has gone down into a river
-a stream in spate, swiftly flowing-"
is borne along with the stream,
-how can "he help o,thers aCl"OSS ?--

So one who" has not discovered the true doctrine,
nor listened to the discourse of the learned,
ignorant himself, not yet across doubt,
-how can he make 0 thers see?

And as one who has boarded a strong boat,.
equipped with paddles and poles,
would bring many others across,
--\vise, good at findin~ out the means-

So onc who had knmvlcdg;c, and developed it,
learned, intrepid,
he, knowing, would make others see
-as they transmigrate-who listen intendy."

(Suttanipo.la 319-22)

554. Let us add a few more verses by the monks,
apparently of the earliest period. First some attributed to
Sariputta himself:

The great ocean, the earth, a mountain, or the wind,
are not fh for comparison with the excellent liberation

of the teacher;

The elder monk who follows the wheel (of the doctrine),
great in knowledge, concentrating,

he is earth, water, fire----he is not gladdened or
offended;

He has attained the perfection of understanding, the
great sage of great intelligence,

(he is) not dull,. though he seems dun, (for) he hi
always calm.

(Theragithii 1013ff.--the

gre~t elements mentioned are not easily influenced or contaminat­
ed and are regarded as essentially pure)



555. - Then by Godhika (not well known), in one of the
early new metres, the aupacchandasika, a singl~ verse (or 'strophe'):

556. In the following poem by Mahakassapa we are
nearer to established kii:'!ya, with some of the specifically poetic
vocaqulary, description of mountains, and another subject very
proper to kavya-the rains, with such a characteristically kal(ya

touch as the peacocks welcoming them [815, 1240]-.·though
with a Buddhist turn; the use of refrain, however, common in
Pali poetry, is archaic:
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It rains like good singing-my hut is thatched, pleasant,
calm,

my mind is well concentratecl-'so let it rain if it likes!
(Theragiithii 51)

Spread with garlands of kareri (a creeper), those are
the places which delight the nlind,

resounding delightfully. with ,elephants those crags delight
me.

Splendid with the colour of blue clouds, with cool
dear waters,

covered with 'lndnl's herdsmen' Ca red insect, probably
ladybirds) those crags delight me.

Resembling ridges of blue clouds, like a fine bar'tel-vaul­
ted house,

resounding delightfully with elephants those crags
delight me.

Mountains whose delightful surfaces are rained on as
the sages seek them out,

echoing the peacocks' cries those crags deJi,ght me.

Perfect for me when I wish to meditate, exerting my­
self and self-possessed~ ,

perfect for m'e wishing for well being, for a monk exert­
ing himsdf,

Perfect for me"wishing to be comfortable, for a monk
exerting himself,'·'
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perfect for me wishing to concentrate, for such a one
exerting himself.

Clothed in umma flowers, like the sky covered \vith clouds,
strewn with various flocks of birds those crags delight me.

Not full of worldly people, but sought out by herds of
wild animals,

strewn with various flocks of birds tho8e crags delight me.

With clear waters and broad rocks, full of yaks,
their pools covered with sevii1a (weed) those erags delight

Jne.

I do not get such pleasure from the five kinds of musical
instrumelll t,

as when with concentrated mind I gain insight rightly
into the doctrine.

(Theragatha 1062-71 )

As to the vocabulary here, the words for'elephane and 'waters'
are not the common Pali prose words, further there are two for
each, unlike the translation; also 'places', 'clouds', 'peacocks',
'resounding', 'full of' and other\vords are not the prose synonyms,.
and in their Sanskrit forms they are familiar inlatel' ktlrJJQ.

557. This old poem ascribed to MoggaUana is an re­
frains, a monks' chorus:

Forest dwellers, alms collectors, pleased with gleanings
in our bowls,

we split the army of death, well concentrated in ourselves.

Forest dwellers, alms coUectors, pl,eased with gleanings
in our bowls,

we shake the army of death as an elephant a reed hut.

Living under trees, persevering, pleased with gleanings
in our bowls,

we split the army of death, well concentrated in ourselves.

Living under trees, persevering, pleased wi th gleanings
in our bowls,

we shake the army of death as an elephant a reed hut.
(Therogdthli ]] 46-9 )
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This is certainly a negative example: nothing like it is found in
kilv..ya afterwards.

. 558. The nuns also composed verses. The following are
from a long poem attributed to Subhii, a blacksmith's daughter
who joined the Community: .

Let me not associate with passions, among which there
is no shelter,

--passions are enemies, executioners, painful like masses
of fire;'

This is an ambush, dangerous, bringing remorse, a
bandits'. lair;

this is greed, a very rough (path), a,great opening to
delusion ..

(The,- igiithii 351-2)

55~. To the nun Dan6ka is attributed this short poem:

Having gone out from the afternoon rest to l\Iount
Gijjhakuta (Vulture's Pe~k, in 11agadha, outside
the old capital) ,

I saw an elephant on the bank of the nver, commg
out after. he had plunged in. '.

A man took ,his hook and asked:' 'Give me your foot!'
. the elephant stretched out his foot and the man moun­

ted him.

Through seei.ng the wild beast tamed, controlled by
human beings,

I concentrated my mind and went into the forest (to
meditate ).

(Therigiitha 48-50)

Here what might later be called aJiiti or 'genre' lyric [419, 1345]
is applied to illustrate Buddhist training, and the actions of
the elephant coming out after refreshing himself in the river
are made to aHude to those of Dantika herself.

~60., .1'0 'concl~de this group of early lyrics, and perhaps
to iHustrate what' was meant by 'reflective' rather than 'impro-



THE ORIGINS OF THE· KAVYA MOVEMENT 33
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vised' poetry (this might be illustrated also by the ':Boat' poem
above), we have a poem attributed to the monk Parapariya:

The philosopher~monkParapariya had thes,e reflections
(cintd) ,

as he sat alone, isolated, meditating:

By what system, what vow, what conduct, can a man
do what heshould for himself but not harass anyone else?

The faculties of man are for welfare, and for disadvantage,
-unguarded they bring disadvantage, guarded they

bring welfare;

Guarding his faculties, protecting them,
he does what he should for himself but does not harm

anyone else;

]f his faculty of sight goes unchecked among objects,
not seeing disadvantages he is unhappy and does not

get free .... ,

...As a strong man doing carpentry knocks down a nail
with another nail,

so one who is skilful knocks down his faculties with other
faculties:

Developing confidence, energy, concentration, sdf·
possession and understanding"

with these five he, strikes the other five (sight and the
other senses), then a 'brahman' becomes peaceful.

Having gained his welfare, remaining in a good mental
state, that man has applied in practice the ,rerbal
instructions

of the Buddha, completely,-he increases happ,iness.
(Tkerag4tklJ 726ft'.)

(The Buddhists tried to take over the term 'brahman' and apply
it not to the brahman by birth but to the 'true' brahman who
developed virtue.)

561. Inmost of these poems we are not far from the earlier



:. ,,':'You:\are young, youthful,n'ewly -fledged, ','
'c' " handsoineand taU like a well~born warrior

Bimbisara saw him. from his palace,
;',. 'havirtg~ se~n 'hirr{'with those marks'he spoke like this:

'In truth, 0 king, my country is on the s}op,es of the, 'l
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Making' the, ,vanguard glQr~o!1~,:leadil1K a .. tr99P 'of
(- '; ~':' " ,elephants.!

.. -1'11 give you lands, enjoy them!-Now tell me who
',,,' .'"" " "......,. ,0," ,,' , 'you~, a~e'"

tradition'of"poetry, and if.we look at the oldest epic poetry in
PaH We 'are still.closer to Tradition. -Some of the earliest pieces
in the Canon· are short episodes in the biography of the Buddha.
One: begins: like this:'

,'Cl, ..
, .

And having gone forth he avoided bad actions,
abandoning bad speech he purified his way of life.

(th~ ~arrator plunges str~ight i,nt? 't~e ~pisode ofth~ Buddha's
meeting with King Bimbisara of Magadha, after he went forth
but before he attained enlightenment:)

I will sing the" famous going forth, how the man wi th
insight went forth,

. 'how~ 'investigati!ig, he'made the' going-forth splendid.

'Confined is this household life, a dusty sphere', he said,
,," 'But:gciin:g~forth is operi'-'seeing this he went forth.

'The Buddha went to Rajagaha, .,the . Mountain .Capital
of Magadha, i,

to gather alms, he who was full of excellent marks,
. . . .

(the King comments on the noble appearance of the wanderer,
and" orders': m'essengers ta" go and· ask him where he is going;
told ,he has gone to Mount Pal).Qava after collecting alms, the
King, drive~'out' in his:'chariotto seehiD1, and after some polite
talk tb start 'the" conversation he goes,on: ).

-
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endowed with wealth and energy, m Kosala,.
, "

My clan is the Solar one., by tribe ] am a Sikiya,.
-from that tribe I have gone forth, not yearning for

pleasures;

Having seen disadva"ntage in pleasures, s.ecuri'ty in renun­
ciation,

I am going for exertion-this excites my mind'.
(SuUallipilta 405-9 and 420-4)

562. In another' piece the Buddha himself descl'ibes his
'exertion' to attain enlightenment on the banks of the river
Nerai'ijara.. :(Suttanipata425-49) . The scene develops int~ a
dialogue with Namuci or Mara, .the personification of 'de~th'

(=transmigration, i.e. repeated deaths and rebirths), who
urges him to give up the hard struggle, t~e asceticism and fasting,
and make the most of his life-by all means doing good, bu1

not exerting himself. The Buddha r~jects these words of tempta­
tion and hypocrisy, since the life recommended is only death
postponed, and sticks t:o, his asceticism, to the drying up of his
flesh and blood (like the nearby river, since it is t~e dry season)
which makes his mind dearerand strengthens bis self-possession,
understanding and concentration. He rejects the 'armies' of
Namuci-passion, loneliness, h~nger and thirst and an the
others. The god, as he, is herecalIed, goes off dejected-like
a crow which mistook a stone for a piece of fat-~etting his
lute v{1J.a fall from under his arm in his depression. As we shall
see, episodes like this are of great interest as showing how the
drama could' grow out of epic,. by staging a dialogue of conflict,
a crucial scene in a struggle, This 'temptation by Death'
remained a most popular subject ,among the Buddhists for every
medium of art [600,714].

"563. The monk Sunita tells his story as foHows in another
aut9biogniphical piece:

., I was born in a 'low family, poor and starving,
my work was low- I was a sweeper,

Disgusting to men, despised, treated with contempt;
humblin'g my mind I would pay respect to many peopl,e.



(Theragiitha 620ff.)

_.he·fonows'the admonitions of the tcacher and tlttains libera­
tion when meditating at night,then:

Ifi' delightful Uttarakur.u, near beautiful Mount Neru,
men ar~ born unselfis~, witho:ut anyposses~i()~s.,;
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'Come, monk l' he said to me-that was my entrance (to
the community). ; .

I saluted the teacher's feet, then waiting on one side
I asked the highe·st of an bei~gs to let me go forth.

Then lsalv the Buddha .leading the community of monks,
the. great her~, entering the capital ~f Magadha;

r put down my carrying pole and approached to pay
respect

.~.the highest of men waited, through compassion for me.
~ .

.,As the ::night .ended and, the Sun rose,
'Indra' and Brahma came and bowed to me with joined

...- .. hands':

'Hail to thee,learned among men! Hail to,thee, highest
.. of men !
As .the influences· are exhausted in you, dear sir, y.ou

are one worthy of gifts' ...

36

564. ::A c;:urious piece of old epic legend,. in the most
archaic form of Pali vaktra, or of anulfuhh still in transition to
1I,aktra". must be ,quoted from as a final example of the earliest '
Pali poetry. It is perhaps pre-Buddhist legend, folklore of very
ancient times, which chanced to be taken up into the Buddhist
Canon. It contains more poetiC vocabulary than the preceding
epIc pieces. Here are some excerpts:.

.(Le.' he is' as 'good as any brahman, or god.. The teacher, ,seeing
this: remarks that one is a 'brahman' through leading the
highest way of life; asceticism.)
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They sow no seed, draw no ploughs,
men enjoy rice growing wild" uncultivated.

.37

'I'he rice grains have no husk or dust, are clean and
fragrant,

~-they cook them 111 a gourd, and then enjoy a meal.. .

. .. l'hel·,e the trees are always in fruit, full of various flocks
of birds,

resounding with peacocks and herons and soft cuckoos.

Here there is the cry of partridges, and the oNhavaciUakas,.

wild cocks, ku!imkas and pokkllarasiitakas in the \vood.

Here there is the cry of ]Jtlrrots and mynahs, and the
daru!amiillQvakas 1

Kuvera's lotus pool is glorious all the time, alwavs.

People describe it as North of here,

and the famous king who protects that region, hc

The lord of the gods ()'akkhos) is called Kuvera, he

Cl1iOYS himself leading the gods in dancing and singing.

(Digha JVikiiya HI 199ff.)

565. .These eady epic pieces show none of the charae­
teristics of kiivya epic;. the 'traditional poet' has not changed his
style but the Buddhists have sometimes app]icd it 10 new subjects.
Examples from the Great Epic would show the same non~kalDJa
style (provided we avoided late interpolations), bUl their
chronology is hard to settle and it would be hazardous to attempt
to relate them to the period of origin of kdvya. In thePali, on
the other hand, we have a mixed collection in various styles,
where we can identify chronological strata. HC1'e we sec that
the characteristics of klivya appear first in lyric poetry. We find
some of the m,etres, the specific vocabulary, the more figurative



'I,',

language, even, the method· of indirect allusion -instead of direct .
statement. The separation in meaning of the individual verses or
quatrains hardly appears, but it was probably implicit in the
new metres (see p'ali Metre,. p. 136).

-
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CHAPTER XII

NEW TECHNIQUES IN POETRY AND CONTEMPO~
RARY TRENDS IN DRAMATIC ,LITERATURE

AND NARRATIVE PROSE _IN PALl
(c. -450 TO -200)

566. ' The following examples of Pali poetl)' bdong to a
somewhat later stratum, datable probahly within 50 years of
-400. First a brief extract from a poem in one of the musical
metres (aupacchandasika):

.Who disciplines his anger whe'n it arises, as a sCl:pcnt's
poison is dispersed by medicines,

that monk abandons both here and beyond;- as a snake
its o~d withered skin. _, ,

"Vho has absolutely annihilated passion, as pfunging III

(one gathers) -lotus' flowers growing in a lake,
that monk. abandons both .here and beyond,. as a snake

its old withered skin.

(SUUa'llipNta 1-2)

Thisly;ric uses the ancient technique of refrain~~vilils( further
exploring possible similes' for ascetic poetry.. ' ' , ' ,

567. At about this time a further development in metre
look place. The musical organisation is now carried as far
as possible, whereas in "the early 'musical' me~res,: (~ueh as
vaitiiiiya .and, aupacchandasika). we _~ave a hybl'id typ~ ~f verse,
the cadences being fixed. In the fully musical n~et,res which
now appear, the entire verse, or 'strophe' giithii, is variable
on musical principles (see Pali Metre,.. ·pp. 139ff.). ;,.:.].t corres­
ponds rhythmically ·to an eight bar musical phrase (,more rarely
toa twelve harphrase ),- in which within, quite broad limits any
rhythmic patterns may be used provided ..th~ "total 'quantity
of each 'bar' gal}a is equivalent to four short syllables and the
bar lines are not inf~i~'ged 'ii:y'a 10ng"syllabi~' crbs~irig 'them.

First an example in rather simple language, ",Hi)"ha~dlyany
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poetic atmosphere except the remarkable metre, but expressing
the highest ideals. The metre, the earliest variety of this 'bar
metrc' ga1Jacchatldas, is called giti, which incidentally means
'song' .

One should act with skill in welfare, having understood
the calmed statc,

one should be capable, straight, very straight, using good
words, soft, not arrogant.

Contented and easily satisfied, having little business and
frugal habi ts,

with calm faculties and wise, not proud among the people,
not covetous;

Onc should do nothing mean, which other~, discerning,
would blame;

let all beings be happy and secure, -let all be happy!

Whatever living beings there arc, timid m' strong, "vithout
exception,

the tall or large, medium or small, minute or gross,

Those seen or unseen, living far away or nearby,
those alrcady born and thosc. yet seeking birth, lct all

beings be happy !

None should deceive another, oT,dcspise any, anywhere,
or, being angry, feeling repulsion, wish unhappiness

for another.

As a mother would look after her only son, sacrificing
her life,

even so one should develop one's thoughts, without limit,
tmvards all beings.

Thoughts of benevolence towards all beings one should
develop without limi t,

above, below, all round, unconlined, without hatred,
without rivalry.

.-"Vhethei~' staying or going, sitting, lying down,.one should
.be vvithout stupidity,
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onc should resolve on this self-possession (through bene­
volence )-this, they say, is the best way of life.

(SuUallipiita 143ff.)

(In conncction with benevolence mailrT as described here cl'.
the Dasariipaka theory of the 'calmed' [93]).

568. A 1ew sueh giti vcrses arc ascribed to Vagisa and
described as 'improvised'; they include:

For the purpose of crossing the flood he explains the
Way by Inany methods,

when that 'immortality' is explained wc remainimpertu­
rbablc, seeing the doctrine.

The 'lamp-maker', having penetrated, has seen the trans­
cending of' all stations (of opinion or of consciollsncss-

Cl")'
having kuo\vn and observed he tcaches the highest path

.of insight.

(Theragathii 124·3-4 = Smnvulla ,Niki{va I 193)

569. The 1c)llowing extracts arc from a poem III gill
organised in twelve bar strophes:

Of the wise, without delusion, who has brok.cn the fallow
land, gained the victory,

pea~erul, of most impartial thoughts, old in virtue, of
good understanding,

gone beyond the rough ways (of passion), purc--ofthat.
master J am the pupil.

Of the calm, of \'Vide understanding, of great under~

standing, without greed,
of the thus-gone, the 'v\Tell-gone, the incomparable person,

unequalled,
of the confident, subtle master, his pupil am 1.

(i\1aJJhima .Nika..Vfl ] 3H6)



l<-ing: The five wise men have met-a question occurs tome,
. listen to it: .

whether a blameworthy matter· ,or a praiseworthy onc,
to whom may a secret. be revealed ?

Senaka: Even you must reveal this, protector of, the Earth, lord
andendurer. of burdens, teU us this;.

r~ilC?<:tingpn .:YQur will and pleasure, 0 king of men,
the five wise men will speak.

There are· ten of these Sl rophes pralsmg the Buddha; and
ascribed to Upali, a ,lay follower this time. The Commentary
observes with some justification that the fault of redundancy
(of later poetic theory) may be found in some of these hundred
epithets, but says that for the sake of praise a good quality may
be mentioned repeatedly.. The hazard is difficult to avoid. in
the 'hymn' stotra [418] division 'of lyric' kiivya, of which this ·isa
very early example, though amongst the countless later .ftotras a
poet of genius has on occasion deliberately courted it to display'
his skill.

570.- .To this period seems to belong a piece of the epic or
akhyana type, but with verses which for perhaps the first time in
epic 'are .ip one of the musical metres (aupacchandasika). I t is
found in the vast Jataka collection (of about 550 stories), from
the epic riches of which we have not yet quoted. The }ataka
stories: :a,re basically in verse, and as handed down in ancient'
times the verses were the only fixed text (with one exception).
Many of them require further' narrative, to be elaborated by the
story tener prohablyas in a parlkathii [449]~or by the 'tradi- .
tional poet'--to suit the occasion, and an of them now have
prose narratives added later as 'commentary'. They would
yield~;then, further light ~n the old epic tradition. Here we are
interested in an episode in a longer epic, that of the future 13uddba
in, a pre~i~us life as 'the great minister Mahosadha~ wh'ose brilli­
ance at court arouses deadly resentment from the four' other
leading ministers. They insinuate to the king ('Vedeha' of
Mithila), who is'veryfonrl of him., 'that Nlahosadha isa traitor,
and suggest that he can be tested 'by an apparently innocuous
question' about secrecy. If he says a secret should never be
revealed to anybody he should not be trusted; The lo11mving
scene is in tl1emusical metre, and is in dialogue form:

42 INDIAN KAVYA .LITERATURE
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K.ing: If she is virtuous, inaccessible to ·others,
controlled by her husband's will,. pleasing,

whether a blameworthy matter or a praiseworthy
one, a secret may be revealed to a wife.

43

Senaka: If he is a refuge to one in difficulty and afflicted, a

resource, a support,
whether... a secret may be revealed to a friend.

Pukkusa: (to a virtuous brother)

Kavinda: (to a good son)

Devinda: (to a loving mother)

Mahosadha: The secrecy of a secret is good, . ,the revealing
of a secret is not praised,

a wise man should bear it whilst it has not borne
fruit, but when the matter is accomplished he
may speak at pleasure.

(Later: )

Queen: Why are you perplexed, 0 king? This that wc

hear is not the speech of the king of men !
thinking of what are you depressed? 0 king I

am not at fault (in asking).

'The ,vise Mahosadha·must be executed'-bccausc
I have ordered the executi~~'of the sage,

I am depressed thinking of it. 0 queen you are
not at fault.

(Mahosadha· disappeared to evade arrest, despite the secrecy
of the order. According to the 'qommentary' he seized cpntrol
of the city t~e next; day and then faced the 'king. In any case
he secures another assembly with the other minister:; present,
the kitig dissembling:)

King: You disappeared in the evening and now you
come-hearing what w;as you'r mind apprehensive?

who said what to you, 0 wise Qne? Now we shall
hear those words,. tell me that' 'r' .. ,"
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Ivlahosadha: 'The wise rVlahosadha must be executed'-l[,
o king,. in the evening you discussed this con£1­
dcntally,

privately told it to your wife, this secret, being
revealed, was heard by me.

The wicked deed of Senaka in the sola wood, the
low thing he did,

he told in private to a Ii-iend, this secret, being
revealed, was heard by me.
(Senaka admits this and is arrested)

Your man Pukkusa, 0 king, has a disease v,rhich
makes him unfit for the royal service,

he told this in private to his brother...
(Arrest of Pukkusa)

Kavinda is ill, possessed ...
he told this in private to his son ...

(Arrest of Kiivinda)

That eight-faceted noble jewel-no\!\' Devinda has
it !

he told this in private to lliis mother. ..
(Arrest or Devinda)

--The sccn.;cy or a secret is good, the revealing of
a secret I::; not praised,

a ,,,,isc man should bear it whilst it has not borne
fruit, but when the matter is accomplished he

may speak at pleasure 1

(Jataka VI, 379ft',)

Thus the use of the new metres begins la encl'Oach on the field
of epic, but for a dramatic episode showing 'wisdom' [4·2],
,'\'hich would be more effective on the stage than v"hen read.
Epic begins to be reorganised as a form of ktivya.

571. The fonowing dialogue belongs to the same periOd
and is in a similar metre:

Dhaniya (a cowherd):

-

-
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.1

1'\lly rice is cooked, my milk is milked,. my dwelling
place is near the bank of the MahL,

my hut is thatched, my fire is lit-·so let it rain if
it likes!

The :Masier:

IvI)' anger is gone, my mind is broken in, I stay for
one night only near the bank of the ~Iahi,

my 'hut' :is open~ my 'fire' is out-so let it rain if
:it likes I

(,)ut/ani/Ja/a IBr. )

The dialogue continues Cor some time ,,,iib such pairs of opposed
verses, the Buddha capping the advantages claimed by the
cowherd for his quiet domestic life wi th those of homeless
wandering. At the end, when it actually does rain violently
and alarmingly, Dhaniya acknowledges the Buddha as teacher
and takes 'refuge' with him. In the last verSes Namuci (here
caUed Mura, his more usual name) appears for a single exchange
with the Buddha, but this is probably a secondary addition,
the metre being different (the }(etti in any case attributes Mara's
verse to Dhaniya). The original ending of this little drama
is more appropriately the settling of the encountel' between
Dhaniya and the Buddha, brought to its conclusion by the
storm. The Buddha with his non-attachment to anything
J{~ars nothing, the cmvherd with his possessions, family and
comforts~ and probably superstitious belief in supernatural
pO\'\'crs, is thoroughly alarmed at a thunderstorm and glad to
hear reassuring, confident words from a philosopher.

572. Round about (perhaps a little before) -300 may be
dated a number of poems, for example another dialogue in the
SuttaniJ)iita (510fT.) in the same metre as the Dhaniya (vaitli1iJ'a
and aupaccltal1dasika mixed) and similar in content (the metre
seems to represent a latcr stratum). In this case a \vandcrer

named Sabhiya puts questions to the Buddha concerning the
ascetic life both ]ead. He is convinced by the answers and enters
the Buddhist community.

573. At this time wc can perhaps fix. the invention of the
metre called ratlwddhatii (Pali Metre, p. 124). The s ignifica,nce
of this for kiil!Va is that it IS apparently the first of the new series

Ill!



of ,metres we have:above called 'fixed quatrain metres' [422],
which are both ,syllabic (fixed number and quantity of syllables)
and.strictly musical (in rhythm) at the same time. These
form by far the largest group of kii'l~ya metres, and are most
characteristic of this branch of literature. It is clear from the

. (

structure of the rathoddhatti and many other 'fixed' metres (ak~ara-

cchandas, is the techn~cal term for them) that they derive from the
musical I!!~t~es, typical rhythms from the. structure of which
apP'~ar ,as their basis. In· the IIlU~ical metres these rhythm
patterns are variants alternating freely: within the musical
s<1heme,.but now for a fixed metre a particular patterri is taken
for a line and then four rhythmically identical lines-in most of
,them-are taken as a quatrain, (in ~ few metres the lines, though
~xed, are not,all ilientical). The ra,th()ddhatiLitself isa de~iva­

tive from the ,early rnusicalmetres(<?~her,fixedmetres are derived
from the later 'bar' m~tres) ~ithfour identical lines. It is used
for example i~' a poem ascribed:. t.o Ampapali, "celebrated in
Buddhi~t tradition as a very beautiful geisha who was a lay
follower of the Buddha, whose community she richly endowed.
Eventually she is suppos,ed to have become a nun" and then to
h.:ave composed thes~ verses (whicll· is not, his~orieally possible if
our. chronology is even remotely correct) .

46
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Black like ,the eol0l:lr. of bees, and wavy was my,'
, hair,

through ~ge it's lIke coarse hemp, truthful 3:re
,. these words~ 'not fa,be r

,Seented like a f~~grCl.nt cask~t" full of flowers was
my. coiffure,"

through age it smens like r~1?bit's hair, truthful
are ,t~~sewords" not false t...

Drawn as if bya painter, iny b"rows were once
lustrous,

through age th~y are :wrinkled and flabby, truthful
, ',. are' these words, not false 1...

." . ~ . (,

Smooth like a conch shell well polished; my throat
wason.ce' lustrous, ,.

-through' age it's'; 'ruined, destroyed" truthful are',
these .words" not false !...

~ '~.-'--'-.'-'._- . - - ,,- -~._-_._---------_._----_._-_._-_._.._----------_ .. _..-,.... " ..,----_.- --_ ..--_.- ..~~---
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Full and round, firm and high, my breasts were
once lustrous,

in age which is like a drought (Ui) they hang dry,
truthful are these words, not false !...

Like two elephant's trunks, my thighs were once
lustrous,

. through age they're Hke bamboo' stems, truthful
are these words, not false!

...Such was this body-shattered, the home of much
SUfftl'ing,

it's become like an old house with falling stucco,
truthful are these words, not false!

(Therigatha 252-70)

... 574. "If we turn for a moment to the earliest stratum
of ]aina Ardhamagadhi literature, the Canonical text caned
Suyagatfa contains a section in the vaitaliya metre which can be
placed slightly later than the Sabhiya dialogue. This has a
striking pun on the name of the metre itself, which in the Ardha­
magadhi language isvryalrya, sincev~yiilb'a means also'destruction'
(Sa;'skrit vaidalika): 'He who has entered the Way to the destruc­
tion (of transmigration) = the Way (described) in the vaitalfva
metre" "( sqv ~ 1.2.1 ). The section consists of ascetic poetry
which directly recalls the Pali snake poem quoted above, where
the snake leaves its slough, and gives other similes for the transi­
ence of life and for purification from the world.

575. Returning to the Pali, the very popular Dhammapada
can be dated by the average structure of its mostly vaktra verses
to the first half of the-·3 (Pali Metre pp.. 118, ,135, 172f., 225;
the individual verses naturally may vary widely from this aver­
age date, since the book appears to be a compilation, yet a
certain homogeneity ofOlitlook, which agrees with other evidence
for the trend of that period, suggests that the chronological
spread is not completely random). There are a few verses in
the musical metres. Some verses from the Dhammap'ada will
illustrate the spir~t of the ~3, and of the emperor A:',oka who
tried. to 'persuade. the whole world, to foHow these Buddhist
ideals: "
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Hatreds are never settled by hatred in this world,

by non-hatred they are settled, this is an eternal
trurh (dhamma) (5) .

Who will conquer this earth, with the worlds of
Death and the gods ?

who will recognise a verse of truth (dhamma-pada) ,
as an expert 'a flower? (44) .

As a bee takes nectar from a flower and, ,flies away

not spoiling the colour or scent, so should a
recluse beg alms in a village (49) .

As one may make many garlands from a heap of
flowers,

so in human lif~ one should do much good (53).

The scent of flowers doesn't' go against the wind,
-not that of sandalwood nor tagara nor white

JasmIne;
-.but the scent of the good goes against the wind,
the good man becomes known in all regions (54).

Hydraulic engineers guide water, fletchers point
their arrows,

carpenters bend wood-.wise men tame themselves'
(80).

Like a solid rock unmoved by the wind"
wise men. are not bent by praise at: blame (81) .

Better than a thousand futile verses
is. one verse by hearing which one becomes calm

(101).

Better· than Jiving a hundred years indolent,
without energy,

is a single day of Hfecarried on with firm energy
(112). '
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Don't despise evil-'It won't happen to me'-­
a water jar is filled by tiny drops,
so a fool is gradually filled with evil (121) .

Who harms a harmless man,
a man pure and blameless,
the evil comes back to that fool,
like fine dust thrown against the wind. (125).

49

Not in the sky, ndt in the middle of the ocean, not
hidden in a mountain cave,

there is no place in the world Death cannot force (128).

Everyone· dreads violence, life is dear to all,
comparing others with oneself do not kill or

cause to ki II (130) .

This ignorant man g~ows old like an ox,
his flesh increases but not his understanding! (152) .

Tolerance, forbearance, is the highest asceticism;
the Buddhas say NirvaI;la is highest,

he has not 'gone forth' who harms others, he is not
a philosopher who harasses another.

(184, from the Digha Nikii)la).

Let us live very happy, not hating among the haters [
among hating men let us live not hating! (197).

Let us live very happy, who have no possessions,
let us feed on joy like the radiant gods !(200).

Conquering one generates hatred, the conquered remains
in misery,

the calm one remains happy, having abandoned victory
and defeat (201) .

Health is the highest gaIn, contentment the highest
. wealth,



577. A-soka's brother, Prince Tissa,. became a" monk and

Besides similes one may find the 'characteristics' 'iHu:strating'
and 'example' among these verses [186].

The paddy's ~arvested, the rice IS ID the barn,
I get no alms, what shall I do? (Theragiithii 381).

INDIAN KAVYA LITERATURE

trust the highest kinsman, Nirva:Q.a the highest happi­
ness (204).

Good men can be seen from afar like the Himalaya
mountain,.

the bad cannot be seen even here like arrows shot in
the night (304).

As water on a lotus leaf, as a mustard seed on the
point of a needle;

who does not cling to pleasures-hi~ I call a brahman
(401 ).

But Tekicchakani refuses to give way and settles down to medi­
tate. The poetic interest of these verses lies in the metres,
which are forms of bar-metre otherwise unknown to us. This
confirms the hypothesis that this series of metres originated
before tbe- 3.

You live in the open,. these winter nights are cold!
~on't be distressed, overcome by cold,. enter a dwelling

and close the latch.

(this lament is supposed to be inspired, in fact spoken, by
Mara-the first part refers to the lack ofgleanings in the fields,
which ascetics were allo\\led to take. The monk thinks of
the Buddha, the doctrine and the community to take his mind
off hunger, then Mara says :)

576. In the same period we have some poems dated
by the commentaries. The monk Tekicchakani is said to
have composed this during the reign of Bindusara, A~oka's

father and predecessor [653]

50
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was then called 'Ekavihadya' ('Lone-dweller'), perhaps from
the theme of his poem :

...Alone and master of my welfare I'll enter the delight-
ful grove quickly,. .

which creates joy for ascetics and is frequented by wild
elephants.

Having splashed my limbs in the coo] mountain ravine
I'll walk about alone in the well-flowered cool wood.

When shall I live alone, with no compani.on, in the
delightful great wood,

having done what I had to do and being without
influences ?

Thus let my intention prosper, since I wish to act,
I will accomplish it myself--no one can act for another.

Here I bind on my armour, I will enter the grove
and I will not leave it without having attained the

elimination of the influences.

I'll pierce through ignorance,. sitting on the peak of
a mountain

as the cool fragrant wind blows hy.

I'll certainly enjoy myself, happy with the happiness
of liberation, on (Mount) Giribbaja

_.on the cool slope in the wood covered with flowers ...

(Theragathii 539-545,)

This poem, though short for statistical purposes, has the. same
anuftubh structure as the Dhammapada (80% pathyii) , thus con­
firming the approximate dates suggested for both. The
sp"ecifically poetic vocabulary here is noteworthy (e.g.·: ramma """
'delightful'and the verb ram generally, su = 'well', 'very',
miiluta= 'wind', surabhi =='fragrant', naga = 'mountain', kusuma=
'flower': these are not the ordinary prose words of Pali, they
ought perhaps to be translated by such words a~r 'zephyr' and
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'blossom', but poetic words are in essence untranslatable ).
The often repeated word 'cool' suggests the cooling of the
passions in NirvaJ,1.a as well as its literal meaning.

578. Tissa was governor of a province in his brother's
empire before he left the world: several members of the royal
family became monks or nuns at about this time, and a short
poem by another of Asoka's brothers, Vita~oka, has also been
included in the Theragiithii (169f.) .

579. It should be noted in passing that in this period of
the growth of the Buddhist Canon many epic poems were
composed and included, mostly in the Jiitaka collection. The
long Vessantara ]ataka (JiUaka VI 481ff.) [540] is probably
the best known among these, in which the Bodhisattva, the
future Buddha in his previous lives, sacrifices everything for
his ideals. These legends provided popular subjects for later
dramas and other kinds of kiivya among the Buddhists, along­
side the story of the Buddha himself and those of his best known
followers. We cannot here trace the transi tion from early
epic to kiivya epic in detail~its beginnings were indicated in
the last chapter and a further stage in this-but we may remark
that the use of the poetic vocabulary associated with kiivya in­
creases. The Jiitaka, though with a single exception its stories
are in verse, occupies also an important place in the history of
story-telling in India, in the history of the short story [443,
451] which came to be subsumed under the kavya category of
katha and-also under that category-of the novel, the earliest
known examples of which clearly belong to the same tradition
of story-telling as the Jiitaka [650?, 671, 841]. This tradition
comhines two conflicting elements : realism and criticism of
social evils on the one hand and the growth of fantasy, of the
acquisition of superhuman powers, in connection with extra­
ordinary adventures: on the other. Travel in distant countries-·
the tales of merchants and sailors~·is a fruitful source of fan­
tasy, which is found already in the Jataka and grows strongly
afterwards. In the Jiitaka, however, it is rather the powers of
sages and of the Bodhisattva's idealism that come into play,
not yet so often those of 'wizards' and alchemists.

580. Short epic pieces in PaH are sometimes discussed
separately as 'ballads'. They show particularly well the
fusion of the epic and kavya traditions, the tendency to increased

.....
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lyricism in the course of a narrative in principle epic. Three
good examples in the Therigiithii can be placed in the - 3 :
the poems of the second Subha, of Isidasi: and of Sumcdha (Pali
Metre pp. 130-5, 153, 225). Subha's poem is a particularly
good example of early kiivya, in metre (vaitiiliya) , vocabulary,
'characteristics' [184-7] and figurative speech. Here is an
extract :

The trees (duma) waft sweetness all around, diffusing
the pollen of their blossoms,

the beginning of spring is a happy season-come !-let
us enjoy ourselves in the flowery forest!

The trees (piidapa) are crested with blossoms, they rustle
as the wind stirs them,

but what pleasure will there be for you, if you plunge
alone into the forest?

,-It is full of wild animals, wanton elephants, eager
she-elephants,

and you want to go without a companion, into the
great forest deserted and terrifying!

Like a doll made of pure gold, you wander like a
nymph in Cittaratha,

o incomparable one! You will look wonderful in
beautiful clothes, of soft, fine Banaras silk!-

I would be completely in your power, if we were to
enjoy ourselves in the woods:

no living being is clearer to me than you, 0 lady
with gentle eyes like a fairy's!

(Therfglithii 371-5)

(Cittaratha is the god Kuvera's garden,. in which Gandharvas,
celestial musicians, live.)

5,81. In Isidasl's poem we find a fresh metre, derived
from the giti. This is the iiryii, which became very popular
in Prakrit and Sanskrit kiivya and was long the standard form

L
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of 'bar metre' ga1J,acchandas. It is distinguished from the giti:}
which it soon supplanted, chiefly by a syncopated final cadence.
Here it is used as a narrative metre, a role which it maintained
in Prakrit though not in Sanskrit, where it is used only for
songs. Thus we see here in Pali the establishment of a new
epic metre for Prakrit and of a narrative tradition for mahii­
kavyas, parallel to that of Sanskrit but using ga1J,acchandas, which
continued with later derivatives of gar.wcchandas in the Apabh­
raql,.sa epics and in those of the modern languages [4·13].

582. After the rathoddhatii mentioned above, a number
of other metres of the same ak;'iaracchandas dass appear to have
been invented during the-3 [573]. In principle these metres
have both the number and the quantity of their syllables fixed,
whereas the 'old' metres had only the number fixed and the
'musical' metres only the total quantity (see Pali Metre, pp.
140 and2l3ff.). The wholly fixed-save for the last syllable
of each line, as a rule-metre is thus a new type, combining
the characteristics of both the older types. The 'fixed' metres
are the most widely used in kiivya literature: they are-balanc­
ing what might otherwise be the monotony of fixed rhythms-­
extremely numerous and most varied in structure. The quat­
rain may consist of similar or different lines, lines of up to
twenty one syllables are frequently used, and occasionally even
longer ones. The rhythmical effect depends on almost every
possible combination of long and short syllables being available,
with a preference for rhythms arising from musical construc­
tion. The fixed metres clearly evolved out of the musical
metres (of hoth the miitriicchandas and ga1]acchandas varieties),
but some of the old metres were assimilated to fixed forms too,
only the anu~tubh-vaktra continuing its independent develop­
ment. Consequently we find early, transitional stages in which
some alternation, of two short syllables in place of one long,
or vice versa, is still practised.

583. A few examples of verses in these metres may be
translated here, though with no attempt to imitate the rhythms:

Breaking out, breaking the bar, knocking out the royal
boundary post, the imperturbable ones

Go on their mission pure and spotless, young
elephants tamed by the man with insight.

'-..
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(here by metaphor the Buddhist monks freed from the
confinements of worldly life are the elephant." and the
Buddha is their driver)

(sviigatii metre, not quite fixed
as yet; Digha Nikiiya II 254 =

~alrl)lutta Nikii]a I 27)

I hear, elated, your varied discourse comprehending
welfare,

speak and dispel my grief, philosopher! bringer of
happiness! live long for my sake !

(aparavaktrametre; Jiitaka IV 443)

Hard indeed is going forth-hard is living in the world,
the doctrine is profound-property is hard to acquire!

Difficult for us is either way of life!
--it is proper to think constantly of impermanence.

(unnamed and otherwise unknown metre; Theragtithii III )

584. The most remarkable metre of the Pali Canon is
the upasthitapracupita, in which each of the four lines of the quat­
rain has a different structure and. there is a most complex
system of interlocking rhythms derived from both varieties of
musical metre. It is probably the most complicated of all
Indian metres~ and was not in fact much used in the literature
now available: the favourite siirdftlal'ikrfrj.ita of Sanskrit poetry
has the same opening rhythm (first nine syllables) and pro­
bably replaced it with its simpler structure of four identical
but longer lines. Two Pali quatrains translate as follows:

He resolved on freedom from anger, he gave alms
and fine clothes pleasant to the skin;

In that previous life
he dispensed gifts, as the god rain on the earth.

Having done that, when his life here ended he was
reborn in heaven,
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and experienced the ripening of the fruit of good
action;

(Then,) his skin having the lustre of a body of gold~ .
he becomes an Indra (king) here like the greatest of

the gods.

(Digha Nikiiya III 159f. , Lakkha:iJasuttanta)

585. The ancient triftubh was assimilated to the fixed
metres and became the upajiiti:

The sky extends far, far too spreads the earth,
the other side of the ocean t'hey say, is far ~

Yet farther than these they say, 0 king,
extends the influence of doctrines, whether true or

false.

(Jataka V 483)

586. Another derivative from the tril'i(ubh (from a variant
tri~tubh line and with the musical substitution of two short
syllables for an original long one) did not find favour after
these early Buddhist texts and was not described or named by
the theorists. Elsewhere (Pali Atetre p.213) we have proposed
to call it the iinandajiita. The following two quatrains are from
a prologue to a much older Pali text. I t may be compared
with the ancient episodes of biography of the Buddha quoted
in the preceding chapter. This biography was naturally of
great interest to the Buddhists, but the'more original Pali texts
contain very little to satisfy anyone desiring a general life of the
Buddha. Only through the post-canonical tradition of the
commentators was a comprehensive biography gradually built
up, by a kind of inferential system where direct evidence was
largely lacking, and this gave the fullest scope for miraculous
events and superhuman manifestations. Our present text is
still comparatively restrained:

Then to him called Asita Ca sage) the Sakyas showed
the son,

a boy flaming like gold
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In a crucible, gladdening the expert smith,
brilliant with good fortune, unequalled in beauty.

Seeing the boy brightening as a flame,
like the pure bull of stars, the sky~goer,

The Sun radiant as in autumn when the clouds have
gone,

he rejoiced and was filled with affection.

(Suttanipiita 686-7)

587. Some of these verses, particularly those in upasthi~

;tapracupita (which are associated with vaktm verses which are
85% pathyri) , bring us probably to about - 200. We may
now turn to a group of poems, and of pieces in mixed prose
and verse, which also seem mo.stly to belong to the - 3, though
there are anticipations of their form which are probably of
the - 4. This group consists of dialogues between two or more
speakers, many of which have the characteristics of dramatised
·episodes. It has been conjectured that these pieces were
intended for performance at public assemblies, such as festivals,
just as we know the drama was, but as Buddhist scenes incul~

eating Buddhist values [544]. Earlier in this chapter we looked
at some dialogues or dramatised episodes which are probably
to be dated in the- 4, and which are scattered in the texts of
that period (Jataka, Suttanipata [570-2] ). Those we are now
concerned with are found in a collection of generally similar
pieces in the first volume of the Sa1J2yutta Nikiiya ..

588. This collection contains about 300 pieces, all in a
mixture of prose and verse and assigned on that account to a
special category of literature-by the later commentaries. The
name of this category, geyya, meaning literally 'to be sung,'
·does not seem to fit particularly well, except for the verses-if
these can be regarded as songs. We might, however, bearing
in mind also that the drama is in mixed prose and verse, suggest
that in this context gey)'a meant rather 'to be performed'­
though this is a pure conjecture. Some support for it may be
found in the Ktivyanu.Msana (p. 18) of the ]aina writer Vagbhata
(+12), who calls the group of dances which Dhanika describes
as nt':;'as [375ff.], of which he names eleven (adding from
Abhinavagupta's group: plus thego~thf, 'etc.'), geyarupakas,
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explained as acting of the meanings of words (which is Dhanika's
nrtya). In theory other texts in mixed prose and verse may
be classified as gfJrya, but nowhere else in the Pali Canon do we
find such a large collection of purely gryya pieces. Practically
all these pieces have the form of dialogues, the verses in parti­
cular being uttered by different characters. In the majority
of them a god utters a verse and the Buddha then caps it with
one that is better, at least from the Buddhist standpoint, as in
the dialogue with Dhaniya already quoted [571]. About
sixty pieces are of more serious dramatic interest than such simple
illustrations of the new ideas supplanting the older religion
of the Brahmanical tradition, whose very gods thus attest the
higher value of Buddhism. In these sixty an actual conflict
i,s presented with dramat.ic movement, instead of the simple
fact of the submission of the gods to new ideals. Here we have
true dramatic content, not merely the formal characteristics
of dialogue and of mixed prose and verse.. The bulk of these
pieces probably belong to the --3, consequently it seems legi­
timate to compare them with the performances implied by
A~oka in his inscriptions of the middle of that century, noted
in the last chapter [544]. It may not be irrelevant here to add
tha t the verses ascribed to the monk Talapu ~a in the Thera­
gfitha (1091-1145) appear to belong to a late stratum of that
text, very likely of the - 3. This Talaputa is recorded to
have been the leader of a company of actors before he joined
the Buddhist order. The verses ascribed to him are lyric­
the frequent Theragiitha theme: the soliloquy of a monk,-·but
since there were ex-professional actors in the Buddhist order it
is not improbable that they applied their skill, perhaps within
narrow limi ts in order not to alarm their colleagues, to the
purpose of propaganda for their new ideals. As in the old
epic tradition, the usual metre in the dramatic episodes of
the Sarrryutta Nikaya is the anu$tubh-vaktra.

589. We may begin our selection from these episodes
with some which illustrate the adaptation of traditional mytho­
logy to Buddhist end::;. First the popular stories of the wars
between the gods and the demons [5 I 3]. One episode opens
in prose as follows:

Once upon a time the gods and demons were deployed
in battle. Then Vepacitti [658], the king of the demons,

..
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addressed the demons: 'My friends, if the demons conquer
the gods ... then bind Sakka (Sakra, Indra) ) the king of the
gods, by his hands, feet and neck and bring him to me in
the Demon City.' And Sakka, the king of the gods, addre~

ssed the Tavatiql.sa gods (the gods of the Vedic tradition):
'My friends, if the gods conquer the demons ...bind Vepa­
ci tti ...and bring him to me in the Sudhamma Palace. l

In that battle the gods conquered Then the
Tavatirpsa gods bound Vepacitti ...Vepacitti bound ...
entering and leaving the Sudhamma Palace ...abused and
slandered Sakka, the ldng of the gods, with rude and harsh
words (Commentary supplies examples: 'Thief! Fool! Ox!
Donkey! We'll win next time t etc.-Siiratthappakasilli 1342).

Then Matali, the charioteer (of Sakka),. upbraided
Sakka with this verse:

'Is it from fear, Sakka, or rather from weakness
that you forbear,

Hearing harsh words from Vepacitti?'

(S.) 'Not from fear nor from weakness do I tolerate
Vepacitti,

How could a discerning person like ll1yself bandy
words with a fool?'

(M.) 'Fools get angrier if no ones tops them,
Therefore a wise man should check a fool wi th

violent punishment.'

. (S. )'1 think just this is the way to stop a fool:
That one who knows the other is enraged should be

self-possessed and calm.'

(NI.) 'This forbearance seems to me a fault, 0 Vasava
(Sakka),

-When a fool thinks: "From fear he forbears with me",
The blockhead will bully you more,. like a bull if you

run away.'

(S.) 'He may well think so, or not: "From fear he for­
bears with me",

l1li1
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-There is no advantage greater than toleration, the
highest of all good advantages.

Who, indeed, being strong, forbears with one who is weak, . _
His is called the highest toleration-the weak always

forbear!

That strength IS called weakness, whose strength is the
strength of a fool;

There is no denier ofstrength which is guarded by truth.

The worse of the two, therefore, is he who counters
anger wi th anger;

He who does not counter anger with anger WIns a
battle which is hard to WIn.

He brings about the advantage of both, his own and
the other's,

Who knows the other is enraged and yet is self-possessed
and calm.

This is the healing of both, of oneself and the other;
People think "He is a fooP'-if they know nothing of

truth.'

(Saf[l,JlUtta Nika..ya I 221-2)

Ell! 11.

590. It is curious that in the piece which follows this
one we find identical verses except for the first two, whilst the
prose introduction is different. In that second piece the gods
and demons are again deployed in battle, but Vepacitti challen­
ges Sakka to a contest in 'good speech' :instead, to decide the
victory. The 'assemblies' (it is not clear whom these include)
of the gods and demons are brought together to judge the·
contest, the gods and demons themselves applaud the speeches
of their own side and greet the other side's with silence. Sakka
persuades Vepacitti to open the contest, on the ground that
he is senior, and he utters the second of the verses above ascribed
to Matali.. The verse dialogue then continues as before, but
between Sakka and Vepacitti and punctuated by prose state-
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ments of the applause or silence of the supporters on both sides.
At the end the 'assemblies of the gods and demons' pronounce
judgment: 'Vepacitti ... has spoken his verses, and they have
force as their scope, the sword as their scope; this is disputing,
strife~ quarrelling. Sakka... has spoken his ... and they do not
have force as their scope ...The victory by good speech is Sakka's.

591. Since the verses are constant, except that the first
two are missing in the second version, it appears as if originally
just the verse dialogue were handed down in fixed form, and
that we now have in the Sal'!lyuUa records of, or directions for,
two 'productions' of the piece, differently realised.

592. Instead of thus adapting myths by ascribing Bud­
dhist ideals, such as non-violence, to a god, other pieces in this
collection bring the Buddha himself on the scene among the
gods and demons. According to the ancient mythology a
demon named Rahu causes eclipses by pursuing and swallow­
ing the Sun and Moon. Fortunately no permanent harm is
done because the demon has no body, but only a head (only
the head became immortal: at the Churning of the Ocean,
when Rahu took a mouthful of the ambrosia of immortality
his head was cut off before he could swallow it [331, 1337],
so tha t the oppressed Sun and 1-100n gods reemerge after
each ordeal. In the Buddhist version of this it is the Buddha
who saves the two gods: when the Sun is seized by Rahu he
calls (in a verse) upon the Buddha to help him. The Buddha
upbraids Rahu, who is unable to resist this appeal and releases
the Sun. The discomfited Rahu returns to Vepacitti and there
is a further exchange of verses between the demons, in which
Rahu says his head would split in seven pieces if he did not
obey the Buddha (Sal?lYulta Niki[ya I 51). In other words the
supernatural power of the Buddha is said to be greater than
that of the demon (the Buddha himself invokes his compassion
when upbraiding Kahu: the Buddhists held that this compassion
was a real force in the universe). A parallel piece (p. 50)
brings in the Moon in place of the Sun.

593. In a number of scenes the Buddhist ideal (Nirvaf.l.a,
'extinction', or peace or calm) is dramatically opposed to the
heaven of the gods, or the virtues of the two doctrines are con­
trasted (the virtues which lead to attainment of the ideals).
A deity speaks a verse to the Buddha:

2
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'Time passes, the nights drive (people) along,
The stages of life gradually abandon (them);
Observing this danger of (approaching) death,
One should do good actions which bring happiness.'

(The Bu.) 'Time passes, the nights drive along,
The stages of life gradually abandon;
Observing this danger of death,
One hoping for peace should abandon the meat

of the world'.

(SarJzyutta Nikaya I 3)

(Good actions would lead .. to heaven, but for final p,eace one
nlUst abandon attachment to any kind of life-here heaven is .
just part of the world, another region of the universe.)

594. Once upon a time one of the Tavati:rpsa gods
was enjoying himself in the Nandana Park (in Heaven)
with a group of nymphs, regaled and supplied with divine
pleasures of the five classes (corresponding to the five
senses). At that time he spoke this verse:

"They do not understand happiness, who do not
see Nandana !

-Dwelling place of the glorious Thirty Gods."

When he said this, another deity replied:

"Fool ! You don't understand the saying of the
worthy ones,

That all forces are impermanent, having the nature
of occurrence and decay,

After happening, they cease,-happiness is the
calming of them."

(Sarrtyutta Nikiiya I 5f.)

595. In another scene Sakka appears in his ancient rale
·of God of War, called in the verses Vatrabhii. {conqueror of
Vatra, Sanskrit Vrtra, a demon prominent in Vedic literature
.as India's opponent [507]. He accosts the Buddha:
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'What must one destroy, to rest happily? What must
one cut off in order not to grieve?

Of what one phenomenon does the killing please you,
Gotama ?'

The Buddha replies:

'Anger must be destroyed to rest happily, anger must
be cut off in order not to grieve,

Of anger, the base of poison yet supremely sweet,
o Vatrabhu !

The noble ones praise the kilHng, cutting that off one
will not grieve.'

(Sa'/P.yutta Nikaya I 47)

596. This is brief and simple, but might be effectively
produced, and humorously, by showing the War God armed
and ready for battle with his accustomed foes, but told instead
to destroy anger. I t seems Sakka learnt the lesson well (be~

sides cultivating forbearance, as we saw), and applied it in
the following curious allegory:

Once upon a time an ugly deformed demon sat down in
the seat of Sakka, the king of the gods. On account of
that the Tavatirpsa gods were annoyed, indignant and
angry... and the more annoyed, indignant and angry they
became the more the demon became handsome, beautiful
and lovely. Then the TavatilTlsa gods went to Sakka
and reported the matter..,; "He must be a demon who
feeds on anger." Then Sakka, king of the gods, approa­
ched that anger-eating demon, put his cloak on one
shoulder, knelt down on his right knee, joined his hands
in salutation and announced his name three times: "I
am Sakka, king of the gods, sir... " And the more Sakka
announced his name the more the demon became ugly
and deformed,. and after becoming ugly and deformed
he vanished. Then Sakka sat down in his own seat
and spoke these verses to conciliate the gods:

"My mind is not easily disturbed, nor am I easily
brought on by provocation,.
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For a long time I have not been angry, anger does
not remain in me.

I do not speak angrily or harshly, nor praise archers,
I check myself well, seeing my own advantage."

(Sar]ryutta .Nikaya 1237-8)

· --==-0..,--

597. The opposition of different kinds of values is brought
out most clearly through the figure of M<1ra, a deity who symbo­
lises death (his origin was in the old God of Death) together
wi th all the worldly values, especially (sexual) love, which the
Buddhists regard as interdependent (the world as the universe
of transmigration, of death and rebirth, with love and other
forms of attachment as its driving force) [562]. At the same
time Mara incorporates the values of the Brahmanical tradition,
with heaven as the highest: and heaven for the Buddhists is
equally part of the universe of transmigration, a temporary
abode only.

59B,. Mara approaches the nun Upacabl:
you wish to be reborn?' She replies: 'I do not
reborn anywhere, sir.' He speaks this verse:

'Where do
wish to be

'There are the Tavatirp.sa, Yama and Tusita deities,
The Nimmanarati and Vasavatti gods;
Let your mind aspire there, where you will experi­

ence pleasure (rati, especially love).'

(Upadila:)

'The Tavatif!lsa, Yama and Tusi ta dei ties,
The Nimmanarati and Vasavatti gods,
Are bound by you with the fetters of pleasure (kllma)

and come again and again into Mara's power.

The whole umverse IS blazing, burning,
The whole umverse IS flaming, shaking:

The unshaken, immovable, not pursued by many people,
Where Mara cannot go-my mind is devoted to that.'
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Then NHira, the evil onc, ,,,'as unhappy and depresscd,
thinking

'The nun Upadila knows me I', and he vanished.

(Smnvulla JVik(~)'a 1 ] 33 )
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599. Elsewhere\ve have equall>' brief encounters where
the Buddha repudiatcs statements by gods that men rcjoice in
sons and cattle, or society, or a home-in other words the
various values of the world (cr. the dialogue with Dhaniya
above [571]). The Buddha says these cause unhappiness, and
we should look for rea] advantages, peace of mind, non-attach­
ment, knowledge. Mara is several times the exponent of worldly
values: men live long and should enjoy themselves innoccntly
like babes-to "\Thich the Buddha objects that life is short and
one should sed.;: peace at once (Salll]utta ,Nikii)Jo I 108).

600. The popular theme of the 'temptation' of the
Buddha by NIara is represen ted in this collec lion,. ,,,rhere we
find for example the following allegory of the temptation by
'Mara's daughters'

Then (after Mara's unsuccessful attempts to tempt the
Buddha v"ith worldly values, or at least to persuade him
not to teach others renunciation) lvHira's daughters,
Desire, Discontent and Passion, approached l\Hira and
accosted him with this verse:

"Why arc you depressed, dear father? Over what man
do yoil grieve?

We will bind him with the snare of passion, like a
forest elephant (caught by a decoy),

And bring him-he win be in your pov.rer."

Cf\1.) "There is a worthy onc, 'well-gone, in the world, not
easily lured by passion,

He has passed beyond the l\/Iara-world, that is why I
am greatly grieved."

Then Desire, Discontent and Passion approached the
Buddha and said to him: "Philosopher ! Let us enjoy
your feet! (i.e. massage them, be your servants)"

t
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But the Buddha did not pay any attention, as he \vas
liberated in the ultimate destruction of attachments.
Then Desire, Discontent and Passion \'\'ithdrew to onc
side and conferred thus : "Men's wishes vary. Suppose
we each create a hundred maidens ?"--Thcydo m,
and try sending to him women of all ages, but without
anv success .. so thev conclude: "vVhat lather said is

.J' ~ " •

true L.. For if we attacked in this way a phihsopher
or brahmana \'\rh 0 was not \Vi thou t nassion 11 is heart

• J

would burst, or hot blood would spout from his mouth,
or he would go mad or mentally deranged. Just as a
green shoot when mown dries up, dries out and withcI'S.,
so he would ell")" up, dry out and wither." Then they
approached the Buddha and stood on one side, and
Desire aecostcd him with this verse:

"Arc vou sunk in grief, since vou meditate in the rarest?, ,

Or have you lost your wealth, and arc wishing for it ?
Have you committed some offence in the villag'c ?
\'\Thy are you not friendly ,vitb people?
\Von'l you be friendly with an'y one?"

&2&&

(13.) "The attainm.ent or \'Vclfarc, peace of heart,
Having defeated the army of dear and sweet appearances,
1Vleditating alone on this, understanding happiness,
--Therefore I am not friendly with people,
I will have {riendship with no onc."

Then Discontent accosted the Buddha with this verse:

"Wha t \\Tay of life should a monk cultivate,
\lVho has crossed the five' Hoods' (scn~es), in order to

cros;;, the sixth (the mind)?
How, meditating much, are the perceptions of pleasure
Kept out so that they cio not get him ?"

-The Buddha replies: by calmness of the body, free­
dom of the mind, etc.; after \·vhich Passion, standing"
near him, speaks this verse:
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"Having robbed Desire he is followed by groups and
communities.

Certainly many beings will follow,
Having robbed the King of Death of' many people
This homeless one wi1llrad them beyond (to Nirval)a)! 11
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...Afterwards they return to 7Vfi1ra and he upbraids
them:

"Fools! 'YViII you crush a 1110lmtain with ,vater-lily
stalks ?

\!\Till you dig away the crags wilh your nails? \'\Till
you cbe"" iron with ;.rour tceth?

Having knocked out the solid rock with your heads will
vou tTV to fathom the unf]crworld?, ,

Havinf, embraced a stake \vith )'OU1' breasts wili you
make Gotama lose heart ?"

(SmnvllUa ,NihII"ff I 124-7)

The final verse ahove is a good example of the characteristic
, (rhetorical) question l [186]. There is a concluding verse
here, which the commentary says is a later addition to the text:

All radiant they carne, Desire, Discontent and Passion,
-The Teacher dispeUed them as the wind fallen cotton.

(The reference is to the cotton from cotton-producing trees.)
If this tells us little about the 'production' of such a drama,
wc have plenty of rclie[-; and paintings of the scene.

601. Though the gods of the old ]<e1igion, including
Brahma himseH~ are often shmvn as in effect good Buddhists,
adhering to Buddhist values or attending on the Buddha, there
are other, more polemical, episodes which directly attack the
Brahmanical or Vedic religion. As in the prose dialogues of
the Pali (e.g. Digha .Nikii)Ja I ] 7ff., 215ff.), satire is sometimes
employed against the supreme being:, the creator god, of Brah­
manism. His omniscience and omnipotence are exploded. In
one scene the relationship of Brahma with the Buddha is shown
as most cordial: the Buddha goes to visit Brahma and is received
as an old friend (Sart1;)Jutta .Nikifva r 142-4):

hi



The Buddha:

Brahma here utters a verse:

The Buddha replies:
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Come, my friend, welcome to yOU! It is a long
time, my friend, since you came here. This world (the
heaven of Brahma), my friend, is permanent, fixed,
eternal, whole, not subject to passing away. Here there

. is no being born, growing old, dying, passing away and
being rePo:rn. There is no liberation higher than this.
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This is short, not a 'long life,
What you think is a long life, 0 Brahma,
Is a hundred thousand nirabbudhas:
I lmow how long your life is, 0 Brahma !

age,
Have t.~is final existence in the Brahma world, which

they have attained by means of the Veda;
'Many people pray to us!

Brahrna is in a state of ignorance! He is ignorant
in that he insists on saying that the impermanent is
permanent, the not-fixed fixed, the non-eternal eternal
...that there ,i~ no liberation higher than this-when
there is a higher liberation.

The seventy two (presumably Brahma's retinue),
o Gotama, as a 'result of good actions,

Wielding power, having gone beyond birth and old

After, this Brahma asks for instruction, especially about· his
former good conduct and observances. The Buddha tells him
the good actions which had reslilfed in this relatively happy
life in heaven, and finally Biahma admits he is a Buddha,v..'hose
magnificence, 'illuminates' the Brahma \Vodd:

602. 'In another scene (pp. 144~6) one of the retinue of
Brahma hd14s another'kind of erroneous opinion:' No philo~

sopher or priest can come here (to the Brahma world). The
Buddha becomes aware of this' through his telepa thic power

•
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and proceeds, by attaining the heat element (Le. using a radiant
body), to the Brahma \\:'orld, sitting in the sky above the Brahma.
Four of the Buddha's foUowers are able to see where the Buddha
has gone and follow him there, stationing themselves l'otmd
him in their radiant bodies. One of the latter,. MoggalHina,
upbraids the Brahma with a verse:

Do you even now have that opinion which you had
before?

Look at this radiance in the Brahma World surpass­
ing all the other radiance there!

The Brahma admits that he was wrong, and that he cannot
now think that he is permanent and eternal. He further goes
to tell the supreme Brahma of the incident, and the latter is
very pleased.

603. Elsewhere the briihmm;zas, the priests of Urahma,.
confront the Buddha. In one scene the Buddha rc,jccts the
doctrine that it is by the Vedic 'science' and conduct, not by
virtue an.d asceticism, that a 111al1 becomes pure.:

T'hough muttering many prayers a hrahman is not
(pure) because of his birth,

When he is rotten inside, defiled, depending on deceit

A k,fatri)'a (warrior, aristocrat), briihmary.o, vaiJya (pea­
sant or bourgeois), Hidra (helot), ca1)fjiila orpukkasa

(the 10west dasses),.
Putting forth energy, exerting himself, always having

finn courage,
Attains the highest purificat.ion j. know this) 0 briihma~!a!

(Sm.nyutta JVikii..J!a I 166)

Several scenes end with the conversion of abriihmaIJo to become
a fonower of the Buddha.

604. In connection with the dramatic opp?,sition of
ethical values in these pieces we find that, under the heading
of generosity, the point is made-familiar clscwhercin Buddhist
poetry-that the gift of the doctrine dhamma,. the Buddhist
teaching, is the greatest of all gifts. This, the ideal .of spreading



Generosity is praised in many ways by those who
trust in it,

But a- verse of truth is better than such a gift;
For formerly, long ago, good people
With understanding attained Nirval)ia itseU:

the truth, will continue to be prominent in Buddhist kiil:J'a, and
the theme of 'conversion" (if this term is acceptable) which
we have just noted is closely related to it. In one of our present
pieces (Sa~t!l'utta .lVikii..ya I 20-22) a group of dei ties approach'
the Buddha, and six of them recite verses beginning with the
words 'Good, my friend, is generosity... ' and continuing with
variations on this theme, contrasting it with meanness and
negligence, praising even a small gift-which if out of small
resources is worth thousands,-bringing in the surprising parallel
of a battle (a few, but confident, may conquer many), adding
that it should have been justly acquired and that the giving.
should be 'inscrutable' (or 'discreee)-each god caps the other's
verses. Another deity then asks the Buddha which he likes
of these. He approves them all, hut adds his own verSe:
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605; It 1S natural, then, that the decision of the Buddha
to teach, after his attainment of enlightenment, should be
dramatised. At least three of our pieces represent this theme.
qf the three stories, the best known, and probably 1110st ancient
in orjgin, 'is that of Brahma persuading the Buddha to teach.
Immediately after the enlightenment, the" Buddha reflected
that his doctrine (or truth) was difficult and profound and
unlikely to be appreciated QY the world. Brahma became
aware of this and was alarmed : 'Alas 1 The world perishes... )
as the Buddha.. ,is not inclined to teach the truth'. He goes
down and urges the Buddha to look at the people sunk in grief:

__ .' ...Let the Master teach'the truth, there will be some who will
/ grasp it.' The Buddha sees that people vary in degrees of

ignorance and abili ty and agrees to teach (Sa1]l)'utta,Nikiiya
I 136w 8). In a very brief scene Ma-ra attempts to persuade
the Buddha not to teach, as it would lead to contention. To
this objection the Buddha opposes his compassion for welfare
(ibid. I lII). Similar is the third scene, but with Sakka
suggesting it is not a good thing for a philosopher, who is suppo..

-

-
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sed to be libera ted from all tics, to instruct others. Again the
Buddha replies that one must teach out of compassion, and says
t.hat if one teaches with a confident (or t.rusting) mind there
wiH be no 'connecting' (\Vilh the world~the tics referrcd to
by Sakka) (ibid. I 206).

606. Onc morc scenc in which ~1ara appears should he
mentioned. A numher of gods carry on a kind of contest illl

verses in the presence of the Buddha, as he sits one night medi­
tating in a thicket of barnboos. These verses praise the doctrines
of various philosophers of the time of the Buddha: three of
the leaders of the .~jivakas and the launder of Jainism. An­
other god intervenes and says that" however loudly he howls, a
jackal win never be like a lion. ThcnI\Hira speaks, upholding
these philosophers~their instruction is right and leads to the
other\vorld. Here the Buddha in tervenes v,Ii th a verse: N amuci
(Death,. l\'.Hira) praises those who serve his deadly purpose,
like bait for :fish. .Another god concludes the scene with a
verse praising the Buddha (Sml:YlltlQ JViko)'(! I 65~ 7). .

607. Finally let us look at a scene in which the attempt
is made to dramatise the Parinirvall)a (final NirvaQa) of the
Buddha: hardly a dramatic subject, since it is difllcuIt to sec
how there could be any conflict. Tbe later critics of the draroa,
as wc have seen [90-4], debated whether the attainment of
peace or calm, as an end of human life,was an appropriate
subject {or drama, some holding that there are plays which
may be said to have the calmed .\-on/a as theh' main rasa. 'Ihc
calmed was recognised as a ninth ram by an increasing numuer
of them. This scene shows the Buddha in the 'wood near
Kusinfu'a, lying on his right side and surrounded by his follow­
ers. ~/tost of it agrees verbatiJn with an account given e1~e­

wherc in the Buddhist canon, and it \vas probably extracted
from this (it is a brief extract from a "long narrative [610})
for the purpose wc havc supposed for these scenes. It begin:.;
wi th the Buddha u tteri ng his last wm'ds: 'Well, now monks I
am addressing you. You should succeed, through care. The
forces have the nature of cessation (the 'larces' arc all the forces
of the universe, natural forces, animal instincts, etc.).' H(~

then cntersinto a series of meditations, at the cnd of which he
'attains extinction'. When he had attained extinction Brahma
spoke a verse:



~---,--~-~~---~~~~--=-=-=._~-=_.=.,...=.~--~-----.._., - -_._-------.,

72 INDIAN KAVYA LITERATURE

. 'All beings in the world will discard their bodies,
Just as this teacher without an equal in the worlrl;
The Thus~gonewho was strong,. the Budd,ha has attain­

ed extinction.'

Sakka spoke a verse:

'Alas! The forces are impermanent, having the,nalure
of occurrence and decay,

Having occurred, they cease-the calming of them
is happiness .. '

The monk Ananda spoke a verse:

'Then there was what is terrifying, then it was
hairraising,

When the Buddha, who had all excellent qualities,
attained extinction I'

Finally the monk Anuruddha spoke two verses:

'There was no breathing in or out, of the one whose
mind was firm;

Imperturbable hecause of his calm, the man with
insight attained extinction.

His mind unflinching, he accepted pain (of his final·
illness) ;

Like the extinction of a lamp was the liberation of
his mind.'

(Sal.nyuUa Nikiiya I 157-9).

It seems legitimate, in view of the human weaknesses ascribed
to Ananda's character bv the Buddhist tradition and contrasted

~ - - -

with the intellectua~ strength and moral firmness of more
advanced monks, to see here a deliberate opposition of Ananda's
reaction of fear and sorrow to the correct Buddhist view of the
situation,. optimistic and detached, which is finally. asserted.

&01). .The progress of the art of story telling in prose can
bedocUI;nented from the Pali Canon, which preserves mOre .
varied examples than the prOSe Vedic texts. The style. is a·



"~

NEW TECHNIQUES IN POETRY AND PROSE IN PALl 73

little less abrupt and heavy, but still with no concern at all to
avoid verbal repetition and hardly ever any to ornament the
language. l\1any short stories could be quoted from the
Nikliyas, which are told to make a particular point~ to exemplify
the opinion of the teller. They are often humorous (see parti­
cularly those in the Payasi Suttanta of the D;gha Nikaya·-·I1
316ff.), satirising stupidity or obstinacy, for example.

609. Quite different in content are a number of longer
narratives, which Inight be called prose iikh,yiinas (er. those of
the Veda and Tradition) on account of their legendary or semi­
(or pseudo-) historical nature [38]. From some of these
(especially in the Digha Nikiiya, again, Vol. III 84ff.; 58ft'.)
a Buddhist 'Tradition' of the evolution of the universe and more
especially of human society appears, more logical than his­
torical and all the more social-critical for that. We have the
story of the election of the first king (familiar to Brahmanical
Tradition as well, with divergent details) and traditions of
great and generally. just emperors of anCient times. Most
interesting is th~ social history, which shows many of the admit­
ted evils of society arising from greed and ac.quisitiveness~which
do not seem evil as a rule ·to their subject and are sometimes
widely accepted in human societies and held to be beneficial.
Thus at first all food was gathered daily from naturally occur­
ring sources~until someone thought of making a store for him­
self. When many people laid in stores a shortage resulted.
To ensure fair distribution property in land was invented: the
places where food (especially rice) grew wild were shared out

as private holdings. The result of this was the invention of
theft. To maintain prder the first king was then elected.
Another narrative shows the kingship already established and
a just emperor maintaining harmony by gifts to anyone who
became poor. His successor, through ignorance, stops the
grants to the poor. Poverty becomes widespread and theft
is invented or rediscovered, followed inevitably by punishment
and then by robbery with murder. All subsequent attempts
of kings to prevent crime fail, resulting· instead in the further
degeneration of civilisation.

610. Out of the accounts of episodes in the life and
particularly the teaching acti.vities of the Buddha, mostly in
the form· of dialogues in prose, a tradition of Buddhist historical
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writing developed. The narrative of the last few months of
the life of the Buddha (to which wc alluded in connection with
the scene of the Parinirval).a ) was supplemented by accounts
of events in the Buddhist community of monks after\vards and
has been continued fi'om time to tim~ since then. Ior tIle
present we may merely note thc existence of this Buddhist
tradition of historical writing (later wc shall bc, if briefly, con­
cerned with its partial absorption into the fully developed
kiiv)'a literature). On the other hand the Parinirv3,l;J.a narrative
itself. the NlahiijJarinibbiilla Suttanfa of the D{gha JVikii)'a (ll 72ff.;
and its Sanskrit version, for that matter, cdi ted by VValdsch­
Illidt; though the latter is latcr it agrees closely with the Pali
and is simply a translation ofsomc ancient version in an unknmvn
dialect) is a relatively sophisticated piece of narrative, in six
chaplers, more elevated in style and vocabulary than most of
the Pali dialogues and. seemingly composed ",'ith conscious
intent to make it impressive. Onc might sec the development
of the biography akhjiiyikii here: as a ka'!Jia form [+23]. The
setting out of the parallelism bet\vccn the conclit ions for vvelfal'C
of the Vajji Republic and of the Buddhist C;ommuni ty; the
intertwining of the Buddha's progress from Rajagaha to 1,usi­
na1'3 with the lnajor political events of the time; the predictions
about P~,\alipulra; the occasional verses uttered by the Buddha
and bringing in metaphors; the Bl1ddha:s j1lnes~ and his com­
parison of his body with an old cart barely held together with
straps; his insistence on the impermanence of all 'lln'ces', rcin­
lorced by his own case; his cqualand dramatic insistence that
there is nothing else he can do for his follower:; and that they
must go their o'''n ",ray, with only his teaching as a provisional
guide; the pathos introduced by the Buddha's last look at the
city ofVai~ali as he leaves it---to these touches ofihe story teller's
art a' Buddhist narralor has further added a background of
miracles, of the marvellous) such as flowers blooming out of
season, muddy water clarified and the attendance of deities:
Jor the Parinirva~la is no ordinary event to be told in a matter
of fact manner; it is an event of cosmic importance and the
whole universe must be concerned in it.

611. 1t is almost an anticlimax to our notes on PaH
prose to add that in the KU1]iila Jiitaka (Jataka V 416-56), the
only exception to the rule that the ancient ]iitaka text is cxclu-.
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sivcly in verse, we find 1?uch greater clabora tions of actual
prose style than in the above narratives, with VCI'Y long com­
pounds and a most elaboratc description of the slopes of' the
Himalaya 110untains. The prose alternates with verse (in
vailalijJo, ratlwddhala and other metres) and the work is a true
camjJl"t kiiz.~l'a in form. The content is mostly criticism of wmnen
through a discussion among birds, with reference to various
old legends. The hero K UI,la]a, the bird\vho mostly lectures
against \\'omen, bears the namc of the son or the emperor
Asoka, who is recorded to have been persecuted and blinded
by his anti-Buddhist stepmother Ti~yarak~a,whcn he rejected
her lovc. Probabl)r this camjJfi was designed as a bitter response
to the actions or Asoka's last empress, who tried to undo her
husbancFs good works after gaining influence over him in his
old age: onc shou.ld never trust a WOllJan.

,612. We need not pursue the development. or the Pali
Canon into the - 2, since at this point we can pick lip the cadiest
threads of strictly secular kii;~)'a and attempt to place the '}'irst
Kavi'.
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CHAPTER XIII

THE EARLIEST KAVYA LITERATURE IN SANSKRIT

(c. --400 to -150); VALMiKI

613. Turning now to the earliest kavya of the main,
:secular tradition, aU,d at the same time to the use of Sanskrit
as a medium for kiivJ1a, we may examine the following evidence.
Valmiki, author of the Riimii)'a1;la," was, according to later kavis,
the 'First Kavi' (Bhavabhuti: Uttarm;amacarita II, after verse
5; Anandavardhana 542f.). According to 'A~vagho~a (+ 1;
BlIddhacarita 1. 43 )on the other hand he was the fi'rst to compose
in verse padya. There is an apparent quotation from the Riimii-
y~za by the grammarian Patanjali (- 2?) in his Mahiibhti$j)a,
on Pa1).ini III.1.67. The grammarian Pal).ini (-.4-) attests the
existence by his time of the drama and of schools of .actors
(such as SaiHilin's) and even of theoretical works on it, but
without giving any details (IV .3.110). A Pal).ini, not nece­
ssarily the same, was a major poet and the author of an epic
kiilrya, the ]iimbavatijaya, no longer available, it seems, apart
from about twenty quotations. Kautalya (end of - 4) refers
to biographies iikhyiiyikiis (1.5). Patafijali refers to a kiizya
by Vararuci (Mahabhii;rya on Fal)ini IV.3.10l). There are
traditions of the grammarian Vararuci, author of the 'Supple­
ment' ViirUika, which :sugge~t he was a junior contemporary
of PaJ).ini (on those traditions see below). No authentic krivyas
by a Vararuci of this period appear to have survived. A dra­
matist named Subandhu is recorded by much later writers on
drama to have lived at the beginning of the - 3, and to have
had a play performed before the Mauryan emperor Bindusara,
from which a brief extract has been preserved (Abhinavagupta
III p. 172). Finally Patafijali quotes about forty verses in
the kiivya style and refers to three biographies iikhJlii)likiis, giving.
their titles (Mahiibhiiva on Pa1).ini IV.2.60 and 3.37-one work
ofVararuci named in later sources, to he discussed below [650],
may be either a. biography or a "novel). Patafijali also refers
to dramas, and explains a word viisavadaUika as meaning some-

/
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onc who studies a kiilDJQ on the story of Vasavadatta. "Vc have
already discussed [317-9] the question of the earliest dramas
on the basis of the traditions of the .N"iityaSiisb'o, concluding that
there were in the earliest period :religious plays, plays taken
from Tradition and comedies and satires: we can now add that
the Subandhu just mentioned took a subject from history, from
the.-- 5; history is of course included in Tradition.

614. It is not known whether Valmiki is a historical
person, or whether, like the Vyasa ofTradition, he is a theoretical
amalgam of a series of traditional poets. Like the Great Epic,
the Riimii..yar;a has been much revised, being treated rather as a
work of Tradition than as a kiivya. In other \vords, instead of
being accepted as a fixed text by a given poet it became the
property of the popular reciters of Tradition, who were con~

cerned not with meticulous accuracy and faithful interpretation
but with· illSpiring their mass audiences. The need to carry
such audiences with them probably resulted in modifications,
expansions, and more rarely cuts in the received text, and in
time such alterations as satisfied the rcciters became permanent
revisions\videly, sometimes universally, accepted. On the
whole the style of the original was maintained, but not in every
detail.

,615. It can be stated that this sty]~e is more homogeneous
than that of the Great Epic, that it agrees in language and metre
with the later parts of the latter,. and hence that it reflects the'
usages of a period of transition between the old epic ~radition

and epic Irii?!ya. The metrical analysis of the text as wc nmv
have it indicates about - 100 as its average period (see discm...
sions in Pali Alelre, following Oldenberg, Edgerton, etc.), and
we know that substantial additions have been made sin~e the
+ 1.. Though the analysis of the separate parts of the poem,
which might lead to fairly precise chronology, has not yet been
carried ont, we can already estimate that there existed sometime
before - 100 a poem of perhaps les's than a quarter the length
of the extant text, which narrated the story in the main as we
now have it but with the important differences that the last
Book was entirely missing, together with most of the first (for
these Books being apocryphal, see Johnston, Introduction to
his translation of Asvaghoi?a's Buddhacarita, xlviiiff.)..

616. This version of the story, which seems to be a corn·
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bination of t"vo or even three old legends, has the appearance
of heing the creation of an individual kavi of genius, whom we
might provisionally call 'Valmikr.· It is difficult to ·push the
date back far enough to make it literally the 'First Kiil!Ja', but
it could very well be from a later standpoint the. first great
masterpiece of kiiv)m. Further, since kiivya seems to have origi­
nated in lyric poetry, though we cannot place the Riimiiyatja
in the period of the earliest known kitq)'a lyrics and hence of the
continuing old Epic tradition, we can regard it as marking a
new departure, in epic kiiV))a. The question is further complica­
ted by the tradi tion tha t Valmiki was a metrical innovator)
who invented the new form of an1J,~!ubh called the vaktra (this
derives from the currentRam1Ya~aitself, 1. n. 17). We noted
this in an earlier chapter, where we saw also that this innovation
seems from the available evidence to have been in fact a gradual
and smooth development, so that to assign a starting- point
for the vaktra appears arbitrary [534]. As to the tradition
about Valmiki, this makes him an ancient sage contemporary
with Rama himself (he so appears in the current text and in
other kiivyas from a fairly early period on [1127-8]). The
extant Riimii.,ra!la, even when shorn of immense accretions as
just noted, may not be as early as the kavis Vararuci and Suban­
dhu. As to the kavi Pat:tini, there is reason to believe that he
was a different person from the grammarian and lived a good
deal later. On stylistic. grounds," from what we knO\v €?f his
epic we should place it rather later than the Riimiiya1J,a, since
it appears to have the characteristics of kiivya epic fully deve­
loped. To admit the reverse chronological order would be to
make 'Valmiki' the reverse of an inn<;>vator, clinging to a style
closer to the old Epic tradition after epic kiivya was well estab­
11shed. We must remember that this is quite possible: the
tradition of Valmiki as innovator and even as a kavi in the new
sense may misrepresent his true position. However, as a work­
ing hypothesis we may follow the tradition and discuss the
Riimii..ya{la fi1'st,in its presumed more original form.

617. The story of the RamiiyaTja is one of the finest things
in the world's literature. It was adapted again and again for.
the Indian stage and became almost a hackneyed theme [285];
though it was \,,;,ith good reason that one Df the adapters said :
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If they abandon the story of Rama because it has been
used by predecessors" then who else with such qua­
lities will conquer in the world?

Are there authors possessing the Absolute Speech,
vibrating' profound and sweet with the wci,ght of
such qualities, who can help themselves?
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(Only Valmiki was such a divine incarnation of authorship,
capable of independent creation-!vlllrari: Anar.ghara.f!,hava I.9).

618. In the hands of a succession of poets and dramatists
the story has shown many variations of detail, and indeed it
seems capable of infinite variation, especially in the psychological
interpretation of the main characters [285]. Perhaps the
uniqueness of the story of Rama lies in this unfathomable
psychological depth, the inexhaustible complexity of the charac­
ters, which demands and receives new interpretation in each
generation. 'ViUmiki' himself (if we apply this name to the
creator of the archetype of the extant Riimii)'al,w, without the
last Book and other less important accretions) stood very far

from an original Rama story and approached his characters
in a highly sophisticated and subtle manner. Kaikcyi is not
simply an unscrupulous and ambitious woman scheming to
place her son on the throne. VaJrniki secs her as honest and
well intentioned, incapable of wishing harm to anyone, appa­
rently as good and noble as any aristocratic lady could be
desired to be, but too easily persuaded against her own judg­
ment.· She is led astray by her confidante, a slave belongirlig
to Kaikeyi's family and seeing no further than its apparent
interest. She likewise acts from appal'ent]y honourable ml)ti~

ves of love and loyalty to her mistress, but is characterised as
'seeing evil' and shmvn as a cynical 'realist' in judging others.
The development of the palace intrigue consists in the conflict
of motives in principle good in intention but on one side deflected
by judgments of questionable validity, though having rcspect~

able authority in political science. Perhaps\ there is some
idealisation cif Jluman nature in these characters, except for
the confidante, or perhaps they should be seen as insincere in
their noble speeches. Perhaps we should regard such senti~

ments as sheer hypocrisy. Yet wc do believe in this conflict
and are greatly moved by it. It is a searching critique of the
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aspiration to live up to some standard or ideal, and it expresses
a perennial and real dilemma of the human situation with the
utmost aesthetic force.

619. For ancient India this story of the exiling of Rama
had the specific interest of bearing on dynastic struggles for
succession such as often occurred in real life, ,vherc probably
the contestants might seem less scrupulous and idealistic. The
I'vfauryan Empire was rent by such conflicts both when A{;oka
succeeded to the throne and at the end of his reign [611].
Moreover we have the most vivid records of the conflict in
theory or ideology: on the one hand the edicts of Asoka, on
the other the Arthasiistra of Kautalya. The old Rama story~­

which was handed down in some form in the old Epic tradition,
and of which a version appears in Paliin the}iitaka (lV.126-7)-"
wOll1d then be a topical theme for 'Valmiki l to elaborate.
Though that much mlght be said for almost allY period l the
fact of A~oka's attempt to realif',c a truly just govcrnrnent, corres­
ponding to an idea] higher perhaps than has ever heen attempt- .
ed elsewhere, might, we may conjecture, haV(~ suggested to
'Valmiki', if he lived at that time or a little later, the portrayal
of a conHict of sincere motives in his own version.

620. Religion is not strongly in evidence in the Riimliya~za

(except in some of the later additions). The old king'Dc~~aratha

is a tragic character, unable to resolve the conflict in his family
and betrayed by his own rash promise into exiling his eldest
and best loved son. Soon aftervvards he dies heartbroken.
This human story is not softened by other-worldly consolations
nor guided by divine providence. But Ramal whose name
means'Charming l

, absolutely obedient to his father's commands
and true to his own promises, devoted to his stepmother as to
his own mother and loving all his brothers to the point of total
self-sacrifice for their advantage, was gradually elevated by
later generations from the ideal hero to the incarnation of
Vi~'9u. Some of the more recent versions of the Rama story,
especially in the vernacular languages, are almost purely reli­
gious writings: it is nece-ssary therefore to stress the [act that
this is entirely alien to the spirit of the Riima,pat;a of Valm'iki,
though it is no doubt a most significant indication of the success
ofValm'iki in making his hero the focus of the human aspiration
to live in a better society.
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621. In, the seconc;l ,half of the ,Riimiiyat;a"wherethe legend'
or myth of RavaQ.a, probably quite independent ofthat oFRama
in,:origin, has:,beeninsertedinto the period of exild:of Rima,'
the.;,superhurnan',andmarvellous'predominate,.. Here onc' may
spe,ak ,of a religious background, of ancient-mythology such as;
usually complements traditional, epic poetry: a mythical envi ..
ronment, whic;h is liable in times' of disorder 'and, crisis to irrupt
de.cisively into the foreground of human society, or at least over
the. periphery of that society; on the mysterious' :unknown borders
of the then known world (in this case the far South, the Ocean
and,Ceylon) . It, is ,a very different kind of religion from ' that
oLthe later Rama worship; so that one would like to have ,a .
different word for it; 'mythology', perhaps, in order to main­
tainthe negative of the last paragraph' and make clear 'what
seems a real distinction between, this mysterious and alien
background, encountered 'most dangerously when we venture'
too far from the centres of civilisation, and a religion ,which is',
a.positive guide"to human action.

622. The :Southern forests, where the exiled Rama
wanders with one brother,. and Siti his. :ideally faithful wife,
are dominated .by" demons 1iiktiaSaJ;, RavaJ,la', the demon'
emperor, enjoys'divine powers acquired' in a past life',. and
although he abuses them even the gods cannot deprive' him' of
invincible strength legitimately gained. His capital, a fortress
and a paradise, is established in Ceylon (Lanka), and, from .
there his demons .ravage and tyrannise . half India. Raffia'
successfully encounters some of the demon. patrols, and his
subversive presence, and more especially the beauty of his
wife, are reported to the.emperor, who in person abducts SiUi
bya stratagem. Ramafinds friends among the forest dwellers
(monkeys) oppressed by the demons and is able to collect a
large army., He crosses the Ocean and takes Ceylon by storm,
killing Rava1).a in battle, rescuing the faithful Sitii and estabM
Eshing just gover:nment. Here we have the typical hero of
many ancient civiHsatio;1s, whose unique physical strength
overcomes animals, natural ,powers (the Ocean) and super­
human demons. His cause is simple and obviously just, and
this straightforward purpose united with exceptional strength
and heroism is irresistible.-..The period prescribed
for his exile has now ended and Rama returns home in
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triumph to claim his heritage and rule justly over all. India.
623. Evidently the heroic rasa. prevails in the story thus

outlined, but in the first part it is the compassionate which is
dominant. Though we do not know to what extent this aesthe­
tic theory had been consciously formulated by 'Vc1lmlki's' time,
he is in fact associated ,vith the compassionate rasa in the tradi­
tion of the kavis and critics, and in fact already in the Rtimqya1)a
itself (but in I.II.1 3ff. in the First Book, almost all of which
appears to be a late addition). I t was the tragic incident wit­
nessed by him, of the shooting by a hunter of one of a pair of
curlews, and the pathetic cries of the bereft female bird, which
inspired him to compose the first verse in the vaktra metre, an
outburst of feeling expressed in an improvised (cf. pa!ibhiina
inPali) lyric ~we again note the lyric tradition underlying
kiivya). It seems to have been felt very early that Valmiki's
genius was especially attuned to the compassionate rather than
the heroic, and his poetic sensibilities most fully aroused by a
pathetic event such as the tragic separation of lovers illustrated
by the story of the curlews, and of couse the pathetic though
very different story of the exiling of Rarna. The later connoi­
sseurs of kiivyausually hold that the compassionate rasa is in
fact the prevailing one in the Riimii)~a1,la [103], though Kuntaka,
if the edition is not corrupt, gives the calmed [284J, and the
unknown po.et who added the Last Book to the epic (probably
about +1QO) gave complete justification for this interpretation
by making his new ending tragic. Slta was long a prisoner
in RavaIfa's hands, and although we have been assured earlier
that she remained chaste, resisting all his advances with success,
in this sequel she comes under suspicion and Rama abandons
her. She appeals to the Goddess Earth for refuge, and dis'"
appears into a crevice which opens for her. From the part of
the First Book added probably.at the same time we learn that
Sldi was born from the Earth when her father King ]anaka was
ploughing; the Goddess is thus her mother and the life of this
strange divine heroine is appropriately ended. Though aB
this seems (luite new to the Riim!i..Val)a it may not have been
unknown to Valmiki even if he chose to ignore it. The name
'SUa' means 'Furrow' and suggests that among the probably
numerous ancient tales of a pre-Valmiki Rarna cycle was one
of the miraculous nature of the heroine.
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624. The style of the Rtirrtii)'a1J.il ]S extremely simple, but
rough, and sometimes awkward in expression and not immedia~
tely clear,. when compared with that of later epic kavyas. Yet
it shows the beginnings of a transition towards these when
compared with the rather abrupt manner and sometimes clumsy
,development, as well as the partly more archaic metre, of the
Great Epic, The question of metres has been touched on
above; their refinement is here accompanied by the cultivation
of a more poetic language, with morc of the vocabulary asso~

ciated with kiivya. The similes are more elaborate, there is
.occasional alliteration and other word play and more rarely
some of the more recondi te figures of speech of poetic theory
are seen. Thus in a remarkable description of winter during
Rarna's exile (Book III canto XV) a commentator finds some
'fancies' utprek$iis [633]. There is at present no guarantee
that particular passages thus pointed out are not later additions,
but we may venture to say that 'Valmiki' allowed himself to
dwell a little on the beauties of the forest and on other scenes
in his story, though without seriously interrupting the narrative
.as later epic kavis do.

625,. To show the style of 'Valmiki's' narrative we may
translate some extracts as literally as possible, so that they may
be compared both with the Pali poetry we have read earlier
[561] and with later epics [730ff..J. From the present Second
Book, AJ1odh],ii Kii1Jc!a, let us read the scene where the intrigue
of Kaikeyi begins, from the beginning of Canto VII:

A slave woman who had been born in Kaikeyi's
family and lived with her,

By chance climbed the Moon-like palace;

From that palace Manthara ('Slow~, the slave)
observed Ayodhya:

With the entire Royal Way watered, scattered with
waterlilies and lotuses, ...

Manthara, who is also described as a hunchhack, finds the
nurse there and asks what these preparations are for-· the
city being further described as decorated elaborately and Rama's
mother being seen giving presents to the people: the nurse
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tells her it is for Rarna's consecration as: heir apparent,.w:hich
is to 'take place ~o~orr~w'~' I t~h~utd :be ri~ted that the spectracle
of Rama'smothei exult~nt,'the.-triumpliof a rival'" queen, is
eVIdently .th~'· thing whicllm'ostmoves' Manthara, whq be~qn.gs.,:
to Kal~eYi.'sfa~ily ,asa ':sla~~ .bo~~.i~the'hous·e': ., ,"

Hearing the nurse~s words the hunchback quickly be-
came indignant, .

Descended froni the palace which appeared like the
peak 'of Kailisa, (8)' .

Mantha:ra ,burning with anger, seeing evil,
Went to Kaikeyi, who was in bed, and spoke these

words:

Get up ~ Stqp~d ! Why are you sleep~ngwhen danger,.
is coming towards you? . . .. _.' .. ...

Aren't .yo~ awar~ that 'you are engulfed In a flood
.ofinisfor'tune ? -- '-' -- .' ,

You proclaim your fortune when in a calamity of
pleasing appearance,

For your fortune 'is tr~nsitory like the stream of a
river in the hot season.

But K(iikeyi, spoken to thus with harsh words by the
angry one,

By the hunchback ~eeing evil, fell into the utmost
despair.

But Kaikeyi said to the hunchback: Manthara, is there
really no security?

I perceive you indeed with afflicted face, violently
unhappy!

, ,~. .'

But Manthara, hearing Kaikeyi's sweet-syllabledl words,
Spoke a sentence with anger,-she who was confident

of her sentence.

That hunchback,. becoming more afflicted, wishing for
Kaikeyi's advantage,

Spoke out causing despair and dividing the Raghava
family:



,0 Que~ri! 'A"\r~~y'g~~at i;;~e~~ri"ty'h~s~~i'sen,'des­
troying you !

King Dasaratha will consecrate Rama as heir apparent!

I am sunk in fathomless' "dartger, overwhelmed In

'u'nhappiriessand: grief;
I have come here for the sake of your advantage, as

if bei~rig hurried by fIre;

o Kaikeyi,," through yqur unhappiness there would
be very great unhappiness for me,

And i? Y~,ur.prospyritywould be my prosperity, there
is no doubt of this.

Born in a family of kings,. a chief queen, y~u~ or" a king,
How, 3:,re y~u not, aware, 0 Queen, of the fierce reality

. Of royal' politics?

A false lord speaks of virtue, a rutbless' one speaks
smoothly,

Do you not' know" in your .iml'ocence, you are thus
'overrea'ched by him?

.
The mildness which he is using towards you IS the

approach ofmisfort~ne !
-Today your lord will join Kausalya with fortune.

That:c'or;fupt':riiai1,havirig"~~~r'ied''6ff" Bl1arata from
among your relatives,

At daybreak will establish Rama in the kingdom in
'which the'thorils' ha~·e;he,en .' stru'ck' d6~n.

An enemy, through being' reported to be your hus­
band, is suffered like a snake in the 'lap ,

By you, mydeat, who' are like a'mother desiring his
advantage.

For,.~s,~ snake would act, or an enemy, when dis­
regarded,

So today King Dasaratha acts towards you and your son.

With evil, with false mildness, my dear, you who are
always' accusto~ed "to happiness~

85
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He will establish Rama in the kingdolll: you and your
foHowing are ruined.

o KaikeyI, the time has come,. you must act quickly
for your advantage,

Save your son, yourself, and mc, you who show surprise!

After hearing Manthara's words that beautiful-faced
one, from the bed

Gave a beautiful ornament to the hunchback.

After giving the ornament to the hunchback, Kaikeyi,.
That best of women, joyful again, said this to

I\1anthara :

What you tell me, Manthara, is most agreeable,
For you, teller of what is agreeable to me, what more

can I do?

(N.B. Kaikeyi here treats the report of Rama's impending
consecration as good news: it is the custom to give a present
to a servant who brings good news.)

I do not observe any difference between Rama and
Bharata,

Therefore I am pleased that the King will consecrate
Rama in the kingdom.

There is nothing more agreeable to me than these
excellent words of yours, good words, 0 you who are

worthy of what is agreeable !
For thus you have spoken what is most agreeable:
-choose another boon which I can give you !

626. Canto VII closes with this last verse in a different
metre; the narrative continues straight on in Canto VIII:

But Manthara indignant with her and dismissing that
ornament,

Full of anger and unhappiness spoke these words:
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What is this joy? Child! You are acting mappro­
priately.

You do not recognise that you are in the midst of an
ocean of grief!

Fortunate indeed is Kausalya, whose son will be
consecrated

Tomorrow with the great heir apparentship, (when the
Moon is) in PuWa, by the greatest brahmans !

When she has attained the greatest joy, famous, her
enemies ruined, i ! ;

You will attend on Kausalya, saluting her like a slave
woman!

Rama's women will indeed be most joyful!
Your daughters-in-law will be depressed at the rum

of Bharata !

Then having seen Manthara, who was speaking what
was' most disagreeable,

Queen Kaikeyi praised the qualities of Rama :
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Knowing virtue, restrained by his elders, grateful,
truthful, pure,

-For these Rama, the King's eldest son, deserves the
heir apparentship ....

KaikeyI continues her praise of Rama, asking how Manthara
can be angry on hearing of his consecration. But Manthara
becomes very unhappy and sighs, rebuking Kaikeyi for her
foolishness, and again warns her: Princes can't all be kings
and Bharata will be pushed aside; for all to become kings would
be a very bad policy, therefore kings establish their eldest sons
in the kingdom: Rama, when firmly established, will send
Bharata to another country) or to the other world! Therefore
let your son leave the palace and go· to the forest! Your son
is Rama's natural enemy, so you must save him... And his
mother is your rival wife, how can she not be your enemy?
If Rama obtains the Earth, Bharata is certainly lost.. ,
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<'627.:Thus 'she' grEiduaHy 'convihces" Kaikeyi and the
narrative continues in Canto IX:

Kaikeyi thus spoken to, her face' iriflamed 'whh anger,
Sighing long and hot said this to Manthara :

Today I will quickly send Rama away fro'rri here to the
.•',' fore'M,

And" quickly consecrate Bhatataas 'heirapparen t.

0' Manthara, now" 1 have seen' this, by whaCrileans
May Bharata obtain the kingdom~'andRamaflt>t at an ?

Manthara, seeing evil, thus spoken to by' 'the'; Queen,
Damaging Rama's fortune, said this to Kaikeyi:

"'Well'! :Now l-'will:"speak out, 0 'KaikeyI, let it be
heard from me,

How your son Bharata will obtain the whole kingdom.

Kaikeyi hearing these words of Manthara's,
Risinga]ittle from"her' comfortable bed said this:

(Here :;a~commentator finds an-implied :.meaning-····of: respect
for Manthara: Kaikeyi rose although :her bed was comfpr­
table-)

Tell me the means, Manthara,. by what means
,MayBharata:dbtain;thekingd~m,:but-Rainanotafall?

'Manthara,sleeing:evil, '.thus';'spoken-to -'by the Queen,
Damaging ':'Rama's {fortune ,the. hUIlthback ,·said these

',words:

In the battle of the:.gods'iand'demons, your ,::husband
,went"with '.the:royahsa"ges,

.Taking' you,::assisting the King ,of, the·Gods.

'0 ',Kaikeyi,!standing in the':Sollthern. region, towards
,the :DaIJ:c;laka (Forest),
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Is the ci ty'-'·kri6wn' 'as' Vaijayanta,' 'where he 'bf tl1e'" sea­
,; ,dragon '; :banner,

Known as Sambara" the great demon of a hundred
tricks,

',li)':tit:'oi'iquered,gave ba:ttle' to"Sakrah,i;iih the multitude
of ,gods.

Then in that, great battle King Dasaratha
"'Was<ca:rried::8ffiulc'bnscious' by' 'you; 0 'Queen, from

the battle;

Your husband there was proteCted by you when
"wounded ':by" we'apons;

Pleased by that he .gave you two boons,·Obeautiful
one!

"Yousai&to"your hti:sband, Q-Qileen, "When' Idesire
them, then

- I ',will take; the 'boons/'~That illush-ious "one ~said
"Yes" .

l"was', ignorant ,:ofthat, ~O 'Qtleen,~y6u yourself told
me before.

'-'"-Ask your', ]or-d'-for ,those boons: tlie"cons:edation'of
-Bnarala- ,

And ';the:banishIrieri t 6f· Riima fOr fourteen years !

Taking~ refuge; in: anger;-1oday,'O daughter of Asvapati,
in ·:anger

You must lie ~6n\thebare:'ground, in dark' dress;
Don't meet his gaze and don't speak to him;

You 'are always:the'belov'ed"ofyour lord, I have no
doubt about "that,

And for your sake the King would even enter fire,

,He cannot be angry with you,' he· canri6Cmeet your
'gaze· if you are angry,

To please you the King would give up his life;
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The King cannot transgress your words,
o slow-natured one! Be aware of your own strength

of fortune!
"

Gems, pearls, gold and various jewels,
King DaJaratha would give-don't think of them:

Those boons which Da~aratha gave in .the battle of
gods and demons,

Recall them, blessed one, don't transgress that purpose 1

But when the Raghava (Da:~aratha) would give you
a boon, rising up,

Depending on the King you should choose the boon:

Banish Rama to the forest, nine years and five,
Let Bharata be king on Earth, bull among kings!

Thus Rama banished will be no-Rama (= 'not
charming' )

And Bharata, his enemy ruined, will be your king!

And by the time Ra,.ma returns from the' forest·
Your son will have grown roots ...

Kai~eyi is delighted and praises and flatters Manthara: she is
a beautiful hunchback l. ..So they prepare, Kaikeyi lying on
the ground in a state of depression as directed by Manthara ...

628. When Rama is banished, SUa insists on accompany­
ing him and the canto (XXIV) in which she does this is a
favourite with reciters of the Rtimi!.yat;la:

Vaidehi (SUa), thus ~poken to~ she who was worthy of
what is agreeable and spoke what was agreeable,

Angered through love said this' to her lord:

My lord! -Father, mother" brother, sister and
daughter-in-law,

Enjoying their own merits, each wait upon their own

fortune;
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But a wife alone obtains her husband's fortune,

o bull of men !
Therefore I too am directed to live in the forest.

Not her father, nor her son, not herself, nor her mother

nor her friend;
~.. Here or in the next world her husband only is always

the destiny of a woman.

If you have started for the impenetrable forest today,
o Raghava,

I will go in front of you, trampling down the grass
and thorns.
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I will live happily in the forest just as In my father's
palace,

Not thinking of the three worlds-thinking of my vow
to my husband (9).

Attending on you always, constant, living the 'best
life' (as an ascetic),

I will enjoy myself with you in the sweet scented
forest, 0 hero.

I wish to see streams, mountains, pools and forests,
Everywhere fearless with you, understanding hus­

band; (13)

I wish to see the lotus pools well flowered, abounding
in wild geese and ducks,

Happy, joined with you, hero.

With you, 0 broad eyed, I will enjoy myself with the
utmost delight,

'I'hus for a thousand or a hundred years, I with you.
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, Ev,en "if'my''life "'will,2be' In' heaven, witn6ut yO'u,. 0
Raghava, .

0' "man-tIger,' r'wilI'not like it.

~629. In the' present Third Bo~k, Ara!9'a' ('Forest') Kiirj.f}.a,
the exiles wander for many years in differen~.parts'of the forests
Squth of the, Gange~" gradually moying further South into
Mahara~tra. They visi t her,I!litages and sages,' going for exam­
ple to see Agastya (Canto X ) :

"CRima set "out Id:frol1t,< SIta,whose 'midcUewa~beauti-
ful, in the mid~le,. . .

. Lak~ma~a' foIi~ow~d"behind, 'bow in hand;

Those two went with Sita, seeing various wild mountain
places

And forests and various delightful rivers,

Cranes and ruddy geese on the shoals of'rivets,.
~'Andlakes with Ibtus~s, 'with'Water~b1rds,

Spotted antelopes in herds,. horned animals wild with
passion

-Buffaloes,. boars and e1ephants"at enmity with trees.

After going a long way, as the Stin :was s~ttin:g,
They saw together a delightful lake a league in length,

Blocked up with red and blue lotuses, adorned with
'herds ofe!lephants,

"CrowdedWithcranes" 'Wild-geese arid ducks liviiigin' the
water.

630. Agastya advises them to go to theph~asantPat1cavati
country not far away, a forest district by the River Gqdavari :

"Go !"-Spoken to by him the son of the Raghus went
·By·the way irtdicated, 16oki'ng= af"thalt' forest (X. 71):
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\tYiJcJ, rice, bryadfruits, palmS, tim:iSa "tree,s, ca~e.s,
dhmJas,

Parrot wood-apples, madhukas, wood apples and ebony
tree~,;;

Flowery, entwined withcreeper~ crested wit~ flowers,
Rama saw by hundreds' there the wilderness trees;

Rubbed by elephants' trunks, brilliant with monkeys,
••. _i

Resound~ngwith flocks; of wlinton birds by hundreds.
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,631. After they arrive in the Paficavat'i country Rama
describes it to Lak§maI],a )XIV., 1Off. ) :

, .' u • • ; _ ~ " '. ~ "

This country, leve.1" beautiful" covered ,with flowering
trees,

Here,. dear brother, you should make a hermitage
pr~perly. (for us to live in)~

That, lotus, :pool, can he seet): not far away, sple,ndi~
with lotuses, ' ,

With sweet scented lotuses resembling the gods (or
the stars).

As mentioned by the sage Agastya of developed soul,
That i's ,the, delightful G~dav:ari screened by )iowe.r~ng;

trees,

Abounding in wild geese and ducks, hrilliant with
ruddy geese, ,-, '

Not too far and not too near-pressed upon by herds of
animals.

Resounding with peacocks, delightful, tall, with many
caves,

Mountains can he seen,. dear brother, covered with
blossoming trees:

With ores of gold, silver and copper from place to
place,
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They appear as if windowed, like elephants highly
decorated;

They are brilliant with sala trees, palms, tamiilas, dates,
bread fruits, sour mangoes,

Wild rice, timisas, nutmegs;

With sweet mangoes, asokas, tilakas, campakas and
pandanus .odoratissimuses,

-Covered by these different trees which possess cree­
pers with clusters of flowers;

''''ith sandalwood,. syandanas; nipas, bread fruit and
lakucas too,

Dhavas, vatica robustas, acacias, sami.s, ki1?lsukas, trum­
pet flowers;

This is good, this is fresh, it has many animals and
birds,

Here we will live, 0 Saumitri, with this bird (i.e .. the
vulture Jatayus who becomes their friend).

632. When they have lived some time in Paficavati
a noteworthy description of winter is given (this sets the scene
for the embroilment with the rak$asas and eventually the abduc­
tion of SUa, and the commentators read hints foreboding tragic
events into this Canto XV). Here Valmiki's descriptive and
poetic powers rise to their highest and foreshadow future things
in kavya (e.g. more particularly in A~vagho~a), and the com­
mentator Govindaraja picks out a number of figures of speech:

\\Thilst the illustrious Raghava lived happily,
Autumn departed and winter, the wished for season

began.

Once, in the night, the son of the Raghus, at dawn,
Went out to wash in the delightful River Godavari;

His heroic brother Saumitri, pitcher in hand,
Following behind him devotedly with SUa said this:
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The time has arrived which is agreeable to you,
o speaker of what is agreeable,

. It appears as if ornarnented, through it the year is
beautiful.

The world is rough with frost, the Earth is garlanded
with grain,

. The waters are unenjoyable, the bearer of oblations
(fire) is pleasing.
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('naturalistic description' [197])

Having offered reverence to the ancestors and deities
by honouring them with the new first fruits

At the proper time, those who have done their 'first
fruits' (rite) are without sin.

633. In verse 8 there is a 'fancy' [213] in personifying
the Northern direction and comparing her with a woman, and
similarly in 9 where the Himalaya is said to be 'rich' (in frost).
In 10 the naturalistic description continues: good fortune for
the Sun, now welcome; bad fortune for shadows and water.
Then':

The days now appear with the Sun ·gentle, with frost,
With sharp cold winds, with empty forests perished

with snow.

Now the nights pass cold, increased in length,
Brought by Pu~ya with frosty dawns and sleeping in the

open stopped.

His fortune transferred to the Sun; his disc red as it
snows,

Like a mirror dimmed wi th sighs, the l'vfoon does not
appear clearly.

(simile; and surely 'fancy' ?
-as to the 'fortune', in warmer seasons the 'cool' Moon is
welcome and not the Sun, in winter the Sun is appreciated)
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Th~m9pnJig~~"~glpoW)t,,a~jt S~~W~ji; dQ~s nQt,:a~p.:e,tlr
beautiful at full Moon '

"T " ",' -.::,:, .. '~ '.'.

AI;lq, .~ik,e.: pI2ug~~. }a.n~,.·:wbi(;h .is:pat:k c< (eve»:):, il1 th.,e
sunshine, it is perceived but has no sP!AAg.qPf:•. 7'.

(' , G . d -' )co~trast". ,s3;Ys-::. :<?YJl1 ..a"raJa..

B~ n~ture cql~t ,to th~ toucJ~,.n(}w. th~J itjs.pieJ:~ed
with frost

The West wind at this time blows doubly cold.

The forests covered in mist, with their barley and
wheat

Loo~ ,splendili ~s ~he", Sun !,ises .ans!. they resound with
curJews and cranes.,

.. _. ,l , _.~ .•' r .', ~.

Their heads full of grains, giving the appearance of date
flowers,

The,rice plants look ,splendid',-slightlybent, with a ·lustre
. or.·gold.

With the falling dew its meadows are somewhat wet".
-The forest land looks splendid sitting in the morning

su~~~i1!e.J2QJ. ,.

Set with the gloom of dew, covered with.the gloo:ql of
frost,

The lines ofwood~~ndare pe.rcei~ed.as if asle~p_-.-with~
out their flowers.' .

, _.. '-.' i' . - - .

Their waters covered with mist, their cranes recognised
(only) by their cries,

The streams appear now with banks whose sands. are
weLwith snow.

634. Though praised so highly by Bhavabhiiti and Ananda~
vardhana, Valrniki ·is not often quoted by the critics or antho~

logists. Perhaps. there are not many quatrain gems which.
could be extracted from this continuous but rather rough~he:vvn
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narrative. From .the anthology point of view, as well as from
that of intensive critical analysis, the beauties here are too diffuse
and the language loose. The style remains on the borderline
between itihiisa and kiivya; there are plenty of stock expressions
which occur frequently, repeated epithets and phrases of the
old Epic manner where the rhapsode stitched together the pre­
fabricated materials of oral tradition to carry a story. The
vocabulary and phraseology are still very similar to those of
Pali descriptive and epic poetry. The story is the essential
element, the stream of events, and such a popular story as this
remained a source for new kavyas: Ratnasrljnana in his only
reference (p. 11) to the Riimiiya1Ja calls it itihiisa, .in fact, and the
work is often included in the corpus of Tradition. As for the
apparent quotation by Patafijali (on IlL 1.67 ), it is a line which
occurs twice in the Riimiiya~za (V. XXXII.6=Bombay Edition
VI. CXXVI.2; the Critical Edition of Book VI is not yet avail~

able), where it is described as a 'popular song' : "Joy comes to
a living man even after a hundred years". The reference here
is to Rama's long sorrows, but if this was a popular song Patan­
jaIi need not have gone to the Riimiiya~za for it.

635. From the point of view of the evolved and perfected
kiiV)la style of the medieval period, the Riimii))a~za is rough and
primitive in form and open te aesthetic criticism on grounds of
content as well. Nevertheless Bahuriipamisra (on II 47)
mentions it (with Kalidasa) for the vaidarbhi style [238, 242].
To some it was too realistic in its characterisations, not dose
enough to the ideal of heroism and chivalry they thought it
ought to present. Its real subtleties of characterisation might
thus be missed and an idealistic structure of consistent magnani­
mity imposed on it, even imposed on its own interpolated text
in some recensions. From an ideal point of view, [or which the
ethical content predominated, serious faults were found, un­

fortunate incidents which later kavis might try to 'correct' :
thus Kuntaka (p.42) objects to a scene as inappropriate charac­
terisation [281J and says it is improved in the Udiittariighava
(a play by Mayuraja, + 7 ?). For Kuntaka the Rama)'a~la

as a whole is still a model kii1:'jla, giving instruction in virtue
[283]. He apparently (if the reading is right) says it prodllcc&
the calmed aesthetic experience, like the ~~;[ahiibhiirata (p. 239),
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again underlining its instructive aspect. Anandavardhana on
the other hand contrasts it with the Great Epic, saying it is
compassionate (p. 529). Both of course are discussing the
enlarged version which ends tragically, whereas we have argued
already that the original (pre-Asvagho~a) epic was primarily
heroic, though with many compassionate scenes, ending simply
with the triump4 of Rama.

636. '., Among the few verses quoted by the cri tics, which'
may show'how Valmiki appeared to them at his best, is the
one we have read above about the Moon in winter. 'His
fortune transferred to the Sun ... ' (III.XV.13). )-\nandavar­
dhana quotes this (p. 172) simply for the word 'blind', which we
have translated 'dimmed', showing that a word may lose its
literal sense altogether: this illustrates the first type of dhvani­
kiivya [250]. Rajasekhara (KavyamimatJ1sa p. 71) quotes the

- -

same verse in order to compare it with one by another poet
where the simile of a mirror is borrowed but used differently,
when the steam on it clears again.

....

(i.e. they resemble brahman students repeating the
Veda)

'637. The anthologist jalhal}.a quotes (p. 219) two verses
from the description of the rainy season in the present Fourth
Book, Ki~kindha Kiil,UJa, Canto XXVII. After Sita's abduction,
Rama has been directed to Ki~kindha, the kingdom of the
'monkeys' who may be able to help him to trace and rescue
her. Sugriva, brother of the monkey king Valin, has found..
some ornaments dropped by the captive Sita, a clue to the direc­
tion in which to search, and himself seeks Rama's aid against
his brother, who has oppressed him. Rama kills Valin and
Sugrlva is consecrated, then' RaIlia passes the rainy season in
a mountain cave,. miserable because of the loss of Sita (Canto
XXVI) but encouraged by Lak~mal).a. In the following canto
Rama describes the rains to Lak~maI).a:

The mountains are wearing clouds as black antelope
skins, with waterfalls as their \sacred threads,

Their caves 'are filled with the wind as if they are reciting
their lessons (XXVII.IO).
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The sky with thunder in it is roaring as if in pain,
As if struck by the lightning like golden whips

(XXVII. 11 ).

99

('fancy' )

638. The description of the rains is followed by one of
the autumn, during which Sugriva is reminded of his promise
to help Rama (this being the campaigning season) . Here
Raja~ekhara (KiilD'amimiir[tsa p .. 36) quotes a verse (XXIX,48 ),
but as itihiisa in a discussion on sources of subject matter for
kiil~ya: Lak~mat;Jla threatens the monkey king with the same fate
as his brother unless he keeps the agreement. Ra.ja',:ekhara
quotes a close but more poetic parallel from Kumaradasa's
epic ]iinakiharar;.a.

639. Bhavabhuti in his two plays on the Rama story gives
complete or partial quotations of three or four verses from the
Riimiiya~la, his source. In the Mahaviracarita (V. 24) we find
the verse spoken to Rama in the Third Book (LXIII. 14 ) by the
dying vulture Jatayus, who had intercepted Ravaf,la and tried
to save SIta:

Sir! Her whom you seek in the great forest, as for
a herb,

That queen and my life have both been taken by
RavaI)!a.

A little later (V.34a-b) the dramatist works in a line from the
Fourth Book (IV.12a-b), where Lak~maI)!aat the first meeting
with the great monkey Hanumant explains that:

A son of Fortune named Danu, who had become a
R~ik~asa as the result of a curse,

had told Rama that Sugriva could help him. This is just a
simple but memorable epic line introducing a character, which
Bhavabhiiti liked and used in a different context.

640. With BhavabhiHi's· Uttararamacarita we come to the
apocryphal Seventh Book and with it the mostly apocryphal

Univerd!i.it Hamburg
Semlnaf fur KuHuf Wild Ge,a,ichte II"I~t....

HI' b. -am ur~-
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First Book. In the Sixth Act (31-2) of the play Rama's son
Ku~a is made to recite to his father two verses said to be from
Valmlki's Rtima)'ava (J), which as a matter offact are excluded
from the Critical Edition (at LLXXVLl5-6) though found
in some manuscripts of the Northern recension (a point of
importance for dating the recensions). Then in the Second
Act (5) is quoted what was reputed to have been the first verse
composed in the new transformed kind of anu,ftubh metre (i.e.
the vaktra) [534]:

o hunter! May you not attain fulfilment for an
eternity of years !

-Since you have killed one of a pair of curlews when
it was deluded by love (I.II.l4).

This verse is retained in the Critical Edition, the first four
cantos of which constitute an introduction giving an account
of the poet, making him an ancient sage contemporary with
Rama himself. They were added perhaps in the + 4, showing
the reverence in which the epic was then held. Here Valmiki
is inspired with compassion to utter this verse in the new metre
by the pathetic sight of a bird shot by a hunter and its bereaved
mate. Having thus invented the new metre the poet then
proceeds appropriately to compose in it his epic, in which there
are many pathetic scenes. We are now, of course, concerned ~

with the tragic Ramaya'(la as known to Bhavabhiiti and Ananda-J
vardhana. The laHer too refers (p. 85) to this verse when
arguing that the subject matter is the essential thing in ktivya;
the form (metre) was inspired by the subject. Rajasekhara
(Kavyamimiil]uii p. 7) also quotes the verse and explains the
legend of its origin: Valmlki was inspired by the Goddess
Sarasvati. As we noted at the beginning of this Chapter, Asva­
gho~a knew this tradition about Valmlki in an apparently
different form: he was the first to compose in verse padya
(earlier sages such as Cyavana had used prose, i.e. in the Brtih­
ma{las). This certainly speaks for the great antiquity the
Rrimiiya(la was believed to belong to already in the + 1.

641. The theme of the ideal emperor recurs in kii(~J!a lite­
rature. He shows his ideal character in youth in his relation_
ships with other people, displays his physical strength and
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enchants the feminine world with his beauty (in the Riimii))a~lQ,

however, the stories of Rama's youth arc almost entirely latc
additions). Later he makes immense conquests and rules
righteously over an empire happy in peace and prosperity, his
virtue repelling even natural disasters. The historicity of H..5ma
:is doubtful: if any reality underlies his empire we must look for
jt in the Indus civilisation of about - 2000. But the Riimii)!a1)a
of 'Valmiki' was composed in the I\,fagadhan Empire, ,·"here
the question of emperors, as we have already observed of the
Mauryan Dynasty, was extremely topical and frequently cri tical.
In c. . - 410 Sisunaga, king of Magadha (a Licchavi usurper),
conquered Avanti and established the first empire known to
have reached from the Eastern to the Western Ocean. A
period of great prosperity for Magadha followed her acquisition
of the trade route from the Ganges to the West coast ports.
Sihmaga, who thus ruled in the earliest period of kiiv)'a and
undoubtedly had the means to patronise the arts, is actually
recorded by Rajaiekhara (Kavyamfmiif{lsa p. 50) among the
patrons of kii7.rya, though the record is reduced to the anecdote
that he prohibited the utterance of eight harsh phonemes at his
court (this can be interpreted to the effect that he preferred
Prakrit to Sanskrit and perhaps Avant! (Pali?) to Magadhl).
The government of the autocrats who succeeded him varied
between the utmost extremities of tyranny (Nanda) a:J;ld bene­
volence (Asoka ) . The succession was frequently dispu 'ed,
brothers murdered one another and fought civil wars and there
were several changes of dynasty.

642. A variety of political and religious theories of govern­
ment competed for imperial patronage as the expanding empire
met the problems of disciplining the vast and disparate popula­
tions of its far flung provinces. The mighty civil service descri­
bed for us in the ArthaSlistra of Kautalya, its regulations penetra­
ting into the finest detail of the economic life of the empire,
improved communications, a census, state control and m,\'ner­
ship of most production and supervision of all distribution, did
not bring social stability. With the conversion of A~oka to
Buddhism in - 261 entirely new methods were tried, instituting
universal benevolence, including a great expansion of the health
service and other public utilities as well as the establishment of
a new department of the civil service to pubEcise a code of
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ethics, check the excesses of the legalarm and transmit appeals
direct to the emperor. Though benevolence succeeded no
better than Kautalya's repressive discipline in producing political
stability, it was effective in promoting the cultural unification
of India, which thenceforward developed regardless of political
fragmentation. Moreover, ideals of benevolence and justice,
akin to A~oka's though reformulated to suit a variety of secula~
or religious ~ackgrounds, have since set a standard wherever
Indians have ruled.

643. In such reformulation the Riimi'iya1Ja occupies perhaps
the first place,. and the kav£s of India have acted as a kind of
ideal cultural administration, interpreting and advocating the
ideal for those who would or could apply it despite the political
disasters which have periodically desolated their country.
From the founding of the Magadhan Empire, kavis from all
parts of India gathered in the capital, Pataliputra, seeking favour
and fame.. It was: here that kiil~pa seems first to have developed,
drawing probably on 1\1agadhan folk song for new rhythms,
and it was here that it acquired its main characteristics as the
literature of an imperial court and a sophistica~ed metropolis.
Combining indirect flattery with the portrayal of a longed for
ideal, in the figure of a legendary past emperor, the kavi seeks'
to please the auto.crat and his court with an imperial story.
The ideal is magnanimous, impartial except to truth and merit,
accessible and responsive to public opinion, terrible to enemies·
'and scoundrels but gracious and affectionate to all good people,
particularly to the scholars and kavis whq share in his work..
Infinite tact, however, is requisite in seeking to influence a real
autocrat in the direction of the ideal,. and the cultivation ofsuch
subtlety had no little influence on the technique of kiiV)'a, on
the development of figurative language, double meanings and
the power of poetic implication.

644. It is difficult to decide whether the poetPaI,lini
was the same person as the grammarian, The later Indian
critics seem convinced .that he was (e.g. Rajasekhara: verse
attributed to hinl by ]alhal).a, Silktimuktiivali IV.45; PaI).ini
through Rudra's favour created first the grammar and after­
wards the kiiv..ya Jiimbavatijaya). Anobvious objection would be
that the poet infringes the rules laid down by the grammarian
in the few extant verses attributed to him. In the earliest
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period of kiivya, however, poetic lic.ence could tolerate such
deviations from the grammatical norm, so that the argument is
not conclusive. It was only many centuries later that the kavis
found an additional scope for virtuosity in complete submission
to the letter of pal).ini's 4,000 odd rules of grammar. There are
chronological difficulties in placing a work as advanced in
kavya techniques as the ]iimbavatija)'a, 'The Winning of Jamba­
vati,' in the - 4, though in the present state of our knowledge

.the date cannot be definitely excluded. It appears that in this
epic the vaktra metre of the Riimaya1]a was dethroned from its
position of being almost the exclusive narrative metre (as in the
Riimtiya1J.a) and the upajtiti ([585] one of the new fixed metres,
used in the Ramfiya1;la occasionally to close a canto) was used
alongside it as narrative metre for entire cantos. For his skill
in upajiiti Pal)ini obtained a permanent place in the traditions
handed down by the Indi~n critics (K~emendra: Suv!ttatilaka
III.30): apart from their quotations (rather more than 20
verses), his kiivya appears to have been one of the many ancient
masterpieces which perished when the main libraries of India.
were burned by the Turks. From Pa1).ini, then, we should
probably date the practice, standard afterwards in kiivya, of
varying the narrative metres of the several cantos of an epic.
We may regard this as a further step in the assimilation in tech­
nique of epic poetry to lyric, which we have noted already as· an
essential feature of the rise ofkiivya.

645. The title Piitiilavijay,a, 'Conquest of the Underworld,'
is sometimes given as that of an epic by Pal).ini (see Namisadhu
p. 12). As the story may well be the same,. it is probable that
this was the same epic, which, like several others, had alternative
titles. The ]ambavati story is well known from other sources
(e.g. Vi,S'~u Purii1Ja IV.13 ) : KnI,la invades the Underworld,
and having defeated its (hear) king, Jambavant, marries his
daughter Jambavati. Some versions do not clearly mention
the 'Underworld', but the bear King lived in a great cavern in
the forest, in which Knl).a disappeared for many days fighting
him, to the despair of his followers. The occasion of theexpedi..
tion was the carrying off of a certain gem,. the syamantaka, by
Jambavant. Some later epics and dramas retell the story. A bear­
king ]ambavant appears in the Riimtiyar;.a among Rama's allies,
and may have been'supposed to he the same Dlythical being.
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646. The verses ascribed to PaI,lini may not all be authen­
tic, but those attested by the greatest weight of evidence show a
style which, though it has the stamp of fully developed kiivya
in its compactness and careful placing of words (compared with
the RamiiyQ1;la), is comparatively simple in construction and
straightforward in vocabulary. The following upajiiti is perhaps
the best attested (e.g. Namisadhu p. 12, who points out an
infringement of the rules of Sanskrit grammar in it):

When half the night has /ery slowly passed
and the dark clouds of the rainy season thunder,.
Not seeing the Moon's orb, as it were her calf,
then the Goddess Night lows like a cow in protest.

The poetic licence here is in the form translated 'not seeing'.
In the original the two words 'night' are-one might say of
·course--different; the vocabulary of English being so much
poorer than that of Sanskrit-even before the coinings of many
centuries of kdVJ'Q had further multiplied it-we could save the
clarity and effect only by the artifiCial expedient of substituting
'Nox' for 'Night' in the last line. Perhaps from the same con­
text is the following upajiiti ascribed to PaJ:lini in the Subha~

~itdvali (1943 ) :

The cloud, having observed with his lightning eyes
the face of a woman going to meet her lover in the night,
Thought: 'Have I poured forth the Moon with the

falling showers?'
and roared with greater'distress.

This is discussed by Ruyyaka (Alat]'lklirasarvasva p. ]08) as an
example of 'condensed expression' samasokti [211], implying a
comparison, without any punning. The Subhiifitavali (1815)
has another upajati ascribed to PaI,lini and related in theme"
hut we have moved from the rains into autumn:

Autumn, taking on her pale clouds (breasts) the
rainbow,

its ligh t broken by his tender .nails,
Increased the heat of the Sun, :
whilst placating the dark~spotted Moon.
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Here the Sun and the Moon are rivals for Autumn's love, though
it is well known that both shine more brightly when autumn
clears the air after the rains. The Moon shines more brightly,
is 'placated', but this also brings out his dark spot, fancied to
be due to his jealousy of the Sun, whose passionate rays (hands,
nails) had left scratches on her clouds. The verse is discussed
by Abhinavagupta (Locana p. 114), Kuntaka (p. 177), Mahi~
man (p. 361) and Ruyyaka (p. 117), again as 'condensed
expression' and as mixed with several other figures: fancy,
simile, pun, 'having rasa' [215], etc. Then there is this varrzsastl2a
ascribed to Pal).ini in a number of anthologies (Subhti$itiivali
1969, Saduktikar1Jiimrta 412, Suktimuktiivali 72.5, etc.), which
might have stood at the end of an upa}iiticanto describing the
moonrise or in a varrzJastha canto describing sunset and moon~
rise: .

The Moon with nsmgpassionseized
the face of Night whose stars were trembling,
As her whole garment of darkness slipped off even in the

East
and in her passion she didn't notice it.

This is yet another 'condensed expression', in this case with
much punning and also 'having rasa' and metaphor, discussed
again by Anandavardhana (p. 109), Kuntaka (p. 175),h1ahi­
man (p. 11) and Ruyyaka (p. 105), as well as the commentator
on Bhamaha (pp. 34~5: Udbhata? -reading moha for raga).
Thus passion rii,ga means also 'redness', stars tarakii means also
'pupils' (of the eye), face mukha means also 'beginning', in the
East puras means 'in front', and so on. Several more verses in
upajiiti and varp1astha ascribed to PaQiniin the anthologies are
on tlae same themes of sunset and the Moon (Subhii$itiivali 1898,
1899, 1904, 1968), so that it seems his epic contained note­
worthy descriptions of these, as well as night, the rains and·
autumn, in the manner approved by some of the critics, such
as DaJ].c;lin [407] and Rudrata [408].

647. Some verses ascribed to PaQini in anthologies are in
much more elaborate fixed metres, including sikhariT;i, fiirdula­
vikrifjita and sragdharii, hardly to be expected in the period of
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the Riimaya'Ja. Thus a SikharilJi (Subhii~itiivali 1765, Silktimukta­
vali 61.18, etc., anonymous in Vidyakara 251) describes the
clouds looking for the Sun in the rains. A sragdhara (Vidyakara
920) describes the M,oon and Night again. A sardiilavikritjita
(Subha~itavali 2037, Siiktimuktiivali 65.10, etc., anonymous in

Vidyakara 451) describes how the beauties of a young woman
confuse the bees. Two gruesomely vivid sragdhariis describe
a cemetery, one with vultures and one with jackals in their ~

own ways gleaning food from the cremations (Vidyakara 1528
and 1529). The Vidyakara verses have all been translated
by IngaHs in his version of the anthology.

648. According to various traditional accounts the gram­
marian PaI,lini lived in the time of the Magadhan emperor
Mahapadma Nanda, consequently in the middle of the-4 (the
main ancient source for these legends was perhaps the Brhat­
kathii; they appear in some of its later paraphrases, Kathasarit­
sagara I.IV.20, etc.; lVlaffJusrimillakalpa LIII.404; Hiuen Tsiang;
Si Tu Xi, translated by Beal, I 141f. ). He was born in NW
India, in Gandhara, and presumably st!1died at the university
in Tak~asiHi, which had long been one of the greatest centres
of learning in India.. He went, or was invited, to the imperial
court at Pataliputra, where he was honoured and settled '(see
also Rajasekhara, Ktil.yamimii'!lsii p. 55). A school ofgrammarians
studied and elaborated his doctrine,. and curious legends and
anecdotes are told about them. One of the earliest, and a fellow

. student of PaI,lini under the Vedic teachers Vaqa and Upa-

var~a, was named Vararuci (see also Parisi#aparvan VIII and I,',.

Mafijulrimiilakalpa LIII. 529-35). He is also called Katyayana. •
649. Vararuci early became a legendary figure in .the I

traditions of kavya (to the above add DaI,l<;lin, Avantisundari, " ,j
180ff., where Pal).ini is not mentioned). The Brhatkathii legend
(Ka'~mira version [675]) makes him an incarnation of one of .
Siva's attendants gaT,las, who brings the great novel to Earth and
passes it on to a pisiica in the Vindhya Forest. His extant gram-
matical work, a Viirttika or 'Supplement' to Pa:l).ini's grammar,
is accepted as authentic. Though he is recorded by ancient
authorities to have composed several kiivyas, the only kiivya as-
cribed to a Vararuci which seems to be extant is certainly by
some much later kavi. This is the satirical monologue Ub~ayii-
bhisiirikii [1101], which mentions philosophical concepts of a
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later period. Patanjali, who wrote the Great Commentary
Mahabhii:r;ya to Pal).ini's grammar, in which he takes up all the
Supplement of Vararuci or Katyayana for further discussion,
mentions a kiivya by Vararuci without giving any details about
it (on Pal)ini IV.3.101). ' The reference at least guarantees
the antiquity of the kavi Vararuci,-we have no such ancient
witness for the kavi Palfini-though it does not prove his identity
with the grammarian. A verse ascribed to Raja~:ekhara (Jal­
haI)a: S ziktimuktiivali 1V,46) names a kiivya by Vararuci as the
Ka1J.thiibhara1j,a, 'Ornament for the Throat': there is a pure con­
jecture that it was a citrakiiV)!a, a display of linguistic virtuosity
(see Krishnamachariar p. 87).

650. A verse in an anthology, ascribed to Vararuci, is in
one manuscript (Vallabhadeva: Suhhii,I'itiivali 1740, MS in Govt.
Or. 1\1s. Library, 11adras) stated to be from his Ciirumati, which
from its title seems to be either a novel or a biography. A
Ciirumati is also quoted in the Spigiiraprakiisa of Bhoja, Chapter
XXVIII (not yet printed: see Krishnamachariar p. 88), but
without mentioning the author. Both verses are simple, but
melodious "through alliteration. There would be no difficulty
in placing them earlier than Patafijali, perhaps reflecting the
beginning of a trend in citrakiivya more fully represented by the
Kar;!lziibhara1J.a. At the same time their alliteration is rather a
poetic figure enhancing the expression than an exercise in citra:
it may reflect Vararuci's taste in verbal music, elsewhere more
elaborately indulged, but it does not exceed the limit of purely
poetic expressiveness. The alliteration can be seen from the
original Sanskrit :

iilohitam iikala)!an kandalam iti kampitmJ1 madhukare1)a /
sa'JlZsmarati pathi sa pathiko dayitangulitar:jana'll lalitam /1

The traveller on his road seeing a reddish kandala flower
shaken by a bee

remembers the playful threatening by his beloved's
finger. (metre iir)'a)

kanakakw)fjalama1j,rtitagalpjayii y'aghanadeJanivesitavi{ltfVii /
amarariijapuro varaka-rryayii tava yaJo vimala1!lparigiyate I!

Your bright fame is celebrated



108 INDIAN KAVYA LITERATURE

before the king of the gods by a beautiful maiden
With a vi1)ii resting in her lap,
her cheeks adorned with golden earrings. (drutavilam­

bita, a fixed metre)

-The second verse, says Bhoja,. was spoken to the hero on a
journey in the cause of love by two fairies (or centaurs- kin­
nara). At present it seems this is all we know of the Ciirumati.

651. About twenty more verses are ascribed to Vararuci
in anthologies. The Subhfi$itlivali in particular has besides the
iir)lfi (1740) discussed above sixtee~ such verses, of which fifteen
are in the simple vaktra metre and stylistically appear early.
.Some of them might have been taken from the Cfirumati, as
incidental verses. Some describe the rains (1719-20, 1733 )':

The ground shines with Indra's herdsmen [556],. as
if filled with drops of blood

Dripping frool the hearts of those abroad, broken by
the arrows of Love. (1719)

Others describe autumn (1804-8):

The Moon's Lady, Night, slender in summer as if with
anger,

As if weeping in the rains,-autumn placates her.
(1807 )

Autumn, by placating the Moon when gloom is within
. him,

Makes the Sunextreme1y hot, as if she were Dawn
with her reddish lustre., (1804)

Another verse describes moonrise (1955). Some of these verses
appear to he variations on some of those ascribed to Pat:lini,.
discussed above. I t seems almost certain that in fact these
simpler verses are the more original ones, those ascribed to
Panini the later variations. In another verse a ladv mocks. ~ .
her unreliable female messenger (sent to her lover):
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What's the use of saying much about this? 0 messen­
ger, to accomplish my affair

Even your own. flesh has been given! -Not to
mention other things. (1434)

A verse ascribed to the 'Varttikakara', implying Vararuci
[649], in which a lover longs to be united with his lady, might
seem to fit these contexts but is in the haruJ/i metre (e.g. Vidya­
kara 777). A verse in the bhuja7}'lgavi.}r7}'lbhita m.etre, which has
twenty-six syllables in each .of its four lines, is surely by the later
Vararuci, author of the Ubhayabhisarikti [1103], which begins
with a verse in this same unusual metre (Subhii,,\'Uiivali 1~ 03).
Another verse ascribed to Vararuci (Siiktimuktiivali 96.10,
Vidyakara 1171 anon.) shows instead alliteration carried much
farther than those first quoted above [650]. It describes a
coc1~ fight with onomatopaeic words suggesting the noise of the
birds. The author of the Ubha..)!iibhisiirikii shows no fondness
for such sound effects.

fi52. It is uncertain whether the Carumaii was a biography
or a novel: the little we know of its content would seem to
suggest the latter. On the other hand there is plenty of evidence
for the cultivation of the biography in the period of the l\1aga­
dhan empire [610]. Kautalya, who finally eliminated the sons
of the usurper N anda and placed Candragupta Maurya on the
throne (- 317), mentions biographies in his Arthasastra (I. 5 ).
Vararuci 'in his grammar mentions biographies (Viirttikas to
IV.2.60 and IV.3.B7). Pataiijali explaining these Supple­
ments names three biographies. (all of women: Viisavadattii,
Sumanottarii and Bhaimarathi) . The VtIsavadaUtI presumably
told the very popular story of the princess who became the
beloved queen of U dayana, shortly before the extinction of the
ancient Paurava Dynasty at KausambI in the Magadhan empire
(- 5). Perhaps it was contemporary with its heroine [424]
and the source for the numerous later kavyas on her story [1162].
The other two heroines are not now well known. As to Caru­
mali, KpI).a had a daughter Ca~umatl by RukmiQI. Or, if she
was a historical character of the - 3, we can suggest Carumati,
daughter of the Emperor Asoka, recorded in very late Varrlsiivali
tradition in Nepal. This tradition is so late and apocryphal
(intended to connect the Kirata kings of Nepal with Asoka and
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diiI if

make the latter establish shrines in the Valley) as to carry very
little weight, moreover to accept it would make the author of
the biography not earlier than the second half of the - 3 (which
is inconsistent with his being the Vararuci associated with the
Nandas in the legends). In spite of the evident popularity of
biography in this period, then, we have no examples extant,
and indeed no examples available for many centuries to come.
This situation should again warn us of our extreme ignorance
concerning trends in kiiv)'a in ancient times, and of the need to
utilise every scrap of information and avoid any generalisation
at all which rests on the mere absence ofany record (for example,
many modern 'historians' regard it as a commonplace that the
ancient Indians had no interest in history or biography, whereas
careful enquiry shows us that they we,re vigorously cultivated).

653. There are traditions about a kavi Subandhu as a mini­
ster of the emperor Bindusara (-293 to - 268) [576]. It appears
that Subandhu was imprisoned and then released, and that he
afterwards 'captivated the heart of Bindusara' (Da1).Q:in: Avanti­
sundari, introductory verse 6) with his drama on the story of
Udayana. There are quotations from this play in the critical
literature, where it is called Viisavadattii Natyadhiira, a nii0'adhiira
being a particular kind of play apparently obsolete before our·
present Niityasostra text was finalised (Abhinavagupta III p.
172) [347J. In connection with - dhiira there are also references
to either viira or nrtlaviira or nrttaciira elsewhere, and, as dh may
easily be misread as v ore by scribes unfamiliar with the term,.
it is likely that all refer to the same dhiira or dltiirii (Bodhayana:
Bhagavadajjukiya, prologue; Saradatanaya p. 241). It appears
the dhiira was a full length naf,aka, in as many as ten acts, but its
special characteristics are not clear. It is also recorded (Sara­
datanaya pp. 238ff.) that there was a dramatic theorist named
Subandhu, who is supposed to be the same as this kavi, that
he had an idiosyncratic theory of five kinds of nil/aka, called
purIJa, prasanta, bhiisvara, lalita and samagra, and that the nrttaviira
play was in fact an example of the last variety [165].

654. From the title we see that the subject of the play was
the favourite st.ory of Udayana and Vasavadatta. The critics
who quote from this Vasaz1adattii do not enlighten us on its nature,
except to tell us that it contained an incidental dramatic device
which they call nii!.J!{'i,yita [174J. According to Abhinavagupta

i

!
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this is when a piece of 'unreal' drama is inserted in another
drama, like a dream intervening in real life. Thus the charac~

ters on the stage appear in the role of audience to a play within
a play. Amongst the examples of this,. Subandhu's play shows
Udayana on the stage as a spectator of a play about Vasava~

datta. When the producer (of the play within the play) recites
to his audience (Udayana) by way of introduction a verse
praising his (Udayana's ) good deeds, Udayana intervenes:
'Where are my good deeds ?' and weeps, calling on his mother
and his ministers to fetch the princess (i.e. Vasavadatta).
-From this we see incidentally that the main play is about the
later episode in the Vasavadatta story,. in which for a time
U dayana is made to believe 5he is dead [964J: the inserted play
was presumably about the earlier episode of Udayana's elope~

ment with her.-At this point, according to Abhinavagupta,
there is another interruption, by Bindusara. This is difficult
to understand without the full text. Either Bindusara in the
audience, presiding over the initial performance (as sabhiipati,
'president of the hall', a role taken by the highest~rankingperson
in the audience in the ancient Indian theatre), was supposed to
be so moved at this point as to cry out: 'Fortunate' is she who
is thus lamented by her lover! [sighs]',. or Subandhu makes
Bindusara appear as a character on- the stage, during the pro­
logue. As Abhinavagupta cites the example for the additional
complexity of a play within a play within a play, 'like a dream
within a dream, the latter is probably the correct interpretation.

65S. Thus the real audience, and originally the real
Bindusara, see the prologue, in which probably the character
Bindusara asks the producer to perform a play about Udayana.
Udayana then appears, in despair at the loss of Vasavadatta.
He in turn perhaps (this is not made clear to us) asks to see a
play about VasavadatHi (he may be supposed to see the pro~

ducer when he enters, and to ask for this consolation, unless we
assume he calls· in his own producer afterwards) I whereupon
the incidents given by Abhinavagupta occur.

656. If the play which Ahhinavagupta had (c. +1000)
was authentic, and there is no reason to assume it was not
(Vamana in the +8 quotes the play also, p. 38, and DaI;lQin in
the +7, in the Avantisundari, mentions its performance before
Bindusara), we see from this that the Indian drama had reached
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a high degree of sophistication by the - 3, with a technique of
prologue akin to, but perhaps not identical with, that later
described by the Niityasiisira, and a theory in some resFects
divergent from that standardised later (Subandhu's types of
niitaka). The fact that the technique and theory of Subandhu
were obsolete by the time of the extant Niit}asiistra would seem
to confirm the great antiquity and probable authenticity of
the Viisavadattii from which Abhinavagupta quotes.

657. Vamana's quotation is of half a siirdnlavikrirjita
quatrain, as an example of 'strength' as a quality of meaning
[243] :

Now this son of Candragupta, this youth whose glory
is like the Moon's,

Has become king, a support for men of intellect;
luckily his efforts are satisfied ...

Vamana says that 'a support for men of intellect' hints at
Subandhu's own (prospective) ministry (under Bindusara).
We may suppose that if this play was performed before the new
king (as we learn from DaI).c;lin) this verse, presumably from the
prologue, was intended to suggest to him that he should offer
a suitable appointment to the author. The use of the siirdu­
lavikricjita metre as early as the-3 is somewhat surprising, since
it is one of the more advanced fixed metres (having 19 syllables
in each line of its quatrain) [584, 587]. It may make the
authenticity of the verse appear questionable unless parallels of
comparable antiquity can be found [647].

658. Coming back to Patafijali, to see what else he has to
tell us about the state of kiiv)'a by his time (- 2), we find that
he adds a little to our knowledge of ancient drama by mention­
ing three more stories which had been dramatised: U rva~i: (on

V.2.95 in the context of 'actor' nata, which is not quite conclusive),
the death of Karpsa and the binding of Bali (on III.1.26).
The actor on the stage raJiga is noted at 1.4.29. Urva~i is the
nymph loved by Puriiravas in the old Vedic story mentioned in
an earlier chapter [510]. Kar:p.sa is the \I\Ticked uncle of Knl).a,.
the usurper and tyrant who tries to murder all his nephews
after imprisoning his brother (or father-Tradition varies)
[526]. The infant Kql)a is saved and brought up secretly in
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the country: on attaining manhood-or rather youth-he
reveals himself,. challenges Ka111sa and kills him. Extant plays
from the +2 onwards have this story (e.g. Bhasa [104-4J). Bali
was the king of the demons, possibly identical with the Vepacitti
of the Pali Canon who at least once was overpowered and bound
by the gods [589]. Later references to Bali make him king of
the demons on the occasion when they were victorious ancl­
as in a Vedic myth [513 J-offered to leave the gods as much of
the universe as Vi~:Q.u could cover in three steps [1074]. Already
according to the Vedic myth Vi~:Q.u on this occasion had taken
the form of a dwarf to deceive the demons. In Tradition after
the three famous steps in which he covered earth, atmosphere and
heaven, confining the demons to the Underworld, it was then
the dwarf (Vamana) ViglU who bound Bali (Viimana PuratJa
adlzya)!as 50-1 and 62-6). It is not certain that this ,,,,as the story
of the play known to Patanjali, but at any rate it concerned the
popular subject of the wars behveen the gods and the demons,
the gods eventually getting the upper hand and the king 'of
the demons being bound. As to the types to which these plays
belonged, all may have been 'religious' plays according to our
description in an earlier chapter: the Karpsa and Bali plays
are both likely to have been 'fights' cjimas, the U rva:~i perhaps a
'rape' ihamrga [1149]. If elaborated into more than four acts,
of course, they would according to the .Natyasiisira be natakas.

659'. The quotations of kiivya type verses by Patanjali
mostly agree in the metres used with the early kiivya metres of
the later parts of the Pali Canon (for these quotations see Kiel­
horn, Indian Antiquary, XIV, 326ff.). That they are in Sanskrit
instead of Pali seems quite secondary to this similarity in style.
Thus we have in pramitiik~arii, with much alliteration:

The Earth is proclaimed through you as married.
(on IV.I.32)

This evidently is a line in praise of a king, lord of the Earth,
with kiivya figurativeness. The prama~likii is simply a special
form of anuf/ubh (with monotonous cadence-rhythm):

Drums, conches and flutes sound severally in the
assembly. (on II.2.34)

A
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660. Two new metres not found in the Pali Canon occur
among these quotations, the vasantatilaka (on 1II.2.26) and the
prahar~i1J.i (on 11.2.34). The following line is evidently the last
of an aparavaktra quatrain (of which we met an example above
in the Jtftaka [583]; it is a fixed metre derived from the 'musical'
metres) :

... slender one !-The cocks are crowing! (on 1.3.48)

The situation implied here is of a clandestine lover realising it
is time to part, because the night will 'soon end, and indirectly
telling his beloved so. \Vhether the verse occurred in a longer
kiivya-an epic or novel for example-we cannot say: it is equally
possible, however, that it was a detached verse in a collection
of sensitive lyrics, a forerunner of the 11aharas,tri anthology of
verses of this type made by Satavahana, to which we were re­
ferred by Anandavardhana in an earlier chapter for examples of
that excellent kind of kiivya in which th.e implied meaning pre­
dominates over the literal meaning and may set it aside entirely.
This ancient verse in fact illustrates precisely such dhvani, carry­
ing implied rather than literal meaning; 'It is time to go !'
(not 'The cocks are crowing!').

661. Here is another (complete) quatrain from Patailjali
'(in vakt:ra); , I

When elders (guru = parents and teachers ) strike,
their hands are llloist with ambrosia, not poison:

faults depend on caresses, good qualities on blows
(on VIII.l.8)

662. Before concluding th.is chapter we should perhaps
note two further obscure figures in the traditions ofkiiv)la.Accord,,;
ing to lUija'~ekhara (Kiityam imii1J1sif p. 55) a king Vasudeva was
one of the famous patrons of the art, in fact the first of a series
of four who are otherwise in chrono logical order (the second is
'Satavahana'). Nothing else seems to have come down to us
about him. In this period he may be identified as Va:sudeva
Kal}.va of Magadha (c. -75 to -66), but the tradition may
equally have stemmed from Vasudeva Ku~a(Ia (probably + 152
to 176). Even IlJore obscure is a king Kuvinda of SClrasena
(ibid. p. 50), mentioned with Si-£unaga [641], who prohibited

harsh conjunctions of sounds in his palace.
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CHAPTER XIV

THE NOVEL c. -100 : GU1'],.\DHYA

663. As the imperial power of 1tlagadha weakened,. the
temporary cultural hegemony of Pataliputra was challenged
successfully by other cities. Though the Magadhi language
lost its prestige, dnd its literature almost vanished (so that we
had to study it above through Pali versions made in tbe reviving
ancient cities of Kau'sambI and/or Ujjayini), the forms of kavy,a
which we have found established in the Empire, and which seem
to have originated from MagadhI lyric poetry, continued to be
cultivated vigorously in a variety of languages in the different
provinces formerly under Magadhan rule. The cultural unifica­
tion of India endured and the free republic of letters flourished
on the ruins of politicalce~tralisation. The imperial ideal)
indeed, lived on in the aspiration of rulers, encouraged-and also
moralised into impracticable perfection--by some of the kavls.
The ideal universal empire, which with its perfect justice would
have left. the kavis in absolute freedom and security, was sincerely
praised by poets, dramatists and novelists who in reality enjoyed
the freedom of choosing a congenial home among a number of
separate and politically independent centre:s of kiivya,. and the
security of being abl.e to change it for another. The gradually
increasing popula~ityof Sanskrit eventually eliminated "the barri­
ers of dialect and consolidated a pan-Indian republic of civili­
sation and culture, in defiance of the spread of monarchical and
leudal institutions in its ever fragmenting political parts.

664. The use of Sanskrit had disadvantages as well as
.advantages, and evidently in any given locality the local v('rna~

cular could reach more people. If Sanskrit made po:ssible
diffusion over all India, and indefinite endurance in time, the
Prakri ts (as eventually the modern languages) made a grea ter
im~ediate impact. ' The traditions embodied in Pali lite-rature
were continued in a very similar, perhaps originally identical,
dialect in the region of the 'Road to the South' from Avanti
(Ujjayini) to the rising city of Prati~thana on the GodavarL
In the '-I, and perhaps as much as a century earlier, this city
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was the capital of the Andhra or ·Satavahana Empire. The
Satavahanas subverted the Southern part of the Magadhan
Empire, most probably at the time of the revolt of Pu~yamitra
SU:~lga (~180), and in - 30 uprooted the last effective ~1aga­
dhan dynasty in a successful invasion of Magadha itself.

665. In Prati~thanawas written that wonderful novel the
Brhatkathii, on which we have touched in discussing the charac­
teristics of the kiiv..ya novel [444~5]. It was apparently the
first great novel produced by a kavi, and probably the greatest
Indian novel. We shall probably be right in stressing its new­
ness, though we have no earlier novels available with which to
contrast it. There are of course plenty of short stories available,
which may be subsumed under the same general form of kauya,.
i.e. kathii. Some of the features of these stories were taken up in
this giant fiction, and some earlier kathiis (such as Vararuci's,
if it was a kathii) are likely to have been of a fair length, with a
succession of episodes. It was, however, very likely the Brhat­
kathii which for the first time boldly appropriated in a prose
fiction the entire scale and scope of the epic : the grand and
leisurely manner, the rich detail, the whole range of aspirations
and emotions and rasas, but with more realism, whilst mingled
among its episodes were more marvels as well. Here then was
a modern Great Epic, to suit an age when commerce and art and
science had replaced heroism; a Great Story of success such as
all men dreamed of, to supersede the RiimQ..yaTJa with its too
high-minded hero and too unworldly idealism.

66,6. The original Paisaci text of the Brhatkatha seems not
to have been preserved, nor have we any other Paisaci literature
now (unless we include Pali as a Paisaci dialect), though pro­
bably literature once flourished in this ancient language.
Thus Ratnasrijfiana in the +10 knows another Paisaci novel,
a Ratnaprabhii (p. 26). The outmoded dialect was no doubt
largely responsible for this neglect and replacement by versions
in other, later, dialects or in Sanskrit. The novel as a form of
art seems also to have lost its popularity during the later middle
ages, when realism, fiction and humanism were submerged in a
flood of idealism, romanticism and faith. The Great Epic and
the RiimiiyaTJa then regained their ascendancy, reinterpreted as
Vai~l).ava scriptures.

667. Our appreciation of GUl}.aQhya's novel therefore
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depends on the study of several paraphrases,. none of them as
faithful as we would wish, in Prakrit, Sanskrit and Tami!.
Among these the Sanskrit Sa1J1graha by Budhasvamin seems most
adequately to preserve the style of the original, despite versi­
fication, but unfortunately, as we have it, it covers not more
than half the original Brhatkathii. The Prakrit abridgement
incorporated into the VasudevahirpJi by Salpghadasa (+ 5 ?
[1448]) is probably the earliest extant version. It would appear
to be more faithful to the original story, in outline and in the
spirit of its episodes, than any other version except Budhasva­
min's, but the narrative is fragmented and forced into a new
frame. It is difficult to use because the names of. the characters
have been changed. It confirms that the SaTJlgraha is true to the
.spirit of the original. The Tamil Perungadai by Kongu-Velir is
again incomplete as known to be preserved,. containing perhaps
()ne~eighth of the narrative.

668. It is clear that, like the Riimii)'G1JG, the Brhatkathii
was subjected to considerable additions over several centuries.
Its popularity and fame as the supreme fiction made it a central,
as it were 'canonical', work round which other successful fictions
collected. Some of these, whether imitations of episodes, which
could fairly easily be lodged in the main text, or even quite
independent narratives, were then actually incorporated 'within
the great classic in some of its recensiom;. Since one of the most
basic forms of presentation of a narrative in ancient Indian
literature is to have one person telling a story to another, as the
Great Epic was recited before kings, the incident of the telling
of a story could always be made to occur as an event \ivithin
another story. Thus in what is often caned the Ka~m'ira recen­
sion, as known to its paraphrasers K ~emendra and Somadeva
:in the +11, besides unoriginal episodes added to the main
narrative but dealing with the original heroes, some other quite
unrelated fictions such as the Paficatantra [1249] had been in~

corporated. The statement of' Somadeva that he 'translated'
the work indicates that these addi tions to the text had been
made in the Paisaci language of the originaL To what extent
the recensions current elsewhere had been similarly interpolated
can hardly be investigated, since practically nothing sccm~ to
be available from them. However,. Bhoja in the + 11, in Avanti
itself, used a recension which resembled that of Kasmira in
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having certain probably unoriginal features. Raghavan has
collected the references (Bhoja's !:>rligiiraprakiifa, 839ff.) : they
include the legend of GUl)ad,hya, perhaps the story of Kali11­
gasena [703] and the story of Karpurika, besides some
presumably original parts of the Brhatkathii such as the
history of Avanti after the death of Pradyota., It is quite
possible that Bhpja's copies" (Raghavan thinks he had a Paisaci
text and a Sanskrit paraphrase) belonged to the same recension
as the Ka"smira Brhatkatha, which in that case would be simply
a Western recension.

669. The date of GUl)ad,hya is uncertain. He is recorded
to have been patronised, reluctantly, by a Satavahana emperor
in Prati~thana, but we do not know which one. On purely
linguistic grounds, as' noted in Chapter I, we would wish to
place a work in the archaic Paisaci dialect at the beginning of
the dynasty and close in time to Pali canonical literature. To­
wards the end of the Satavahana dynasty, in the +2, we see
the rise within the Empire of a new dialect for kai~va, Maharagri,
much later in its phonology thaIl Paisad. The known inscrip­
tions of the dynasty on the other hand are in an archaic dialect
much doser to Paisaci; Pali and the inscriptions of Asoka,
though far from identical with any of these. This was presli­
mably a long standardised language of administration, unchan­
ged since the establishment of the Satavahanas. The date of
their establishment, however, is itself obscure. Working back
from the emperors known from inscriptions to have ruled in the
+2, the available chronologies (The Matsya and Vayu PuriiJ)as
seem the best) would carry us far beyond the conquest of
Magadha in - 30, although Tradition attributes this conquest
to the first Satavahana. Probably this is wrong, it being mis,­
takenly assumed that the dynasties of I\1agadha and Prati~thana

should be placed end to end without overlap. On the other
hand the legend of GUI}.ad,hya himself, which possibly formed
part of the original work, appears to make 'Satavahana' con­
ternporary with Mahapadma Nanda (- 4- ), unless we as~ume

superhuman longevity for the pifiica who leanied the story from
Vararuci and later taught it t6 GUlJ.a<;lhya. The versions of the
length of the Satavahana dynasty conflict, particularly in its
early reigns: the numerals have not always been accurately
preserved, the number of rulers varies and we suspect some
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tampering with the list in attempts to clarify ancient confusions~

A shorter version would place the beginning of the dynasty
c. -lOO~ longer ones c. - 200 or even earlier--the latter implying
that this part of the Magadhan empire was s,ubverted soon
after Asoka's reign. The time of the subversion of the Mauryas
by Pu~yamitra (- 180) seems more likely. One might be
inclined to favour the shortest version, if only on the ground that
dynasties in Tradition seem more liable to elongation than
shortening, but the question will remain open until more archaeo­
logical evidence is collected.

670. GUJ:,laQ-hya'sPaisaci being more archaic than the
administrative language of the dynasty, we may i3.ssume that it
was a literary vernacular ofthe Dak~iI,lapatharegiop., the border
land between Aryan and Dravidian India, before the establish-
'ment of the Satavahanas. The tradition that GU1J.ac;lhya's
patron at first rejected the novel because he did not like the
language possibly reflects this difference of dialects. In any
case it seems we should look for this patron among the earliest
rulers of the dynasty, such as SatakarQi I (c. --,... 139 to - 129 ?).
Not to labour the point further, we may tentatively place
GUlfac;lhya in the - 2, or at the latest in the -1, whiht his legend
appears to place him'as early as the - 4 or at an unspecified
date somewhat later than that.

671. The connection of the Brhatkathii with Pali literature
is much more than linguistic. Its fictitious story is placed in
the - 5 and connected with the history of that century. The
famous Paur.ava Dynasty ·of Tradition .gradually declined in its
new capital at Kaus·ambi, where it was reduced to ruling the
small countries of Vatsa and Cedi. The last king who success­
fully upheld the traditions of his family was Udayana, familiar
in Pali literature, but his weapons were diplomacy and marriage
alliances rather than miIitary power and his successes were purely
defensive. Soon after his reign his kingdom was swallowed up
in the Magadhan Empire. Countering the real rise ofMagadha
with his fiction, GUt;la<;lhya gave Udayana an imaginary son,
Naravahanadatta, endowed with all the virtues of his ancestors '
and rising to universal empire far wider in scope than that of
Magadha.Thus perhaps some legitimist party, wishing for the
restoration of the Pauravas and the extinction of upstart Maga­
dha, imagined a miraculous renewal of the true Indian king-
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.ship. There is no nostalgia in GUl).aQhya, however: he looks
forward, not back, and summons new sciences to aid his hero.
He is interested in reality, in the details of social and economic
life, and particularly in technology. In some of his episodes,
,Such as trading adventures to distant countries in South East
Asia, we meet the same background as in similar Pali stories,.
especially in the }ataka and the Niddesa [702]. In India itself
we find the same terrain, divided into numerous independent
states, as is familiar to us in the Pali stories of the time of the
Buddha.

672. A passage in the SaJTIgraha (XXI.13ff.), which is
probably from the original, tells us that there are five kinds of
story kathii, dealing with virtue dharma, wealth artha, happiness
sukha, Nirvaf.la and health cikitsii. One might make a similar
classification of Pali stories: 'virtue' is here defIned in a very
Buddhistic manner as 'helping beings by one's actions' and could
be abundantly illustrated from the Jataka; 'wealth' is dependent
on winning friends even among those who were previously
-enemies and could also be illustrated from there; 'happiness'
is the thoroughly Buddhistic being contented with little and
.avoiding anger; NirvaI)!a requires no corumen t and 'health',
described as discrimination in food and avoiding crooked
doctors, may call to mind the popular story of Jivaka in the
j3uddhist Canon (Pali Vinaya I 268ff.), a good doctor of genius.
.and humanity who supports the Buddhist monks.

673. Many parallels of theme and incident could be
adduced between the Pali and GUl).adhya, but enough has. been
.said to indicate a common tradition. To clinch the matter
we can point to the common locus of this developing li terary
tradition. The Brhatkathii is set principally in Kausambi and
the state::; of the Ganges valley, whilst GUJja:~hya according to
the Kasmira tradition (Ksemendra, Somadeva) was born in
Prati~thana on the 'Road to the South' and lived there in the
Satavahana capital. Alternatively he was born in Mathudi
(SCirasena) and then lived in Ujjayini, the starting point of the
Road lying on the direct route to Kau~ambi, according to the
.NejNilamiihatm)'a (XXVII. 49, 5'2'). His patron in the latter is
caned 'Madana', not Satavahana, but nevertheless has a Queen
Lilavati, known from other sources as queen of a Satavahana..
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This Nepala legend appears less reliable than those in the para­
phrases of the Brhatkathti itself. The Pali Canon equally records
events in the Ganges states, but the Sthaviravada school of
Buddhists who preserved it had their original centres in Kau­
~ambi and Ujjayini-hence they used a Western language-and
early spread via the Road to the South into South India. Pra­
ti~thana is mentioned in one of their later canonical texts (Sutta­
nipiita 976ff.-v.lOll), which also describes the route from there
via Ujjayini to Kausambi and the Ganges cities. The school
was established in Ceylon in the ~ 3 by monks from Ujjayini
who probably took the Road to the South, although the tradition
is that they miraculously Hew there. Finally Udayana, king
of Vatsa in the time of the Buddha, isa popular figure in Sthavi­
ravada tradition (see especially Dlzammapadatthakathii 1161­
231). The main tradition of Indian story telling, then, which
at this point creates the novel, spread from the Ganges region to
Western India and South to the GodavarI, using the Pali and
PaiS-ad languages, which may have been the vernaculars of
Ujjayini and Prati~thana respectively. According to other
Buddhist schools the Sthaviravada Canon was in PaiSaci, i.e.
Pali is in fact Paisaci [13]: according to the grammarians there
were a number of dialects within 'Paisacf and we may suppose
Pali was one of tl1 em.

674. The Brhatkathii possibly opened with an autobio­
graphical narrative of GU!,lac;1hya, a form of opening sometimes
used by later novelists. The object is to explain how the kavi
came to wri te his story: the source of his inspiration or infor­
mation (usually the latter since the stories are presented as
truth). The available versions of GUlfac:;lhya's autobiography
vary widely and the SaTflgraha and Perungadai lack it altogether.
This last circumstance does not prove that it was a later addition,
since it may originally have stood at the end of the work, lost
in both versions, but it certainly casts doubt on the authenticity
of the autobiography.

675. The available versions agree that GUJ;liic;lhya attri­
buted the original story to Siva (but see below on this being
certainly an interpolation), who entertained his consortParvati
with the adventures of Naravahanadatta, one of the universal
emperors (or of seven such emperors: seven stories including
Naravahanadatta's). The narrative was overheard by an
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attendant, who told it to a maid. When the truth of the eaves­
dropping came out, Siva condemned the attendant to suffer
birth as a human being. We are told either (Nepala version)
that this attendant became GUl).a4hya, charged with publishing
the story on· Earth, or (Kasmira version) that he became
Vararuci Cl) and that his brother, who interceded for him, was
condemned to become GUIJ.ac;lhya. The latter version is made
to account for the use of the Paisaci language, which puzzled
later critics: Vararuci had to be born in Kausambi and in due
course to proceed south into the Vindhya mountains, therelhe
would meet a pisaca (which later at least meant a 'goblin' or
'fairy' as well as a speaker of Paisad), would remembe.T the
narrative and tell it to him (Vararuci would then be freed from
the curse). GUQ.ii<;lhya must then learn the narrative from the
pisiica in the Vindhya and write it down. In the event, we
are told, he had to retain it in Paisaci because, as a result of
losing a wager, he was bound to abstain from using 'Sanskrit,
Prakrit and the deja (local dialect) language': he had in "fact
learned the language of the pisiicas in order to regain the po,:\,er
of speech. This versi9n at least looks like a later anecdote:
that the novel should have been written in a 'fairy' or 'goblin"
language :ieems absurd, but when Paisaci was obsolete, and the
inhabitants of Prati~thana spoke Mahara~tri and eventually
Marhatta (early Marathi, the deja language), someone may
thus have accounted for the peculiarity;

676. On account of our doubts about this supposed
autobiography we~ need not dwell on it further. We must,
however, note that the connection with Siva at least seems
apocryphal: as Lac6te points out (Essai, 213f.), where the
Kasmira paraphrases have Siva, the Safllgraha in corresponding
places has Kuvera, the God of Wealth. This is very appropriate
for a 'bourgeois' epic, the very name ofwhose hero means 'Given
by Kuvera', and we must reject the Kasmira tradition here
as an adaptation by a Saiva writer. At the same time it must
be no-ted that a Saiva version was known already toBa:r;ui in the
+ 7 (Har,lacarita, introductory verse 18: Parvatl enjoys the novel
as in this legend of, GUJ)3.Qhya) .

677. ·The text continued, or more probably opened, with
the history ofAvanti from the death 0f kingPradyota (c.- 480 :
one of Udayana's fathers-in-law-the father of Vasavadatta).
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This leads from history into" fiction when one of Pradyota's
successors is abducted by a 'wizard' vidyfidhara. The emperor
of the wizards, Naravahanadatta, intervenes to give judgment
in the case and to release the king. Naravahanadatta then
rdates the story of how he became emperor. This introductory
narrative may well be the original beginning of the whole novel:
it accounts sufficiently for the story becoming known on Earth
if the king of Avanti be supposed to have handed it down so that
eventually GUJ;l;l<;lhya learned it, and we recall once more the
affinity of the languages, Avanti with Pali-Paisaci. The main
story being thus introduced,. it is narrated in the first person
by Naravahanadatta.

678. The son of King Udayana of Vatsa, Naravahana­
datta ('Given by Kuvera') was brought up with four sons of
hereditary ministers, of his own age.. Their youthful characters
and exploits are brilliantly described, and their wild adventures
bring them by chance into contact with an unfortunate wizard.
They are able to help him,. and in consequence Naravahanadatta
gains a superhuman friend and wili ultimately be able to learn
the 'sciences' vid)'QS of the wizards, giving him superhuman
povyers. Having thus intervened in the affairs of the wizards
Naravahanadatta becomes gradually more involved. The
decisive event is that he crosses in love a powerful wizard prince,
Manasavega, marrying a (human) heroine, Madanamaikuka,.
fJorn' a geisha,' desired by both of them. Manasavega then
abducts Madanamaiicuka. The wizard's sister Vegavati, how­
ever, sympathises with the abducted girl and takes a message
from her, then assumes her form and is 'found'. Naravahana­
datta at once wins the love ofVegavati and consequently her aid
against her brother, after discovering who she really is. Before
he can develop a plan to recover his wife,. Naravahanadatta is
himself carried off by Manasav"ega. Vegavati intervenes as
her brother flies off with his victim, and Naravahanadatta is
dropp~d as they fight. Through Vegavati's 'science' he floats
down to earth unharmed, and lands in a forest not far from the
city of Campi on the "lower Ganges.

679. The son of the amorous Udayana surpassed even his
father in the conquests of love: it is love which is the aim of
all his efforts, politics and war being purely incidental. Though
his object is to recover Madanamaiicuka, Naravahanadatta is
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easily distracted from this preoccupation by his encounters with
a series of beautiful girls who fall in love with him, human or
divine or mixed. From his arrival in Campa a series of inci­
dental adventures begins as he faces these distractions, though
from time to time he remembers Madanamaiicuka, his greatest
love, and renews his efforts to get home and to organise an attempt
to recover her. At the same time his incidental affairs are
really necessary to his ultimate success, for he marries all his
mistresses and the.reby (like his father) gains powerful allies,
some of them among superhuman beings (such as the Siddhas
or Genii), and especially vidyiidhari wives endowed with the
'sciences' and bringing him allies in the realms of the wizards
themselves. Altogether he acquires twenty six wives, the queens
who eventually adorn his cloud-borne court.

680. Naravahanadatta's handsome appearance, charm of
·character and manifold skills win him friends as well a,<;; mis~

tresses everywhere, and usually the protection of kings. As
far as possible he maintains his incognito on his long wanderings,
posing as a wandering brahman. Of course Vegavati has no
difficulty-with her sciences of flight and invisibility-in dis­
'Covering his residence in Campa; but finding him already in
love with Gandharvadatti'i, a beautiful semi-divine girl but the
adopted daughter of a merchant, whom in due course he wins
in a lute vi1Jii contest, she retires hurt, and for a time leaves him
to his fate. In the music competition we are incidentally remind­
ed of Naravahanadatta's ancestry and the partly divine origin
of the Paurava, or rather Pa·J.l9ava, dynasty. The sons of
Pa1).Qu were supposed in reality to have been the sons of gods,
and Arjuna, through whose grandson Parik~it the dyna.sty
continued, was the son of Indra. He learned from his father
to tune his vi1Jii to the gagriima gamut used only by the gods,
and this knowledge was handed down to his descendants. The
object of the contest in Campa is simply to accompany Gandh­
arvadatta successfully in her singing, but as she is of semi­
divine origin she uses the gagriima gamut and baffles all but
Naravahanadatta. The explanation of the girl's origin 1,)rings in
as a subsidiary narrative the extraordinary story of the travels
of her adoptive father Sanudasa.

681. After his marriage with Gandharvadatta, Nara­
vahanadatta lives for some time in great luxury, but then falls in
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love with an outcaste ca1J4ala girl. She turns out to be Ajinavati,
a Siddha girl, in disguise, and these Siddhas, inhabitants of a
mythical Eastern region, are enemies· of the wizards of the
Southern Wizard kingdom (in the Himalaya) where Manasavega
lives. The wizard king, Gaurimul).Q.a, has schemes afoot against
Naravahanadatta, but the latter is protected by the Siddhas
into whose alliance he enters by marrying Ajinavati. He is
then conveyed by air to her mountain home. A brother of
Gaurimul).l;la suddenly appears and abducts Ajinavati from a
park: the Siddhas fly off to fight and Naravahanadatta is left
alone. He wanders through the mountains, seeking his \"lay
back to the world of men.

682. Meanwhile his boyhood friends, the ministers' sons,
lead an expedition towards Campa to find him. This is broken
up by an attack of barbarian tribes from the Vindhya moun­
tains and the friends are scattered. As he leaves the mountains
Naravahanadattameets one of them by chance, and together
they reach VaralJ.asi (Banaras), There Naravahanadatta finds
himself two more wives, one of them a merchant's daughter and
the other Bhagirathayasas, the daughter of Brahmadatta, the
king of the Kasi Kingdom of which Varal).asi is the capital.

683. This is as far as the Saligraha takes us, and a suffi­
cient indication of the way in which the story develops, skilfully
combining amorous adventures with the furthering of the main
plot of the struggle with Manasavega. Among the incidents
which foBm-v we may mention that Naraviihanadatta is again
abducted, but this time by a vidyiidhari lady, LaHtalocana, ,,,,,ho
has fallen in love with him and is determined to make him her
own. She takes him by air to the I\1:alaya mountains in South
India and has no difficulty in marrying him,. but she is not ahle
to monopolise his affections, He leaves her for a time on the
mountains but somehow returns with her to Kausambi (the
details here seem to be lost).

684. From time to time Naravahanadatta reco~ers suffi­
ciently from his series of infatuations to think again of Madana­
mancuka. Yet he makes little effort for a long time: he knows
her whereabouts from Vegavati but apparently has no idea how
to rescue her, Eventually a viqyiidhari, Prabhiivati, from com­
passion for her carries him off [l'om his other wives and takes.
him secretly to Manasavega's palace, though quietly marrying
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him herself on the way. Disguised as Prabhavati, he is then
.able to visit ~1adanamaficuka by stealth in her prison in the
palace, but he is in the end caught and fettered. }~ortunately

his enemy is obliged to submit his complaints against Nara­
vahanadatta to due legal process in a vid.yiidhara court. Narava­
hanadatta of course defends his action of visiting his own \\,iife,
and succeeds in establishing his right to a fair and equal legal
.contest with his fetters removed. After this Prabhavati uses her

. superhuman science to bamboozle the court and rescue him..
685. .Having at length regained Kausambi, our hero at

last makes serious preparations for a military invasion of the
realms of the wizards to settle accounts with his enemies. With
.his by now numerous allies, especially the superhuman ones,
i'ncluding some of the wizards themselves, open warfare and
'even an attack on regions inaccessible to ordinary human
beings seem practicable .. The Southern Wizard kingdom, ruled
by Gaurimu1J.<;la, is located between the Himalaya and Mount
.Kailasa (the summit of the latter being the abode of Siva, in the
Kasmira recension, but also traditionally of Kuvera, who pre­
.8umably was mentioned here in the original text of GUI;laghya)
-a region which it was believed no mortal could cnter, owing
to the barrier of mountains and snow and the interdiction of the
gods who lived there. We may note here that there is also a
Northern vidyadhara kingdom between KaiUisa and ~1eru (the
North Pole, also believed to be a high mountain). The two
Wizard kingdoms were in GaurirnUl;1c.\a's time completely isola­
ted from one another hy Siva's (or rather Kuvera's) presence
-on Kaila.sa, which would not brook overflights even byvi4"ii­
.dharas.

686. Naravahanadatta's first invasion is unsuccessful,
his troops being seattered· by the powers of the wizards. After
seeking divine aid he then finds time to marry Sulocana, daugh­
ter of t~e first wizard he had met and helped. In a second
·invasion of the Southern Wizard kingdom, more carefully plan­
ned, he kills both GaurimuI,:u;la and Manasavega in battle.
.Having married five more wizard maidens, who had been secretly
pining for him, and taken possession of GaurimuI)!<;la's kingdom,
as well as freeing Madanamaiicuka, his aim \vould seem to be
.accomplished, but Naravahanadatta has yet to fulfil his destiny
-of becoming a universal emperor. To do this he must subjugate



the Northern Wizard kingdom by some means, but the final
attainment of the imperial power depends primarily on proving
J;1~s predestjned claim by obtaining the seven imperial emblems
('gems') which only a universal emperor can possess. The
11r8t of these he obtains from a place in the Southern kingdom,
to v,,thich only a predestined emperor can climb, the rest from a
.cave in the Malaya Mountains in South India, .where they are
guarded hy the sage Vamadeva (they have been preserved in
these places since the time of the last universal emperor). He
learns how to pass Kailasa, through a tunnel under it which is
strictly guarded, especially by Parvati (Kasmira versicn; origi­
nally Kuvera's consort Bhuiljati or Buddhi ?): but may be
traversed by one possessing the seven gems and by his wives
and messengers. In dl,lc course he sallies forth to encounter
Mandaradeva, king of the Northern Wizards, overpowers him
and marries his sister and her four best friends.

687. Naravahanadatta, who has thus tasted victcry in
war and is inclined, contrary to his former way of life) to further
martial exploits, is dissuaded from the only possible military
conquest which seems still to remain: lv1eIu, the hcme of the
·ancient Vedic gods. The North Pole, it appears, is ever beyond
the reach ofeven a universal ruler of this worla and sacred to the
true gods of the other world. Naravahanadatta is told the
northward march had been attc:mpted by J3.~abba, a FrEvicus
universal emperor, but that the latter had met his death at the
hands of Indra, king of the gods.

688. Tpe story then concludes with the imperial com:ecra~
tion of Naraviihanadatta, blessed by Siva and Parvati (or o:rjgi~
nally Kuvera), and universal rejoicing.

689. .This great novel set a standard aimed at by almost
all subsequent kal~ya fiction. Though their views of life vary,
and consequently the subjects of their interest, later novelists
such as Bat:la, Dat:l1in and Dhanapala seem to have taken
GUI,lac;1.hya as their model. Like him they blend realistic narra~
tive and character study, in varying proportions, with incursions
into a fan~iful semi-divine world on the periphery of the ordinary
human world,. which enlarges the aspirations of their heroes,
or rather materialises their dreams: there their true qualities
are automatically .given recognition, they can :find means to
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rectify the evils of human society and the calamities of worldly
existence,and ofcourse they find partners of superhuman beauty
and charm of character. Only the nidarsanas (and presumably
matalliktis) among the kathti forms exclude the superhuman
altogether and develop purely the realistic side of the art of
fiction, as do the comedies and satirical monologues. On the
other hand the type of play called 'fiction' prakara1J.a sometimes
admits wizards and the like in an incidental and subordinate
role, although its main action is always strictly of the human
world [1000].

690. Whilst recognising the important place of the super­
human in GUJ;laQhya's novel, and the fact that the objective
of the story belongs to this superworld, the main impression
left by reading the most faithful version (the Sa1Jlgraha, which
of course confines us to the firs t half) is of realism. This realism
appears in the characterisation, in the somewhat technical
outlook (an interest in the possibilities of science and technology)
and in the scenes of worldly deceit, robbery and intrigue, such
as the youthful dissipation and ruin of Sanudasa (XVIII. 4­
I 77) . I t is possible to regard the story of wizards, with its.
marvellous adbhuta rasa (noted by Da1]Qin: Kiivyalak~a1J.a 1. 38),
as a popularising framework for the serious business of the nove­
list. Such a distinction between frame and content, however,.
overlooks an important link between them. It is surely GUl).a­

<;Ihya's interest in technology and the wonders of science, for
example in the possibility of flying machines, a prominent theme
in his novel, which has led him from the world of the probable
into a possible and even fantastic world of a kind which may be
paralleled in more recent exercises in 'science fiction'. The
possibility of flight is transformed into the most important of the
'sciences' of the wizards; those who possess it are located in an
inaccessible part of the earth, from which they can irrupt by
air into the world ofmen and-if not divided amongst themselves
and without human allies-at times exercise empire over man­
kind. It should not be overlooked that there are a number of
scenes where men, especially artisans, discuss the supposed
actual technicalities of construction of flying machines and
sometimes succeed in building them: it seems likely enough that
GUl).a<;lhya believed they were technically feasible without
benefit of 'magic'. The modern reader, however, may prefer
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the more probable adventures of the young hero and his friends
and be more interested in such scenes as those describing the
life of a wealthy private c.itizen nagaraka and his circle go,l!hi,
here as perhaps nowhere else recorded '",,,ith vivid and convincing
detail.

6,91. To convey an impression of the probable manner of
GUI).ac;1.hya wc may translate some extracts from the SaJpgraha.

First from the youthful adventures of Naravahanadatta ,..rith
his friends (X.lff., after they have saved the wizard Amitagati;
Naravahanadatta as usual is narrating the story in the first
person) :

Then I ate some excellent food produced there by
Rumal)Lvant, who had organised the excursion )'iitra,
and set out to continue the excursion. I mounted a
comfortable chariot yoked with the best oxen, like the
Sea God mounting a celestial palace yoked with 1100n­
white geese. Gomukha took the sunshade which was
like the orb of the full Moon, Marubhutika the fly
whisk with its handle of polished gold. Tapantaka,
stationed at the front of the chariot, took the reins;.
Harisikha was at my side with a ready strung bow
in his hand. The remainder of our army, having
eaten succulent food, bathed and drunk, went slowly
along on all sides of the chariot.

Whilst all this was happening, Marubhutika, moving
the fly whisk slightly,. saw Harisikha and said to him:
'The Prince through engaging in the evil sport of hunt~
ing has saved the life of a living being and acquired
great virtue!' The other replied: 'What is marvellous
in that ? You have spoken like this because you
have not attended on good people and think that the
exertion and exercise are the main thing. As between
land, a friend and gold, it is a friend who surpasses
the other two, because through his support one can
obtain those. Therefore he has acquired a friend.'

(10) While those two were thus conversing I said to
Gomukha: 'Tell me which is the most important as
between virtue and other things.' He replied: 'Since
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virtue, friends and v,realth are employed for the sake of
pleasure, pleasure is the most important. Pleasure, in
essence, is desire and happiness. Thus when you, l11.y

master,. saw a footprint on the sandbank, first you had
a desire to see who made it there. As, 0 Prince,
you saw him and thus attained happiness, it was not
a friend, nor virtue, nor wealth, which was gained,
but pleasure. Now there is another and great pleasure
which has not come within your experience! You
are a wooden doll excluded from the company of
those who enjoy all pleasures! Those who know the
science of pleasure have pointed out four kinds of
men: superior, intermediate, inferior and the fourth
kind are nothing at all. Among these I, Gomukha, an:l

superior .. You, Prince, are intermediate. I will mention
the inferior later, but you others are nothing at all l'

Angry, lvlarubhiitika then derided him: 'Ah! You
have become a nfigaraka (i.e. educated, well bred, cul­
tured [27], here spoken sarcastically of course) among­
us followers! Aren't vou a young ox? Trulv vou are

J .' J .J

Bull Face (Gomukha) 1 Who indeed with a human
face would utter this filth, that among these Gomukha
is superior, the Prince intermediate? Who would
describe himself in this manner as surpassing his
master?' (20) Gomukha replied: 'You are invincibly
stupid, you comprehend nothing at all) for it is not just
by being the master that one is a superior exponent of
pleasure! He who is loved and loves is the most
excellent, like me. He who is loved but is not in love
himself is intermediate, like the Prince. He who loves
a woman who does not love him is considered inferior.

Those who are neither loved nor loving are said
to be nothing at all. Know this as the definition of
those who are lovers, but you who lack these charac­
teristics are nothing at all .!'

-

This discussion leads to Gomukha revealing his hithel'to secret
visits to the geishas' quarter of Kau<sambi and his discovery
that Madanamai'icuka loves N aravahanadatta.
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692. In Campa Naravahanadatta goes with a party of
sixty four nagarakas to the magnificent house of the wealthy
merchant~bankerSanudasa, where the vf1]ii contest :is to be held.
The party constitute a 'circle' gO$!hi and this c·pisodc illustrates
the activities of such a group [28] (Sa1]lgraha XVII):

(60) Then in the first courtyard I saw sixty four seats
which had been arranged, covered with large woollen
blankets (another \vas brought afterwards because Na­
ravahanadatta made sixty five) ... (68) Then a hundred
and thirty geishas went out from the house, like demon
girls from the great demon city. One of t11em, 'who
had taken a beautiful vase, slanted the ,,,rater for each
(guest), one washed the feet of each. (When their
fcet \vere washed the guests entered the house) ... (79)
Then I entered a spacious hall ,vith paving clear as
the water of the (dark) Yarnuna when unrippled and
stone columns blazing with gems. That hall, with the
lliigarakas having ornaments of varied brilliance, shone
like the plain at the foot of :!'dount Meru with its
flowering wish-yielding trees. Then a chamberlain
came out, pushing away the screening curtain as a
wild goose pushes aside a circle of lotus leaves. He
spoke to the nlultitude of niigarakas with a decorous
bow: 'The he,'ithin (merchant-banker, president of the
guild of merchants, Sanudasa) informs you: "Welcome
to the devotees of good qualities! (This may also be
interpreted 'to the amateurs of the strings of the vi{ld':

they will compete to see who can accompany his
daughter's singing.) This house is purified by you
noble people full of worth, as if with golden pi tchers
of Ganges water. If everyone has arrived and the
fatigue of the way has gone, then let Gandharvadatta
(his daughter and the prize) be given your instruc­
tions.", They looked at each other with faces seeming
just roused fronl sleep. Ashamed, they gazed in all
directions into space, their answers absent. (The fact
is they have tried before, at previous contests, and
failed to play in tune with her. Only Naravahana­
datta speaks up: let her come if she is ready.)
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(99) Then the maiden, surrounded by chamberlains,
pushed away the curtain (javanikii-at the rear of the
stage of alfl Indian theatre: this hall was evidently
arranged so that dramatiC and other performances
co·uld be given in 'it), and our queen, Gandharvadatta,
came out, overpowering the brilliance of the hall.
How can I describe ·her beauty? 'Briefly, let me say
that surely now the companies 01 nymphs have retired
from the world as nuns. She seated herself on a
square dais made of stone set with rubies, which had
been prepared in the middle of the hall, like the digit
of the Moan on a cloud at twilight. The nagarakas
closed up because of her overpowering brilliance, like
beds of white lotuses because df that of the new digit of
the Moon. She humiliated the go~thi, which was empti~
ed of understanding and s,peech, possessing only its
visible appearance like the rows of columns of the hall.

(104) Then:a chamberlain raised his right ,hand and
'~aid: 'Hear the words of the.sre/thin: "0 ibest of
nfigarakas! ,Here is Gandharvadatta waiting, and ,here
is a vf.'1)ii which has been tuned. Whoever is able to
play-why ,does he hesitate to approach?'" (Even-

. tually the best player of the circle tries, but fails
because Gandharvadatta sings in the divine gagriima
gamut. Naravahanadatta notes this and offers to try,
though his host Dattakafeels ashamed that he should,
believing him a mere beginner and sure that 'hewill
fail ignominiously... )

(129) ,However, I left my seat, while Dattaka looked
:aside, and took the seat I was given beside ,Gand­
harvadatta. Then I looked at the vi{lii the chamberlain
brought and said: 'Bring me another, sir. A person
like ,me cannot play on this! I ts body seems to be
full of .cobwebs, so that the gamut of open chords
has 'gone dull.' The niiga'Takas seeing me acting thus
cast their glances elsewhere, .showing the tips of their
te,eth ,as they smiled, and said: 'This brahman ,must
be honoured with·the top "pennant for shamelessness!'
(Naravahanadatta rejects a second vi'~ii which has a
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hair spoiling the strings and finally accepts a third
brought to him by Sanudasa himself. Then he sits
on the stool covered with a new cloth:) (146) When
the strings were touched only slightly with the tips of
the fingers, they gave out dhaivata, etc. (the notes of
the gamut), by thenlselves in the proper order.

He accompanies the girl's singing of the divine song perfectly,
whereupon the chamberlain asks the assembly to say whether
he has accompanied her or not. They all raise their hands and
declare loudly that he has fairly won the girL The chamber­
lain then draws the curtain and shows the lliigarakas out. Nara­
vahanadattais married to Gandharvadatta and discovers that
transmigration sal]'lSiira is a much better fortune than nirvii~za

(181) .

693. The theme of flight is first introduced before Nara­
vahanadatta's birth, but appropriately when Vasavadatta is
pregnant with him (Sarp,graha V). In ancient India the feelings
and dreams of a pregnant woman were usually supposed to be
reliable indications of the kind of offspring about to be born,
moreover they must be carefullyhumoured to ensure a good start
to the new life. In the present case, Vasavadatta is filled with
a longing to see the whole Earth from a celestial chariot flying
in the sky (190) . Vasantaka, the court jester, suggests a
halnmock, but Udayana's other ministers take the matter more
seriously and Yaugandharayal,la has the problem referred to the
artisans silpins. The latter are much afraid when ordered to
construct a Bying (,space'-akaia) machine (196), expecting
punishment because they are unable to obey. After a long
consultation they report (1gB): '\lVe know four kinds of machine,
namely water, stone and earth machines and those made of
assemblages of parts. I t is said that the Greeks know space
machines,. but we have not seen them ourselves.'

694. Ancient Indian technology being an almost totally
neglected subject at present, the nature of the four types of
machine is for us a matter of conjecture (see Lacote's notes,
Brhatkathiislokasa1]zgraha p. 462), though future research will
probably darify the matter. 1\1eanwhilewe luay suggest
that a 'water' jala machine is a waterwheel, if not a ship; a
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'stone' asman machine a catapult in which the fall of a heavy
stone impels a missile, or else a drill for boring through stone;
an 'earth' (or 'dust') pa.l17.su machine could be a vehicle run­
ning on the earth, or even a mill; a machine made of an assem­
blage of parts kii1J4arasikrla may be a more complex machine
combining various principles.

695. The general Ruma:t;lvant then has the artisans beaten
to extract from them the secret of space machines, which he
suspects they are concealing (273ff.). An unknown visitor
intervenes and saves them by undertaking to make such a
machine if given the necessary apparatus. First he enquires
the number of passengers, since kings sometimes overload space
machines with disastrous results. Then he constructs one

. having the aspect of GaruQa (the great bird 011 whom Vig:1.U
rides [1440]) and invites the 'Vi~:t;lu' of kings to mount it.
Udayana does so with Vasavadatta and the whole court. They
fiy over Kausambi, circumnavigate the Earth and then visit
Ujjayini, where they find King Pradyota of Avanti on an ex­
cursion for some festival, which they stop to see. Udayana
drops an arrow with greetings inscribed on it.

696. On returning, Udayana honours the unknown
artisan, discovering that 'he' is really a female sprite guhyakii
who had been cursed by Kuvera, whose servants the sprites
are (300). The science of flight is therefore the secret of the
superhuman beings of the Hinl~Uaya rather than of the Greeks
arid we are not far from the ·world of the Wizards. This sprite
had been born as the female elephant Bhadravati,. who carried
Udayana when he escaped from Ujjayini with Vasavadatta.
She had died on the vvay to Kausambi, but seeing Udayana's
affliction at her loss she has remained near him. Now she
predicts that his son will become king of the Wizards (32.3).

697. Introducing Ruma:t;lvant's idea of the secretiveness
of artisans, a brahman tells a story of an artisan Visvila from
Saura~tra, who knew how to make Hying nlachines and used a
Inechanical cock to fly home each night whilst away building a
temple for King Brahmadatta of Kasi (248). Visvila keeps
his secret, lest space machines become as comnlonplace and
despised as beds (251-2), and later abandons his family rather
than reveal it to King Mahasena (Pradyota).

698. It may be noted that the Vasudevalzi{uji [1451]
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gives (pp. 62 f.) some more dctails about mach.ines going in
space, probably derived from the Brhatkathii. Tl'lerc are machi­
nes of different shapes and they have slrings tantis and a pin
k ilikii (or axle) which somehow supports them in the sky (on
the principle of a top or gyroscope?). Unfortunately the
episode of the Brhatkatha in which Naravahanadatta himself
acquired the science of flight does not seem to have been pre­
served in any of the versions we have. It may be appropriate
to remark here that the idea of the knmvledge acquired by a
universal emperor cakravartill, such as N aravahanadatta in this
navel, derives ham the same tradition as the Buddhist concep­
tion of the equivalence of an emperor and a buddha. In Bud­
dhist legend the bodhisattva has the choice of becoming a universal
emperor or a buddha. Here (Sa/!lgraha XXVII.85) a universal
emperor is 'pure', has endless luerit and is omniscient sarvaj11a,
seeing things as they really are with a 'divine' eye just likc a
buddha.

699. Sanudasa's lirst sea voyage from Tanlralipti, in the
hope of making his fortune, begins smoothly but leads to sudden
disaster:

(XVIIL253) Was it 110t a celestial chariot, which
with the speed of mind went a hundred leagues in the
twinkling of an eye? Then a \vhale emerged from
the water and struck the ship: which burst into planks,
its joints shattered. Remembering the song: 'In whose
hair the clouds ... [and whose essence is \Ivater] ... ',
through fate I supported myself on a plank and
reached the shore of the ocean.

The song Sanudasa rCll"lcmbers \'1hcn in danger of drowning is
[roIn the Great Epic, Bhi~ma's hymn to Knil,1a (Vi ~I).u) (XII.
47.41 ) . He is at length rescued, hut wrecked again in South
India, regaining Tamralipti only after many turns of lorlune.

700. Having had little success, he is ready to venture
agam on any enterprise which offers a chance of fabulous
profits:

(XVII1.428) Once I saw a merchant named Accra



The merchants are afraid, but lured by their greed. for gold
they carry out the instructions. One falls, when his stave breaks,
and is killed, but the rest reach the top. The next day they
reach a river, in which rocks are seen in the shapes of animals.
This river is said to turn everything it touches to stone (441).
They nmst cross it by means of bamboos~ namely by the Bamboo
Way vet;lupatha (446), described as seizing bamboos growing
on the far side of the river as the wind bends them down within
reach, then sliding over on them when the wind relents. Again
one man falls when his bamboo breaks, and is petrified in the
river.

701. Next (450) they come to a very narrow path "ofa
snake'), with a dark and terrible,. bottomless abyss into the
Underworld rasiitala on both sides. Acera instructs the mer~
chants to light a fire with damp fuel, to attract some mountain
tribesmen kiriitas by the smoke, who win sell them goats to
carry them over this path which winds like the brow or Fate.
They must also carry long bamboos as they ride. .Sometimes,
he says, one meets other travellers returning by the same path
with gold from the gold mines-·then they and our people must
enter the Underworld, for there is no pla,ce to p~ss one another

ii
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('Teacher', in Prakrit, and his followers obey him as an
in'l.allible authority), who was going with many mer..
chants to the Land of Gold (Suvart;tabhumi, the Mon
country of Lower Burma and Siam). Going with them
in a big ship some distance across the ocean, we abando­
ned the vessel on the shore and set out on land. Then,
when the Sun became red, we rested where the trees
were impenetrable at the foot of a mighty mountain
whose peak licked the clouds. Then, at the end of the
night, as we sat on a carpet of leaves with the food
we had brought, the caravan merchant (Acera) inst­
ructed us: 'Merchants, bind your provision rucksacks
on your backs tightly, three ways; fix your oil bottles
round your necks. Resting your "hands on these staves,.
supple but thick, and avoiding any with such defects
as dryness, climb the mountain! ... This.is the Way
of Staves vetrapatha, forming an obstacle to all energies
but as it wer~ leading on those who hope for gold!'
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or even to turn round. Therefore we need a hero of genius,
practised with the spear, in front, who single handed can kill
a succession of enemies. This is the Goat Way ajapatha (461).
After buying their goats, and saying their prayers to Siva and
Knlfa, the travellers set out:

(464) Then the long line of goats taking the travellers
set out, like a swift, steady ship in calm water. In that
line of travellers I was seventh from the rear, Acera
was sixth, immediately behind me. When events had
developed thus, from afar, in front, the rising noise of
loud striking of bamboos was heard: shtah ! shtah !­
And the sound of goats and men plunging into the
murk of darkness: 'Baa ! Baa ! Aah ! Aah !'-Dismay­
ing even the brave. In only a moment the enemy were
completely destroyed except for one man; of our army
the seventh (from last) was leading. Then the captain
grama~2i (Acera) berated me: 'Why hesitate? The
enemy is only one man, take him to heaven l' But the
enemy abandoned his bamboo and saluted. Being
without protection because his caravan of travellers
was killed, he sought protection from me: 'My family
is sinking, only one branch remaining: you lllUSt not
annihilate it completely by cutting off that branch!
I am an only SOll, dear ,to my parents, who are blind.
laIn their stick for the blind, therefore, brother, do
not kiIlme !' Then I haled my life, grey with the
dust of evil: 'Fie upon gold which is to be obtained by
murder! Therefore let this poor fellow whose life is
dear to him, whose life is useful to his blind parents,
strike me down !' (475) Then Acera, red· and pale
with rage and despair, growled at Ine with words
harsh and gentle: 'Hey! Foolish ox! Ignorant of the
proper times !vVhen the time is suitable for the
sword, how is pity suitable for a wretch? Ah! Your
compassionateness is proved, 0 learned in proved
conclusions !--For the sake of one low fellow you want
to kill sixteen! For, if he is struck down, with his
goat, fourteen will live ; but if he is not struck down we
shall.be killed by him and you. And one should not
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sacrifice oneself, hard to sacrifice, to protect a low
person. One should ahllays protect oneself, even at the
cost of wife and wealth: And so on,. he poured out a
song as long as the Bhagavadgftii, a Visl).u making mc,
like Arjuna, do a cruel deed. Then I, excessively
ashamed and taking upon myself a blame,vorthy acti~n,
struck the enemy's goat delicately on thc feet. Then,
the goat-ship plunging into the darkness-ocean, the
traveller-sailor sank with his desire for ,vealth.

The survivors finish their deadly ride and eventually reach
another river, where Acera orders them to kill their goats and
sow themselves up in the reversed skins dripping with blood.
Then the yellow birds (giant vultures) of Gold Land win come
and carry them ofF in their beaks through the sky to Gold Land.
Thus they embark on a voyage through the sky, more terrible
than crossing the ocean because without any means of propulsion
fitted (no sails, and the birds not yoked to dra\N them but free
to drop them as they please). Sanudasa is separated lion1 the
others when two of the birds fight over him and he is dropped
in a lake, whence he escapes to begin a new and quite different
adventure.

702. These travels should be compared with a passage
in the Pali JV£ddesa (I , Nlahaniddcsa, p. 155, repeated on p. 415;
sce p. 280 of the commentary SaddhammajJajjotika for explana­
tions). The latter occurs in the midst of a long enumeration
of the dangers of trying to get rich, particularly by voyages
overseas in quest of wealth. After giving some itineraries of
voyages to South East Asia and other places, the text notes ten
means of progress in difficult forest and mountain country,
which parallel some of the incidents in Sanudasa's travels.
The adventurers may have to crawl on their knees, ride on
sure-footed goats or rams in the mountains,. climb mountains
with 'hooks' (rock climbing with ropes, etc., to get up a preci­
pice), descend by parachute chattra , make bamboo bridges
over rivers, be carried by birds, go down rat holes and through
caves and carry staves. The JViddesa\vas a latc addition to the
Tripitaka (c. - lOO?), but there are partial parallels in the
some"vhat earlier Jiitaka (Ill p. 541, merchants using staves
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and hooks) and Vimiillavattlm (p. 337 of edition with Commen­
tary) .

703. Though many early critics have praised GUl).aghya
for his model ofa kiivya novel producing the marvellous aesthetic
expel'ience, hardly any have actually quoted him, doubtless
because his achievement ·was in the vast narrative content and
not in the manner of quotable phrases. A good many presumed
quotations fronl the Brhatkatlzii are just of single words to illus­
trate the Paisaci language, mostly in works of grammar. At
present only Bhoja is known to quote a fev,T continuous sentences,
in the latter part of his S,nigiirajJrakiisa (as yet unprinted: scc
Raghavan's book, pp. 85011.). The quotation occurs where
Bhoja is illustrating various kinds of theft described in kiiv)'as
and contains an incident in the story of the gambler Gallgarola
(in the Paisaci; Sanskrit form given by Bhoja as Gel).c;Hikarala),
where he finds some nymphs bathing and steals their clothes.
They call out to him:

o Gangarola! Give us our clothes which you have
carried off while wc v"rere swimming! Wc have to go
to Heaven. How can we go there wearing (jJarihila)
our bathing costumes? But we are afraid not to go:
through Indra's cUTsevrhen the night ends at dawn wc
shall have to remain here turned to stone! (i.e. if ,'Vc
do not return before dawn we shall be petrified by his
curse ).

He replies:

I will give you your clothes if you give me onc nymph
as my wife!

Bhoja tells us this is from the 'Kalil'lgascnaliibha', the chapter
entitled 'The Winning of K.alillgasena', which raises a host
of problems concerning its authenticity as original Gm)tac;lhya
and its possible place in the Brhatkathii. Not to go too far into
this discussion, let us note that Kalingasena is the name of the
mother of the heroine Madanamaficuka (there is in the Kasmira
reccnsion another Kaliligascna, apparently a duplicate derived
fi·om the original one~·see LacOtc, Essai, p. 2'11). Shc bad
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wanted to marry Udayalla, but his minister Yaugandharaya:t;la
had opposed it. The Kasmira recension, 'ivhich alone has preser­
ved this narrative for us, is unable to give a satisfactory explana­
tion of this, because there Kaliilgascna is a princess and a per­
fectly respectable bride for Uclayana. But., as Lacate points
out on the page just referred to, in the Samgraha Kaliligasena is
a geisha. How then could the king marry her? "Ve find also
that she is an incarnation of a nymph as a result 01" a curse.
Very likely the story of Gangarola and the nymphs originally
belonged in the narrative about 1-fadanamaikuka's mother,
though the Sm.ngraha has omitted it. Baulked of Udayana,
Ka1iligasena is seduced by a vid)'tidhara who assumes Udayana's
form and deceives her: from this union !\1:adanamaricuka is
born, who succeeds in marrying the Prince N aravahanadatta
where her mother had failed with his father (Essai, p. 81).
The 'winning' ofKaliilgasena was tI1US of a somewhat provisional
character, except from the point ofvic\v of the \vizard IVIadana­
vega, Madanamaficuldi's father.

704. We have already noted some references by the critics
to GUl)la(;lhya. In fact almost all who record anything of the
history lJa?llSa of kavis have enrolled him near the head of their
list, after Valmlki, with fulsome praise. Sllbandhu (1I) alludes
to the hero and heroine and to the division in chapters represen­
ted by their several heroines (who are 'won' in them) [1573].
Then the novel is praised by Ba:t;la (I-Iar5acarita, introductory
verse 18), Daw;lin (Avantisundari, introductory verse 7, where
Gomukha is named also )J. Uddyotana (Kuvala~J!amlilii p. 3)
and Rajasekhara (quoted by Jalha:t;la, Sliktimuktiivali IV. 52).
T'rivikrama (J{ala Campii, verse 14) places Gw).ac:lhyafirst
and BaJ) a second as giving unceasing delight. Somadeva I
(Ya.fastilaka Campi{ Vel. 11 p. 113) includes Gw:-t-aghya in his
list of great kavis. Dhanapala I (Tilakammljari, introductory
verse 21) says that 'other, Sanskrit, novels look splendid 'ivith
a drop of the Brhatkathii ocean in front, on their throats' (i.e.
like the central jewel of a necklace), meaning that all were
inspired by the great classic, as Dhanapala's O"\1n certainly was.
Soc;lc;lha1a (Udayasundarf p. 154) praises GUl)ac;lhya's BrlUltkatllii
for producing joy and aesthe~ic experience and places him near
the head of his history of kavis. GUl).a<;lhya receives homage
again from Somdvara in the +13 (Surathotsalla 1.33). Vinaya-
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candra (+13) includes him in his list of sixteen gl'cat \hlTitcrs

(IV. 188f.). This list of references might be extended, but few
'will be found later than the +13, 'when tastes changed and
fiction was neglected. Up to that time, hm<\rcver, GUl).a~lhya's
fame blazed undiminished as a sou!"ce of inspiration to the
greatest writers in India, for he knew how to create rasa ancl
delight in his readers.



CHAPTER XV

THE FULLY DEVELOPED KAVYA EPIC AND DRA1vfA
IN THE +1: ASVAGHO~A

705. Though the Satavahanas finally overthrew the
i\1agadhan Empire in -30 they did not succeed in establi:.hing
their own rule over Northern India. During the long decline
of Magadha a series of barbarian invasions had penetrated
first into KapiSa (the upper Kubha valley) and Gandhara
and then further to the South and West into the lndo-Iranian
borderland of .Jagu~la.From these two vantage points they
pressed on respectively into the Yamuna and the lower Sindhu
(Indus) valleys and at times raided even further. These inva­
ders, whom the Indians called barbarians, were respectively
the Greeks (from Bactria, Alexander's colony) and the Sakas
(Scythians) ,vho h.ad previously crossed Iran from their nomadic
homeland North-East of the Caspian Sea. Their dominion
was contested by the Pahlavas (Parthians). By the time of
the Satavahana victory over iMagadha, Greek rule in India
had been ended and the Sakas "vere the dominant power in
Northern India, holding practically the 'i-vhole of th.e Indus
valley. The Parthians continued to dispute Gandhara with
them. About -- 100, however, the nomadic tribes of the
Ku~al)as, a people from the region of modern Sinkiang, of
uncertain ('Tokharian'?) linguistic affiliation, had overrun
Bactria. At the beginning of the +1 the Ku§a:tla king K.ujllla
Kathphi~a defeated the Parthians and occupied Kapisa. His
successor Vima Kathphisa after +50 invaded Gandhara and
overthrevl.'· the Sakas, occupying the whole of the Indus vaHey
and some countries to the East, particularly Si:irasena. It must
be observed here that Ku~al).a chronology reILains a highly
controversial topic. The date most usually favoured is +78
for the accession of the Emperor Kani~ka I, which the present
writer supports for reasons stated in his contribution to Pape1's
un the Date rifKan£;;ka (cd. Basharn, 1968), pp. 327:ff., q.v.

706. In +78, according to our chronology, Kani~ka (I)
succeeded to the Ku~aI)a throne and to a vast empire over

'I!!.
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Northern India and central Asia. He estahlished a new era,
latcr incorrectly called the 'Saka'. 11agadha perhaps remained
independent, morc likely subordinate, under obscure local
rulers and the '1fufulfc:las', Saka 'kin~;s', perhaps under Ku~aDa
overlordship, but at least its neighbours Kosala ancl Kasi ,vere
governed by Kani~ka's 'satrap' at Banaras.

707. After the desolation of the wars of the Greeks, Sakas
and Pahlavas, and perhaps of the first Ku~al).a invasions, the
relatively peaceful and pro~perous pcriod of the Ku~a1J!a Empire
is onc of the most glorious in the history of Indian civilisation.
The sculptHre and architecture of the Siirasena-Gandha.ra
school is well known, especially for itil innovations of represent­
ing the Buddha as a human figure and of elevating the Buddhist
stfJpa into a tall ·pagoda'. The achievements of the p,~riod in
kfi<!J'a are fortunately <::t;",oailablc for us in part, tllrough the pre­
servation of some of the vV'ork of Asvagho~a and a few later
kavis. \Vc knO'v also that the drama flourished in S\lra~;ena il1
this p~riod, establi6hing Saurasenl as the basic rh'ar:natic Prakri t:
as riOted above [178] there is in~criptional evidence for a school
of drama in Mathura, which became the Eastern capital of
the Ku~aJ)a Empire.

708. Though the Ku~at).a rulers were of barbarian origin,
they had very early become almost compktc1)r assimilated to
Jndian civilisation-perhaps even before they had conqutTcd any
part of India itself: Buddhism and Indian political institutions,
tog-ether Ivith art and literature, had before the Ku~5.I).d period
begun to spread into central Asia, and during that period
Buddhism vrith its literature and art reached China from there.
Poli tical ins ti tutions were borrm\iecl by the barbarian peoples
of central Asia from both India and China, and. colonies of
Indians and Chinese settled among them, thus "VC find for ex­
ample an Indi<m language (that of Gandha.ra) used for admi­
nistrative purpo:ses in some central Asian states of the Ku~al)a
period and after. Unlike Brahmanism, \':hich has as a rule
confined itself to India and to Indians: Buddhism repudiates
racial distinctim~s and loyalties. It came into eXlstence as a
philosophy offering itself to all, whatever their background,
and could gain adhcrents only by winning them frUITl their
traditional beliefs. Teaching it5 philosophy and hence pro~

pagating it is a major virtue, the 'best kind of generosity'. In



the multiracialKu~aJ.la Empire, Buddhism was already well
established among the :various peoples,. Indian ~nd non-Indian
alike, and several of the Ku~at).a rulers adopted it. They per­
haps saw in it, among other things, a philosophy, a religion
and a way oflife Vdlich could stabilise their great polyglotenlpire,
and they thus followed the example of Asoka--whichwas a
popular theme with Buddhist teachers of their day. Having
adopted the Indian heritage through its more accessible
Buddhist aspect, theKu~a1)as patronised Indian art and Hte;.
rature, indu.ding kavJ'a.

709. Asvagho~a was born in Kosala at Ayodhya (also
called Siiketa), which according to Tradition and the Rtlmiiyo'(la
was Rama.'s capital. For what is known of his life we may
follow Johnston, Buddhaci11'ita ·Vol.II, Introduction. He was
probably born ahrahman, but was converted to Buddhism..
His kiiv..yas based on Buddhist tradition became widely known
in the Ku~~~a Empire,. and legend associates his name with
that of the greatest emperor,Kani~ka: in fact he seems to
have ·liven about 50 years befureKani~ka~s time and .possibly
to have: met one of his predecessors. Ayodhya itself does not
appear to have been included in the Ku~at.la Empire until
Kani~ka's reign, or slightly earlier. There is a story that

. Asvagho~a was sent to the emperor as tribute, on account· of
his great value, which no doubt is as apocryphal as the other
tales' associating the kavi with Kani~ka. Jt is in any case possible
that Asvagho~d visited or settled in the new empire which was
propitious for Buddhism, and certain that his works,vere
subsequently very. popular there. There are possibly signi­
ficant references to Gandhara in his BLlddhacarita (XXI .4,34),
suggesting aconneetion of the writer with that country, whereas
in reality the Buddha seems never to have visited it.

710. 'Of Asvagho~a's ktlvyaswe know two epics incom-­
plete form (but half of one of them in translations only) and
fragments of three dramas probably his; a fourth drama is
known by name only. Certain lyric stotras in praise of the
Buddha are sometimes attributed to him, but it seems unlikely.
that any of these are really his. In contrast to the simple style
of the Riimii)-'a1}a ,w:ehavehere our earliestavailahle intact
examples of kiiv)'a .epic in its fully developed form; it is equally
important to have incontrovertible evidence for the state of

2
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the drama in: the +1, showing that by then at least the methods
of the }lfiil.yaJiistra were current in the theatre in essentials and
even in details. Far more important than- these historical
facts, however, is our fortunate possession (If some of the work
of one of the world'~ great poets.

711. Asvagho~a clailIls to have used kiivya as a vehicle
for the .Buddhist teaching on account of the attractiveness and
popularity of this literary art (Sazmdarananda XVIII. 63~4).

Whatever he thought of his aim as simply didactic, for us it
merely adds the salt of serious purpose to the most delicious
kii[ya dishes. Though having an ethical purpose apparently
remote from the aims of kiiv)la, he seems to take pleasure in
parading his strict conformity to the' 'rules' of the art, and to
find them absolutely congenial to him. His genius was such
that he evidently could take all the intricacies of theory--of
language, poetics, the science of pleasure kiima and other inci­
dental props of writing--in his stride, and find the process
exhilaratinK and productive of the most spontaneous caprices
of his poetic wit. The further complexities of contending philo­
sophical doctrines, which he brings in and for the discussion
of which his works were created, eq:ually inspired him by their
intellectual challenge.. For such a master the driest rules are
inflammable material to catalyse the action of his genius on
a story.

712. Uniting two opposites, joy priti in and liberation
mok$a from the tyranny of attachment to the things of the world,
Asvagho,a has produced works full of spiritual tension, him­
self consciously living through the conflict of existence and. writ­
ing directly from poignant individual experience. Perhaps
the writing or reading of a kavya could be regarded as a form
of meditation, the joy found in it being perfectly acceptable
in the lower stages (as in more orthodox Buddhist meditation),
though transcended later. The emotional and intellectual
exhilaration of poetry and drama assumes the detachment of
the reader or audience from the everyday world and invites
participation in a kind of spiritual exercise. Buddhist medita­
tion begins with detachment of this kind and concentration of
the mental powers: in the first stages there is intense philoso­
phical refle'ction; but later this gives way toa state of profound
calm. A~,vaghos.a may have· thought of his kiivya.s a5 ·guiding
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people In this way to detachment and calm, and as guiding
people otherwise completely inaccessible to Buddhist influence.

713. The essence of our enjoyment of Asvagho~a'sworks,
however, surely springs from the fact that he is himself involved
in his drama, not detached from it. He writes with acute
sympathy for every character and every aspect of human life.
Thus his description of worldly pleasures and interests is always
convincing. He writes most vividly and realistically of the
very things he denounces as ephemeral and unreal, especially
of love. We know nothing of his life beyond the sketchiest
traditions, which regard him as a monk and even a patriarch.
We do not know why he became a monk, but we can be certain
it was not through any natural aversion to the world but rather
the result of deep entanglement in it, accompanied by acute
sensitivity and the self-awareness of an exceptionally clear mind.
We may suppose that a sense of the ultimate futility of the
worldly quest gradually overpowered his zest for pleasure. In
his writings he looks back on the joys and disappointments
of his own struggle, his insight deepened by later experience
but the keenness of his involvement apparently undiminished:
no poet has written with greater sincerity.

714. Asvagho~a's most famous work is his epic Life
of the Buddha, Buddhacarita. Of its twenty eight cantos a
little less than half is now available in the original, but complete
translations in Chinese and Tibetan have been preserved.
The story follows the Buddha legend of Buddhist tradition with
Asvagho~a's habitual accuracy, whilst being articulated as an
exactly proportioned epic. The poem falls naturally into
four distinct parts of equal length-seven cantos each-and
equal weight, corresponding to the four stages of the Buddha's
life. First comes the birth and youth of the hero, culminating
in his renunciation of worldly life and departure to the forest
for the life of an ascetic. The second quarter of the epic cul­
minates in the Enlightenment, after long questing and experi­
ment, and study with various teachers, and the great 'battle'
(required by the rules [405], but here purely spiritual) with
Mara, 'Death' (whom we have met in Pali kaV)ta [600]). The
third quarter narrates how the Buddha by teaching made his
discovery available to all beings,. a mission ending with the
equivalent of an emperor's campaign of universal conquest,
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in which the hero converts the rulers and people in many coun­
tries to the new doctrine. The last quarter describes the events
leading up to the Parinirval).a of the Buddha,. his cremation and
the enshrinement of his ashes, and finally the redistribution
of the ashes in eighty thousand pagodas stitpas by the emperor
Asoka. This event more than two centuries after the Parinir­
val).a may be taken to symbolise the final establishment of the
Buddhist doctrine in the world. It may be noted that the four
stages are associated with the four main Buddhist places of
pilgrimage, round which the legend grew: the birthplace of
the Buddha near Kapilavastu at the foot of the Himalayas
(now in Nepal), the place of his Enlightenment at GayanagarI
in Magadha, the Deer Park near Varal).asi (Banaras) \vhere
he first taught his new doctrine and the place near Kusinagari
where the ParinirvaI)a occurred. Within this plan various
incidents are selected and enlarged according to the usage of
kiilJ)la epic.

715. A shorter epic, The Handsome Nanda Saundara­
nanda, in eighteen cantos, is extant complete in the original
Sanskrit. It is based on the humorous story of the Buddha's
half brother Nanda, which is found in the Pali Canon (Udiil1a
22-3). With great difficulty this extremely worldly person
is induced to become a monk, being eventually weaned away
from the pleasures of love only by the promise of higher plea­
sures of the same kind wi th heavenly nymphs. The way offe­
red him to attain these is the ascetic discipline of the Buddha's
Community of monks, which he accordingly undertakes with
the utmost seriousness and devotion. Only when he has made
splendid progress in his monk's training, for this totally incon­
gruous aim, are his colleagues able to make him fed the absur­
dity of his position and to redirect him towards true happiness.

716. In these two epics of Asvagho~awe have the greater
story of the Buddha winning enlightenment by his own efforts
and the lesser story, but perhaps equally significant, of the
Buddha's skill in bringing another person to enlightenment.

717. The Siiriputra, a play in nine acts, of which only a
few fragments of a manuscript are known to be extant, calls
itself a prakarat)a, although the story of this leading disciple of
the Buddha, whom we met in the earliest Pali kiiv)1a pieces,
is ancient and famous (sce also the Life of the Buddha, Canto



17). Either Asvagho~a had greatly modified it (but even so
it would- still count as a niitaka according to the standard theory),
or, rather, the distinction between prakaraIJa 'fiction' and niitaka,
'play', 'history', was not yet generally recognised, prakara1)a
meaning simply an 'invention' by the author, whatever its
basis. In most other ways, so far as the fragments allow us to
see, the play conforms to later practice and theory. Thus the
division into acts is standard, as is the use of various Prakrit
dialects for certain characters, one of which is the jester vidusaka
[31], the traditional ignorant brahman of the classical drama
who here objects to being taught by a member of the warrior
class (Luders, Sitz. 405). There is a fragment from the pro­
logue, with an assistant (to the producer) and the 'announce­
ment'. The text is a mixture of prose and verse.

7'18. A very different play, of which still fewer fragments
have been retrieved (in the same manuscript as those of the
Siiriputra), seems on stylistic grounds also to bel by Asvagho~a~
though the title and scope of it are'unknown. The characters
in the fragments are mostly allegorical: Glory, Fortitude and
Intelligence, apparently with a seer and perhaps the Buddha
(this is not clear). Other allegorical plays (usually natakas)
are preserved only from much later times, and no theoretical
discussion of the type seems to have come down to us. This
play extends our knowledge of the history of such productions
back far enough perhaps to suggest a connection with the early
religious types of play, but the most obvious parallel is the piece
in the Sarj7)Jutta JYik4.va (I 124-7) which has been described above
[600], in which l\1ara's daughters appear: Desire, Discontent
and Passion-if we were right in supposing this to be intended
for the stage. Allegorical characters are found already in" the
](1taka collection [570]. For example in No. 535 we meet.
Fortune, Hope, Trust and Conscience asnynlphs: a contest
as to which of them is the best is won by Conscience, all the
others having serious faults.

719. A third play, of which fragments were found in the
same manuscript with these others and which is probably
by Asvagho~a, is apparently a prakaralJQ of the standard type,
similar to those of Bhasa [1011] and Sudraka [1182]. The
hero Somadatta (?), perhaps identical with the 'son ofa wealthy
merchant (banker)', has a geisha, Magadhavati, as his mistress
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and a friend, Kaumudagandha (,Lotus Scent'--··but this is a
genuinebrahman clan name: Liidcrs,. BJ'Uch. 25), who is the
jester of the play. There is a prince, a maid, an Ajivaka .philo­
sopher and 'a rugue duy/a. The story,. which was probably
original, can only he guessed at. There is a scene (frd.gmcnt
8) between Magadhavati and a character named Dhanai1jaya,
perhaps a nl'igaraka and possibly the same as the 'prince', in
which playful punishments are proposed for him fora:n imdgi­
nary offence. There is a scene in an 'old park' (fragments 4
and 66L vehicles are used (13, Hi, 29, 41), and there is an
assembly samqja, doubtless organised by the niigaraka (s) aSdll
entertainment [28], ona hill top (fragments 22, 45).

720. These plays are of particular interest for the Prakrit
dialec ts found in them, which are more archaic than those of
the better known plays of the classical repertory. In the latter
we find what we have called 'intermediate' Prakrjts [14]) stand~'

ardised between the +1 and the +4 and subsequently hardly
changed but retained as 'classical' languages for the theatre.

. Among those, the basic or regular dialect is Sauraseni, pre­
sumably the vernacular language of the Eastern part of the
Ku~a1).a Empire in the +2 to +4. Certain 'low' characters
speak Magadhi) the apparently discredi ted vernacular of the
former imperial people of Magadha after they had lost their
empire. In these earlier plays the regular Prakrit, spoken
for example by the jester and the geisha in the presumed
Somadatta, is an earlier form of Sauraseni, which may be called
'Old Sauraseni'. It is very similar to FaH and Paisaci and
ought perhaps to be identified as the '8aurasena Paisaci' men­
tioned by some grammarians. Presumably it is the language
of the pre-Ku~aJ.la kingdom of 8iirasena (which broke away
from the Sungas in the - 2 ,and was conquered by the Ku~a.l)as
in the +1). The rogue dUJta in this play speaks an earlier
form of Magadhi than the 'Classical' Magadhi, which may be
called 'Old Ma.gadhi' or perhaps M~gadha Paisaci, since it
again is fairly close phonologically to PaisacI and Pali (with
the well known Magadhi characteristics of sand l and nomi­
native singular masculine in e ).

721. Another character speaks a language which Luders
(Bruch. 37-42) has identified as Ardhamagadhi of an early
phase ('Old Ardhamagadhi'). I t bears a strong resemblance
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to the language of the inscriptions of Asoka, or rather of the
Eastern inscriptions presumed to be in the administrative
language of Magadha proper, and also of the Buddhist Tripitaka
texts as named by Asoka. This 'Half Magadhi' differs from
plain Magadhi in not having 1 (but s instead like Sauraseni,
Pali, etc.). According to the Nii-/yasiisfra (XVII. 51 Baroda),
Ardhamagadhi is spoken by princes (Asoka!), wealthy mer­
chants (bankers) and servants. This suggests the ruling class
of Magadha in its imperial period and those (servants) associa­
ted closely with them. It would be regarded as a more educated
and respectable language than the vulgar, unashamed MagadhI
of the common people with its 'coarse's (a situation immediately
clear to anyone who has lived in London, England). The
Ardhamagadhi of the Jaina (Svetambara) Canon represents a
later form of the same language (apparently because the Jaina
Canon was codified only later and the language had been
allowed to change- into the 'intermediate' phase of Prakrit, with
the loss of numerous-intervocalic-consonants ) . Ardhama­
gadhi is extremely rare in plays later than Asvagho~a, being
replaced by Sanskrit or Sauraseni (the Nii/yasasfra thus describes
the earlier phase).

722. These plays are close to the standard later practice
in their stage directions (' enter', 'exit' and so on), hut differ
from it in that those relating to Prakrit speaking characters
are given in Prakrit (a perfectly reasonable arrangement, since
they belong to the 'part' of the character in question; but in
later plays all stage directions are in Sanskrit).

723. The +7 philosopher Dharmakirti by chance
Inentions Asvagho~a's authorship of a play nataka called the
Rii~/rapala, as a way of identifying the author or describing him
(Viidtmyiiya p. 67). He also quotes the first few words of the
play, which are of interest for the technicalities of composition
and important historically for the study of dramatic texts :
prasa1Jlgalfi krtvii nandyante tatal; pravisati siitradhtira!J, 'Having
made the necessary connection (Le. with the pilrvaranga,
opening proceedings or ritual [310]), then the producer enters
at the end of the opening benediction (and speaks as follows),.
It seems that Dharmakirti mentions this as a peculiarity of
Asvagho~a's style, at least from the standpoint of the usages
of his own time. We find in fact that in the +2 Hhasa omits
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the first two words of this opening stage direction, and that by
the +4 a different style of opening has become usual, which
thereafter is standard practice; the dramatist himself supplies
one or more verses for the opening benediction, which conse­
quently stand at the beginning of his text, and these are followed
by the bare 'At the end of the opening benediction: Producer: .. '

724. Having noted this text-critical point we arc more
interested in the implication that the RO"f!rapala was presumably
Asvagho~a'smost celebrated work in the +7, and in its probahlc
content. The story of Ra~lrapala is well known fi'om the
Pali Canon and elsewhere (e.g. Majjlzima JYikiiya II 54:1f.).
When the Buddha was teaching in a town in Kuru he was heard
by Ra~trapala, the only son of the leading family of the town.
Ra~trapaJa was at once attracted to the doctrine and wished to
leave the world. He asked the Buddha for permission to enter
the Community of monks, but the Buddha, in accordance with
a rule he had found necessary, asked whether he had his parents'
consent. He had not, and had very great difficulty in getting
it, as they wished him to accept his inheritance and continue
the family, pointing out all the luxuries he enjoyed and adding
that his renunciation would be as good as his death as far as
they were concerned and would leave them miserahle. Faced
with their refusal RaHrapala began a fast to death in order to
extort their consent. His friends persuade them to agree now,
since there is always a chance he may not like the life of a monk
and return home. He then joined the Conllllunity and soon
attained liberation.

725. Later, in the course of going round the town to
beg alms, Ra:grapala chanced to call at his parent's house
(a monk is required to be without discrimination 011 his begging
round, and to apply to every house in turn). In his robes,
with his head shaved,. he is not recognised, and far from getting
almsfood he gets abused-the father exclaims that it was through
these shaven monks that he lost his only son. It happened
however that at that moment a slave girl took out some stale
barley bread to throwaway. The monk asked her to give it to
him, if it was to be thrown away, and as she did so she recogni­
sed him by his voice and hands and feet. She tells his parents,
and his father follows him, finding him sitting against a wall
eating the barley bread. He will not return to the house, but
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accepts an invitation to take his meal there the next day. The
father makes his dispositions to receive his guest: vast wealth
is piled up, hidden behind screens until the psychological
moment; Rii~trapala'stwo former wives are told to dress up and
stand by, and of course the food is excellent. The climax of
the story is naturally Ra~trapiila's rejection of the wealth, which
he advises his father to throwaway as a cause of unhappiness,
and of the wives. The latter suggest that (like Nanda) he
must be practising asceticism in order to attain heavenly nymphs;
in denying this he addresses them as 'sisters', which causes
them to faint a\,vay. Finishing his meal, Rii~trapa]a lectures
the family on the emptiness and deceitfulness of bodily beauty
and adornments, like a hunter's trap, and departs.

726. Such, a story must have been irresistible to the
writer of The Handsome Nanda, and have stimulated him to
his best efforts. It is a pity we are unable to enjoy the result.

727. I t is clear that the Buddhist drama flourished in
India in the +I, despite the profound ignorance of our own
times about it. Some later Buddhist plays which have survived
will be described in their places below []276]. Very indirect
evidence to supplement our knowledge may be drawn from a
group of plays in Kuchean and Agnean, the so-called 'Tokha­
rian' languages of Central Asia (Sinkiang), which may be
translations and are certainly Indian in theme and form (see
on these Winter in JAGS 1955, 26ff.). In one play the royal
chaplain pU1'Ohita appears as t:he jester. Several are based on
]ataka stories, one niitaka tells the story of Nanda whilst another
is concerned with the Bodhisattva Maitreya, who is to be the
next Buddha. We do not know whether any of these arc based
on originals as early as Asvagho~a, or earlier,. but they illustrate
the same tradition of Buddhist theatre. The later plays to be
described below reflect a later phase ofBuddhism, the 1vfahayana,
though they derive from the old' Jiitaka tradition of stories
of a future Buddha sacrificing himself in his former lives.

728. A native of Ayodhya, Asvagho~a not only refel's to
Viilmiki as the First Kavi iidika'vi but holds the RiimiiYaJ;la in
special affection [613]. In form, style, metre and language
Asvagho~a's epics are remote from the simple, easy going
narrative of Valmiki, yet the Riimiiya1Ja, as a grand heroic
poem telling an ideally noble story on a scale appropriate to
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its theme, is the model which the Life of the Buddha is intended
to match or surpass. The Buddha, as the hero who conquered
the sensual world and won Nirval).a, is intended to appear
mightier even than Rama. Satisfying the requirements of
epic theory [405], Asvagho~a introduces political consultations
and intrigue and the sending of embassies: the Buddha's father,
represented as a king, seeks to divert his son to the worldly
ambition of kingship; after the renunciation he sends his chief
counsellor and the royal chaplain after him to persuade him to
return (Canto IX). There is a further political discussion
bet\i\reen the prince and King Bimbisara of !\1agadha (Cantos
X and XI), developing an old tradition [561]. The central
battle is fought and won against IVIara, god of sensual pleasure
and death, with his army of demons (Canto XIII). Another
battle starts with the siege of Kusinagari, but peace is soon
agreed when the brahman DroIJLa acts as mediator and envoy
between the belligerents (Canto XXVIII). The end of
pleasure and the description of lovemaking are l'ealised in the
narrative of the Buddha's youth, when after his early marriage
the women of the royal palace seek his love, abetted by the
king who hopes to control his restless son in this way (Cantos
Il, III and IV). Canto III includes a famous description of
the agitation of the ladies of the city when the prince drives
out in his chariot. Opportunity is found to elaborate thc
popular theme of the birth of a son (Canto I and part of 11).
A hermitage is described (Canto VII). The poet displays
his learning in numerous sciences (such as medicine and astro­
i10my) and arts (such as architecture and painting) as required
by convention,. including grammar (Canto 11 especially)
and lexicography but most of all, and most legitimatdy, in
philosophy (for which hc is an accurate source for his period
-Cantos IX, XII, XIV, XVI, XVIII, XXVI, ctc.). Asin
the Riimliya~za, however, incidental and descriptive matter is
strictly subordinate to the story and is never introduced merely
to satisfy the theory, on the flimsiest pretexts, as in some later
epICS.

72'9. The catalogue of Asvagho~a's prominent descrip­
tions may be extended ffOlU The Handsome N anda: a city (I),
a king (1I), spring (VII), the HimaIaya mountains (X) and
the heaven of Indra. There is a 'battle' against vicious thoughts
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(XVII), leading to Nanda's liberation, in which the techniques
of Buddhist meditation replace the marvellous weapons of the
Riimiiya~1a and other epics. However, not all the topics later
favoured for description in an epic appear in Asvagho~a, even
in both his epics taken together, though on the other hand many
are touched on in similes.

730. We can illustrate Asvagho~a's style from the Third
Canto of the Life of the Buddha (I fr. ), in which the King seizes
what he thinks is an opportunity to divert the mind of his son,
the future Buddha, from the renunciation of the world which
a sage has predicted for him:

Then at one time he (Prince Sarvarthasiddha, the
future Buddha) heard some songs

composed about the parks, with their soft meadows
And adorned with lotus pools,
their trees sounding with cuckoos.

Then after hearing of the lovely nature
of the parks of the city, which were loved by the

women,
He set his mind on an excursion outside,
like an elephant shut inside a house.

Then the King having heard of the feelings
of that desired object called his 'son'
Gave orders for a pleasure trip,
suited to his affection, fortune and age.

He diverted from the Royal Way
the distressed press of common people,
Thinking :'Le~ not the Prince, whose thoughts are

delicate,
have his mind disturbed'.

Then after very gently driving away
those who were lacking limbs and those whose senses

,,,,ere defective,
Those who were disabled by age and so 011, and the

pitiful, in all directions,
they made the Royal Way very beautiful.

".

..
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Then, when the Royal Way was made beautiful,
the famous Prince, with disciplined followers,
Descended from the top of the palace at the proper

time
and went to the King, being given leave.

Then indeed the King, his tears welling up,
kissed his son's head,. gazed at him for a long time,
And ordered : 'Gor,. with a word,
but through affection did not let him go with his mind.

Then he mounted a golden chariot,
yoked with four quiet horses
Bearing trappings of finest gold,
whose charioteer was brave, wise and true.

Then with a befitting retinue
he reached the road which was scattered with

brilliant bouquets of flowers,
Hung with garlands, with trembling bunting,
like the Moon with a constellation in the sky.

731. Very slowly he entered the Royal Way
which was as if strewn with halves of blue waterlilies,
As he was being looked at by the citizens all around,
their eyes expanded wide with curiosity. (10)

Some praised him for his charming qualities
and others saluted him for his brilliance,.
But some wished him fortune (sovereignty)
and length of life, because of his cheerfulness.

Hunchbacks and groups of mountain tribesmen and
dwarfs

slipped out of the great houses,
And women from the li ttle houses;
they bowed as to the banner in the procession of the

god (Indra).

Then hearing the news from the servants :
'The Prince is going ! '
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Women went to the balconies of the palaces wishing
to sec him,

being given leave by their elders.

Obstructed by untied girdle strings,
their eyes confused as they awakened from sleep,
Putting on .their ornaments at the news,
they gathered noisily through curiosity.

-Frightening the multitudes of house-birds
with loud noise on the stairs and balconies of the

palaces,
With clamour of girdles and sounds of anklets,
rebuking each other's hastc.

But the progress of some of those excellent women,
though they were in a hurry and impatient,
Was checked by the weight
of their broad buttock-chariots and full breasts.

Another, though capable of going quickly,
restrained her progress, did not go fast,
Through shame hiding the bold * ornaments
used in intimacy.

Then the windows were unextinguished
with the women's mutually crushing clusterings,
Their earrings shaken in the press,
their ornaments noisy.

.....

meeting- a
slips out of

nMi

But the King's foreboding of separation from his son is justified,
for the gods put in the Prince's way an old man, a sight he has
never been permitted to see before, and on the charioteer's
explaining what old age is, and that all are liable to it, he
begins to realise the impermanance of life and the futile tran­
sience of all its pleasures.

732. Eventually Sarvarthasiddha, after
wandering philosopher srama~1a when out riding,

( *reading pragalblliini with IvrS A and Weller)
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the palace at night on his favourite horse Kanthaka, accompa­
nied only by the groom Chandaka, rides to a hermitage in the
forest and then sends them back. Canto VIII follm"ls, 'Nhich
has proved a popular one for its descriptions of the lamentations
after the Prince has disappeared:

Then the groonl, depressed,
when his selfless master had gone to the forest,
Made an effort to restrain his grief on the road,
yet his tears were not exhausted.

But the road which he had traversed in one night
on his master's order, with that horse,
That same way now took him eight days,
as he reflected on the absence of his master.
And the strong horse Kanthalm \vandered
pained in feelings, dispirited,
Though adorned \vith jewellery
he was as if shorn of beautv, without him.

And returning towards th.e forest of asceticism
he neighed violently, pathetically, over and over

agam;
Though hungry on the road he did not approve, nor

take,
either young grass or ,vater.

Then gradually those t,,,'o approached the city called
Kapila,

deserted by that illustrious onc who was devoted to the
welfare of the world;

It was as if empty,.
like the sky deprived of the Sun.

"This city destitute of him is a forest,
and that forest possessing him is a city;
For the city does not look well ,.vithout him,
like Heaven without Indra when he had killed

Vrtra~~ . >I< (13 )

•
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(*After killing Vrtra, Indra was banished from Heaven,
because it was a grievous sin according to Tradition­
Mahabhiirata, Udyogaparvan, adhyii)!a 10, 42ff.)

Then the women, thinking: "The Prince has come
back again",

took to the rows of windows,
And perceiving the horse with no one on its back,
they shut the windows again and cried.

But the King was praying in a temple,
his mind tired with keeping vows and with grief,
Engaged in a rite for regaining his son,
and was performing various ceremonies accordingly.

Then the groom, taking the horse,
his eyes filled with tears,
Entered the palace, cast down with grief,
as if his master had been carried off by an enemy

soldier.

And Kanthaka, penetrating into the palace,
looking on, his eyes streaming with tears,
Neighed with a strong voice,
as if communicating his unhappiness to the people.

Then the birds living in the palace
and the honoured horses tethered nearby
Took up the horse's cry,
apprehending the Prince's approach.

And people going in the vicinity of the King's citadel,
cheated by their excessive joy,
Thought: "As the horse Kanthaka is neighing,
the Prince is certainly entering".

Then women who had swooned with grief, from great
delight,

their eyes eager to see the Prince,
Hopefully ran out from the house,
like agitated lightnings from an autumn cloud.
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Having seen only Chandaka and the horse, without
their friend,

their eyes filled wit h tears;
VV-ith discouraged faces those excellent women wept,
like cows in a forest abandoned by the bull. (23)

733. Other women, their splendour destroyed, their shoul­
ders and arms loose,

were as if senseless with despair;
They did not cry, they shed no tears, they did not

sigh,
they did not move, they stayed as if they were

painted. (25)

This last verse is the only verse certainly by Asvagho~a known
to be quoted in the extant critical literature. Rajasekhara
(Kiiv)'amimtiqlsti p. 18) quotes it for an example of a (grarnrnatieal
poet' who displays both nouns and verbs. Apparently later
centuries saw in Asvagho~a primarily a love of language and a
tremendous show of inflections, which indeed arc conspicuous
in his epics, where he lavishes the riches of Sanskrit grammar
in an unexpectedly delightful manner. This particular verse
would be noted also for its image, among other verses equally
striking for clusters of verbs. Apart from critics, some othel'
verses from Asvagho~a are quoted in grammatical works as
illustrations of particular points of grammar; an example is
verse 13 above (for the word for 'Heaven' in it).

734. The fact that Asvagho~a interested the medieval
period (apart from Buddhist readers, we must note) only for
his language, not for his ideas, is a significant indication of the
development of taste. To a modern reader he seems full of
ideas, but they are not the ideas appreciated by such a critic
as Rajasekhara. To understand their viewpoint we should
compare Asvagho~a with Bharavi [1492J as a poet of ideas.
The later poet is really more difficult grammatically and just
as much a scholar as the earlier, but with him neither grammar
nor other scholarship is displayed to be enjoyed, as it might
seem, apart from the poem. Bharavi's grammar is expressive
and subordinated to the ideas. This makes the ideas stand out
more distinctly for the critics. A process of integration has

& •
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taken place between the means of expression and the matter
expressed, marked perhaps in critical thought by Bhamaha's
definition of kiivya [194], laconic though that is. From Asva­
gho~a's point of view, Bharavi's verses have too many incidental
ideas not directly connected with the narrative, though interest­
ing as part of his general picture of life and as part of an epic
having comprehensive scope. It can be argued that the earlier
poet has his narrative and detailed descriptions better integrated
and better balanced, his story unfolding at a fairly brisk pace
for the most part, except where there are long philosophical
dialogues directly comparable with the extensive dialogues of
Bharavi. Thus he packs in a great deal more narrative than
later epic poets, still standing not too far from the Riimii)la1J,a
in this respect. Bharavi on the other hand is more concentra­
ted, restricting his action to a relatively brief, but decisive,
period in the history of his hero almost as in a drama. If,
finally, we consider the aesthetic effectiveness, the rasa, A~va­

gho~a is surely equal to any poet known in his portrayal of
emotion, though not in his fancies so much as in the narrative
itself [732]. The verses which follow (26-7) are perhaps more
characteristic examples of Asvagho~a's manner:

735. Other women, lacking firmness, s\l\fooning from grief
for their lord,

with their faces having eyes as springs
Splashed their breasts, where sandalwood was missing,
as a mountain its rocks with springs.

736. Then with their faces lashcd with the \\Tater from
their eyes,

that palace appeared
As a lake at the beginning of the rains,
its red lotuses dripping water as they are lashed with

rain from the clouds.

737. The Handsome Nanda opens with the sage Kapila and
his hermitage, afterwards the site of the city of Kapilavastu
where the Buddha was born:

With its grounds well kept,
soft, sandy, smooth,
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Pale with a carpet of kesara flowers,
it was as if made up. (7)
<Cleared of earthy particles,
delicate, grainy, greasy,
Pale with a sprinkling of saffron>

(Here the simile comparing the grounds of the hermitage with
a woman well made up with cosmetics is worked out with
a series of puns, the first three lines being translatable as shown
below the verse.)

73,8. Where sleeping antelopes appeared
among the altars
As if made into offerings
with miidhavi flowers and fried grain. (12)

(The miidhavi is a creeper which grows over the Vedic brick
altars set up in the open air in hermitages: this scene, with
antelopes sleeping by the altars,. can be seen even today in
India, for example in Assam.)

739. The 'grammatical poet' is conspicuous in the following
verse:

Where brahman was perceived,
no one at all did harm,
The soma was measured out at the proper time
and none l?asse~ away untimely. (15)

(Here the four words underlined .in English are all indentical
in form in Sanskrit : mfyate. The point is that all are
derived differently, so that we have a kind of punning and
rhyming verse: 1) mi V minoti, 'perceive', passive mfyate; 2) ml:
IX miniiti, 'injure', passive miyate; 3) mii 11 mali, sometimes also
III mimite, 'measure', passive miyate; 4) mi.lV mfyate, 'die'. It
is worth drawing attention to this kind of thing in order to show
how the finer points of Sanskrit grammatical analysis inspired
Asvagho~a to some humorous linguistic games.)

740. In the Fourth Canto we find Nanda absorbed In
lovemaking, completely unaware of the Buddha's visit to

@ ..



KapiIavastu after the Enlightenment, when he tried to bring
solace to his family and of course to teach them:

....
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Though the sage (Buddha) was there speaking of the
doctrine,

and his relatives were respectful towards the doctrine,
Nanda, staying in his palace with love as his one ob­

jective,
amused himself in the company of his beloved.

For, like a ruddy sheldrake with his duck,
worthy of affection and accompanied by that beloved,
He did not think of Kuvera nor of Indra
on account of her presence, let alone of the doctrine ..

Through fortune and beauty "Beauty",
through stiffness and pride "Haughty",
Through passion and anger "Passionate",
-thus she was called by three kinds of name.

She, with smiles as wild geese, eyes as bees,
full breasts as high raised lotus buds,
Shone more-a woman-Iotuspool-
through Nanda as the Sun risen like his own family.

(The Buddha and Nanda belonged to a branch of the
Solar Dynasty.)

Those two were devoted to their feelings like a pau'
of fairies

in a mountain waterfall,
They played and looked resplendent
as if overreaching each other's beauty and fortune. (10)

By increasing each other's passion,
that pair made each other take pleasure,
And by diverting each other in their intervals of

exhaustion
they playfully made each other intoxicated.

...
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Then he adorned his beloved,
wishing to serve her, not for the purpose of improving

her complexion;
For she was adorned by her own beauty,
she rather was the ornament of her ornaments.

Then putting a mirror into his hand:
"Hold this in front of me now
While I do my make up"
-she said to her lover, and he held it.

Then, observing her husband's beard,
she made herself up like it;
But by breathing on the mirror
Nanda countered and frustrated her.

At that playfully done villainy
.of her husband she inwardly laughed,
But became as if angry with him
and crooked her forehead with a frown.

She threw her ear-lotus at his shoulder
\vith her left hand languid wi th passion,
And cancelled out his face
with the finger which had the film of cosmetic on it,

as he half closed his eyes.

Then Nanda as if afraid bowed down with his head at
his beloved's feet,

which were similar to lotuses,
On ,,,,hich trembling anklets were bound,
whose toes had very radiant nails.

He then appeared conciliating his beloved,
like a niiga tree broken down by the wind <onto an

altar>
Onto the golden bedside table, through the exceSSIve

weight of its flowers,
with his head as the open fallen flowers.

11 tu
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(vedi means 'bedside table' and 'altar' and the description
applies to Nanda and the tree; no doubt he was wearing
an elaborate headdress, especially of flowers, which it
was customary for men to wear [487].)

She raised him up after hugging him in her arms,
her necklace flying out from her breasts,
And laughed loudly, saying: "What is the matter?"
with her earrings hanging obliquely over her face.

I

741. After taking Nanda away from his wife the Buddha
seeks to distract him so that he will not want to return, though
he has promised her to do so. No amount of instruction in a
monastery can have any effect on him, so the Buddha takes
him up into the Himalayas and eventually on to Indra's Heaven,
which lies further up the mountains, to show him nymphs who
are much more beautiful than his Sundari (,Beauty'). The
description of the Himalayas begins like this (Canto X, Sfi'.):

Those two quickly came to the Hirnalaya
most fragrant with deodars,
With floods of rivers, lakes and springs,
with ores of gold,. with divine seers.

On that mountain frequented by celestial singers and
siddhas [681],

happy in its upper garment made of the smoke of
oblations,

After arriving, they stayed as if on an island of the sky
-of the homeless beyond.

As the sage (the Buddha) remained there with calmed
senses,

Nanda looked wonderingly in all directions,
At the caves and bowers, and at the hermits,
-the adornment and protection of the mountain.

There on a very long white peak,
a peacock crouching with its tail feathers lowered
Appeared like an armlet of lapis lazuli
on the arm of Balarama, whose arm is long and big.

r
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Through rubbing against red arsenic and chalk,
a lion displayed a yellowish shoulder
Like a tarnished silver armlet of Kpgla (?)
inlaid with lines of pure gold.

A tiger, extended with languor and moving playfully,
wearing the sacred thread with the circle of his tail

over his right shoulder,
Appears at a mountain spring wishing to drink,
like one going down wishing to offer water to the

ancestors.

742. The crisis in this epic is reached when Nanda
l"calises that even in pursuing the nymphs of Heaven, whom the
Buddha has shown him, he is chasing a transient pleasure which
will come to an end in time and leave him no better off than
before,. apart from the incongruity of practising asceticism for
the sake of pleasure. The Buddha then begins to teach him
systematically and cOInes to the critical point in Canto XV,
where he administers some strong medicine on the subject of
human relationships (verses 30ff.):

If your thought should be of the prosperity or decline
of your kinsmen,
The nature of the animate world
must be examined, to set itat rest.

In the transmigra lion of living beings
drawn along by their actions,.
\tVho is a stranger? Who is one's kinsman?
~·~a person is attached to a person by delusion.

(JOh118to11 is no doubt right in translating jalllt in the third line
as 'stranger' instead of 'person'-cf. the following verse-.but
the Buddhist critique ·6f the concept of a person is thoroughgoing
and should perhaps also be thought of here: there is no such
entity as a 'person', but only transient compounds of elementary
events giving rise to the illusion of a continuous personality.)

For in time past it happened that
your 'kinsman' was a stranger to you,
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And in a future time a stranger
will be your kinsman.

Like the union of birds
in the evening, here and there,
So from life to life is the union
of strangers and of kinsmen.

As travellers resort
to diverse shelters,
Leave them again and return,
like that is the union of kinsmen.

In this naturally divided world,
110 one is dear to anyone-
The universe is related by cause and effect,
like a fistful of sand.

For a mother nourishes her son
thinking: "He will support me",
The son is devoted to his mother
thinking: "She bore me in her womb".

When kinsmen behave
favourably towards their kinsmen,
Then these show affection;
but in the reverse case enmity.

Kinsmen are seen malevolent,
strangers are seen benevolent;
The world makes and breaks affections
according to its business.

As a painter might be attached
to a woman he had himself painted,
So a person unites with a person
having made the affection himself.

"That country is secure,
that one has abundant food, that one is happy"

\

..
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-If any such supposition
should occur to you: (42 )

You should abandon it, friend,
and not accept it at all,
Having known that the whole universe
is kindled with the fires of various disorders.

Old age and disease and death
are the great dangers of this world:
There is no country where
those dangers do not apply. (46 )

Where this body goes,
unhappiness follows there;
There is no destination in the world,
gone where, onc is not troubled.

-Or if you should have any supposition
not dependent on dying,
You should make an effort to destroy it
as a disease of the mind. (52)

No confidence is to be placed in life
even. for an instant,
For like a tiger in its lair
time is the killer of the trus ting.

You should not think:
"I am strong; or young"
-Death kills at all stages,
he does not have any regard for age.

743. These extracts will show that Asvagho~a's epic
style is intermediate between those of the Ramii)la~la and the
medieval period (such as Bbaravi). The quatrains are deta-
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ched, but not to the extent of interrupting the easy Riimiiya:i;za­
like flow of the narrative: they are variegated with images
and reflections, but much less figurative and less concentrated
with meaning than Bharavi's jewel~like verses.

744. It may be doubted whether Asvagho~a followed in
his epics the structural theory proper to the drama but appH­
cable to epic, according to Bhamaha [405]. We have noted
in fact that the Life of the Buddha falls naturally into four parts,
not five 'stages', and that Asvagho~a seems to have observed
this fourfold division very deliberately. However, the action
of the epic can be analysed according to the five stages. If
the objective is NirvaJ].a, then we can see the 'commencement'
in Cantos I to IV, i.e. in the bit-th of the Buddha with the
'seed' idea of seeking final peace through renunciation proposed
already in the first canto. The 'opening conjunction' can be
seen in the third canto, where the hero is confronted w.ith old
age and begins to realise impermanence. The 'undertaking',
or actual action as opposed to just the idea, clearly begins :in
canto V with the renunciation, the hero leaving home for the
forest, and continues with his arrival in a hermitage and after­
wards the arguments with his father's ministers (IX) and King
Bimbisara (X-XIII), in which the 're-opening conjunction'
may be sought. The 'possibility of attainment' may be found
in cantos XII to XIV leading up to the Enlightenment, which
makes final Nil·vaJ].a possible; the 'embryo conjunction' being
discoverable in the Enlightenment. From that point on the
'certainty of attainment of the fruit' seems clear, with the
'obstacle' or 'pause' in the campaign of teaching in which the
Buddha engages (cantos XV to XVI), or in the attempt of
Devadatta to murder the Buddha, with which Canto XXI ends.
The final 'attaining of the frui t' is announced in the first verse
of Canto XXII and consummated with the building of pagodas
(which synlbolise NirvaJ].a) in the last canto, the 'conclusion
conjunction' culminating through the dispute over the distri­
bution of the ashes in Canto XXVIII and the far wider distri­
bution in thousands of pagodas by Asoka. If this structural
theory of stages and conjunctions had been applied to epics
by Asvagho~a's time, it is highly probable that he followed it,
in view of his evident delight in all matters of linguistic and
poetic theory and his desire to compose proper kiiVJ~as.

..l
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745,. The commencement of the Handsome Nanda
will include the birth of the hero, and also of the Buddha, with
the Enlightenment of the latter and his return to Kapilavastu
(cantos I to Ill). But the epic starts with a description of a
hermitage on the site of that same city before it was built,
suggesting the ultimate objective of liberation; only in the first
canto (verse 37) the young princes, the ancestors of the hero
and the Buddha, who find a refuge there in their exile from
Ayodhya,. create so much disturbance that the ascetics abandon
it and resort to the Himalaya. The undertaking could be
traced through the Buddha's visit to Nanda's palace (Canto
IV, 24ff.), where he is ignored on account of the entire house~

hold being busy serving the demands of pleasure: bu t one woman
did recognise him as he went away and reported the visit to
Nanda, who was shocked at the discourtesy and hastened to
remedy it by going after the Buddha to pay his respects. The
affair is now in train and the Buddha carries the hero off to a
monastery (Canto V) for instruction, which at first proves
futile (up to and including Canto IX). The stage of 'possibility'
appears to begin in Canto X, where the Buddha takes the hero
to the HimaJaya and Heaven, thus inducing him to substitute
the nymphs as his objective and to take up asceticism as the
means to attain it. This stage then develops through to Nanda's
doubts over his objective in Canto XII, where the 'embryo
conjunction l could be pointed out. The 'certainty' will consist
in the Buddha's systematic teaching from Canto XIII onwards
up to Nanda's successful battle against vicious thoughts (XVII),
where the 'obstacle is clear. The 'attaining' and 'conclusion'
come at the end of Canto XVII and in the last canto.

746. Since Asvagho~a himself declares that h~ wrote
kavyas to carry the message of liberation, to give calm, not
pleasure (Saundamnanda XVIII.63), it is permissible to comlnent
on his presentation of Buddhist doctrine. One might be satis~

fled to note the idea here of a 'calmed' aesthetic experience
produced by narratives leading to NirvalJa,. but there is much
more than this general tendency of the works. Both epics are
highly doctrinal in giving the Buddha's teaching in full detail.
A";vagho~a'sLife of the Buddha is indeed much fuller in detailed
doctrine than the earlier accounts of the Buddha's life, to be
found in the various recensions of the Tripitaka itself, one or
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more of which constituted his source. Asvagho§a has incorpo­
rated in it the content of many siltras and made it a fairly com~

prehensive account of Buddhism. The presentation is extre­
mely skilful, often making the points more immediately clear
than does the rather heavy and repetitive style of the original
siitras. Though adding poetic figurativeness (but the siltras
provide plenty of similes and analogies themselves), Asvagho~a
seems not to take even the least licence with his sources in the
matter of statement and interpretation of doctrine: he has
simply improved the clarity and acceptibility of the exposition
without-·-as far as one can sec-modifying the content as he
received it through his school (identified by John8ton as the
Bahusrutlya branch of the 1vlahasal11gha, which appears to
be correct). For examples vve may refer to the account of
conditioned origination (XIV.52ff., as part of the Buddha's
enlightenment) Of, as a brief indication of a fundamental point,..
a verse explaining that the idea that one has a sou] causes un­
happiness, however subtle and refined the concept n1ay be
(XV.41): as a fire has heat as its nature, however small it
may be, so the concept of a soul has unhappiness as its nature ...
(i.e. it is not a question of 'purifying' a supposed 'soul', because
it is the very idea of a soul which is the basis of desiring things,
of insatiable possessiveness, however subtle, which is unhappi~

ness). The Handsome Nanda likewise contains extensive
expositions of the doctrine, but from a slightly different point
of view having regard to the nature of its hero. There is rather
more of the practical matters of training and meditation and
somewhat less theory. Most remarkable, however, is the ex­
position of the Four Truths (Canto XVI) of unhappiness and
the way to end it, the essence of Buddhism, at the climax of the
poem.

747. The value of Asvagho~a's works as statements of
Buddhist doctrine was appreciated by Buddhist philosophers,
who borrow or quote from him quite often, as John8ton has
pointed out (Buddhacarita 11, xxviff.: Nagarjuna, Harivarman,
Vasubandhu, Candrakirti, Yasomitra, etc.).

748. Asvagho~a takes fuU advantage of the opportunities
his narratives afford for philosophical arguments between
followers of different schools of thought, tending naturally to
establish the Buddhist analysis ultimately as the true conclusion.
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The Life of the Buddha, again the more theoretical work, con­
tains expositions of Lokayata philosophy (Canto IX, 55-62),
appropriately by the counsellor, and of SaJ11khya (Canto XII),
put in the mouth of one of the future Buddha's teachers but
said to derive from Kapila, the traditional founder of that
system of speculation. Johnston has identified the particular
school of Sa111khya here as that of Vars,agaI).ya. This is followed
by an exposition of the practices of the Yoga school, said by
Asvagho~a to be that of Jaigi~avya, Janal,m and Parasara:
the last identified by ]ohnston as Paficasikha, apparently the
earliest exponent of these practices. In Canto XVI there is a
critique of soul theories ,.vhich would bear on the Upani~adic

concepts later elaborated under the name Vedanta, whilst
the theory of a creator God is criticised in Canto XVIII (20fT.).
There is a brief reference (XVIII.42) to the theory of Timc
as the cause of all things. These various speculations seem
to be set out faithfully, making the Buddhist critiques which
follow immediately or in later cantos appear cogent. The
Buddhists of course have the last word, but Asvagho~a takes
care to be accurate in presenting rival views, so that his refuta­
tions may be convincing. After listening to the counsellor,
the future Buddha comments (IX. 73f.) that he cannot come to
any conclusion about the problems of existence through an­
other's words, but must discover reality for himself and come to
a conclusion. This he does latel',. and the various critiques
and the positive expositions of Buddhism are given gradually
in later cantos, providing another structural element in this
epic. In the Handsome N anda, on the other hand,. the various
speculative systems are summarily dismissed in a single verse
(XVL17).

749. Perhaps the verses quoted above \vi1l indicate
something of Asvagho~a's power of c11aracterisation. As
examples of this one might point to the presentations of the
groom Chandaka (not to mention the horse), the sketch. of
Sundari with her playful passion and mock anger and the elabo­
rate development of the character of the very ordinary, but
sincere Nanda, contrasting completely ,,,,ith the independent
and deeply reflective Sarvarthasiddha (Buddha). A minor
character worthy of note is Udayin, the son of the royal chap­
lain and companion of Sarvarthasiddha's youth, to be compar-
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ed with Gur;taghya's character Gomukha, friend of Naravaha­
nadatta [691]. Udayin has been appointed by the King as
the Prince's companion and in Canto IV of the Life of the
Buddha he first encourages the women, on an excursion to the
park, in their efforts to distract the Prince, and then argues
rather convincingly with the latter on the proper way to treat
women.

750. There is no definite indication which of the two
epics is earlier, but the reader gets the impression that the
Handsome Nanda is a somewhat more advanced work in the
development of kavya style than is the Life of the Buddha. Its
language appears slightly more polished and its descriptions
more figurative; the poet seems a little freer, having a more
perfect mastery of his medium, though he had more scope there
to improvise and elaborate his own scenes than in the Life of
the Buddha, where there was so much more narrative to be
presented, faithfully following the sources. The greater popu~

larity of the Life of the Buddha, however, was not due solely
to the greater fame of its hero: it is not possible to rate it, as
inferior to the Handsome Nanda, for it is a deeply moving work,
from the early scenes of the anxiety of the hero's father, and the
pathetic episode of the renunciation,. to the touching farewells
as the Buddha leaves his friends and the beautiful city ofVaisali
(XXV.34), to attain his final Nirva1l,la. To this epic the
Handsome Nanda is a perfect complement with its own unique
features.

751. Apart from the general conception of a Rima-like
hero and a grand epic, Asvagho~a follows very different models
from Valmiki's in his epic composition.. Of these unfortuna~
tely practically nothing is known to us, except the little we can
discover about the poet Pa.l).ini and his KnI,la epic [644-6].
The pioneers of epic kiivya after Valmiki bad transformed it from
continuous narrative into the chain of independent stanzas
(quatrains), each complete with its own figure and allusive­
ness. We may assume that it was not primarily Asvagho~a

himself who was a great innovator in this respect: his avowed
purpose and method presuppose the populari ty of this and
other kiivya forms. These he proposed to use for a purpose
higher than merely to give pleasure, with secondarily a certain
amount of education. Though he had the poetic impulse deve-
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loped to the highest degree, and the genius to write splendid
kiivyas, he could surely not have hoped to attain his purpose by
sweeping innovations, which might not have proved popular,
rather than by developing a well established and popular form.
Genius is of course always original, but this may manifest itself
in various ways: in Asvagho~a we should surely seek it in his
handling of, the poetic vocabulary and the expressive powers
of the Sanskrit language, and on the other hand in his power of
characterisation and psychological penetration, not in the
formal development of kiivya, in which as suggested above he
seems rather to have delighted in his skill in outward conformity
to technical rules and conventions.

752. Of PaDini as a model we have reported that he had
the reputation of excelling in the upajiiti metre [644·]. We
find in fact that this very metre is especially prominent and most
skilfully handled in Asvagho~a's epics. Though relatively
simple in structure, it is a hard metre to use continuously as
a canto metre without producing monotony, yet Asvagho~a

makes it capable of endless variety by his skill in setting words to
it. Besides this favourite metre and a less frequent use of vaktra,
Asvagho~a uses at least four other metres as canto metres,
including the uneven udgatii derived originally from a bar metre
(Saundarananda Ill). He uses at least twenty different metres
altogether. A~vagho~a seems to allude (Johnston, Buddha­
carita, VoL Il, xlvii) to an epic of which KnJ}.a was the hero,
and this could very well have been paJ}.ini's if we find his style
suggests the latter as a model.

753. His models for the drama are still more obscure.
Subandhu's Viisavadattii was doubtfully a nii/aka, of a special
variety [653]. The slender evidence in Pataiijali [658], for
plays on such subjects as Krs.J}.a and Kal1J,Sa or Puriiravas
and Urvasi, does not tell us whether these were still four act
plays of the rjima or 'ihiimrga types, or already elaborated into
nii{akas of five or more acts according to the standard of the
Niit.yasiistra. It is followed by a gap of nearly two centuries
before we find both of the full length types, the niitaka and the
prakarm)a (not necessarily distinguished exactly as in the Nii!ya­
fiistra) , exemplified in Asvagho~a's plays. Roughly contem­
porary with Asvagho~a, we know of the existence of the ancient
SaiHi.laka School of Drama in 1vIathu6i., the capital of Siirasena,
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but not what they produced : they supported the Buddhist
Community and might therefore have had some connection
with A~vagho~a [178]. For a possible model more imme­
diately preceding A:jvagho~a's time than the plays l:nown to
Patafijali, and more tangible only in being called definitely a
prakaraJ}a, the only suggestion we can now make is that, when
Mara refers in the 'battle' canto of the Life of the Buddha to
the story of the princess Kumudvati and her fisherman lover
Surpaka, Asvagho~a is thinking of the lost prakara1)a Kumudvati,
mentioned much later by Siidraka in the Padmapriibhrtaka and
having that story (see Johnston's translation of XIII.Il) [1225,
1231].. Since the prakara1)a has by definition, in the standard
theory, an invented story, and since this particular story, other­
wise unknown, seems to have the characteristics of a romantic'
invented plot, this suggestion has a reasonable probability.
We know nothing of the author of the K umudvati and nothing
more than the above as to its date.

754. Asvagho~a's favorite figure of speech is the infini­
tely variable simile, so prominent in Buddhist canonical lite­
rature also. Numerous examples will be found in the passages
translated above [735, 736, 741, 742]. He cultivates also the
metaphor rupaka" especially the 'complete' samasta metaphor
(Bhiimaha 11.22), as in the case of the great ship (of knowledge)
which carries distressed people across the ocean (unhappiness)
which has waves (old age), tearing foam (disease) and terrific
currents (death) (Buddhacarita I.70). Or there is the river
(the Buddhist doctrine: dharma) wi th its current (understand-
ing), banks (firm dis~ipline) and ducks (vows), which is
cool (with concentration) and quenches thirst (passion) (ibid.
71). There are many of these [see also 740], and they can be
paralleled in the Buddhist canonical literature and in the
Riimiiya~za. They are very rare in later ktivya, where they are
replaced by the complete double meaning (,Uefa or f:lifta), which
can he seen already in Asvagho~a [737].

755. A8vagho~a is also fond of rhyme yamaka-a fondness
which is part of the evidence for his delight in the sounds of the
Sanskrit language [739]. Rhyme is in most Sanskrit and Prakrit
literature simply a figure of speech, used occasionally to adorn
a verse or a prose sentence. It belongs especially to the equip­
ment of citrakiivya, as we noted in an earlier chapter [411], and
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the examples of citrakav)!Q in Sanskrit include a few exceptional
poems in which rhyme is used throughout, just as in other
citrakavyas double lneaning is used throughout, and which conse­
quently are called ),amakakavyas. On the other hand in Apa­
bhrarpsa and the n10dern lndo-Aryan languages ryhme became
a standard feature of versification. Another exceptional poem
(or riigakavya drama [392]) in Sanskrit, the Gitagovinda, also
uses rhyme regularly: in this case the POClll is luodellcd on
Apabhrarnsa prototypes, being written in Apabhrarp,sa metres.
Asvagho~a shows a greater infusion of the purely verbal effects
of citrakiivya in his epics than most later kavis writing in Sanskrit
allow (except that some of them allot a special canto to such
writing [1543]). This is perhaps the mark of a period before
citrakav)!a had separated out as a distinct branch of poetry.
Asvagho~a also revels in the use of grammatical decorations,
as in the different roots underlying the same verb forms, the
use of the same verb in as many as nine different meanings in
a single stanza (av in Buddhacarita XI. 70), or the illustration of a
difficult series of grammatical rules in successive verses (the
last device also was later separated off as a subject for special
poems, the 'grammatical' kiivyas). The first two cantos of the
Saundarananda, especially, illustrate these grammatical acro­
hatics.

756. These features of purely verbal effect suggest the
style of the Eastern or gaur!Jya school of kiiZ!.va as later recognised
by the critics [238, 24., 242, 937]. We lack early examples of
this school for comparison, and cannot say whether Asvagho~a

should be included in it. At any rate he shows much affinity
to it, and was an Easterner by birth. If not a fully fledged
exponent of the gauc}i)'a style he certainly shows the trend to­
wards it, or the phase of kiivya out of which it naturally deve­
loped. Since the style did not find favour with the most influen­
tial critics of latcr times it is perhaps not so surprising that
Asvagho~a's works were neglected,. even though his genius
was not surpassed. The same neglect accounts for the disappea­
rance of almost all the early gaurJi)'a kiiZJ)'tl and the consequent
impossibility of ascertaining its period. Asvagho~a's epics
actually exemplify certain types of sound-combination denoun­
ced as cacophonous by the critics from Bhamaha (I. 53-ajihla­
dat: in Saundarananda II. 30) onwards. He obviously prefers

-



variety to the classical restraint which is the ideal of later ka1!Yft,
and it is evidently an essential characteristic of Asvaghofa which
we learn from the ca1culation that he uses a larger vocabulary
than any other Sanskrit poet (Johnston, Buddhacarita 11, !xxviii).

757. Asvaghofa uses the figure lamp dipaka [188] quite
frequently, which, involving parallelism of grammaticalcons,­
truction, borders on these grammatical effects. Asimpl,e
example is: 'He was not averse to courage and to generosity, 00"

(Saundarananda II 5, c-d). Less simple is:
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-

He knew, by intelligence and science,
:fitness for this world and for the next;
He guarded, by firmness and heroism,
his senses and his subjects. (ibid. 15)

The effect depends largely on the possible collocations of such
words as 'knew' and 'fitness' k~ama in Sanskrit. In this verse­
there are two lamps, in the two halves and with parallel cons­
tructions.

758. Of other figures which one might look for, there is
o perhaps a sufficient element of 'exaggeration' atisayokti [196]
in the similes about the peacock, lion -and tiger, quoted above
[741], to be identified as that figure mixed with simile~

759. There are a number of corroborations [208],
including a whole duster of them in Saundarananda XVIII, "­

. indicating that this figure was already institutionalised and
consciously used. For example:

Old age and other .misfortunes of many kinds
have power over the existing engagement of people:
For unborn trees are not shaken,.
even when terrible winds are storming. (Saundarananda

XVLIO)

Previously exalted hythe arrogance of wealth,
today you 'are flourishing through the -end of desire:
For as long as a man-has desire in the world,
so long, though flburishing, he is always poor.

(SiJundarananda .XVIII .30)
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760. A probable contrast-v)'atireka [209] may be pointed
out 111. Saundarananda IX.28:

A season passed revolves again,
the 1\100n waned waxes again:
But once they have gone these do not return­
the water of rivers and the youth of men.

761. The enumeration yathiisarik/7)'a [212J is perhaps to
be understood, though not in the precise sense of Bhamaha,
in Buddhacarita V. 42:

For, pure as a golden mountain,
that intoxicator of the hearts of the best of women
Stole their ears, bodies, eyes and very existences
·with his speech, touch, body and good qualities.

Or again in Buddhacarita IX. 16.:

For the action on clouds, water, dry grass and mountains
of the wind, the Sun, fire and great thunderbolts
~That action, grief is exerting on me
by pulling apart, drying up, burning and splitting.

This is perhaps rather 'equal consequence' [223].

762. Fancy utprekfii [213J is quite common, though less
sophisticated and in :fact less fanciful than in later kiiv)la. Some
examples may be found in the passages translated above, as in
Buddhacarita In.lO [731] and VIII.25 [733]. On the whole,
Asvagho~a's fancy is not quite detached from simile, and the
element of personification of natural phenomena, so important
later, is not developed. Consider for example Buddhacarita
VIII.26 [735], where women are fancifully compared with
mountains: it is a simile, but it is almost a fancy of the latcr
kind, in reverse. Or again Saundarananda 1.7 [737], where
the hermitage is personified as a woman, which is more like a
later fancy but is mixed with a series of puns and should pro­
bably be identified as a 'partial fancy' utprek~iivayava [234]
(the metaphor, also required fm' this Inixed figure, is provided



by the 'carpet' of flowers). In Saundarananda X. 20ff. we find
a series ofpersonifications of trees (in Heaven)-they have eyes:.
wear clothes and jewellery and bear garlands and musical
instruments, entertaining the gods, but formally these verses are
not fancies, which would contain the expression 'as if'.

763. Other figures can be found,. but the impression is
that Asvagho~a stands nearer the beginning than the end of the
development of figures which led from the small group in the
Nafyasiistra to the three dozen re~ognised by Bhamaha. It is
not simply that the number of figures is limited, for the majority
<can be found if we do not make the definitions too narrow,
but that most of them are not yet fully developed into the forms
which became standard, as we have seen in some cases above ..
What is significant is that this development has definitely begun,
that a series of figures unknown to the Nii!yasiistra has appeared.
At the same time it is possible to identify some of the old 'charac­
teristics' [186] of the Natyasastra,' such as the rhetorical question
Prcchii in Buddhacarita VIII.52:ff.

764. We have seen that, in the construction of an epic,
Asvagho~a on the one hand follows the technique of the dis­
continuous chain of independent stanzas and on the other
produces an overall balance in the work, through the perfect
symmetry of its major parts. A further constructional feature,
not much favoured by later kavis except in prose, is to be found in
certain devices used to give formal unity to series of stanzas.
These include the use ofa set of parallel similes, or other figures
such as rhyme or corroboration, or of a series of parallel gram­
matical constructions. Occasionally the ancient device of the
refrain appears, sometimes a particular word or phrase is
repeated in each stanza, or an argument is cast in the fOrIn aLa
set of parallel statements. Most of these devices used to group
stanzas into paragraphs on a single subject are anticipated in
Pali poetry. Like the use of the independent stanza, they may
be regarded as lyric rather than:epic in origin, but they offset
the discontinuity of the former technique and enhance the
balance of Asvagho~a's works,. which thus flow rhythmically
in stanzas, paragraphs, cantos and groups ofcantos, all matching
the subject matter. The transition from the continuous narra..
tive lines of ancient Epic (Tradition) to the series of detached
quatrain-moments of later kavya epic is thus facilitated.
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765. There is not much to say of cri tics on Asvagho~a,.

since most of the available critical works ignore him. Bharnaha
does not name him or quote any of his verses, but as we have
noted above he quotes a verb form used by Asvagho~a and
objects to it as cacophonous. Though it is not proved that the
critic had A!svagho~a in mind, since others might have used
the same form, it is at least dear that the type of poetry we find
in the Handsome Nanda presumably did not please even this
Buddhist critic in its use of sounds. There had been sweeping
changes in fashion in .ktivya, which we have to some extentindi~

cated already, such that Asvagho~a's works lost much of their
interest and perhaps fell out of general circulation by about
the + 5. According to ]ohnston (Buddhacarita I1, lxxxii)
Dal!-Qin knew the Life of the Buddha and utilised it, whilst We

have noted [733] that Rajasekhara in the +10 quotes a verse
from it, as well as that critic's assessment of Asvagho~a as a
'grammatical poet'. In some circles, however, probably eXB
elusively Buddhist, Asvagho/?a continued to be better appreciaB

ted in later centuries. As noted above, Buddhist philosophers
found his expositions of the doctrine valuable, but from a more
literary point of view we have a note by a Chinese Buddhist
critic, l~Tsing (late + 7), who had a fine appreciation of kiivya
and translated Matreeta's Satapaficasatka [890~1] into Chinese.
]ohnston (ibid. xxxvi) gives a translation of the relevant passage:
Asvagho~a 'clothes manifold meanings and ideas in few words,
which rejoice the heart of the reader, so that he never feels
tired from reading the poem...doctdne given in a concise form'.
Also the Life of the Buddha 'is widely read or sung throughout
the five divisions of India and the countries of the Southern
Sea' . The Handsome ~anda also was popular in the lands of
the Southern Sea in that period, for Paranavitana (Janakihara~za,
Introduction, p. lxv) has found a story that it was preferred by
a king of Indonesia (Srivijaya) to an attempt by a contemporary
poet to surpass it. Thus Asvagho~a retained his Buddhist
audience-perhaps also for his plays, though I~Tsing does
not mention them, for, as we have seen,. Dharmakirti (also
+7) mentions the Rfi~!rapala-becausehe provided an excellent
concise presentation of their doctrine. Moreover it was an
attractive presentation, so arranged and balanced that one
never got tired of reading it. We have seen the truth of this
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judgment, for Asvagho~a's narratives are always just rapid
enough to keep the interest in movement, balancing the descrip'"
tions and arguments: it is this art which the Chinese critic has
noted.

766. Of later Buddhist critics in India, we find that
Ratnasrljfiana (p. 61) quotes a verse as by Asvagho~a, though
it is not traced in the works available to us, whilst the same is
true of the anthologist Vidyakiua (verse 2 )-it is again note-'
worthy that a Buddhist anthologist, of the early +12, should
give only one verse by Asvagho~a out of more than 1700 in his
collection. Ratnasrijnana quotes a verse in criticism of lassi­
tude, in support of Dar.u;lin's verse (1.105) on which he is
cOlnmenting:

If lassitude were not a Inisfortune in the world,
who here would not be learned or rich?
For through lassitude the Earth with (upto) its Ocean
is filled with men who are like animals and poor.

This is probably taken from one of Asvagho~a's plays.

767. Vidyakara's verse is also quoted, anonymously, by
Vamana (+ B; p. 58) as an example of punning. It is an invo­
cation to the Buddha, which may have stood at the beginning
of one of the plays, though its authenticity has been doubted :

Flashing with scimitars raised in their arms, with
armoured breasts,

<Having bosoms with lustre at their tips and curves
reaching up to their arms,>

warm,. with wounds, tormenting the hearts of their
enemies <rivals>, cruel < firJn> ,

With the weight of their battalions seen extended in
the sky, led by Death,

<With the fulness of their bodies visible through their
garments being loose, led by love,>

the Deaths and the breasts of Death's WOlllen did not
produce agitation in him-·may the Buddha protect.
you!

Here the first three lines of the quatrain apply both to th~·

Deaths (Ma-ras, Gods of Death)" and· to the breasts of their
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women, both of whom assailed the Buddha in the 'battle' before
the Enlightenment [714]. The 'wounds' are respectively
those of war and of love-making with bites and scratches. The
words in pointed brackets are the versions of the preceding
words applicable to the breasts, where a single English equi­
valent could not be found to bear the double application of
meaning. It is possible that this elaborate pun is reaDy Asva­
gho~a's, since he is fond of the figure. The metre (fiird.iilavi­
krirjita) is used in the Handsome Nanda and the Stiriputra.

768. Apart from these notices of Asvagho~a by critics,
there is the question of his influence on later poets, where they
may seem to be copying points in his style or trying to improve
on him. Not much need be said within the liluits of the present
study, but Johnston in his Introduction to his translation of the
Life of the Buddha has collected a number of examples ,,,,here
Asvagho~a's influence seems visible. The kavis affected include
Matrceta (xiv) , Sura (xxxvi) , Bhasa (lxxxf. ) , Isvarada tta
(?-see the note to IV. 67 [1121]), the author of the ]J.tusaJphiira
(Ixxxi ), Kalidasa (lxxxi ) and BaI).a (Ixxxii ) . This suggests
tha t his influence was considerable up to the + 7, after ,vhich
perhaps he was rarely read by kavis, who devoted their time to
other models. To johnston's collection we can now add
Kumaradasa (+ 8), who in his epic Srighanananda tried to sur­
pass Asvagho~a's poem on the same story, with doubtful success
(Paranavitana, Jiinakihara1J,a, lxv).



CHAPTER XVI

MAHARA~TRIKAVYA IN THE + 2, ESPECIALLY
THE LYRIC: SATAVAHANA, PADALIPTA, VI1\1ALA

769. We have mentioned more than once the earliest ,....
extant Mahara~trl literature, a collection of lyrics which appe-
ars to have grown up round a kernel pf folk songs. The
collection is attributed to a Satavahana emperor, but confusion
has arisen as to which one. It has in fact been doubted whe~

ther any of them had anything to do with it, since the language
of their administration was-as we noted above from their
inscriptions-a more archaic Prakrit [16, 669]. However,.
since the administrative language remained unchanged for
several centuries we may reasonably assume that the spoken
vernacular in MaharaHra was widely divergent from it by
the +2, besides which we may reckon with the probability
of a plurality of dialects in the country. Without going further
into this discussion, which in the present state of our knowledge
would be pure conjecture, we may for our present purpose
accept the traditional ascription of the original part of the
collection as probably correct.

770. The content of the lyrics relates almost exclusively
to country life, the life of the villages scattered along the banks
of the Godavari or in its tributary valleys running up into the
Vindhya mountains. This life was full of hardships, but not
without compensating pleasures, especially those of love. The
beauty of the songs of the villagers, in which their joys and
sorrows are recorded with fresh art, yet great subtlety of obse~
vation, evidently attracted poets and scholars from the capital
to collect and imitate them. At some time an emperor with
literary interests put his seal on a collection of such songs or
lyrics, or more likely himself made the choice. Many names
of authors of individual lyrics have been recorded,. testifying
that the collection is an anthology, 'Satavahana' being credited
with taste in making the selection,. not in composition, although
one or two verses have his own name (or at least his dynastic
name) attached to them.
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771. For this name 'Sa-tava-hana' we often find the form
'Ha.la' substituted, and the latter has sometimes been taken
as the emperor's personal name. Tradition (the Purii{!as)
actually includes a 'Hala' in the dynastic list, giving him a
very short reign which would fall in the + I (see Pargiter:
Dynasties of the Kali Age, p. 41). Probably, however, cl-Hila'
is merely a Prakrit form of the dynastic name 'Sata' (-vahana
means 'vehicle' or 'mount', siita is a word of uncertain origin,
probably not lndo-Aryan, which seems most likely to mean
'horse'). The historians have probably hypostatised the name
Hala into a separate emperor, not realising that it meant the
same as Sa-ta, and then inserted him into the dynastic list at a
conveniently obscure point, though they managed to give him
only five years, or in a variant list only one year, to reign. We
may assume that the collector of Mahara~trl lyrics was in fact
one of the great emperors of the +2. Other literary references
do not attempt to distinguish 'Hala' from Satavahana, and at
the same tinlC are content, or resigned, to be historically vague
as to his position in the dynasty.

772. The most interesting literary presentation of
Satavahana _now available is in a MaharaHri novel of the +8,
Kut[~hala's (= Prakrit KOllhala) Liliivai. Although this ro­
mantic story of Satavahana is probably pure fiction (other­
wise would it have been classed as a kathii?), the author has
pu t in a few touches to give his hero a suggestion of historical
substance. He makes the Buddhist philosopher Nagarjuna
visit S~ltavahana's court, where he meets PoHisa and Kumarila
-both of whom appear as poets in the anthology. An epistle
of Nagarjuna to a Satava.hana is extant (the SuhrUekha,. 'Epistle
to a Friend'). Several other literary sources attest this asso­
ciation of Satavahana with Nagaljuna, including works on
alchemy (e.g. Rasaratniikara, see Ray: History of Chemistry in
Ancient afld }Wedieval India, pp. 118,. 132 ff., 31 7 f.) and some
]aina historical works (see e.g. Puriitanaprabandhasa1J1graha, p.
91 and Prabhacandra's Prabhiivakacarita, 36 fr.). We are told
that at Satavahana's court Nagarjuna studied under the nove­
list Padalipta and then became guru (teacher, preceptor) to

the elnperor and his queen Candralekha. Buddhist historians.
h~ve recorded this traditional association (having the epistle
to draw attention to it), and two of them, the Tibetans Eu-stan
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(Vol. 11, 136 f., of Obermiller's translation) and Taranatha
(p. 72) (following Indian sources unfortunately no longer

extant), state that it was towards the end of his life that the
. philosopher went to the South and, most important, that he

there organised the construction of additions to the Buddhist
monuments in the Andhra country (then part of the Satavahana
dominions). There is archaeological and inscriptional evidence
to confirm this,. and moreover to associate a particuIar emperor
with the operations (A Comprehensive Hist01Y of India, Vol. 11
p. 316). It appears to follow that Nagarjuna was associated
with the emperor PuJumayi II,. called also Vasi~thi:putr2., whose
dates are either + 128 to + 156 or + 138 to + 166. The latter,
then, was presumably the famous patron of Mahara~trI lite~

rature who collected the lyric anthology and patronised the
novelist Padalipta.

773. During the + I and + 2 India enjoyed great pros­
perity, perhaps even greater than in the time of the fabulously
wealthy Magadhan emperors of the -4 and -3. At the
height of this prosperity we can discern in the +2 the signs of
those profound social changes whieh in the succeeding centuries
led to the replacement of the ancient order, with_ its centra­
lised governments, elaborate civil services, royal monopolies
of key industries and widespread slavery, by what may be called
a 'feudal' order. A better term than 'feudal' could perhaps
be found to describe medieval Indian society, in which the
peasants were not reduced to serfdom, but provisionally it may
serve to characterise the predominance of an aristocratic hierar­
chy and hereditary landed gentry taking over the offices of
tax collection-see below, Chapter XX [1153] . Under this
new order we note the rise of numerous provincial governors
to a position of semi-independence, establishing hereditary'
succession of their sons to their posts. Some attained complete
independence from the old imperial centre, many secured full
local authority as vassals bound only to supply quotas of troops
to an overlord.

774. The exac t relationship of this decentralising pro­
cess to economic prosperity has not yet been worked out: it
suggests some kind of diffusion of wealth over wider areas, and
especially outside the ancient cities which had previously accu­
mulated it. In the + 1 and +2 India's overseas trade flouri-
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.shed as never before or since, bringing wealth which in part
was used to patronise art and literature. In the North the
Ku~al).a Empire produced new trends in architecture and
:sculpture (Mathura, Gandhara: origin of the traditional
Buddha figure at Mathura, and of the familiar 'pagoda', or
many storied monument stupa, at Puru~apura), as well as in
,kiivya, and it was rivalled by the Satavahana Empire of the
GodavarI valley, under which a new school of architecture,
sculpture and painting arose in Andhra and Mahara~tra. In
the far South the +2 is the period of the Sal1.gam poets, the
,earliest extant literature of Tamil (for a brief account of this
.see K.A. Nilakantha: The Colas, Chapter Ill, pp. 30 fr.).

775. It is in fact under the Satavahanas of the 1-2
that modern histor ians have traced the beginnings of the trend
towards 'feudalism' in the administrative system (see e.g.
R.S. Sharma: Aspects of Political Ideas and Institutions in Ancient
India, Chapter XIV of the first edition, cf. p. 303 of the second
edition). The Ku~al).as appear to have been more conser­
vative, and although their governors of West India at Ujjayini
became independent during the + 2, the latter too seem to
have remained faithful to the old social order.

776. It may not be pure conjecture, then, to sec in
'Satavahana's', or Puhunayi 11'8, excursion into the folk songs
·of the villagers an illustration of a new outlook on society, away
from the cities and .into the country; away from the milieu of
the merchant class-·despite the continuing importance of
trade-towards that of the country. gentry now rising to pros~

perity,. who might aspire to the status of niigaraka [27]. If we
,can trust some of the commentators on Satavahana's antho­
logy, the niigaraka is to be found there, describing his observa­
tions of country life, though there is apparently no agreement
.among them as to which particular poems are supposed to
be spoken by a niigaraka. Thus acc.ording to Garigadhara about
30 out of the collection of 700 (61, 104, 122, 161, 168, 180, etc.)
.are spoken by niigarakas, though the other commentators so
far as published offer no support for any of these identifications:
Pitambara where available puts these poems in the mouths of
women, usually of a messenger or a friend of the heroine des­
cribed in them. On the other hand Pitambara says that poems
.578 and 647 are spoken by niigarakas, which Gallgadhara does
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not support. These commentators are quite late, but seem
to have found in the works of their predecessors some kind of
association of niigarakas with the collection.

777. Verse 3 of the Satavahana anthology says that
'Hala', who was 'fond of kavis', selected 700 songs (giiha, Sans­
kritgathii)out often million (a koti, i.e. an enormous number).
This work, under the title Giihiisattasai, 'Seven Hundred Songs~

(Sanskri t Giithiisaptasati), has come down to us in more than
one recension, with considerable variations in content. Alto,;.
gether we have more than 950 songs included in the anthology
in these recensions, accepted by various commentators. Evi­
dently connoisseurs of Mahara~tri poetry noted other verses
in that language in themr manuscripts of the anthology, or added
new verses at the end, and these were sometimes copied out
along with the more original verses \vhen a new manuscript
was needed. Later on the original number of 700, regarded
as the proper total, was presumably obtained by eliminating
some, probably on subjective grounds.

778. The writing of Maharand lyrics in fact became
extremely popular after the +2, this language being regarded
as the best kind of Prakri t and as the proper language for song~
even among people, or characters in dramas, who ordinarily
spoke another dialect of Prakrit. From apparently the +3,
as far as we know, Le. the time of Sudraka [1184], characters
in dramas who in their dialogue speak Sauraseni, the standard
dramatic Prakrit, resort to Mahara~tri for their verses. It
seems to have been only in the +4 that Mahara~tri found its
way into inscriptions, in other words into official documents,.
though Mehendale has pointed out some of its characteristic
phonological features in inscriptions as early as the +I (Histo­
rical Grammar of Inscriptional Prakrits,. especially pp. 62, 65, 271
fr.). It therefore replaced the older Prakrit administrative·
language [669] of the Deccan only after the collapse of the'
Satavahana Empire. Mahara~tri then became a standard.
or classical literary language alongside Sanskrit, both in a
special use in dramas, as just noted, and for entire kiivyas in
various forms, such as the sattaka [344], epic [413, ]265, 143,1],
novel [436] and some of its sub-varieties [450-4] and of course
lyric. I t has retained this position as a classical language
throughout the history of kiivya, though the spoken language
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of MaharaHra soon changed further towards modern Marathi,
via the Marhatta ApabhraIpsa attested in the +8 by the
novelist Uddyotana. The rise of MaharaHra to political
supremacy in India in the + 17 and +18 seems to have en­
couraged the writing of MaharaHri kiivyas (e.g. by Ghanasyama,
RamapaI,livada, VisveSvara) as well as the development of
modern Marathi literature.

779. Weber, the critical editor of Satavahana's Seven
Hundred Songs, distinguishes six different recensions (see
his Vorwort to Das Saptacatakam des Hala, 1881, pp.XXVIIff.).,
These appear, however, to· reduce to two main recensions,
VVeber's first, or 'vulgate',. and his fifth, or 'Telil1ga' (T). His
second and third appear to be relatively late derivatives from
the first, with a number of new verses, some in common with
the TeHriga recension. The verses peculiar to them seem
never to be quoted by the literary critics, whereas most of the
verses in the first and fifth recensions are quoted, though usually
without any mention of the source. This presumably indi­
cates that the verses of the first and fifth recensions were wel]
known in literary circles by the time of Anandavardhana and
Bhoja, whereas the others probably did not yet exist (Weber
thinks the third 'recension' is related in orthography, etc., to
the Jaina grammarian Hemacandra of the +12 ; which suggests
it was compiled in Gujarat in or after his time). Weber's
fourth 'recension' likewise appears completely unknown to
the critics, its peculiar verses not being quoted. His sixth
recension (W or 'second Telinga') on the other hand appears
to be relatively old, but it consists of one hundred (more pre­
cisely, 104) verses only and is thus hardly a 'recension' of the
Seven Hundred Songs. Most of the dozen verses peculiar to
it are quoted by the cri tics (three by Anandavardhana ) .
Whether it really represents a selection of a hundred verses
from a recension of the Satavahana anthology, otherwise not
now available to us, is a matter of conjecture. It may instead
have been a selection from the Telillga (T, fifth) recension,
with additions from other Mahara§tr:i literature or composed
by the compiler. The manuscripts of 'W' do not name Sata­
vahana or Rala but call the text simply Priikrtas,rtigiirasataka,
thus it makes no claim to represent a recension of the Seven
Hundred Songs. The fact that at least 18 of the verses peculiar



to the 'Telinga' or fifth recension are quoted by the Kasmira
critics Anandavardhana and Mammata means that its circu~
lation was far from being confined to Andhra, where its manu~
scripts were found. The so called 'vulgate', which Weber
found much more widely circulated in recent tinles, is merely
another recension, which has been preferred by the later com­
mentators. Much research remains to be done on the Gathti~

saptasati and its recensions, for there are apparently numerous
manuscripts of the' anthology which were not available to
Weber, with several more commentaries.

780. Weber found only 430 verses common to all his
recensions (allowing for the incompleteness of 'W', etc.­
Vorwort, p. XLVIII). As between the Te1iriga recension
and the 'vulgate', the former has about 560 verses supported
by the 'first' recension or its derivatives the 'second' and 'third'.
There are few clues to the relative authenticity of the Telillga
and vulgate versions where they disagree. I-Iere we may dis­
cuss two possible clues and then delay no longer in our study
of the poems themselves. Verse 464 of Weber's edition (for
convenience we shall use his number; in the 1881 edition)
mentions the emperor Vikramaditya. It is found in the vul,;.
gate but not in the Teliilga recension. If 'Vikramaditya'
here means Candra 11 Gupta of the +5 (which is not certain),
the verse must be an interpolation, which speaks against the
vulgate. Verse 490 mentions the water-wheelraha/ta used
for irrigation. It too is found in the vulgate but not in the
Teliilga recension. It has sometimes been doubted whether
this machine, often called the 'Persian' wheel, was in use as
early as the Satavahana period (e.g. R.S. Sharma, Indian Feu­
dalism, p. 253). ,However, it is in fact mentioned in the FaH
Canon (Vinaya II 122) as cakkavattaka, explained in the Saman­
tapiisiidika (VI, p. 1208) as arahaftaghati)lanta, which attests
its existence by the ·-"~4 in India.

781. The verses translated below are all common to the
vulgate and the Te1iilga recension unless otherwise stated.
The numbering by Weber follows the sequence of the vulgate,
in which there is no discernible order. The Telinga recension,
on the other hand, is arranged in sections called paddhatis,
'paths', as it were tours through the different topics found in
the anthology. The metre of the songs is the musical 'bar
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metre' ga1;acchandas [567] we Inet in the Pali Canon, nearly
an of them being in the form called iiryii [581]. Thismetr~:­
as we have seen, is based on a musical structure of eight bars,
known in musical theory as the caturasra lilla, which no doubt
prevailed in the folk songs from which these lyrics were originally
taken. We noted also in Pali kavjJa how th~ new fixed metres
ak,laracchandas developed out of the 'musical' ones through the
choice of particular rhythmic structures [582]. In the variable
rhythmic patterns which the musical metres could superimpose
on the caturasra ttila it was possible to reflect emotive or descrip­
tive associations appropriate to the subject matter. The
Satavahana anthology beautifully illustrates the development
of such a technique of using rhythms suggesting particular
types of event, object or feeling (fOf a discussion and examples
see Cappeller: Die GaIJaCha12das,. pp. 8I~5).

782. The popular milieu of the Seven Hundred Songs
may be compared with that of the early Pali lyrics. In the
latter we met the peasants, artisans, scavengers, slaves and other
ordinary people of the Ganges valley and Avan ti. In the
Seven Hundred we meet some of their counterparts in ancient
Mahara~tra. The collections differ in that, whel"eas the Pali
lyrics were selected to illustrate the Buddhist view of life,
Satavahana's chosen theme was love and his ailTI the sensitive
aesthetic experience. At least, the commentators insist that
love is the subject of every verse, even of the few which on the
surface appear to describe something quite different.

783. In the Pali Canon, we found ll1any verses cornpo­
sed by women. In the Seven Hundred it is noteworthy that,
:in the great majority of verses, it is women who are represen­
ted as the speakers; though we cannot say how many were
authentic folk songs, which might have been composed by
women, and how many were imaginatively and rhetorically
cast in that form by more sophisticated poets, either men or
women. The interest here is the point of view presented,
which is generally that of women: it is almost always women
who love in these lyrics, who experience the emotions which
inspire the sensitive experience in the reader or listener to the
song:
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In whichever direction I look, I see you there, as
if drawn,.

The whole wheel of the directions is as if bearing
a series of your likenesses. (531 )

In the Mahara~tri the gender shows that the person seen here
is masculine.. The commentato~ Garigadhara explains that
a girl very much in love thus reveals her feelings to a youth.

784. Let us see how the Seven Hundred Songs illus­
trate the life of the peasants (explicitly in such verses as 64,
107,.317,373):

The peasant drinks the mediCine cooled by the fragrant
wind from the lotus mouth of the girl who asks him
how he feels,

So that although it is of a pungent nature he doesn't
leave any. (317)

According to Gangadhara a woman says this to her friend,
showing the power of love.

785. As its etymology indicates, the word halika, which'
we translate 'peasant', meant more specifically a 'ploughman'.
This work was hard:

Her husband fallen asleep, feeble from dragging the
ploughshare sticking in the swamp,

The labourer's wife, deprived of the happiness of love­
making, swears at the rainy season. (324 )

Gangadhara thinks this may be a verse composed by a niigamka,
or that it may be spoken by a female messenger d il.ti to a pros­
pective lover, implying that this is a good time to make advances
to the wire, even though her husband is at home.

786. The following description of a rice field, as the milky
looking new grain starts to appear in the winter, according
to Garigadhara, is not found in the Teliriga recension. It is
worth quoting for its elaborate double meaning, reminiscent
of Asvagho~a [737] but foreign~ to Satavahana's collection,
as well as for its picture of t,he peasant:

)
I.
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The peasant is delighted by his nce field as by his
.son-

Dark wi th mud, looking as if drinking only milk, gomg
in up to the knees. (568)

The commentators Gangadhara and Pitambara say thar a
woman sings this so that her lover can overhear and know that
she will meet him by the rice field. This is a very typical
eornment and shows how a verse apparently not about love was
brought into line with the assumed subject of the anthology.

787. The peasants also have sesame fields, for producing
oil (8, 695 which is not in T, 769 which is in T as well as one
version of the vulgate). Verse 8, where a girl describes the
sesame field in the cold season sisira to her mother-in-law, is
again said by Garlgadhara to be intended to be overheard by
her secret lover: the seeds have been harvested and so the
field is deserted now, a safe place for lovers to meet. There
are also hemp (9) and cotton (360) gardens, and saffron
gardens according to Gangadhara and Pitambara on 392,. where
a woman asks the plant to conceal her secret love. There
are various tasks in the cotton garden (359) and the hazard
that it may be trampled by a buffalo (550). The following
verse, not in the Te1inga recension but in all versions of the
vulgate, shows a woman performing a ritual in the cotton
garden:

As she makes the blessing on the plough, on the
auspicious day for the cotton garden,

The unfaithful woman's hands tremble because of her
secret wish. (165 )

Gali.gadhara explains that the cotton garden is the rendezvous
with her lover.

788. Besides the peasants, the hunters in the forests of
l'vlaharaHra are described (e.g. 119-22, 173):

With an ear ornament made from a peacock's tail~

feather the hunter's bride wanders haughtily about
Among her rival wives who have embellishments set

wi th pearls from elephants. (173)

As Gailgadhara explains, the new bride overreaches the older



wives of the hunter, although for them he had killed elephants
and made ornaments with the pearls from their temple bones.
Now he is able to hunt only peacocks, but that is because his
strength has been exhausted through his great love for the
new bride.
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789. Women are met as milknlaids:

In the forest ardent with the breezes of the honey
month, bringing the jingling of the bees,

The milkmaid sings something set with words of separa­
tion, which bewitches the minds of travellers. (128 )

The~honey month' is the first month of spring.

790 . Women also grind grain:

The travellers look with unblinking eyes at the peasant's
daughter made pale with flour,

-With desire, as if at Fortune coming forth from the
Ocean of Milk. (388)

The allusion here is to the myth of the churning of the Ocean
by the gods, which produced among other precious things the
Goddess Fortune (Lak~mi), moreover Fortune is symbolis,ed
by the colour white. It is a commonplace that the gods' eyes
do not blink, thus the traveHers' stares would suggest that they
were gods. On this verse Gangadhara adds that 'some'
commentators say that it was spoken by a nagaraka to his com­
panion, but the idea is not supported by Pitambara. We have
a variation on this theme of grinding:

I

1

See! As if they are white geese resting in the shade of
her lotus face,

She bears her breasts white with the powder flying up
from the grin~ingof the flour for the festival. (626)

Garigadhara thinks a niigaraka says this,. but PiUimhara holds
it is a woman friend of the girl described.

791. The housewife in her kitchen is thus described:
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The husband laughs at the housewife when her hand,
dirty with soot sticking to it from the kitchen
work,

Touches her face and leaves it in the condition of the
Moon. (14)

Bhoja (.Sr!lgiiraprakiisa 11 p. 416) quotes this verse as an example
of implied simile, siimya, defined by him as a separate figure
of speech. The allusion is to the dark mark on the Moon,
regarded by Indian poets as an ornament. The wife looks.
beautiful to her husband even when dirty from the house­
work.

79'2. Girls have the task of serving water to travellers
a t drinking places by the roadside (49, 161):

The more the traveller with upward glance lengthens
his drink of water, his fingers wide apart,

The more the serving maid, too, makes thinner the
already thin stream. (161)

793. Whatever the prosperity ofthe gentry or the towns
in this period, the villagers are likely to live in poverty. The
following verse sounds like the nagaraka observing country life:

The village girls steal the hearts of sophisticated men
at the Love (Festival),

With the burden of their breasts having only saffron
dyed bodices as ornaments. (546)

794. If the simplest and cheapest dress enhances village
beauty for a man bored with city sophistication, the more
poignant and compassionate aspec!: of poverty is also recorded:

In the house of misfortune the housewife protects her
" husband from confusion; "
-When asked about her pregnancy longing she says

once more only 'water'. (472)

A pregnancy longing must be satisfied, according to ancient
Indian belief, otherwise the baby may be deformed. The
husband must therefore try to satisfy every fancy and ",-him
of his pregnant wife, regardless of difficulty or expense.
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The following vulgate verse is not in the Teliilga

In winter his misfortune is indicated by the sweet scent
of a dung fire,

By his being tawny with smoke and by his worn out
garment with very sparse threads. (329)

According to Gangadhara this is spoken by a woman friend
advising a girl not to be attached to such a hero.

79,6. The following verse again is not in the Teliriga
recenSlOn and with its philosophising perhaps stands a little
apart:

Let him be born in a forest place, and even as a crooked
stump with feeble leaves,

Not in human society-···ifhe is generous, sensitive-and
poor. (230)

Again Gangadhara, bringing this into line with the main sub~
ject of the anthology, says this is a woman's complaint to her
messenger.

797. The next verse, which is in all the available re~

censions, expresses a different kind of philosophy which could
very well be found in a village, even with its puns: .

Enjoy what is in your power ! How could there be salt
in the stores of a poor village?

Handsome one! What use is salt where there is no
oil? (316)

'Salt' lO1J.a also means 'elegance' or 'beauty'; 'oil' si1Jeha also
means 'affection' or 'love'. Gailgadhara says a messenger
from the village says this to the hero, whilst from our knowledge
of other poems in the anthology we may easily suppose that,
as the commentators sometimes say, the woman is acting as
her own messenger. She means that here you will find affec~

tion, whereas the city beauties are fickle. As noted above
(787], the villages produce their own sesame oil; they could
not produce salt. Gailgadhara further notes this as a case of
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'ci tation of something else' anyapade.fa [418], in this case the
.cooking analogy. Such citations are fairly common in the
anthology and the Telinga recension has a whole section of
them as well as others scattered about in other sections.

798. General reflections on the evils of the world are
found in two verses, one (704) in the TeliIiga recension and
some manuscripts of the vulgate, the other (710) only im a
few manuscripts of the vulgate. The first says bitterly that
the deaf and the blind are lucky because they do not hear mali­
cious words and do not see the prosperi ty of scoundrels. The
commentator Sadharal),adeva reduces this to a woman's com­
plaint about her rival. The second says that good men are
as rare as wild geese, scoundrels as common as crows; which
the commentators available interpret in three quite different
ways as expl'cssing the feelings of supposed heroines.

799. Of a different character is this reHection, which
IS much more likely to be original to the anthology:

When, of a couple whose love has grown with time,
increasing· through sharing the same pleasures
and troubles,

One dies, surely that one lives-it is the other who IS

dead. (142)

The aesthetic experience here is definitely the compassionate,
as Bhoja states (S,nigiiraprakiifa Chapter XXIII, p. 64 of Yadu...
giriyati's ed.).

800. Different again, and probably original, is the
following:

For a man who undertakes something there will
inevitably be fortune or death;

Now, there will be death even if he doesn't undertake
it, -but not fortune. (42)

Gangadhara says this is spoken by a messenger from a girl,
urging the hero to do something.

801. The great majority of the Seven Hundred Songs
deal clearly and directly with love, so let us now turn to them
and see how they present this subject in aU its aspects. It is
possible to find here the various types of heroine classified· in
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the Nii?yasiistra (XXIV.203 if" etc., Kasi), as well as the stages.
of love [142] and many other aspects of the emotion. The
commentators and critics point out some of these themes,
Bhoja in particular illustrating his theories profusely from the
anthology, and the composers of the poems in fact seem to
have been aware of some of the types of heroine as described
in the Nii/yasiistra. The anthology undoubtedly typifies many
of the aspects of love, yet at the same time its characters and
situations are strongly individualised, in other words made
vivid and particular. The method used here exemplifies the
same principles as the figure of speech known as corroboration
arthiintaranyiisa [208], especially the presenting of a particular
case which illustrates·a generalisation. As a rule the genera­
lisation will not be stated in these poems, but the reader will
feel that the character presented, or the situation, is typical.

802. There is the agitation of the girl who goes to meet
her lover (the abhisiirikii, Niityasiistra XXIV, 212), very simply
portrayed in the following verse:

When he comes, what shall I do? What say? How
will it be?

-The heart of the girl who acts boldly, going out for
the first time, trembles. (187)

This heroine is also 'uncertain' adhirii in her actions, Bhoja
points out (Snigiiraprakiisa Chapter ~XIII, p. 39). A different
heroine is portrayed in the same situation as follows, with
humour:

.'

f
J

a series of steps with her eyes
(249)

Today I have to go in
handsome one!

-The lady practises
shut, in the house.

the dense darkness to that

g •

Bhoja chooses this to illustrate an 'effect of emotion' anubhava
[54] (SarasvatikatlthabharatJa p. 616).

803. With reference to the sensitive aesthetic experience,
the JViityasastra (p. 73,. Kasi) [57] distinguishes two determin­
ing factors or positions adhi~thiinas, 'union' sambhoga and
'frustration' vipralambha. The sensitive produced by frustra-
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tion is very often found in the Seven Hundred, with a great
variety of situations within it. For example:

She looks out, disappointed in her object, she sighs
long, she laughs at nothing;

Since she chatters with indistinct meaning, how
much there must be in her heart! (296 )

This case of frustration is during the first passion, according
to Bhoja (Sarasvatika1J,!habhara1J,a p .. 629). The commentator
Kulanatha says it exemplifies the seventh of the ten stages of
love, namely 'madness' unmiida.

804. A common situation in the anthology is the woman
whose lover has gone abroad, of which the following is an
example according to Gangadhara:

Today, without him, remembering the happiness I had
experienced,

Hearing the noise of the fresh clouds is like the drum
(proclaiming my) execution. (29)

The rainy season is supposed to intensify the longing of lovers,.
moreover it obstructs travel so that the woman knows her lover
cannot now reach her for at least another two months. Exe­
cutions in ancient India were announced by a drum carded
through the streets [1199]. Bhoja quotes this verse for
the thunder as a 'cause of emotion' vibhava (Sarasvatika.1J!ltii­
hhara1J.a p. 614) [54]. Elsewhere he quotes it again for frus­
tration in the rainy season and on the same page quotes the
following verse for frustration in the spring (Srngiiraprakiisa
Chapter XXIII, p. 59). Gangadhara explains that this is
a woman's reply when another woman has asked her about
her well-heing:

Well-being? How could there be well-being? From
the head of that crooked mango tree by the gate­
way to the house

Surely· some misfortune has been born. (499)

The mango buds mean spring has come, which is a misfortune
for her (Gangadhara). '
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805. The heroine 'anxious through separation' vira­
hotka1Jthitii, whose lover does not come (Niityastistra XXIV.206
Kasi) , appears in the examples pointed out by Gailgadhara
to have good cause for her concern, because it is clear that he
no longer cares for her, though he may eventually feel obliged
to visit her:

o helping fever! Bringing from afar even this rare
man who asks me how I feel,

Though you are taking away my life you are not at
fault! (50)

Gangadhara says the man has been forced to come to her
through fear of public opinion, not through affection, and in
these words addressed to the fever which is ending her life she
rebukes him. Death is welcome to her. Bhoja (Sarasvati­
ka!2thiibharai)a p. 474) quotes this as an example of the figure
'praise of what is not the subject' aprastutapra.~arpsii [219J.

806. In another verse about a woman 'anxious through
separation', her friend goes to remonstrate with the man she
loves (Garigadhara):

I am not a messenger, you are not loved, what business
have I in this matter?

-She dies, you are dishonoured, I am speaking the
words of duty. (178)

Gali.gadhara says she means he will run the danger of being
guil ty of the crime of murdering a woman, if he does not go
('duty' dhamma, i.e. dharma virtue or law). Kulanatha thinks
this refers to the tenth stage of love, dying mam1ja, but perhaps
things were not really as desperate as that. Visvana tha
(SahityadarpatJa p. 547) quotes the verse as an example of
'spurning' iikiiepa [207], i.e. denying her real nature as messen­
ger.

807. According to Gangadhara the heroine described
by her messenger in the following verse IS 'separated by a quarrel'
kalahiintaritii from her lover (Niityasiistra XXIV. 208' Kasi) :

,
I
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She says: 'Whom do you remember ?' She chatters:
'Who is mine ?'

By her agitated weeping I have been made to weep
too. (389)

Bhoja quotes it (Srhgaraprakasa II p. 446) as a dear example
of rasas being increased by the causes of emotion, ete. Here
we can easily pick out her remembering him as the cause of
emotion, her meaningless chatter as an effect of emotion and
her agitation as a transient emotion; her tears are an expres­
sive sattvika emotion which is also a transient [59]. Bhoja
should of course be understood in relation to his own theory
of rasa, in the context of which this is quoted [113]. At this
level there are many rasas, which at the higher level will fuse
into one.

808. The beginnings of love and the effects which first
reveal it are illustrated in a number of poems:

If he is really not your beloved, then when his name
is mentioned, my dear, why

Does your face blossom like a red lotus at the touch of
the rays of the Sun? (343)

My pen falters on its way because of the state of my
trembling and perspiring fingers,

I haven't even finished writing'Greetings'-dear friend,
how can I write the letter itself? (244)

Gali.gadhara notes here the 'expressive emotions' perSpIrIng
and trembling [59]. Bhoja quotes these two verses Undel"
his topic 'test of love' premaparikJii, or 'trial of love','examina­
tion of love',. the way in which it is proved to be present
(SarasvatikalJthiibhara1}-a p. 637). In the following verse he
finds a case of the test and the response to it (p. 635);

On the pretext of the rough descent to the Godavari
she abandoned herself on his chest,

By him, too, innocently and out of compassion, she was
tightly embraced. (193 )

Bhoja (p. 347) also quotes this verse for the figure 'reciprocity"
arryonya , known to us first from Rudrata [260J.

"



200 INDIAN KAVYA LITERATURE

809. Love is not" always innocent, and the anthology
includes many scenes of deceit and intrigue:

Right in front of her husband the girl is led to the
house of her lover, the doctor,

Waving both her arms as her clever friend supports
her with her hand, saying: 'She has been bitten by
a scorpion l' (237 )

810. After quoting this for 'secret' pracchanlla passion
(Spigiiraprakiifa Chapter XXII, p. 40), Bhoja goes on to quote
(p. 45) the following for 'unfeigned' ak.rtr~ma passion, arising
in this case, he says, from the combination of youth and trust~

fulness:

The traveller was looked at in such a way by the
daughter-in-law, her pupil slightly turned towards
the outer corner of her eye,

That, though turned away by the master of the house,
he stayed on the veranda. (254 )

The 'master' is obviously her father~in-Iaw and her husband
presumably away, whilst we gather that she dislikes them both.

811. It is naturally among the poems on themes such
as this that the critics found excellent examples of implied
vyangya meanings insinuated by literal meanings not really
intended [250]. Thus:

Here my mother~in-law sleeps, here I, here all the
servants;

-0 traveller, blindly in the night, don't go to sleep
in my bed! (669)

This means exactly the opposite of what it literally says. Anan­
'davardhana, the theoretical pioneer of the study of the non­
literalness of good kiivya, quotes it (with slight variations)
as an example of an 'injunction' vidhi in the form of a 'prohi­
bition' prati~edha (i.e. a literal prohibition which really implies
an injunction; Dhvanyiiloka p. 71). The implied meaning here
is contained in the actual subject matter of the poem [252J.

I
I;;
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The commentator Pitambara remarks that by her intonation
.kiiku the lady shows that this is really an invitation and not a
prohibition.

812. Here IS another example:

Wander on confidently, virtuous man! -That dog
has been killed today

-By the proud lion which lives in the wild arbour on
the bank of the Godavari. (1 75)

'Garigadhara explains that a woman says this to keep the
wandering sage away from the arbour where she has arranged
to meet her lover, as it looked as if he was on his way to medi­
tate there. Anandavardhana quotes it (p. 52) as a prohibi­
tion in the form of an injunction. Afterwards (p. 73) . he
quotes a verse (Weber 944) from the Teliilga recension as an
injunction which is not intended but which implies neither
:a11 injunction nor a prohibition; the girl is in fact censuring
the hero for his offence of having an affair with another woman
(cf. Bhoja, Srilgiiraprakiisa I p. 248). Other theoretical possi­
bilities could easily be imagined, and Bhoja illustrates a whole
s~ries of them, largely from the recensions of the Seven Hund­
red (Sr1igaraprakasa I pp. 247-8).

813. Anandavardhana illustrated other parts of his
theory from Satavahana's anthology. The following "is for
him kavya where the implied meaning is subordinate gztlJibhii­
tavymigya, though it is present, because the literal meaning is
very striking and the implied meaning not immediately dear
(Dlwanyiiloka pp. 28If.):

Aunty! The lotus beds have not been crushed and the
wild geese have not been made to fly up;

-Someone has put the open sky in the village pond
(110)

.Anandavardhana understands this instead that someone has

.stretched out the clouds in the pond, but that does not affect
the discussion. In either case the meaning is that the pool
was undisturbed: no one had been there. Gangadhara ex~

plains that a secret meeting place near the pond had been



appointed by the lover of the girl who is speaking. She had
returned from there at dawn under the pretence of bringing
clean water (an ordinary, everyday action). She tells .her
aunt that she has seen a wonderful thing:' someone had put
the sky in the water, yet without disturbing the lotuses or the
wild geese. Kulanatha adds a necessary further explanation,.
namely that the girl told her aunt this in the presence of other
people, including her lover: it means that he failed to keep·
the appointment-"I went, you didn't go', he understands.
This, 'Why weren't you there ?', is the implied meaning as.
Anandavardhana understands it. This presumably would
be immediately clear to him, though not to the reader of the
kiivya. The striking, fanciful Ilteral meaning of someone
putting the sky in the pond subordinates the-impliedmeaning
for the reader.

814. The follow.ing verse also belongs to the category
where the implied meaning is subordinate, according to
Anandavardhana (p.' 479). In this case the implied meaning
is indicated by the intonation kilku, he says:
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Yes indeed! We are bad women! Go away, you'
who observe your vow to your husband!
Your clan is not besmirched.

But why should we, then, love the barber, like some­
'? body's wife? (417')

This seems pretty obscure, except that it is part of a quarrel
among women. It appears full of implied meanings, though
they are obscure except to the: initiated, and it is not easy to­
see what Anandavardhana meant by the literal meaning which
predominates (the second half?). The commentators Ganga­
dhara and Pitambara agree that the speaker is herself 'had',
i.e. unfaithful to her husband. Gangadhara adds that she
claims to be attached to a hero of high birth (presumably the­
affair would not then be a disgrace to her own clan gotra).
But she says the other's clan is not degraded either, though.
her family (?-i.e., her husband's?) kula (originally 'tribe')
IS. We do not at present kn~w enough about ancient Indian.
society to be certain what this means. The gotra is perhaps­
being alleged to be an inferior one, so that it could not be·

'I·,'iF
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degraded by a liaison, even with the barber. Ifwe turn from
these unsatisfactory commentaries to Anandavardhana and
his commentator Abhinavagupta we find slightly different
readings, but the essentials seem the same. Abhinavagupta
says that 'Yes indeed! We are bad women!' is spoken with
intonation intending ridicule. 'Go away' or its variant is
meant literally. ' .. vow to your husband l' is sarcastic and
'Your clan is not besmirched' also intends something else, it
is said 'stammeringly'. 'Somebody's wife' is blinded by love;
'we' do not love a proletarian p'iimara: this is ridicule. A
lady who had been seen misconducting herself was ridiculed
py another lady 'of good family' kulavadhil. But this other
was attached to the barber, so that the first counters her ridi­
cule with this verse. It is the intonation which conveys the
ridicule, i. e. the implications. The literal meaning which
dominates can be understood as the explicit mention of the
barber, which should be the decisive blow in the argument.

815. Anandavardhana also quotes (p. 515) from the
Seven Hundred for dhvani kiivya mixed with figures of speech.
The verse he quotes is this:

On the darkened days when the fresh rains resound
The dancing of the peacock flocks looks splendid, their

necks impetuously stretched out. (560)

Anandavardhana says that simile and metaphor are mixed in
this, but we have to read Abhinavagupta for an explanation.. -

As we have it, moreoever, his reading of the text is different
from that of the manuscripts of the Seven Hundred itself (both
recensions), and this different reading is explained by Abhi­
navagupta. As for the implied meaning, some of the commen"
tators, including Gailgadhara, see here an indication of a
secret place of meeting, namely an arbour where the peacocks
dance, also possibly the time as night, when the day is 'darke­
ned', or that during the rains the days are dark enough for the
heroine to go to .meet her lover without wai ting for the night.
The anonymous commentator on the Teliriga recension, on
the other hand, suggests that a traveller is speaking to another,
urging him to hurry in order to get home before the rains
make further progress impossible. The latter is closer to



Abhinavagupta's idea, as we shall see. For the figures, we
can suggest a simile in the darkened days being likened to night
and a metaphor perhaps in the dancing of the peacocks or in
the resounding of the rains,' since both words imply musical
performances. These, however, are not what Abhinavagupta
finds. Whether following what Anandavardhana originally
read, or introducing new readings, Abhinavagupta has: 'On
the days dark for travellers, when the fresh clouds resound... '
(omitting also 'impetuously' in order to make room for 'travel­
lers'). In the words 'dark' siimiiia and 'fresh clouds re-
sound' ahiJJ,aapaoarasia he can now find double meanings,
'audience' and 'connoisseurs of performances with acting'.
The implication of the first meaning is simply that these are
'gloomy', depressing days for travellers. The second meaning
is 'when there is an audience of travellers who are connoisseurs
of performances with acting' (for the peacock dance). Now
Abhinavagupta can point out a simile in the days being 'gloomy'
like the travellers and a metaphor in 'traveller-audience' (the
travellers are the audience). In view of the manuscript
tradition of the Seven Hundred, all this looks like misplaced
ignenuity on the part of the critics, who have 'improved' the
text to produce these subtleties. Such punning seems foreign
to the original anthology and we should probably find a lesson
in this example, that the critics are not always reliable guides
to kiivya composed many centuries before their own time.
In their analysis they tend to be too ingenious, to overinterpret
a simple poem. If we wish to read here something more than
simply a description of the beginning of the rains, no doubt
with the emotional overtones associated with that season, and
to find the poem as suggestive as the collection usually is, we
may take it as an invitation, that the days have arrived when
it is good to go out to meet one's lover. Some of the commen­
taries support this and may well preserve the original under- '
standing of the verse.

816. Whilst discussing Anandavardhana, we may
glance back at verse 173 [788], which he quotes (p. 256).
The literal meaning which implies the implied meaning may
be taken by a writer direct from actual life, alternatively it may
be just something fancifully imagined by him. The scene of
the hunter'sbride exemplifies something taken from life. We
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might generalise about this: in the Seven Hundred Songs the
meanings are almost invariably taken from life; when we find
fancies superimposed on nature, they are the fancies of the
characters portrayed, part of the life, not imaginative descrip­
tions by the poe~.

817. Before discussing the figures of speech in the antho­
logy let us quote one more example of implied meaning.
Anandavardhana himself does not discuss this, but Mamnlata,
who follows him in elaborating the theory of dhvani kavya, gives
it (Kiivyaprakasa p. 22):

See! Motionless and calm the female crane is beauti­
ful on the lotus leaf,

Like an oyster shell placed in a vessel of spotless
emerald. (4)

The commentators are agreed here that a girl speaks this to
her escort: over there is a secluded spot for our meetings!
No people disturb the bird and we shall not be disturbed. They
ignore her simile.

818. In a collection like this we shall not expect to find
many figures of speech, except sometimes in the indirect ex­
pression of the characters themselves. With reference to the
theory of figures one would have to classify most of the verses
as 'naturalistic description' svabhiivokti [197] or 'realism'
bhavikatva [l98}. However, we have already noted a few of
the figures which are found by the critics, especially by Bhoja,
rarely by the commentators. Thus from Bhoja we noted cases
of implied simile slimya [791], praise of what is not the subject
aprastutaprasarpsa [805] and reciprocity anyonya [808]. Visva­
natha has pointed out 'spurning' iik,repa [806]. We can add
here that Pitambara notes a 'fancy' utprek~ii in verse 626 [790],
Bhoja (Srngiiraprakiisa 11 p. 400) finds another case of recipro­
city in verse 161 [792] and Anandavardhana calls verse 230
an implied constrast vyatireka [796, 209].

819. Bhoja quotes (Sarasvatika1)/hiibhar.a1JQ p. 400) the
foHawing as an example of simile:
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Her face is like the Moon, the moisture of her lips
is like the ambrosia,

Her kiss-·brilliant with the impetuous seizing of her
hair-what is that like? (213)

The ambrosia is supposed to come from the Moon; ggaha
means both 'seizing' and 'eclipse'. The figure at the end
might be compared with 'want of agreement' ananvaya [225],
since nothing is found to compare the kiss with.

820. Kulanatha notes a 'fancy' utprek~ii in the following
verse, whilst Bhoja sees an example of a figure which hecall~
'comparison' upamlina, in the technical epistemological sense,
however, of identifying something after having heard a descrip~

tion of it:

The castor oil plant, whose leaves come out of the
hole in the fence, is as if establishing for youths

That here in this house a peasant's bride lives, whose
breasts measure this much. (257)

Kulanatha explains that the curved leaves of the plant, like
a hand with outstretched fingers, look as if they are extended
to show the diameter of the breasts. This is a straightforward
example of 'fancy', with the personification generally associa~
ted with that figure. Bhoja's explanation (Sarasvatika1)thii­
bhara1)a p. 389) is similar, but bringing in the figure 'compari­
son', not found in any earlier writer and perhaps first introduced
into poetics by him. In fact he introduces, as figures of speech,
the six means of knowledge from Mimaqlsa epistemology)
including this. Here the 'comparison', in this sense, is enacted
by the plant. Bhoja says that from its gesture the youths are
able to know tha t the unseen breasts inside are like those pre­
viously experienced by them of such a kind.

821. The following, says Bhoja (Sarasvatika1)fhlibhara1J.a
p. 349), is an example of 'revolution' parivrtti [228] :

Her lower lip's redness, driven away at night by her
lover,

Is surely seen at daybreak transferred to the eyes of her
rival. (106)

Gangadhara says her friend is telling others of her success.
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Daybreak of course implies the redness of dawn. According
to Bhamaha, however, as noted above, revolution should be
·combined with corroboration, of which there seems to be no
trace here. In fact there are very few examples of corrobora­
tion in the anthology, which as we have said deals wi th parti­
cular cases without stating, though they may imply, a genera­
lisation [801].

822. Here according to Bhoja (SarasvatikCl{lthiibhara~la

p. 336) we have a 'hint' sitk~ma [196, 259]:

The beauty of the face of the dark girl, who is looking
with half an eye, darkens

As the peasant's son wanders about with a rose apple
leaf made into an ear ornament. (180 )

If this 'hint' (of jealousy?) is not enough we can consult the
commentator Gangadhara, who says the leaf indicates the
rendezvous and that the girl refuses to go. Bhoja's explana­
tion is instead that she thinks, from seeing the leaf ornament,
that he probably will not go to their meeting; presumably,
therefore, understanding that the ornament was made for, or
by,. another girl. The 'hint', for Bhoja, is in the girl's expression.
For Gangadhara, this is an observation made by a tzligaraka
to his companion, as both watch the scene.

823. The following verse contains a 'fancy', or more
exactly an implied fancy, according to Ruyyaka (Alankiira­
sarvasva p. 74); but Mammata (Kiivyaprakiisa p. 110) and
Visvanatha (SahityadarpaIJa p. 209) give a more complicated
explanation :

Not finding room in your heart filled by a thousand
women, 0 handsome one,

Engaging in no other work she daily makes thinner her
body, thin as it is. (182)

The messenger says this, according to Gallgadhara. Ruyyaka's
'fancy' is in the 'making thinner'. Mammata and ViSvanatha
also see implied meaning here, but in their case there are
two different figures, one of which implies the other. The
implying figure, which Mammata cans 'cause' hetu [196, 259]
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and Visvanatha 'literary middle term' kiivyalitiga, a redefinition
of the same figure which seems to be given first by Udbhata
(hetu may also mean 'middle term' in logic), implies the figure
'distinction' viSe~okti [230]. Mammata says that by the 'cause'
-that although made thinner her body does not find room
in your heart-'distinction' is implied. Sridhara in his com­
mentary on Mammata says here that the making thinner is
the cause poetically imagined for the purpose of getting into
the heart; since the effect is still not produced, 'distinction'
is implied. We may recall that· according to Bhamaha this
latter figure tends to involve a paradox, understanding then
'your heart is most extraordinary'. Sridhara says there· is
also 'fancy' here, probably following Ruyyaka.

824. Bhoja quotes the following as an example of 'error'
bhranti (Sarasvatika1J!hiibhara1)a p. 364), a figure we find first
defined by Rudrata [261]:

People laughed, clapping their hands, at the travellers
who went to the dried up fig tree;

When the flock of parrots, which looked like leaves and
fruit, flew up. (263)

This is a pleasant picture of country life as it stands, but the
commentators must explain its presence in the Seven Hundred.
In the Teliriga recension it is placed in the section of citations
of something else anyiipadeJa, i.e. it is taken to have some impli­
cation. Garigadhara. also says it is such a citation, demons­
trating that qualities which are not innate do not last long.
He adds that 'some' (commentators) say that a messenger
says this·to stop a girl from going to meet her lover at a rendez­
vous: there are other people there. Presumably they are
waiting to laugh when she goes and the 'lover' doesn't turn up.
An anonymous commentary quoted by Weber says the messen-

.gel' means the girl will be a laughing stock if she is devoted to
such a man. .

825. We have noted the importance of the 'citation of
something else' in the Seven Hundred already. It is in effect
the same as Rudrata's figure 'expression of something else
anyokti [261]. Let us look at two more examples. The first
is pointed out by Gangadhara as a citation of something else:

,

I

I
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at one from which
(373 )

The peasant's son is burned internally in
empty of his wife,

Looking at the place of delight as
his treasure has been dug up.

the house

The commentator explains that the wife is dead., One might
think that the parallel of the lost treasure was sufficient as the
'something else, but Gangadhara goes further and sees here
a woman telling a luan that he should not show his grief over
a mere mistress who had died.

826. The second appears in the 'citation of something
else' section of the Teliriga recen~ion (the first is in a different
section, that on village life) as well as being pointed out by
Gangiidhara:

Without br'anches and hard to climb, my boy, do not
climb up the trumpet flower!

Climbing and falling down, who have not had their
hopes destroyed by her? (468)

This is a very clear instance of such a 'citation'. Gallgadhara
says a woman speaks thus to stop a man from going to another
woman, of unreliable and crooked character, to whom he is
attached. Abhinavagupta in his commentary on the .N'iJtya­
sastTa (Vol. n p. 310) quotes this verse as an example of the
'characteristic' lak,fa1J,a 'wish' manoratha [186]. In this charac­
teristic, too, the wish is expressed by speaking of something
else.

827. We have sampled the riches of this anthology, but
there is much more which is noteworthy. For example, among
the more usual kinds· of love lyric we sometimes find dcscrip~

tions of family life, including delight in children and their
actions (e.g. verse 11, and 568 translated above [786]): In

verse 200 the baby's first teeth appear.
828.. We have seen in some of the verses above that wild

nature,as well as villages and fields, forms part of the back­
ground: love responds to the succession of the seasons and
lovers find opportunities on the wild banks of the Godavari,
whilst various animals, birds and flowers are mentioned. The
Vindhya Mountains to the North are mentioned several times
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and described as they appear in different seasons, for instance:

The Vindhya has his limbs embellished with horri­
pilation-the shoots of fresh grass-

Being excited by the cloud-breasts of the Fortune of the
rams. (578)

'Cloud-breasts' paohara, here is a pun, the word meaning both.

829. References to myth and legend are rare.Siva
and Gauri are invoked in the first verse and app~ar again in
455. The love of Kn;1J.a and Radhika is referred to in 89 and
his precocious childhood in 112. The Churning of the Ocean
is alluded to in 388, translated above '[790J, and is Jr.1entioned
in 475 and· 594. The Dwarf incarnation of Vi~1J.u and his
binding of Bali is used in a simile in 425. The contradictory
properties of the arrows, made of flowers but very sharp, and so
on, of Pleasure or Love Kilma are described in 326. The stories
of the Great Epic (443) and of Raffia (35) are alluded to,
whilst the following verse is perhaps developed from Mahii-
bhiirata II I adhyiiya 54 verse 9: '

On whichever of her limbs one's glance first falls,
There it remains... no one has seen her whole body!

(234)

In the Epic the glances of the kings become stuck to the various
limbs of Damayanti at her 'self-choice' svaya1!wara and do not
move. This lyric heightens the idea with its comic inference.

830. One of Satavahana's introductory verses to his
anthology says:

Those who do not know how to recite and listen to
ambrosial Prakrit kiivya,

Yet practise the system of the principles of pleasure­
how are they not ashamed? (2 )

In this way Satavahana introduced the new literary fashion at
his court. If it was at first a collection of folk songs, our im..
pression is that many of the verses are no longer at that unsophis-'
dcated' level of creation. It is very probable that poets at
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court, encouraged by this royal appreciation of Mahara~tri

songs, emulated them. To go much beyond this impression
would perhaps be too subjective to help in deciding the ques­
tion, but we can refer to the elements of kiivya technique dis­
cussed above in relation to the songs, where the critics found
so much to illustrate their theories of poetics. Since our choice
has been largely guided by the critics, we may possibly have
given a too sophisticated picture of the anthology, yet there
seems to be enough surviving of popular poetry, in the verses
we have translated, to allow us to suppose that much of the
theory was derived from the analysis of these poems, rather
than the other way about. Apart from the Nfit)'aSiisfra, and
a few passages-in works not on poetics, the critical writings we
now possess are much later than Satavahana. It seems that
Anandavardhana's theory of implied meaning owes much to
a study of this anthology; it is possible that the older theory
of the figures of speech also derived some of its ideas from this
source.

831 . . The recognition of Satavahana's anthology by
the critics as a classic of kiilJya has been indicated above, where
we found many of the Songs quoted and discussed by Ananda­
vardhana, Abhinavagupta, Bhoja, Mammata, / Ruyyaka and
Visvanatha. They do not name the anthologist,. or the original
authors often noted in the commentaries for the individual
verses, but this is not unusual and we have no reason to doubt
that they were quoting from recensions of the anthology we
know. To the critics just named, we can add Dhanika, who
quotes a dozen verses for the types ofheroine and other aspects
of dramatic theory; Kuntaka, who quotes verse 455 for lexical
figurativeness (p. 36) and verse 675 for grammatical figurative~

ness (by using the future tense-po 123); and Ramacandra
and GUl).a,candra, who quote (p. 146) .verse 161 [792] in their·
discussion on the sensitive experience, as portraying the desire
for union. The large number of commentaries extant is
further evidence of the position occupied by the Seven Hundred
Songs as a standard work of kavya.

832. A number· of- writers have been more explicit in
naming Satavahana and expressing their appreciation of his
anthology. Bal).a (Har~acarita, introductory verse 14) includes
Satavahana'santhology of 'things well said' sublza#tas, which
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was like a treasury ofgenuine jewels, in his list of great classi.cs.
Re calls it indestructible and also 'not vulgar' agriimya, literally
'non-village'; evidently paradoxically, with' reference to the
fact that it is largely about village life yet is anything but
vulgar from the aesthetic point of view. Ba~a is suggesting
that King Satavahana here made himself a treasury which
can never be exhausted, unlike a king's Ol::dinary treasury of
jewels. Satavahana (SalahaI).a) is also praised by Uddyotana
(Kuvalayamiilii p. 3), when speaking of the pioneers of Prakrit
literature, and by Rajasekhara (Kiivyamimiit]lsii p. 50), as a
king of Kuntala who favoured Prakrit and again (p. 55) as
a great patron who maintained a literary circle kiivya gOithi
and presided over its assemblies. A verse of Rajas.ekhara,
admiring Satavahana's 'series of pictures' in the anthology,
is quoted by JalhaJ)a (Suktimuktiivali IV. 53). Abhinanda
(+9) in verses in honour ofhis patron Raravaqa (Deva Pala),
interspersed. between the cantos of his epic Riimacarita, several
times compares him with RaJa. 'After Ha.la he collected his
own anthology (treasury) to make manifest the treasuries of
the kavis' (end of cantos 4, 7, 9 and 12). 'Palita (Padalipta),
best of kavis, was caressed by Ha.la with the highest honour'
(and likewise Abhinanda by Haravar~a-beginningofcanio
33) . Pilita or Padalipta is a famous Prakri t novelist, but a
number of verses in the Seven Hundred are attributed to him
by the commentators on the anthology. SOQQhala adds his
tribute to Hala in an introductory verse to his novel Udaya­
sundari (p. 2), as one of the great patrons of kiivya, but with·
nothing more specific than the grief caused by his death.

833. VirahaIika (+ 7), in his treatise on Prakrit metre
(Vrttajiitisamuccaya pp. 14 f.), mentions Sa.lahaI).a (Satavahana)
among authorities on stanza construction, though we have at
dresent no clear evidence that he wrote any theoretical work.
A later writer on the same subject, SvaYaIflbhii (+9), quotes
(Svaya1]'lbhucchandas pp. 103 and 106) three verses (70, 75 and
197) from the Seven Hundred for examples of metrical quanti­
ties and the use of caesura. In the case of two of these verses
an author's name is noted by SvayaITlbhu, ~Padalipta' for 75
and ~Bhogin' for 197.

834. We have already noted that the commentators·
name such authors for many of the verses. How authentic
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such names may be is unknown. Nearly all of them are no
more than names to us now. Some are probably of the court
poets of Sa-tava-hana,. some may be of village poets. Practi­
cally the only one whose name is significant for us now is Pada­
lipta (or Palitta or Palitta or Palita, Prakrit forms of the name).
Of the dozen verses ascribed to him we have translated onc
above, that portraying a women's quarrrel (417) [814].

835. Jaina tradition honours Padalipta as a monk and
a great teacher and preserves legends of his life (see for example
Prabhacandra's Prabhiivakacarita 28 ff., Puriitanaprabandha­

sarpgraha 92ff.). According to these, Padalipta was born in
Kosala but later was associated with the MuruJ;lc;la ruler of
Pataliputra in Magadha, presumably the Saka governor of
that province under the Ku~aI.1a Empire (+ I to + 3). Later,
he frequented Satavahana's court, where he produced his
celebrated novel Tarangavati (Prakrit Taramgavai, but some­
times called Tararpgalolii).

836. The legends we have, all from a much later period,
are extremely fantastic. The great teacher possesses, besides
the power of flight which might be regarded as a 'normal'
science after the time of Gut;laghya and his wizards, a mystic
'preserving' dhiiri~2i knowledge anticipating the development
of Tantrism. He also meets the alchemist Nagarjuna, who
knows how to prepare the elixir rasa whi.ch converts stones into
gold. Nagarjuna himself is the subject of fantastic legends in
some of the Buddhist sources, moreover there seems sometimes
to be a confusion of the Madhyamaka philosophel' of the + 2
with the Mantrayana (Tantric)teacher of the same name, who
lived in the +9 (author of the Paficakrama, a commentary on
the Guhyasamiija and other works), the aim being to represent
the Mantrayana as being as ancient as the Madhyamaka.
By the time of Prabhacandra ( -I- 13) it i.s perhaps not surprising
if some of this confusion has been communicated to the Jaina
legend of Padalipta and Nagarjuna; thus at one point in thc
legend ~Prabhiivakacarita V. 114) Padalipta visi ts the city of
'Miinakheta' where a king KHl).a is ruling. This looks rather
like a reference to the Ra~trakiita dynasty of the + 8 to -I 10,.
unless it was in origin simply an imaginary prehistory of that
dynasty projected back into the Satavahana period as vassals
of the Empire (it. is not unusual for upstart dynasties to
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have such high ancestries invented for them). According to
Prabhacandra (pp. 36 ff. ),. Nagarjuna became Padalipta's­
pupil, thus transferring all his celebrity to the Jainas.

837. As regards Padalipta's contemporaneity with
'Hala' or 'Satavahana', however, we have the earlier and
independent evidence of Abhinanda already quoted [832],.
who was not a ]aina nor writing for a Jaina patron (the Pala
emperors generally supported Buddhism). This is at the same
time a significant tribute to Padalipta's quality as a ka"vi, as
seen by a Brahmanical kavi of the + 9, for the Jaina tradition
reveres him principally as a scholar and teacher, the author
of several learned works on Jaina doctrine as well as of a noveL
On the other hand Kutiihala in his Liliivai [772J ignores Pada~

liptaandgives prominent parts to Nagarjuna, as teacher guru
of Satavahana (1008) and as (Buddhist) monk bhik;u (1016
and 1021), and to some of the Emperor's ministers.

838. Before discus~ing Piidalipta's novel, it should be
observed that the Prakrit form of his name as Palitta corres­
ponds to Sanskrit Pradipta ('lighted'), as noted by Prabha.­
candra (V. 39), who explains (pp .. 37~8 ) that he got the name
Padalipta later fronl the anointing of his feet which enabled
him to fly. His original name, given by his parents, was
Nagendra (V. 29) and he received the name Palitta after'
becoming a Jaina mon.k.

~39. Unfortunately the original Tararpgavai appears to
be no longer extant. Replacing it wc have an abridged para...
phrase, the Sarrzkhitta Tara'!Jlgavai, written by one Yasas of
uncertain date, in Mahara~tri like the original but eliminating
difficult dialect deft words. According to the abridger (verses
5fi'. of his version), no one read PaEtta's novel because of its
difficulty as well as its great length. He has therefore freed
it from the dialect words and shortened it so that people will
again read it. It should be noted that the Seven Hundred
Songs contains many 'dialect' words: the language of the
Taralrzgavai was thus probably similar to that of the lyric
collection, but instead of being equipped with commentaries
and Sanskrit translations cluiyiis to accompany the text, the
long: novel has suffered a fate comparable with that of GU.Q.a­
c;lhya's. As far as we know, the Tara1'!Zgavai is the first novel
to have been written in Mahara~tri: a contrasting CQunter-
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part, as it were, to the lyrics collected by Satavahana, in the
same new language.

840. The action depends on· the memory of former
lives, especially of onc extraordinary incident which inaugu­
rated a train of suffering for the heroine and her husband. In
the time of the main narrative, in which the heroine is named
Tarangavati, the characters have at first no recollection of the
tragic end of her previous life, though they will not be able to
find peace of mind until they discover the truth and rediscover
one another in their present incarnations. The tragedy will
then dissolve in reunion, after many obstacles have been over­
come, though in the end the Jaina writer will have a sequel
to add, leading his heroine towards the highest goal of his
philosophy. The Taratigavati is thus the earliest known novel
(as distinguished from short stories handed dmvn in the Jaina
tradition) of a long series by Jaina writers exemplifying the
working out of events or actions of a former life over a some­
times long future, during which the characters are impelled by
emotions they do not understand until at last memory awakes.
At the same time it is the first knovvll dharma novel, since
'virtue', in the ]aina sense, is its ultimate goal and teaching,
though in the main body of the story love is supreme. Taral1­
gavati at .last becomes a Jaina nun, leaving the world of uncer­
tainties and ever present death in quest of final peace. It is
as a nun., now named Suvvaya (Suvrata), that Padalipta has
her relate her own story, to a merchant who enquired why
she, a very beautiful woman, had left the world.

841. She was the daughter of a wealthy merchant-banker
of Kausambi when Udayana was ruling there (- 5). The plac.­
ing of the story in Kausambi and mention ofUdayana of course
recall the Brhatkathii and take the reader back to a romantic
world of legend and fiction inextricably mixed. The closeness
of the time to that of Mahavira, the founder of Jainism, 'was
perhaps merely a result of this choice, arising from the desire
to give an appropriate and attractive setting to a fiction,
though for Jaina readers it would have the happy effect of
adding further 'interest'.

842. One day, being driven in a caniage on an excur~

sion to a park outside the city, TaraJ'Jgavati saw some ruddy
sheldrakes-cakravaka birds [740]-and instantly remembered
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tied at this fate decreed for such a handsome young pair. One
of their guards, pitying them, learns their whole story from
Tarangavati. Then, while the robbers are feasting, he leads
the pair secretly out of the stronghold towards the edge of the
forest, leaving them within reach of a village. As search
parties have been sent all over India to look for them, it is not
long before they find friends and are taken home. Taranga­
vati's father has relented, having been told everything by the
maid, so she is married to her former mate and they live happily
together for many years.

847. Long after (Padalipta, or at least his paraphraseI',
does not tell us how long, beyond indicating indirectly that it
was more than twelve years ), the couple happen to meet a
Jaina monk in a park near Kausambi. They were Jaina lay
followers (like many of the merchant class), so he instructs
them in their religion. They ask him how he came to leave
the world. He tells a strange story: he was in a former life
that very hunter responsible for their deaths. He had been
so affected by his sin of destroying them that, in a fit of revul~

sion against his hunter's existence, he had ended his own life
in that same fire which he had lit to cremate the cakravaka.
Through this good impulse he had been reborn in better cir­
cumstances, in the family of a merchant in Varal)asl. How~

ever, despite a good education,. he took to gambling and then
theft; finally joining the robbers in the Vindhya Mountains.
He in fact was the sympathetic guard who had listened to
Tarangavati's story and then freed them. Her tale hadrnade
him recall his own previous life as the hunter. Reflecting on"
the world of transmigration he had determined to leave it and
became a monk. Tarangavati and Padmadeva on hearing
this decide to leave a world of insecuri ty and death and them­
selves join the Jaina communities of nuns and monks.

848. Padalipta's novel, so far as we can judge through
the paraphrase,. was shorter than GUI).a<;lhya's, being much less
episodical and apparently lacking the many discursive passages
of his great predecessor's manner, On the other hand it
brings in the extra dimension of a previous life, the unseen
and generally unknown force of previous actions and expe­
riences, still potent in the present life. This is an important
element in the Jaina view of the universe here emphasised, but
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later novelists exploited the idea also for its purely narrative
possibilities in plot construction and as explaining a great part
of what appears irrational in human behaviour. Most of them
probably accepted one of the various theories of transmigra­
tion widely current in the society in which they lived; as nove­
lists they might therefore bring in this dimension without any
intent to edify, in conjunction with the other resources of kiivya
fiction~primarily those pioneered by GmJftQhya. The para­
phrase hardly allows us to answer such questions as whether
Padalipta emulated GU1).a<;lhya in characterisation, being
brief and leaving us to speculate how 111uch of the original
has been cut out. The scanty impression we get is that the
forces carried over from the previous life, and presumably
from the whole series of former lives of each person, constitute
most of the character here: people are only to some extent·
what they superficially appear to be in their present social
relationships; what they really are can be described only by
enquiring into the unseen affections embedded in their souls
by past experiences.

849. A few more points can be made from the abridge~

.ment, however. The life of the young Tararigavati:, as the
daughter of a rich merchant, is interesting (pp. 8fi'.). The
girl lives in great luxury and her father watches very carefully
over ,her well-b~ing as he conceives it. Our impression is
strongly reminiscent of the youth of Sarvarthasiddha, the future
Buddha, as described by Asvagho~a in his Life of the Buddha
[730-1J, particularly the drive to the park, admired on the way

. by crowds of people (p. 15). The description of the park
which follows (16 f.), when the ladies alight and walk through
it, is elaborate even in the abridgement, with its ornamental
trees and birds, its pavilions and lotus pools. The description
of Tarangavati's painting (pp. 30 and 36 f.) is detailed, with
the differen t scenes of the life of the birds in the several seasons
of the year, the different places where the birds fly, rest or
enjoy themselves and the series of events of the final tragedy.
To understand the technique here it is necessary to look at the
narrative reliefs, in the form of long panels, at Caityagiri
. (Sanci) near Vidisa, where a series of incidents is dynamically
represented in a single 'composition'.

850. We have already noted some of the appreciation
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of Padalipta by later writers, both as a kavi in the kavya tradi­
tion and as a Jaina teacher. The earlies t reference (c. + 300 ?)
seems to be in the Jaina canonical work Anuyogadvara Siitra
(siitra 308),. which merely mentions him as 'the author of the
Taratigavati' as an example of this kind of linguistic expression,
along with 'the author of the .Malayavati'. This Afalayavati
seems to be otherwise unknown: .it was presumably another
novel or a biography written not long after Padalipta's. From
this mention we gather simply that in the time of the author
of this text (Aryarak~ita?) these were well known novels.
For the date of the Anuyogadvara see p. 71 of the Introduction
to the new edition in the Jaina Agama Series. Other Jaina
references include Jinabhadra (c. + 600) in his Viie,fiivaSyaka~

bhii,~ya' (1508, with a Vasavadattii) and the VisesanisithacU{l~li (as
quoted in the introduction to the Sa'l'{lkhitta TaraYflgavaf, p. 7),
the latter giving the Tarangavati along with the Naraviihanadat­

takathii (i.e. the Brhatkathii) and a Magadhasenii (otherwise
unknown ?) as examples of 'pleasure' kiima novels [446], but
adding that whereas the Brhatkathii is 'worldly' the other two
are 'transcendent' 'lokottara (go beyond this world).

851. Among literary critics, or rather kavis in this case,
who praise Padalipta we have mentioned the epic poet Abhi~

nanda [832] (+ 9), significant particularly because he was
not a Jaina. Uddyotana (+ 8-Kuvalayamiilii p. 3) gives
prominent mention to 'Palitta' in his verses on great Prakrit
writers, associating him with Satavahana, naming the Tarang.a~

vati and referring also to the pair of ruddy sheldrakes in the
story. Dhanapala (+ 10) in his novel' T2'lakamailjari (intro~

ductory verse 23) says that the way of the TaraligavaU, resorted
to by the pair of birds, is clear prasanna and deep gambhira,
thus purifying the Earth like the River Ganges. Since the
birds live by the Ganges in Padalipta's novel this is very appro~

priate. By 'dear' and 'deep', Dhanapala should perhaps
be understood as alluding to the qualities clarity prasiida and
'exaltation' udarata [189J which he admires in the novel, as
qualities of style, as well as to the ideas conveyed by the story.

852. Mahara~tri was used for epic composition also
fro~n a very early date. The earliest such epic extant is again
the work of a jaina writer, Vimala or Vimalasuri (siiri being
a tide often given Jaina sages). The 'Jaina Mahadis.tri) here

-
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exemplified differs slightly from that of the Satavahana col­
lection (and of later's tandard' Mahara~tri writers), mainly
in orthography and through the occasional use of forms borro­
wed from the language (Ardhamagadhi) of the Jaina scrip­
tures. It also tends to avoid the more obscure dialect words
and to substitute forms closer to Sanskrit.

853. Vimala gives the date of composition in his epic
(if we can trust the manuscript tradition) as the year 530 of
the Jaina era. This would put him in the + 1, but the accu­
racy of Jaina chronology has been seriously challenged and
there is good reason to believe that, even in this relatively early
period, the record of years elapsed since Mahavira had been
interrupted and then incorrectly reconstructed. In short,
it proves impossible to reconcile Jaina chronology with that
which has been adopted for this book (rightly or wrongly). I!

Jaina tradition greatly reduces the period between on the one
hand the Buddha and Mahavlra (who are generally taken to
have been contemporaries) and on the other hand certain
famousJaina teachers of the + lstmillennium (e.g. Haribhadra),
though it does not appear to do so consistently. It would
seem that confusions resulted from the use of several different
eras and the conversion of dates from one to another, sometimes
with wrong identifications of the particular era of a date in
some document,. this often not being specified. More research
is needed on Jaimi chronology; meanwhile, since there seems
to be no tradition connecting Vimala with any contemporary
rulers or historical events, but only with an obscure line of
ancient teachers, we can say provisionally that he may have
lived in either the + 1 or the +2, and quite possibly as late
as c. + 200. He may be regarded as among the earliest
pioneers of MaharaHri literature, which, as noted at the begin­
ning of this chapter, is usually supposed to have begun not
before the +2.

854. Vimala is known to have written two epics, one
on the story of the Mahiihhiirata and one on that of the Riimq1Ja1J.a,
of which only the latter seems to be extant. The purpose of
his Paumacariya, Life of Padma, is to provide a version of the
story of Rama -acceptable to the ]ainas. Vimala· contends
that the version in the Riimiiya1;la is false, in various places
reversing the true facts, as if making a deer kill a lion or a dog
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rout an elephant (11.116). The Jina Mahavira, however, in
his omniscience, knew the true story (In .1'4 ). Vimala pre­
sents his epic by having King SreI,lika Bimbisara of Magadha,
a contemporary of both the Jina and the Buddha [561], ask
the Jina's leading pupil about 'Padma' or Rarna.

855. In his introductory canto Vimala makes clear
both his aesthetic and his moral intentions; saying that in onc's
heart one should energetically praise great men, for the aesthetic
experience rasa of the qualities of a ktivya endures as long as
the ci~cle of the Sun, Moon and planets, whilst the body abounds
in diseases and life is impermanent like a flash of lightning
(I.17~8). The story of Rama, then, whom the ]ainas call
also Paclma (Mahara~tri Paiima), is to be retold as part .of
universal history puriilJa, which the Jainas regard as an impor­
tant branch of study and self discipline.

856. Vimala's epic found great favour ~ith later Jaina
writers, though they honour him mostly by plundering his work
rather than praising it; several later poets using his story as a
basis for new versions, generally very faithful to his, in various
languages suited to their own times. As for his sources, the
Jaina canonical books contain only sketchy and schematic
indications concerning the heroes of universal history: their
stories seem implied to be weU known and easily supplied from
oral -tradition [529]. The earliest extant work to outline
universal history appears to be the Sthiintiliga (-1 ?). Vimala
may be presumed to have collected many details from such
tradition in his community, and perhaps to have invented a
certain amount himself; but,. despite his criticism and several
fairly important alterations, to us it appears that his main
source was in fact the RiimiiYaJJa, for his main story is very similar
to that of the 'First Kavya'. In his time we know that the \ .
Ramaya1Ja was still undergoing major alterations itself [614~5]
and had recently. had the apocryphal Seventh Book added
to it, so he might justly complain of tampering with the true
story by bad poets (Ill. IS) and feel that his revisions were
perfectly legitimate,. and necessary to save a fine history from
the protagonists of bad doctrines (IIi.S). He incorporated
the story of Sita's renewed exile from the Seventh Book of the
Riimaya1Ja, but added a Jaina conclusion to his history: Rama
becomes a Jaina monk and attains enlightenment and nirvd1}a.



Jaina ethics is stressed throughout: it is violence and parti­
cularly eating meat which generates the evil and suffering in­
human life (e.g. XXIL83ff., XXVI.34ff.).

857. The major falsification which Vimala proposes to
rectify concerns the character of Rava:r;ta. This hero, though
misguided enough to be Padma's opponent and to perpetrate
the abduction of 81t3., was not a demon (III.15) or monster
(VII,95-6) but a wizard vidyadhara [677-8] who had perfor­
med many truly heroic deeds and whose religion was Jainism,
despite his human weaknesses. The real demons in this world,
says Vimala (XI.40-44, etc.), are those who perpetrate animal
sacrifice, demons riik~asas in the guise of brahmans. Among
many smaller details which Vimala objects to as impossible,
such as Rarna's cowardly killing of Valin (III.IO) and his
shooting of a dee.r (such a hero could not be accused of harming
animals), or monkeys building a bridge over the ocean (111.12),
he insists that the so called 'monkeys' viinaras, who were Rama's
allies, were not actual monkeys but wizards from a Monkey
Island who used a monkey emblem (VI.88-9). There is
nothing' incredible in wizards (RavaQa's followers) being
defeated by other wizards; whereas it is incredible to say they
were conquered by monkeys (1I.10S, IIL9).

858. This criticism of Brahmanical legends and myths
as impossible was continued by many later Jaina writers,' both
in literary form and as straight philosophy. They aimed to
present universal history and cosmogony, incorpor~tingwhat­
ever mythology seemed to them acceptable, in a credible
form which could harmonise v.rith the laws of transmigration,
and the working out of the moral results of actions, as under­
stood in Jaina philosophy. Thus they produced a history which
at least could be true, as they saw the world, and which in its
main outlines they believed guaranteed true by the omniscience
of the teacher from whom these narratives were supposed to
have been handed down. At the same time Jaina. writers
were concerned with the ethical purpose, equally in harmony
with their view of transmigration, that such great persons as
the heroes, human or divine, who 'appeared in universal history
could not be represented as guilty of very monstrous crimes
incompatible with their noble characters. On the cOlltaryr
their actions must appear as good and instructive. examples,
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if they are to satisfy! Vimala's requirements for the subject
matter of a kavya.

859. The Paumacariya is a long epic, consisting of 118
cantos, comparable with the Riirniiyar,za itself rather than with
the epics of Asvagho~a. The metre of the narrative is the
ii'fyii form of the gar,zacchandas [413] usual for MaharaHri epics,
each canto ending with a verse in some other metre.

860. Vimala begins by saluting all the 24 jinas of the
present cycle of evolution, then declares his purpose and the
difficulties, both of ascertaining the truth and of getting men
to listen to it. For the first, the thread of his narrative can
follow through the hole made by the diamond-needle of the
omniscient one, as recorded in the scripture iigama, in the great
jewel (the story) (LI3). For the second,men's minds are
like leaves blown by the wind so that no one can catch them.
Even the jinas could not make all men of one opinion, let alone
could he, yet he will do his best despite men's attachment to
falsehood (1.14-16). After some further remarks on this theme
Vimala in the rest of his first canto summarises the main points
of the story. -To introduce this he then, as we have just noted,
brings in, in the second canto, a description of Magadha in
the time of Mahavira and King Srcl).ika Bimbisara. The story
of Mahavira is briefly noted and his teaching a great assembly,
with a summary of the doctrine of moral action and its results.
The King was present, but afterwards feels doubts when he
reflects on :the Padma (Rama) story in relation to what he
has just heard. Thus he mentions some of the criticisms of
the Riimayar,za we have noted above. To satisfy his doubts he
attends on one of Mahavira's _leading disciples, lndrabhuti
Gautama (Prakrit Goyama), and puts them to him (Ill). In
reply Gautama relates the entire story in its correct fonn. as
he has heard it from the Jina himself.

861. This narrative begins (from 111.18) with cosmology
and then sketches universal history from the beginning of the
present declining cycle down to the life of the first of the 24
jinas, R~abha, with the decline in the physical and moral stature
of men, the origin of civilisation, social classes and the king­
ship, and an account of Nami, grandson of R~abha~ from whom
the families of wizards are descended. There is more of this
in the fourth canto, wi th Bharata becoming a universal emperor
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and the origin of the brahman class (65ff.) and their false Veda
(80), enjoining animal sacrifice, in his time. In the next
cantos We find the main dynasties of kings in India (Solar,
Lunar,. Wizard and 'Hari' = Yadava), the second jina Ajita.
(V), the origin of the 'monkey' wizards and the founding of·
their city of Ki~kindha (VI). There is a list of the 'great
men', jinas, etc.,. at V. 145ff.

862. In canto VII we have an account of the gods,
particularly Indra, and of the birth of RavalJa and his acquisi­
tion of various 'sciences'. Canto VIII includes (143ff.) the
life of Hari~et;la, tenth of the 12 universal emperors, who had
lived a little earlier, narrated to RavalJa. Thus we reach the
main story carefully set against the background of the entire
sweep of universal history. In IX we meet Sugriva and Valin
and learn of Raval).a'sfight with the latter. Vimala continues
with several heroic narratives about RavaI,la (his wars with
Nalakubara, XII; Indra X, XII and XIII; and VaruIJ.a, XVI
and XIX), stressing his devotion to the Jaina religion. In
canto XX we have some more universal history, filling in the
account ofthejinas, universal emperors (especially Sanatkumara,
the fourth) and the series of vlisudevas and baladevas. Padma
(Rama) is the eighth of the nine baladevas, his brother Lak,­
maJ;la (often called Naraya1).a by the Jainas) the eighth of the
nine viisudevas and their enemy RavaI)a the eighth of the nine·
opposing .prativasudevas. The story of Padma takes place in
the period of the twentieth jina, Munisuvrata (XXI).

8,63. The main story of Padma begins from canto XXI
w'ith the two kings, Janaka of the Hari Dynasty, father of Sita,
and Dasaratha, father of Padma. The general outline of the
story follows that of the Rlimiiyat;la, wi th the numerous corree..
tions of detail required by Vimala, some of which we have
noticed already. Naturally a Jaina background is substituted
for the Hrahmanical as far as possible. It is after fighting
victoriously against the barbarians who had invaded Janaka"s
kingdom that Padma is betrothed to Sita (XXVII). At this.
point Vimala brings in again the troublesome brahman.
Narada,. who in Canto XI had had a hand in the invention pC
the sacrifice, with its terrible· consequences. Narada goes·· to.
see Sita, famous for her beauty, but when he enters her pala.ce
she hides and he is driven out. Enraged by this, he plans. to,_



make trouble for her by finding another suitor, himself acting
as go between. He succeeds in embroiling the wizards in his
plan and this leads to ]anaka having to call a self-choice for
Sita, with the contest in strength which Padma in fact wins
(XXVIII).

864. KaikeyI demands Dasaratha's kingdom for her
son as a boon, as in the Rrima..va1)a, but she does not demand
Padma's exile; he goes abroad on his own initiative (XXXI).
The conflict between Padma and the wizards in the forest
develops much as in the Riirniiya1ja and RavaI)la abducts SHa
(XLIV). On the other hand the episode of the 'monkey'
brothers VaJin and Sugriva is completely changed. VaJin
in not killed at all but becomes a Jaina monk, whilst the story
of SugrIva is quite different (XLVII). Though in Vimala's
epic heroes are rarely killed, but only captured by their enemies,
he does not find it possible to avoid killing Raval).a. However,
it is Lak~maQ.a, not Padma, who takes his life (LXXIII).

865. Vimala handles the concluding episodes very
freely, guided by Jaina doctrine. After her second exile Sita
in disgust becomes a nun (CHI). Lak§rnary.a dies suddenly
and goes to purgatory after RavaQa, such being the reward of
the violent. Rama in grief for the loss of his brother renounces
the world and finally attains nirvii~a.

866. It is dear that Vimala makes all the characters
in the story more moral and especially less violent. Themain
heroes are all more civilised and chivalrous than in the Rtimiiya1J.Q ;

Kaikeyi is, softened into an affectionate mother. But an this
reflects the Jaina conception of the way life really is, of the
rule of moral law in the universe: it is inconceivable that irra~
tional and arbitrary behaviour should prevail in such a universe.
The setting of universal history is not simply an introduction,
certainly 'not an irrelevant digression from the story; it is an
essential part of the narrative because it tells us what the uni~
verse is like, as the author understands it, and it is the nature of
the universe which explains the Efe of the hero. The Life of
Padma is an artistic presentation of the J aina view of the
universe, a universe in which everything is alive and in which
assault on life is the ultimate ev.il.

867. Though Vimala's style is simple and straightfon~ard,
it is clear that his intention is to write a kiiuya epic. In his use
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of metres he is in fact richer than later Prakrit epic poets in
introducing a greater variety, including occasionally fixed
metres as wen as the normal musical metres of Prakrit poetry•.
At XXVIII.47-50, which is a four verse hymn to thejina R~abha,
he. uses four different metres, evidently to produce an elevated
effect appropriate for such· matter. A number of the tradi.
tional epic descriptive passages are worked in, though they are
relatively short. V'Ve have the rainy season (XL 11 1-9 ) and
winter (XXXI. 41-7) , evening twilight (XVI.46-54) , cities
(LXXXIX: founding of Mathura), a palace (LXVIII.5-15),

a cemetery (CV.52-61), old age (XXIX.21-B), water sports.
(X.36~44), battles (e.g. XXVII) and so on. Figures of speech

are used sparingly, but often enough to enliven the narrative.
As details, there is little which a critic might quote and admire~

though occasionally we find a strik~ng simile such as that quoted
above comparing men's minds with leaves blown by the wind..
I t is the continuous narrative which prevails throughout, in the
ancient epic manner or that of the Riimiiya1Ja rather than in
that of Asvagho~a. Vimala's narrative is rich in interest"
in its flow of attractive details and rapid events. He himself
takes his stand on the aesthetic experience rasa as the enduring
effect of epic. narrative, as we saw in a verse quoted above. This
experience is produced by narratives of great men. Probably
we should understand the heroic to be intended as the domi­
nant rasa here, with its various aspects, remembering :its impo­
:rtance in J aina aesthetic theory [116]. The calmed, though
prominent, may be considered subordinate to this.

868. Practically nothing seems to be known of Vimala's
epic covering the story of the Mahiibharata, which was entitled
HarivaTflsa,. 'Line of Hari'. (Uddyotana, Kuvalayamiila p. 3).
From its title, and from later Jaina epics on the same matter"
we infer that the central figure was Kn;l.la of the Hari or Yadava.
dynasty, whose origins are noted briefly in the Life of Padma.
The Bharata War will be· a major episode in KnlJla's life,
followed by the destruction of his city of Dvaraka and his tragic
death [526]. In the scheme of universal history, this matter
comes later than that of the Padma or Rama story, Knl.la being
the' ninth viisudeva and Jarasandha his prativiisudeva, whom he
kills as Lak~IJ;1alJla kills Ravat).a. It can be assumed that

,

I
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Vimala also included the life of Nemi, the twenty second Jl1la,
in the introductory part of this epic.

869. According to U ddyotana this epic was the first to
narrate the story of the Hafi Dynasty. We can thus say that
in these two epics Vimala established in literature the entire
structure of Jaina universal history, that it was his genius to
create and give life to this grandiose conception out of the
abstract sketch offered in the Jaina canon. His work is to be
appreciated as a whole, as Uddyotana indicates. Its study is
also necessary in order to understand the many later kav)las
by Jaina authors which move within its literary universe.
Vimala's influence,. as remarked already, consists in his being
followed in detail by so many Jaina writers, though hardly
any of them acknowledge their source. Uddyotana supplies
the needed acknowledgement by praising the vast scope of the
matter and the rasa made of amhrosia which Vimala provides,
probably thinking of the poet's own words on enduring rasa
in a kiivya on the actions of great men. Snacarya (+ 9) in his
CaupalpJamahiipurisacariya (see Kulkarni, p. 3 of his Introduction
to the 1962 edition of the Pafimacariya) refers to the Life of
Padma for the story he has abridged.



CHAPTER XVII

SANSKRIT LYRIC AND PROSE IN THE +2
MAT~CETA AND SURA

870. . The tradition of Sanskrit poetry represented h~r

Asvagho~a continued, and we are able ·to trace it through a.
number of other Buddhist writers, some of them datable in the
+2. Though usually much concerned with the ethical con~

tent of Buddhist subject matter, just as Vimala was with that
of his Jaina history, they seem to sh~w a greater interest than
he had in the technical elements of poetry, in metre, figures
and grammatical patterns, and in this they closely resemble·
Asvaghos.a. Of these elements, metre and grammatical struc­
ture usually hold the poets' main interest here, the figures..
appearing more incidental and sporadic, moreover among the
figures themselves alliteration is often conspicuous. The in­
dividual poets vary, and some show a profusion of similes and·
metaphors, as does Asvagho~a; even here the forinal interest
sometimes manifests itself, as in the 'complete' metaphor with
its series of parallels [754]. On the whole, therefore, this is a
phase of poetry whose art consists very largely in verbal or
formal effects, rather than in the figurative meanings elaborated
in later kavya. Afterwards verbal effects will become a separate
and subsidiary branch of poetry which, unlike this, relegates its.
subject matter to the status of a mere frame in which to hang
its artifiGcs.

871.· The extant Buddhist poetry of this period includes.
a number of lyric 'hymns' stotras in praise of the Buddha, or less
often of his doctrine or of the community of monks, following'
the example of those included in the old Buddhist Canons, such
as the Pali poems we have noticed earlier [549, 569]. The
content of such hymns would appear to be somewhat limited,
and moreover the poets for the most part adhere to the mass of
traditions about the Buddha, his deeds, his powers, his character,.
his well known epithets, found in their Canonical books. Even
so, when a poet ofgenius handles this modest form ofcomposition,
exhausted, it would seem, by thousands of monks down the
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ages manufacturing verses for their evening ceremonial, he
can find endless possibilities of bringing in new ideas. Through
his originality what seemed outmoded suddenly appears com~
pletely fresh and full of new meanings.

872. A number of the stotras of this period have been
recovered in a more or less fragmentary condition from long
ruined Buddhist sites in Central Asia, one of them from a
complete manuscript in Tibet. Some other kiivya works by
writers of the same tradition have been preserved in N epa].
A whole series of stotras and other. works has been preserved in
Tibetan translations, partly overlapping these.

873. First we may look at :five stotras, or parts of stotras
(some may be parts of the same stotra), fragmentarily recove­
red and not available in Tibetan, which may represent the
period between Asvagho$a and Nagarjuna. Nagarjuna, whose
more literary works will be I?-oticed afterwards, is the philoso­
pher contemporary with 'Satavahana', mentioned in the
preceding chapter (his floruit.may be+ 130 to+ 160) [772].
These. five stotra fragments are anonymous.

874. Some verses in praise of the Enlightenment of the
the Buddha (Schlingloff Fragment H) resemble Asvagho~a

in style, as their editor has pointed out, in their use of the
'complete' metaphor. They are in vasantatilaka [660],. a kiilyQ
fixed metre very popular later. Some broken words and gaps
are supplied conjecturally (in pointed brackets) :

You have felled <the tree,. grief,> whose <root,> desire,
is firmly rooted in the darkness, intoxication,

<whose branches are the various> destinies (realms of
living beings), filled with the leaves,. indolence,

And whose fruit is fear <etc.>
-with the axe, intelligence. (31)

With the ship, speech (i.e. teaching), you have crossed
over the river, transmigration,

which<has its source in>the mountain, ignorance,< .. >
Has birds, wrong reasoning, is full of water, intoxi­

cation,
subject to waves, desire, and crooked, having fear

and falsehood. (32)



875. A short fragment in the same metre describes the
various parts of the Buddha's body, his forehead, eyebrows and·
so on, comparing them through different figures with many
beautiful and desirable things. In kavya such elaborate· and
detailed descriptions from head to toe are a famiii~l' exercise
when applied to beautiful women; this is an early example of
the form, adapted to the content of a hymn (Schlingloff Frag.
K). In the Buddhist tradition the descriptions go back to an
ancient conventional account of thirty two 'characteristics'·
by which the body of the Buddha or of any 'great man' was
supposed to have been distinguished. The origin of these is
unknown. The earliest poetic expression of them is probably.
that found in the Pali Digha Niktiya, Lakkhavasuttanta, of c~

~ 200, from which a verse has been quoted above [584] -ex­
plaining why his skin was golden in colour. Another of the
present series of fragments (Schlingloff I), in the iiryagiti variety
of bar metre ga1Jacchandas, is more closely related to this tradi­
tion of the 'characteristics'.

876. The remaining two pieces are in praise of the
Buddha's doctrine and of the community of monks founded by
him. The first (Schlingloff Anhang 1.) is apparently complete
but very. short (5 verses); it strings together some traditional
epithets of the doctrine in the old tri~tubh metre (with some·
jagatf ftadas) and may be centuries older than the stotras among
which it was found. The second (Schlingloff Fragment E)
is also simple and archaic in style (remin.iscent of the PaH
poetry of the Suttanipiita), but more poetic. The Buddha him­
self (as if this were a canonical piece, which in fact it may have
been in some recension of the Tripitaka not now known to us)
is introduced as praising the community, mostly with traditional
epithets arranged with a view to alliteration. A line of refrain
runs through the greater part of this poem, which is in the
vaktra metre.

877. The philosopher Nagarjuna himself wrote, besides
his purely philosophical works, some stotras, a celebrated epistle
lekha in verse to 'King Satavahana' (probably Pulumayi 11).
and some verse tracts (parikathiis, in a . special sense apparently
peculiar to the Buddhists) of which the most important is the
Ratniivali addressed to the same king. All these works have
.been preserved in Tibetan translations but only some extensive
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fragments of the first and the last in the original Sanskrit (in
Nepal), though more may yet come to light. It is likely that
some of the minor works ascribed to Nagarjuna in the Tibetan
collection are not really by him. We noted in the last chapter
[772, 837) that Brahmanical as well as Buddhist and Jaina
writers make Nagarjuna a contemporary of Satavahana, and
may add here a similar reference in BaQa (Hart>acarita p. 398)
to the monk bhikfu Nagarjuna, who obtained for King Sata­
vahana a precious healing necklace from the dragons of the
Underworld. Surely this is an allusion to the celebrated
Ratnavali.

878. The most important of the stotras, and one the
authenticity of which seems clearly established, was known
in India as the Catugstava, 'Four Hymns', of which the four
parts were also circulated separately (the Ti.betan collection
does not group them but mingles them among others). The
four parts are entitled Lokiititastava, Niraupam)lastava, Acintya­
stava and Paramiirthastava, of which the second (25 verses) and
the last (11 verses) are extant in Sanskrit (the first and third
parts have 26 and 57 verses respectively). Unlike the other
hymns we have examined so far, Nagaljuna's express through­
out the philosophical standpoint of his own Madhyamaka
school of Buddhism, which rejected much of the tradi tional
interpretations of the Tripitaka of the earlier schools. The
apparent paradoxes of the Madhyamaka, which arise from the
interplay of the 'two levels of truth' and disappear when these
are discriminated, here assume their proper role as figurative
language in a poetic expression of that doctrine:

Ultimately there is in this world no'knower' nor any
'thing to be known',

ah! You have known nature dharmatli which is supre­
mely difficult to know ! (11.3)

(dharmatii is the real nature of the universe)

o master! You do not engage in the perception of
'beings' in any way,

yet you are very compassionate towards 'beings'
afflicted by unhappiness! (11.9)
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How shall I praise you, the master who has not occurred
(been in the world as a worldly phenomenon) and
has no home,

is beyond any comparison (simile) in the world and
beyond the range of the ways of speech? (IV.l)

Having praised the Well Gone (Buddha) ,vho has
neither gone nor not gone and is without going,

may this world through that meritorious action go the
going of the Well Gone ! {IV.11 )

879. The 'Epistle to a Friend' contains none of this r

philosophy, but instead summarises Buddhist ethics with parti~

cular reference to the laity and in accordance with early
doctrine practically common to· all the schools. The only
suggestion which is apparently Mahayanist is that the king
should emulate the bodhisattva Avalokitesvara and the buddha
Amitabha in looking after the happiness of the world he rules.
There is little or nothing originaIin these verses, about 120 in
number, most of which have close parallels in such old Buddhist
collections as the Dhammapada [575]. Perhaps this excellent
piece of advice, with a simile, was new:

Understand that men are like mangoes; some which
are unnpe

look ripe, some which are ripe look unrIpe,
Some unripe ones look unripe,

some ripe ones look ripe. (20)

The epistle form was much cultivated among the Buddhists
from this time until the + 12 and the Tibetan Tripitaka pre­
serves a selection of them. Several were'ivritten to kings by
famous monks, exhorting them to rule well, others were addressed
to pupils, to a son or to a teacher.

880. According to its· commentator, Ajitamitra, the
Ratniivali also was addressed to 'Satavahana'. I ts title as given
in the Tibetan Tripitaka version calls it a Rajaparikatlzii, 'Dis~

course (tract) to a King', and its second verse contains the
vocative '0 king'. Ratnavali means 'Necklace of Gems' . (i.e.
of the Buddhist doctrine). A much longer composition than
the Epistle, it is divided into five sections elaborating Buddhist



'SANSKRIT LYRIC AND PROSE 233

ethics more fully. It is more independent of traditional
Buddhist phraseology, taking up current terms used in non­
Buddhist doctrines such as the Vaise~ika (e.g. naibSreJ·:asa, tIle
supreme good; ablryudaya, exaltation;. the former meaning libe­
ration from transmigration and the latter perfect happiness
or heaven) and using them to express Buddhist ideas.

881. The first section and the fourth and part of the
second are available in the original Sanskrit. Nagarjuna here
goes deeply into Buddhist philosophy, particularly the expla­
nation of the genesis of the false conception that there is a
'soul' or 'ego', as the basis ofhis exposition of its ethical teaching.
He even gives part of the Madhyamaka critique of certain
philosophical concepts such as causality (1.47ff.). 'Satava­
hana' must have made considerable progress in Buddhist
philosophy if he was expected to accept and study such an
offering. There is, however, archaeological evidence for the
support of Buddhism by several rulers of this dynasty, so that
the situation is not at all improbable, and the Jaina tradition
associating Nagarjuna and 'Satavahana' is weighty evidence
for the royal patronage, .coming as it does from opponents of
the Buddhists. The Ratniivali (1.61) brackets the Jainas with
the Vaise~ikas and Sa11lkhyas, and with the 'Pudgala' and
'Ska,ndha' schools (the latter including Sthaviravada, Sarva­
stivada, etc.) of early Buddhists, in saying that the king would
ask all of them in vain to expound that which passes beyond
existence and non-existence (as the Madhyamaka school does).

882. The second section continues this philosophical
discussion and then draws various ethical conclusions from it,
going particularly into the question of politics and the proper
policy niti a king should follow (n .28 ff.), which is nothing
but the application of the Buddhist doctrine. This is certain
to please the people and also to displease the king's enemies.
The virtues desirable and useful for the king are then discussed:
truth generates trust and it alone is absolutely beneficial;
three more excellent things are liberality, calm and under­
standing. Other advice follows, with exhortations to accept
it and put it into practice, though it be like harsh medicine.

883. In the fourth section Nagarjuna goes further into
the difficult question of the advising of kings: even if a king
.conducts hi.mself mostly contrary to virtue and propriety his
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followers will praise him, therefore it is difficult for him to know
what to approve and what not. If it is hard for others to tell
the king what he should approve, when it is displeasing; it is
still harder for him, being a monk, to tell such a great emperor.
Yet he alone will tell him what is wholesome, though exceed­
ingly displeasing, because of his gratitude to the king and
affection for him, and out ofcompassion for the people (IV.1-3) .
Nagarjuna then continues his unpleasant lecture, with par­
ticular emphasis on the need for generosi ty and the proper use
of his inherited wealth, without delay. One here begins to'

get some insight into the character of this king, one feels, as
inclined to be stingy and probably vacillating and unreliable
in carrying out promises and expressions of good will. An­
other sore point is the appointment of ministers in the govern­
ment. After this Nagarjuna goes on to the administration of
justice and makes some interesting suggestions for prison re­
form, with the object of making the prisoners into worthy
persons; corrupt persons and murderers, however, should be
exiled from the country. There follow some more poetic
verses describing the good king and good government with
similes and metaphors. The king should be a tree whose
wealth of Howers is honour, whose great fruits are gifts and
whose shade is: tolerance, visited by birds who are his depen­
dents (IV. 40). The kingdom represents for the king an in­
vestment of capital which may produce either unhappiness
as commodities or, with sufficient effort, a continuing succession
of the commodities of sovereignty (IV.44-5). Having arrived
at the question of 'happiness' Nagarjuna then proceeds to en...
quire into the nature of this and returns to his philosophical
discussion. The happiness of physical sensations is nothing
but the remedying of unhappiness, he argues, and mental
happiness consists in perception (including mental perception
of ideas) and is thus simply imagining. As this is all the chappi...
ness' there is in this world it follows that it is without any signi...
ficance vyartha in itself (IV.47-8). However, Nagarjuna argues
in the following verses, the whole universe and everything in it
is similarly without any absolute significance, therefore we
should extinguish our attachments in nirvii{la.

884. Nagarjuna in this 'tract' shows consummate skill
in blending practical advice such as might draw the interest
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of a king with the highest reaches of philosophical abstraction.
In fact his teaching is a comprehensive system, here set forth
in such literary form as might render it accessible and appeal­
ing to a layman. We have already suggested that Bal}.a appre­
ciated this tract: perhaps he meant also to approve its study
by his own king.

885. It was a pupil ofa pupil (A.rya Deva) of Nagarjuna~
Matrceta, who attained the highest art in this phase of Buddhist
stotra, epistle and tract literature. He is known to us, and to

the Buddhist tradition, simply as a poet, not as a philosopher.
Historically he was indeed a poet first and a Buddhist second,
for from his own words as well as from history we gather that
his talents were formerly exercised in praise of 'what was un~

worthy of praise' (Siva, according to the historians). After
being persuaded of his error by Arya Deva, he sought, he tells
us, through his first major Buddhist composition, to cleanse
himself of the stain left by the mud of those words.

88,6. This is the Varflarhavar1')a Stotra, 'Hymn Praising
what is Worthy of Praise' (also known as the 'Four Hundred
Hymn', from the number of its verses), which we may tenta~
tively date c. + 160. In this Hymn an elaborate poetic art is
applied to the praise of the Buddha. Matrceta shows him­
self learned in Buddhist tradition, particularly in 'Buddhology'
and the practical traininK in meditation, but unlike Nagarjuna
concerns himself very little with philosophy. The major diffe­
rence between his verses and those" we have just been consider­
ing, however, is the profusion of figures of speech in Matrcela.
Though he uses some traditional comparisons he brings in fal"
more which appear to be of his own invention. Besides similes
and metaphors he is especially fond of contrast vyatireka [209],
contradiction virodha [231] and related figures. Having set
out to praise the Buddha, he finds no one and nothing with
whom or which his subject can be compared (1.8ff.), a diffi­
cuI t .si tuation indeed for a poet to be in (this will be the figure
ananvaya,'want of agreement' [225]). He therefore proceeds
by way of contrast and contradiction in attempting his 'impos­
sible' (title of his first section) task. A student of the figures
will find a rich collection of materials here representing an
early period in the invention of the more recondite figure of
meaning, which does not yet seeln to have been investigated.

-
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887. In his second section and elsewhere Matrceta is
perhaps more conservative in making a display of alliteration,
which sometimes seems again to mark the extreme difficulty
of finding words to praise the Buddha by suggesting stuttering.
There are also many.vamakas, 'rhymes' (internal rhymes, how~
ever, defined as repetition of syllables Or longer segments,
properly with different meanings [188] ), intensifying these
effects of sound. For' example:

sadii sadiiciiravidhayineyine, kfariikfariiptapratisarrwide vide;
mahiimahiiyiipratimaya te, yate, nama namorhaya mahiirhate

'rhate.
(II.70. yamaka)

Hail to the Worthy One, worthy of being hailed and
greatly worthy,

whose pupils always promote good conduct;,
To him who kumys, having comprehension reliable

for what is perishable and what imperishable,
to you, ascetic, whose great festival (or great joy) is

incomparable!

...samiisamasamo'samab (Ill. 6d) ' ... (you are) unequa-'
lled, being equal towards equal and unequal. t

(i. e. impartial towards friendly and unfriendly)
puj)Japujyatama111 loke, lokapujitapajitam;
p,iijiirharJZ pujayiimi tvii, pu}iibhii}am anuttaram. (IlI.3)

Most hqnourable of those to be honoured in the world,
,honoured by those who are honoured in the world;
I honour you, w0I'thy of honou"r,
supreme one entitled to honour.

These effects, however, perhaps owe more to their period than
to the genius of Matrceta, which as we shall see was capable
of creating deeply moving poetry.

888. Continuing with his anti-comparisons~ contradic­
tions virodhas and contrasts, Matrceta describes the apparently
self-contradictory qualities of the Buddha's speech (concise
yet ample, brilliant yet not dazzling, and so on, in other words
ideally balanced) and the impossibility of refuting it (one luigh t \

11

'I
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wound the unresisting sky, but not pierce this doctrine with
another). A curious section juggles with the sequen~e of
conditions formulated by the Buddha in the manner of a Brah­
manical mystical discussion on ritual verses and then praises
the Buddha and his doctrine in Brahmanical terminology, as
if the consummation of the Brahmanical tradition. This is
immediately followed by a verse: 'Whatever has been weB
said in the world comes froHl your doctrine ... ' (VI!. I 7). Prais­
ing the benefit conferred on the world by the Buddha in making
the way to nirvii1.za so clear, Matrceta is able to bring in a long
series of metaphors describing the evils of the world and the
obstacles to knowledge which have been swept aside. He then
returns to his contrasts, between the Buddha and other teach­
ers, especially in that the Buddha helps all beings without dis­
tinction. There follows a section on the parts of the Buddha's
body in the tradition mentioned above, but much richer and
more original than the earlier attempts known to us.' A few
similes are permiUedhere, almost as if by oversight, but far
more contrasts. We have an enumeration yathiisa1.nkhya [212]
of white or bright objects, all very different among themselves
(as is proper for this figure), only to be told they do not in the
least approach the whiteness of the Buddha's teeth (X.9-11 ) ..
A whole section is next devoted to the Buddha's tongue, which,
the word 'tongue' being feminine in Sanskrit, is described as
the mother of the teaching and the queen of all the Buddha's
characteristics, having proclaimed her commands (the doctrine;
there is a pun here) throughout the world.

889. The concluding. section is concerned with the
Buddha as producing the apprehension of transmigration (of
i.ts evils, otherwise borne complacently by those in it). It is
so evil, and nirviifJa so peaceful, that even the powerful and
compassionate Buddha was subject to them (i.e. could escape
the evils of transmigration only by attaining nirvii{la) (XII.7).
Without the Buddha, the teaching has lost its brilliance and
strength... opinions have changed through the ages: its gleam
(prosperity) has altered,. as the beauty (fortune) of a lake soon
vanishes if its dragon is taken away (corroboration [208]).
The poem ends in these sombre tones. Who would not fear
transmigrations,. like flaming swords, after pondering the attain­
ment of nirva'Ja by the powerful buddhas ?
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890. Most of the Vaf}pirhavar/Ja Stotra is extant in Sanskrit,
restored from scattered and broken manuscripts, and the whole
of it in Tibetan. In the Tibetan collection it is followed -by a.
series of short hymns ascribed to Matrceta, the authenticity
of which is not certain and which have not yet been recovered
in Sanskrit, and another fairly long one, the whole of which is
available intact in Sanskrit, the PrasiidajJratibhodbhava Stotra,
better known as the Satapaficiisatka or 'Hundred and Fifty',
from its length. This seems certainly authentic and is Matrceta's
finest stotra, showing his most mature style. It has been his
most celebrated work among the Buddhists and the most widely
disseminated, including a Chinese translation. Here Matrceta
exercises greater restraint over the use of figures of sound only
(alliteration, etc.), in harmony with a general appearance of _

simplicity and the avoidance of any pretensions to poetic hl'il..
liance. This appearance is deceptive: the restraint of these
verses is that of complete mastery of the medium, able to ex­
press rich meanings with a few carefully chosen words and
without the support of any outward display.

891. In fact the stotra abounds in figures, though these
are handled with a kind of reticence suggestive of the poet's
humility and detachment, both of which are probably sincere.
Asvagho~a's involvement was at least equally sincere, yet here_
there is a complete contrast between two writers, two opposed
methods of artistic expression suited to two temperaments.
It must be added that the aims of the two poets were also quhe'
different: Asvagho~a wrote for those 'in the world', to per­
suade them to abandon worldly ambitions; Matrceta wrote,
for those who had left the world, to inspire them in their Bfe
of meditation and detachment. We are told by the Chinese
Buddhist pilgrim, I~Tsing, who visited India at the end of the
+7, that in the late afternoon or at evening twilight the monks
in a monastery would assemble and pay their respects to the
Buddha by walking round a pagoda (symbol of the Buddha.
in nirvii1;za), w:hilst one of them chanted verses from a stotrtl
(Schlingloff, Stotras, p. 8, quoted from Takakusu's translation
of I-Tsing's work). Matrceta's verses are perfectly suited to
such a simple exercise, in which it would be appropriate for
the participants to review the ideals to which they were dedi..
cated, and they were probably composed for this very purpose..
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Just as in the Buddhist monasteries the followers of the various
schools of Buddhism, those of the Mahayana included, lived
together and shared their life of renunciation, even though they
-disagreed on some points of doctrine, so Matrceta's verses
contain practically nothing distinctively of the Madhyamaka
or Mahayana, which would not he acceptable to all schools,
and we have 1-Tsing's testimony as well as other evidence that
his two major stotras were admired and learned by heart by
followers of the Early schools as well as by Mahayanists.

892. The title Prasiidapratibhodbhava lneans 'Produced
from the Inspiration pratibhti of Confidence (or Favour)', i.e.
in the Buddha (or possibly through the Favour of the Buddha,
.conferred through his teachings; prasada has a wide range of
meaning, with 'clarity' seemingly most original-a meaning
which it retains as a technical term in poetics [l89]). The
sections of the Stotra describe the various qualities and actions
of the Buddha, with special attention to his self-sacrificing
.actions in former lives as Bodhisattva. It is superfluous, pro~

bably, to note that this is just as acceptable to the Early schools
.. as to the Mahayana, though its significance for them varies,

descriptive for the former, prescriptive as well for the latter.
Here again Matrceta uses contrast, this time between the
nature of the bodhisaUva and ordinary human nature:

People are not as intent on helping others who return
the help,

As you are intent' on helping even those intent on
harming you. (119 )

The joy you had in abandoning your life for the sake
of another

Could not be known to (Le. is inconceivably greater
than that of) living beings who regained their Eves

after thinking they had lost them. (17)

You have conquered revilers by tolerance, the mali~

cious by securing their safety,
The false by truth and the injurious by benevolence.

(122 )
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Helpful, gracIous, calm in speech and gesture,
To you, even, they are hostile: see the ferocity of

delusion ! (148 )

893. The theme of the impossibility of comparison in
the case of the Buddha, prominent in the Van;Ziirhavar1J,a, is again
taken up, but we do find a series of metaphors (the Buddha is
a lake, an island, in verses 96 and 98), whilst similes are pOSSIble
for the Buddha's speech (a cloud,. the Sun, a thunderbolt, in
73-4). The Buddha's Compassion is personified in verse 64:
she is extremely good to others, yet cruel to her own support,.
for she has no compassion for the Buddha himself (contradic...
tion). The Buddha's body and his qualities engage in mutual
praise in verse 57. There are some yamakas, but these and
a1literation are much less conspicuous than in the earlier work ..

894. Matrceta's vocabulary is large and he generally
avoids the cliches almost inevitable with such a subject. His
theme is that the Buddha's qualities are innumerable, so that
the little he is able to say is totally inadequate, though worth
saying as conducive to his own welfare. The variety of his _
expression enforces this idea of the infinity of possibilities in
praising the Buddha,. appearing as merely a few scattcred
suggestions implying that there is so much more left unsaid.

895. In Ratnasrijfiana's commentary Ratnasri on DaI).Q.in's.
Kiivyalak$a1J.a we find some verses in the var{lJastha metre quoted
as 'by Matrceta'. These are incorporated (pp. 60 fr.) in the
discussion on the concluding verse of DaI).Q:in's first chapter
(on style), which points out that by diligent study people can

participate in learned assemblies and enjoy them even if they
have 'very little genius for original composition. These verses.
ofMatrceta do not seem to be from any work of his otherwise
known, whether in the original Sanskri t, like the stotras just
examined, or in Tibetan translations, like the works mentioned
below. Ratna~rIjfi·ana quotes twenty two and a half verses._
here -which appear to be from a single work by Matrceta and­
to form -a more or less continuous sequence. They develop
the theme of the importance of study. -

896. Briefly, study is necessary in order to be able to
ov~rcome evil men in assemblies. One must have a full under­
standing of both good qualities and bad ones. Then one can
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protect good things from the ignorant and the wicked. Honest
men are caught by false scoundrels unless they understand
falsity and thus know where to strike back. A good man,.
protected by his virtue, can, if learned and practised as well,
overcome the wicked; moreover he can actually enjoy the dis­
cussions of scientific and learned subjects in assemblies. From
the context in which Ratna~rIjfiana places this, it appears as
an argument in favour of literary criticism and the study of
the qualities gu?/as [240] of style in writing and speaking, though
it 111ight seem at least equally to justify the study of logic. It
is at present a matter of conjecture what work of Matrceta's
these verses are taken frOlD. It may have been a short tract
par£kathii on study, not much more extensive than these quot­
ations, or it may have been a longer work on wider topics.

897·. In the quotations Matrceta begins as follows:
Fallow land is broken only after first learning how to

do it,
and its agriculture is revealed through labouring;
Thus the seed made of one's own thought is sown,.
and the shoot grows which is the trunk of investigation.

-Thus the best grain of clarity is obtained,
the fulfilled provision, by men of swift decision•••

(Ratnas1'i p. 61)
('clariti praslida is here taken as meaning the quality of speech
so named,. but particularly in a Buddhist writer it may also
mean 'confidence', an appropriate overtone here; thirdly it
may mean 'favour', which here would be of those listening to
the speech)

898. After this RatnasrijiHina introduces a verse from
Asvagho~a, which we have translated above [766], returning
to i\1atrceta after further discussion and. quotations. Let us
select some verses from the continuation of Matrceta's argu­
ment:

How can the unlearned wish to enter
the way which goes to the excellen t Dragon WorId of

the questions and answers
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At the time of using the waters at the shore
of the great ocean of styles of discussion? (p. 62)

(the Dragon World is the Underworld under the Earth and
also forming part of the ocean)

When the waters are relentless, he who with pure
valour

forcibly penetrates the river
Goes the way either of the grass or of the stones
from the banks swept away by the power of the new

waters. (p. 63)

(this is a 'citation of something else' anyiipadeSa [418], here
evidently to be applied to the man with virtue but without
training in discussion)

For a good man engages in an assembly full of good
men

with circumspection, even if he is well read;
But a base fellow everywhere coolly vomits up
his speech-poison as if he is an authority. (p. 63)

899. Besides the various stotras attributed to him, the
Tibetan collection of Matrce!a's works contains two short
'tracts', one on the evils of the present age" KaliyugaparikathiZ,
including advice on government, and one somewhat longer on
the four 'reversals' of Buddhist ethical teaching, namely seeking
happiness in what is in fact unhappiness, etc.,. Caturviparyaya­
katha. There is also an 'Epistle to the Great King Kanika',
Jl;Iahiirajakanikalekha. None of these seem to be availahle in
Sanskrit.

900. The epistle is believed to be his last work, written
:in old age. It was presumably addressed to Kani~ka III
(distinguished in Tibetan tradition from Kani~ka I simply by'
the variant spelling, about which the Tibetans were very care­
ful), who succeeded to the Ku~aIJ.a Empire in or soon after
+176 (see Papers on the Date of Kani~ka, pp. 333 fr.). The
epistle begins with Matrceta's apology for not visiting the King
in response to his invitation, since old age and illness prevent
him, and afterwards makes it clear that the King was young.
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The contents and tone are suited to this circumstance: after
a respectful beginning Matrceta warns of the dangers of youth,.
recommends study and moreover in his injunctions is a good
deal briefer (there are 85 verses) than, for example, NagaIjuna
was when writing to Satavahana.

901. There is in fact a great contra::;t between the epistles
of Nagarjuna and Matrceta. Nagarjuna sticks closely to
standard Buddhist expositions of morality and apparently aimed
simply to summarise these for the convenience of one assumed
to be in general agreement with the Buddhist position, adding
practically nothing new. Matrceta, whether through the
superiority of his art merely, or also because his aim was diffe­
rent, is entirely original in his presentation, takes little account
of the systematic Buddhist teaching (though the principles
expressed are Buddhist), uses many similes and other figures
and generally makes his message easy, obviously related to
practical affairs and attractive. These are straightforward
maxims, fully expressed, whereas Nagarjuna's verses are con­
cise notes bristling with technical terms of Buddhist doctrine,
requiring a commentary, or at least a good deal of previous
study of the subject. Matrceta assumes nothing and seeks to
encourage his young ruler to adopt wise policies. Whether
as a result of this advice or not,. we may note that Kani~ka III
enjoyed a reasonably long and prosperous reign of more than
thirty years, though in the time of his successor the Empire
suddenly declined. Matrceta had recommended him to
abdicate when he grew old and pass the autumn of his life in
a community of monks.

902. 1vlatrceta makes a special plea for compassion
towards animals (64ff.) and begs the King to give up hunting,
especially as he can find sufficient practice in the use of arms
on the battlefield. Animals need compassion even more than
'human beings, since they suffer more and are defenceless.
Concluding, he asks the King to be like the Moon (i.e. gentle;
no doubt with Hattering allusion to the clahn that the Ku~aJ).a

Dynasty was a Lunar Dynasty), not like the Sun (fierce, and
a rather popular symbol of kingship).

903. Perhaps a contemporary of Miitrceta was Arya
Sura; indeed one Tibetan tradition stated that they were the
same person, though the Tibetan and all other extant texts of
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their works keep the names of the authors quite distinct.•
Practically nothing is known of Siira, assuming him to be diffe~ .
rent from Matrce!a. Ratnasrijnana quotes (p. 34) from· his
]atakamiila (No. 8, verse 41) as an example of kavyabya.
'Southern' diik~i1Jiity.a (i.e. vaidarbha style) writer, making him
a pioneer of the style championed by Dal).c;lin [240]. The
traditions indicate that he belonged to about the same period
as Matrceta. This indication is confirmed by his style, which
has much in common with the great hymn writer; so much,.
indeed, that their identification does not appear at all impossi.hle
(statistical analysis with a computer would probably settle the
question, but it has not yet been performed). On an impre.....
ssionistic reading we here assume tentatively that Sura is a
different person from Matrceta but was very nearly contein.....
porary with him, perhaps a younger contemporary strongly
inHuenced by his style. The comparison is made more diffi....
cult by the fact that their extant works belong to differenlt
genres, Matrce!a to lyric and Sura to narrative and largely
to prose. A verse by Dharmakirti (+7), however,. quoted
by Taranatha (Schiefner, p. 181), says that Siira is supreme
in metrics. In fact he uses a great variety of different metres,.
unlike Matrceta, so that. even here comparison is difficult ...

904. Three works by Sura are available in Sanskdt,"
his masterpiece the ]iitakamala and two tracts called the
Subhii~itaratnakara1:u!akakatha and Paramit:iisamasa. They are'
also preserved in Tibetan translations,. along wi th several other
works ascribed to him, including another tract, the Supatha_
deSanii or SupathanirdeJa parikatha. It is reported that the chap­
ters of the Subhii~itaratnakara1Jr.jakakathiiare also found appended
to the stories of the unpublished Dvav.irftiatyavadiina, a collec-.
tion of traditional Buddhist stories thus presented as illustrating
them (S. Levi according to D.R.S. Bailey, Satapailciisatka,
Introduction p. 12). Presumably Sura was not the author of'
this Avadiinacollection and the combinadon is secondary.

905. The Subhii$itaratnakara'(lrfaka, 'Casket of .Gems of
what has been Well Said', consists of 190 verses divided into
27 chapters. In content it belongs to the category of the
ethical lectures of the Buddha which are summarised in the
Mahiiparinibbiina Suttanta [610], sometimes delivered to laymen·
(e.g. Digha Nikiiya 11 85~6, 95) and sometimes to monks (e.g.. ·

I
if
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ibid. 91) and there called doctrinal 'discussion' katha, from which
perhaps the idea of a literary tract parikatha later originated.
In form it is poetic, using a great variety of metres and much
imagery, the latter mostly derived from the TI'ipitaka.

9n6. Sura begins with exhortations to meritorious action
pWJ.ya as the 'one friend' we have in human existence (5), stress­
ing the difficulty and rarity of attaining birth as a human being,
a rarity which he takes up and develops further in his third
·chapter. In the first chapter (6) we :find that this tract is'
addressed to a king, like the Ratnlivali. Perhaps he ,vas one
of the last Satavahanas (Yajnasri ?). Still rarer is it to have
been born at a time when it is possible to hear the words of the
Buddha (second chapter), therefore you should seize this
opportunity which may not occur again for hundreds of ages.

907. After these introductory chapters Sura sets out the
various topics of Buddhist ethics for the laity, starting with
generosity diina (IV) and describing some of the desirable
results of meritorious action (V). A great variety of specific
kinds ofaction follows, with their results such as attaining heaven
or future kingship. Some of the actions are specific types of
gift, such as providing food, buildings, heating and so on for
communities of monks, but others are of a more ritualistic kind
such as commissioning statues of the Buddha, providing lamps
for pagodas (shrines ),. honouring the Buddha with music, etc.,.
and bathing statues of the Buddha.

908. After all these topics have been briefly treated,.
Sura adds a miscellaneous chapter (XXII), which is by far
the longest, with a mass of other suggestions and some duplica~

tion of what has already been touched on. Here it is of interest
to note a number of public works recommended, such as plant­
ing parks with trees and flowers, building a causeway setu (this
can also include bridges), providing drinking places for
travellers, constructing reservoirs, wells, rest houses and pro­
tection from sun and wind (on roads )_.the resul t of these
actions being that you become a god. This chapter also goes
beyond the general topic of generosity by recommending the
avoidance of taking life, of theft, of another's wife, of untruth,
of malice and of harshness, following an ancient list ofBuddhist
social principles of good conduct or virtue si/a. Violent passion
and continual pursuit of enjoyments should also be avoided in
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order to obtain future happiness, and benevolence should be
cultivated.

909. After a final verse extolling generosity as saving
one from all kinds of dangers, it is then natural to devote a
chapter (XXIII) specifically to virtue Sila. Since virtue has
been briefly described already, this more poetic chapter pra~;ses
it in its general aspect: a person averse to virtue is like a lake
which is inaccessible or a tree which is covered with thorns:Ji
and so on:

I t would be better to be poor but very virtuous,
rather than rich but not adorned with good qualities;
For a good man is praised even when poor,.
-the taste of good qualities excels ambrosia. (159)

910. This topic is followed by chapters on tolerance
(which is opposed to hatred dvcfa, the greatest evil), energy"
meditation and understanding, thus completing (with gene­
rosity and virtue) the six 'perfections' piiramitiis of men (190).
This tract is a relatively simple and straightforward work,
following the Tripitaka and its vocabulary closely and making
few demands on the literary education of the reader. It
is primarily the elaborate metres which stamp it as kiivya ..

911. The Paramitiisamiisa, 'Synopsis of Perfections', is a
longer work (about 360 verses) in six chapters, one on each
of the six 'perfections' just mentioned. Again the metres
more than anything else make this work a kiivya, but a few
figures, such as rhyme (e.g. IlLl) and simile, are used. The
style is more elegant and studied than in the 'Casket of Gelns',
not following the Tripitaka so closely but rather at a distance,
amplifying selected expressions. This Synopsis differs funda­
mentally from the 'Casket' in advocating, not the ordinary
virtues and perfections of lay life, but the perfections as culti­
vated by a bodhisattva aiming to be a future buddha. Thus it
proposes the Mahayana or 'Great Vehicle', though not in an
aggressive or controversial manner (1.1: those wh? wish to
become huddhas should... ; cf. 1.20, V. 36, VI. 65). Ouly
III.29 seems to suggest a philosophy resembling Nagarjuna's
Madhyamaka as theoretical background. In the Casket,

. generosity is made attractive by such results as kingship and

I.
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heaven, aspirations now (1.41) called the 'inferior' vehicle;,
here the same gifts (e.g. 1.28) may be given to obtain (facility
in) 'meditation, knowledge on the doctrine, etc., i.e. to make
progress towards enlightenment. The advocacy of the per­
fections here is poetic,. not systematic as in the regular treatises
of the Mahayanists on the way of the bodhisattva.

912. The chapter (Ill) on tolerance is perhaps the most
interesting.

Never being aware of the faults of others,
agreeably depending on the virtuous,
This name, beautiful because it turns always towards

good qualities,
'tolerance' is compassionate and lives for the well­

being of the world. (2 )

This world deluded by attachment to the 'soul',
considers the rest as 'aliens';
With thoughts ruled over by that provocation,
through separation from tolerance it gets into a state

of torment. (16)

913. Meditation:

Knowledge becomes clearer
through meditation in a spotless mind,
Like the Moon's disc in the sky
when in autumn the clouds have been driv,en away.

(V.2)

914. The importance of understanding (VI) is stressed
in relation'to the other perfections, which may become perverted
without it. For example virtue sila without it may acquire
the fault of indignation amarja (11).

915. The Jatakamala, 'Garland of Births', is a campu
narrative [433], with roughly equal amounts of prose and verse ,.
retelling thirty four of the most popular Jataka stories [570,.
579]. The critic RatnasrijiUina (p. 23) gives it as an example
of the campa form. Sura is here a fastidious stylist, so far
successful as, despite the Buddhist content of his work, to have
commanded the respectful mention of Brahmanical critics
(tradition recorded by Rajasekhara in his Kiivyamfmii1Tlsii, p.
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55 : 'Sura') among the foremost Sanskrit poets. His prose
is as elegant and compact as his verse. Both appear simple in
construction, which they are not, and restrained and laconic
in statement, being in fact often elliptical though frequently_
expanded by poetic figures. The vocabulary is exceedingly
rich, as any student can testify who has had to cope with its
difficulties.

9'16. Sura's stories are selected to illustrate the virtues
of the Bodhisattva (the future Buddha), and thereby Buddhist
ethics generally. They are not necessarily Mahayanist and
were perhaps intended primarily for the edification of the laity,
as wereAsvagho~a'sworks. They are more insistently ethical
than those in an their details, though both writers use the fun
technique of kiivya writing, including many metres, many figures
of both meaning and sound, rich poetic descriptions and so
on. Sura in fact is more polished in his style, which would
be a natural result of a gradual perfecting of the kavjJa mode
of expression during the period between them, and he is also
more restrained, less liable to be carried away by enthusiasm
for :the sheer technicalities' of language.

917. Each story is introduced by a brief statement of
the virtue to be illustrated. For the most part they describe
the marvellous acts of self-sacrifice performed by the Bodhi...
sattva. His life is as nothing to him except that by giving it
up he may be able to make progress towards his ideal of saving
the world from unhappiness, in other words towards becoming
a huddha who will be able to promulgate the saving doctrine
effectively in the world. As mere Bodhisattva he is not yet
fully 'enlightened' and therefore not able to do this, but only
to do individual good actions consonant with the varied walks
of life in which he successively finds himself. Similarly, wealth)
when he has any,. is of use only in that it can be given away
to the poor or to asceti~s, thereby improving his character
through the exercise of the virtue of generosity. In general,aU
opportunities, even painful ones, to exercise virtues are to be
welcomed. The virtues chiefly illustrated are compassion,
generosity, tolerance and purity ofconduct despite all incitement
to depart from it. Speaking the truth and constancy are also
emphasised. Good conduct means avoiding theft, anger and
intoxicating "drink. Avoiding .. pleasures and retiring from the
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world is also praised. Compassion in its many aspects is the
most general theme and is described in various ways as an
affectionate nature, as considering all beings as like oneself,
as not recognising the existence of any unhappiness except that
·of others, as grief at the unhappiness of others,. even of injurers,
and so on. Good acts can win over even enemies.

918. Running through the stories is the specific 'emotion'
or 'inspiration' sa/(wega recognised by the Buddhists, and ex­
pressly mentioned by Sura in various places as well as being
made the subject of one story (No. 32, 'Ayogrha Jataka'), which
inclines a person to virtue despite such distractions as wealth
and power. The term is equivalent to 'idealism' in its moral
sense, perhaps to the 'moral sense'· some philosophers have
attempted to define. Here it is not defined but is exemplified
and glorified. The acts of self-sacrifice which seem incredible,.
not to say ridiculous, to our amoral society, and which some­
times appear as clumsy exaggerations in the ordinary literature
of edification produced by Buddhist monks, are here narrated
with such art as to be convincing. The contrast with ordinary
worldly prudence is stressed, but the acting directly contrary
to worldly advantage appears natural to a, 'moral' character;
moreover we are given to feel the lively contentment and real
happiness of the inspired hero who disregards the worldly stream
in the exercise of his quest for the good. This is a delightful
book for all those weary of Our world.

919'. Let us read a· short excerpt from Sura's Jataka
(No. 2) on the famous King Sivi [52 7J, hero of generous self­

sacrifice, concerning whom more than one tale of the giving
. of the limbs of his own body to save others is recorded in the

Great Epic and the Tripitaka (Mahiibharata III adhyiiyas 130-1
gift of his own flesh to a hawk by U sinara, Sivi's father, a story
afterwards told of Sivi himself by wri ters such as Somadeva
K athasaritsagara I.7.B8ff.; Jiitaka IV 401 ff. gift of his eyes by
8ivi, as here). We begin with verse 6 describing Sivi:

The fragrance consisting of his fame (mud) produced
from generosi ty (rut juice),

was scattered by the wind of the speech of his beggars
(bees) ;

I t removed the arrogance of other kings,



Then. the Earth shook like a woman whose husband
is dear,

knowing that reasoning of the. King,
Very exal ted and based on generosity,
with attachment ceasing even for his own limbs. (8)

The beggars came to' him and appeased their thirst;
but he, intoxicated with generosity, did not his when

he met the beggars:
For no beggar could, by the measure of a request,
conquer the resolution of his generosity. (7)

He understood: 'Most fortunate are those, distinguish­
ed among good men, who are begged, with confidence
and with unrestrained entreaties, even for their own
limbs, by the beggars. To me, however, the beggars, as.
if threatened by harsh-syllabled words of refusal,
come with. timid entreaties merely for money.'

INDIAN KAVYA LITERATURE:

as that of a 'scent' elephant that of other elephants.
(6)

Then Sakra King of the Gods, when Sumeru king
of mountains, radiant with the lustre of various gems,
shook with the trembling of the Earth's surface, was
flustered with doubt: 'What's this ?'-he understoo,d
the excellent reasoning of that King, the cause of the
trembling of the Earth's surface, and his heart incli­
ned to astonishment as he thought:

(the words bracketed here are double meanings of those pre-.
ceding, appropriate for the elephant simile: the rut juice from
the 'scent' el~phant, or/ finest elephant, drips down. to form .a
fragrant mud over which the bees buzz, fanning the scent in
all directions, which removes the arrogance ofother elephants}.

(prose) Then at one time that King, going the rounds
of his alms halls, observed that the concourse of suppli~

ants was attenuated, in consequence of the beggars.'
having been satisfied, and because. the virtue of his
generosity was thus not ascending he was not pleased.

250
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'Has this really been reasoned by that King,
his mind uplined by surpassing joy in generosity,
His constant purpose be~ng the gift of his own limbs,
after girding his loincloth with the resolution of his

generosity ? (9 )

Then I shall now investigate him.' Then while the
King was sitting in the assembly, attended by the com­
pany of his ministers, the customary proclamation of
invitation-'Who desires what ?'--being made to the
beggars; the treasurer standing by with the collections
of jewels, gold, silver and money opened, packages
whose interiors were filled up wi th various garment8
being broken open,' beautiful kinds of carriages with
yokes fixed on the shoulders of well~behavedand various
animals being led near; when the beggars had begun
their concourse, Sakra King of the Gods created the
appearance of a blind old brahman and became visible
in the line of sight of the King. Then as if the King's
glance rose to meet him and as if it embraced him,
impregnated with compassion and kindness, firm, clear
and gentle, when invited-'With what object.. ?'-and
admi tted near the Lord of Men by the followers of the
Protector of the Earth, he began wi th expressions of
victory and benediction and said to the King...

We have deliberately made this translation as literal as English
can well endure in the hope of transferring some indication or'
Sura's style, including the long sentences, though not the
compounds which make the original compact.

920. Several of the stories in the ]titakamiilii are illus~
trated among the Ajal).tcl murals, though the p'ainters were
not always following Sura's book. Thus when they illustrate
the Sivi story, showing the gift of eyes to the brahman (in the
excavated monastery, No. XVII, on the right as one enters
the main hall), they follow the original Tripitaka version rather
than Sura's (see Vazdani IV pp. 96' ff. ). But in two cases
the Ajat;Jita frescoes actually bear inscriptions, still partly pre­
served, consisting of verses from the Jiitakamiila itself, showing
that here at least the painters were supposed to be illustrating
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Sura~s narratives. These narratives are the K~antivadin (No.
28; cf. Yazadani II pp. 57ff., Allan's Appendix on the inscrip­
tions) and the Maitribala (No. 8).

9'21. In the former (depicted in the small hall on. the
left of the portico of monastery No. II), the Bodhisattva is
the ascetic K~antivadin, 'Tolerance-Speaking~, living in a
beautiful forest full of flowers. During the summer heat,
the King of that country set out on a pleasure excursion V\Tith .
his wives,' to enjoy water sports in a lake in the forest, near the
hermitage of K~antivadin. While the King sleeps after heavy
drinking, his wives wander off picking flowers and find the
ascetic. They are attracted by his bearing and gather round:
he welcomes "them and discourses to them on his favourite
subject of tolerance. Here the fresco shows K~antivadin on
a cane seat with the women listening, and its inscription quotes
his words in several verses from Sura, including this:

Trees are ornamented by flowers,
clouds, slow with rain, by the qualities of lightning,
Lakes by lotuses with intoxicated bees,
butme~ by good qualities discovered by discrimination.

(19 )

Meanwhile the King comes up and is filled with jealous rage
on seeing his wives admiring the ascetic. He rushes on KljIanti­
vadin with his sword, despite the appeals of the women, and
hacks off his limbs, accusing him of hypocrisy, the ascetic calmly

,accepting the blows and feeling no anger. Over its painting (
of this scene the fresco inscribes this verse of Sura:

Though his limbs were cut off, the thoughts of the good
man as he watched

were firm with uninjured tolerance,
He did not feel the pain, but as a consequence of affec­

tion
looking at the King fallen from virtue was a torment

to him. (56)

.

As he goes off, the King is swaHowed up by the Earth, a flaming
chasm opening at his feet. After a final speech on toleration,
K~antivadin dies and goes to heaven.
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922. In the latter Jataka, King Maitribala, 'Whose
Strength is Kindness' ,. offers his own blood and flesh to some
man-eating demons, protecting his people. This is painted on
another wall of the same hall, and a verse from Sura is partly
preserved there, describing Maitribala as he cut off pieces
of his own flesh to feed the demons:

Through de1igh t in generosi ty again and again
his mind did not allow
An opportunity for being ashamed-
for the pain of cutting to penetrate it. (44)

The demons are overpowered by this extraordinary act and
beg his forgiveness, promising to live harmlessly afterwards.
Sakra is again shaken from his mountain, comes down and
heals the King's wounds. It is interesting that Ratnasrijfiana
(p. 34) quotes a verse from this same Jata~a to illustrate
~Southern' style kiivya, as we noted above, and particularly
to show that it can be 'soft' mrdu in quality without being 'loose'
Jithila (the reference is to the sounds and grammatical cons~
truction of the original, which can hardly be translated). The
King has had his veins opened so that the blood runs out and

. the demons can drink:

The King,. whose blood was being sought*
by the demons,. seemed to have a golden body,
Like Meru embraced by clouds
borne down by their load ofwater and reddened by the

sunset. (41 )

9'23. Sura's work was probably widely circulated in
India when in the +5 the Vakataka emperors sponsored the
building and decorating of these monasteries at Ajal,l!a, so that
there need be no special significance in his narratives being
quoted and illustrated in these Mahara~!rian frescoes. But
'Southern' or vaidarbha in Indian criticism means of MaharaHra
or part of it (AjaQta lies among the mountains on the South
West border of Vidarbha, and Vatsagulma is not far from it),
thus it is possible that the Vakataka officials and painters

(*50 Ratnairijnana reads; Kern's· edition has 'drunk')



were consciously honouring a famous writer of their own
·country. ,

924. Ratnasdjiiana quotes two more verses from the
Jiitakamalii. In explaining (p. 59) DaJ;,lc;lin's remark (1.104)
that inspiration pratibhana results from qualities which ar·e
'traces' viisaniis of previous lives, he adduces this by way .of
authority:

For as a consequence of practice, good and bad
actions are innate in men,
Such are they indeed that effortlessly
they act in another life, as in a dream. (15.1 )
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1

This is the first verse of Sura's Matsya Jataka (also illustrated
In AjaI).ta monastery XVII, Yazdani IV 78f., but not nece~
ssarily from this version).

925. To illustrate DaI).Q.in's argument (111.179) that a

'fault' dO$a may sometimes be transformed into a 'quality)
gU1J,a, Ratna.irijiiana quotes (p. 274) this from the Sre~thin
Jataka of Sura:

Then through the power of his merit
there was produced there a 'lotus' which was not

'mud-born' .,
Which was as if laughing with contempt at Death
with its white row of stamen-teeth. (4.19)

The 'fault' in question would be a contradiction of place,
since 'lotus' here is literally 'mud-born' and is immediately
contradicted, for this lotus was produced in purgatory among
flames. But Sura has used the contradiction with good effect
(cf. the figure contradiction [231]):

926. The anthologist Vidyakara quotes from Sura in
his collection of verses on bad men (1292 In the Asant
Vrajya) :

A scoundrel is lifted up with shriller arrogance to­
wards those who are gentle with compassion,

he proceeds to the utmost excitement, for he sees no
danger. from them;

But where he touches even a very little apprehension
of danger,

.1
! !
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there he carries on with this uplift calmed, as if
well-behaved and humble. (33.4 )

255

This is from the Mahi~a ]5taka, also illustrated in AjalJt·a
monastery XVII (Yazdani IV 81). Vidyakara also has a
verse (1698) of unknown authorship which praises several
famous writers, including Sura for visuddhokti, 'pure (or clear)
expression'. Taranatha as noted above quotes a verse by
Dharmakirti on Siira as supreme in the use of metres.

927. As a further example of S,ura's prose we may read
the beginning of the Mahakapi Jataka (No. 24» again illus­
trated in AjaJ).ta XVII (Yazdani IV 53f.) :

The good are 110t tormen ted as much by their own
suffering as by their injurers' loss on the good side. As
it is handed down:- The Bodhisattva, they say, was
a monkey of great size living alone on the beautiful
side of the Himalaya, which had briHian t and surprising
cosmetics consisting of various ores, with a beauty of
forest thickets as if a cIoakmade with a mantle of dark
silk,. with compositions of many colours and shapes
as if arranged deliberately with the edges of its slopes
adorned with line paintings of dangers, it had waters
rushing forth from many springs, it was confused with
precipices within which were deep caves, it resounded
with very shrill bees,. its trees with varied flowers and
fruits were fanned by pleasing breezes~ it was a plea­
sure garden of the wizards.

The monkey saves the life of a man who has lost his way In

these mountains, but the ungrateful man, after a casuistic
argument with himself in justification, tries to kill him asa
ready source of meat. The monkey escapes with a wound in
the head and,. full of compassion, stiB helps the wretch to find
his way back towards the nearest village, grieving only over
the man's evil life and probably worse future.

9'28. The style of the prose parts of the ]iitakamiilii re­
presents for us that of a whole period from which very litde has
survived to show the development from the generally simple
and unadorned style of traditional story telling to the later
ka~ya prose style; which latter not infrequently is as fastidious:
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in selection of vocabulary, balancing of rhythms and lacing
with figures, as any verse. Indeed, to some tastes Sura repre- .
sents an ideal mean between barely adorned narrative and
barely· narrative adornment. The narrative of early Pali.
prose, for example, is usually simple and in everyday language,.
occasionally elevated in vocabulary when particularly momen~

taus events are described (e.g. in the Mahaparinibbana Suttanta
[610]). Sura is always elevated, an effect carefully maintained,.
even in the tersest bits of dialogue, by the exclusion of all un­
necessary words and the inclusion of an occasional unexpected
word bringing an idea of high purpose or a figurative allusion
appropriate to nobility of character. In some prose texts
earlier than Sura, on the other hand, we find the use of extre­
mely long compound words, a feature often regarded in later
theory as especially characteristic of prose and as giving
'strength' to it. Early examples are the KUTJala ]iitaka [611}
and (nearer Sura's time) the inscriptions of Pu!umayi 11
(whom we have provisionally taken to be 'Satavahana' him-·
self) at Nasika, in Prakrit, and of Rudradaman (a Saka gover­
nor ofUjjayin'i, nominally subordinate to the Ku!?aJ)as) at.
Girinagara, in Sanskrit. Both these inscriptions were written
round about + 150. In all three texts we find very long sen­
tences as well as long compounds, the two features generally
going together. The royal inscriptions clearly belong to the:
style of kavya rather than to everyday prose. The Rudradaman
inscription actually praises the style of this royal kavi for the:
qualities gU'fJ.as of being clear sphuta, sweet madhura, gracious.
kanta, etc.

929. Now Sura must have been very familiar with this."
kind of inflated prose which, moreover, remained popular for­
many centuries after his time. But he exercises great restraint
in his own prose: he uses many compounds but they are always;
of very moderate length (frequently of four members but very'
rarely of more); his sentences are quite short everywhere.:
His descriptions are short and to the point, yet sufficiently.
full to give distinct and circumstantial pictures. La ter prose-.
writers cultivate the long, digressive description for its own.
sake and for the opportunity afforded for brilliant displays.
of enchained figures, and they enjoy piling up clause on clause·
in long, rich sentences. Noneof this is to be found in Sura::
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perhaps it was only much later that the writing of such long
sentences and descriptions, with fairly long compounds, was
developed as a true art, with mastery of the technique, rather
than as a merely quantitative accumulation ofwords and images,
with the longest possible compounds, of which we can find
examples in some of the earlier prose before, and even after,
Sura's time.

930. The verse and prose parts of this campu are about
equal in amount and seem mixed more or less indiscriminately
(closer analysis might elucidate criteria of differentiation):
any part of the narrative, descriptions and dialogues may be
in either medium, the alternation of the two being apparently
a matter of formal balance and rarely corresponding to any
content. However, the verse medium seems to be regarded
as more elevated in that moral reflections, and discourses on
morality spoken by the Bodhisattva, are usuaHy in verse. In
the verses Sura uses a very great number of different metres,
thus adding further to the variety in his forms of expression.
In his language equally he generally aims at variety of expre­
ssion and at unexpected turns of phrase, avoiding monotony
and anything commonplace.

931. Sura uses many different figures, probably more
than any previous writer we have met, and in their choice he
is markedly closer to the standard practice modelled by the
'classical' poets of about +400 onwards than is Asvagho~a.
Comparison and contrast generally underlie his figures of sense,
as with Matrceta, and especially the surprising contrast, some­
times the equally surprising compa~ison:

As was the sight of him (the Bodhisattva when a rich
merchant) to the beggars,

so was the sight of the beggars to him
--A special cause of the awakening of joy,
because it destroyed any uncertainty as to the

accomplishment of their desired objects
(No. 5, verse 1).

The identity of the effect of seeing each other on both parties
is here insisted on further by the identity of wording of the first
two c1aus,es ('as .. 'and 'so•• .') in the Sanskrit, an ambiguity
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~n the grammatical construction which can be understood
either way, literally: 'As of the beggars the sight was of him,
so of the beggars the sight was of him'. The figure here may
be described as 'equal consequence' tulyayogitii [223], since the
effect is the same on both parties.

932. The simultaneous word play is characteristic of
Sura, who is fond of repeating a word in different senses or
with a different significance, in fact of the internal rhyme

Jlamaka used freely (i.e. not necessarily at definite points in the
.verse or clause). Yet he is much less addicted to word play
than Asvaghos,a or even Miitrceta,. keeping it entirely subordi­
nate to the meaning, as incidental decoration. A good example
of applied ambiguity is the speech by Death (Mara) (No. 4,
5ff.), criticising the virtue, generosity, as a vice leading straight
to hell and a sin inimical to the three ends of life (virtue, wealth

.and pleasure). Death's language is exactly that of a preacher
of morality, but disguises a hollow sophistry that wealth is the
basis of virtue and therefore should never be given away... The
Bodhisattva's reply is equally equivocal, thanking Death for
this kindness and compassion in pointing out the proper way,
but regretting that his fault had not been checked earlier, since
now the disease is too far advanced to respond to treatment.
In fact Death's pointing out the dangers has now only increased
his desire to risk them, since he is not seeking his own advantage.
Death maintains to the last his pose as a benefactor giving good
advice, ending with the warning that afterwards he will re­
member him with respect, whether he takes his advice or not.
Let us leave Sura with a warning from one bird (wild goose)
to another about thc falsity of the hum.an heart, advising him
to keep away from men :

In general beasts and birds express what is in their
v

hearts by the sounds they make~

But human beings alone are clever at expressing the
opposite of that. (No. 22, verse 19) .

933. We have now to note four more anonymous stotras
perhaps a little later than Matrceta's time, recovered in a
fragmentary state from Central. Asian manuscripts. Frag_
ments from a hymn of a hundredor more verses in praise of the
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Buddha are" chiefly remarkable for being in the extremely
,complicatedudgata metre "[752'] (after which Schlingloff has
named them: Fragment F),. which, however, is used already
in the Pali Canon. I t occurs there alongside the even more
.complicated, but similar in having a different structure in each
line of its quatrain, upasthitapracupita [584]. We are inclined
to see in this kirid of thing a metrical tour de force, but we
really know little of the use of this highly musical prototype of
the medieval talavrttas of Apabhra:rp.sa, which perhaps was
very familiar at one time and flowed naturally and liltingly
from the tongue of the poet:

In this world a man crosses the (.... ) ocean in a ship­
or (he may be unlucky and) not; .

But those who have joined this ship made of hymns
infallibly cross the ocean of existence (transmigra­

tion).
(8 contrast vyatireka)

9'34. We at least know the title of the Munayastava
(SchlingloffFrag. C), though not the name of its author, which
is simply its first word munaye,. 'To the Recluse' (the Buddha).
It consists of 23 simple vaktra verses, simpler and also much less
polished stylistically than Matrceta's. The epithets by which
the Buddha is praised are mostly in the dative case( 'hail to••• ')
.and the hymn ends with the author's exaggerated remark that
he has used 'hundreds' of them (perhaps he wrote many more
such hymns). They are allconventional and old and about
the only ornament is a sprinkling of alliterations. Neverthe­
less this appears to have been one of the more popular hymns
in Central Asia, to judge from the number of manuscripts of
it of which bits have been found. It is not for the connoisseur
of literature.

935. We return to literature with a few surviving verses
in th~ rare krauficapadii metre (Schlingloff Fl'agment G) prais­
ing the Buddha's successes in persuading the most unlikely
persons to give up their vicious ways of life and follow him.
These include the celebrated robber and mass murderer
Ailgulimala, a fierce demon, a dragon and a maddened ele­
phant (all from traditional legends). The krauricapadii is OL:
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of the more imposing fixed metres, a quatrain having twenty
five syllables in each line. There is a verse for each villain and
the expansive metre allows scope for colourful descriptions of
them.

936. Lastly, the hymn whose title SchHngloff restores­
as Rahulastava (Fragment D) is again in vaktra, but a little
more original in wording than the Munqya. The theme is the­
wonderful nature of the Buddha and it is contrast and contra­
diction which provide most of the ornamentation; along with
some alliteration; the Buddha-nature stands out against 1he
evils and miseries of the world. The significance of the title'
'Riihula' is not clear: perhaps the verses were supposed to have:
been uttered by the Buddha's son.

937. In the preceding chapters we have from time to·
time attempted to characterise the styles of various writers,
sometimes suggesting a relation to the styles recognised and
defined by later critics. Thus Asvagho~a could perhaps be
regarded as a forerunner of the gaurjiya [238] style, which
from its name should have originated in Magadha (perhaps
including some surrounding countries), though he was born in
Kosala, North West of 1\.fagadha [733, 756]. We might look
in the Seven Hundred Songs for a Mahara~tri origin of the
other widely recognised old style, the vaidarbha, Vidarbha.
being a province of Mahara~tra [830]. Silra seems to be the
earliest writer known to us (except Valmiki [635]) who is.
positively called 'Southern', in a context implying vaidarbha,
by an old critic, Ratnasrijnana [903, 922~3], though his date
is only approximately known. It is not unlikely that S'ura
was a writer of I\1ahara~tra.

938. However, as was noted in Chapter IV in discuss-.
jng the styles ritis [238], the first great kavya known to have
attained recognition as a model of this style was the Asmaka­
va1]1.fa, 'History of A(;maka' (or 'Dynasty of A(;maka'), Asmaka
being another province of Mahara~tra (South of Vidarbha).
Wc are given this information by a much earlier critic than
Ratnasrijnana, Bhamaha. This work, probably an epic poem,
is lost and its author is unknown. We can attempt to date
it, and with it the development of the vaidarbha style, by the
early reference to it, probably as a pioneering work, and by
considering what its subject ntight have been. A Dynasty
of Asrnaka could have described the Satavahanas, or it might

~ --------- .~-_._-- _. _.. _--_.---~-_._-------

I



SANSKRIT LYRIC AND PROSE 261

have celebrated the Abhiras, since there is a tradition that
Sudraka was born in Asmaka (Krishnamachariar p. 572).
It would probably not have been composed after the fall of the
dynasty it celebrated. 'Satavahana' ('Hala'), whom we have
provisionally identified as Pu~umayj 11, is in the Ma.hara~tri

novel Liltivai called King of Asmaka (the editor, A.N. Upa­
dhye, interprets Prakrit Asaya in verse 46 as Asmaka-p. 329).
The evidence is slight, but the Liliivaf reference may perhaps
incline us to accept the identification with the Sa.tavahanas.
In this case we may conjecture that what was regarded as the
first great kavya in the vaidarbha style was written in the +2.
Our conjectural date for Sura, late +2, agrees with that period
for the origin of the style.

.:



CHAPTER XVIII

DRAMA. IN THE +2 :-BHASA

939: The -plays which perhaps the prevailing, but not
the unanimous, -opinion of :modern readers ascribes 'to Bhasa
have been, preserved for us -in a -few manuscripts in KeI'ala
in the' far South of India. -Their manuscript tradition does

_not name any author and the: ascription rests essentially on
the fact of Bhasa being kI).own from old critics to have written I
'a phlY bearing the title ~f one of these plays, together with the' ••
fact of the apparent' uniformity of style running through the I
whole collection of plays. A prominent feature of these plays I
is their opening words (a stage direction) : if we compare them
with the practice of Asvagho~a as reported by Dharmakirti
[723] we find the first two words, indicating that the author's
text is to be connected with the piirvaraJiga, are omitted, other-
wise the first sentence is the same; on the other hand, if we
compare them. with the manner of opening usual in plays datable
from the +4 onwards, we find that sentence preceded there
by one or more verses and reduced to two words only. It
appears those verses constitute the opening benediction, now
supplied by the author in place of some traditional benedic-
tion received as part of the pilrvara';ga.

940. For our present purpose we follow the hypothesis
that the practice in the plays ascribed to Bhasa represents a
phase intermediate in date between Aivagho~a and the later
'standard' plays, which harmonises with the known period in
which Bhasa lived. This hypothesis has been challenged by
suggesting that the deviation from the 'standard' represents
not a historically earlier usage but a geographical variation"
the custom of the Southern theatre. The plays might then
have been written in the South, perhaps as much as a thousand
years after Bhasa, by some anonymous dramatist. Our hypo­
thesis, however, receives strong support from the Dharmakirti
quotatIOn of A~vagho§a, which was not known to the challen­
gers,. bearing in mind further that the text of Dharmakirti's
Vadanyaya was preserved In Tibet. Certainly the older practice
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may have continued longer in the South, but this does not
conflict with its being the older.

941. We must note finally in connection wi th the manus­
cript tradition of these plays that what is available to us is the
tradition of a living theatre in Kerala. The ,texts we have are'
those used by actors. For this reason, if there are any discre­
pancies between these and the scanty quotations of Bhasa in
the old critics, which are not the fault of the critics, we need
not at once dismiss 'our texts as not coming from Bhasa but
must consider whether, apart from the slips and interpolations
of scribes, we should not suppose the actors or producers to
have been responsible for cuts or other modifications made in
what may probably be characterised as 'acting' versions. In
one instance which has been urged against the ascription to
Bhisa, for instance (Svapnav.lsavadatta, sthiipana) , the two sen­
tences quoted by a critic (Sagaranandin, JVii{akalakSa1J,aratna­
kosa, 1205-6, as from SVapna;[)iisavadatta and being words of the
producer), though not found in the extant text, fit very neady
and satisfactorily before the bare exclamation 'Very well!
I know' which the manuscripts give the producer before verse
2. Other missing quotations may ~ave been lost by the per~

haps severe cutting of acting versions, which may be the correct
explanation of the fact that these plays are very short by the
usual standard,. though this 'may also be due simply' to their
being early. Linguistically the plays suggest an early date,
before the grammatical norms formulated by Pal).irii beca~e
accepted as rules', absolutely binding on any self-respecting
writer of Sanskrit and before the Use of MaharaHri [178, 769]
in ,the drama. The Prakrits used appear intermediate in date

_between those of Asvagho~a [ 720-1] and those of Sudraka
[1184], K5Jidasa, etc. ,',

942. Bhasa, the famous drain<:'.tist mentioned by a series
of classical writers and critics from the +5 onwards, lived some
time before Kalidasa, the first known to name him, in whose
9-ay he was a classic whose works held, perhaps dominated,
the stage [1377, 1386]. Siidraka (+3? [ 1156~8]) seems hi
his Mrcchakatika to have enlarged the Daridraciirudatta of our
collection of plays, with new subsidiary action [1182]. The
reference by Kalidasamight put Bhasa's date at least as long
before his own time as we may think necessary for the acquisi-
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tion of a reputation as the leading classic of the theatre. An
,estimate of this would be rather subjective. Assuming that
Bhasa was the author of the Daridracarudatta, there would be no
difficulty in placing him about the+2, to satisfy all the various
indications. Siidraka is a problem himself,. to be discussed
below. Since an Abhira king was perhaps intended by the
name, and an Abhira Dynasty flourished in the +3, the
author of the MrcchakaFika might be placed in that century,.
nevertheless it has been suggested that 'Siidraka' was a figure
more of legend than history and that we should doubt the
ascription of plays to his authorship. In view of persisting
ascriptions, however, and the absence of any evidence pointing
at any other authof, we seem obliged to accept his authorship
on a provisional basis, awaiting further research, whilst unable
to rely on it as a very :firm limit for the date of Bhasa as a pre­
decessor.

943. As to the question of Bhasa's precise date, only
one suggestion appears to have been made, that of Konow
(Das indische Drama, §61). It appears likely from the plays,
and from Kalidasa's reference, that Bhasa worked in Ujjayini.
In that case he presumably lived under one of the Saka gover­
nors, who were established by the Ku~a:t;las, became an inde­
pendent dynasty and ruled until they were overthrown by the
Guptas in the last decade of the +4. Konow has conjectured
that the word rajasirrtha, occurring in the final benedictions of
several of the plays, referred not just to any 'king-lion' but
alluded specifically to the Saka Rudrasirpha I,. who ruled
during the last quarter of the +2 (as to other Sakas with names
ending in ~sirpha, we have Visvasirp.ha c. +280, RudrasiITlha
II in the early+4 and the ill-fated Rudrasir:p.ha III briefly at
the end of ~hat century). This is no more than a plausible
conjecture. The date, end of the +2, thus suggested for
Bhasa harmonises with such other evidence as there is, which
has been sketched above, and for the lack of anything more
definite or more probable we may here adopt it as a working
hypothesis. In view of Bhasa's importance as perhaps the
greatest Indian dramatist (such is the quality of these plays,
whoever wrote them, and such would seem to have been the
fame of his name), it has seemed proper to devote a little
space here to an outline of the problem.
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944. The chief characteristics of the plays ascribed to
Bhasa are that they are short, full of incidents and seem to
have an eye to the stage rather than to a reader. Even if we
assume severe cuts in the texts this characterisation will not
have to be greatly modified. The contrast will still be strong
with the later plays, from the + 5 onwards, which are very
long, full of polished lyrics and careful development of the causes
and effects of emotion and designed to please readers who are
-connoisseurs of lyric poetry as well as an audience. In Bhiisa
description is always brief, the lyric verses few, unpolished and
simple. Incidents follow ra:pidly one upon another, conflict
and dramatic change in fortune are everywhere prominent
and there is hardly ever a case where the action halts whilst
.a series of verses develops the portrayal of emotion. Surely
these were originally conceived as stage plays only, with a view
to the effects which good actors can there produce. The later
connoisseurs of poetry outside the theatre, and especially of
the lyric, understandably found little here for their antholo­
gies or for elaborate linguistic comment and appraisal of
figures. This will explain the complete neglect of Bhasa in
Northern India since the +13, when the Turks conquered the
main cities and suppressed the theatre on religious grounds.
Such tradition of kavya scholarship as survived the Muslim
persecutions in the North was confined to private reading and
study: it was natural that the pa1J,rjitas who were the sole guar­
dians of literature in that dark age should concentrate on what
was most rewarding in minute textual analysis and on lyric
gems-for many generations they might never see a play actually
acted. Thus we may understand the failure to preserve ex­
cellent plays by Bhasa, and by other early dramatists, in the
North. Where the theatre survived, mainly in the South,
stage plays could survive.

945. The Bhasa collection illustrates several of the types
of play recognised by the Natyasastra [320]. There are his­
tories niitakas,. fictions prakara'(las,heroic plays vytiyogas J a tragedy
utsr;tiktiilka (perhaps two) and a light play nati. A three act
play is difficult to classify under the standard theory, but should
be a cooperation samavaktira or more probably a contention
sallapa. Here then we have a broad view of the ancient
Indian theatre, which can be supplemented with plays from
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approximate contemporaries of Bhasa, to be discussed in the
next chapter, including the types satirical monologue bhiiT,lQ
and comedy prahasana. An old street play vithi which one
modern scholar has suggested might be by Bhasa is discussed
'at the end of this Chapter [1074]. The later repertory in
our possession rarely goes outside these types, which remain
the standard dramatic forms, except that the tragedy is negle;;'
cted and excepting also the popular and ephemeral secondary
types and 'ballets'.

946. The stories used by Bha-sa for his heroic plays and
tragedies are all taken from episodes in the Great Epic Mahii­
bhiirata [518, 525]. Two heroic plays deal with the sending
of envoys by the PaQQavas, or by Kr~l).a,. to their enemy the
Emperor Duryodhana: one to propose a peaceful settlement of
their claims, the other to threaten vengeance after a supposedly
unfair incident in the Battle. Kn1Ja here is already the incar­
nation of Vi~Qu (Narayal,la) : when sent, in the Diitaviikya,
'Speech of the Envoy', as the peaceful envoy of the PaJ)Qavas,
he shows his supernatural power over the kings attending
Duryodhana's court. The Emperor, in council selecting his
commander-in-chief, will hear nothing of peace and assails,
the messenger with harsh words. Kr~l).a tries to propitiate
him with words of conciliation saman [141], but Duryodhana
rejects the idea that the Pat;lQavas are his kinsmen-they are
sons of gods [1500] and his ,kin are men (verse 30)! After
an exchange of abuse the' enraged Duryodhana tries to seize
KnQ.a, bilt the god appears everywhere at once and cannot
be touched. KnI}.a thinks of killing Duryodhana with a
supernatural weapon, but restrains himself because his mission
on Earth would then not be fulfilled. There are only five
parts in this play, the other characters being'imagined. Essen­
tially it is a lively dialogue between Duryodhana and Vasudeva.
(KnQ.a), framed wi thin the rapid incidents of the council and

.Vasudeva's arrival and of the violent attempt to seize him.
. 947. Duryodhana had intended' to receive Vasudeva

with contempt, but instead is at first somewhat overawed- by
the.envo-y's divine power and speaks' politely:
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DURYODHANA. Sir envoy!
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The son of Dharma, Bhima son of the Wind,
my brother Arjuna son of Indra of the Thirty Three

(gods) ,
The disciplined twins, sons of the Asvins:
are they and their dependents all well ? (19)

VASUDEVA. This is befitting in Gandhari's son! Indeed
yes, all are well. Yudhi~thira and the PaT.lQavas enquire
about the well-being and health of your kingdom and
person, external and internal, and inform you:

'We have experienced great unhappiness
and the agreement has been fulfilled,
So let the legal
inheri tance be shared. ' (20 )

.DURYODHANA. How now? Inheritance?

My uncle (pal).c,lu) as a consequence of hunting in the
forest

caused offence and met with a sage's curse:
Since then,. not desiring his wife,
how can he become a father to others' sons? (21 )

VASUDEVA. Let me ask you,. who are learned in the
p.ast:

Vicitravirya the sensual met with calamity
through consumption-however on Ambika
Vyasa begat DhrtaraHra:
how did he,. your father, obtain the kingdom? (22)

No sir!-

Thus by increasing their mutual opposi tion
the Kuru family will quickly become nothing but a

name, 0 king !
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Therefore you ought to cast away your anger
and do what Yudhi~thiraand the others affectionately
request you. (23)

nURYODHANA. Sir envoy! You do not know the usage
of the kingdom:

The kingdom is enjoyed by courageous princes after
conquering their enemies;

:it is not begged for among the people, nor given to one
who is wretched;

If they desire to obtain kingship let them soon use force
-or dse, as they fancy, let them enter a hermitage for

calm, frequented by those with calmed thoughts!
(24)

948. In the second play, the Dutaghatotkaca,'Ghatotkaca
as Envoy', Ghatotkaca in the midst of the battle, but during
a lull, is sent to Duryodhana by KnIJ.a. The envoy exchanges
threats with the Kauravas and is ready to fight the whole court
single handed, but at last keeps to his proper task and retires
after securing the Emperor's promise to meet Knl).a and the
Pa:r;tc;lavas and give his reply with arrows. Here we have some
more heroic dialogue, but among several characters (there are
nine parts in this play). Duryodhana has heard of Arjuna's
promise or vow pratijiiti [199] to avenge the death of his son
Abhimanyu, and Ghatotkaca brings Kr~f,la's message confirm...
ing this and concludes:

Understand that the destruction of the nobles has been
decided!

may the Earth have contempt, strewn with hundreds
of kings!

For, because of the destruction of his son, loosing fierce
weapons which he has prepared,

nothing at the head of the battle will be too great at ask
for Arjuna. (45)
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SAKUNI.

If this Earth could have been conquered
merely by speeches
Ifit could be, in many speeches
the killing of the nobles has already been done.! (44 )
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GHATOTKACA. Oho! He has changed his nature!

Give up the dice, OSakuni! Make ready for the
arrows

a chequer board, proper object in the business of war!
For here there is neither taking of wives nor system of

kingship
-here the stake is life and love is with arrows 0 f

fierce strength! (45 )

Here the 'nobles' are the aristocracy or vassals of the Empire,.
fighting in the Kaurava service. Sakuni, king of Gandhara,
is Duryodhana's uncle who organised the deceitful gambling
match in which Yudhi~thira lost his share of the Empire.

949. In a third heroic play, the Madhyama, 'Middle
One', we have the earlier incident of Ghatotkaca in the forest
meeting his father, the 'middle' PaI,1qava brother Bhima.
The two do not know each other and Bhima intervenes to save
a brahman family from the half-demon Ghatotkaca. Then
Bhlma recognises his son but tests him in fight. Finally Bhlma
agrees to go to Ghatotkaca's mother, thc demoness who craves
human flesh, and all ends happily, Bhhna being pleased with
his newly discovered son's prowess. This meeting in the
forest is not found in the available Great Epic and was perhaps
invented by Bhasa) as a happily dramatic means of uniting the
unknown son of a demoness riik,fasi with his father (who had
encountered her in a previous episode, described in the Epic).
In the Epic, Ghatotkaca fights alongside the Pat:lc;lavas in the
final battle and dies heroically. It is noteworthy in this heroic
play that the fight takes place on stage.

·950. The tragedy Urubhaliga, 'Breaking of the Thighs'.
known also as the Gadiiyuddha, 'Mace Fight', shows Duryodhana's
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death [329]. It is the climax of the great battle. Let us
see, by way of example, how Bhasa introduces his play [310-4,.
723]. An incidental point about our translation, which may
be noted, is that the word (with various synonyms) 'kings'
frequently met with in connection with the battle should poss~

bly be understood as meaning 'warriors' generally, or 'nobles'.
The play begins with the prologue sthtipanii as follows:

PROLOGUE

Then the producer enters at the end of the opening benediction.

PRODUCER.

With Bhi~ma and DrOl:J.a as its banks, Jayadratha the
water, the King of Gandhara a lake,

Karl).a, Asvatthaman and Krpa the waves, crocodiles
and sharks, Duryodhana the current,

Arjuna crossed the river of his enemies, with arrows
and swords as its sand, by the boat

~the Lord KnQ.a: may he be a boat when you are
crossing over your enemies! (1 )

So I inform you, ladies and gentlemen...Oh! Now
just as I was intent on my announcement I seemed·
to hear someone speaking. Well let me see-
Off stage. 'It's us, sir! It's us !'
PRODUCER. Very well! I know ....

Having entered:
ASSISTANT. Your honour, where are they coming
from?

With oblations of bodies prepared at the battlefront for
attaining heaven,

with their limbs made: rough by hundreds of arrows and
javelins,

With their bodies torn by the tusks of wanton l<ingly
elephants:

men surge about, touchstones for each other's heroism.
(2 )
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PRODUCER.. My friend, don't you understand? Of
Dhrtara~tra's party, devoid of a hundred sons and his
plans, only Duryodhana remains. Of YudhiHhira's
party only the Pal).Qavas them·selves and Knl).a remain.
(The field of) Samantapancaka being covered over wi ih
th e bodies of kings:

This battle with slaughtered elephants, horses, kings
and soldiers,

like a painting crammed wi th mixed together figures;
-Now the fight between Bhima and Suyodhana*

has started
the soldiers have entered this one house of death for

kings. (3)

[E-xt!unt.

END OF THE PROLOGUE

951. SUPPORTING SCENE vi$kambhaka [126]
Then enter three soldiers.
ALL. It's us, sir! It's us!

FIRST.
This is the sanctum of enmity, the touchstone of

strength, the house of firmness of pride,
_.in battles, the heroes' home of men is the hall for the

self-ch.oices of the nymphs;
This is the hero's bed for kings at the last time, the

sacrifice with the fire-oblation of life,
-we have arrived at the hermitage called 'bat.tle', the

transi t to the sky for kings. (4 )

SECOND. You speak properly.

The moun tains of the earth arc bodies of kingly ele­
phants, made rough by stones,

(*Duryodhana is often more auspiciously called 'Suyodhana'
in direct speech.)
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in all directions vultures' nests have been made,
chariots have had their excellent warriors destroyed,

The kings have reached heaven in the battle with dying
as its rite,

they have done such things as will long make them seem
present-they are struck down but not destroyed! (5)

After some more verses of general description of the battle,
the three soldiers report the decisive duel between Bhima and
Duryodhana.

SECOND.
When Bhima's chest, big like a beautiful golden rock,.

reverberates,
when Duryodhana's shoulders, hard as the trunk of

Indra's elephant, are torn,
When the weapons are taken up against each other,

guided between their pairs of arms;
then the uproar rises, produced by the striking of the

fierce maces. (16 )

THIRD. The King (Duryodhana)-
His diadem prancing with the agitation of his head, his

face with eyes inflamed with anger,
has made his body small in the attacking posture, with

hands raised anew;.
His mace, wet all over with his enemy's blood, shines

in his fingers,
like Indra's thunderbolt, with meteors, ready on the

peaks of Mount Kailasa. (17)

FIRST~ Now the PtiJ}.Q.ava is seen with his limbs
watered with blood from many blows:

With blood pouring ·[orth from the pierced front of his
forehead, with the points of both shoulders broken,

his chest made wet with copious blood from crushing
blows;

Bhima shines with deep wounds wet with blood from the
striking of the mace,

I
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like Mount Meru with its rocks smeared with streams
of ore-water. (18)

It looks as if Bhima is beaten: he falls (verse 20), Yudhi~thira

thinks all is lost and Duryodhana mocks the 'miserable' enemy
whom he has struck down, proudly disdaining to hit hin1 again
while he is down. At this critical point KnQ.a, who is watch­
ing, makes a sign to Bhima by slapping his thigh.. Reassured

.. by this, Bhima pulls himself together (verse 23), then:

FIRST. Oh! The nlace fight has started again, for
he (Bhima)-

Rubbing ~ the palms of his hands on the ground,
vigorously and repeatedly wiping his arms,

his lips compressed from the strength of his valour,
roaring with increased anger,

Abandoning virtue and pity, setting aside convention,
according to KnIfa's sign

Pal:J.Q.u's son has hurled his mace at Duryodhana's
thighs. (24 )

Duryodhana falls mortally wounded. This is an unfair blow.
Elaborate rules of war are recognised in the Epic, but it is
remarkable that the fina,l battle is won through a series of
underhand tricks: Duryodhana himself, however, had seized
the Pal:J.c;lava's kingdom by deceit, so that this may be regarded
as poetic justice.. The PaQ.Q.avas retire in confusion at having
acted contrary to the warriors' code. Here the three soldiers
go to stand by the Emperor and the supporting scene ends.
Now the play proper begins..

952. Duryodhana with both his thighs broken drags
himself out of the line of battle. The divine Baladeva (Kr~l).a's
brother, but friend of Duryodhana, though he takes no active
part in the battle) comes to him and offers to take vengeance,
but the dying Duryodhana has accepted his fate from Knl)a's
intervention, as the end of the quarrel he himself provoked.
He desires the war to end: there is no reason for further
.slaughter, so he will not accept Baladeva"s offer:
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Today for the first time this head of me thrown on the
ground

has fallen down at your feet; give up anger!
Long live the libation-clouds of the Kuru family!
-enmity and talk of war, and myself, are destroyed.

(31 )

Duryodhana continues as Baladeva complains of the unfair
trick' .. .if you comprehend that I was beaten by deception~

then I have not been beaten (34) ... it is Hari (KnI;la) who
has taken my life, entering Bhlma's mace' (35).

953. Duryodhana's aged parents and very young son
now arrive on the scene, with his two queens. The characte­
ristic atmosphere of an utsn;tikai1ka as required by the theory
is then developed, with the weeping of the women and grief
of the blind old father:

Hearing that my son has been struck down
in the battle today by a trick,
My blind face, with hidden tears in its eyes,
is made still blinder. (37)

o Gandhari, are you there?
GANDHARI (Dhrtara~tra's Queen). I am alive

through my wretched fate.
TWO QUEENS (of Duryodhana). o King ! 0

King!
KING (Duryodhana). Ho! Alas! My women

weep-

Before, I knew no pain from the striking of the mace,
but now I am made aware of it,
Since my womenfolk have entered
the battlefield with their hair dishevelled. (38)

The little boy tries to sit on his father's lap, as is his habit, but
Duryodhana holds him off, explaining that he is going away
to join his brothers (all previously killed in the battle). He
tells his two wives not to weep, for he has died heroically.

I
I

I
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9S4. The Emperor now prepares to die, telling his
family to seek reconciliation with their enemies, bu this brahman
general Asvatthaman swears to take a terrible vengeance and
make the boy emperor. Duryodhana, dying,. then sees his
ancestors and brothers, and others who have fallen in the battle,
and the nymphs, Urvasi and others, coming towards him. A
flying palace, vehicle for heroes, drawn by a thousand geese,
comes for him. The curtain (at the back of the stage) is ex~

tended as he 'goes to Heaven'. Dhrtara~tra and Asvatthaman
have the last words, the former expressing his contempt for
kingship and going off to an ascetic grove, the latter swearing
vengeance. Baladeva pronounces the final benediction.

955. The Kar1Jabhiira, 'Karl).a's Task', or Kavacadana,
'Gift of Armour') seems also tragic and might perhaps be
dassed as a tragedy, alternatively it is simply a heroic play.
I t stands near the border line between the two types. Karl)a,
fighting on Duryodhana's ·side, is sent to fight Arjuna, who in
fact is his half brother. He feels his weapons cannot be used
successfully against his 'younger brother', moreover he remem­
bers that there is a curse on them because he learned their use
by deceit. He therefore resigns himself to death, that is tOl
Heaven. Then the god Indra, disguised as a brahman, appears
and asks Karl).a for a boon. When the hero agrees to give
anything he wishes, Indra chooses to take his armour from him.
In return he reluctantly accepts a magic weapon and commands
his charioteer to drive where Arjuna is. The play ends on
this note of foreboding and its whole spirit is that of resignation.
In the Epic the magic weapon will be expended in killing
Gha~otkaca and Karl).a will be killed by Arjuna, as no doubt
Bhasa's audience would know.

956. In all these plays Bhasa has altered the details of
the Epic stories (at least as we now know them, but there is
no reason to suppose they were greatly different in his time)
in shaping his dramatic episodes. The aim appears to be
extreme simplicity and brevity of action and the result is always
forceful and brilliantly suggestive. A few short phrases
of Karl).a's indicate his conflicting, hopeless feelings and heroic
resignation. With similar economy Duryodhana's implacable
hatred and fatal obstinacy and blindness afe sketched in the
two episodes with the envoys.
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957. The three act play Paficariitra, 'Five Nights', possi­
bly intended as a 'cooperation' (the Niityasastra's only type
having three acts), otherwise a 'contention' r346] ,. is also
based on an episode from the Mahiibhiirata. The pal).c;lavas
at the end of their exile are living incognito at the court, of'
the King of Matsya, a kingdom adjacent to Duryodhana's
realms. Duryodhana engages in a cattle raid on Matsya.
(territory, confident of easy success, but his troops are unexpec­
tedly beaten by the disguised pal).<;lava heroes, primarily Arjuna,.
in Matsya service. Bhlma captures Arjuna's son Abhimanyu,.
who had been left with the Kauravas.

958. The dramatic tension is increased by Duryodhana's.
vow pratiJna in Act I, on the occasion of an important sacrifice)
'to give back half his realms to the PalJ.4avas if news is brought
of them within five days. The whole of this act is an argument
'among th.e Kauravas, and their brahman advisers and teachers,
over whether to give the Pa:r:IQavas their share of the inheri­
tance. The wise old Kaurava Bhi~ma, Duryodhana's great
,uncle, eventually pr~poses the cattle raid, in the secret hope
of bringing the PaI).Qavas to light within the stipulated time"
"after hearing news which leads him to suspect their whereabouts.
t In Act 11 the cattle raiders are defeated and in Act III their
suspicions about the nature oftheic mysterious foes are confirmed
when an arrow hearing Arjuna's name is brought to Duryo­
'ghana. The five days have not yet elapsed and Duryodhana
when finally convinced agrees to fulfil his vow (IIL15) ..

, . 959. Thus as required by the description of·a coopera­
:tion a number of heroes attain their ends: the party in favour
of conciliation at Duryodhana's court, who had persuaded him
'to make' the vow; the PaI).qlavas who will benefit from it.; the
,Matsyas whose cattle are saved; Duryodhana himself is satis...
fied; finally Abhimanyu is married to the Matsya King's dau­
ghter, thus consolidating the friendship between this King and
the Pal).c;lavas. All this,. including the subsidiary 'sensitive)
interest, the arrangement in three acts, of which the third is
extremely short, and the use of disguises is strikingly consonant
with. the theoretical requirements for a cooperation [330-1].

960. On the other hand the cooperation of the Nti'tya ...
sastra appears to be much more a religious and mythical play
than this, requiring the heroes to be divine. We could still
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regard the five PaQ.Qavas as the joint heroes, since they were
.supposed to be divine incarnations. Perhaps this play was
rather an experiment by Bhiisa to adapt the narrow, and pro­
bably already obsolete, samavakiira form to wider applications,
not restricted to the properly religious field but extended to
cover the epic. The Vedic metres, prescribed by the Niifya­
liistra (Ka51 X'X.80; BarodaXVIII.76) and presumably found
in the ancient samavakiiras, are missing in Bhasa's play, though
.a fair number of relatively elaborate fixed metres are used.
Later theorists (e'~g. Udbhata quoted by Abhinavagupta, 11
p.. 441) recognise specially complex metres as a permissible
.substitute here. The prominent theme of the sacrifice, with
which the play opens, does nevertheless point at religious and
specifically Vedic associations. The description of this in the
supporting scene prefixed to Act I is elaborate,. with long metres
such as Sikhari1)i, siirdulavikrir}ita and suvadanii. For example:

Their feet have been touched by the turban silk of
kings, their great learning being praiseworthy;

their restraint is still advancing in advanced age,
their faces being heroic with study;

-The brahmans go by, feeble with excessive years,
their crooked hands resting on the shoulders of

, their pupils;
stepping with three legs because of their sticks, they are

like lordly old elephants. (I. 5, siirdillavikri#ta)

We do not in fact know Bhiisa's intention in the form of this
play, whether he meant to adapt an old type, simply disregard
the rules, or even follow some since forgotten type or model.

961. It is possible, alternatively, that wc have here to
recognise a salliipa, 'contention', a secondary type unknown to
the NlityaSiistra but described by later theory [346] and men­
tioned by an early dramatist, Bodhayana, who may not have
been far removed in date from Bhasa [1085]. Bodhayana
puts the sallapa among the main types, the number of which
he raises to twelve, adding also the viira [347J (Bhagavada-
jjukiya, sthiipanii). The requirements for a salliipa as known to
us are fairly free, but include fighting and deception, so that
there would seem to be less difficulty in classifying Bhasa's
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play here than as a samavakiira. There seem to be no other
salliipas extant for comparison.

962. Here in the Pmicariitra Bhasa has again greatly
altered the Malzabhiirata episode in working out his plot. In
the Epic there is no question of Duryodhana agreeing to give
up half his empire to the PaI,l<;Iavas: when negotiations are
attempted he refuses to relinquish even five villages, hence war
becomes inevitable (Bhasa's two envoy plays reflect more
closely the character of Duryodhana as depicted in the Epic).
Yet here he is brought to accept the division of his empire, the
events being set in train by the sacrifice (not in the Epic),
and the whole Epic story seems concluded without the Great
Battle, with the situation before the gambling match and
Duryodhana's seizure of the P.al).9ava's kingdom happily resto­
red. Presumably we have to understand that the terms of
this agreement were not in the end carried out and the quarrel
reopened.

963. Woolner and Sarup have suggested (in their trans-·
lation of these plays, Vol. I p. 107) that the play was written
for the celebrations attending the ending of a feud in the royal
family (presumably of the Sakas). It was Konow who first
sought such links between this and other plays of Bhasa and the
events of the reign of Rudrasirp.ha I (Das indische Drama, §61 ) ..
In fact there was a feud between RudrasiJ1lha and his nephew
jivadaman, with the temporary ascendancy of the latter in
+ 188 to + 190, after which Rudrasirp.ha regained the su}weme
authority (as mahak~atrapa). Though topical allusions to the
royal fortunes and appropriate choice of theme are likely
enough in a theatre patronised by kings, all this linking of
Bhasa with Rudrasirp.ha I remains in the realm of conjecture.

964. The remaining plays in this collection are more
substantial. The most famous is the Dream Vasavadatta
SvapnavasavadaUa, a niitaka in six acts elaborated from the
Udayana legend. It in fact deals with the same part of that
legend as Subandhu's Viisavadattii .Nii!yadhiirii [654]. Where
several plays had been written on the same subject matter, it
was usual to name a new one after some special feature or
incident invented by the author. Here U dayana at the
Magadha court dreams of his lost Queen Vasavadatta, or thinks
he does, hence this is the 'Dream' play on VasavadattiL How-

\
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ever, it was she herself, staying near him incognito, who had
been present in the room where Udayana had by chance
wandered: she was to have waited on the Princess Padmavatl
there (the sister of the King of Magadha). She slips out of
the room, he sees her going and jumps up,. yet is afterwards
persuaded it was only a dream, for he believes she had died in
a fire. The whole situation is in fact the extraordinary contri­
vance of Udayana's ministers, when his kingdom of Vatsa is
invaded at a time of weakness and only alliance with Magadha
can save it. Vasavadatta has to 'die' so that the King can be
brought to marry Princess Padmavati and thus form the needed
alliance. The unhappy Vasavadatta secretly remains near and
thus has to watch her husband drawn into marriage with the
beautiful Padmavati. The play is a fine study of VasavadatUi's
emotions in this situation of self sacrifice, in which she is con­
soled by U dayana's inability to forget her even in the midst
of a new love affair. It appears that this play was acclaimed
as Bhasa's masterpiece by the critics (see Rajasekhara's verse
quoted by ]alhaJ).a, IV. 48); modern readers have agreed
with them.

965. In the Prologue, the producer about to announce
the play is interrupted by voices off stage, as is usual in Bhasa's
dramas. Someone is shouting 'make way!', and the producer
looks and then tells the audience that it is the escort of Padma...
vati, clearing the way for her to enter the hermitage. He
retires and two soldiers appear, crying 'make way!' Udayana's
minister Yaugandharayat;la and Vasavadatta, both disguised,
enter at this moment and are surprised to be told to make way
in a hermitage. As the text stands, this leading in from the
Prologue to the play seems to be an example of parallelism
avalagita [139], the producer being driven back and these two
characters meeting with the same treatment. Sagaranandin,
however,. quotes (1205 fr.) from what seeIns to be simply a
fuller version of the same Prologue, \.",here the producer before
withdrawing tells us that Yaugandharayal)a, who wishes to
restore the kingdom of the King of Vatsa (Udayana), is being
driven away by Padmavati's people. The critic quotes this
as a case of direct announcement of an actor prayogiitiSaya,
indicating what he is doing, another form of leading in. The
variation is a minor one but a useful indication of the state oJ
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the available manuscripts of the play. As these stand, it will
be some time before the audience learn who these two major
characters are, which is contrary to the usual convention of
the Indian theatre. Sagaranandin's text would therefore
seem to be more original, preserving two sentences which have
been lost in the manuscript tradition.

966. A stage direction in the play states that Yaugan­
dhadiyaI).a is disguised as a wandering ascetic, Queen Vasava­
datta as simply a lady in the dress of the Avanti country.
Vasavadatta forgets that she no longer appears as a queen and
is indignant at being driven away without ceremony, and
Yaugandharayal(la has to remind her discreetly of their plan:
'The gods are disregarded like this, if not recognised'. Vasava­
datta says she finds the humiliation more exhausting than her
exertions. Now YaugandharayaI).a speaks a verse which indi­
cates the seed bija [123J of the objective:

Previously you had agreed to this:
by the victory of your husband you will again attain

honour",
In the course of time the series of fortunes of the world
goes revolving round like the series of spokes in a

wheel. (104)

967.' Again they are told to make way and now Yau­
gandharayalfa sees a chamberlain kiiiicukiya (a palace officer
whose title derives from the peculiar tunic of his uniform; in
plays he is always an aged brahman), whom he can approach
for information. Thus he learns that the royal visitor causing
all the disturbance is the very princess he hopes will become a
future queen of Vatsa. It is simply a coincidence that she
is visiting the hermitage where he is hiding with VasavadatUi,
after causing Udayana to believe that both of them are dead.
Yaugandhadi.yal).a is reported to have died in the fire trying
to rescue the Queen, so that he can disappear with her and
protect her while the other ministers proceed with the plans
for the alliance with Magadha. Now he thinks this is a splen­
did opportunity to find a secure place for the disguised Queen,
relieving himself of a rather difficult charge,-as a lady-in-
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waiting of this princess who, if all goes according to plan, will
eventually bring her back to Vatsa. The opportunity offers
when Padmavati expresses the desire to mark her visit by gifts
to the ascetics: Yaugandharayalfa asks for a boon, that his
'sister', i.e. Vasavadatta, whose husband, he says, has gone
abroad, should be protected by the Princess. The chamberlain
suggests that this trust nyiisa will be difficult to protect, but
Padmavati insists on honouring her proclaimed wish to give
the ascetics whatever they desired.

968. Now a young ascetic arrives who has been in Vatsa.
The chamberlain offers him hospitality and he brings the latest
news. He has been in the village of LavaI).aka, where the dis­
astrous fire took place, and reports the death of the Queen
and the ensuing despair of Udayana, which Vasavadatta
is not displeased to hear though she must try to conceal her
feelings. From Yaugandharayal).a's point of view the plan
is developing well, not least in that Padmavati's interest in
Udayana is being aroused, and the minister RumaJ:lvant is
reported to be taking good care of the despairing King. Every­
thing now depends on Rumalfvants' successful carrying out
of his share of the ministers' secret plan. Yaugandharaym;a
withdraws and the chamberlain concludes Act I with a verse
describing the sunset.

969. Act 11 takes place in the gardens of the palace
of the King of Magadha (Dadaka), near a pavilion with
miidhavf creepers (the mildhavi, literally 'spring', is a variety
of sweet scented white jasmine). Padmavati is amusing
herself with a ball; Vasavadatta and a maid are in attendance.
They tease her about her expected marriage, the maid reveal­
ing to Vasavadatta that Padmavati loves Udayana. Vasava­
datta of course is not supposed to know anything of Udayana,
unless by hearsay, and almost gives herself away when the
others speculate about him. A nurse enters and confirms that,
the marriage is really arranged. Udayana is believed to have
come to Magadha for some other purpose (no doubt contrived
by RumaJ;lvant), but King Dadaka likes him and has there­
fore offered his daughter to him. Vasavadatta is upset and
forgets herself again at this 'bad' news, but is able to pass her
displeasure off as a general reflection on the inconstancy of
men and on Udayana, who was supposed to have loved his late
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wife so much. She is comforted by being told that U dayana
took no initiative in the matter: it was Dadaka's idea. The
Act ends with the appearance of another maid, coming from
the Queen of Magadha to ask Vasavadatta to assist in the pre­
parations for the Princess' wedding. Vasavadatta aside ex­
presses the darkness in her heart, increasing with the haste of
the preparations.

970. In Act III Viisavadatta has escaped into a plea­
sure grove in the same gardens and reflects on her unhappiness.
I-Ier husband now belongs to another. Why live on? Only
in the hope of seeing him again. But a maid finds her: the
Queen wishes her to make a garland for the Princess at the
wedding. Even this she must do: the gods are pitiless! For
the sake of covering her misery and saying something to the
maid, she asks about the son-in-law, first encouraging her to
speak about Udayana, then again checking herself to hide
her feelings, breaking off the discussion on the pretext that it is
improper to listen to praise of another woman's man. At
length the garland is ready, she hands it over and decides to
go to bed in the hope of escaping.

9,71. In an introductory scene to Act IV the jester and
a maid discuss the wedding, the j ester happy because of the
feasting. The jester goes to find Udayana. Padmavati
enters the pleasure grove with her train, including Viisava­
datta, the main ceremony apparently having been completed.
As usual the maids talk about Udayana. One suggests Padma­
vati ask him to teach her the vit;ii (everyone knows that he taught
Vasavadatta). Padmavati says she has already spoken of it
to him, but he said nothing. She infers that he was remember­
ing Viisavadatta and only restraining his tears in front of his
new bride. If that were true, Vasavadatta reflects aside)
she would indeed be fortunate !

972. Then Udayana and the jester enter the grove,
looking for Paclmavati. Respecting the supposed delicacy of
Vasavadatta , who of course must avoid being seen by Udayana
and achieves this by adopting an attitude of extreme punctilio
about not setting her eyes on another's husband, Padmavati
withdraws into the Miidhavl Pavilion. The jester notices
that the sephlilika flowers have been picked from some clusters
and infers that PadmavatI has passed that way. U dayana
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decides to sit on a stone bench and wait for her. Here there
is another instance of a quotation by a critic indicating a mis­
sing passage, or a cut, in the present text of this play. Rama~

candra and GUJ).acandra quote (Niityadarpa1}Q p. 74) as from
'Bhasa's Svapnaviisavadatta' a verse which belongs here. U dayana
says the bench is warm: someone was sitting on it and has
suddenly gone on seeing him. This is an example of the limb
'inference' anumiina in the embryo conjunction [148].

The flowers have been crushed underfoot
and this stone bench is warm,
Surely some lady has been sitting here:
seeing me she has suddenly gone.

The first half of this logical verse provides the 'middle term'
lhiga, the second half the inference.

973. Next, the jester wants to go into the neighbouring
pavilion, where the ladies in fact are, since it will be cooler.
A maid checks him by shaking the creepers, which are full
of bees: they fly out angrily and the jester gets stung. Udayana
tells him to stay where they are and now a conversation ensues
between the King and his jester, which the ladies overhear.
The fool proceeds to ask Udayana whom he loves best, Vasava­
datta or Padmavati. U dayana is very reluctant to discuss
this, but eventually admits that, though he esteems Padmavati
highly, he still loves VasavadatHi. At last Vasavadatta is
really consoled: she has received the wages for her exhausting
part. We understand that this guarantees her complete res­
toration, if U dayana is victorious. Even Padmavati: approves
this 'amiability' dakl~i1JYa of Udayana. A good woman, no
doubt, approves such tenderness in a man even if it seems on
the surface to contradict her own interest: she admires him
more for it, thinking him worthy of love. As a result of the
further chatter of the jester, Udayanamornentarily imagines
Vasavadatta is still alive, thus preparing the way for the Dream
scene in the next act. This is a noteworthy point of dramatic
construction: the audience learning of Udayana's character
and feelings is made ready to appreciate and believe fully in
his confusion in the later scene.

974. Now Vasavadatta suggests that Padrnavati should
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Jom Udayana, herself retiring. When Padmavati goes to
U dayana there are tears on his face, the cause of which she
knows from the conversation just overheard. He of course
must offer her some explanation. The critic Varnana quotes
(IV.3.25) his verse, as it is still found in the text (with an
insignificant variation: 'Moon's rays' for 'Moon'), as an example
of his figure 'sham expression' vyajokti (not fou,ud in any avail­
able earlier critical work, though Vamana notes that others
have described it under the name 'deceitful expression' mayokti):

Through the pollen of the kasa (grass) flowers
pale as the autumn Moon,
Blown into it by the wind, 0 passionate girl!
-tears are running down my face. (IV.7)

The jester reminds U dayana of the afternoon reception being
given by King Darsaka and the importance of increasing the
affection of his friend, and they leave, U dayana adding:

Creators of abundant good
and of unfailing hospitality
Are common in the world,
but appreciators are rare. (IV.9 )

975. In an introductory scene to Act V some maids
report that Padmavati has a headache and that the 'Avanti
Lady' is to be fetched to tell her stories as she rests. A couch
is prepared in the 'Sea Room'-probably a room cooled by
running water like the 'stream rooms' we hear of in later Indian
literature. The jester appears and is told to inform Udayana.
After this introductory scene Udayana enters. When the
jester arrives with his message, the King goes to the Sea Room
to see Padmavati. She is not yet there, so Udayana himself
lies down on the prepared couch to await her. He is tired and
dozes, whereupon the jester takes the opportunity to go for his
cloak, since the room is chilly.

976. Then Vasavadatta appears, brought by a maid
who at once goes off to accelerate the preparation of a headache
lotion. Vasavadatta goes to the couch, thinking Padmavati
is lying on it, and sits on it beside the sleeping figure. Udayana

I

I.



DRAMA IN THE +2 : BHASA 285

as if dreaming mutters 'Alas, Vasavadatta !'_.. and she realizes
who it is. She lingers by him, though afraid of upsetting
Yaugandharayal).a's task of carrying out his promise or vow
(to restore U dayana to his kingdom); She touches V dayana
and even talks with him a moment as he speaks to her, slowly
awakening from his dozing. He, imagines she is angry with
him, because she is reluctant to speak-perhaps she suspects
an infidelity? He asks her to pardon him and stretches out
his hands. Vasavadatta knows she 111ust go at once: she re~

places his hand on the couch and rushes out. Udayana suddenly
rises and runs after her, but knocks into the doorway and stops,
dazed, not knowing whether what he saw was real. The jester
,returns and declares he has been dreaming, when told Vasava­
datta is alive. They argue; U dayana says:

If indeed this was a dream,
it would be fortunate not to wake up agam;
Or, if this should be error,
then may I long be in error (V.9)

The jester takes him out into the quadrangle, where they meet
the chamberlain, who brings a message from Dadaka to
Udayana that the armies are deployed to fight Arul).i (King
of PancaJa, Lacote, JA 1919, 511) and that he is urged to come
out: Vatsa will be reconquered. U dayana goes to . fight his
.enemy.

977. Bhoja in his Srngtiraprakiisa (lIp. 502) summarises
the Dream scene just as we still have it, as an illustration of the
'other conjunction' sandhyantara 'dream' svapna [141]. Even
if it was not l"eally a dream, he argues, this must in any case

,count as an example.
978. Introducing Act VI, a chamberlain and a portress

pratihari (her office is to admit or bar visitors from a royal
presence), in a 'mixed' supporting scene [126J, make it clear
that we are in Kausambi:, the Vatsa 'capital, after the victory
('mixed' means that there is a 'middle', Sanskrit speaking
character, namely the chamberlain, as well as a 'Iow', Prakrit
speaking character, the portress). The scene is the Golden
Gate of the Suyamuna Palace. King Mahasena of Avanti
(Vasavadatta's father) and his Queen have sent a chamberlain

-
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and the nurse (who had nursed Vasavadatta) to Udayana with
congratulations on his victory. In the Act proper, Udayana
and Padmavati prepare to receive these emissaries, Padmavati
expressing her deference to the memory of Vasavadatta. After
the congratulations, over which the 'death' of Vasavadatta
casts a shadow, the nurse presents to Udayana, from Queen
Angaravati, portraits of himself and Vasavadatta. These
she had had painted in order to celebrate with them a formal
wedding, in the presence of the fire, of U dayana and Vasava­
datta, who had eloped from Avanti. Now she sends them in
memory of Vasavadatta.

979. Padmavati at once sees that Vasavadatta in the
portrait closely resembles her 'Avanti Lady' and tells Udayana.
He asks for her to be brought. Yaugandharaya:t;la still dis­
guised enters, with trepidation, for it is time to reveal the truth.
U dayana hearing Padmavati's explanation asks her to return
her trust to this supposed 'brother'. The nurse, acting as a
witness of the transaction, immediately recognises Vasavadatta
and YaugandharayaI).a reveals his own identity. Compliments
are paid all round and Udayana decides to go in person to
Ujjayini to take the good news to Mahasena.

980. If we analyse this play according to the JVii!ya­

siistra principles outlined in Chapter III we appear to get the
following quite straightforward results. The objective kiirya
is the restoration of Vasavadatta as Udayana's Queen, as we
see at the end of the play. The seed bija as already noted
suggests this at the beginning of Act I (1.1). The continuity
bindu is provided by U dayana' s continually remembering
Vasavadatta through the acts of the play (1: his despair at
her 'death'; 11: he took no initiative in the Padmavati intri­
gue, thus hinting at his continued love for Vasavadatta; Ill:
the apparently fatal interruption of the wedding with Padma­
vati, Vasavadatta hearing no comforting news, at least as we
now have this Act in an extremely short form, though still
sustained by hope; IV: Udayana reveals through the jester
that he still loves Vasavadatta; V: the culminating Dream
scene; VI: the actual reunion, sealed by the approval of the
King and Queen of Avanti and news of the formal wedding
ceremony of Vasavadatta, since until then Udayana appa M

rendy had believed that his old enemy Mahasena was hostile

'r
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to the match). All this is presented through VasavadatUi's
experience, her sufferings, though her own role in the action
is only to remain hidden. The sub-plot patakii is the securing
of the alliance with Magadha through the marriage of Padma­
vat!. This bears fruit in the victory of the united Magadha
and Vatsa forces between acts V and VI, reported in the sup­
porting scene of the latter. This subsidiary action is decisive
in that U dayana is restored in his kingdom. Yaugandhadi­
yaI).a can bring Vasavadatta out of hiding. Moreover the
victory brings the congratulations from Avanti, along with
the news of the formal wedding which had been carried out
there with the portraits of Udayana and Vasavadatta: thus
Vasavadatta's honoured status as Udayana'sfirst consort is
made clear. An instance of an intervention prakari might be
.seen in the appearance of. the young ascetic in Act I bringing
Yaugandharayat:la news of the development of the plan.

9'81. In an analysis by 'stages' or 'situations' avasthas

we find the commencement iirambha depending on the seed
(1.4), the undertaking prayatna where the marriage with
Padmavati is agreed on which will lead to the restoration of
the kingdom (Act II), the possibility of attainmen t praptisam­

hhava where Vasavadatta learns that U dayana still loves her
(Act IV), the certainty of a ttainment of the fru] t niyata

jJhalaprapti perhaps in the Dream scene (Act V) and the attain­
ing the fruitphalayoga where Vasavadatta is united with Udayana
in Act VI.

982. The opening mukha conjunction sandhi occurs with
the production of the seed (1.4) and perhaps with it the
.appearance of Padmavati as the means of producing U dayana's
victory. The re~openingpratimukha would he the simultaneous
.arrangement of the marriage of Padmavati and report that
U dayana himself did not initiate this,. indicating his real love
for Vasavadatta. The embryo garbha will be when Vasava­
datta hears from U dayana himself that he stiB loves her (Act
IV). For the obstacle avamarsa or pause vimarsa it is difficult
to make a definite suggestion as we look at the events between
this and the final success. This latter has to await the military
victory concluding the sub-plot, whilst the pause continues
until Yaugandharayat:la makes his revelation in Act VI by
.asking for the return of his 'sister'. The hazard of the Dream

-
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scene, the danger which Vasavadatta saw,. in her fear of upset­
. ting YaugandharayaI).a's plan by a premature disclosure, might
also be picked out as part of this conjunction. The conclu­
sion nirvahana is of course the final reunion.

983. The more we study this play the more we find all
its parts knitted together in an inseparable whole. The analysis
shows that the parts are all integral to the ~otal action and do
not fall apart as unassimilated constituents. Learning this.
is the value of analysis, not finding a mechanical scheme.

984. Saradatanaya (238ft'.) gives as Subandhu's a
classification of niifakas into five kinds, one of which is the
'calmed' prasanta [165J. This has a set of conjunctions pecu­
liar to itself, though there are still five (the 'full' pimJa kind has
the regular Niityasiistra conjunctions). The 'calmed' play is
said to have mostly 'calmed' aesthetic experience rasa and the
'expressive' siittvati mode vrtti of stage business [181]. Sarada­
tanayathen gives the Dream Vasavadatta as an example of
the 'calmed' kind (Subandhu being apparently very ancient,
the i.llustrati.ons s,eem to be from a theorist DrauhiI).i also named
by Saradatanaya here). An analysis of this play is then offered
according to the conjunctions of a 'calmed' play. These are
called 'trust' nyiisa (or 'deposit') , 'germination of the truse
nyiisasamudbheda, 'expression of the seed' bijokti, 'showing of
the seed' bijadarsana and 'non~mention of the consummati.on'
anuddi1f!aSa1'{lhiira. The last of these refers to" the limb consum­
mation of the kavya, kavyasa1!lhiira, in the conclusion [150],
where .in many plays a character asks the successful hero what
further wish he can satisfy for him, receiving the answer that
there is none, all his wishes have been fulfilled. A 'calmed'
play therefore ends without this, as is in fact the case in the
Dream Vasavadatta.

985. In the analysis of the Dream Vasavadatta reported
. by Saradatanaya, Vasavadatta's separation from Udayana

on account of the disaster and being entrusted to the Magadha
Princess is the 'trust', which is said to correspond to the open...
ing. The 'germination of the trust' is said to be when Padmi...
vati has been seen specially adorned (presumably anticipating
·her marriage in Act Ill); it corresponds to the re-opening.
It is possible that this refers to something missing from the
modern text of the play: if U dayana recognised the garland

I
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made for Padmavati at her wedding, as being like those made
by Vasavadatta., he might be struck by the idea that she was
still living or' at least be reminded of her. Such a scene could
have occurred at the end of Act Ill. S.aradatanaya's text is
not at all clear as regards the connecting of his references to
the play with the conjunctions these exemplify.

986. The 'e-xpression of the seed' is Udayana's agitation,
apparently when the jester in Act IV brings out his feeling for
Visavadatta (IV.5). The 'showing of the seed' is when
Udayana sees, touches and talks with Va.savadatta in the Dream
scene. Finally, verse Vl.3 is quoted: ,

My loVe long asleep
has been awakened by the vz~a,

But I do not see that Queen
to whom Gho~avatiwas dear.

Gho~avati is the name of the vitzii on which Udayana gave
lessons to Vasavadatta befo·re their elopement. Udayana has
it with him during his first appearance in Act VI, after the
return to Kausambi: he has long neglected it,. but brought it
out perhaps at Padma'vati's suggestion (cf. Act IV). It i5
not dear, but seems to be hitended, that this represents tho
final conjunction according to this analysis . Soon he does
see Visavadatta.

987. A 'calmed' play is further required (Siraditanaya
p. 241) to have five particular limbs of the opening conjunction'
(judgment, attainment, concentrating, performing and sur"
prise [146]), others being evidently optional. This is still
more obscure: they should presumably be looked for in Acts
I and 11. It is not at all obvious why this play may be said
to have mostly the calmed rasa... The main rasa is surely the
sensitive; it is only that Vasavadatta has renounced her happi­
ness by going into hiding for the sake of her husband's restora-·
tion to his kingdom.. In this sense her renunciation dominates
the action, since without it the marriage with Padmavati could
not have been brought about.

988; Very different is Abhinavagupta's adducing of the
, Sv'apnQvasQvadatt,a (I. p. 39) as an example of a drama which

is, playful in content (has kri4a). He may have been thinking

-
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of the fourth act in particular, with Udayana in the pleasure
grove overheard by the ladies in the Jasmine Pavilion in his
conversation with the jester. Act 11 also has a considerable
element of play in it. On the other hand Abhinavagupta may
merely have had in mind the traditional idea of Udayana as

a 'playful' lalila hero [99), contrasting with the stern and
'exalted' udiitta Rama and other types.

989. Sagaranandin (2826f.) has a further note rele­
vant to the Dream VasavadattiL The sensitive experience may
stand in relation to any of the three ends of life, virtue,
wealth and pleasure .(282lf.). U dayana marries Padmavati
for wealth, in order to recover his kingdom. He marries
Vasavadatta for pleasure, simply for the sake of being united
with her. With this note we .may compare Bhoja's theory of
the sensitive in the four ends, including liberation [1 15].

99'0. Yaugandharaya1).a's 'Vows PratiJ'layaugandhariiya'IJa
brings us another U dayana story, the extremely popular one
of his capture by Pradyota,. King of Avanti, and of his escape
from Ujjayini, the capital, with his enemy's daughter, Vasava­
datta, with whom he forms a liaison during his captivity.
Udayana's minister Yaugandharayava is the hero of Bhasa's
.play on this story. Feeling responsible for the King's ridiculous
capture when hunting elephants, since he had failed to get
intelligence in time of Pradyota's trap (a dummy elephant
filled with warriors), Yaugandharaya1).a takes a solemn vow
to release his master. To carry this out he goes to Ujjayini
in disguise, wi th numerous other ministers, officers and soldiers
of Vatsa, including the court fool, all disguised and all in addi­
tion to the regular establishment of spies in an enemy capital.
It seems indeed that "All Kausambi (the capital of Vatsa)
is here except the wall and the gateway". MeanwhileUdayana
has started his intrigue with Vasavadatta and' the minister
has to take a second vow: to carry her off as well. Yaugandhara-_
yalfa himself, "disguised as a lunatic, is captured in the final
affray, but Udayana escapes with Vasavadatta. The captive
minister, filled with pride and glory in his success, is carried to
Pradyota's palace expecting death: however, Pradyota acquies­
ces in the marriage of his daughter and all ends harmoniously
with honours bestowed on Yaugandharayat;la.

991. In this play there are four, acts, so we should pre-

\
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.sumably regard it as a nriti (or nii!ikii), 'light play' [33'9].
The elopement theme might indeed suggest that Bhasa is here
,bringing the 'rape' ihiimrga [334], likewise a four act type, into
a less religious subject matter, but it is probably a more accurate
judgment to classify Yaugandharaya:Q.a'sVows as ~ forerunner
of the later nlitikas. In fact the secular natikii of palace intrigue
very likely displaced the old ihiimrga, with its mythical stories
.of goddesses and nymphs, in popularity. The romantic Udayana
.appears in some later niitiktis. There would be plenty of
.scope for interludes of music and dance in YaugandharayaT,la's
Vows, if that were requisite in the production of a niiti, as
described in the Ntifyasiistra (XX.61~2 Kasi) and as one of
the secondary types of drama. For example Udayana and
Vasavadatta do not actually appear in the text of the· play,
but their meetings in Ujjayini, contrived under the pretext

,ofUdayana giving the Princess music lessons, he being a brilliant
vi1)ti player (this is the traditional story, Bhasa does riot give
these details in his play), would offer ideal material for such
interludes.

992. The four. acts are arranged as fonows. The. Pro.,.
10gue leads into Act I by parallelism avalagita [139]: an actress
asks the Producer to send a man to obtain news of hcrre1atives
,and he hears offstage Yaugandhadiyal).a likewise preparing
to send a man. The scene is Kau~ambi and Yaugandharii­
yar:la, who has just heard of the scheme of one of Pradyota's
ministers to capture Udayana, when out hunting, is sending
.a man with a letter to warn the King. It is too late: Hal1lsaka,
.a survivor from Udayana's guard, is brought in before the letter
is ready.. He reports at length how U dayana, in an elephant
forest far away beyond the Narmada River, was decoyed away
from most of his army and ambushed in front of the dummy
elephant. Most of the men with him were killed and he was
.captured after being wounded. The Avanti ministerSalmi.ka­
yana himself sent Harnsaka back to report in Vatsa. Most
-of this act is taken up by the long report,. with Yaugandhara~
yat,la's comments making it more dramatic. The critIC
Bh~imaha possibly refers (IV. 39ff. ) to this play when criticising
an account oC the fighting similar to Ha111saka's. He thinks
it inevitable that Udayanawould have been killed in such~ a
fierce struggle, his~nemies enraged after . he had ~i!led "a

-
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brother, a son, a father, etc. Of course there were other early'
versions which the critic may have had in view, including the­
Brhatkatha. The Bhisa version is perhaps not utterly impossible:­
Udayana fell wounded, the Avanti soldiers tied him up, then
this talk of their lost relatives started and one soldier decided to­
kill him but slipped on the slimy ground as he swung round to
deliver a blow with a mace. At this moment Salankiyana_
came up and ordered them to stop. r

993. When the report is concluded Yaugandharaya1J.a.
makes his first vow, to free Udayana (1.16). At the end of"
the act there is a report of a wonderful happening at a meal
for brahmans who, it was hoped, could save the King by their­
spiritual efforts. Someone appeared in the dress of a lunatic,.
predicted the success of the royal family and then disappeared,.
leaving the lunatic's dress behind. The brahmans think it
was Knl).a Dvaipayana himself I532]. The dress is brought
to Yaugandharayal).a and he thinks he has received instructions.
This again is a case of hinting at future events at the end of"
an act; it is a kind of 'introduction to the (future) ace ailkavatiira.
[126], in fact to Act Ill. Yaugandharayal).a ends Act I with_
this verse:

Fire is produced from a stick when twirled,
the earth gives water when dug;
Nothing is impossible for men of energy,
all efforts hear fruit when started in the right way.

(1.18 )

994. With Act 11 we are in Ujjayini: Mahasena is.
concerned about the marriage of his daughter Vasavadatta.
Various suitors have sent emissaries but he has not made up
his mind. He discusses the problem with his Queen (Anga­
ravati). Then the chamberlain ·enters and reports the capture
ofUdayana by Silankiyana-which at first he refuses to believe.
U dayana is an enemy and had therefore not sent any emissary._
He is proud of his Bharata ancestry and his knowledge of music. \"",i

The Queen thinks such qualities are desirable but Mahasena
does not like his independence. He gives orders that the
wounded U dayana is to be carefully looked after, nevertheless),
and begins to feel some sympathy for him.
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995. Act III br~ngs us Yaugandhadiya:t;la in Ujjayini
disguised as the lunatic, with RumaI).vant disguised as a
Buddhist monk and the jester disguised as a beggar. The
lunatic pretends to run off with the beggar's coconut shell,
in which he had some sweets, in a wild scene which attracts
the monk: they all run into a (Vedic) :fire temple (with an
altar for rituals). It is noon and the temple is deserted.
'YaugandhadiyaJ:la wants thejester to take a message to Udayana
that the plan for escape is ready. It is two weeks since he was
·captured and he is now recovering from his wounds. The
plan is that the mighty elephant NaUigiri will be made wild,
:80 that Udayana,. an expertwi th e1ephan ts, will be asked to
assist in calming him-then he will escape on the elephant.
The jester comments in an offhand manner that the attempt will
miscarry. Pressed to explain, he reports Udayana's affair
with Vasavadatta and brings a message from him to Yauganm

dharayaJ.la that the plan does not please him. As Udayana
puts it, this is not just a love affair: he wants to show his con­
tempt for Mahasena, i,e. to abduct his daughter. Yauganm

,dharayaJ].a remarks that they will grow old in their disguise,
but the jester thinks it is time to give up; they have demons­
trated their devotion sufficiently. The minister win hear
none of this and makes his second vow (III.8): .he will arrange
for Udayana to abduct her. They disperse, resuming their
wild behaviour.

996. In an introductory scene to Act IV a drunkard
.ttppears, who turns out to be the man responsible for looking
.after Vasavadatta'selephant. A soldier finds him: the elephant
is wanted. After a long rigmarole the man explains that he
bas pawned the elephant to buy liquor. But in reality he is
·one of Yaugandharaya:m::ta's secret agents, who has insinuated
himself into Mahasena's service. He has taken the elephant
to U dayana. As the two argue, there is a sudden uproar:
Udayana is escaping and an the Vatsa agents are in the streets
fighting off the Avanti troops; the man rushes off to join them.
In the Act proper Yaugandharaya:t;la is brought in a prisoner:
his men have been overwhelmed but his vows are accomplished
.and Udayana with Vasavadatta is far away. The Avanti
minister Bharatarohaka enters and takes charge of the prisoner,
finally the chamberlain brings the news that Mahasena has
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decided to approve the marriage of his daughter to .Udayana.
It will be celebrated with paintings (the exact agreemen~with
the Dream Vasavaclatta is important as confirming a common
authorship: some orthe other plays in the collection are simi:"
larly linked).

997. Though a 'light play' has only four acts, the later
critics disagree over whether it can have all five conjunctions,.
like a full length (five or more acts) niitaka. Thus Sagara~

nandin says (2757f.) it has four conjunctions, omitting the·
obstacle (it will thus resemble a four act rape). Abhinava­
gupta on the other hand thinks it has all five conjunctions and
illustrates (In pp. 52ff.) the limbs of the obstacle from a light
play, the Ratniivali of Har~a (+7). Bhoja (SnigiiraprakiiSa IT
505ff.) manages to illustrate all 64 limbs from this same light
play. Bhattanrsi11lha in his sub-commentary on the Dasarupaka
.(p.157) attempts a compromise by saying that, since· there
are only four acts, the pa-use will be very smaJI in a ligh,t play~
~n YaugandhadiyaJ).a's Vows we may find the obstacle con­
junction in Udayana's affair with Vasavadatta, reported ,in
the second half of Act III and leading to the second vow•.
rhe other four conjunctions seem to occur precisely in the four
successive acts.

998. The Avimiiraka, 'Sheepkiller', is a prakaratJa, 'fiction',..
in six acts. Its plot is perhaps adapted from an incidental
story in the BrhatkatluJ. (Kathasaritsiigara XVI, but there is no
guarantee this is from the original Brhatkatha). The hero
and heroine are mentioned in the KutJiila ]ataka [611 J, the
latter as a faithless woman with several lovers (Jiitaka V 424£.).
There is no trace of such a story in this play. The hero,Sheep..
killer,. is the bastard son of a Quee'n Sudarsanii of Kasi,his
father being Agni, the God of Fire. The boy was secretly
substituted for a stiUborn child of that Queen's younger sister
Sucetana, who is Queen ofSauvira(modern Gujarat, W. India).,.
and brought up as if a son of the King· of Sauvira. He was
named ViglUsena, but acquired the nickname Sheepkiller in
childhood, when his divine power (derived fro~ Agni) enabled
him to kill a demon who had taken the form of a sheep asa
disguise. As the result of a curse the Sauvira King and Queen"
with Sheepkiller; have to live as outcastes for one year in
Vairantya, the capital of King Kuntibhoja. This seems tq.
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be the same city as Veraiija mentioned in Pali literature, whose
exact position is at present uncertain but somewhere in or near
the Kuru country. There Bhasa's play begins.

999. ' In this complex situation Princess Kurangi, daugh­
ter of Kuntibhoja, is rescued from an elephant by Sheepkiller,
thus apparently by an outcaste. This outcaste will not reveal
his true identity to Kuntibhoja's ministers, but he and the
Princess are already in love and soon establish contact through
.a messenger. Sheepkiller climbs the palace ",vall at midnight
,and reaches Kurangi. In the scene leading to this meeting
we have a fine description of the city at nigh,t, as its various
inhabitants pursue their nocturnal pleasures or business and
Sheepkiller makes his way cautiously to the palace. This
.descriptive monologue by the hero is reminiscent of abhiir;a
with its setting in the streets of a great city. Here also it is
,appropriate to note that the Indian stage with its rare use o~

scenery is not static: as in a film, but with descriptive verses
and mimicry of walking or riding in place of scenery and
movement, the actors may pass from place to place, going about
a town with perfect ease or moving from room to roorn; even
aerial journeys present no technical difficulty.

1000. SheepkiUer is discovered with his mistress but
escapes to the forest. Wandering about disconsolate he
-attempts suicide: first his divinity saves him when he throws
himself into afire, then,. about to throw' himself down a preci­
'pice, he is interrupted by a wizard and his sweetheart flying
on their way from the Himalaya to South India, who chat:lce
to descend for a rest on the mountain Sheepkiller has climbed.
Thus we have here, enacted on the stage, SheepkiUer's wander­
ings in the forest and climbing a mountain, and the wizards'
flight and descent,. through gesture language accompanying
the speeches of the characters. The wizard (we are now in
the world of the Brhatkathii) gives Sheepkiller a magic ring which
can make its wearer irivisible. The, hero at once returns to
his princess. He finds arrangements have been made to marry
her to the legitimate son of the "King of Kasi, but by this time
the supposed outcastes are released from the curse, all is explain­
ed and the clandestine marriage recognised. In this fiction much
comic relief is provided by Sheepkiller's friend, the jester in
this play, who accompanies the hero in some of his escapades.

-
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1001. In the Prologue of SheepkiUer an actress desires
the producer to take her to the park, but he hears voices off
stage indicating that it is closed because Princess Kurangi
is driving there. The play proper then begins with King
Kuntibhoja and his Queen, discussing the question of the
marriage of their daughter Kurangi. They are interrupted
by the minister Kaufijayana, who reports that an elephant
has attacked the P:rincess' ca;rriage, but some youth has saved
her. This minister is characterised as rather an old fool,
unable to pick out essentials, incompetent and overapologetic.
Bhiitika, the officer who actually escorted the Princess, then
appears and reports having tried to find out who the youth
was, without success as yet except that he has traced him to his
house. The discussion about the marriage is then resumed.
Kaufijayana remarks that the kings of Sauvira and Kasi are
both distinguished by having married Kuntibhoja's sisters.
The former, King SugrhHa (supposed to be Sheepkiller's father,
as we find out later), had sent an emissary on behalf of his
son, but according to the .reports of spies this king and his son
have mysteriously disappeared. Bhutika adds that SugrhHa
is the brother of the Queen, a further recommendation. The
King of K21Si has also now sent an emissary on hehalf of his son
Jayavarman.

1002. The jester in an introductory scene to Act 11
informs us that his friend s,eems to be in love with Kurari.gi,
then SheepkiBer himself appears sitting in his house and think­
ing of her. Kurangi's nurse ]ayada and - a maid Nalinika
a.rrive: their mistress is desperately in love and they think
she will die unless they do something to bring about the lovers'
union. They suggest to Sheepkiller that he visit the pal,ace
secretly and explain its plan so that he can find the way to
KurangI's apartments. After they leave the jester returns,
giving a rid,iculous description of the sunset, which reminds him
of various kinds of food. He wants to, accompany his friend
on his escapade, but Sheepkiller is determined to go alone,
though the jester can escort him as far as the city.

1003. In Act III Kurangi is spending the evening on the
roof terrace of the palace with her maids, lovelorn. While
they sit, Sheepkiller enters dressed as a robber, carrying a sword
and a rope.. He is still outside the palace walls and his ensuing
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monologue describes in detail how he cautiously approaches,
overhearing the sounds of the city at night, avoids a real thief
.and some police, hides in the parasites' hall and finally climbs
the palace wall with his rope. Now he follows his instructions
-and finds Nalinildi, who takes him to KurallgI. Before he takes
the decisive step of climbing the palace wall, Sheepkiller recites
the following verse, which afterwards passed into Indian popular
lore, with variations (e.g. Introduction of Hitopadesa ) :

V\Then an effort has been made, if there is no success,
what fault is there?

or who,. thinking: 'There is no success for me', does
what ought to be done?

The manliness of men in this world is through good
efforts:

the disposition of fate follows success in what ought
to be done. (III.12)

1004. Act IV opens with an introductory scene in which
the maids inform us that after Sheepkiller has spent a year
in the palaci the King has found out about his daughter's
secret love affair: Sheepkiller just manages to escape. Now
we have the changing scenes of Sheepkiller wandering through
the country, attempting suicide and meeting the wizard couple.
On his way back with the magic ring he meets the jester. He
can make the jester invisible too by holding his hand when
wearing the ring on the right hand. They return to the pa]ace
together.

1005. In Act V Sheepkiller and Kurarigi are again
united, Nalinika taking charge of the jester. It is the rainy
season, time for lovemaking.

1006. In an introductory scene to Act VI ,·ve learn that
plans are under way to marry Kuran gi to Jayavarman, who has
arrived in Vairantya with Queen SudarSana." Kuntibhoja's
Queen still hesitates, however, hoping for news from Sauvira
of ~he missing Vi~l)usena (Sheepkiller), whilst the King himself
has heard from the Sauvira ministers that SugrhHa and his son
are living in disguise in Vairantya. Enter Kuntibhoja with
Sugrhita whom he has discovered, but whose son is missing.
SugrhHa tells Kuntibhoja about the curse, laid on them by an

-
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angry sage. Its duration has now ended and he is free, only
he is grieving for his son. He also tells Kuntibhoja the story
of how Vi~lJ.usena came to be known as 'Sheepkiller'. Up to­
this point, we note, Sheepkiller's identity and relationship to

I

the other characters has been a mystery for the audience except
for a hint by the jester in Act IV. The denouement is brought
about by the intervention of the divine sage Narada, a friend
of Kuntibhoja's father, whom we shall meet again in the Bala­
carita of Bhasa. First Narada calls for Queen Sudarsana, to
remind her that Sheepkiller is really her son. He explains.
to Kuntibhoja that his daughter is already married to Sheep­
killer. Jayavarman will have to look upon Kurangi as his
elder brother's wife, but Narada suggests he be married to
KuraligI's younger sister. Sheepkiller is brought in, dressed as
a bridegroom for a formal wedding ceremony, :with Kurarigi.

1007. .It is not quite clear whether Sheepkiller was
familiar to the old critics whose works we have [1062]. M,. R.
Kavi, claiming to follow old. critics (unidentifieg) ,. quotes from
the play twice in his explanations of. charact~'risfics lak~a.1Jas
(chapter XVI anubandha of his edi tion of the Abhinavabharati)~
As 'admonition' ujJadi.Jta [187] he quotes(II p. 357) the last
'verse of Act I, where Kuntibhoja,. worried by the discussion on
the problem of marrying his daughter and under the pressure
'of various demands dn his time, complains of the difficult tas~
of being king: .

Let alone that virtue must be thought of, what is in the
thoughts of the ministers must be observed by his
own understanding; ~ . .

passion and anger must be concealed, the qualities of
gentleness and harshness must be produced accord­
ing to the proper' times;

The mood of the people must be known, the surrounding
, states·must be observed through the eyes of others,

as spies;
his life must be protected with effort here, 'but again

at the head of the battle it must be disregarded.
(1.12 )

1008. As an example.of 'excuse' lesa[187] M. R. Kavi

>.,1i~
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quotes (II p. 362 Yfrom the first conversation between Sheep~'
killer and the nurse, in Act 11 (p. 126) :

NURSE. Sir! What are you thinking?
SHEEPKiLLER. Lady t Of a science.
NURSE. What is this attractive science called, which

you are thinking of in seclusion?
SHEEPKILLER. Lady! It 'is the science of union

yoga.
NURSE [smiling] Your auspicious words are accepted!

Let it be only the science of union!
SHEEPKILLER [aside] What is the meaning of this

speech? Because of my longing for one thing I
am interpreting it differently ....

>

1009. The +8 playwright Vijaya mentions Sheepkiller
and Kurangi in her play KaumudimahotsaiJa (1I.15 repeated at
V.9) 'as famous lovers.. She may have had Bhasa's play in
~ind but of course there may have been other versions of the
story. . '

1010. VVe seem to have no old analysis of the construc­
tion of this play. I t seems clear 'that the opening conjunction
is 1n Act I and' there-opening in Act 11 with the actual under­
taking. The rest is less obvious... If the objective is the wedding
of Sheepkiller and KuraIigi, that is their ceremonial public
\Vedding and not Just their private gandharva union by mutual
agreement, then in Act III we may see the embryo. The
obstacle will begin with the King's discovery and Sheepkiller's
flight, extending up to the beginning of Act VI where Kurangi
is ,still threatenelwith Jayavarman as a bridegroom. It should
be noted that, in accordance with Sheepkiller's'verse 111.12,
his efforts are followed by~fate' (if that is a coneet translation
of daiva, ~divine') in the- shape of Narada's interventfon. A
sub-plot can perhaps be discerned in the curse on Sugrhita,
t~rminating with his freedom from it before the end of the
obstacle conjunction, when he joins Kuntibhoja and matters.
are forced to a head. In view of the mystery surrounding the.
hero of this play until its conclusion, it is worthy of note that
this is a strl1ctural feature of Indian novels [458] : .. the play is'
almost a novel presentedvisi?ly and without long descriptions~
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"The conspicuous monologues and rapidly changing scenes add
to this impression. We are indeed not far from the Brhatkathii
here, nor on the other hand from the less chronological novels
of BiiI.la and DhanapaJa.

1011. Another fiction, Impoverished Carudatta, Daridra­
ciirudatta, is of a very different character, realist instead of
romantic. Unfortunately we have only four acts of this play;
the torso of a masterpiece. Either the remainder has been lost
or perhaps Bhasa died before completing it. However, Abhi­
navagupta (Ill p. 8) and Ramacandra and GUl).acandra (p.
47) name the Impoverished Carudatta as an example of a play
in which the 'fruit' (objective) depends on fate (rather than
'human effort), which appears to prove that they knew the
play entire. In this work Bhasa brings on tht stage a crowd
·of new characters. Carudatta is a merchant who is generous,
so much so that all his wealth has now gone and he lives in
abject poverty. His wife is perfectly devoted to him. Never~

theless he has a mistress, the geisha girl Vasantasena. The
jester in this play is his good-natured and loyal friend Maitreya..
Then we meet an ex~servant of Carudatta's, originally a mer~
"chant of Pataliputra who suffered adverse fortune, wh,o has now
turned professional gambler because Carudatta could not
"afford to keep him. There is Sajjalaka, who makes a thorough
study of the science of burglary with a view to stealing the means
to buy the liberty of his beloved (one of Vasantasena's maids).
A most contemptible character is Sarpsthana, the king's brother­
in~law fakiira. In the latter's company we meet the parasite
vita [30]. We thus have three stock characters of comedy,
though all are brilliantly individualised, the jester, the par~site

and the sakiira. This last is the brother of a barbarian girl who
is one of the king's possibly numerous queens. Trying to make
the most of his exalted position he is bombastic, bullying, cow­
ardly, licentious, coarse and half-educated (or rather he has
no education but pretends to much). He is extremely stupid
.and a complete scoundrel. This play invites comparison
with the fragments of Asvagho~a's presumed Somadatta [719],
which has several of the same classes of character, including a
"rogue' du~ta instead of the sakiira. No doubt there had been
a long tradi tiOl;l of such fictions about bourgeois life, very few
·of which have survived through the medieval period with its
increasing preference for royalty.



1012. There is nothing supernatural or superhuman in
the four available acts of this play. The hero being of the'
merchant class, we see the life of a great city (Ujjayinl, the
metropolis and emporium of , Vestern India, when it was the
capital of theSakas) from the viewpoint of a private citizen:
the fringes of the court. with its hangers on; the sophisticated
geishas; honest citizens mixed up with scoundrels and inter­
mediate types, all needing money and caught in a variety of
predicaments, and engaged in various transactions to improve
their fortunes; servants of differing characters but generally
agreed in hoping to escape from servitude into a private fortune.

1013. The prologue of this play is entirely in Prakrit
(S,auraseni), except for the stage directions. This is most
unusual, perhaps an archaic feature. Also there is no preli-·
minary verse, which is again exceptional though consistent
with the opening stage direction implying that the usual bene~

diction has been provided in the piirvaranga. It is worth study­
ing this prologue and seeing how it leads into the first act.

!
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PROLOGUE
Then the Producer enters at the end of the opening benediction.

PRODUCER. Why, my eyes are like two drops of
water fallen on a lotus leaf, unsteady with hunger as
a result of leaving the house at daybreak today.
[Walking on] Now I will go to the house and find
out whether the victuals are prepared or not.
[Walking on] Here is our house. Now I will go in.
[Entering and observing] As the ground has black
streams from the cauldrons being turned round on
it, there is a smell as if fragrant from frying in oil,
the servants arc rushing about like a good omen,
it may be that the victuals are prepared! But rather
through hunger I think I see the world of the living
made of boiled rice! Now I will call the lady.
My lady! Come here!

ACTRESS. Sir! I'm here. Sir! I'm glad you've
come.

PRODUCER. My lady ! Is there any breakfast in
our house?

ACTRESS. There is ..•

--
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PRODUCER. Long life to yOU! Thus nlay you
continue to be a giver of good food!

ACTRESS. Sir! I have been waiting for you.
PRODUCER. My lady, do you need something?
ACTRESS. I do.
PRODUCER. So may the gods gratify you! My

lady, what then?
ACTRESS. Ghee, molasses, yogourt and rice.
PRODUCER. All this in our house?
ACTRESS. No! No! In the central market.
PRODUCER [angri£V] Ugh, wretch! Thus may your

own hopes be cut off. And' may you become
nothing! I am thrown down after being raised high,
like a bucket on a pole on a mound when .caught up
by a fierce wind.

ACTRESS. Never fear! Never fear! Wait a moment,
sir! Everything will be ready. We have got it. To­
day you must be my companion when I am fasting.

PRODUCER. What is your fast called?
ACTRESS. It is called the 'Congenial Husband'.
PRODUCER. In your next life?
ACTRESS. Yes.
PRODUCER. Never mind that. vVho told you to

have this fast now?
ACTRESS. Him~our servant CUrD:ago~tha.

PRODUCER. Well done, Curl).ago~tha ! Vvell done I
ACTRESS. If you are in favour, then I wish to

invite some brahman suitable for people like l:lS.
,PRODUCER. A most holy commission! And then I

will have breakfast. In that case you must go in. I
will look for some brahman suitable for people like us.

ACTRESS. As you command, sir! [Exit.
PRODUCER. Now where can] find a poor brahman?

[Observing] There is the brabman Maitreya coming
this way, the honourable Carudatta's friend. Then
I will invite him. [Walking onJ Sir! You are
invited !Don't despise me because you think rm
too poor to ask you. There will be perfect things to
eat. There is ghee, molasses, yogourt and rice. Also
there will be the offering money.
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OJ! stage. 'You must ask somebody else, sir! I am
not free now.'

PRODUCER.

Very rich with ghee, molasses, yogourt,
combined with aromatic curry and relishes,

This food, the acceptable hospitality which is given,
should be enjoyed by you. (1) [Exit.

END OF THE PROLOGUE

Then enter the jester.

JESTER. You must ask somebody else, sir! I am
not free now.-Am I not saying that I am not free?
What do you say? 'There will be perfect things to
ea t' ? Eu t I know. The stone of a very sweet mango
is not eaten because it is not suitable. \!\Thy are you
repeatedly coaxing me? I tell you I am engaged.
What do you say? 'There will be the offering money'?
"-With my words I refuse this, with my heart I
am attracted to it. Ah! It is too had ! I am
thinking of the invitations of others ..

The jester is on his way to Carudatta's, where he can expect
.little to eat, but he wants to share- his friend's poverty. So
he resists this invitation and at once takes us with him to Caru­
·datta.

1014. Perhaps this Prologue can be compared with that
..()f the Dream Vasavada tta, but the union of the prulogue to the
play is even closer: the hungry Producer makeshimsdf a con­
temporary and neighbour of the hero Carudatta, competing
with him for the merit of entertaining a brahman. Thus we
.are taken right into the world of the play. In addition, the
poverty and hunger of the Producer prepare us for the poverty
"of the hero, which is presented at the beginning of Act I. The
continuity of the Prakrit language of both the Producer and the

Jester enhances the quality of concentration is this transition
which seems not to be a transition at all. Indeed it even seems
possible that the producer himself takes the part of the jester,
for the actors who appear in prologues are normally some of
those who appear in the play itself. Finally wc may observe
that the situation of the Producer, kept in suspense as to whether

-
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he will get any breakfast or not, again prepares for the suspense.
in the play. .

1015. Carudatta enters engaged in performing his domes­
tic ri tual. With a long sigh he deplores his poverty, a living
death. This last remark is quoted by Vamana (after IV'.
3.23) to illustrate the figure 'distinction' viJe~okti (230], of the
paradoxical variety where simply the essential quality of
something is denied. Carudatta's first verse, which follows.
immediately, is also quoted by Vamana (after V.1.3, on a point
of metre and as an example of a standard verse which the critic
presumably admired) :

On the thresholds of my house the offering
had its flowers divided * by geese and flocks of cranes:
Just there, shoots of barley have grown from the old

offerings
-a handful of seeds falls which was chewed by the

mouths of insects. (1.2)
(*Vamana 'formerly carried off')

This nostalgic' verse seems to suggest that he· can no longer­
afford to make offerings as he used to : even the insects appe.ar
richer than he is because they seem to make an offering by scatter..·
ing seeds as they eat the ears ofbarley grown by chance. Perhaps.,
it suggests also that the insects are helping him by performing;
this ritual at his house: the poor help the poor, which is a major'
theme in this play.

1016. In the course of this Act we have to understand':
that the whole day passes. It is then night and Carudatta is:
still lamenting with Maitreya over the evils of poverty, which
are different from what he might have expected :

Truly my reflections are not on the loss of my riches,
for in the COUrse of lu.c.k riches come again,
But this burns me, that since losing my riches and for­

tune,
friendships become less for a good person. (1.5)

His relatives no longer respect his words because he is poor, his.
generosity is made ridiculous, he is presumed to have committed.
evil de,eds which were in fact done by others (1.6).
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1017. They are interrupted by a commotion in the street

outside Carudatta 's house: it is Vasantasena trying to escape
from the importunities of the sakara and the parasite. Caru~

datta, we learn, has fallen in love with the beautiful Vasanta­
sena, whom he has seen at the Festival of Love. She has loved
Carudatta, too, since seeing him at the FestivaL At this point,.
then, the 'seed' is indicated (after 1.17, by the Jakiira). The
Jakiira, in his chatter, drawing Vasantasena'sattention to the
fact that they are ,near Carudatta's house (which apparently
she did I not know), she manages to slip in in the darkness.
During the pursuit in pitch darkness the parasite utters a famous
'verse (quoted by DaI,lc;lin, 11.224, as an example of 'fancy"
utprekfO-. [213])

I t'8 as if the darkness anoints my limbs,
as if the sky rains black antimony;
Like service of a ba,d man
my sight is rendered fruitless. (1.19)

The sakara expresses himself less poetically:

I hear her scent with my ears. With my nostrils
full of darkness 1 can't see well. (prose before 1.22)

Abhinavagupta quotes this (III p. 175,. with slight variations)
as an example of incoherent chatter praliipa indicating the
foolishness of this character. .

1018. The scoundrel meets Maitreya, demands that
Vasantasena be handed over and threatens otherwise to use
his influence to destroy his rival (after 1.26). It is obvious that
he and the parasite have their eyes as much on Vasantasena's
jewellery as on her person, so she leaves the form~r at Caru~

datta's for safe keeping and is then escorted home by the Jester.
1019. In the second act Vasantasenii confesses her un­

professional love to her maid: Carudatta's poverty especially
attracts her, but it also separates him from her. This scene
sketches the heroine's. character. When the inquisitive maid
asks if he's some prince of 'rather high esteem' she replies:
'1 wish to love, not to serve'. Caruclatta's ex~servant, the gamb­
ler, now enters her house to elude his creditors: she p~ys them.

--
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out of affection for Carudatta. The gambler, finally disgusted
with the world, decides to becoPle a Buddhist monk

1020. In Act III the philosophical Sajjalaka, with meti~

culous attention to the details of the science of burglary and
taking great pride in his work (he anticipates the morrow's
discussions of his skill, or mistakes, as a modern criminal some­
times anticipates his press), breaks into Carudatta's house
and steals Vasantasena's jewellery. In monologue form he
discusses his work as he prqceeds, choosing a suitable place to
breach the wall and the right shape of hole to form in the bricks.
His sacred thread (he appears to be a brahman) serves him as a
measuring line. He carries a kind of tuning fork, to check .
whether the residents are asleep, and moths to let loose in order
to extinguish lamps. In fact Maitreya is half awake, worried·
~ecause he has been given charge of the jewellery. Talking in
his half sleeping state, he tries to give the jewellery to Caru­
datta to get it off his mind. Of course Sajjalaka hears him and
takes it from him-there is nothing else fo take anyway and the
burglar, realising that as a newcomer to the city he has chosen
the ~ouse of someone no longer rich, is sorry to cause distress
to a man in the same condition as himself: but he must go through
with it for the sake of his love.. He had hoped he was robbing:

A greedy, wealthy merchant who despises good people
and is extremely cruel in his own business,
-If I get into his house
I shall not be afflicted with unhappy thoughts! (Ill. 7)

This scene with the half asleep Maitreya, who actuaUy sees
the burglar breaking in and talks with him, thinking he is
Carudatta and anxious to get rid of the jewellery, then sleeps
on, should be compared" with the Dream scene in the Dream
Vasavadatta. The portrayal of this strange half awake state,
though ending differently, is part of the evidence for a common
authorship of the-two dramas (here the critics have not helped
us, for no mention has yet been found in their works of the name
of the author of the Impoverished Carudatta). .

1021· . It is just darudatta's bad luck that the burglar
picked on his house-perhaps this is an effect of 'fate' . Caru~

datta is dismayed at failing in his trust, but his devoted wife
gives him her pearl necklace to replace the jewellery.



1022. In Act IV the wretched Sajjalaka offers Vasanta­
:sena her own stolen jewellery to buy her maid's liberty. Vasan­
1asena forgives him, sympathising with a man 'So much in love
.as to do a reckless deed, fre~s the maid and presents her with a
-dowry of jewellery. She then decides to take the opportunity
·of visiting Carudatta in order to return the necklace he has sent
her, taking another maid with her. Meanwhile a storm is
blowing up ....

1023. -That is all we have of the play. For the rest,
we can imagine that the sakiira win attempt to !Jlake trouble
for Carudatta before the happy denouement when Vasanta­
:sena :wil~ become his second w.ife, recommended to the first
wife by her virtues. There will also be the problem of releasing
Vasantasena from her status as geisha, a profession controHed
by' the state and therefore' offering the sakiira an opportunity
.of intervening, and perhaps of trying to require her 'by law'
to accept himself as her lover. From Sudraka's Mrcchakatika
{1182}, which appears to be simply an expansion of Bhasa's
play, with a great deal of new matter inserted and the old
paraphrased and sometimes copied almost verbatim, we might

. try to' extract the missing acts of the original. .At the e~d'

."of Act IV of the Impoverished Carudatta the maid remarks to
yasantasena that the bad weather is appropriate for a woman
going to meet her lover and they discuss this possibili ty. It
is clear that she will go and probably her visit took place in
Act V as in the later play. The parasite there accompanies
her (though employed by the sakiira in Act I he showed his
.contempt for that character; in 'any case parasites always try
to be on good terms with everybody asa basis for their profes­
.sion), but is dismissed on arrival at Carudatta's house. After
this we expect the saktira to carry out his threat, probably by
bringing. some false accusation against Carudatta as well as
trying to coerce Vasantasena. In the later play the sakiira
intercepts and strangles her, leaves her for dead and then accuses
Carudatta of the crime, though the scenes leading to this episode
were perhaps peculiar to the new ·version. She is found and
revived by the" Buddhist monk, Carudatta's ex-servant-the
man whose fortunes have changed so many. times and who
perhaps serves here as the instrument of 'fate'. After this
there is the trial and Carudatta is sentenced to death. In the

I
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last act, on his way to be executed, Carudatta is saved by the
monk bringing Vasantasena to prove his innocence. She is·
released from he); service to the state by royal intervention and
becomes Carudatta's second wife. An this, or something very simi-'
lar to it, may have been completed by Bhasa in about seven acts.

1024. From the references and quotations by the critics
this appears as the most famous of these plays after the Dream
Vasavadatta. In this play Bhasa has realistically portrayed the .
society ih which he lived, with its vices and problems. In a later
chapter we shall see how Siidraka produced a new ve~sion of the
drama of Carudatta and Vasantasena and further elaborated
the picture of the society which tried to keep them apart.

1025. Besides the Great Epic and the Udayana legend" .
Bhasa also took wen known stories from the RiimiiyatJa and the
HarivaYflsa (the story of Kr~J}.a, a supplement to the Great Epic)"
for dramatic presentation. Whereas the Great Epic offered.
a mass 'of epi.sodic material suitab~e for dramatic adaptation,.
the Riimayat)a offered a rather less complex main story. of a.

great hero. Countless kavis have adapted this for the stage~

Bhasa. is the earliest kno~n to us but probably very far from
being the first. As in his Mahabhiirata plays he treats his subject
matte'r with great freedom. It is indeed often overlooked by
modern students of kiivya that dramatists chose the Rama story'
for the sake of showing their originality, not because they lacked
any. Probably Bhasa had many predecessors in the staging or
theRdm.dyatza: his aim would be 'not simply to ·put Rama on the
stage but to develop new insigbts into the story and into the
various characters in it. If it could be taken for granted that~

th.e audience would know the general outline and background.
of the st<?ry; the dramatist would be freer to concentrate on the:'
details. that interested him, and if there were controversies.
over the interpretation of the actions of the characters [854-8],.
he would have a good opportun~ty to present and advocate
his 'own views.

. 1026. The Consecrations, Abhi$cka, a niitaka in six acts,.
deaJs with the climax of the Rama story, the victory over RavaJ}.a.
It begins with Rama's killing of Valin and the consecration
of his .ally Sugriva as King of the Monkeys and traces the war
.with Raval}:.a to victory and Rama's own consecration. The
first consec~ation din be regarded as the turning point inRama's .
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fortunes, the gaining ofa reliable ally for his campaign. P~rhaps
the most interesting and sympathetic character in this presen­
tation, however, is RavaI,la in his vain courting of the captive

·:Sita and his increasing anguish as his armies are defeated;, his
beloved son killed and his citadel overwhehried by irresistible
foes.

1027. In the Prologue the Producer overhears Rama
:and Sugriva making preparations to kill Valin and explains their
alliance for mutual assistance, both having been deprived of
their wives by their enemies. Thus, as far as the controversy
:about Rama's character in~ killing Valin is concerned, Bhasa
is firmly convinced that 'nothing need be ahe_red and the action

·is justified. Here already we appear to have the seed biJa
:of the plot, the objective being th~ recovery of Sitae In Act I
Rama and Sugriva return to Ki~kindha, Sugriva challenges
Valin, they fight and, when Valin seems to be getting the upper
hand, Rama shoots him. As Valin lies dying and reproaching
Rarna, the latter justifies himself (verses 19 and 20). There
is a double parallel here with the Mace Fight. In both inci­
<lents a fight is won by means of an unfair blow. Then the
vanquished hero dies on stage:. here the death of Valin and his
being taken to heaven are described in almost the same words
as the death of Duryodhana in the tragedy. This scene also
;foreshadows the death of RavaQ.a later.

1028. In a SUpporting scene to Act I I some monkeys
,explain that Hanumant, the son ·of the Wind God, has passed
-over the ocean to Lanka in search of SUa. Then in the Act
itself SUa is found by Hanumant in a beautiful pleasure grove,
at night.' He sees RavaI)a making futile efforts to win her.
.Here the tragedy of RavaQ.a might be said to begin, with the
reference to his having taken the wrong way despite his royal
fortune (3). and a demonstration of his pride (10). When he
retires, Hanumant reveals himself to SUa, explains his mission
.and identifies himself by showing her Rama's ring (after verse
22). After promising to bring Rama,. he goes off to make his
presence known to RavaJ}.a.

1029. This he does by breaking down the As oka Grove,
which is reported to RavaJ}.a at the beginning of Act Ill.
';Hanumant sllccessfully fights the demons sent to seize him,
then allows hi~self to be caught and brought before RavaI)a.
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Har.umant threatens Ravana and then returns to Rarna with
Rava:t;la's challenge. Raval).a's brother Vibhi~aI).a, who has,
advocated making peace and restoring Sita, is banished.

1030. In Act IV Vibhi~aJ}a comes to Rama, who is·
about to cross the ocean, for protection. It is at his suggestion
that Rarna threatens to fire a divine missile into the ocean if a.
pas£age is not granted. At this threat, Varu1}:a, God of the
Sea, enters in agitation and begs protection from Narayal).a.
(Vi ~J].u,. Rarna). They exchange greetings, Rama asks for'
passage and Varul).a disappears, whereupon the ocean becomes
still and divided in two. Hanumant leads the way to the other
side.

10'31. In Act V the battle is going badly for Ravat:J.a.
He makes final efforts to seduce Sita,. bringing a false report
of Rarna's death to induce her to give up hope in him. Sita
holds out. The death of his son Indrajit is reported to RavaI;la.

1032. A supporting scene to Act VI describes the fight
between Rama and RavaI).a through the eyes of three wizards~

Rama kills RavaI).a with a missile. Then in the Act proper
Rama enters. He shows himself aloof and harsh towards Si6i
because of the sin of her contact with the 'demon, despite the
pleadings of Vibhi~al)a and Lak~maI).a.. Let her enter the fire
(of purifica tory suicide)! Hanumant reports that she has.
done so but not been affected by it,. proving that she is pure~
The Fire God himself leads her in and Rama receives her from
him, being told she is sinless, also that she is the Goddess Fortune'
(Lak~mi) in human form. Rama is satisfied now that the world
will be convinced of her purity. The Fire God consecrates:
Rama and announces the approach of Bharata, Satrughna and
the ministers. The play ends with the regular 'consummation:.
of the kavya' and final benediction.

1033. The Statue, Pratima, a ntitaka in seven acts, treats:
the main Rama story more comprehensively and in the main
from a totally different point of view, that of Bharata, Rama's,
stepbrother who has been made heir apparent through the
intrigue of his mother, Kaikeyi. Bharata returns from abroad
to find his' father's statue added to the series in the ancestral
gallery at Ayodhya. Fr:om this the play' takes its name and.
reminds us also of the Ku~aI,lagallery of emperors believed tOo
have been excavated in the ruins of Mathura, which might
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have suggested this remarkable scene to a contemporary play..
wright. Learning thus that Da::aratha is dead, Bharata,. a
noble character who loves his stepbrother, refuses to become
king and instead tries to persuade Rama to return from exile.
Rarna, however, is determined to observe their father's commands
strictly. During the episode of SUa's abduction and the attack
on Lanka" Bharata makes his peace with his mother, on hearing
her excuses, and then sets out 'with an army to support Rama
in the war. He arrives too late to join in the battle, hut meets
the victorious Rfuna and arranges his consecration.

1034. In the Prologue the Producer asks an actress to
sing something about the autumn, which she does though we
are not given the song itself but merely a stage direction 'sings'
(she is a Prakrit speaking character and there are, for unknown
reasons, very few Prakrit verses in the texts we have of Bhasa's
plays). Then the Producer himselfrecites a verse about autumn,
describing a female wild goose. He is. interrupted in the
middle by cl voice off stage, which he recognises as that of a
portress, whom he promptly introduces in a simile as th~ con­
duding part of his verse.

1035. The portress. then enters, bringing a chamberlain
orders from King Da~aratha concerning the consecration of
Rama. He goes. (This seems to be a supporting scene.)

1036. Sita enters and in due course learns from a maid
of the impending consecration of her husband. Then Rama
enters and dramatically describes how everything was ready,
he was seated on a throne and the consecrating water was about
to be sprinkled on him when suddenly the King dismissed him :

'J'he drum had begun to roll, the elders were waiting,
over the throne

the pot to pour the water on my fa<;e was being tipped
to discharge, near my shoulder;

When I was called and dismissed by the King-people
wondered that I remained firm,

but is it wonderful if a son carries out the words of his
own father? (1.5)

In this extraordinarily compact verse Rama concentrates a vivid
picture of the scene with a telling suggestion of his outraged
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feelings and a declaration of the theme of obedience to his
father's commands. This latter theme being a main one in
.the plot,. we have here part of the indication of the 'seed'. Ex..
plaining the situation to SUa, Rama says that Manthara [625]
'whispered something in the King's ear and-Rama is not king..
,Then the chamberlain appears and informs them that Kaikeyi
,is responsible for the unworthy act-he should not attribute his,. . .
own sinoerity to' the affected intelligence of women-and that
she has asked for Bharata to be consecrated. This presumably
completes the presentation of the 'seed' : the sons are to carry
out their father's wishes and settle the 'affair as well as th~y can.
Bharata himself is away, he will play his part later. Lak~mat;La

enters, angry, but Rama persuades him to submit: it makes no
difference to them which brother will be king. Rama leaves
at once for the forest with SiHi and Lak~maJ;la, not waiting to
let his father see him first.

1037. In Act 11 Da::aratha remorsefully laments' the
loss of Rarna. The minister Sumantra,. who has been. sent
,after Rama to bring him back, returns with the report that he
refuses to come. The King wants to hear if they have sent him
some message, the minister says they started to but:

After meditating ~ong on what to say,
with trembling lips,
Since their throats were choked with tears,
they said nothing and went into' the forest. (11. I 7)

. -

Dasaratha,. sh~cked at the report, collapses and dies. Once
inore we have a tragic scene in Bhasa. Again the dying man
sees his ancestors and goes to join them. The chamberlain
extends the curtain and there is a general lamentation.

1038. In Act III Bharata, who has been staying with his
uncle all this time and knows nothing ofwhat is going on except
that the King's health is failing, returns to Ayodhya. The
charioteer driving him knows the truth but reflects that no one
could tell him such things as his father's death, his moth~r's

greed for sovereignty and his brother's going abroad (verse 4).
Instead, the charioteer drives him near the temple where the
statues of the imperial ancestors are. Bhatata enters. it, to
rest un tU the time is opportune to go into the c,ity, sees Dasaratha's
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"Statue and understands, the charioteer now telling him the
whole story. The queens visit the temple and find him there:
'he angrily rebukes Kaikeyi. He refuses consecration and goes to
find Rama. Perhaps we should identify the 're-opening> here.
" , 1039. In Act IV Bharata drives 'with Sumantra to
Rama's hermitage. Rama refuses to return and asks Bharata
10 rule, but agrees to take over after the fourteen years which
have been, specified for his exile. Here we may, find the

"embryo' conjunction.
1040. In Act V Raval).a, provoked by the killing of the

demon Khara and the mutilation of his sisterSiirpal}-akha (by
L.ak~mal).a: she was attracted to and 'rejected by Rama),
disguises himself as an ascetic, manages to get Rama out of
the way and carries Sita off. This must be the beginning of
,the 'obstacle'.

1041. In a supporting scene to Act VI two old ascetics
,describe the fight between Raval}-a and lata-yus [631]. The
vulture is killed and t,he ascetics go to inform Rama. The
Act itself is in Ayodhya. Sumantra reports that on visiting
Janasthana to see Rama he found the hermitage deserted.
After Sita's abduction Rama has gone to Ki~kindha and joined
the monkeys. Again Bharata goes t9 reproach his mother.
.Now she asks Sumantra to tell Bharata about the curse on
Dasaratha, of which he had not known. Dasaratha out hunt­
ing had accidentally shot and killed the son of a blind sage,
who cursed him to die of grief for his son. Thus she is really
the innocent instrument of the curse, moreover she had meant
to demand only fourteen days'exile for Rama but in her con­
fusion had said fourteen years. Bharata is reconciled to her
and prepares to march with an army to help Rama.

1042. In Act VII we learn in a supporting scene that
Rama has killed Raval}-a and returned to]anasthana with SUa.
.:Bharata arrives with the queens to meet him and th~y at once
have his consecration performed, the play concluding with
their congratulations. ' ,

1043. In this play Bhasa has, shown all his skill, present-
ing ~ very complicated story clearly through a series of striking
and rapid scenes.

1044. There remains one more play in this collection
{we shall discuss below four other anonymous plays, found
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separately, which also have been assigned to Bhasa by some
writers, simply on the basis Of.£l supposed similarity of style).,
It is a nil/aka in five acts, the Life of the Boy Biilacarita. The

.boy here is the young KnJ).a, the story being based on the
Harivarrzsa, probably in an earlier version than the one we now
possess as a supplement to the Mahilbhiirata. The plot concerns
KnJ;l.a's birth, his escape from the murderous hands of his·
uncle Kalpsa and return to kill Karp.sa when he grows up. This,
is known to have been a very ancient subject presented in dramas,_
since Patafijali in the -2, already mentions a Death of Karp,sa
[658]. Several de'aths occur in this play and not off stage,t
an infringement of the usual rule which is worthy of investiga­
tion. _ Probably the rule was not yet strictly observed and was
so far merely a recommendation, to be followed scrupulously
only later. In the Bhiisa collection we have met other examples::
Duryodhana translated to Heaven, the death of Dasaratha
and Valin apparently dying on stage, after being shot down by
Rama (he too is said to go to Heaven). Possibly a translation
to Heaven,. or a transformation (as in this Life of the Boy),
was accepted, perhaps also in some traditional plots a death
which had from time immemorial been presented on the stage
gave no offence.

1045. 'Here we are in the world of mythology, .superna­
tural powers, mysteries and divine retriblltions. The wicked
uncle is an incarnation of a demon : he imprisons the old King
Ugrasena of Siirasena and makes himself king. Knt:ta is an
incarnation of Vi~:r:LU, born to kill the demon. The demon
knows of a prophecy that he 'would be killed by a son of his
sister and therefore has all her offspring destroyed. Her seventh
baby, KnQa, is concealed and taken out of Mathura (the
capital of Surasena) to a herdsman, to be brought up in safety..
As a child, known to the herdsmen as Damodara" he ' displays
the qualities 'for which he is celebrated to this day by his wor...
shippers: his strength is extraordinary, he kills several demons,.
he is a naughty child and steals the butter and other produce
from the dairy and he flirts with the.inilkmaidsgopis and dances
with them (a halliSaka dance [368]: as noted in Chapter V
the hallifaka was later recognised as a kind ofballe,t, nrfpa, which
could be performed independently). A girl baby had been
substituted for KF~I).a in the palace in order to make possible



- his removal. Karnsa takes her as his sister's baby and kills
her on the stage by smashing her against a rock, but she turns
'into the Goddess Kartyayani, who had assumed the baby's
form to assist Knl}.a. The boy Knl}.a later kills a bull-demon
on the stage, crushing it in his arms: this demon recognises
Vi~I).u by his strength and expects to go to Heaven if·l\:illed by
the God. In the last act KnI).a is brought to Mathura by

-Karp.sa, who has heard of the young herdsman's strength.
Fearing this, the demon usurper plans to trap and kill 'Damo­
dara'. His two hest gladiators are killed on the stage as he
watches from his palace (the stage sometimes had a gallery
which would presumably be used for this scene), then Knt;la
leaps up to where Karpsa is and hurls him down. Knl).a tri­
·umphantly describes the shattered body of his enemy in a verse.
The people are pacified when the situation is explained and the
old King is restored to his throne.

1046. The Producer in the Prologue announces the
approach prayogiitisaya [139] of the divine sage Narada [863].
Narada then appears in what apparently is an opening to the
act ankamukha [126], by one character. He describes himself
(1.3) as a lover of quarrels kalahapriya. Since the wars of the
gods and demons have ended (1.4), he is flying down to the
Earth. He wants to see Narayal).a (Vi~t;lu) born in the VnI),i
tribe i~ order to kill Karpsa for the welfare of the world.

1047-. He exits and the baby Krs.J}.a is carried in by his
mother Devaki. His father,. Vasudeva, joins them. It is
night: Devaki is taking her seventh baby out to save it from

.being killed by Karpsa as the others have. Vasudeva takes t,he
baby from her, goes out through the gate of the city of Mathura.
He prepares to swim the River Yamuna but there is a miracle:
the waters divide (cf. the Consecrations). Reaching the other
side, he decides to entrust the baby to a cowherd he knows,
Nandagopa, at the cattle station gho~a there. He waits for
morning in order to avoid a sensation and greater danger of
discovery, but Nandagopa himself comes out, also carrying a
baby. Vasudeva recognises and intercepts him. Nandagopa
explains that he is carrying a stillborn baby girl which' his wife,
Yasoda, has had. Ya£oda fainted and he has removed the'
baby before she knows what has happened, wanting also to,
avoid spoiling a festival to take place in the morning. Vasudeva
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,orders him to give him the body and then 'gives him his own son
to look after, with a brief explanation. Garuc;Ia (Vi~I)u's

mount) and Vi~I)u's_ five weapons enter, intending to disguise
themselves as cowherd boys in order to accompany th'eir master.

'Vasudeva returns to Mathura. The baby girl comes to life
and he takes her to Devaki to deceive Ka:qlsa, who knows.a
baby is expected.

1048. Ih Act II King Karp.sa is awakened in the night by
porJents: a storm with eart?quakes and meteors. When he
'sleeps again the Curse of the sage Madhiika comes to him and
,orders his Royal Fortune to leave him. She obeys. Karp.sa
awakes, makes enquiry about the portents and learns that

:Devaki has a daughter. !Ie calls Vasudeva, orders the baby to
be brought and when the nurse brings it dashes it against a
:stone to kill it. From it the Goddess Kartyayani (CaJ;lc;li,
Parvati) appears with her retinue: she was 'born' here for
the ruin of Karp.sa and now disappears to visit the cattle station.

1000g; In an introductory scene to Act III some herdsmen
:describe the cattle station. Since the birth, of Nandagopa's
'supposed son all has gone well. They have named the boy
Damodara because of his great strength and courage and 'he
has killed several demons; his naughtiness is also oescrihed.
'Now he is going to dance a hallUaka with the dairymaids here
in Vrndavana. The girls enter, fgllowed by Damodara, his
eIder brother SailkaqaI;la' (born to'RohiQ.i, another of Vasu­
,deva's wives) and other boy herds.· Damodara asks the girls
to dance the hallifaka group dance nrttabandha and they do so.

'The bull-demon appears, intending to kill Diimodara: he fights
,and kills it. Then he is' caned to fight the dragon Kaliya~
which has occupied a lake by theYamuna, and goes. I

, 1050. In Act IV Damodara enters the lake and drags the
.dragon out. They fight, the dragon breathing fire; Damodara
,~verpowe:rshim and sends him away. Now a soldier brings
.an order from Kalpsa for Nandagopa's son to come to Mathura
-for a bow-bending tournament. Damodara knows it is the
:secret time appointed by the gods and goes. '

- 1051. In Act' V KaIPsa has heard ofDamodara's heroism
.and is planning to have him killed by one ofhis champions at the
tournament. Damodara behaves wildly and kills Karpsa's

:men, then climbs Karpsa's palace,seizes him by the head and
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throws him down.. There is chaos as soldiers rush in. Vasu-·
deva appeals to the citizens for peace, explaining what has
happened. The old King Ugrasena is freed and -restored as
King ofVnl).i (the old name of .surasena, or rather of its people·
at that time). Narada enters to honour Vi~l).u.

1052. This play seems somewhat more primitive than
_the other works of Bhasa. Perhaps this is due to the nature or
the story, from the traditional incidents of which the playwright
has not cared to depart. There is no scope for subtle charac­
terisation here: ail· is violence, divine or demonic fighters, a
usurper and straightforward retribution. The strange scene·
ofKarpsa, the Curse and his Fortune is perhaps the most interes-·
ting and the most characteristic of Bhasa. I t is a vari.ation on
his·favourite theme of dreaming. One might suggest that this:.
is his earliest play and the least original. In the absence of the
ancient play on the killing of Karpsa which Patanjali knew, this
one may give us ·some idea of the early phases of the Indian.
drama, in which the city of Mathura itself was a leading centre.
A long development is comprised between the violent excite-·
ment and supernatural marvels of the Life ofthe Boy and the
sophistication of the DreamVasavadatta.

1053. In these plays ascribed to Bhasa the dramatic·.
interest and rapid action so much overshadow any lyric interest:
that it seems almost irrelevant to examine his style from the:
point of view of figures, vocabulary, metres, the 'qualities'·
of language, or other features. As a rule in fact the style is·

o very simple, much easier than Sura's, for example, and seemingly·
entirely free from the preoccupation with elegant expression.
which marks that writer, probably a near contemporary. There·
is generally little ornamentation of any kind and compounding
is severely restricted. On the other hand Bhasa uses a full range
of kavya metres, whilst avoiding too heavy a concentration of"
the longer ones and keeping the language of the verses simple,.
so that they are much easier to fo1l0w than the verses in most.
later plays. On occasion, too, he does produce a series of des-·
criptive verses, with fairly long and colourful compounds,.·
or even much longer compounds in a descriptive prose passage.
The most noteworthy example of this is in the Breaking of the
Thighs. Elsewhere there are only very limited approaches.
to· such fulsome description, which in the tragedy was p,erhaps.
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called forth by ·the strong emotions to be represented, as well
as by the theory that the 'eloquent' mode was appropriate for
the compassionate ae~thetic experience (Niityasastra XXII.66
Kasi).

1054. We have noted already a number of references and
quotations by the critics. There are other references to Bhasa
of a more general character praising his work. We find his
fame reflected in 'all periods of creative and critical activity
in the kiivya tradition, even though his plays tended for a time
to be overshadowed by those of the period +3 'to +10. It
may be uncertain whether Bhamaha's critical reference to a
scene of the capture of Udayana is in fact to Bhasa's play. In
any case t~ere are points of affinity between the views of this
early critic and Bhasa. In particular the prominence given
by Bhamaha to the 'vow' or 'promise' pra/ijnii [199], as corres B

_ponding to a kind of logical thesis on the basis of which the ­
'argument' of a kavya may be developed, reflects a method of
which Bhasa is a great exponent. There are many 'vows' in
l3hasa's plays. For example the two which give its title to
Yaugandharaya:r;t.a's Vows, Duryodhana's vow in the Five
Nights (1.47, e~c.), Yaugandharayal}.a's vow to restore Udayana
in the :Oream Vasavadatta (indicated at the beginning,. actually
:so called by Vasavadattii in' the Dream scene), Arjuna's vow
in Ghatotkaca as Envoy, though it is not fulfilled in that play,
the fulfilment of Bhima's vow in ~he Mace Fight (verse 3~),

which is followed by Asvatthaman's vow ofrevenge (verse 64)
and the implied vow of Hanumantto bring Rama to 81ta (end
-of Act 11 of the Consecrations).

1055. Among the kavis themselves, Kalidfisa [] 386]
:s~ems to be the first known to name Bhasa,. though protesting
that he -and similar playwrights dominate the theatre when a
new kavi would like, to produce a modern play. Bal,la (Har$a­
.carita, introductory verse 16) praises Bhasa among the great
writers and in doing so mentions specific features of his natakas,
though perhaps somewhat co.nstrained by a double meaning
'involving the construction of temples. Saying that the com­
-mencements iirambhas are effected by the producer probably
means more than simply that the producer starts the plays,.
-since there is nothing distinctive in such afeature of all dramas~
What would be more characteristic of Bhasa would be that the



"commencement' stage or situation is indicated already in the
prologue and not left until the play proper has begun. Bhasa
does not allow the dramatic tension to lag but starts at once by
introducing the action. 'BaI).a says further that there are 'many
,parts' in Bhasa's plays, which is certainly characteristic of most

.,?f them (there are 36 characters in the Life of the Boy, 27 in
the Consecrations, though the Dream Vasavadatta might be
regarded as more 'classical' and restrained in having 17). BaQa
further notes the subMplots, in which he could be supported by
pointing out both their richness and fullness of development and
their closeness to the main action" ,The possible allusion to
Sheepkiller by Vijaya has been noted above.

1056. DaI,19in as critic in his Kal!Jalak~aT)a quotes from
the tmpoverished Carudatta for a 'fancy', as we have seen; as
,kavi himself he enthusiastically praises Bhasa (Avantisundari,

. introductory verse 11). He fancies that the great dramatist,
though departed,. remains in the bodies of his nil/akas [cr. 951
(5) for the idea]. In these plays the limbs of the opening and

other conjunctions are very distinct (or 'well divided' suvibhakta)
and the characteristics and modes are clear. We have to some
extent indicated the dramatic construction of Bhasa's plays

. above.. We have noted also that M. R. Kavi quotes from the
Sheepkiller to illustrate the two characteristics 'admonition'
and 'e::&cuse'. It·would be a valuable exercise to identify more
-characteristics in this collection of plays, since these are essential
to dramatic expression as conceived in the .Nti/yaJiistra [182, 185]
and are surely responsible for much of the effectiveness of
Bhasa's dramas as 'theatre'. It is the characteristics and not
the fig~resofspeech which are the means of dramatic expression,
producing lively stage business, hence Bhasa offers relatively
little to the student of the figures. Abhinavagupta (Locana p .
.'344) indeed quotes a 'Dream Vasavadatta' for a verse in which
a figure is introduced, he says, to the deiriment of the rasa.
This verse is not found in Bhasa's play as we have it. and it
does not seem at all in Bhasa's manner. Probably either
Abhinavagupta has made a mistake or there was another play
with the same title (a thing not unknown in the history of kilv.;;a:
thus there was another play enti tl ed the Life of the Boy, besides
the one we have). Among the modes of stage business we have
already found the 'expressive' sattvati noted in connection with
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the Dream Vasavadatta by Saradatanaya. The 'violent"
arabha/i may be identified in the heroic plays and the Life of the
Boy, the 'eloquent' bharati probably in the Mace Fight, as appro- '
pria,te for a tragedy [181]. The 'tender' kaifikr mode might.
be appropriate for a production of the Impoverished Caru-­
datta.

1057. Vakpa-tiraja (+8, Gaurjavaha verse 800) appears to·
call Bha.sa 'friend of fire' J though it is possible that Jvalanamitra
was the name of a writer, now _unknown. In any case the
Prakrit poet includes Bhasa in his short list of favourite authors.
'Friend of fire' would be appropriate enough for Bhasa on
account of such incidents in his plays as the false burning 01
Vasavadatta and YaugandharayaQ.a in the Dream Vasava­
datHi, of the latter again in Yaugandharayal,la'sVows, as SUa's
ordeal in the Consecrations, where the Fire God himself appears,
on the stage, and as the sacrifice scene at the beginning of the­
Five Nights (where there are sixteen verses describing the sacri­
ficial fire), whilst Sheepkiller himself is a son of the Fire God.
and cannot commit suicide by walking into a forest fire.

1058. Vamana's quotations from the Dream Vasava-·
datta and the Impoverished Carudatta have been noticed. He­
also quotes (V. 2.27) a verse found in YaugandharayaQa's.
Vows:

May he not have the new vessel filled with water
well consecrated and coVered with the sacred grass,
Who would not fight for the sake ofhis master's board:
may he go to purgato~y! (IV.2)

.The allusion in the first lines is to the funeral rite for a fallen:·.
soldier. Vamana's point here is purely grammatical: he defends­
the verse against possible criticism. It is curious that this­
verse occurs in the Arthasiistra (X.3.31), though it seems to be
an interpolation there (s~e I{angle in his translation at that.
point).

1059. A verse from Rajasekhara (via ]alhaJ).a, IV. 48)
has been referred to already, which says that when Bhasa's.
collected plays were submitted to the fire of criticism the Dream
Vasavadatta was not burned. In other words no fault was­
found in it, whereas presumably some faults were found in the



DRAMA IN THE +2: BHA-SA 321

other plays. We note the 'fire' motif again. There is another
verse in Jalhal).a (IV.II I), which Sanigadhara, who also quotes
it (188), ascribes to Raja~ekhara, placing Bha.sa first in a list
of the great writers (the order appears to be chronological).
Somadeva similarly includes Bhasa in his list of kavis (Yasas­
tilaka 11 p. 113), hut afterwards (p. 251) quotes this verse as

Bhasa's :

Liquor should' he drunk, the face of the best beloved
should be looked at,

and new clothes should be worn which are graceful
in nature;

-By whom this kind of way t? freedom was seen,
long may he live, the Lord Pinakapal).i !

This of course could be a drinking song in a play, like the
simpler one found in YaugandharayaI}a's Vows :

Fortunate are those who are drunken with liquor!
fortunate are those who are anointed with liquor 1
Fortunate are those who are batheq in liquor!
fortunate are those who are sacrificed in liquor!

(IV.l)

Somadeva's verse, however, is found in Mahendravarman's
Mattaviliisa (+7), where it is recited by a 8aiva devotee (Pina.­
kapat;li:= Siva) of a tantric school. Either Somadeva made a
mistake or Mahendravarman borrowed the verse from a Bhasa
play not now available.

1(160. Most of Abhinavagupta's references to the Bhasa
play.s have been noted above. In addition to the Dream Vasava­
daua and Impoverished Carudatta, he appears to refer to
the Mace Fight. . The reference for the characteristic 'estab­
lishing' prasiddhi (11 pp. 360£.), however, is only by M. R. Kavi
(or his unknown source),. who names the tragedy and quotes

from the dialogue between Duryodhana and Baladeva [952],
beginning after verse 34 :

BALADEVA. Shall Bhima remain alive now after
tricking you in the fight?

DURYODHANA. Was it Bhima by 'whom I have
beep tricked?

-
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BALADEVA. Then who did' this to you?
DURYODHANA. I

By whom with equal honour the Parijataka Tree was
taken from Indra,

who slept at ease in the water of the ocean for a
thousand years of the gods,

Suddenly .entering Bhima's mace with hrilIiance*,
the lover of genuine fight,

it is Hari, lover of the universe, who has given me to
de~th. (35)

(text of the play: 'violent mace')

1061. Abhinavagupta's gwn reference is less clear
(Ill p. 21).. The play is not named and there is no exact

quotation, but the breaking of the thighs is mentioned and its
report is discussed under the third kind of injection of subsidiary
matter patakiisfluinaka [143], where equivocal words indicate
a new situation between the main characters, and as equivalent
to a variety of the speech with a double meaning ga~l(Ja as a
limb of the street play [326]. The basis of Duryodhana'g
cause is lost, therefore one must follow the Fat;lQavas. Abhinava­
gupta also quotes,. as by Bhasa, a verse on .Rama (J p. 319).
Here he calls Bhasa a 'great kavi', a status he allows very few
writers. The verse is not found in either of the two Rama
plays in our Bhasa collection, but one line of it occurs in a play
called the YaJiiaphala, which has been ascribed to Bha~a by its
,editor. This ascription does not seem very probable: we shall
examine the play later in this chapter. The verse in Abhinava~

gupta shows anger as the essence of the furious aesthetic expe­
rience. As prhited it is corrupt and three syllables are missing
,completely, but it expresses the spirit of insatiable ,.revenge.
Perhaps it originally belonged to the Consecrations.

1062. Sagaranandin's references to the Dream' Vasava­
-diaua have been discussed. Though he mentions 'Carudatta'
(e.g. 294f., 970ff. with a quotation) he may always refer to the

Mrcchakatika, which he names elsewhere (despite variations
in the quotation). SOQghaIa (+11, Udayasundarf p. 154 )
.simply mentions Bhasa (so read for J\1asa in the edition) in
-discussing the 'history of the kavis'. 'Ve have noted Bhoja's
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reference to the Dream scene in the Dream VasavadatUi.
. According to Krishnamachariar (p. 568) he also refers to the
story 'of Sheepkiller, but it has not proved possible to trace the
reference in the printed parts of the Snigaraprakiisa. The analy­
sis of the Dream Vasavadatta given by Saradatanaya, probably
from an earlier critic, has been discussed above.

1063. The anthologist Vidyakara (c. +1100) attributes
.one of his selected verses (138) to Bhasa. It is a benediction
invoking Lak~mi's smile and might have stood at the beginning
-of a play. Other anthologists name Bhasa as the author of a
number of verses, though they are rarely in complete agreement
.about the ascription. None of these verses seem to have been
traced in our collection of plays. In view of the lack of unani­
mity among them it might be supposed that these anthologists
.are unreliable, but their evidence has been used to question
the authenticity of the plays we possess. What we have found
in the dramatic critics seems .stronger as evidence. At least it
would appear that in the period of these anthologists (+ 12
-onwards) Bhasa's works were much less familiar than those
,of many other dramatists,. so that mistakes in ascription could
easily go uncorrected. Vidyakara's benediction being Vai~I).ava,

)ike those in our plays; might be by the same author, though
.its vocabulary seems to suggest a later period. Of the verses
sometimes ascribed .to Bhasa in anthologies, we may quote one,
which Vidyakara (276) gives anonymously,. as perhaps the
nearest in style to our plays. Five anthologists agree in this
case that the verse is by Bhasa (including Sanigadhara and

...Sridharadasa) and none seem to offer any other' ascription.
Autumn is being described

The Sun burns sharply like a low person 'newty rich,
the deer abandons his horns' (affection) like an

ungrateful friend;
The water is clear like a sage's thought of dharma,
like an impoverished lover the mud becomes dry.

1064. The references of Ramacandra and GUlJacandra .
to the Dream Vasavadatta and the Impoverished Carudatta
.have been given above.' In the first canto of his epic 'p'rthlJr~

r,ajavijaya (p. 4), Jay;~naka mentions Bhasa il1.explaining that
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the kavyas of good writers escape burning by the criticism of
villains. The Fire (God) himself released Bhasa's kavya. from
his mouth, like quicksilver,. because of the religion of ViglU
(this seems to be the meaning of vi~t,ludharma). Thus the fire
motif persists in the +12 in connection with Bhiisa (probably
J ayanaka knew the work of Riija£ ekhara ). Since the plays
we have stress the religion of Vi~l).u, with the incarnations
as KnJ:la and Rama, and have Vai~l).ava benediCtions, it might
be thought that this served as a protection for them. In the
Prologue to hisPrasannaraghava (1.22), Jayadeva (+ 13) names
a series of kavisas qualities or ornaments of the Goddess of
Literature (Sarasvati). Bhiisa is her laughter hasa (which no
doubt owes something to the rhyme, as do the others).

1065. Of later critics who refer to Bhasa's plays we may
note first Bahuriipamisra, who names the Dream Vasavadatta,
fol1o~ing Saradatanaya, as a 'calmed' play (Krishnamachariar
p. 747; unfortunately this important commentary on the
Dasarupaka has. not yet been printed-the reference is at 111.38).
Also unprinted is an anonymous commentary on Dal).<;1in's
Kavyalak;arza, in which the first verse of Yaugandharayal}a's
Vows is quoted (Krishnamachariar p. 732).

1066. A very important work on dramatic critici.sm, the
Najiiizkusa, also anonymous and also unprinted, seems to have
been written in Kerala. It criticises th~ methods of produc­
tion of dramas in Kerala, which is practically the only part
of India in which the classical theatre has been preserved, and is
therefore essential for tracing back traditio~al practices from
the surviving theatre to its classical predecessors. Krishnama­
chariar has found in it a reference to Kurangi and Sheepkiller
(p. 568, also 854) and a discussion on Yaugandharayal).a's

Vows. Kunjunni Raja has reported more of the latter ('Kiiti­
yattam', Samskrita Ranga Annual II, 1961, pp.. 20 and 46 if.).
The author criticises the productions by the Kerala actors for
introducing extraneous matter contrary to the rasa. For example
there are dances, which ougbt to be confined to the p firvara1iga,
and accounts ofthe previous actions of the characters who appear.
Then the local language is used as well as those used by the
dramatist. In the case of YaugandharayaI).a's Vows the pro­
duction of Act III is discussed. The jester speaks the language
of Kerala (instead of that of ancient Siirasena), but there are
abo additional Sanskrit verses which detract from the rasa.



. Above all, superfluous discussions on political theory are inserted
(on the pretext that the ministers discuss their practical plans

to free Udayana), which distract the audience from the action.
1067. Finally we may glance at the anonymous AbhiJiiii­

nasakuntalacarca. In the course of this commentary the author
refers to about thirty different plays when explaining technical
points of construction and production. Seven. of these are
from the collection ascribed to Bhasa, including Ghatotkaca as
Envoy, KarI.la's Task, the Five Nights and the Life of the Boy
as well as the three most famous plays. They are discussed
·mainly in connection with the form of the Prologue, a contro­
versial matter on which the author is extremely full. Through
.works like these we can see how this collection of plays has been
handed down in the Indian theatre until modern times. It

. .
-should be noted here that commentaries on some of the Bhasa
plays therilselves exist in Kerala, but none appear to have been
printed yet.

1068. VVhether these plays were written by Bhasa or not,
this. c::ollection is unsurpassed in the entire repertory of kii~')'a

drama. Other dramatists have produced plays equal in quality
to some of these,8iidraka and Visakhadatta along somewhat
similar lines (though on a larger scale), Bhavabhiiti along totally
different lines, Bodhayana in a different type (the comedy);
they have greatly enriched the repertory but they have not
given us a drama which we can say is better than the Dream
Vasavadatta or Impoverished Carudatta.

1069. Among the other plays which some have suggested
are Bhasa's, the most likdy to be his might s~em to be the Fruit
of Sacrifice (raJfiaphala; or simply rajilanataka, 'Sacrifice Play').
The two known manuscripts, however, were not found with
the Bhasa collection or in the South, but apparently in Gujadit
or Rajasthan. This is a niifaka in seven acts covering the early
life of Rama, from his birth to his marriage to Sita. In style it
approaches the Bhasa collection, though sometimes the voca~

bulary, the ideas and a certain diffuseness form an obstacle to
assigning it to the same author. A more serious obstacle is a
reference to the Yoga System of Patafijali (p. 116), apparently
a writer of about the +4, whereas a parallel passage in the
Statue (p. 296) names Mahesvara. The Fruit of Sacrifice
resembles the two Rama plays in departing widely from its

I
i

I
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original and freely retelling the story, keeping only the basic
essentials, the main characters and their relationships, unchanged
whilst 'lhowing no respect for events. The reader gains the
impression that· the author knew the Bh~sa plays and imitated
them with modifications of an ideological character (Brahmani­
cal Dharrna). Against Bhasa's authorship might be urged the
absence of fighting from the stage and even from description;
moreover some clashes in the story are softened froIl). violent
encounter to peaceful confrontation. A fight with demons,.
to protect Vi:vamitra's sacrifice, is merely hinted at; Ravat;la
appears threateningly but thinks it wise to retire quietly and
makes no attempt to intervene in the marriage preparations;
the meeting with Parasurama (Rama of the Axe) begins with
apprehension but is immediately made harmonious.

1070. However, the whole spirit of this play about the
merits of sacrifices (of which there are three, dominating the play
in turn)- is peaceful: it could be said to have the 'message' that
whoever performs Brahmanical sacrifices will get everything
desirable and ensure the triumph of good over evil on Earth.
It might be seen as an attempt to meet Buddhist and Jaina
criticisms of Brahmanism. If the Bhasa plays are violent, they
also take opportunities to uphold the Brahmanical and especially
Vaisnava ideal: where Krsna is concerned as an emanation of

• • - • I •

Vj~J)u sheer force predominates, with bloodshed; with Raffia
the strength, still insisted on, is tempered with the peacefulness
and benevolence of a restrained and modest character. What
seems to distinguish the Fruit of Sacrifice from any of the thirteen
Bhasa plays, however, is the lack of the lively incidents which
in these maintain the tension of the action, of the skilful use of
the dramatic characteristics lak,faIJas to add piquancy to the,
presentation. The poetic imagery is dull also. On the whole.,
this play is full ofarguments rather than ofevents. ,The aesthetic
experience is the calmed santa. The Fruit of Sacrifice is surely
not by Bhasa but by an imitator whose propaganda motives
were stronger than his dramatic skill. Since we have no
suggestion about the date we may as well describe the play
here.

1071. The first sacrifice in the Fruit of Sacrifice is that
of Dasaratha to get sons, the birth festival of whom is heitg
celebrated at 'the time of Act 1. In Act 11 they bave already
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reached the age of fifteen and Da~aratha and his three queens
discuss, and harmoniously resolve, the tricky question of the
succession to the throne. Bharata will be given the kingdom,
as promised,' but will then in turn give it to Rama. This is a

. rather crudely done scene, dramatically, straining the probabi­
lities of human reactions more than is easily acceptable. It is
made possible by a drastic change in the source story-Da::a­
ratha had already promised the kingdom to Kaikeyi's son when
he married her. Only Kaikeyi's confidante Manthara remains
dissatisfied, as we see in Act In: she feels Kaikeyi, Bharata and
herself are looked down 011 and she quarrels wi th the other maids,
claiming superior status for herself (having nursed a queen)
though an are slaves, for which pretension the others ridicule
her. She afterwards eavesdrops on a conversation of the princes
with their teacher, Vasi~tha, and learns o( Rava:r:ta's threatening
visit which has taken place in this Act. This suggests a plan for
eliminating Rarna, but we hear no more of it in this play. \Ve
are not told that it was Manthara who instigated the demons to
interfere with Visvamitra's sacrifice, which follows, but perhaps
we are to understand that. There is a~solutely nothing about
any pretensions of Rava:r:ta to marry Sita.

1072. Rarna successfully guards Visvamitra'g sacrifice,
and in return is taught new weapons, and also in Act V we have
the discussion on the 'fruit' of sacrifice which presumably gives
the play its title. Security is stressed,. and a peacefulness which
will not be provoked into active defence without a strong reason
(this will he RavaI,la's abduction of SiUi, in fact, but the forces
upholding virtue are to wai tquietly for the attack). Visva­
mitra however has his own ideas which he does not mention
to Rama and Lak~maI,la: King Janaka of Videha isabout to ­
perform a long sacrifice, at the end of which he will marry nff
his daughter, Sit5-; Visvamitra will t~ake the princes to it and the
marriage to Rama will be a9,0ther highly satisfactory fruit of
sacrifice to all concerned' (including the alliance between
Dac"aratha and Janaka). Rarna's proficiency in weapons is a
necessary prerequisite, since Janaka has offered his daughter
only to whoever can bend an ancient bow in his possession,
which had belonged to Siva.. Visvamitra has the princes
admire the peasants at their productive labour. In Act VI
Rama andSita see each other in a garden and fall in love.
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In the final act Janaka's sacrifice ends, Rama has already broken
the bow (for which he is amusingly apologetic, it was childish
thoughtlessness on his part not to realise it was so old) and ­
everyone is assembled to approve and witness the marriage.
Then Rama of the Axe suddenly appears, angry at not having
been informed of what was to be done. There is general cons­
ternation, but he is quickly pacified by Rama when he learns
that the bow (which no ordinary hero could bend) has really
heen -hroken. He gives Rama his own bow to handle and at
once recognises him as an emanation or incarnation (a (part')
of Vi~f,1u; he can now hand over his own unfinished task) of
destroying the eIlemies of dharma and of the brahmans, to a
fit successor. Sita is now brought in as bride and Dasaratha
has all his wishes accompIished~ Just before the end the assemb­
ly has a vision of all the gods headed by Brahma, Vi~f,lu and
Mahda (Siva), with their consorts, enjoy.ing the occasion: an
affirmation of syncretistic Brahmanism with harmony between
the Vedic, Vai~lJava and Saiva traditions, promising a peaceful
and stable society. The reference in the final benediction to
the classes van2as is significant of the author's outlook.

1073. A striking feature of this play is that its generally
serious atmosphere is several times interrupted by the jester,
a character here appearing in its crudest form. The jester is
here the vulgarly greedy brahman grabbing all the' food he can
get on the occasions of sacrifices, his own 'fruits' of religious
observance. He absolut~Iydisregards the interests of his king,
unless they affect his own. He pokes fun at Kaikeyi (because
she is not generous to him), mocks the minister Suman tra,. is
terrified of RavaIJa, fools the court bards with a description of
VEvamitra as having two faces and four arms and during the
final dramatic confrontation with Rama of the Axe makes dis­
respectful remarks aside: 'Why doesn't the old bear go away
quickly?' (interrupting Rama of the Axe's speech about the

"eternal Brahman), afterwards wondering why everyone praises
the old bear when at last he has gone..

1074. A very short one act piece entitled Traivikrama, __
The Three Steps, describes the scene in which the demon king
Bali is overcome by Vi.~f,lu as the Dwarf and confined to the
Underworld.M.R.Kavi suggested it was by Bhasa (Krishna­
nlachariar p. 568). The story is the one that we have supposed
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to" have been the subject of a play mentioned by Patanjali,
along with one on KaI!1sa [658]. EaB after performing a
horse sacrifice proudly offers gifts to all, including a boon to
the Dwarf, who asks for as much territory as he can cover in
three steps. A minister points out that the Dwarf is Vi~J;lU,

but Bali remains finn until the God reveals his power and
hurls the demons down below the Earth, whence BaIi cannot
escape. In the argument with his minister BaU hopes to gain by
magnanimously giving the Earth (only):

Misfortune enters him who says "Give!"
she comes to him who says "There isn't" too;
Therefore I am giving the Earth to Vj~t:lU :
let Fortune resort only to me and Misfortune enter

him!

1075. .The whole piece is like a mere prologue, only the
producer and one actress (specified as his beloved, or wife, it
"perhaps regularly being the case that the producer and the
leading actress in his company were husband and wife) appearing
and a.dialogue ensuing: the producer shows his wife a painting
·of the scene and then describes to her the events depicted.
Probably the piece is an old street play vithi, since it is a dialogue
"between two actors only P22]. In fact the producer himself
relates,. and possibly enacts, the whole story. He first invites
his lady to look at a 'third' painting, whilst at the end she asks
"him to show her another. Thus it appears that this Three
Steps was one of a series of such scenes, perhaps on the incarna~

1ions or introductions avataras of Vi~l}.u into the'Vorld. There
'is no scope in this short piece for the 'limbs' or rhetoriCal devices
which theory names after the street play, nor for humour,
nevertheless the little we know of the vithi type suggests that it
-could be very varied in content. There is really nothing to
indicate that this play was written by Bhasa except that it is a
very old play, in simple style,. preserved in Kerala along with
·other plays now ascribed to him; moreover the fact. that it
-celebrates an incarnation ofVi~l).uharmonises with the tendency
'Of the other plays, though it is hardly a positive indication of
:authorship. In the Speech of the Envoy (verse 7) there is a
description of a painting supposed to be brought on the stage.
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The Three Steps is named and quoted from in the Abhijiiiina­
siikuntalacarcii (pp. l2f., 25).

1076. About equally short is the Damaka, which concerns',
KarlJ.a and has been found in association with the play on that
hero ascribed to Bhasa. M.R. Kavi thought this too might be­
by Bhasa (Krishnamachariar p. 568). Since Damaka, the­
friend of Kar1).a, appears in a major role as jester, the play
has been taken as a comic episode and classed as comedy praha­
sana. N everthe1ess the basic story is the serious one of hO'V'
Karz:1a went to the hermitage of Rama of the Axe and secured
instruction in weapons by concealing the fact that he was of the­
aristocratic (warrior, k~atri)'a) class (Rama of the Axe being a
brahman well known as hating all aristocrats). Discovering­
the truth afterwards, Rarna of the Axe utters a curse that KarI)ia's.
weapons may fail him in time of need (which of course happens.
in the Bharata Battle, after the scene presented in KarlJ.a's
Task). The piece could be classed as a heroic play, or else'
under one of the secondary types (as prek~a~2aka [351]) or nrtyas
(as piirijiitaka [355]). The style is again such as might be
ascribed to Bhasa, but it has several verses and phrases appa-·
rently lifted from other kaV)Jas, including the Impoverished
Carudatta, suggesting a kind of pastiche ..

, 1077. VVe may disregard the suggestion that the three
plays usually accepted as Haqa's (+ 7), on the evidence of
their manuscripts, are Bhasa's, which seems totally improbable
stylistically. This leaves us finally with the Kira1Javali (Krishna­
machariar p. 554), which has been described as a nii/ika,.
though there is a reference to a play of that name with nine­
acts (which of course could be a different "vork). As it does
not seem to have been printed yet, and even its existence has
been doubted, we must await further reports.

1078. Besides all these plays,. Krishnamachariar notes:
(pp. 553f. of his History) a tradition which would ascribe to­

Bhasa a lyric poem. This tradition is reported as from the­
+12 critic Hemacandra, though the quotation given cannot be­
found in his extant works. I t is not supported, though not
contradicted, by the manuscripts of the lyric. The poem is.
called the Broken Pot Ghatakarpara and its author likewise is.
most widely known as Broken Pot, which is recorded to have
been his nickname. As great a critic as Abhinavagupta (c~
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+ 1000), in his commentary on the poem, accep ted a tradi tion
that Kalidasa was the author, but this seems stylistically impro­
bable. A great many anonymous works have been ascribed
to KaJidasa as a legendary great poet, especially when strange
stories were handed down about them. The tradition said
to be from Hemacandra is that formerly Bhasa was extremely
poor. He had vowed to fetch water only in a broken pot and
did not forget his former state even after becoming successful
and getting to the top. Other poets could not tolerate ;his vow
and ridiculed him, nicknaming him Broken Pot. This former
poverty of Bhasa is also recorded in a verse quoted as Raja­
sekhara's, c. +900 (Krishnamachariar p. 554). Now in the
last verse of the poem itself the author swears that if any poet
can surpass him in rhyming he will fetch ,vater for him. in a
broken pot. This verse could very well be the basis of the entire
story of the poet's humble origin as well as of his nickname.
However, the tradition does,. whether as .mere conjecture or for
good reason, give Bhasa as the real name of the author. The
poem is generally agreed to be ancient and its style, in so far
as we can compare such a lyric with the dramas, seems to offer
nothing against its being by Bhasa. ''Ve may consider it here
as a work probably of this period and possibly by Bhasa. The
use of rhymeyamaka and of rare words to achieve it does not go
against a date in this period, since we have met with rhymes
in the lyrics of Chapter XVII. Otherwise the style is simple
and the metres also, though varied, are the earlier and simpler
kinds of fixed metre.

1079. The Broken Pot is an example of the rhymed poem
as a distinct type, since every line of it ends in a rhyme, a feature
not usual in Sanskrit verse. As the rhyming syllables embrace
whole words and more, the effect is complex, requiring syste.
matic ambiguity of the cadences of lines. This short poem of
a little over twenty lines therefore counts, as its author claimed,
as a tour de force: it is a citrakiiv)Ja [411], not pure lyric. In
fact later poets have far surpassed the Broken Pot in rhyming:
in the length of their works, the intricacy of their rhyming
patterns and the proportion of each line embraced in the rhyme;
this is further confirmation of early date.

1080. As a lyric, the Broken Pot is an early example of
a poem on the subject of separated lovers. A ,,,,oman ,i\,hose



332 INDIAN KAVYA LITERATURE

husband is away from home on a journey is described as tor­
mented by love and is herself made to utter her feelings. Her
loneliness is increased by the onset of the rainy season, which,
as we noted in connection with the Seven Hundred, has always
been regarded by Indian poets as the time when the desires of
lovers ar~ at their highest pitch [804]. All the phenomena
of nature then- conspire to enhance the anguish at the absence
of the lover. After the prostrating heat of summer the rains
are cool and refreshing, the birds respond with their poignant
cries, the rain and the thunder and lightning impel everyone to
seek shelter-.and what shelter more natural than a lover's
arms? The sounds of the season, the aroma of the refreshed
earth, the typical flowers of the season, the cessation of much
human activity and drowning out of human noises by the
h,eavy rain: all remind the lonely woman of the same romantic
season i.n the past when she was happy in union with her lover,
at the same time as they excite her sensibilities.

1081. In this poem the lonely woman talks to the clouds
which have brought the rain, blames them for having comeat
the wrong time, then asks them to tell her lover to return home
quickly, pointing out to him that the wild geese are not yet on
their way to Lake Manasa and the cataka bird (supposed by
poets to live on raindrops) is thirsty in anticipa~ion of the rains
(i.e. there is still time). But the rains have really come. Her
tears flow like the rising ('muddied') rivers through the groves
of flowering kutaja shrubs:

In the groves of flowering kutajas,
on the impatient faces of women without their lovers,
The muddied river water . flows :
-why do you not regard poor me? (8)

She points out to a girl friend that the ~roads are now impassable
after the heavy rain, whilst the arrows of Love are sharper;
the woods with their flowers, scents and breezes invite love~

making, she can no longer bear the sight of the flowers which
mock her-she names various kinds, each affecting her more
than the last-and must surely die suddenl y. The bee kisses
the white jasmine in spite of the raindrops that fall' on him,
making him laugh :

I
I
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Beautiful with white flowers
which cause laughter through the raindrops which fall

heavily from them,
The jasmine creeper is kissed by the bee
aware that it is time for the honey. (14)

Only the memory of her lover's good qualities keeps her alive.
1082. A dialogue on policy niti, between a Boar and a

Lion, consisting of twentyone verses and called the Essence of
Policy.N'itisara, is also ascribed to Ghatakarpara.



CHAPTER XIX

'DRAMA : BHASA'S CONTEMPORARIES, ESPECIALLY
:BODHAYANA, VARARUCI, ISVARADATTA (COMEDY

AND SATIRICAL MONOLOGUE)

1083. We"possess a few other early dramas generally
similar in style to those ascribed to Bhasa, whose authors are
"known from the manuscript tradition but concerning whose
·dates we have no 'evidence except their style and an occasional
reference to current philosophical ideas. As they seem to be
not far removed from the Bhasa col1ection in time, either earlier
-or later, we may review them here in order to complete our
"survey of what is known of the ancient theatre in the period
before 8iidraka,. who appears to have inaugurated a new phase.

'Taken together, the plays of Bhasa and his approximate con-
temporaries, with whom we might also associate Asvagho~a,

presumed to be a century and a half earlier, bring us a respec­
table repertory representing this period. We may add a few
,touches to. this picture by gleaning some information about plays
not now available to us, to which we have references, which
probably formed part of the same repertory or in part were
time honoured pieces inherited from the early traditions of the

.actors. The ,N'iifyasastra as we ,now have it was probably no't
finally codified until the end of this period, and should there­
fore be related to it as summing up the ideals and aims of
the theatre at this time. In general we may chara~terise the
repertory of this period, as distinguished from the phase
which folIqwed it, as essentially of the theatre, of' the stage.
"The plays are short, the action is rapid, the language clear
,and not burdened with literary as opposed to dramatic effects,
the aesthetic experience is produced by action and events and
not by description. Lyric poetry is rare and the theatre is

"permeated by the sense of being close to the epic, to Tradi­
tion, from which indeed its main stream seems to have flowed.
Bhasa is of course the supreme representative of the, drama
"~based on Tradition, though he wrote fictions as well.

1084. The more purely secular stream in this period IS
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represented, apart from these fictions, by one comedy prahasana­
'we discount the Diimaka mentioned at the end of the last chap­
ter-and two satirical monologues b1zib;as.

1085. The Master-Mistress, Bhagavadajiukiya or Bhagf1­
;vadajJuka, is a comedy, in one relatively long act, by Bodhayana.
'There is no evidence whether this Bodhayana was anything
to de with the Bodhayana known as the author of a Vrtti on the
MimliYflsii Slltra, probably to be dated in the early +3. The
.printed, rather recent (c. +1600, by a pupil of NarayaI)a),
,commentary on the Master-Mistress' appears to assume that
the author was the philosopher, and chronologically the identi­
Jication is easy, but this seems no more than a conjecture (suited
to the rather special aims of this commentator) and the name is
bardly a unique or even personal one, being presumably a fonn
,of the clan name Baudhayana (i.e. the form it would have in
the vernacular language). The style and technique of the play
,are similar to Bhasa's. Referring to the Sarpkhya philosophy,.
.a character in the play quotes, as does Asvagho~a, from the old
.system of Var~aga:l)ya (probably -2; see ]ohnston, Early S(iln­
.kh.:JJa,. 9,. 25,. 35, 82 f., etc. ), not from the system later popularised
.as 'classical' Sarpkhya, which originated ~n the +3 ($a$/itanlra).
In the prologue the producer refers to a theory of the types of
·drama different from that standardised in the present Natya­
.siistra. According to Bodhayana the nil/aka ('play', history) and
.fiction are the basic types and ten other main typ,es are derived
from these (the eight of the standard theory plus the uiira [347]
.and sallapa [346], 'turn' or 'series' and 'dispute' or 'contention').
"These non-standard references agree with the date indicated
.by the style tliough they are not conclusive proof for it. The
purpose of the reference to dramatic theory is simply to say that
.among all these types the comic aesthetic experience is the hest,
therefore a comedy ought to be performed.

108,6. The humour of this play depends Qn an absurd
,situation and its satire is directed primarily at vanity (later
Indian comedies usually ridicule primarily hypocrisy, which
is in evidence here only as a secondary feature, mostly in the
.character of the jester). The 'Master' Bhagavant, a brahman
'wanderer', is actually a genuine yogin (not the stock impostor
.oflater comedy), whose weakness is that in displaying his powers
he forgets his own rule of proceeding carefully in this dangerous
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world (verse 4). He also appears ridiculous in being fussy
about who touches him though he has 'himself entered the body
of a helot girl. The Master yogin appears with his student, a.

stupid brahman who rejoices in the venerable name of SaI).c:;lilya.
Salp;Hlya in the Upan i5ads is the originator of the momentous:
doctrine of the identity of the litman, soul, with brahman. This
aged 'student', unable to make a living in any other way, has
tried the different schools ofwanderers: he had become a Buddhist
monk 'in the hope of a punctual ,breakfast, but left the Commu­
nity in disgust on find~ng they have~ o~ly on~ meal a day; he
is novy studying yoga. Though SaI).Qdya, hke many others,.
is in the ascetic business simply for the sake of a livelihood, he
is not a bad character, rather an 'everyman'. In this play he
is\the jestervidiiJaka, and he is always hungry, very timid whilst
very friendly an.d ov~r-f~mili~r with his master, like the u~ual
jester or fool WIth hIS kmg III other types of play. SaI).~hlya
discusses philosophy and the techniques ofyoga with his Master
but is hopelessly mixed up, for which he excuses himself by saying
he is hungry and can think only of food.

1087. Breakfast' is possibly the objective kiirya in this
play, though deferred till the evening when the student can at
last return with his Master from the day's unexpectedly practical
and prolonged lesson. Or is it the accomplishment of the lesson,
the demonstration of the advantages (?) ofyoga ? This is sugges­
ted by the Prologue, where the Producer proposes to teach the
jester comedy. Meanwhile the Master and his student wander
into a park, where the 'Mistress' ajjuka (respectful address to a
geisha) with two maids awaits her lover. She sends one maid,.
Little Bee, to look for him. Sa:t;lQilya is now much more interes­
ted in the girl than in yoga , or even food, but'suddenly she is
bitten by a snake and dies. An Officer of Death has arranged
this in accordance with his instructions to collect her soul; now
due to enter the next world.

1088. The other maid,. Little Cuckoo, runs off to find the
girl's mother. Seizing the opportunity for a practical demons-
tration of his yogie accomplishments, the Master projects his /..1

1

(,

soul and enters into the dead body, reanimating it. The Mis- .. 1

tress gets up and speaks to the terrified 8ar;H;lilya, who now sees
. his teacher apparently dead. The maids return with the lament­

ing mother and the lover Ramilaka, the latter apparently a
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~! nagaraka [27] fetched from his 'Circle' gO$/hi. They ar'e baffled
I at the girl's strange behayiour: she refuses to be embraced by her
I mother and abuses her; the lover touches her dress but is angrily
I' rejected. They attribute her peculiar actions to the e:f£ects of

.the snake bite and the mother sends a maid for a doctor while the
lover tF~es to soothe her.. The doctor arrives and begins his
treatment with some magic, but. his patient calls him a fool.
Urged on by the an~ious lover, the doctor continues his. a.bsurd
efforts. At this point the Officer of Death returns, finding he
has made a mistake: the victim should have been another girl
of the same na;me ('Vasantasena', probably a stock nafl;i~ .for a

. ·geisha). Unable now to rectify the mistake, since he finds the
girl's body already occupied, he does the next hest th~hg and
deposits her soul in the vacant body of the Ma.ster, who is thus

. disastrously trapped in her body.
1089. The Master, .that is his body, now jumps up, again

terrifying Sal,lc;lilya, and at once asks for the lover. ~al).<;lilya
rernonstrat~s with him, saying he is not the Master, nor the
Mistress, but the. 'Master-Mistress'. Nevertheless the 1\1ast~r
persists most improperly in trying to embrace the lover, to
everyone's consternation, especially the horrified SaQ<j.ilya's.
The uproar increases as the Master tries to embrace her maid
and greet her mother arid cannot' understand their sudden
estrangement. The doctor and his patient meanwhile' are
arguing about medicine, of which the former evidently knows
very little and after a heated ~~change retires discomfited.
Finally the Officer of Death returns again to restore order and
invites the beleaguered Master to release the Mistress's body,
which he is by now very willing to do. The souls are switched
back and the. Master leads his appalled student home, putting
off explanations till later.

1090. Someextra'cts will show the manner of this comedy
better than any discussion. First, after the girl has fallen down
dead from the snakebite. (Achan pp. 69-71;. Vetiiri pp. 22-3;
our translation does not exactly follow eitheredit~bnbut collates
both) :

MAID. Alas, Mistress!
SA~DILYA. Master!: This· geisha .girl is abandoning

her life! ... ' " .

"
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vYANDERER. Fool 1 Life is the dearest thing to living
beings. You should say: 'The body is being abandoned
by the life'.

SA1'1l)ILYA. U gh! Go away ! Pitiless! Devoid of
affection ! Hard heart! Depraved intelligence 1Broken
character! Cruel and faithless! Shaved in vain!

WANDERER. "Yhat do you mean?
SAr:JJ;lILYA. I am going to complete your hundred and

eight names.
WANDERER. By all means.
SAJ~rDILYA. Sir! Master! I am unhappy!
WANDERER. What for?
SAl'Sl)ILYA. She is our kinswoman.
WANDERER. How can she be our kinswoman?
SAIYl;:>ILYA. She too is like one who has left the world

and has no affection for anyone.

·if

1091. After the maid brings the Doctor (Achan pp.
83~93; Vetiiri pp. 28-33) :

DOCTOR. It must have been a big snake which injured
her.

MAID. How do you know, sir?
DOCTOR. By its making a big change in her. Bring all
the instruments so that I can begin the treatment of poison.
[Sits down and draws a circle]. 0 coiling one going crooked!
Enter the circle! 0 son of Vasuki ! Stop! Stop! Shoo!
Shoo !-Just let me do a head incision-where's the axe ?­
GEISHA. Fool of a doctor! That's enough exertion now 1
DOCTOR. Oh! There's bile too I I'll destroy your bile,
wind and phlegm !
RAMILAKA. Make the attempt-we shall not be
ungrateful !
DOCTOR.-I'm fetchin$ the charming tablets, the snake
medicine. [Exit.
Then enter the Officer of Death.
OFFICER OF DEATH. Woe! I am rebuked by Death:

'This is not that Vasantasena !
-take her back a t once !
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It's that other Vasantasena
whose life is expended-fetch her here!' (30)
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-B~fore her body is taken to its meeting with the fire I
must make her alive-[Looking at her] Oh t She has got
up! VVoe! How's this?

Her soul is in my hand,
but this lovely woman has got up !
It's the greatest wonder in the world!
never seen before on Earth! (31 )

IObserving all round] Ah! His lordship the yogin \A/anderer
is playing about! '!\That can I do now? Very well, I see.
r will deposit this Geisha's soul in the VVanderer's body and
when my work is finished I will -do what is proper. [Doing
so]

This woman's life is set
in the brahman's body:
_.Generally they change.
according to the soul, according to its character. (32)

:[Exit.

'NANDERER [getting up1 Little Cudwo! Little Cuckoo!
.sAJ)J~ILYA. Oooo! The Master has returned to life!
Ugh ! I suppose those doomed to unhappiness do not die!
WANDERER. Wherever is R~milaka?

RAMILAKA. Master! I am here.
SA:r~n;)ILYA. Master! vVhat's this? Your left hand, which
was accustomed to holding the waterpot, seems to me as if
loaded with shell bracelets!
WANDERER. Ramilaka! Embrace me !
.SA~:OILYA. You go and embrace a ki']2suka tree!
WANDERER. Ramilaka! I'm drunk!
SA~:OILYA. No! No! You're mad!
RAMILAKA. Master! This talk is contrary to your station
in life!
WANDERER. I'm gOIng to have a drink.
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SAl'SQILYA. Go and drink poison ! Very well) I will find
out on the authority of the joke: this is not the Master.
Nor is it the Mistress. Therefore the Master-Mistress has
happened!
WANDERER. Little Cuckoo! Little Cuckoo! Embrace

me!
MAID. Go away!
MOTHER. Daughter! Vasantasena!
WANDERER. Here I am, mother! Hallo!
MOTHER. Master! What's this?
WANDERER. Mother! Don't you recognise me ? Rami­
laka! You are late today !
RAMILAKA. Master! I am not a servant!
The Doctor enters.
DOCTOR. I've got eight tablets and some herbs.-Every
moment she will live or she will die! [Approaching] 'Wated
Water !-..
MAID. Here's the water.
DOCTOR. Let me rub in a tablet. Oooo! She's not
bitten ! She's possessed!
GEISHA. Fool of a doctor! Grown old in vain! You
don't oven know when living beings are dead! Tell me ;
which kind of snake was she killed by?
DOCTOR. What's so strange in this case?
GEISHA. The science.
DOCTOR. There are a thousand sciences!
GEISHA. Well, tell me about medical science.
DOCTOR. Listen, lady :

The windy and the bilious
and the phleg-phleg-.·

-Oooo! My book I My book 1­
SAhTl)ILYA.Ah! Just like a doctor! He's forgotten
at the first word I Very well, he's my friend I -'.He's.
got the book.
DOCTOR. Listen, lady :

J .

The windy and the bilious
and the phlegmatic are the" big' poisons;



,GEISHA. That's an incorrect form. It should be
'They are three snakes'. ,tt' is neuter.
DOCTOR. Oooo! She must have been bitten by a
grammatical snake! _

1092. The Indian:critics have generally neglected comedy,
:presumably seeing it as a minor and episodic form offering
)imited scope for analysis and few quotable verses. The Pallava
.emperor Mahendravarman (+7), himself the author ofa comedy,

, 'names the Master-Mistress in an "unfortunately badly damaged
,inscription (Mamandoor; see Krishnamachariar p.t48, Epigra­
.phia lndica IV 152, etc.). We gather from this only that the
work was well known in his day. AmQng the actual critical

"writers whose works we possess, Sagaranandin (2903) na~es the
,Master-Mistress as an example of a 'mixed' comedy, since it
,contains a geisha. His other type of comedy, the 'pure', con-
taiJ:l.s simply the basic laughing stock of wanderers, ascetics,
brahmans, "etc.

1093. The +14 dramatist Sukumara, in the Prologue
to his Rama play Raghuviracarita (Trivandrum MS), includes
Bodhayana among his chosen few exemplary writers:
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It's three snakes--
no fourth is found. (33 )
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Those who haVe made ear ornaments from the flower
buds of Bodhayana's sentences,

whose throats are ornamented by what BilhaQa has well
said as their chief necklace,.

Who have tasted the delieiouswords of Murari, the
only sweetness on the Earth;

they alone are contented wi th our words as new braids
of ambrosia.

('braid' ve~i is used metaphorically for 'stream', but,. since amb­
" rosia is supposed to arise from the Moon, Sukumara may also
. have intended a hidden comparison of the faces of his apprecia­
,tive audience with the Moon). ".

1094. In the Andhra edition of Shigabhiipala's Rasii'l1).a­

'vQ-sudhiikara (+ 14) we find a different definition of 'pure' a"nd
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'mixed' comedies, together with the 'transformed' as a third type
[pp. 228-9]. Here the Master-Mistress is said to be 'pure'"
because the mixed should have all the limbs of the street play
[325-6], as well as a rogue dlzurta. This is not found in the Tri­
vandrum edition (p. 297) and the manuscripts will have to be
re-examined in case there is some confusion. However, we can
say that the Master-Mistress hardly shows all the kinds of 'limb"
evolved for the street play, though there are exchanges of 'outwit­
ting'adhibala betw~en the Master and Sal)lc;lilya. Nor, probably,.
should any of the characters be classed as a 'rogue' : the Doctor·
is the nearest, but he is portrayed as a simple charlatan whilst
a rogue would be clever and deceitful. On the other hand
Singabhfipala describes ten special 'limbs' of comedy (Trivan­
drum edition pp. 290ff.), which do not seem to be found in any
earlier critic. This writer in fact .devotes more space than any
other to the comedy.. After remarking that a comedy should
resemble a s'atirical monologue in its subject matter, in having
(only two) 'conjunctions, (one) act, in using the limbs of the
lasya [363] and the (eloquent) mode, whilst having the comic
aesthetic experience predominating, he elaborates these limbs

. of comedy with illustrations. One may note in passing that
application of the lasya limbs, which might seem unexpected
here, could be found. in the Master-Mistress particularly where
the actress taking the Geisha ..part has to impersonate having
the soul of the Wanderer, and vice versa.

1095. Though Singabhiipala illustrates his limbs of
comedy from another comedy, the Anandakosa, most of them can
probably be seen in the Master,.Mistress too. Thus 'parallelism'·
avalagita in Siilgabhtlpala's sense, involving degrading behaviour
unsuitable for the assumed station in life, is shown in Sal}.Qilya's
behaviour or, of course, in that of the Wanderer when ensouled
by the Geisha. 'Transaction' vyavaharamight be seen where the
Wanderer (in the Geisha) teases the Doctor about his science.
The logical 'application' upapatti may be seen i~ SaQ.Qilya's.
use of the joke as an epistemological authori ty pramar,za or means.
of knowledge, in the excerpt which we have translated above.
'Fear' bhaya is shown by Sat;lQ.ilya when he imagines there is a
tiger in the park as he and his Master enter. Singabhiipala
perhaps intends the more comic effect of groundless fear as this
'limb',. not the emotion in general. There is plenty of 'untruth~



anrta in Siil).<;Jilya's speeches and several cases of 'confusion'
vibhriinti of one thing with another. 'Stammering' gadgadaviic is
eX'emplified by the Doctor unable. to remember his text and .there
are several instances of incoherent 'chatter' praliipa, as when
SaI).qilya tries to expound the principles of Buddhism. If we
could find the remaining two limbs as well, which is mainly a
matter of how broad Singabhupala intended them to be, then
we might conclude that the Master~Mistress is a very typical
example ofcomic action as understood by this critic, or even that
whoever first described these 'limbs' had this comedy very much
in mind. These two are 'jumping in' avaskanda (of several
characters from different standpoints but all with fallacious
arguments) and 'frustration' vipralambha, here rather 'deception'
as when pretending to be possessed by a spirit [1168-70] .

1096. Bahurupamisra refers to the Master-Mistress
(Krishnamachariar p.747-on Ill. 54 fr., he calls it 'mixed').
Various commentaries and worl\:s on the production of plays tu
Malayalam and Sanskr~t, handed down in the surviving Kerala
tradition of the classical theatre, discuss and explain the produc­
tion of the Master-Mistress. Some notes from these will be
found in Kunjunni Raja's 'Kiitiyaitam... ' The Kramadfpikii
on the production of this play (p. 30) describes a procedure
which occupies thirty five nights, though only the last three of
these present the play proper. It appears that in the recent
Kerala practic~ three nights is the normal time required to
perform one act of a play, or a one act play. The preliminaries
include more than seven nights' discussion by the jester of the
doctrines of the various schools of wanderers,. such as the Loka­
yata and Buddhism. Kunjunni Raja a;lso refers to the Mala­
ya.lam version presented with the play in Kerala, for the benefit
of audiences who cannot follow the Sanskrit and Prakrit (the
jester speaksSauraseni in the original). The Malayalam
speeches are generally far longer than the originals, adding
explanations and further discussions. According to Kunjunni
Raja (p. 40) the printed Sanskrit commentary has followed this
MalayalaJI? version in its own explanations of the original text.
The version also notes the musical modes riigas to which some of
the verses of the original are sung (p. 39). Kunjunni Raja
further quotes from an unprintedmanuscripta number of addi­
tional Sanskrit, and one Prakrit, verses used in the production
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of the play as theme dhruva songs [306J for the entrance of the
jester Saf.l.9ilya (pp. 26-7). . Some of these suggest the Vedantic
interpretation of the play which is elaborated in the printed
Sanskrit commentary.

1097. The description which Kunjunni Raja gives of the
appearance of the jester on the Kerala stage probably can be
applied to Siil).Qilya in this play. He gives a reference to Damo~
daragupta's Kuttanimata (65), written in Kasmira in the +8,
for a parallel description, suggesting that this Kerala practice
is fairly faithful to the classical tradition:

Rice flour is smeared roughly over his face, chest and arms;
over that red marks are made on the forehead, nose,
cheeks, chin, chest and arms. The eyes are smeared over
thickly with collyrium [black antimony-AK'V], even over
the eyelids extending on either side as far as the ears,
Prominent moustache is made, one side raised up and the
other side hanging down. I-Ie has a kakapada [crow's foot]
tuft of hair; but he wears a kind of head-dress. On one ear
he has a red garland made of teeci flowers, and on the other
ear a roll of betel leaves, reminding one of the descrip­
tion of Bhattaputra in the Kuttanimata : ekasmin dalavitakam
aparasmin sfsapatraka1Jl kar~2e. The dress is also ludicrous;
the portion covering the hips is made very thick and bulg­
ing. Besides the sacred thread, he has an upper garment
uttariya which is spread out, but kept rolled up. He acts
as if he has in his mouth something to eat and is chewing
it now and then. Playing with the sacred thread is a
frequent occupation of the hands. Others [occupations
of the hands] are: to arrange the tuft of hair and tie it;
to take the uttariya, fold it and squeeze it to remove water
out of it, and use it as a fan all over the body. He nor­
mally speaks in the indala svara," bu t Cha"llges the tone to
suit the context. He has a stick with him; he can keep it
on his lap while he is sitting ('Kutiyattam... ' pp. 41-2).

It is not clear whether the Kiltiyattakrama referred to by Achan
in the Introduction to his edition of the play (p. xvii) is the
s-ame as any of the texts referred to by Kunjunni Raja. Achan
dates it not later than the +12 on the grounds of the archaic"
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Malayalam language. It includes an explanation of the acting
·of the Master-Mistress.

U198. The author of the printed commentary Dilimiilra­
,darSini given in Achan's edition bore the same name Narayat;la
as his famous teacher, who was the writer of the great lyric
.Niiriiym}fya and numerous campus intended to be performed by
jesters [434J. The pupil's name appears only in another of his
·commentaries, the Bhiiviirthadipikii on Bhavabhuti's Uttarar1ima~

.carita (see Kunjunni Raja, The Contribution if Kerala to Sanskrit
Literature, p. 149, this commentary seems not to have been printed
yet). The hidden meaning of the play, according to the Dil~mii"

.tradarSini, is to show how SaI;l(;EIya is instructed in the nature of
the brahman as taught in the Veda and so led on the way towards
the liberation of his soul. In other words an allegorical inter­
pretation is proposed (see particularly pp. 2-3 of the commen­
tary). AH SaI,lc;l.ilya's errors and vices are due to his state of
ignorant involvement in transmigration and consequent unhap­
piness (hunger, etc.). This aspect of the play, his joining the
wanderers simply for the sake of food and with no desire for
;any kind of virtue dharma, is the 'external', apparent meaning.
The supposed real quest of the jester for liberation, his instruc­
tion by his Master, is the 'internal', hidden and allegorical,
meaning. The internal meaning is thus frequently in absolute
-contradiction to the external meaning, a fact which would make
this interpretation seem all the more convincing to Vedantins
l101ding that the external world is illusory, false. Elsewhere the
.allegory is simpler. Thus when Sal).<;lilya is afraid to enter the
park because his mother had once fold him there was a tiger
there, his cowardice, typical of the jester character, and asking
the Master to go first, is the external meaning. The corrcspond­
jng internal meaning is that the beauties of the park are danger­
·ous because they excite the emotion of love and attachment to
the objects of the senses, disastrous obstacles to the wandering
Jifein quest.of liberation. The meeting with the Geisha natu­
Tally seems to bear out this interpretation. Rather different
.and completely anachronistic is the explanation (p. 55) of the
·climax of the drama, the entryofthe)!ogin into-the body of the
·Geisha,· along the lines of tantr.ic yoga.

1099. According to this commentator '(po 56) the action'
.of the Master-Mistress takes place in Pataliputra. This, how-'
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ever, is impossible, since the Officer of Death in describing his
way to the South from the scene mentions that he crosses the
Ganges. Pataliputra is on the South side of the Ganges and it is'
presumably only ignorance of North -Indian geography, on the
part of a Southern commentator,. which led to this supposition ..
Ifwe accept the +1 to +3 ~s the probable period of this play"
then we may conjecture that any city North of the Ganges which
flourished at that time may have been the scene intended. It
may also have been the place where the play was written, since­
comic and satirical literature in India tends to be local in refe-­
rence. At that period most of Northern India was ruled by the'
Ku~aI).as and their Saka vassals: there were Saka k~ratrapas at
Varal).asl and Vaisali, at whose courts the play might have been
produced (the Producer in the Prologue refers to his having'
been directed to produce a play at court).

1100. At least two other commentaries on the Master-­
Mistress are extant but do not appear to have been printed
as yet.

1101. The first satirical monologue, which is probably
the earliest Indian play now available intact, is the Both Go to,
Meet, Ubhayiibhisiirikii (more freely Both Give 'Nay), attributed
to a Vararuci. In Chapter XIII we have discussed the little
evidence available concerning the work of a poet Vararuci.
who lived about the -3 and may have been identical with the­
grammarian of that date [649]. \tVe noted also that, besides
the mere mention by PatafijaIi of this ancient Vararuci as the
author of a kiivya, there are much later references to or quota-·
tions from two kiil.!Yas by 'Vararuci' : the Ka1}thiibhara~za, which
has been conjectured to have been a citrakiivya, and the Ciirumatf,_
probably a novel (othe'rwise a· biography, but one quotation
suggests fiction). These references are of c. +900 or later and
the quotations are hardly enough to decide whether the work in
question would be of the -3 or much later. There are also­
some other verses in anthologies ascribed to 'Vararuci' [651] ..
Among these, Subhii~itlivali 1103 is surely by the author of Both.
Go to Meet, being in the same unusual bhujarrzgavi,J!rrzbhita metre­
of 26 syllables in each line as the first verse in the satirical mono-·
logue. What seems certain is that the Both Go to Meet cannot
be as early as the - 3, since it mentions the Vaise~ikaphilosophy
and its categories, which probably were not fully elaborated.
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before the - I. Beyond this we have only the internal evidence
of style and the small scale of the piece when compared',vith the
other satirical monologues available. Thus we find repetitions
of expressions, which later writers might avoid. The other
early monologues are also ofuncertain date, one being bySiidraka
[1218] and another by an unknown writer conjectured to have
been a contemporary of Bhasa [1115].

1102. The best estimate possible for this Vararuci's date,
therefore, is between the - 1 and the +2. His work may repre­
sent a period when the. Vaise~ika philosophy had just become
well known, perhaps after Asvagho~a but still in the + 1. The
scene of Both Go to Meet is laid in Pataliputra and this may
well have been the city where it was written, as a satire on the
manners of its day. There is a reference to the king ruling
there, but it does not give the kind of imperial titles one might
expect of a ruler of one of the major dynasties. This would suit
the period .indicated: after the Satavahana conquest in the -1,
which presumably left such vassal rulers as Brhaspatimitra in
Magadha, we have a Saka conquest resulting in a line of rulers
known as the MurUl;J.<;las (muru1Jifa means 'king' in the Saka
language), who became vassals of the Ku~af.l:as probably in the
time of Kani~ka [835].

1103. After the opening henediction, the producer enters·
and recites a verse wishing that the audience may be successful
lovers,. causing jealousy in beautiful women to whom they are
not sufficiently faithful. He is interrupted, before he can an­
nounce the play, by the entrance of the parasite vita in low spirits
because, just at the height of spring, he has to perform an errand
for a patron instead of indulging his own inclinations. A
merchant's son has commissioned him to conciliate his angry
mistress, offended because he praised an actress at a public
performance. The parasite has already delayed, being stopped
by his distrustful wife, and now he runs into a series of acquain~

tance~,which further impedes his progress and gives us a delight~

ful series of pictures of wickedness, intrigue, hypocrisy and folly
in a great city.

1104. First he meets Anangadatta, obviously on her way
home after having enjoyed a bout of lovemaking. Clearly she
has not slept (the time is morning), l1er ornaments are in disorder
and her lips bear the marks of love bites. The parasite takes
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this encounter as a portent of success in his errand. Anangadatta
passes by, disregarding him, but turns round as he is about to
speak, saying she had not recognised him (no doubt she had
hoped not to be recognised herself). 'He compliments her on
her eyident success and she tells him she is returning from the
house of the son of some bureaucrat. The parasite remarks
that this son is no longer wealthy and so her mother will not be
pleased. The girJ-"smiIes, ashamed: she is in fact in love, infring­
.ing the conventions of h~r1otry. He 'promises to conciliate her
mother for her and continues on his way.

1105. He next meets Madhavasena, in great distress
'pecause her mother, in order to make money, has forced her to
,visit a very rich merchant's son, a 'modern Kubera (the God of
,Wealth [676] )'. He very well understands her predicament and
..comforts her, but starts to explain the science of her profession.
She cuts him short, as having just the same views as her mother,
,and goes off without saying goodbye.

1106. After this he meets a supposed Vai~e~ika ('Discri­
mination' School) nun, Vilasakam:u:.Iini, walking flirtatiously and
heavily scented. He is not acquainted, with-her, but, full of
:curiosity, he introduces himself, mentioning his name as Mr.
Vaisikacala (Mr. Steady Harlotry). She rebuffs him: we have
,no use for Steady Harlotry, though we might have for a Steady
VaiSe~ika·! He agrees she needs this, teasing her with the un­
.:steadin~ss of her eyes and languid appearance of her body :
'evidently her lover has been demonstrating her Discrimination in
:the topics of lovemaking. She is most annoyed and says that
'Such words are fitting for a'slave like himself (a p:arasite might
weU be sensitive to such an insult). '. He is not to be put down:
'her slaves are indeed fortunateand ofcourse a person like himself,
.'of no. merit, could not aspire to that position. She checks him
-again: .we are, not supposed to talk· to people oUtside the Six
Categories (School, i.e; VaiSe~ika), perhaps hinting that as -he
-is outside the'six cat,egories, which embrace the wholeofreality,
he is just nothing. to'· her. -He agrees this -is proper, for her body
is 'substance'; the 'qualities' are her beautiful 'appearance and
everything else lovely ·about her; the 'universal' "(common pro­
perty !) is her youthfulness; hers' are, the 'actions" praised by
'young men; 'combination' is desired by people with her, becaus-c
'she has' 'distinction" (vife;a, . the' particular). In other words

\



DRAMA': BHASA'S OONTltMPORARlES 349

\
I

1
i
I
I
I
;

'.J
i

).

all the six categories are found only in her. She laughs and
continues the punning: '1 know Sal11khya too: The soul
(this man) is stainless (unanointed, unkempt), without qualities
(without good qualities) and the subject. who has experiences
(a libertine)'.' He replies with a final pun: 'Well, I have no
answer (== Then there is no one superior to ro,e 1)', and takes
his leave saying he does not want to be an obstacle .to the love­
making of young people. This passage, from the point where
Vaisikacala introduces himself, is quoted byM~ R. Kavi (Ahhi-.
navabhiirati 11 pp., 349-50 ) to illustrate the chara,cteristic 'ambi~
guity' ak~arasal]1ghiita [186]. .

1107. Next, Vaisikacala encounters one of the 'mothers',_
in fact the grandmother~'it is implied, of Anailgadatta, namely
Ramasena" who is on her way to fetch back her daughter CaraI).a­
dasi (Anangadatta's mother) from a lover who has no money
left. This marvellous old lady is walking along with all the
smiles and flirtatious glances of a young woman. Having en­
joyed the pleasures of love herself and drunk up the substance
of those devoted to he-r qualities, causing rivalry and enmity
among young men, she is surely now on her way to milk her
daughter's lover.

1108. The parasite tries to avoid the next encounter, with
Sukumarika, one of the 'third g'ex' (Le. neuter) evidently very
iriauspicio'us for a parasite to meet. He flatters her with her
pretensions to buxom womanhood, with the intention of
escaping quickly. She claims to be returning from the King's
brother-in-law after a lovers' quarrel. We may note that having
brothers-in-law is traditionally a characteristic ofSaka kings and
probably was noticed by the people ruled by them as a promi­
nent and unpleasant' featur·e of a Saka court. This tends to
confirm that this satirical play was written in the time of the
MuruI).gas. We remember also fi'om Bhasa's Impoverished
Ciirudatta that' a bullying brother-in-law of a king would be
the least desirable of ,lovers' (and hardly easy to 'milk'). She
complains that this prince has been fooling with a m.aid, though
claiming that afterwards he forcibly m.ade love to her again,. yet
she enjoyed it and now that he has gone off again to the luaid she
wants the parasite to fetch him back. We have to take the
description by this retarde~ .girl of the way the prince put her
on the couch; and of her climax of :love- and -consequent fatigue;
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as entirely imaginary. Nevertheless the parasite expresses
·concern, deplores the aberration of the prince in abandoning
the 'festival of love', namely her special qualities-since she
,does not suffer from the inconveniences of being a woman,-and
promises to bring the haughty prince prostrate at her feet as soon
,as he has finished his present errand. He then quickly escapes.

1109. The next case is a merchant's SOll, Dhanamitra,
now appearing destitute. Though formerly a 'teacher ofvillains'
he has been so foolish as not merely to fall in love with a harlot
but to believe that she reciprocates his passion, blaming only
'her greedy mother for his present predicament. He has handed
over his whol~ inheritance to the girl, whereupon, on the pretext
·ofan excursion to bathe in the pool in Asoka Park, she has left him
there stripped to his bathing costume, the park gates closed, and
has then had the keepers pitch him out through a side dOOL
Thus a rich man is turned into a tramp, yet he persists in believ~

ing tha t the girl loves him but is unduly influenced by her mother.
'The parasite promises to help him and hurries on his way.

1110. The last encounter is with the actress Priyangusena,
about to perform in a musical play sa1'(lgitaka entitled Indra's

'Victory PurandaraviJ"qya. The performance will take place at the
King's palace and she has accepted a bet with another actress
that the play will be a success, that the acting will produce the
desired aesthetic experience in the audience. This is why she
has approached the parasite: to ask him to arrange the success
(presumably to mobilise a claque in the theatre). He says this
is quite unnecessary in her case: she herselfwill be the instrument
·of success. However,. as a matter of fact he has already been
solicited by Ramasena (apparently the same as the King's
brother~in-law) in this matter.. She looks elated at hearing
that her intrigue has produced the desired effect. After fJ.atter~

ing her that she need only appear with her graceful gestures, to
make the eyes and hearts of the people dance after her, without
bothering to dance, he takes his leave.

111'1. At last he approaches the house of his patron's
,mistress, but meets her maid. The maid reports that her mis-
tress was unable to hold out in her separation,. affected by the

'spring and eventually by hearing someone singing to the accom­
.paniment of a vi1)ii, that life is useless to those who do not conci­
Jiate those whom they love. She' had set out with the maid
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1 for the patron's house, but he too, his firmness softened by the
.spring, had not waited for the parasite to return (in fact the
:parasite hadn't started at that time!) and had set out for her
.house. Hence the title of this play. They met half way, by
the gate ofa vf1JO, teacher's house. As they stood there, both at a
.loss, the musician happened to come out. He invited them in
and they spent the rest of the night there. In the morning the
~mistress sent her maid to look for Vaisikacala. There is nothing
for him to do but follow the maid along and pay his compli~

.ments to the couple. They are extremely polite, returning his
,compliments by saying that their love, which had forestalled
him, was originally engendered through his efforts. He quickly
.takes his leave, and recites the final benediction to the audience.

1112. This summary of the content of a satirical mono­
.1ogue will perhaps make clearer than any comment the brilliance

. .

·ofVararuci's description of the follies of Pataliputra and of the
consummate social skill of the parasite. I t will also serve to
explain the way oflife of the parasite,. one of the principle stock
characters of the Indian theatre [30]..

1113. Besides the quotation illustrating ambiguity men­
tioned above, M. R. Kavi (Ablzinavablziirati Il p. 354) quotes

.from this play a verse from the Dhanamitra episode for the
,characteristic 'iUustration' nidarsana [187]:

The poison of snakes may gradually be neutralised by
the strength of great herbs,

it is possible to save oneself in the forest from a king
of elephants whose temples are bursting with rut,

Sometimes release is possible from the mouth ofa shark
in the waters of the great ocean,

never is one seen escaping after getting into the sub­
marine fire of the women of the geishas' quarter. (25).

1114. Like comedies, the satirical monologues are rarely
given much appreciation by the critics. A verse found at the
·end of some manuscripts of 8iidraka's Lotus Gift L1218J gives
the names of the authors of four satirical monologues: Vararuci,
lsvaradatta [IlI5J, Sudraka and Syiimilaka [1444J. 'These
Jour spoke satirical monologues, what power had Kiilidasa?'
1n other words this was something the great poet Kalidasa
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could not equal. Presumably, then, there were connoisseurs.
of this form who relished it above all kinds of literature and

'established this 'canon' of four classic works which fortunately
has been preserved for us. As a rule,. such monologues are
topical and ephemeral. There are scores of examples from the
last six centuries or so, since the form has continued very popular,.
few from earlier times and only these four to tell us something
ofPataliputra and, Ujjayini in Classical times. Among the later
composers of satirical monologues, the anonymous author of the
Vitanidra, The Parasite's Sleep (+14), written in Mahodaya
(Cochin); pays tribute to the four great classics of his form:

·May there b~ happiness for the four creators ofs,atirical
monologues,

who are Suns refreshing the lotus hea~its of all the.
intellige~t, ,

-For the ancient writers who possessed all aesthetic
experiences flowing in words rich in meanings,

who knew whole ~lties. .

-'

;

(Quoted by Schokker in his edition of the Padatatfitaka, p. 13;.
the Vitanidrii has no~ yet been printed.)

1115. The second satirical monologue is by the other­
wise unknown Isvaradatta. It· is ~most unlikely that he was
identical with· a usurper who temporarily ejected Rudr~siql.ha
I from UjjayinI: His play in fact is set in Pa~aliputra. As it
appears older than Siidraka'splay of the same type, however, it
may be supposed to be no lateT than the time of Bhasa and to­
have been written during the Murul).Qa regime in Magadha.
The play is en ti tied The Dialogue of the Rogue and the Parasi te
DhurtavitasarrlViida'.

1116. It is the rainy season, but a fine day. The para­
site Devilaka has time on his hands and wants to ·go' oUi:, so he
considers how to amuse himself. ,There are two possibilities:.
gambling and women~ As he has -already lost almost all his.
possessions in gambling he has no choice butto goto'thegeishas'
quarter.' On his way he praises the citY'of Pa:talipu~raas th~
best place in the worId with the best people:jn it.' 'There'are
other prosperous cities, but Pataliputra has uncommon qualities:
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Generous men are easy to find, the arts are highly este­
emed, the women have a wealth of amiability,

the rich are not intoxicated,educated men are not
enVIOUS,

All the people talk with learning, appreciate each
other's good qualities, are grateful,

ha !-it is possible even for the gods to abandon heaven
and find happiness in the city! (p. 4).

We may read this and his other remarks as a claim to sophistica­
tion on behalf of the old metropolis, a claim to know how to
live and pursue happiness, certainly not to the pursuit of virtue
as an end. The Royal Way is crowded with people:

Someone who sees me, though in ahurry, does not inter­
rupt the conversation and go off dsewhere,

all these glad people, even in the crush, give way,
No one delays me long, through fear that business will

lapse;
ah !-.-the reputation acquired by the best of cities is

marked by men who know the world. (p. 6)

1117. He runs into Knl).ilaka, the son of a rich banker,
who complains that his father obstructs his enjoyment' of life,
being afraid of him spending money on women: as he is on his
'way back from one, he fears for his life if his father finds out.
The parasite sympathises with him and reviews all the,pleasures
of youth, deploring the attitude of fathers. It is a long list of
negatio.J;ls and in the end the parasite says he wishes he could rid
the world of fathers with an axe, as Rama of the Axe set out to

-rid it of aristocrats. This discussion is a long one, much longer
than any in Vararuci's play.

1118. The parasite describes the geishas' quarter at some
length as he enters it. The palaces are like the peaks of Mount
Kailasa, but there is so much smoke from the fragrant aloe wood
(used for scenting the hair as well as rooms) that it is like bad

weather. Ofcourse there are flowers at the doorways, the sound
of anklets and beautiful servant girls of the harlots hurrying to
and fro in the streets. There is music of all kinds coming from
the houses and the harlot girls are seen wandering here and
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there, beautiful, elegantly dressed and always smiling. The
parasite accosts one of the servant girls, Varm:lika, but she is
very shy and he gets only a monosyllabic giggle out of her (pp.
8-9) . He stops for a moment to talk to Bandhurnatika, sitting
in the courtyard at the entrance to her house trying to do up her
girdle: it is a very difficult task to clasp the ends together round
the swelling curves of her youthful figure. She too is shy and
will only say 'It won't go on !' At Rarnadasi's house he hears
weeping and goes in. Her lover has left her because she feigned
anger on seeing his lips marked by (the bites of) another girl.
He advises her to choose a suitable time and go to him. Next
he passes Ratisena enjoying the breeze at her window in trying
to overcome a hangover. He speaks to her, but she just laughs
and shuts the window (p. 11). Then he runs into Pradyumna~

-dasi on her way home from the house of Ramilaka, a nagaraka,
()bviously having enjoyed herself there, and teases her about her
appearance. She remarks that she has not seen him for a long
time, for which he blames the bad weather (p. 12).

1119. Now (p. 13) he comes to the house where the
"rogue' Visvalaka lives with Sunanda (they are described as a
'rogue-couple'). The gate is always closed, evidently because
no one visits them and they have no servants. Visvalaka has
run through all his money and has nothing left but his body,
like a 'naked ascetic; only the aged harlot Sunanda stays with
him, preventing him from keeping any money, because she is
like a dried up river and no one else wants her. The parasite,
whose name is revealed in the following dialogue as Devilaka,.
thinks it improper to pass by without greeting the couple. He
.shouts to find out whether anyone is at home; listening, he hears
.someone walking in wooden shoes, making a noise like hoofs
-on setting out on a journey, and breathing heavily. It must be
Visvalaka. Someone calls out: "Who's there carrying out
the donkey-vow?" (braying like a donkey). Devilaka replies
that he is Death's Messenger come for Sunandaand, feigning
extreme anger at not being recognised and admitted at once,
he utters a curse, that Visvalaka's head may he separated from
the left foot of his charming beloved through a quarrel. Visva­
laka opens up at once and lets him in, asking ifhe doesn't love
them and saying that such a curse is proper. Of course, all this
conversation is performed in the usual monologue manner,
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the parasite repeating what the rogue is supposed to have said.
Devilaka thinks his curse must have shaken the World ofBrahma,
let alone Visvalaka, nevertheless it can he counteracted by a
'suitable expiation, namely an offering of strong drink. He sits
·down. Visvalaka offers him water for his feet, as is the Indian
.convention, which Devilaka remarks is unnecessary' because the
main street of Pataliputra is free from mud, surpassing even the
roof terrace of a palace.

1120. . The main part of this satirical monologue now
begins, the dialogue on the philosophy of love. Visvalaka
introduces the subject, saying that in RamiIaka's Circle gosthi
(i.e. club; cf. Chapter II above [27-8]) the members go~thikas,

ViglUdasa and others, have been arguing about some doubtful
points in the system of pleasure. As they. could not solve these
.problems, ViSvalaka has been requested to put forward his own'
'views and has done so. However, he would like to hear Devi­
.1aka's opinions, which he regards as authoritative. In fact he
:had been thinking of going to Devilaka's house to ask him, but
:now he has appeared himself. Now if he can spare the time
be would like to ask him about these points.

1121. Devilaka suggests that, as it is windy near the house,
-they go into the club hall and walk up and down and converse
.and he will say what he can. They do so, the parasite getting
'up and walking about, and Visvalaka puts a long series of ques­
,dons about how, to deal with women, especially geishas: what

. ·they really like in a man (the best like courtesy), how to know
'when they are really in love, how to make up a quarrel (some
'say by joking, DevHaka .recommends only kissing; as for the
"modern' ~ethodofthrowin'g oneselfat a woman's feet, he doesn't
think much of it, it reminds him of having to touch the crab...
like, rough,and smelly feet of old priests annointed with rancid
'butter-p. 16), and so on. There are two dozen quesdons in
.all. Towards the latter part of their discussion they take up
the more philosophical, the basic theoretical, problems as distin­
,guished from the practical tactics_of the game. The answer to
the twelfth question might offer a kind of transition, with its
,generalisation from .experience: '

He who quickly delights a woman in a deserted place
after dragging her away as an elephant (drags)
a creeper,
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or who, knowing she is drunk, gradually overcomes her,
arousing her with suggestive words,

Or plays some other trick and deceives her, or hides his
feelings:

this action of his will not be fruitless, sir !-For women
are perverse. (p. 19)

. I

i

M. R. Kavi (Abhinavabharati 11 p. 357) quotes this for the
characteristic 'admonition' upadi~ra [187J.

1122. But it is the eighteenth question which really
breaks away from the practical problems of knowing what is in
awoman's mind: which is more delightful, a beautiful womal?­
or an amiable one ?.'. (p. 23) ~ The ideiil would of course be

.. both: amiability dak#flya (or courtesy or kindness) in an ugly
woman is futile, like a ballet performed in the dark; beauty with­
out amiability gives no joy, like moonrise in the forest (in a wild
and dangerous forest, atavi, the 'jungle'). But Devilaka consi­
ders amiability more important, for it is an ornament even in
an ugly woman, whereas beauty merely spoils an unamiable­
woman. It is observed that .men abandon even beautiful women
and become attached to amiable ones, though these ~ay be·
ugly. Beautiful women inevitably become hard stabdha (or'
arrogant or coarse) ,. and hardness is the enemy of love. If you
want only beauty a painting will do, but all other good qualities.
are contained in amiability alone: pleasant speech,. dressing
well, quietness, appreciativeness, compatibility, not being
angry for long, absence ofgreed, willingness, are all found in an
amiable woman.

1123. Should one spend money on women (or specifically
on geishas-po 24)? Even Dattaka, an ancient authority who
wrote a book on harlotry for the use of the geishas of Pataliputra
(-4 or -3 ?), states that pleasure kiima destroys the wealth
of men. According to Devilaka there are three operations with
wealth: you can give :it away, you can enjoy it or you can save
it. Giving and enjoying are more important and saVing is.
blamewof'thy. The point is that hoarded money is useless"
fruitless, gives no satisfaction. One should ceI'tainly enjoy the
delights of making love to the geishas: for the sake of this one
would sacrifice one's life, let alone wealth. As to the question
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·ofvirtue dharma, one should appreciate the geishas and be grateful
to them, for then heaven lies in one's hand (p. 26).

1124. The topic of heaven, finally, is discussed at length.
Devilaka can see no reason why one should not be attached to
women. Moreover he sees no one who is not subject to such
.a ttachment: even Indra (the King of the Gods) suffered muti­
lation for the sake of Ahaly~ (M. R. Kavi-Abhinavabhiirati II

.( p. 352-quotes this as a case of the characteristic 'example'
dNtiinta [186]). Those who abandon the geishas in order to
seek heavenly pleasures have been deceived. The pleasures of
this world are visible and immediate and must therefore be
taken more seriously than what lies unseen (and doubtful) in
the future. He then reviews the special delights of love in each
ofthe six seasons. What is heaven to one who enjoys the delights
of love now? It is like the dharma (nature or virtue) of ants
when poor wretches follow one another, risking their lives, for a
heaven which they have not seen themselves; like a mirage when
they are enticed by some untrue words to throw themselves
over precipices, immolate themselves in fire and so on with
hOlTibIe tortures (asceticism), prayers, oblations, vows, rules
.and uniforms in the hope of heaven (p.29). Even the descrip­
tions of heaven with golden houses, golden trees, etc., do n'?t
offer anything very special-~~·-whatwould one use for ornaments?
This world is better. Moreover we have liquor to overcome the
shyness ofwomeu; how would one do this in heaven where there
is no drink? Devilaka would rather stay here With old priests
than go after Sanskrit~speaking nymphs, who are said to be

'Jong lived and majestic. They have given birth to ancient sages
such as Vasi~tha and Agastya: who would have any confidence
in them? They are false, untrue, arrogant, envious, contemp­
tuous and quarrelsome in love. Therefore enjoyment should be
sought in this world, especially with the geishas. . .

1125. At this point Devilaka sees Sunanda, who says
-she has heard everything (apparently she has followed them)­
so he finds his 'commodities have been sold'! They go into the
house but the parasite refuses to stay for a drink, because it is
late and his wife will suspect him. However, they seize hold
.ofhim and refuse to let him go, Sunanda promising to conciliate
his wife. With this the play ends, theparasite reciting a final

benediction.
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1126. Bhoja (Srizgiiraprakiifa 11 p. 469) names a Rogue
and Parasite as a nidarfanakatha [452], which of course must be'
different but perhaps was an imitation of this play's discussion.

1127. We possess one other play which is likely to belong­
to the period before Siidraka, though the evidence, which is"
purely that of style, scale and the simplicity and rapidity of the
action hardly interrupted by descriptive verses, is less dear than
in most of the other plays we have considered so far. This play
is a 1uJtaka in six acts, the Jasmine Garland Kundamalii by Dhira­
naga, a dramatist otherwise unknown to us. In general this'
play resembles those ascribed to Bhasa and may be thought to
belong to about the same period, though in some particulars the
language seems a little more polished than Bhasa's, a little 'closer
to the later classical standard. The subject matter of the play
is the tragic last book of the Riimayarja, the apocryphal story of
Sita's renewed exile and disappearance [615]. Dhiranaga
has considerably altered the story'and freely invented variations:
and new events, just as Bhasa had in his Rama plays, but above
all he has converted the ending from a tragedy in to a happy
reunion of Rama and Sita. He thus conforms to the require­
ments of theory for a nti/aka. When Valmiki finally brings
Sita back to Rama and declares her purity, instead of the God­
dess Earth receiving her into her depths, Earth personified, the
Goddess of the Earth, comes up out of the Underworld to give
final confirmation of SUa's perfect faithfulness to Rarna, sees this,
accepted by all present and Sita reunited with Rama and then
disappears.

1128. Despite this'ending the whole play is dominated by
the tragic aesthetic experience, right from its beginning where
Rarna's brother Lak~maJ;la sets Sita down in the forest on the
bank of the' Ganges and suddenly breaks to her the news tha t

she is exiled. It happens that she is not far from Valmiki's
hermitage and she is seen by ascetic boys and reported to the
sage, who takes her 'under his protection. He is at that time
engaged in composing the Riimiiya1j,a, it being the tradition by
now that Valmiki was a contemporary ofRama and lived through
all the events of the story himself, being thus enabled to record
them. I t is after several years, when Rij.ma performs a horse
sacrifice and invites Valmiki to participate,. that the sage takes·
the opportunity to effect the reunion,' rebuking Rama for ,1isten-
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ing to gossip. Whilst in exile, SUa worships the divine river
Ganges by daily floating a garland of jasmine flowers on her
waters. Rama walking along the banks of the river before per­
forming his sacrifice finds a jasmine garland washed up at his
feet and recognises the manner and skill of the weaving of the
flowers as Sita's. This is the first intimation he has of her pre­
sence and from it the play takes its name. Rama continues
until the last act in a state of uncertainty and remorse.

11129. The Jasmine Garland begins in a manner simHar
to the Bhasa plays: 'Then the producer enters at the end of the
opening benediction'; except that in this case a verse precedes
these words,. namely an invocation to Ganesa. Quite possibly
this is a later addition by a scribe. Otherwise it is to be taken
as the opening benediction itself. In the Prologue the author,
in this case, is named and said to be of the city of Aniiparadha
(variant reading Araralapura). The city has not been certainly
identified and the readings are probably corrupt (Anuradha­
pura, capital of Ceylon in this period, has been suggested, but
this is only a guess; there is a lake Aravala i.n Kasmira-·Samanta­
pasadikii I p. 64). The leading in is by di.rect announcement of
the actors prayogatisaya (Siihityadarparza p. 270), though with
parallelism t2valagita also between the Producer's action and that
of Lak~mal}a. Th'e" technique is reminiscent of the Dream
Vasavadattii . [965]~

1130. According to Sagaranandin (153) the Producer's
verse here (1. 3) contains a hint upak~epa of the seed bfia:

"She stayed avery long time in the palace of the King
of L,ankii" .

........Rama~ confused by fear.of this scandal among the
people, .

Has exiled Sita from the country though she is preg..
nant*:

-here is Lak~mal}a leading her through the forest;
(*so the text; Sagaranandin has the inferior reading, at least
as we have his work,. ' ...from her husband's house to this
deserted forest' )

This implies that the objective klirya must be the rehabilitation
of Sita through some generally acceptable establishment of
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her chastity when Rava1).a's prisoner. Moreover, if we follow
what appears to be the better reading, comparing it with the
actual conclusion of the play, establishing the legitimacy of the
"twins whom Sita will bear as Rama's sons is also an essential
part of the objective.

1131.· Saradatanaya declares (p. 223) that the Jasmine
Garland has its five conjunctions very closely joined su.fli~ta,
though unfortunately we find no further explanation in his wo.rk.
The opening mukha must of course include this end part of the
Prologue, together with Act I, in which Lak~malJ.a leaves Sita
in the forest and Valmiki finds her. The re-opening pratimukha
can b~ located in Act 11, where (after several years have passed)
it is reported that SIta bore twin boys, whom Valmiki is teach­
i~g, and where moreover the impending horse sacrifice by
Rama is,announced. This is indeed closely joined to the open­
ing in that Va.lmiki's finding Sita. in Act I might be regarded as
already part of the re-opening; however, the essential matter of
the re-opening is ra ther the teaching of the Riimiiyar;a to the boys,
which equips them spiritually with their heritage as well as with
'-the means to claim it practically by being introduced to Rama
as bards. The setting going of the sacrifice, which will b~ing·
him to the meeting with Valmiki, might be described as consti­
tuting the re-opening from Ra.rna's side. The embryo garbha
must be coextensive with Act Ill: Rama sees the jasmine garland
and supposes that Sita may be in the vidnity (111.7 and the
fonowing dialogue between Ra.ma and Lak~maJ;la). He also
sees, and thinks he recognises, Sita's footprints in the hermitage
where the sacrifice is to be performed (111.11): In the same
scene, Sitii, hidden (women are not supposed to be seen by men
at a hermitage), overhears the conversation between Rama
and Lak~maIJaabout herself. This ofcourse develops the action
from her side, since it inspires her with hope of eventual ~eunion,
pr~ving, what she aH along believed but must obviously desire
reassurance of,that Rama h~s not forgotten 'her and will not
supplant her with another queen.. This,scene is strongly reminis:"
cent of Act IV of the Dream Vasa\: adatta., which surely gave
Dhiranaga the idea for it. The iriCident of recognising the
garland also was perhaps imitated from Bhasa's play, if the
suggestion [985] that its text originally included a scene with
Udayana recognising Vasavadaua's garland is correct. -

l
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1132. The obstacle avamarsa appears to be the irruption
of the nymph THottama in Act IV. Her idea is to assume Sita's
form and appear before Rama to see how he responds. Such
escapades by the nymphs are not unusual in Indian legend.
The jester hears of her arrival from the girls of the hermitage
,and tells Rama. The effect of this is that Rama thinks he has
been deceived already by the garland and any other supposed
signs of Sita's nearness, any ofwhich the nymph would have the
power to imitate (IV. .22, etc.). At the beginning of Act V
ltama still thinks Tilottama is making fun of him (V. 3). She
does not actually appear on the stage: in the last act Valmiki
brings the real Sita to Rarna, so that there is no opportunity for
,the nymph.

1133. According to· Rarnacandra and GUJ}Lacandra (p.
-43), the 'interveittion' prakari is very important in this play,
,dominating the action because it brings about the attainment of
the main 'fruit'. This intervention, in their analysis, is that of
~Valmiki, who protects Sita and her children and then unites
them (with Rama). This is an unusually extensive interven~

tion, reaching from Act I to the last act, but the two critics
point out that Valmiki has no interest of his own in it. In
·other words it is a true 'intervention' [122], not involving .~
'sub-plot'pataka in which a subsidiary hero would gain some end
·of his own. It can likewise presumably be said to be without
,development of its own, in that Valmiki gains nothing, simply
-acting as a kind of trustee until Rama unwittingly provides an
,opportunity for the reunion by inviting Valmiki along with
.other sages to participate in his great sacrifice. In Act V Valmiki
·sends the twin boys to Raffia on the pretext of providing an
.epic recitation appropriate for the occasion. They do not know
their par·entage, not even that their mother is the 'Sita' of the
:story they have learned. At this first meeting Rama is strangely
impressed by them: he knows SUa was pregnant when sent away
.and they seem about the right age. By the end of Act V he begins
to think they may be his sons (V. 15). Thus the intervention
here begins to lead into the conclusion nirvaha1)a.

1134. In Act VI the twins,. Kusa and Lava, recite the
Riimayo1J.{] to Rama and Lak~mal)a (this is presented on the stage,
in bare outline, the audience imagining the familiar narrative
~nc1osed), until they reach the episode of Sita's exile, which is
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as far as they know the story. The sage Kal).va then supplies
the continuation that Sita has been looked after by Valmiki
and has given birth to twins, finally explaining everything.
Now Valmiki brings in Sita herself~ angrily rebukes Rama for his.
action and declares her pure character. This is followed by
the appearance of the Goddess of the Earth, which we have­
noted already. After tIle Goddess disappears, Valmiki, at
Lak~mal)a's request, consecrates Kura as heir apparent and
finally Rama himself consecrates Lava also as heir apparent,
presumably in succession to Kufa. Thus the play ends with the'
legitimate succession of the dynasty restored.

1135. A further point bearing on the structure of this.
play may be gleaned from Sagaranandin. He says (386)
that the Jasmine Garland is an example of a drama whose title
is taken from the subject vastu (or story), instead of from the
main characters. This draws our attention to the jasmine
garland which Sita floats in the river as an offering each day of'
her exile. According to our analysis the recognition of one of'
these garlands by Rama is central to the development of the plot,
or rather it is the 'embryo' of the action: Rama begins to think
of Sita as perhaps not utterly lost. It is this which is then inter-·
fupted by the 'obstacle' but eventually made real. Sita makes·
the vow to offer a daily jasmine garland to the Ganges near the
end ofAct I (after verse 29): the river has already refreshed her
with its cool breezes and she promises to make this offering'

. ifshe has a safe delivery. This theme of the garland is repeated.
from the opening right through to the end of the obstacle (V.. 3)
and so is presented as a major element in the story. It is a
thanksgiving for the safe birth of Kusa and Lava, whose conse­
crations will conclude the action ofthe play, and it serves towards.
the reunion of their father with Slta and his union with them.

1136. Sagaranandin makes tvvo other references to this.
play, quoting from it. First (1644) he points out a dramatic
characteristic 'garland' mlila-in the figurative sense of a series.
of things. In this characteristic several ways of establishing
what is intended are adduced: "Of equal family", "Congenial",.
"Possessing good qualities" ... (1.12). The other quotation
(3089-90) is for lassitude iilasya as a limb of the Silpaka :~348].

It is odd that the quotation should be given in this connection
and not rather as the transient emotion lassi tude [56]. I t is
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a speech of the pregnant Sita in Act I (pp. 9-10), finding the
climb down the bank of the Ganges in the forest difficult:

Dear Lak~mal).a,my feet are not able to bear me further
with the excessively heavy burden of the embryo. So
go on ahead and find out how far it is to the Lady
Ganges.

1137. M.R. Kavi quotes the Jasmine Garland for two·
characteristics. Doubt sa1J1.raya [] 86] is illustrated (II p. 351 )
from the point where Kusa and Lava break off their Riimtiya~la'

recitation, their last verse telling how Sita was abandoned by
Lak~mal)a in the forest .(VL13). ,;\,Then they fall silent Rama
and Lak~maI).a wonder if the poet suppressed the rest of the
story through being afraid to narrate what was unpleasant,
namely that SHa" without hope, has ended her life (VL14).
Attainment prapti [186], which is a kind of inference, is shown
where in Act III Lak~mal}.asees a woman's footprints (verse 10)
and points them out to Rama, who recognises them as being like'
Sita's (Abhinavabhiiratf 11 p.. 353):

As a consequence of playfulness or of fatigue
or being by nature secretive, slowly
These footprints of some woman on the sandbank
set out to resemble the coquetry of the grey goose.

1138. Bhoja quotes (Srngaraprakasa II p. 309) a verse
f~om theJasmine,G~rland(IV.20) to illustrate one of the 'quali­
tIes of a sent~nce v~kyadharmas.of ~i:ma111Sa and other linguistic
theorr T~IS p~rtlcular qualIty IS that of a word (here the
verb, found ) bemg a 'pervader' vyapaka of several other words.
in the sentence (cf. Viikyapadiya 11 86, vyapin) .

A stake in gambling, a noose for the neck in love-play,
a fan to take away the fatigue of frolic at the end of

making love,
A bed for midnight quarrels;~.through the power of

fate
I have found the upper garment of the deer-eyed girl.
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~Rama has found a garment which he recognises as Sitii's in
the hermitage. The verse is a somewhat surprising one for
the usually austere Rama to utter. No less a connoisseur than
Vidyakara, however, selected it for his anthology (764), almost
·the only verse of Dhiranaga so distinguished.

1139. Vidyakara also quotes (55) the complex· but
striking benedictory verse (1. 2) with which the Producer begins
the play :

Like the flame serpenting upwards, of the ripe ascetic
heat within; .

like the lustre of an anthill which is the dwelling of
snakes, namely the high waves of the Ganges;

Like twilight, with the Moon whose body is soft as a
tender lotus-fibre;

brown as a ray of the young dawn, may Siva's mass of
matted hair protect you t

This mythological benediction is rather typical of those popular
henceforth in dramas. Siva is the grea~ ascetic, the celestial
Ganges descends on his head [1150], he also wears the crescent
Moon as a crest jewel. His hair is tawny and is therefore corn­
·pared wi th various reddish things.

1140. One or two other verses are ascribed to Dhiranaga
in the anthologies but not found in the Jasmine Garland (see
e.g. Krishnamachariar p. 604). It is very likely that he wrote
other plays not now available to us.

1141. Our information about other, now lost, plays of
·this period is scanty. We have already mentioned [753] the.
fiction Kumudvati (the princess who loved a fisherman) referred to
by 8iidraka [1225J and probably known aiready to Asvag~o~a.
It could be compared with Bhasa's Sheepkiller on a somewhat
:similar romantic theme.

1142. Another early lost fiction, of unknown date, had
as hero the legendary king of thieves, . Miiladeva, 'Whose God
is Capi tal' (Abhinavabharati II p. 430). This popular hero was
.aneientlyknown in the Buddhist (Pali, e.g. Commentary on the \
]vfaJ,jhima Nikiiya, Vat III p. 222) tradition (as a· famous bandit)
.as well as the Brahmanical. He is supposed to have been the
.author of the·standard textbook (now lost) on the science of
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burglary. Whether the tradition goes back to any historical
person is uncertain. The stories now known about him suppose
him to have been a prince ofPata1iputra, apparently in the time
of Brl1adratha, the last emperor of the Maurya Dynasty in
Magadha (-187 to _.180). He was banished for his wicked­
ness (and went to Ujjayini) but was restored to favour with the
assistance of his mistress, the geisha girl DevadattiL After­
wards he is supposed (Avantisundari p. 184) to have been killed
in battle by Pu~yamitra, the general who killed or deposed
Brhadratha and usurped the throne (_.180 to -151), founding
the Sunga Dynasty. He would thus have been a Maurya prince
seeking to overt_hrow the usurper and eventually failing. To
Pu~yamitra (and consequently to posterity,. since Pu~yamitra
won) he was a rebel and a bandit, and perhaps he had been
one before, against his own relatives. Probably also there were
different yersions of the story, making it st~ll harder to arrive at
,any possible historical account. That the play (likely to have
dealt with the banishment and restoration) is referred to by
later critics (e.g. Abhinavagupta) as a 'fiction' (Abhinavagupta
says the story was in fact drawn fro~ the Brhatkathii: a fiction may
draw on a novel) suggests the hero was not historical, though
in the field ofpopular legend the distinction is thin [1367]. Uda­
yana also appears in the Brhatkatha, linking that novel to history,
was he too eventually supposed to have heen a fictitious hero ?

1143. In Chapter V we noted the traditions of the Niitya­
iiistra concerning the earliest plays, which were of the religious
types cooperation [330-2] and fight [333]. These are supposed
to have been composed by Brahma himself and it may well be
doubted whether these plays ever existed in reality. If they
did, they were presumably ancient pieces whose real authors
had been forgotten; or indeed they may have formed part of
an ancient repertory of plays handed down by oral tradition,
having been freely varied and recreated extempore by actors
familiar with mythology and legend, which had no authors
other than successive generations of actors: they would be the
common property of the 'actors as the Epic was of bards, or
as the classical music remained long after and on the whole
still remains to this day (and continues to change). In the
case of an oral tradition of a group of plays, it is easy to under­
stand that they could be regarded as primaeval creations ofgods
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.and sages, just as the Epic was ascribed to an ancient sage (a
shadowy figure) with further elaborations by other sages.

"Later works on dramatic theory mention. several other plays
'"having this kind of authorship, along with Brahma's coopera­
tion Churning of the Ocean Samudramathana and his fight Burn­

'ing of the Three Cities Tripuradaha"
1144. Some such plays are ascribed to 'Bharata', the

.supposed sage who composed the NiityaSiistra, which itself is
'rather the elaboration of many generations of actors bharatas
(Krishnamachariar p. 533, but the source of this information has
not been traced). We may infer that these plays likewise were
really traditional plays handed down by the actors. They were
'a rape entitled Victory of Kusumasekhara Kusumalekharavijaya; .
a heroic play Victory ofjamadagnya (i.e. of Rama of the Axe)
]amadagnyavijaya and a tragedy Sarmi~thaand Yayati Sarmi$thii-

pyayiiti. The identity of the hero of the first does not seem to have
been ascertained; the name must be an unfamiliar epithet of
some well known hero or god such as KH1}.a or Kama or probably
Pradyumna (the play is named by Saradatanaya,p.253, Bahurii-

'pamisra on Dasarilpaka Ill. 72 ff., see JOR VIII p. 328, and
..others; in Sagaranandin, 2842, we read KundasekharaviJaya ins­
tead). The second play described the killing of Kartavirya
Arjuna (Dafariipaka p. 75, Natyadarpar;a p. 109) [527] and pro­

.·duced the 'furious' experience (Bahurfipami~raon IV. 75).
1145. It is not clear how the story of Sarmi~tha and

"Yayati could become a tragedy (Sahit,yadarpa1)a p. 340)
"(524]. Perhaps Yayati's loss of his youth was the main episode,
'whether or not followed by his restoration.. Sarmi~thawas the
-daughter of a demon, who quarrell~d with her friend Deva-
-yani, daughter of the demons' teacher Sukra, and threw her
into a well. Devayani was rescued by the Lunar emperor
Yayati, who married her,. and in punishment SarniiHha was

::made her servant. Aft~rwardsYayati fell in love with Sarmi~tha
and secretly married her (this is usually the central theme of

-plays on the story). Devayani discovered this and left him,
. returning to her father, who punished him by the infliction of
'premature old age. However,. he succeeded in gaining the
-favour of Sukra, who allowed him to transfer his. old age to one
.of his sons. Puru, the youngest (born of 8armi~tha ), sacrificed
~·.his youth to his father (and 'thereby became the eldest son),
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who enjoyed it for a thousand years, but at last renounced the
'world and restored his youth to Piiru, making him his successor
(from whom were descended the PauravC:\s, the main line of

Lunar rulers). At least five niifakas were later written on this
popular Epic story ofthe rivalry of two women (see e.g. Krishna­
machariar p. 649). There is an absurd tradition (Drat least one
which conflicts with the usual Tradition\of the Lunar Dynasty)
;that when Nahu~a, the first human being to see a drama, saw
the gods'theatre in heaven, it was Bharata's tragedy Sarmi~tha
.and Yayati which was the first play performed before him. Now
in Tradition Yayati is the son ofNahu~a... Of course it is even
.nlOre an anachronism to suppose this ancient 'Bharata' to have
-composed a play on Rama of the Axe, who lived many genera­
;tions later still.

1146. Sara:svati, Goddess of Learning and Literature, is
:supposed to have composed a nil/aka called the Self-choice of
Fortune Lak~misva.J'a1J'lvara,which would have been on the same
.story as the Churning of the Ocean, since Fortune, Lak~mi,
was one of the products of the Churning and was immediately
married by Vi~l).u (Krishnamachariar p. 533, but the source is
.perhaps the imaginadon of Kalidasa [1405]).

1147. There were other cooperations which may have
been ancient (Abhinavabhtirati,. 11 p. 440). They presented
:stories about Indra and his union' with Ahalya as ~en as about
the kiIIing of Taraka by Karttikeya, which liberated the gods
(cf. Sagaranandin 28]0: Sakrilnanda). S,iva and Uma appeared
in others,. which presented the destruction of Tripura and the
marriage of Himalaya's daughter.

1148. There were fights on the killings of the demons
'Vrtra (by Indra-Sagaranandin 2804,. Saradatanaya p•. 248),
'Taraka (by Karttikeya, the son of 8iva-Sa.radatanaya p. 248,.
Bahurupamisra on Ill. 57 if. -JOR VIII p. 328-perhaps
followed Sagaranandin on this, whose text is now corrupt-­
2805 ff.-cbut mentions 'brilliant' rasas, illusions,. deception,
magic, gods, demons, goblins, sprites, dragons, etc., and the fall
,of a meteorite) and Naraka (by KnI).a-Sagaranandin 2803:
16..heroes in this). One on the story of Virabhadra, created by
Siva out of a lock ofhis hair, is quoted by Sitigabhiipala, 272 fr."
.but may not be very ancient. Virabhadra was sent to destroy
Dak~a's sacrifice after routing the gods present: Siva's co,nsort
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Sati had not been invited to the sacrifice and when she went
she was insulted and committed suicide; in some versions of the­
story Dak~a himself was killed, but afterwards restored to life
by Siva; Dak~a was a son of Brahma and a creator god.

1149. There was a rape of which DrvasI was the heroine'
(Sagaranandin 2839-40 UrvaHmardana, which looks like a corrup-­
tion :read rather UrvaHmadana with Bahuriipamisra on Dasarflpaka
Ill. 72 11) and perhaps resembled the rape by Verikatabhii­
pati (+ 18) Urvafisarvabhauma [658]. The Mayakurangikii
presumably has nothing to d9 with Kurangi, but rather had an.
illusory deer in it (Siilgahhiipala p. 298).

1150. Some early tragedies referred to are likely to be­
rather later than the period we have been concerned with in
this chapter, but may be mentioned here. The 'death' of"
Lak~maI.Ia was the subject of the <Sakti> ramanuja, with the,
hero's subsequent resurrection agreeably to the convention of
not acting the slaying of a hero (Saradatanaya p. 252). A tra­
gedy Gangiibhagiratha dealt with the legend of the Solar emperor
Bhagiratha, who succeeded in bringing the River Ganges (the
Goddess Ganga) down from heaven (in which she appears as
the Milky Way) to Earth, an extraordinary feat looked upon as
the supreme achievement of human effort. Saradatanaya (p.
252) indicates that again here death was followed by -resurrec­
tion. Bhagiratha's aim was to redeem his ill fated ancestors,_
the sons of Sagara, ':Yha lay in a pit in the Underworld, burned
to ashes by the wrath of the sage Kapila. It appears their death
was described in an introductory scene, just as in Bhasa's Mace
Fight the actual fight is described in a supporting scene [951] ..
The pit was filled by the waters of the Gailga as she passed over
the spot on her way to the ocean; the sons of Saga-ra. were thus­
purified and enabled to proceed to heaven. Bhagiratha achie­
ved his end by propitiating Siva as he sat in bis abode on the
Himalaya Mountains (properly on Mount Kailasa, which may
be regarded as one of the Himalayan peaks): the Goddess
descended on Siva's head [1139] and then flowed down the
Himalayas and across the plain to the ocean. This myth, with.
Ganga's 'presence on Siva's head and the consequent jealousy
of his consort Piirvati, is often alluded to in later kiivya literature~

1151. For the street play vithiin this period we can supple­
ment the example of the possibly untypical Three Steps, very
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doubtfully ascribed to Bhasa,. only from references to lost plays
which may have belonged to a rather later period. Such exam­
ples as the lndulekhii (SrngiirajJrakiifa II p. 494, Saradatanaya pp.
231 and 251, XatyadarjJa1)a p. 126 [326] and BahuriipamiSra
on DafarujJaka Ill. 16 and 68ff.) and the 1\1iilatikii (Bhoja
[326] and BahurupamiSra on Ill. 13 f. and Ill. 68 fr.), and some­
others named after their heroines, indicate a fair antiquity for
the type of street play with a fictitious story. Probably they
were similar to some of the very late street plays now available,
by Ramapa:J;livada and others, in that the main action descrihed
is the acquisition of an additional wife by a king, involving a

. palace intrigue. These stories are similar to those of the 'light
plays', nii(i or nii/ikii, and Ilke these may sometimes be more
or less 'historical', as is Bhasa'g Yaugandharayal).a's Vows.
The RtZdhii (Sagaranandin 3025 [326]) is likely to have been on
the well known intrigues of Krl?t;la. Unlike the Three Steps,
these street plays appear to have had regular prologues leading
to the introduction of the two characters of the play proper,
who seem usually to have been the king and his jester. The
action of the intrigue would then be represented through the
dialogue between these two. Professor Raghavan's extract
from the Malatikii, however, shows three parts: the heroine
Malatika in addition to the King and Jester (BhoJa's Srngiira'
Prakiisa p. 888).. Another type of street play known later
(particularly in Andhra) agrees with the Three Steps in having
a painting of some historical or legendary subject displayed as
part of the props "(Krishnamachariar p. 688; Somasekhara,
History of the Rerjrji Kingdoms, pp. 512~3). The technique of
having two characters proceed through the streets of a city,
describing what they see, may be a late imitation of that of the

satirical monologue.
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627, IO~2, 1033, 1036, 1038" 10 39,
1042, 1°7 1

Bharata (first actor) 524, 1I44,
II45

Eharata 52 5, 994
Bluirata 54C
Bharatarohaka 996
Bharata War 518,519,522, 525,526,

5'3 1 ,868
bhiirati ]056
Bharavi 734, 743
Bhargavas 527
Bhasa 658, 719~ 723, 7b8, 939, 940,

941,942 , 943, 944, 945,946,95°,
955, 956,960,961, 962 , 963, 964,.'
965, 972, 990, gql, 992, 998, 1009,
101 I, 1023, 1024, 1025" 1027,
1034, 1037, 1043, 1044, .1052 ,
1053., 1054, 1°55, 1056, 1057,
1059, 1060, 1061, 1062, 1063,
1064,1065,1067,.1068,1069,1074,
1075, 1076, J077, le78, 10B3,
IIl5., 1127, II29, 1l::P~ II41,
II50, 1I51

bhiisvara 6':-3
Bhattanrsirpha 997
Bbattaputra 1097
Rhavabhiitj 613, 634, 63.9, 640, J068
bhiivikatva 818
bhaya 1095
~hima 525, 947, 949, 950, 9'51 , 95 2

957, 1060

Bhi~ma 699, 958
Bhogin 833
Bhoja668, 7°3,779,791.799,801,

802,303,8°4, H05, 807, 8e8, 810,
812, BI8, B19, 82c,Sal, 824, 977,
g8g, 997, 1062, 1126, 1138, 1151

bhriinti 824
Bhrgus 527
13hrgukaccha 527
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Muja1J'lgaz1ijrmbhita 651, nOI
Bhunjati 6B6 .
hija ~66, g80, 1027, ugo
bijadarsal1a 984
bi}okti 984
BilhaQa 1093
Bimbisara 561, 728, 855, 860
hindu 980
Bindusara E>76, 61 3, 653, 654, 655.

656, 657
biography (-ies) 512, 561,610,613,

6;:'0, 652
birth of a son 728
boar 514, 1082
Bodhayana 653, 961, ,eGS, 1085,

1093
Boclhi!!attva/hodhisatt'IJo 579, 727,

879,892, gB, 916.,921,927,932
boon 1074
Both Give Way nor
Both Go to Meet! JOI

bourgeois (vaiiya) 603
bourgeois life IQ J J

Brahma ':;13, 563, 601, 602, 60g, 605,
60 7, 1II9, II43, Il48

Brahmadatta 529, 682, 697
brahman (8) 560, 563,.603, 857, 960,

1072, 1073, 10(;18
brahman class (origin of~ 861
Brahmanical legends Br,8
Brahmanism 708, 1070, 1072
brahmm:za (s) 600,603 (see 'brahmans')
Briihma'(las 512, 513, 514, 515. 516,

64-0
:Breaking of the Thighs 950
Brhadratha 1142
Brhaspatimitra 1102

Brhatkathii (see also GUI;la<;lhya) 648,
649,665,666.668,67 1 , 674-t 841 •.
8~o, 992, 998, 1010, 1142

BrhatkathiiSlokasG1Jlgraha 694
bridge.s 702, g08
Broken Pot 107S
brother-in-law 1108

Buddha/huddha 516, 528, .:;36, £'37,
':;44, 547, 548, ':;'49, £'8 1, 552 , 561 ,

562 , 563, 569, 57 1 , 572, ;'92 , :'93,
,='95, :'99, 600, 602, 60g, 6°4,
6°5, 606, 6c7, 610, 6g8, 707, 7E8,
724, 728, 73c , 737, 74G , 741 , 74!2,
746, 749,767,853, 854,87 1 ,874,
875, 876, 878. 886, 887,888, 889.
891 , 892 ,893,894, g07, 9 17,' 933,
934, 936

Buddhacarita 61 3, 71th 754, 7':;'5, 761 ,
762

Buddhi 686
Buddhism 537, 642 , 7c8, 70 9, 746,

881,8gl, IG~5, log6
Buddhist (s) 516, 522, 527 528, 529',

•
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544. 589. 592 ,593, 601, 610, 672,
836 ,. 870

Buddhist Canon 536
Buddhist Community· 6 I °
Buddhist critiques of speculative

philosophy 74-8
Buddhist drama 727
Buddhist monk 1019, 1023. 1(86
Buddhist philosophers 747
Buddhist tradition 5.28, 709, 714
Budha 524
Budhasvamin 667
bureaucrat Jl04
burglary IQI x, 1020, II42

Burina 700 .
Burning of the Three Cities 1I43
Bu-ston 772

cacoph.onous 756
cadences 1079
Caityagiri 849
Oait1'a Dynasty 522

cakravar.tin (s) 529, 6g8
calm 607, 712, 746
calmed 550, 567, 607,. 623,.635, 746,

867, 984,. 987, 1070
Campa 678, 679, 680, 682, 692
campu(s) 611, 915, 930, IGg8
carp/iila 603, 681
Gat:ldi 521, 1048
Candra 11 Gupta 780
Candragupta Maurya/652, 657
Candrakirti 747
Candralekha 772
cantos 644
canto metre 752
Cappeller 78 I

c.aptain 70 I

caravan merch.ant 700
Carudatta lOll, 1013, Jor4, 100.!h

1016,1017,1018, JOI{h 1020,1021,
IO~2, 1023, 1024, 1062

Carumati 650, 65 I, 652
ciltaka I 08 I
categories I I 06
Catul;.stava 878 .
caturasra tala 781
cause 823·
cause (s) of emotion 804, 807 .
cause:way 908
Cedi 671
celestial musicians 580
cemetery 647
centaurs 650
Central Asia 706, 706, 727, 872, 934
certainty of attainment of the· fruit

7.£4, 745, 981
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Ceylon 527, 621, 62.2, 673, 1129

chamberlain 692, 967, 968, 976, 978,
994, 996, 1035, 1036, 1037

Chandaka 732,749
Cluindogya Upani~ad 516
chaplain 727, 728
character 520

characterisation 635, 690; 749, 75 1

characteristks/characteristic :550,
575, 580: 600, 763, 826, 100 7,
1056 ,1060, 1070, II06, 1113,
InB, 1124, U3G, 1I37

characteristics of.kavya 56")
charioteer JO~8 . ~
chatter 101 7,~ r09S
chattra 702
China 708
Chinese 765
Chinese translation 765, aQO

Churning ofthe Ocean 521.,592,790,
829, 1143. 11 46

cikitsii 672
cintii6 kavi 543
'circle' 6gG, 692, 832, 1088, I J20
citation of something else 797, 82'h

825, 826, 8g8
citie.s 522, 729, 1114,1116
citrakavya 649, 650, 755 1079
Cittaratba 1'\80
civil servici(s) 642; 772
civilisation 506, 507, 60g, 6~H, 663,

861
clan 1085
claque 1110 .

clarity 892, 897
c1ass(~es) 6°3, 861, 1072, 1076
clouds 1081
Clear 85J, 92$ .
comic 550, w8S, 1094
commencement 744, 745, g81, 1055
communications 642
comparison 820, 231 .
compassi.on 563, 6°5, 893,· 902 , 9 17,

926,927. .
compassionate aesthetic experience

550, 623, 635, 799, 1053
complete (samasta) metaphor 754,

870, 874
compounds 61 I, 929
compounding 1053
compound words 928
Comprehensive History of India 772
concentrating 987
coneiliationg46 .
conclusion 7440, 745, 982 , 984, 1133
condensed expression 646
confidante 618
conflict 562, 588
confusion J09S
conjunction(s) 744-, 984, 9,85, 997,
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1094, 113 1
Conscience 718
club (see 'circle') 1120
club hall 1I 21
cold season 787
comedyC~ies) 505,. 5U, 613, 945,

1°76,1084,1085,1087,1°9°,1°91,
1094, 1°95

Consecrations 1026, 1061
construction 764, loog
consummation of the kar!ya 984, 1°32
contention 945. 957, 961 , 1085
continuity 980
contradiction (s) 886, 888 893, 925,

936
contrast(s) 633, 760, 818, 886, 88B,

892 , 93 1 , 9'33, 936
cooperation(s) 945,·957, 958, 960,

H43, IJ 47
corroborations(s) 759,801,821
cosmogony 512, 516, 517, 519, 858
cosmology 861
cotton 787-
country 77'6
country life 770, 793, 824
court (law) 684
courtesy 1121, I122
Creation 513
critical outlook 516
cultural unification of India 642, 663
cultural administration 643
curse/Curse 675,7°3,955, 1006, 10lD,

1048, 1052, 1076, Ill!:)
curtain 692 , 954, 1037
Cyavana 640
cycle(s) 522,860,861

dairymaids 1°49
daiva IOIO

Dak~a 1148
diik.#~uji:Ya g03 ..
Dak~ir:tapatha 670
diik~i1J.ya 973, 1 122
Dlimaka 1076
Damay~nti 527, 829
Damodara 1045, 1049, 1050, 1051

Diimodaragupta 1°97
dance (s) 1045, 1066
DaI):c;laka 627
DaE;1c;lin 646,649, 653, 656, 657, 68g,

690, 70 4, 765, 895,· g0 3, 924, 925,
1017, 1056, 1065 .

Dantika 559
Danu 639
DaridracilrudattalOI I

Dadaka 969, 974, 977
Diisarojiia 5°7
Dasaratha 620, 627, 864, 1033, 1035,

IOS7, 103.8,. 1044, 1071 , 1072
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Dasariipaka s67, I 144, 1149
Dattaka 6g2, 1123
Dawn 508
death 742 (on stage:) 1027, 1044,

115C
Death (personified : Mara, Yama)

557, 562, 575, 600, 606, 714,
728, 767, 932, 1087, 1088, 1089,
I O~H, 11 19

deceitful expression 974
decentralising (political) 774
deception 1°95
deep 851
definition of kiivya 734
delight 704
demon(s) 5°7,513,521,589,59°, 292,

595,596,622,627, 658, 728, 857,
922, 1045, ~049, 1°7 1• 1074, 1148

demoness 949
deposit 984
deJa language 675
descriptions 729, 734, 92 9', 930
descriptive monologue 999
descriptive poet 541
descriptive prose 1053
descriptive verses 1053
de.Si 839
Desire 600
detachment 712, 891
Deva 885
Devadatta 744, I 14·2
Devaki 1047, 1048
Devayani 1145
Devi 521 ,
Devilaka 1116, 1119, I120, 1121,

1122, 1123, 1124, 1125
Dhammapada 575, 577, 879
Dhammapada!/hakathii 673
Dhinaiijaya 719
Dhanapala (I) 68g, 704, 851, 1010

Dhanika 588, 831
Dhaniya 571 .
dhiira 653
dhiiri/;!'i 836
dharma 672, 754. 806, 1072, 1123
dharma novel 840
Dharmakirti 723, 765, g03, 926, 939

£140
Dhiranag~ 1127, U31, 1138, II40
DhrtaraHra 52 5, 947, 95 1, 953,954
dhruvii IOQ6

dhr1rta 1094
Dhurtavitasa1Jlviida I I 15

dhvani 660
dhvanikavJa 636, 815, 8) 7
dialect 839
dialogue(s} 5°5, 510,51 I, 516, 539t

544, 562, 570, 571 , 587,5.88, 601,
610, 930, 946, 948" I07~h 1082,
IIS1
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Dialogue of the Rogue and the Para-
site 1115 .

didactic aim 7 J I

didactic poet 542
Digha J/ik{iya 544, 564, 575, 583: 584,

601, 608, 60g, 610, 875, g05

rjimas 658, 753
D:iitmatradarsini lOg8
dipaka 757
.direct announcement of an/the

actor (s) 965, II29
Discontent 600
Discrimination School I 106
dispute 1085
distinction 823, 10 I 5
divine eye 6g8
doctor 1088, 108g, lOgl, 1°94,

J095
do~a 925
double meaning(s) 754, 786, 815,

919, le61
doubt 1]37
'Dragon' 549, 552
dragon(s) 877,889, 1049, 1050
Dragon World 8g8
drama (s) 5 10, 5 I 9, 524,539, 544,

562,579, 587, 588,600, 607, 6J3,
653,654,656,658, 707, 710, 712,
717,727,744,753,778,941, 1044,
]052, 1068, 1083

dramatic construction 973
dramatic expression 1056
dramatic theory 1085
dramatised episodes 587
Drauhil:Ji 984
Dravidian India 670
dream 964, 976, 977, 1020
Dream Vasavac;!atHi 964, ] ]29, 113 1

dreaming 1°52
drinking places 792, ge8
drinking song 1°59
dutanta 1124
drunkard 996
drutavilambita 650
Drol).a 728
Durga 521
Duryodhana 946, 947, 948 , 950, 95 1,

952 ,953,954,955,956,957,958,
959, 962 , 1044, 1060, 1061

dUfta 719,720, lOll

Du~yanta 525
D utoghatotkaca 948
D utat'akya 946
Dvaravati (Dvaraka) 526, 868
Dwarf 513,658,829, 1074
DvavilJlsatyavadiina g04
Dvapara Yuga 523
dying (tenth stage of love) 806
dying on stage 1037, 1°44
dynastic lists 530
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Eabani 502

Earth 51 4, 623, Il27, 1I34
'earth' (or 'dust') Piirp,su machine 694 .
economic life 642
Edgerton 615
education 751
effect of emotion 802, 807
Ekavihariya 577
election of the first king 609
elixir 836
eloquent mod,e 1053, 1056, 1094
embassies 728
embryo 744, 745, 972, 983, 1010,1039,

lI3 I , JIg5
emotion (s) 520, 734, 944
empeior(s) 529,641,643,675, 686,

687, 6g8, 861, 862
Emii~a 514
ends of life 932, 989
enlightenment/Enlightenment ,562,

605, 714, 85'6
enumeration 761, 888
envoy(s) 728, 946, 947, 948
Epic 512, 51B, 519,. 520, 526, 527,

533, 565, 614, 615, 6r6, 624,
634, 635, 699', 829, 919, 946,
949, 95 I, 955, 956, 962

epic(s) 5cG, 509, 512, 517,518, 532 ,

534, 543, S61, 562, 564, 565, 57°,
579, 580, 615, 616,634, 644, 645,
646,665, 710, 714, 71 5, 728 , 72 9,
733, 734, 742 ,743,744, 745, 746,
751,752,764,778,852,856,859,
938

epic metre 581
epic poet 540
epic recitation 510, 1133
epistemological authority 1°95
epistemology 820
epistlers) 877,879,885,899, goo, gOl

Epistle to a Friend 879
Epistle to the Great King Kanika 899
equal consequence 761, 931
equivocal words 1061
error 824
establishing 1060
ethical purpose 7Il
ethics 642, 880, 882, 907, gI6
evening twilight 867, 891
everyman 1086
evils of the world 7gB, 856, 910
evolution 519, 52!, 522, 60g, 860
exaggeration 758
exaltation 851
example 575, I I 24
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excursion 691,695
excuse 1008
exertion 562
expiation I I 19
expression of the seed 984, g86
expression of something else 825
expressive siittvati mode of stage busi-

ness 984, 1056 -
expressive siittvika emotion 801, 808
extinction 593, 607

fable 503
fairies 650
fancy (-ies) 624,633,637, 646, 762,

818, 820, 823, 1017
fantasy 579
farce 505, 51 I

fast JOl3

fate 699, 1010, lOll, 1020 1023
fathers I I 17
fault 569, 925
fear 1°95
festival(s) 587, 695, 843, 1071
Festival of Love 10 I 7
'feudal' order 773
feudalism 775
feudalistic monarchy 53 I

feudalistic period 522
feudalistic system 516
fiction (s) 666,668,677, 68g, 704, 71 7,

945,998,1000,1011,1083,1084,
1085, 1141, 1142

fight(s) 658, 949, II43, 1148
figurativeness 746
figurative language 878
figurative speech 533 , 580
figure (s) ofspeech 754, 755,757,758,

763, 791, 815, 818, 820, 867,870 ,

886, 8go, 8g1', gOI, 91 1,915, 9 I6,
928, 929, 931, 1056

final benediction (s) 943, 954, 1032 ,

1072, 1111, 11'25
Fire God 1°32, 1064
First Kavi 6q, 728
'First Kavya' 616
first passion 80g
fish (and Manu) 514
F~sh (Vi~I:lu) 522
FIve Nights 957, 1067
fixed quatrain metres 573, 582 , 58S,

644, 647, 650, 657, 660, 867,
874, 93.1, 1078

flight6go, 693, 6g6, 6g8, 836, 1000

Flood 502, 514, 522
flying ('space'~akiisa) machine 690,

693, 697
folk songs 769, 776, 781, 783, 830
fool (see 'jester') 990, 1086
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forest(sl 629, 788, 78g
former life 840
Fortitude 718 .
Fortune/fortune 718, 790, 1028, 1032 ,

1048, 1052, 1074, 1146
friends 691
frog.5 511
fruit 101 I
frustration 8°3, 8°4, 1°25
furious 1061; 1144

Gadiiyuddha 950
gadgadaviicl095
gagriima 680, 692
giihii 777
Giihiisattasai 777
gallery 1°33
gambhira 851
gambler 5 II, 101 I, 101 9
gambling 1 I 16
ga1}G 567
ga1)acchandas 567, 581 l 582 , 781 , 859,

875
garp!a 1061

Gandhara 648, 705, 708, 70 9, 774,
948

Gandhari 953
Gandharvas 580
giindharva union 100g
Gandharvadatta. 680, 681, 692

Ganda 1120

Cangiibhogiratha I IS0

GaiIgaII 50

Gangadhara 776, 783, 784, 785, 786,
787, 788, 790, 795, 7i?6, 797,800,
8°4, 80 5. 806,.807, 808, 812, 81 4,
815,. 821, 822, 823, 824, 825,
826

Gangarola 703
Ganges 523, 525, I128, 1135, Il36,

)139, 1150
Ganges states 67S
garbha 982, 113 1

garland 1136
GaruQa 695, 1047
giithif 567,777
CatMsaptasati 777
gaugiya 756, 937
Gauri 829
GaurimuI)Q.a 681, 685 ~ 686
Gautama 860 .
Gayanagari 714
geisha(s) 573, 678, 69 1, 69 2 , 7°3,

7 I 9, 720, I01I, 1012, 1023, 1087,
lOBB r 10gl, 1092, 1094, 1095,
l1I6, 1121,1123, JIQ4

geisha's quarter 1 I 18
Gel?Qa.kadHa 703
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genealogy 517
generalisation 801, 821
generosity 604, 708, 883, g07, 908,

917, 919, 922, 1016
genre 559
gentry 773,· 776
germination of the trust 984, 985
Gershevitch 535
gesture 1000
gf!Ya riipakas 588
geyya 588 .
Ghanasyama 778
Ghatakarpara 1078, 1082

Ghatotkaca 948, 949. 955 .
Ghatotkaca as Envoy 948, 1067
Gho~avati 986
Gift of Armour 955
Gilgamesh 502

Girinagara 928
giti 567, 568, 569, 581
Glory 718
goblin 675
God 748
gods 687, 1073
gods and demons 513, 521, 544. 589,.

590 ,627, 658= 1046
God;ivari 630, 631, 632, 664, 673,

770, 774, 808
Goddess ">21
Godhika 555
God of Fire 9g8
God .of the Sea 1030
God of War 595
God of Wealth 676, 1105

going~forth 561
Gold Land 70 I

gold mines 70 I

Gomukha 6gl, 70 4, 749
good conduct g08, 917
good man 8g6, 8g8, g09
good speech 590
gopis 1045
gOfthi 6go, 692, 83.2,1088, 1120
go/thikas I 120
Gotama 595, 600, 601
governmen t 642, 883, 899
governors 773, 775
Govindaraja 632, 633
Goyama 860
gracious 928
grdmm)J 701
grammatical decorations 755
grammatical figurativeness 831'
grammatical poet 733, 739 .
Great God 503
great men 861 .
Greeks 6g:ih 696, 70 5, 707
grinding grain 790
group dance 1049
guhyakii 696
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. guild of merchants 692
Gujarat 52 7, 779, Sg8
gutJGS 8g6, ~25, 928
GUJ::la9hya (see also Brhotkathii) 667,

668, 66g, 670, 671, 673, 6741 675.
676, 6n, 685, 68g, 6go, 6gl, 703,
70 4, 749, 83 6, 839, 848

gUl)ibhutai}Jaligya 8 I 3
Guptas 943
gyroscope 6g8

Haihaya 527.
Ha.la 771, 777. 832, 837
halika 785
hall 602
halliSaka 1045, 1049
horpsa ':;52
HaIpsaka 992
handbooks ~I6

Handsome Nanda 713, 729, 7'37,745.
746, 74!?, 750 , 765, 766, 767

Hanumant 638, 1028, 1029, 1030,
IOQ2

happi~ess 672, 691, 88g,899
Hari (Knrya) 952,1060
Hari (Dynasty) 861, 86g, 868, 869
Haribhadra 853
harilii 651
Harikandra 515, 523
Harisena 862
Hari~ikha 69 I

HarivGTflsa (by Vimala, Jaina) 868
Harivo1{lsa (Brahmanical) 1025, 1044
Harivarman 747 '
harlotry I I 04, 1123
Har~a 997, 1077
Hastinapura 518
having rasa 646
health 672
Heaven 594. 741, 1044, 1124
helot 603, 1086
Hemacandra 648, 779, 1078
hemp 787
herdsmen 1045, 10.:1-9
hereditary succession 773
hermitage(s) 631, 728,732,737, 738,

745, 965, II28, U3 I , 1132
hero (~es) 501,5°2, 517, f20,529,

530, 563, 620, 622, g88
heroic aesthetic experience 550, 623,

.635, 867
heroic phiy(s) 945, 946, 949, 955,

1056, 1076, 1144­
heroic poetry 505
heroic sounding metre 509
heroine 801, 802, 805,807, 831. 1019'
hetu 823
hierarchy 773
Himalaya(s) 514,518,561, 6u,
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633,681, 685, 6g6, 714, 729, 741 ,
9'27, 1150

hint 82:.2:, 1130 .
history 512, 519, 522, 531, 613, 677,

858, 862
history vatflsa ofkavis 704
historical wdting 610
histories 945
Hitopadesa 10°3
Hiuen Tsiang 648
honey month 789
Hope 718
horse sacrifice 1074, II28, 1131
hotr 515
housewife 791
human natUlle 6 I 8
humanism 666
hunters 788
hunting 902,992
hymn(s) 569, 871, 875, 886, 8go,.

933, 934
hypocrisy loB6

ideas 734
idealism 9 I B
idealisation 618
zhtimrga 658, 753, 99 r
Ik~vaku 523
lHi. 524
illustrating 575
illustration I I r 2
immortality 568
imperial ideal 663
imperial emblems ('gems') 686
impermanence 73 1

implication 643
implied fancy 823
implied meaning 627, 660, 8n, 81g,

81 4, 81 5, 816, 817, 823, 83G
implied simile 791, B18 .
Impoverished Carudatta 10 II, 1076
improvisation 547, 548
improvised 568, 623
improvisor~poet 54 1

~ncarnation (s) 514, 521, 526, 527
Incoherent chatter rC17, 1095 .
it/dala svara 1097
India 52 5
Indians 506
indignation 9.14
lndo-Iranian 535
Indonesia 765
Indra 5°6,5°7, 510, 51 I, 513, 521 ,

563, 589, 595, 680, 68" 7og, 72 9,
731, 732, 741, 862, 955, 1060,
II2..t, II48

Indrabhiiti 860
Indragathiis .506
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Indra's herdsmen 556, 6S1
Indrajit 103 I

I ndulelthii 1151

Indus 527
Indus valley 502, 504, 505, 5c6, 513,

7°5
Indus (valley) civilisation 501, 523,

6{1
inference 829', 972
IngaHs 647
injection of subsidiary matter 1061
insight 535
inspiration 674, 924, 892

instructive examples 858
Intelligence 7 I 8
intervention g80, II33
intonation 8.1 I, 814
introduction to the (future) act 993
introductory scene 1°49
invention 717
investment 883
invocation 767
Isidiisi 580, ,581
Isvaradatta 768, 1Il4, 1115
Itihiisa 512, 517,.550,634,638
I-Tsing 765, 891

Jagu<;la 705
Jaigi~avya 748
Jaina (s) 516,522,529,574; 848,854,

881
Jaina Canon 545, 721,869
Jaina chronology 853
Jaina ethics 856
Jaina. legend 8g6
Jaina Mahara~tri 852
Jaina philosophy 858
Jaina Tradition 835, 837
Jainism 600, 84 I, 857
JalhaI;la (see also Siiktimuktiiuali)

637, 644, 649, 7°4, 83 2 , 964,
1059

Jamadagni 527
:Jamadagnya.vijaya I 144
Jambavant 645
Jambavati 645
Jambavatijaya.6 I 3. 644
Janaka 623, 748, 863, 1°72
Janasthana 1°41
'Jarasandba 526, 529, 868
Jasmine Garland 1127
:fataka 503. 57c, 579, 583,.S85, 611,

619, 660, 671,672, 702, 718, 727,
915, 9 I 9, 9g8

Jatayus 63 1 , 639, 1041

jiiti 559
Jauanikii 692
Jaya 519
Jayadeva 1064
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jayanaka 1064
jayaswal 526
jester 717, 719, 720, 727, 97 1 , 972,

973, 974, 975, 976, 980, 986, g88,
995, 1000, 1002, 1004, 1005, 1006,
101 I, 1013, 1014,.1018, 1066,

r073, 1076, 1086, 1087, log6,
. log7, lOg8, 113'2, IISI

jina 8j4, 860, 868
Jinabhadra 850
Jinas 529, 560, 861, 862
]ivadarnan 963
Jivaka 672
Johnston 615, 709, 742, 746 , 747,

748,752,753.756,765, 768, IO~5
journey 1080

joy 7°4, 712
judgment 987
jumping in 1095
justice 642, 883
Jvalanamitra 1°57

Kaikeyi 618, 625, 626, 6271 864. 866,
. 1033, 1036, 1071, 1°73

KaiHi:sa 685, 686,951,1118.1150
kaisiki 1056
Kakandi 845
kiikajJada 1°97
kiiku 811, 814
kalahantaritii 807
KaIi 845
Kiilidiisa 510, 768, 94 1, 942, 943,

1055, 1078, 1I 14, II46
Kalingasena 668, 703
Kaliya 1049
Kali Yuga 5'25
K aliyugaparikathii 899
kalpa 522
kiima 598, 850, 1123
Kama 5'26, ·82g , 1144
Kamadevas 529
Karpsa 5'26, 658, 753, 1044, 1045,

1046, 1047, 1048, r050' 1°5 1,
1052

kaiicukfya 967
Kang1e 1058
Kanika 899
Kani~ka I 705, 706, 709, 900, Il02
Kani~ka HI goo
kiinta 928
Ka1J!habharm)o 649, 650
Ran thaka 732
Kal)va 1134
Kapila 73 2 , 737, 748, I IS0
Kapilavastu 714, 737, 740
Kapisa 705
Karl)a 955, 956, 1076
Kar1;abhiira 955
Karl)a's Task 955 , 1067,· 1076
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Karpurika 668·
Kiirtavirya Arjuna 527, 1144­

Karttikeya 1147, 1148
Kartyayalli 1045, H48
Hirya g80, 1087. u30
Ka:H 682, 697, 706, 99S, 1001
Kasmira 1°97
katha 579, 665, 672, 68g, 905
KathOsaritsiigara 648
Kathphisa 705
Katyayana 648, 649
Kaumudagandha 7I 9
Kaurava (8) 525, 526, 531, 948, 957,

958
Kausalya 625, 6'26
Kausambi 525, 53~, 652, 663, 67 1,

673. 675,683, 685, 69 1, 695, 6g6,
84 1 • 847. 978, 990, 992

KautaIya 613, 619, 642, 652
Kavacadiina 955
kiiueyya 539, 55 1

kaui (s) 520 , 534. 535, 536, 539, 540,
542, 543, 663, 673

Kavi, M.R. 1007, 1008, 1074, 1076,
1106,1113,1121, 1124,1137

kiiqya(s) 516, 527, 528, 529. 530, 534,
573

kavyal iizga 823
KiivyamimiiTluii (see Rajasekhara) 648
kiiuyasaTflhiira 984
Kerala 939, 941, 1066, 1067, 1075,

IOg6, 1097
Khara 1°40
Kielhorn 659
kilikii 6g8
kirpsuka 1091
kindness 1122

king 729
king's brother~in~law 101I, 1108,

1110
kingship 60g, 861
kiT/nara 650
kinsmen 742
Kira1)iivali 1077
kiriitas 7°1
Kidta kings of Nepal 652
Ki~k:indha 637, 861, 1027
kitchen 791
Kongu-VeHr 667
Konow 943, 962
Kosala 523,561,706,7°9,835,937
Kramadipikii 1096
krauiicapadii 93,5
krirjii g88
Krishnamachariar 649, 650, 938,

lo62.Jo65,]o66,J074,1076~1077l
1078, J 092, IOg6, I140, II44,
1145,1146,115 1 .

Kr~I)a 526, 529, 531, 645, 652, 658,
699,701,741,753, 829, 868, 946,
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948~ 950, 951, 952, 1025, 1°44,
1047, IQ70 , 1148, 11'51

Kr~lJa Dvaipayana 532,993
Krta Yuga 523
K~antivadin 920, 921

k?atrapas 1°99
kfatriya(s) 527,603, 1076
K~emendra 644:, 668, 673
Kubera (see Kuvera) 1105

Kubha 705
Kuchean 727
Kujula 705
Kulanatha 803, 806, 813, 820
Kulasekhara 525'
Kulkarni 869
Kumaradasa 638, 768
Kumarila 772
Kumudvati 753, u41
Kunala 61 I

KUfl5la 3iitaka 6II, 928, 998
Kundamiilii I H!7
Kundalekharauijaya I 144
Kunjunni Raja 1066, 1096, 1097,

lOg8
Kuntaka623' 635,646, 831
Kuntala 832
Kuraligi 999, WOI, 1002, 1003, 10°5,

ro06, 1009, 1010, 1066, 1149
Kuru (country) 525, 526, 53 I,' 724,

947. 952, 998
Kusa 640, 1134, 1135
Ku~aT,la(s) 705, 706, 707, 708, 709,

7-20, 774, 775, 835,· goD, 902, 928,
943, 1033, 1099, 1102

Kusinagari 714, 728
Kusinara. ,607. 6 IQ

Kusumafe:kharavijaya 1144

ku!aja I a8I .
Kutiihala 772, 837
Kuvera 564, 580, 676, 678, 685, 686,

688, 6g6, 740
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Lacote 676, 694, 703
Lakklzallasuttanta 584, 875
lalqo!Za(s) 826, 1007, 1070
Lak~mal}a 629, 631, 6:31, 638, 639,

862, 865, 1032, IOg6.I040. 1072,
1I28, II2!:h ugo, IISI, 1134.
115°

Lak~mi 1032, 1063
LakftnzSvayomvara I 146
laWa 653" g88
LalitaIocana 683
]amp 757
Land of Gold 700

language 517.733; 1066
Lailk~ 527, 622, 1028, IO~j3, 1130
lassitude' 1136 '

3at

Lava 1134, 1135
Lavanaka 068
lawgiver 5Q2
leading in 965, 1129
legal process 684
legend(s) 5°5,513,517,519,564­
lekha 877
1('10 1008

letter 808
Levi, s. 904
lexical figurativeness 83 I

liberation 563, 712, 746, log8
Licchavi 641
life 816
Life of the Buddha 714,723 ,73°, 74h

746, 748, 750, 765
Life of the Boy 1044, r067
Life of Padma 854
light play(s) 945. 99 1 , 996, 1151
Lilavai 772, 938
Lila.vati 673
limbs of the conjunctions 1056
'limbs' of comedy 1094-, 1095
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limb (s) of the street play 1061, 1075,

1094
linga 972
linguistics 5 I 6
Lion 1082
liquor 1124

literal sense 636
literary circle 832
literary triticis1n 8g6
literary middle term~23
logic 896
Lokatitastava 878
Lokayata 516,. 748, log6
lokottara 850
loose 922
Lotus Gift 1.I 14 .
love 598 , 679, 715, 782, 784, 786,
. 801, 808, 8°9, 1124-
Love (see 'Pleasure') 526. 829
lovemaking 728, 11°4, 1106
lovers 691
loyalty 618
Luders 721
Lunar Dynasty 518, 523, 524, 526,

861, g02, 1145
lunatic 995
lute 5UI

lyric(s) 509, 543, 547, 559, 560, 569,
623, 764, 769, 770,. 77 1, 772, 778,
782, 783, 871, 1078,. 1080

lyric metre 509
lyric poet 541
lyric poetry 534.
lyrical poems 5e8
lyricism· 580
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l\1ace Fight 950, II50
rnachine(s) 693, 694, 695
machines going in space (see 'space')

6g8
machine made of an assemblage of

,parts kii1:u!arii:fikrta 6g4
Madana (king) 673
Madanamancuka 678,. 679, 684, 686,

691, 7°3
Madanavega 703
miidhavi 638, 969
Madhuka 1048
mad/IUra 928
Madhyama 949
Madhyamaka 836,878, 881, 891, 911
madness 803
Magadha 526, 538, 559, 561, 563,

64!, 663, 664,669,671, 705, 714,
7~w, 721,. 728,835, 854, 860, 937,
964; 967, 969, 1102, II IS, II42

Magadhan Empire 52 5, 531, 641,643,
652, 664, 66g, 671, 705

Magadhan folk song 643
Magadhavati 71g
Magadhasena 850
Magadhi 538, 6,4-1, 663, 720, 721
magadhikii 538
Magadhi lyric poetry 663
Mahiiblziirata (see 'Epic') 522, 635,

854, 868, 957, 962, 1°44
Mahadeva 50 3
Mahakapi fP7
Mahakassapa 556
mahiikiiiiJas 58 I

maMkfatrapa 963
Maha.padma 648, 669
Mahiiftarinibbana Suttanta 610,905,928
MoMriijakaniJcalekha899
Maha.ra~tra 526, 629, 769, 774, nB,

782, 783, 788, 923, 937,938
Mahara~tri 675, 769, 771, 772, 777,

778,779, 830, 839, 852, 853, 859,
937, 94 1

Mahasarpgha 746
Mahasena 697, 978, 979, 980, 994,

995,996
Mahavlra 529, 841 , 853, 854, 860
Mahayana 891, 892, 9]1
Maha.yanist 879
Mahendravarman J 059, 1°92
Mahesvara 1069
Mahiman 646
Mahodaya 1 I 14
Mahosadha 570
Maitreya (jester) 101 I, 1013, 1016,

1018, 1020

Maitreya (hodhisattva) 727
maiM 567
Maitribala 920, 922 .
Majjhima .Nikaya 569, 724
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miilii (lakia~a) 1 136
Miilalika. 1151
Malaya 683, 686
MalayaJam IOg6, IG97
Malayavati 850
Mamandoor 1°92
Mammata 779, 817. 8 2 3
Manakheta 836
Manasa 1081
Manasavega 678, 681, 683,684, 686
Mandaradeva 686
MafijusrimiiZakaZfta 648
manoratha 826
Mal1orathapilr(1)i 541
Manthara 625, 626, 627. 1036, 1°71
Mantrayana 836
Manu 522
Manu (VII) Vaivasvata 514. 522,

52 3, 52 4. 53 1

Manu II Svaroci~a 522
Manu I Svayambhuva 522
manvantara 522

Mara 562,. 571, 576, 597, 600, 605,
606, 714,728, 753, 767, 932

Mara's daughters 600,. 718
maratJa 806
Marathl 778
MarhaHa Apabhrarpsa 675, 778
Miirkaf1(!eya Purii1)a 522
Marubhutika 691
marveIIous 610, 621,7°3
Master-1vIistress 1085, ro89', 10gl,

1092, 1094, 1095, 1096,log7
Matali 589
matallikas 68g
Mathura 526, 673, 707, 753, 774,

867, 1033, 1045, 1047, 1050, 1052
matrachandas 582-
Matrceta 765, 768, 885, 886, 887,

888, B9~ 891, 892, 894, 895,
8g6, 897, 8g8, 899, 900, gOI, gO.2,
g03, 931, 93 2 , 933

Matsya 669, 957, 959
Maurya Dynasty 613,641 669, 1142
Mauryan' Empire 619'
Mauryan period 537
Miiyiikurmigika I 149
mii..vokti 974
Mayuraja 635
means of knowledge 820, 1095
mechanical cock (flying machine)

697
medicine 1091

medieval period 734
medieval society 773
meditation 71.2, 729, 912
Mehendale 778
members of a 'circle' 1120

merchant(s) 700, 7°.2,719, 72I, IO! I,

1012
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merchant-banker 692
merchant's son I I03, I 105, 11 cg
meritorious action 906, 907
Meru 685: 687~ 692, 922,951 ­
messenger 785, 797, 800, 806, 807,

823: 824-
metaphor(s) 533, 550, 583, 6w, 646,

754, 162, 815, 870,. 883, 886, 888,
893

metre (s) 509, 533, 534, 535, 538,
541, 546, 567, 581, 582, 584, 611,
624, 640 , 659, 660, 752, 781 , 833,
859, 867, 870, 905, 9w, 91 I, 916,
93 C , 960, 1053, ro78

middle ages 666
Middle One 949
middle term 8.231 972
milkmaids 789, 1045
Milky Way I IS0
J\1imarpsa 820, 1138
Mimii1[lsa Sutra J08S
mimicry 999
minotaur 502
minstrels 518, 532
Mithila 570
mixed figures ofspeech 646, 762
modes (musical) 1096
modes ofstage business 984, 1°56
model 516
MoggaHana 557, 602
mok.}a 712
Mon 700

monarchical conceptions 522
monarchy 53 1 -

monkey (s) 622, 637,857, 927
Monkey Island 857
monkey wizards 861
monologue(s) 1003, 1010, 1020
monsoon 507
monsters 501, 502
Moon 592
Moon God 524
moonrise 646,. 651
moral action 860
moral law 866
morality go I

moral sense 918
mortal 685
mountains 63 I, 729, 74 1

mountain tribesmen 701
lVfrcchakatika 1023, 1062

mrdu 922
mukha 982, J 131
Muladeva 1 142
Mtilasthiina 527
J\(funoyaslava 934
Munisuvrata 862
Murari 617,1093
MuruDc;la(s) 706, 835_ [102, 1108,
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music 680,. 99 I, 994
musical metre (s) 509, 538, 566, 567,

570, 573,575,582,584, 781, 867
musical phrase 567
musical play J I 10

musician I I I 1

mynah 548
myth (s) 501, 503, 505, 5c6, StD, 513,

5 14., 519, 521, 526, 592, 621
mythology 589, 592, 621, 858, 1045

naga 549
nagaraka(s) 690, 6gl, 692, 71 9, 776,

785, 7go, 793,822, 1088, 1118
Nagarjuna 747, 772 , 836, 837, 873,

877, 878, 881, 883, 884,885, 886,
gOI

Nagendra 838
Nahu~a 524, 1145
naiMreyasa 880
Nala 527
NaHigiri 995
Nalakubara 862
Nami 861
Namisadhu 645, 646
Namuci 562, 571, 606
Nanda (emperor of Magadha) 641,

648, 652, 669
Nanda (the Buddha'shalf~brother)715,

725, 727, 7.29,740, 741 , 742, 749
Nandagopa 1047, 1049, roso
Nandana 594
Narada 863, 1006•. 1010, 1046, 1°51
Naraka 1148
Naravahanadatta 671, 67,0;, 6n,

678, 6n~, 680,. 681, 682,. 683, 684,
686, 687, 688, 6gl, 692, 693,
698,. 7°3

NarayaJ;la 862, 1030, 1046,.1985, IOg8
Narmada River 992 .
narrative(s) 512, 517, 60g, 610, 668,

70 3, 734, 743, 751 , 764, 9 15, 928,
93°

narrative metre 5~b, 644-
Niisika 928
nata 6.')8
m!laka(s) 653, 656, 658, 717, 718,

723, 727, 753,945,964, 981-, 1026,
1033, 1°44,1069, 1085, [127, 1I46

Na!ankuJa 1066
na.tasamajja 544-
,1liti 945, 99 1 , 115 1

niitika 991, 1077, 115 1

naturalistic description 632, 633, 818
nature 508, 816, 828, 878,. 1080
Niilyadarpafla (see cRamacandra and

Gut;lacandra') I 144, I 151

niityadharii 653
Nii!yasastra 523, 550, 61 3, 653,656,
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658, 710, 721, 753, 763, 801,
8C2, 803, 805, 807, 945, 957,
960, 961 , g80, 991, 1053, 1056,
108S. 1085, 1143, 1144-

nii.!yiiyita 654
Nemi 868
Nepal 652, 714, 872, 877
Nepalamiihiitmya 673
Nerafijara 562
Neru 564
neuter 1108
nidarJana (kathii) 68g, I 126
nidarJanG (lakra1}a) I 1 13
Niddesa 67 I, 702
Night 508
Nilakantha, K.A. 774
NiroujJomyastava 878
Nirval)a/nirva!1a .549, 552, 577, 593,

600, 6°4, 607, 672, 692, 728, 7H,
746, 856,.865, 88S, 888, 88g, 891

llirvaha?1a 983, 1133
Nh;:adha 527
niti 882, 1082
Nitisiira 1082
ni)ratii phalaprapti 98 I
non-attachment 571
non-mention ofthe consummation 984
non-violence 592 .
North Pole 685. 687
novel(s) 534,579,613,649,65°,652,

665, 666, 673, 689, 690, 70 3, 7°4,
772, 778, 835,838, 839, 840, 850,
851, 1010,· 1142

novelists 674
nrttabandha 1°49
nrvra 588, 1045
nun (s) 558, 559, 573, 598, 1106
nyasa 967, 984
nyiisasamudbheda 984
nymph(s) 510, 515, 524, 594, 70 3,

715.718,725,741,742,951, 954,
1124, 1132

objective 744, 745, 966, g80, 101 I,

1027,.1087, 1130
oblations 1 124
obstacle 744,745.982,997,1010,104°,

1132,1135
Ocean 621, 622, 1°30
oil 797
Oldenberg 6r 5
omniscient (emperor) 6g8
opening benediction 723, 939, 1013.

IIog, 1129
opening conjunction 744, 982 , g85,

1010, 1131
opening proceedings 723
opening to the act 1046
oral tradition of ItiMsa and Puriil,1a

512 , 634
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oral tradition of plays 1143
origin of literature 500
originality 5~W,. r025
ornamentadon 5 I :2

other conjunction 977
ou tcas te 681
outwitting 1°94
overlord 773
Oxus 535

Padalipta 772, 832, 833, 834, 835,.
836, 837. 838, 840, 847, 848, 850,.
85 1

paddhatis 78 r
Padma 529. 8.54, 855, 860, 862. 863,

864, 866
Padmavati 964, 965. 967, 968, 969•.

971, 972, 973, 974, 975, 976, 978,
979, 98o, g81, 982, 982 , 985, g86,
987, 989

padya 613, 640
pagoda(s) 707, 714, 744, 774, 8g l ,.

9°7
Pahlavas 7°5, 707
painters 920. 923
painting(s) 774, 843, 849, 92 I, 922 ,.

92 7, 950, 996, 1075, 1122, 6151
Paisaci 666, 668,669,670 , 673, 75,

677, 7°3, 720

Pala 837 6
Pali (Pa!i) 538 , 540, 542 , 55, 575,·

580, 581, 586, 601,. 6Ig, 623, 634,·
666,669, 672, 677, 702, 720, 721

PaH Canon 536, 537, 539, 541 , 543,
544, 551,584, 586 , 588, 608, 6 1 2,
658, 659, 673, 724, 780, 781 , 783,-
933 '

Pali dialogues 6 I 0

Pali literature 664, 67 1

PaH lyrics 782
PaH poetry 566, 764
PaH prose 928
PaIita 832, 834
Palitta 834, 838
Palitta 834, 839, 85 1

PalIava 1°92
Paficala Empire 517
Paficariitra 957
Paficasikha 748
Paficatantra 668
Pancavati 630,631,632 .
PaI;J<;lava(s) 518, 52:5, 526, 680, 946,-

947, 948 , 949, 950, 951~ 957, 958,
959. 960• 962, 1061

PaQ9 u 52 5, 947
Pal)ini 544, 6 13, 616, 644, 645, 646,.

647,648,649,651,751,752,9'41
parachute 702
paradox (-es) 823, 878
paragraphs 764
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parallelism 965, 992, 1095, 1129
parallel statements 764
Paromiirtkastava 878
jiiramitiis 9 I 0

Piiramitiisamiisa 9I1, 912,913,914
Paranavitana 765, 768 ..
Parapariya 560
Padisara 748
p,arasite 1011,1017.1018.1023,1103,

IIo4, 1106, 1108, IIog. 1110,
IIII, 1112, 1116, ]]17, 1118,

1119,1121, I125
parasites' hall. 10°3
Parasite's Drowsiness (unprinted

hhiitza: this tide given in only
one manuscript does not seem
justified by the contents) I 1 14

Parasu Riima 527, 1069
Pargiter 519, 5!W,532, 771
Juirijiitoka 1076
Parijataka Tree 1060

jJarikath4(s) 570, 8n. 8g6" 9°4, 905
Parik~it 518, 525. 680
Parinirvat;la 607, 610, 714
Piiriplava 512
jJarivrtti 821
parks g08
partes) (dramatic) 722, 1014. 1055,
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Parthi'ans 705
partial fancy 762
Parvati 521, 676,686, 688, 1048, I 150
Passion 562, 600

jJatilk4 980
jJatiik6sthiinaka 1061
Piiliilovijoya 645
Pataliputra 610, 643, 648, 663, 835.
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1116, 1119, 1123, 1142
Patanjali 613. 634, 649, 650, 652,

658• 65~)' 661, 753, 1014, 1°5 2 ,
1069, 1074. 1101

palibhdna 547,548,.623
pafibhiina-kavi 54.1
patrons 641, 662
Paiimacariya 854
Paurava(s) 518, 524,525, 531, 652,

671, 680, 1145

~pause' 744, 982
Pii.yiisi Suttanta. 608
peasant Cs) 6°3, 773, 782, 784, 785,

786, 787, 790 , I u72
pekklliis 544
perfections 910, 9Il, 914
performance(s) 51(, 544, 587, 588,

6Q2
perfo~ming (limb of the opening) 987
person 742
perso~i.fication 508, 762, 820
persplrmg 808
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Perungadai 667
pervader. 1138
phaloyoga gSI
philosopher 732
philosophical arguments 748
philosophical ideas 1083
philosophy 505, !j16,. 728. J 086
philosophy of love J I 20
pilgrimage 714
pin (of space machine) ,6gB
PinakapaI;li 1059
pifacas 649, 669, 675
PWimbara 776, 786, 787, 790, 811,

814, 818
plays 944
play withi.n a play 654 .
play within a play within a play 654
playful p88 .
pleasure(kiima, ratt) 598, 6gl, 728,
. 751, 830, 850, 932, g8g,1 120,

11 2 3, 1124
Pleasure (Kama) 526, 829
ploughman 785
'poet' 535
poetics 516
poetic art 535
poetic licence 646
poetic theory !:'36
poetic vocabulary 584, 577, 579,624­
poetry 539
policy 1082

poEtics. 882
poEtical consultations 728
political science 618
popular milieu 782
portent(.s} 1048. 1104
portraits 978
portress ~n8, IO:H. 1°35
possibility of attainment 744, 745,981
Pottisa 772
poverty 794, 7g6, 101 I, 1013. 1014,

1015. 1016, 1019

Prabhacandra 772. 815, 836, 837,838
PrabM,vati 684
Pradipta 838

Pradyota 668. 677. 695, 697,· 990, 992
Pradyunana 526, 1144-
ftrahar;iVi 660
prohasana 945, 1076, 1084
praise of what is not the subject 805.

818
Prajapati 5]3,514
pr(]karo!J{l 68g, 71 7, 719, 753, 945,998
prakari 980, [133
Prakrit(s) 581, 6,p, 664, 667, 70 7,

7J7, 720, 722, 769, 778, 830 ,83 2 ,

838• 85 1, 928, 941, 1013, 1014.
1034

PrakrtalrrigiiraJataka 779

2
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prolojJG 1017, I09S
pramava 1 °95
prarniipikii 659
pramitiik;orii 659
priipti 1137
priiptisambhava 981
prasiida 851, 89~, 897
PrasiiJapratibhodbhova 8go, 892
prasonno 85 I .

prafanta 653, 984
prasiddhi 106o
pratibhii 892
pratibl!iina 924-
pratihiiri 978
prat1j"ilii 948, 958, 1054­
Pratijfii£yaugandhariiyova 990
Pratima 1°33 '
pratimukhog82, I I ~JI
PratiH~ana 664. 665, 669, 675
"i!ratiliasudctJQ (s) 529, 862, 868
prayatna 98 I .

prayers 1124­
prayogiitisayag65, 1046, i 129
Prccha 763
pregnancy longing 194­
pregnant woman 693
pre-kOlJya 501

prekjtl 544
prekial2aka _1076 .
pre",ajJarikfd '808 .
preserving (dhiirit,li) 836
president of the hall 654­
previous life 848. "
priti 7I 2 ,. ." ,

producer 717, 723, 965, 1001, 101 3,
1014, 1027, 10 34, 1046, 1 °55,
1°75, 1085, 1087, 1103, 1129,
IIgO, 1139

production ofdramas: 591,.1066, 1067,
, 1006 . '. .

,prologue 654, 655, 656, 71 7" 950,
965, 992, 1001, 1013, 1014. 1027,
1034, 1046, 1°55, 1067, 1075,
roB5; 1087, 1129,1131,1151

props 1151

prose 505,512, 5 13, 516,. 533, 539,
601,608,60 9,610,611,90 3,915,
fH9, 927, 928, 929, 930

prose and verse 588
prose epic 534
prose fiction 665
Prthu 522
public works 90B
Pudgala School of Buddhism 881
pukkasa 603
Pulumayi n 772, 776, 877, 928
pun(s) 646, 737, 762, 828, 888
punning 739,767, 1I06

PU')ya g06

wMM_......... _

INDIAN KAVYA LIfERATURE

PurillJa(s) .5 12, 5 19, 520, 526, 53~"
53 1 , 77 1, 855 .

puras of the. demons 5 I 3
PUliitanoprabandhas01pgralza 772, 835:
piir1Ja nataka 653 .
purohiia '727
Puru 523, 5.2·4-, 1 J45
Pururavas 510 , 5 15, 524-,658, 753
Puru~apura . 774
piirvaranga 72 3, 939, 1013, 1066
Pu~yamitra Sunga 66',b 669, 1142

quality(-ies) of style 657, 851, 8g6,.
. 897, 922 , 9~5, 928 . .
qualities of a sentence vakyadharma I;

1138 ."
quarrel 807, 1I21 :
quatrain(s) 573, 582, 584:, 743, 75 1 :

Rddhii 115 1 .

Rlidhika 829
riigas I og6 .
Raghavan 668, 703, 115 1

Raghava 625, 627, 628, 63 2

Raghu 523'" .
Rahu 592
Riihulastalla 936
rains 556, ~47, .65,1.' lh5, r081
raindrops i oB'i' '." '. '" )/ .
rainy season 5°7, 637, 646, ~04. '867,.

1080, 1116 ...". :

Rajagaha 5:61, Iho
RiijaparikatM BBo" "','.
Rajasekhara 636, 63 8, 640, 641~ 644,.

648, 649, 662, 704, 733, 734, 7~5;'
832, 915, 964, 1059., 1064, 1078 '

riijasirpha 9f3 .~. .
rilk/Mas 622, 632 , 639, 857 .
Rama 502. 503, 523. 527. 52 9, 617.

6r8, 6Ig, 620, 62'1,622, 623ff.,
709, 728,' ~29, 8,?5,B57, 860, 862,.
865, 1025, 1026, 1027. 1029,

1030, 103 T, 1032, 1 0 33, 1034"
1036, 1037. 1038, 1039, 1040..
1061, 1069, 1070, 1071, 1°72.
Il27, II28, II30 , 1I:i!1, I132"
JI33, II34, 1135, U38 -

Rama of the Axe 527, 1069, 1072 •

1073, 1076, 1117, 1144. II45
Ramacandra and GU:r;Iacandra. (ace­

also 'NiityadmjJa1)a') 831,. 97!'.l,
[01 I, 1064, 1133

Ramapal):ivada n8, IISI

Rilmiiyo1)Cl 613, 614, 616, 617, 618,
620, 6 lu, 622. 624, 634, 635, 644~
70 9, 743, 754, 854, 856, 1025.
IlQ7, II28.. JJ3 r, 1134

Ramilaka 1088, I I rB" 1120
raitga 658
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rape 658, 991, 1144, 1149
rata (s) (see also 'aesthetic experience')

533, 607. 623. 690 • 704,734, 8(>7,
8.52,867,· 86g, 984, 987, 1056,1066,
1148

Rasaratnlikara 772
rasiitala 7°1
Riistrakuta 8Q6
Rilf/rajal; 723: 724.765
Ra~trapala 724, 725
rathoddhatii 573, 582, 61 I
rati 598
l'a tionalistic outlook 516
Ratnaprabha 666
Ratnasrijnana 634, 666, 765, 895,

8g6, 8g8, 903, 915,922, 924, 925,
937

Ramiivali 877,880, 881,. 906
RavaJ;la 527, 529,. 6~v, 622,623, 639,

857, 862, 864, 865, 1026, 1027,
1028. 1029. 1031, 1032, 1040,
1°41,1069,1071,1°72, 1070,1130

Ray 772
reader(s) 7°4, 712, 765
realism 57th 665,666, 6go, B18, 1011
reciprocity 808, 818
redundancy 569
'reflective poet' 543, 560
refrain (s) 556, 557, 566, 764
religion 620
religious background 621
religious plays 613
rendezvous 787
renunci~tion 518, 714, 987
re-opemng 744, g82, 985, 100!?,. 1038,

JI ~ I

repetition 608
republic (s) 531
republican constitution 526
r,esurrection I 150
reticence 891
revelation ~~2
revolution ( figure) 821

rhaps.odes S18, 532, 536
(rhetorical) Question 600. ,63
rhyme(s) 755. 88" gIl, 932, 1078
rhymed poem J 0i9
rhyming 7S9
r~ythms 573, 582, 5841 643, 928
rIce field 786
r~ti.I 938
rrtual 505,510, 5 12,516
Road to the South 664, 673
rogue 719.720,1011,1094, lu9
Rogue and Parasite 1126
Rohit;1i 1049
Rohita 515
R~abha 529,. 687, 861. 86,
Uis 535
JjtusatflMra 768

387

Rudra 644­
Rudradaman 928
RUdrasirpha I 943. 963, U 15
Rudrata 646, 808, 825
RukmiI;Ji 526. 652
RumaJ;lvant 691, 695, 697, 968, 969,

995
rupaka 754
Ruyyaka 646, 823

sobhiipati 654
Sabhiya 572
sacred texts 505
sacrifice (s) 857, 861, 958.• 960, 962,

1070, r07r. 1°72• 1073
Saddh.ommapajjotilca 702
Sadharal'):adeva 798
Saduktikarvamrta (see also Sridhara-

dasa) 646
saffron 787, 793
Sagara 523, 529, 1150
Sagaranandin 94 1, 965, 989. 9g8,

1062,. 1092, uSo, II35, II3'6,
Il44, 1I47. 1J48, 1I49, JI:)I

SahityadarjJ(1)Q (see cViSvanatha') ; 129,
1J45

SaiHiJin 613
Sailalaka 753
Saiva 676
Sajja.Iaka 101 I, 10.20, 1022

Saka (s) 70 5, 706, 707, 83:5. 928, 962,
1012, 1099, 1102. Jl08

sakiira rOIl. 1017, 1023
Saketa 709
Sfikiya 56!
Sakka 58fl, .1>90, 595, 596, 6°5, 607
Sakra 589, 627, 9 19, 922
Sakrii'/Janda I 147< Sakti> riimanuja r 150
Sakuni M8
Sakyas 586
SaIaha:IJa 8.:H~,. 833
salliijJa 945, 961, 1085
SalaiJkayana 992 • 994
salt 797
samagra (nil/aka) 653
samiijas 544, 'jI9
saman !?46
Samantapancak.a .950
SamantojJiisiidikil 780, 1129
stJmiisokti 646
samavakara 945, 960, 961
Sambara 627
sambhoga 803
Saqlghadasa (see also Vasudevalziru!i)

667
samfTitaka 1 I 10
Siriikhya (s) 748, 881, 1085, n06
sC1tfl1oya 1137

•
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Sal}lstha.oa [or I

Somudramothantl I r.t3
SaIpvaraQa 525,531
sOTpvc'r;a 918
{amya 79 [, BI8
Sotllyutta NikiiJ!tl 548, 568, f 83, 587,

5B8, 589, 59 r, 592, 593, 59·h
595, 596, 598, 599, 600, 601, 603,
604, 605, 606, 6°7,' 718

Sanatkumara 862
Saik1849
sandhyontara 976
SaJ;l9.ilya 1086, 1087, loB?,. 108g, lOgo,
. 1094~ 1095, 1096, 1097, log8

Saligam 774
Salikar~al)a .1049
Sanskrit 61 3. 659, 663, 664,755, 870,
'. 928, 941 , 1079
Jilnta 607, 1070 .
Santi 529
Siinti ParlJon 1)22
Sanuclasa 680: 690, 692, 699, .702 .
Saradatanaya653, 984, 985, 987, 1056,

1062,1065,1131, 1144,'IJ48, 1150,
Hl=il .

Saras;ati 640, 1064, 1146
Sarotthoppokiisini 589 .
Jiirdulavikriifita 584,647,657,767. 960
sa.rgabandha 534
Siiriputra 717, 767
Siiriputta 548, 554
Sarmi~tha II4.'i
SarIUi~tha and Yay<1ti 1144
,sarmif/hi[ya)'ati 524, Il44
Sarngadhara 1059, J063
Sarup 863
sarvojna 6g8
Sarvarthasiddha 730, 732, 749, 849
Sarvastivada 881
$alJitontra 1085
Jiistras 5 I 6. 5 19

SatakarJ;li 670 .
,sotapatha B1'iihma1ja 512,. 513. 514,

515, 516. f22
Sa.tavahana (s) 660, 662'; 669', 670,

673, 70 5, 769, '170.771, 772,774,
776, 777, 778, 779.781• 782. 786,
830. 83 1• 892, 833, 834, 835, 836,
837, 839, B5 1, 873, 877. 880,
881, g06, 928,.938, 1102

Satavahana Empire 664
Sati 1148
satire(s) .')11, 601, 613J 1086, 1102'

satirical literature 1099
satirical monologue 945, 1084, .IOf.'4,

U 0 I, XXI.2, I IJ4. Il 15, X151
satirising 608
Satrughnalo32
.£otlaka 778
16ttvika 807

INDIAN KAVVA LITERATURE.

saUvoti 984. 1056
Saurnitri 631, 632 ...
SaundararJanda 715. 746, 752, 755 ..

756, 759, 760, 762
Sauraseni 526, 707. 720, 72 I, 778,

1 01 3
Saura~tra 697
Sauvira 998, IOOI, 1006
scavengers 782
scene 1075
scenery 999
SchIingloff 874, 933.
Schokker I 1 14
science (s) 5 I 6, 678, 679, 680, 6go;

836, 862
science fiction 690
scoundrel (s) 798, 8g6, 926, 1011, [01 Z

scripture B59
scroll 843
sculpture 70 7, 774
Scythians 705
secretpracchanna passion 8 I 0
seec;l. 744, 966, g80, g81, 982 , 1017,

1027. 1036, II30
seers 535
self-sacrifice 917, 918,. 9 19 .
sensitive 550, 782, 783, 803, 959, g87r

989
separation 8°5, 806
series 1085
servants 721
sesame 787, 797 .
setu g08
Seven Hundred Songs 777, 801, ,839,

937 .
sham expreSSIOn 974
Sharma, R.S. 775, 780
Sheepkiller 998, 999, 1000. 1002,

1003, 1004, 1005. 1006. HW7,
1008,. 100g" rolO, 1062, 1066,
IJ41

short story 579
show 544-
showing of the seed 984, 986
Siam 700
Siddha (s) 679. 681, 741
sikhariv'i 647, 960
JUa g08, 90 9, 914
Siladirya 869
Jilpaka I 136
JilNns 693
simile (s) 533, 550, 552, 566, 575'­

624, 6:B, 646, 737, 746, 754,· 758,
,62, 8r5. 819, 86~ 87~ 883;

. B8.6,. 888, 893, gor, 911 , 919
slmphcity 890' .
Sindhu 705 .... -
Singabhiipala i094, 1095; X148 1149
Sinkiang 705, 727 '
.Wira 787
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Sisunaga 641, 6,62 ."
SUa 622; 623, 628, 629,.632; 631,

638,865,. 1032, 1036, 1040, 1069,
1071, 1072; 11~7, 1128,1130 ,

I1SI, 1132, 1I33, IIS4, II35;
1136, IJ;j8 ",

fithila 922 ,
situation (s) 981, 1085 " "
8iva 50S, 506, 5 13, 521, 526,. 649,

675, 676, 685, 688, 701, 829, 885,:
1059, 1072, 1139, 1147, 1148, i 150

Sivasvamin 528 ' .
Sivi 527, 528,. 919, 92C
Skandha' schools of Buddhism 881
slave(s) 618,625, 782, 107I
slavery 773
JlI?,Ja 754
slil1a 7.54-
social changes 773
social skill 1 1 12 ,
society ':;00, 609, 620, 621, 776; 1024 '

social history 609
SOQghala 704, 832, 1062
soft 922
SoIar~Dynasty 523, 524, 525, 740, 861
Somadatta 719, 720, IO! 1

Somadeva (1) 668, 673, 704, 91g,
IO~ .

Sowasekhara: 1I5 I

Somesvara 7°4-
SODg(S) 505, 509, 567, 5'Br , nOl 777,

n8, 830
soul 746, 748, 881, 912, 1088, 10gl
sounds 922 .
South East Asia 671, 702 ,
South India 621, 673, 683, 686, 774,

940, 944-
Southern style 90 3, 922, 923, 937
Southern forests 622
Southern Sea 765
space machines 693, 695, 697
Speech of the Envoy 946, r075
sphv/a 928
spontaneous verses 541
spring 72 9, 7891 804
sprite 696
spurning 806, BIB
sracdharii 647
tramo1)o 732
Srel)ika 854, 860
bej/hiu 692
Sridbara823
Sridharadasa ('see also Saduktikart;a-

mrta) 1063
Srivijaya 765
8rngiil'Oprokiiia (see Bhoja) r r 26
stage 658 , 944, 949, 9!?9, 1027, 1097,

II Q 4
stages~ of the action 74':h g81
stage business 984, 1056

389

stage direction(s) 722, '7'Q3, 939, 966,
101 3. 1034-

stage (s) of love BOl, 803, 806
stammering 1095
statue (s) g07, IOS3, 1038
Statue 1033, 1069
Sthiiruinga 856
sthiipanii 950
Sthaviravada 537, 547, 673,. 88r
stick: carried by jester I0f!7
stock characters ! 01 I

'stone' asman machine 694
story, kinds of 672
story telling 500, 512, 579, 608, 673,

028
sto;y teller 6.ro
stotra( s) 56~, 710, 871, 872, 873,

876, 8n, 878, 885. 8go, 8gE, 892,
899, 93:?

'stream rooms' 975,
street play 945, 1075, 1151
strength 657, 928 .
string'S (of space machine) 6g8
strophe Cs) 567, 569
strophe structures 509 .
structural theory of drama and epic

744, 1135
student 1086
stiipa (s) 70 7, 714, 774
style (s) 512, 608, 6ro, 6I1, 6 14,

618, 616.; 624, 625, 634, 635~
646, 659, 719, 730, 743, 750,
756, 851, 867, 8go, 895. 896,
898, g03, 91 I, 916, 9I9, 922t 9.28,
936, 938. 1053, 1078, 1083, 1085,
1127

Subandhu (1) 613, 616, 653. 654,
656, 657, 753, 964, 984

Subandhu (ll) 7°4-
Subha (n) 580
Subha, blacksmith's daughter 558
subhti!itos 832.
Subhii$itaratnokararufakakathit g04l. g05,

9°6, g07, 908, g0 9. 910
Subhafitavali 646, 647, 650, 651, I 101
subject (matter) vastu 638, 640, 811,

1004,. J 135
subordinate implied meaning 813, 814
sub-plot(s) g80, g82, 1010, 1055
Jiidra 603
Siidraka 719, 753, 778, 938, 941,

942, 1023, 10.24, 1068, 108S, 1101,
1114, 1115, 1127, 1.l4J

Sugriva 637, 638, 6S9, 862, g,64,
10.26, 1027

Suhrllekha, 879
sukha 672
Sukra 1145
siilqma 822
Siiktimuktavali (seejalhalJa) 646, 65'1
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Sukumara (II) 1093
Sulocani 686
SUf!longa[ovildrmi 540, 544
Sum41lottarii 652 -
Sumal1tra 1037, 1039, 1041 1073
Sw:nedhii 580 '
Sumerian literature 502
Sumeru gIg
summer 1080
Sunandi 1119, 1125
Sungas 7~W, I 142
Sun God 50 B, 522, 525, 592
SUIIah.sepa 515 ..
Sunita 563
sung, to be (gf:.'JIya) 588
superhuman 6.v, 690
superhuman powers 579. 678
supporting scene 951, 960, 978, 1032,

103.5, 1041
Sura 768, goS, 904, g06, g07, g08, 915,

9'16, 918, 9 1 g, 920, 921, 922, 923,
924, 925, 926, 92 7, 928, 929,
930, 93 1, 93 2 , 937, 938, 1053

Siirasena 662, 673, 7°5, 7°7., 720,
759, 1045, 1051

Siirasena-Gandhira School of Sculp-
ture and Architecture 707

Suratha 522
Surpaka 753
SiirpaIJakha 1°4°
surprise (limb of the opening) 987
sOta. ':;18
suta-kalli 540
sfltradMra (see producer) 723
stdtas 536
satras 536
SuttanijJiita 552, 553, 561, 562, 566,

567. 571, 572, 586, 673, 876
suvadanii metre 960
Suvarl)abhiimi 700
Suvra ta 840
Suvvaya 840
St1yogarja 574
Suyodhana 950
svabhiivokti 818
svii..l!utii 583
slIapna 977
Svajmaviisavadatta 964, !?72
Svayarpbhii 833
Svetarnbara 721
sweet 028
'.2amat1t~lca gem 645
~yami1aka 1114
syllabic metre 573

Tak$aSila 648
Talaputa 544. 588
Idlal/rUas 933
TamiJ 667, 774
Tamral: pH 699

INDIAN XAVYA LITERATURE

tanlis (of a machine) 6g8
Tantrism 836
Tapantaka 691
Tapati 525
Tapatisol/waraV-a 525
Ta.raka 1147, 1148
Taralflgavai 836, 839
Taranatha 772, g03. 926
TaraJigavati 840 .
taste 734
Tavath~lSa 589., 5~4,596, 59B
tax collection 77'3
teaching 714
tears' (expressive emotion) 807
teeei flowers 1097
technology 671, 690, 694
Tekicchakani 576
temple 995, J038
temptation of the Buddha by Death

(Mara) 562, 600
tender mode of stage business 1056
test of love 808
theatre 524, 525. 544. 692 , 710• 72.0.

72:7, 940, 94 1,942,944, 945, 963.
965. 1055, 1°56, 1066, 1067, 1083,
IOg6, 11 10, II45

theme song log6
theory 516 '
Theragatha 548, 552, 554, 5!i5,556,

557. 560,. 563. 568, 576• 577. 578,.
583, 588

TherigiItlzli 558, 550, 573, 580
thesis 1054 ~
things wen said 832
third sex I 108

Thirty Gods 594
ThreeStepsSI3,658, 1074,115 1

Three Worlds 518
Thunderstorm 508
Tibet 872
Tibetan translations 872, 8n, 904
Tilottama 1132
Time 748
Tissa 577. 578
Ti~yarak~a 6n
Tokharian 705. 727
tolerance 912, 917, 921
toleration 589
to/aka 510
tournament 1050, 1051
traceSVfllallaS of previous lives 92 4­
tract(s) 877, 880, 8114, 885, 896,

899, 9°4, 905, 911.,)
trade ,1';22, 774 .
Tradition 509, 51 2, 5J4. 515, .1]17,

51P, 520 522, 523, :,25, 530, 53 1,

532 , 533. 5~4, 5~5, 536, 538,
540, 60 9, 613, 614, 61 9, 634, 669,
70 P, 73 2 , 771, JoF3

traditionalpoet\s) :40, 565, 570,614



INDEX

tragedy( -ies) 505, 840, 945, 946.
950, 955. 1027, 1053. 1056• 1 B!7.
1144, 1145. 1J50' .

tragic 518, 623. 632, 635. 640. 1J28
tragic play 524 '. "
Troivikrama !OH- ..'
transaction (Hmb of comedy) .1°9.5
transcendent novel 850
transformation 10# .
transient emotion 807,' I 136 .
transmigration 562,597, 692. 742.•

847. 848, 858, 889
travel(s) 702, 804-
traveUer(s) 789. 790. 792. 815
trembling 808
Trehi Yuga 523
trial J 023
tribes of the Aryans 531
Tripitaka 536. 550. 702. 72 I • 746,

g0 5, 919. 920
Tripura I 147
TrijJUrodiiha I J 43
tri~!ubh 553. 585. 586 '
Trivikrama 704
trumpet flower 826
trust 967, 979. 984. g85
Trust 718
trustee J 1 S3
tuft of hair 1°97
tulyayogita 93 I

Turks 944-
turn vara [type of drama) 10~5
Tusita 598
types of drama 1085
typical 801

Ubhayiibhisiirikii 649. 651. lIOI

Udiina 715
udamta 851
Udayana 525. 530. 652 , 653, 654.

655. 671 , 673, 678• 679. 693.
695. 696, 7°3. RF. 964. 965. 967,
g6B, 969, 970, 971 , 973. 974.
975. 976,. 978. 979. g80, g81, 982 ,
985, gS6, 988, g8g, 990, 99 1 • 992,
993. 994, 995, 996, 997, 1142

Udbhata 646, 823, 960
Uddyotana 704, 778.832,851,868,869
udgatii 752, 933
Ugrasena 1045, 1°51
Ujjayini 663, 664, 673, 695, 696•

775, 928, 943, 979, 990, 99 1, 994,
995. lOll, 1114. 1115, 1142

Uma 521, 1147
uncertain 802

undertaking 744, 745, 981, loog
Underworld 600. 645,658, 701, 877
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. 898, 1074. H2·7, II5l? .'
unfeigned akrtrimapassion 8 I 0

union 8°3' . ,
universal conquest 714., . .
universal history 855, 856, 858, 861,

862, 866, 868, 869
un-milda 803
untruth J095
Upacala 598
Upadhye 938
upadi~ta 10°7, H2!

upojiiti 585, 644, 64.6, 752
upak~epa 1130
UpaJi 569
upamiina 820

Upani~ads 516, 1086
Upani~adic concepts 748
ripapattil095
Upapurii1}as 519
upasthitapracupita 584, 587, 933
Upavar~a 648 . ..
Orubhanga 950
Urvasi 524, 658 ,. 753, 954, 1149 "
Urvasimadana I 149
UrvaSimardana I 149
U~a 526
USinara 919 .
utprek/iis 624,762. ·818, 820, '1017 ..
utprekiiivo)'ova '}62
utsutiktinka 945, 953
U Uarakuru 564'

Vagbha~a 588
Vagisa 541, 547, 548,549; 55 1, 552)

568 .
voidarbha 527~ goS, 923, 937,P28
vaidarbh'i 6~5
Vaidehi (SWi) 628 _
Vaijayanta 627
Vairantya 998, 1006
VaiSaH 610, 750, 1099
VaiSel}ika 516, 880, 881, IIOI, 1102,

1 r06
Va:iSikaca:]a 1106

Vaiglava 526,. 1063, 1064, I07Q

vai.rya 60g
vaWilrya 538,550 ) 567, 57'1.,574, 580 ,.

611
Vajji Republic 610
Vakataka 923
Vakpatiraja 1057
vaktra 509, 534,55°, 564, 575, 582,

587, 588, 6r6, 623, 64°,644, 651"
75 2 , 934, 93'6

lNikyadharmas r 138
Vakyapadi,ya 1138
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INDIAN KAVYA LITERATURE

Valin 637, 857, 862, 864, 1026, 1027,
1 °44-

VaUabhadeva (see Subhaiitavali) 650
Valmiki 534, 61 3, 614, 616, 617,

6IB, 619. 620, 623, 624, 625,
632,634,636,641,70 4, 728, 937,
1127, 11!28, II:iP, J 132, Jl33,
1134-

Vamadeva 6B6
Vamana656,657, 767, 974,1015,1°58
Vamana PuriiQa 658
vorrzsastha 646, 895
VaTfl-iavoli (Nepal) 652
VaiIgisa 547
vanity 1086
vira 961, loB5
VaraQasi 682, 714,. 857, 1099
Vararud6I3~ 616. 648, 649, 650 ,65 1 ,

652, 665, 669, 67~, 1101, 1102,

IIB~, Ill,;, 1117
Va,,;uirnavarf/a 886
varQas 1°72
Var~a 648
Var~agat:lya 748, 1085
VcirUika 6 I '3, 649
VaruI}-a 510, 51!:;' 862, lOgO

Vasantaka. 693
Vasantasena IOII" _1017, ]018, 1019..

1020, 1022, 1'023, 1024, ] 088,
1°91

lJQsantatilaka 660, 874
Vasava S8g
Vasavadatta 6 13, 652, 654, 695, 6g6,

-753, 964, 965, 966, 968, 969,
970, 97 1, 972, 973, 974, 976,
978, 979, 980, g8I, 982:, g85,
989, 99 1, 994, 995, 996,997

YiIsovaduttii 654, 655, 656, 677, 693,
850, 967, 986,987, 990

ViIsQvodottii Niityodharii 653
viisavadaUika 61 3
Vasi~fha 1°71, 1124
VasiHhiputra 772
vassals 773
vastu I 135
Vasubanclhu 747
Vasudeva(s) 529, 862, 868, 946,

047, ]047, 1°48, 1051
Vaiudeva (king) 662
Vasudeva Kaf.lva 662
Vasudeva Ku~aJ;la 662
Vosudevohi(uji 667, 6g8
Vasuki 10gI
Vatra 595
Vatrabhii. 595
Vatlla 67 1, 678 964, 967, 976,. 978,

990, 99 2
Vatsagulma 923
Vayu PuriiptJ 522, 669
Veda 505, 506, 508,. 5 12, 516, 517,

5 19, 521• 535, t'~8, 601,861. IOg8
Vedibigas 5 I 6
Vedanta 748
Vedantins Iog8
Vedeha 570
Vedic gods 589, 687

Vedic literature 502, 505, 5°7, 535
Vedic metre50g
Vedic period 51 7J 535
Vedic religion 601
Vegavati 678,680, 684­
VeiJkalabhilpati 1149
Vepacitti 589, 590, 592, 658
Veraiija 998
verse 613, 640,930
versification 755
Vessantara 540
Vessantara 3ataka 579.
Vetiid 1000
veyaliya 574
vihhiilJO 804
Vibhi~ar;Ja [029, 1030, 1032
vibhranti 1°9'5
Vicitravlrya 525, 947
Victory 519
Victory of Jamadagnya 1I44
Victory of Kusumasekhara 1 144
VidaelJad6ta 524
Vidarbha 526, 52 1, 923, 937
Vldeha 1072

vidu/aka (see jester) 717, 1086
vidyiis678 -
vi4Jadha'fo 677, 684,. 685, 70 3., 857
vidytidhorz 679,· 683, 684
Vidyakara 647, 65 1, 766, 767, 51.26,

1063, 1138, 1139
Vikramaditya 780
Vijaya 1009. 1055
village(s) 770, 797
viUagers 776, 793
viUains 1064
Virna 705
Vimala 852 , 853, 854, 855. 8056,

857. 858, 860, 862, 864, 865.
866, 867, 868, 869

VimiInavatthu 702
vimarla 082

vituj 512: 562, 650, 680, 692, ~?71,
986, 1 II I

vilJii teacher I I I I

Vinayo 672, 780
Vinayarandra 704
Vindbya 649, 675, 682, 770, 828, 845
violence 856, 1°52
violent 1056
vijJralombha 803, 1095
Virabhadra 1148
Virahailka 833
viranotko1}!hitti 805
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lJi rodha'f 886, 888
virtue 672, 691, 806, 840, 883, 8g6,

g08, gog, 914, 932, g8g, 1I23
ViSakhadatta 1068
Visesanisithacu!/1yi B50
viSNokti 823, 1015
vision 535
vi/kambhaka 951
ViglU 502, 503, 506, 513, 514, 521 ,

522, 526, 527, 6~w, 658, 695, 699,
701, 829, 946, 1030,. 1045, 1046,
1047, IOSI, 1064,1°7°,1072,1°74,
1075, 1146

Vinw Puriiya 526, 645
vi.fuddlzokti 926
Visvalaka 1119, II~W, 1121

ViSvamitra 515, 523, w6g, 1071,
1072, 1°73

ViSvanatha (see also 'Siihityadarptit)a')
806, 818, 823

ViSveSvara 778
Visvila 697
vi.ta IOII, 1103

Vi.tanidrii I 1 14
Vitasoka 578
vUhi 945, 1075, 115 1

Vivasvant 523
vocabulary 556, 580, 610, 624, 634,

75 1, 756, 8~H, 9 15, 928
voW 948, 958,. 959, 976,. 990, 993,

995, 997, 1054, 1078, 1135
Vrndavana 1°49
VnI}i 1°46, 1051
Vrtra. 595, 732, 1148

vrtti 984
vyajokti 974-
vyangya 8r I

vyavahiira 1°95
vyiipoka I 138
vyiipin 1138
Vy.asa 532, 947
vyatireka 760, 818, 886, 933
vyovahtira J09S
r;yiiyogas 945

Waldschmidt 610
wanderer(s) 1086, 1091, 1095,lOg6
want of agreement BIg, 886
War God 506, 596
warrior class 512 527, 60g, 1076
'water' jala machine 694-
water sports 867

39'3~

water-wheel 780
wealth 672, 69 1, 702, 774, 883, 917,..

93 2, g8g, 1123
Weher 779, 780, 781
~well known' 519, 520
white jasmine 1081
wife 628
wild goose/geese 552, loBI
Wind God 1028

winter 624, 636, 727, 786, 867
wish 826
wizard(s) 677, 678, 679, 681, 685,.

686, 689,690, 6g6, 836, 857, 861,
864, 927, 1000, 1032

women 783,.1116, 1117, IHn, 1122,..

1I23. 1124
Woolner 963
word play 624, 932:
worldly 850

Yadava (s) 526, 527, 53 I, 861, 868
Yadu 526
Tajfiaphola 1061 1069
Yajiiasri g06'
yokkhas 564-
Yama 524-
yomaka(s) 755, 887, 893, 932, 1078
yarnakokavyas 755
Yamuna 525, 526, 705, Ri-5, 1047,.

1049
YaSas 839
Tasna 535
Yasoda 1047
Yasomitra 747
yo.tluisQT[lkhya 761, 888
yntra 691
Yaudheya 53 J

YaugandbarayaJ;la 693, 70 3, 965,
966, 967, 968, 9,6, g80, g82, 990,
992, 993, 995, 996

YaugandharayaQa's Vows 990, 1066-
Yayati 524, 53 1, 1145
Yazdani . 920
yellow birds 701
yoga 1087
Yoga 748, 1069
Jogin 1086, 1091
youth ~oo
YudhiHhira 518, 525, 947. 948, 95°,.­

95 1

Jugas 5Q2
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