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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 but a
very shadowy idea. One can merely take for granted that story
telling and song-are as ancient as human society, and regard the
earliest extant Indian specimens of these arts, which antedate
kavya by a thousand years, as belonging to a tradition, or a com-
plex of traditions, of incalculable age.,

) 501. To obtain an idea of the literature of pre-kavya
India, as a background to the rise of kdvya, we may begin with a
glancF at the earliest archacological evidence for literature,
f.chat 1s f?r 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 }in 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.1), there are,
besides ordinary Indian animals, monsters, composite beasts,
sometimes partly human (Mackay LXXXIX. 347; XCIII. 13,
14; XCIV. 411; XCQV. 450; XCVI. 521; XCVII. 554).

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
Visnu (including Rama). The Sumerian ‘minotaur’ Eabani
(Enkidu), first the enemy, then the ally, of Gilgamesh, has been
compared with an Indus valley representation of a similar
monster fighting a horned tiger (Marshall Plate III. 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 recalling a later Indian fable (the cock
and the cat—e.g. Fataka No. 383) is suggested by representations
of a man up a tree, escaping from a tiger which walks away
disappointed (Mackay XCV1.522). Footprints on a seal resemble
those symbolising Visnu (and Rama) in later Indian art (Mackay
'XCI. 4 b; XCII.12 c¢). Sculptured and relief representations
of a great god, simultaneously ascetic and symbolic of fertility,
strongly suggest the Great God (Mahadeva) Siva of later ages,
around  whom many antique myths are -clustered, some of
which are retold in kdvyas (Mackay LXXXVII.222, 235; XCIV.
420). Siva himself later takes a particular interest in kdvya,
and is one of its presiding deities frequently invoked by kavis..

- 504. We seem able to infer that.later Indian literature
is in somé significant elements continuous with that of the Indus
valley in the —3rd millennium. . ‘

- 505. ‘Vedic literature, representing a period of about a
thousand years, following the collapse of the ancient empire in
the Indus valley (which took place ¢. —1600), is preserved in a
Carnon of varied -though restricted content. The restriction is
due to the p'ur‘pose of .the priests' who compiled it, which was to
make a collection of sacred texts for use in religious ritual,
together with descriptions and explanations of the rituals. In
the latter part of the period, philosophical dialogues were added
as a kind of appendix, intended to govern meditation as a sub-
stitute for ritual. 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. :

5306. Many poems, the Indragdthds, belong to what may be
regarded as an epic or cycle celebrating the feats of the war-god
Indra, who led the Aryan people to victory and to the conquest
of the Indus valley (he ‘gave the land to the-Arya’—RVS 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 way.into the pantheon.  Unimportant at first,
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Siva in the post-Vedic period becomes more dominant than
any Vedic god except Visnu, and Visnu too seems to be cither 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 settled 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 hardly 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 demons and releases the
waters, or rivers, and cattle from captivity (RVS II. 11, 12, 13,
{4, 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 dams 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 beneficient activity of Indra:
shattering the demon Vrtra with his thunderbolt and bringing
back the clouds which also had been made captive (RVS IV.19).
This latter aspect of Indra’s work, which remained topical,
seeming to be re-enacted every 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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(RVS 1. 51, 53, 54, 112; VI.27). Others are concerned with
later events, such as those on the Ddsarajiia, the Battle of the Ten
Kings, where the glorification of .the brahman minister who
guides the victor tends to take precedence over that of the
warrior himself (RVS VII1.18, 33).

'508. Among the lyrical poems may be mentioned thosc in
which natural phenomena are personified, for example Dawn
(RVS 1.124) and Night (RVS X.127) as goddesses, the Sun
(RVS 1.115) and the Thunderstorm (RVS V.83) as gods, as
well as more direct descriptions of nature scattered in many
places. Since most of the poems in the Veda are in honour of

particular dcities, personification is frequent——any phenomenon -

‘may he regarded as the work of, or as a manifestation of, the
appropriate deity.

509. The metres used (all of which are ‘syllabic’) are
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 kdyya, and even from Tradition. The ecight syllable
line, which may be regarded as the ancestor of the narrative
‘vaktra of Tradition, is here a lyric metre constructed in various
kinds of strophe (most characteristically in a strophe of three
lines of eight syllables, all having the same cadence), whereas
in the epic vaktra form, though it derived from the eight syllable
line, we have in effect a line of sixteen syllables—since the two
halves have opposed and balancing cadences. A - further
characteristic of Vedic metre is that in lyric verse two different
metrical lines may be combined, for example the eight line and
‘the twelve line in various arrangements. These peculiar Vedic
strophes are sometimes of considerable complexity, and it was
by variety of strophes, not of metrical lines, that the repertoire
of Vedic lyric metres was enlarged. Many Vedic poems were
set as songs, but the metres do not reflect musical organisati(m
as later do the ‘musical metres’ of kdvya.

510. The Vedic ballads and. dlalogues may be con31dercd
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 kdvya drama, a transition from simple. epic recitation by one
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narrator towards the impersonation of the characters of the story
by more than one. We lack clear 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 cxtant
dialogues are rather terse and fragmentary, having probably
been cut to fit the ritual purpose for which alone they werc
preserved: this might suggest they had a non-ritual origin,
and a performance for dramatic entertainment (RVS X. 108).
The stories ol the ballad-dialogues are myths (e.g. RVS 1V.42,
conflict of Varuna and Indra; X.86, Indra and his consort) and
legends, onc of which at least (Puriiravas and the nymph—sec
RVS X. 95) was actually made into a full scale drama (a
tolaka) by Kailidasa in the +5 [1402].

511. Comedy and farce are found in a number of poems
and dialogues. Some of thosc concerning Indra show  him
comically intoxicated (RVS X.119). The comparison of
frogs croaking in the rain with groups of brahmans chanting,
i the poem of the [rogs (RFS VII.103), seems now satirical,
though its humour may have been quite harmless in the Vedic
period (mild humour, not [elt to be satirical, is quite character-
istic of Indian religious legends, which arc as a rule cxceedingly
good-natured and full of human touches, suggesting the view of
an amused but benevolent spectator). More serious satire,
mysteriously included in the seriptures (for its didactic purpose
or as a prayer for the release of the victim?), is the poem of the
gambler who complains of the magical 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 (RVS X, 34).

512. In the prosc books of the Veda (which form its later
stratum) we find mythical or legendary narratives more fully
expressed than in their verse counterparts. A few examples of
ancient story telling in prosc (somectimes interspersed with
verse) have been vouchsafed us because they seemed to explain
features of the ritual. The prosc stylc 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 not provide a ‘classical’
standard for prose literaturc, and in the kdyya period very differ-
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ent styles-were evolved. The narratives @kfiyanas 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 akhyayikas of kdvpa. There are a few prose narratives in
Tradition also, showing a somewhat less heavy style. The term
dakhyana, however, was used for verse narratives as well as prose,
if they purported to be historical, thus the main story of the
Great Epicis an dkhyina. The Vedi¢ ritual also directs that an
akhydna on famous ancient kings, the Pariplava ($Br. XI11.4.3),
is to be chanted in verse, accompanied on a .lute vind, 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 pro-
fessional bard, not a priest), no doubt in the then fluid epic
tradition. The later Vedic texts (AV.S XV.6.4ff.; $Br. X1.5.6.8,
XIII1.4.3.12, etc.) refer already to Jtihasa (Tradition) and
Purdpa (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 kdyya period.

513. The myths and legends of the prose phase of Vedic
literature include the wars between the gods and the demons
as an evidently popular subject ($Br. 1.2.4.8ff.; 5.4.6ff; V.1.1;
IX.2.3; 5.1.121f.; X1.1.6,8; 5.9; XII1.8.1:5; 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. I1.1; 111.42). At one time the
demons, in the ascendant, 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.
I11.4.4; Aditarepa Br. 1.23). A variant of this myth appears
later as a subject for kdvyas 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 the universe shall be divided,
the gods taking only as much as Vispu, a dwarf, can cover in
three steps. - With these three famous steps Visnu then covers all
three worlds, and so the demons are driven below the Earth
(Aztme_ya Br. VI 15; $Br. 1.1.2.13; 2.5; 9.3.8fF.). In later Tradi-
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tion thisfeat by which Visnu saved the worlds is a popular avaldra
legend: that of the Dwarf, for in this disguise he deceived the
demons as to his powers [1074]. In these stories the gods seem
relatively unimportant and unimpressive. Prajapati (the ‘Lord
of Creation’), usually identified as Brahma, now appears as the
creator of them all, and of the demons and the Three Worlds.
Somehow he evolved out of nothing (RVS X.72), or in another
version (RVS X.129) out of neither being nor nothing, became
immortal and created everything. '
514. In another myth the boar Emisa raises the Earth
($Br. XIV.1.2,11): herc Emiisa is identified with Prajapati, but
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 habitable by human beings, is an incarnation of Vispu
[381]. More famous, perhaps, is the story of the Flood, when Manu
Vaivasvata escaped to restart the human race ($Br, 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 Manu embarked, and
the fish, now enormous, towed the ship to the Himalaya. Accord-
ing to Tradition this fish was an incarnation of Visnu [1331].
513. The legend of Puriiravas and the nymph appears in
a prosc book in a fuller form (SBr. X1.5.1). Lastly we may
glance at the curious story of Sunaliiepa as an example of an old
narrative (Aitareya Br. VII.13-8—-this time in mixed verse and
prose, the verse being perhaps more original). It brings in one
of the favourite heroes of Tradition and kdvya, Hariicandra,
paragon of truthfulness. Hari'candra (an emperor of the Solar
Dynasty) gets a son through the favour of the god Varuna (the
greatest of the original Aryan gods, the just ruler of the universe),
but Varuna asks him to sacrifice the son to him. Harifcandra
procrastinates, at last refuses and goes off into the forest. Varuna
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—Sunahiepa. Rohita takes Sunahiepa to
Hari:candra, who prepares, with Varuna’s consent, to sacrifice
him as a substitute. Sunahiepa takes refuge with (appeals to)
the gods and is released. The priest Viivamitra, who is officiat-
ing at the sacrifice as hoty (reciting the poems invoking. the god),
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takes Sunahéepa on his lap. Ajigarta, filled with remorse,
asks for his son back, but Vi¢vamitra adopts him instead,
Ajigarta’s deed being irreparable.

516. The philosophical poems (showing the development

of speculative philosophy from cosmogony—above all RVS

X.129) and prose dialogues of famous teachers (in the Upanisads,
especially the Ghandogya, of the Simaveda) are of interest here
only as a testimony of the sophisticated intellectual life and the
habit 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 kdypa—the aesthetics and poetics out-
lined above—and suggesting the rationalistic and intellectually
sophisticated mental environment in which kdypa will be born.
The development of astronomy, mathematics (e.g. SBr. VIII—X)
and the physical sciences (e.g. Chandogya Up. V1) 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 §d@stras on a great variety of subjects, " preserved
fromabout the -—5 onwards (beginning with the Veddngas). 1t
would be difficult to exaggerate the rationalistic outlook of
Indian culture in this transitional period from Veda to kavya.
The ritual itself had developed ($Br.) 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 fossilised.
The widespread rejection of dogma and the growth of free
enquiry gave rise to many schools of philosophy between
about the —8 and the —3, including the materialist Lokayata,
the philosophies of the Ajivakas and Jainas and of the Buddha
which became new religions, and eventually the Vaiiesika which
developed a metaphysics on the basis of a physics 'and 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 kdvya 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.

. —
R 2t «




CHAPTER X
THE EPIC TRADITION: ITIHASA

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 diflerent
from that ol 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 Paificala Empire from ¢. -—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 cpic 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 are nearly all forgotten,
or if they are remembered their deeds fade into oblivion, leaving
them cyphers in a genealogy, to whom any heroic valuc might
be attached.

518. 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 (siitas, rhapsodes).
The war took place most probably some time between —950
and—900, though this date is disputcd. Nearly all the historical
details also are disputed. According to the extant Great Epic,
the vast outcome of many centuries of epic improvisation, the
war was a family feud between two branches of the Bharata
(=Paurava or Lunar) Dynasty of the Aryans, which claimed
imperial hegemony over all the Aryan peoples. In this war
of succession for the throne at Hastinapura, princes from all
parts of Northern India joined. In thé¢ culminating battle of
their massed forces there was enormous slaughter on both sides,
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and the victorious Yudhisthira, the claimant of the Pandava
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, Pariksit (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 Purdnas, with which certain fdstras
(sometimes called Upapuranas) 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 kdpyas we need concern ourselves
only with the Great Epic and the Purapas. The Great Epic
is basically the story of the Bharata War; the Purdnas narrated
originally the evolution of the world : cosmogony, myth, legend
and history. It appears (according to the Purapas themselves—
see Pargiter pp. 21fl.) that at first there was only one Purana:
now there are many, but most bear the traces 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
of literature, referring to the Bhirata battle which was considered
the heart of it, but including the Purdnas.

~520. The ‘well known’ stories of kduya are derived
chiefly from Tradition, which for this purpose, as remarked
above, consists of the Great Epic and the Purdpas. This is not
the exclusive source, but it is the source of the overwhelming

majority of extant kdyyas having well known subjects. Some of

the stories of Tradition were retold again and again in k@vyas,
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 and their many
sided significance could not be exhausted. The kavi must be
original, but this originality i is to be found in the details, especi-
ally those expressing character and delineating finely the complex
operations of the emotions. It will be convenient to review
here the narratives of Tradition, with special attention to those
favoured by the kavis. We cannot dwell on their stories, but may
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mention the most famous heroes, assigning them their place in
chronological order. The most convenient source is Pargiter’s
compendium . Ancient Indian Historical Tradition, most carefully
constructed out of -the matter of the available texts, 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,
arc regarded as ‘historical’, but we may notc them separately,
particularly as we have already touched on some of them. They
include stories of Siva and his consort Candi (the Great Goddess,
immensely popular during the kdwya period, who goes by many
different names, such as Uma, Durga, Parvati and -Devi) [1422],
and of Indra [1148], all of them wusually in conflict with the
demons. Visnu 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 united was discussed above in
describing the types of drama [331].

522. Human history, according to Brahmanical Tradi-
tion, proceeds in cycles dependent on the evolutions and dissolu-
tions of the world, which are short episodes in the lives of the
gods {37-8]. The Buddhists and Jainas agrec 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 Mahabhdrata, Santi Parvan, adhyaya 224 and
the Vayu Purapa, VIII). It appears that Tradition was gener-
ally revised at the beginning of the feudalistic period (+4), in
line with monarchical conceptions. In Tradition, 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-Bharata 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 produced this ‘daughter’ by means
of the ritual; she became his wifé according to the SBr.). The
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‘history’ ol previous cycles also is briefly described : here wc
may note, as a famous king, Prthu, the great grandson
of the Manu belorc ours, who levelled the earth, developed
agriculture and trade, and built cities and villages (this tradition
is found already in AVS [Saunakal VIII. 10.24: Prthi [sic]
invented ploughing, ctc.; cf. also SBr. V.3.5.4). That cyclc
ended after only eight more gencrations with the great Flood
referred to already, in which Manu Vaivasvata alone escaped,
guided by Visnu in the Fish incarnation, to repopulate the earth
for the next cycle. In the eventual system cach cvcle manvantara
is divided into four ages yuges and thesc cyles themselves
arc scgments of a greater cyele called a kalpa. ‘our’ segment

being the seventh. The first segment of the kalpa was that of

Manu 1 Svayambhuva; the second that ol Manu 11 Svarocisa,
described at some length in the Mdarkandeya Purana, cspecially
its unlortunate King Suratha of the Caitra Dynasty (named
alter onc of the Manu’s sons; scc adhpaya 78, Venkatesvara
edition); and so on.

523. 'The most mportant dynastics  descended  from
Manu Vaivasvata, which ruled simultancouslvy in dilferent
parts ol India (the centre of the world—the barbarian outer
regions hardly come into the story), [rom time to time reducing
onec another to vassalage, arc the Solar and the Lunar.  Accord-
ing Lo the Nafrasastra (1.8 in its apparent and probably original
mecaning) the Krta Yuga preceded Manu Vaivasvata {(bul
Abhinavagupta gives a lorced interpretation following late
Purinic doctrine and extant Puranic I'radition continues that
happy Agc until Sagara) and he inaugurated the Treta Yuga.
The Solar Dynasty (after Manu’s patronymic) is the direct line
through Manu’s eldest son, lksviku. Among the most famous
of this linc arc Harijcandra (for his truthfulness and generosity,
severely tested by Visvamitra, also a descendant of lksvaku,
but who had become a priest), Bhagiratha (four generations after
Sagara, for bringing down the divine river Ganges from heaven
to carth [1150], Raghu [1391] and Rama (most famous and
popular of all heroes in kdvpa). After Rama, with whom the
Dvapara Yuga begins, the dynasty went into permancnt decline.
The historicity of this dynasty is doubtful, and its Traditional
geographical location in Eastern India diflicult to reconcile
with somc other traditions. Its basis may have been the traditions

-
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of pre-Aryan tribes in the Ganges region (its antiquity placing it
before the Aryan settlement of this region ), or—more appropriate
for the supposed rulers of a great empire-—it may have been a
dynasty of the pre-Aryan Indus Empire.  Tts kings are not men-
tioned in the carlicr stratum of Vedic literature, the poems ol
the Rgveda, except for coincidences (presumably) ol SOME NAancs
with rulers of the Piiru {Lunar) t(ribe and one mention (RV.S
VII1.52.1) of Manu as ‘Vivasvant’, which offered a starting point
for cither the construction or the grafting on of the Solar Dynasty.
It is very attractive to suggest that this great dynasty represents
the tradition of the Indus valley civilisation, fused with thosc of
the conquering Aryans in the period of assimilation, but until
the Indus inscriptions are deciphered this is pure conjecture
contrary to the geographical statements of Tradition.  (Migra-
tion of a dynasty [rom one country 1o another is fairly common
i Indian history, however, and the lksvakus in Kosala, if
historicallv attested, might have been emigrants from a lost
Western kingdom. )

524. Thc Lunar Dynasty resulted from the union ol
Manu’s daughter 114 with Budha the son of the Moon God, whose
oflspring was the romantic Puriiravas {who loved the nymph
Urva:'1 [1402]. His grandson Nahusa deserves to be remem-
bered as having established the first theatre on carth, alter a visit
to Heaven, where he saw a performance of Bharata’s Sarmisthdya-
yali, a tragic play about his own son! (as we have scen, the drama
originated in Heaven) [15381]. Nahusa’s son Yayadti (both
father and sonare known to the carliest Vedic literature) is a
famous emperor, whose five sons bear the names of five Aryan
tribes well known in the earliest Vedic poems. From them
various dynasties traced their descent, the main line being
usually called Pauravas after the cldest son, Piru [1145]. The
references in the most ancient Vedic sources corroborate the
tradition that thesec Lunar kings, or originally tribes, ruled in
the North West of India, from {including) modern Afghanistan
to the upper reaches (only) of the Ganges, though there
isa tendency in Tradition to shift them slightly to the East.
Fvidently 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 Manu 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—RVS X.14, . Vidagvadaia
II, etc.}). :

525. The Pa.urava,s long suffered eclipse (correbpondmg
in Tradgtlom to the ascendancy of the Solar Dynasty), until
Dusyanta restored their power (he lived in the same period as
Bhagiratha, but the exact relationship between 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 Samvarana (somewhat later than Riama)
married T'apati, 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 Kulaiekhara’s
play Tapatisamvarana, ¢. +900. The line eventually continues
through Kuru’s second son Jahnu and grandson Suratha. ' It
was a feud between the families of the sons of the latter’s descen-
dant Vicitravirya—Dhrtarastra (elder, but born blind, hence
legally unfit to rule) and Pandu (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 Dhrtardstra seized the throne after
Pindu’s death and ruled as Kauravas (thus claiming legitimacy
as the senior line: with them this dvnastlc name ends).
Pandu’s five sons, the Pandavas, of whom bhc most famous are
Yudhisthira (the truthful hero), Bhima (bold but rash and
irascible ) [949] and Arjuna (the type of the brave hero) [1493],
finally. triumphed, and the dynasty continued under the older
name Paurava through the grandson of Arjuna, Pariksit. 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 Kauiambi on the lower Yamuna
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. d.ynasty is
comparable- in. importance to the Pauravas.. Tracing their
descent from Yayiti’s son Yadu, they  established themselves at
Mathuri on the upper Yamuna (the homeof the Sauraseni: Prakrit
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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 Maharastra.
In the time of the Bharata feud the Yadava tyrant Kamsa, who
had imprisoned his father and usurped the throne, was killed by
his nephew Krsna and the old king restored (but there are good
_reasons for supposing the constitution of the Yadavas to have
been in fact republican, for references see Jayaswal, Hindu
Polity, 34-6, 75-6, 353-60) [1044]. Miraculous stories are
told of the divine Krsna’s infancy and youth, since in later
times he came to be regarded as an incarnation of Visnu. Before
the Bharata war took place the Yadavas were attacked by Jara-
sandha, king of Magadha (descended from Kuru’ third son),
and moved their capital to Dvaravati (Dvaraka)on the West coast.
In later life Krsna became the friend of the Pandavas (though
the other Yadavas favoured the Kaurava cause) and just before
the Battle he exhorted Arjuna to do his duty in the Bhagavadgita
(an episode in the Great Epic which has attained independent
status as a Vaigpava scripture, or which alternatively was an
old scripture later inserted into the Lpic when the hero Krsna
was identified with the incarnation of Visnpu who had revealed
it). In the Battle the ruses of Krsna enabled the hard pressed
Pandavas to win [951-2]. Subsequently the Yadavas were
themselves engulfed in civil war, and Krsna withdrew to the
life of an ascetic in the forest(as Yudhisthira withdrew to the
mountains). Here he was accidentally shot and killed by a
hunter. His grandson was re-established at Mathurd by the
Pandavas. The Vispu Purdpa (V.26f.) narrates the story of
Krsna’s abduction of Rukmini 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 Mayévati and their eventual
reunion follows. The same Purdna narrates (V.32f.) the story
of Pradyumna’s son Aniruddha, loved by Usa [1581].

527. A few other famous heroes may be very briefly
mentioned. The compassionate hero Sivi, a descendant - of
Yayati’s son Anu, ruled at Miilasthana on the middle' Indus
over the whole Indus valley. His self-sacrificing generosity
endeared him to Buddhist writers as well as brahmans [919,
1642): Kartavirya Arjuna, a Haihaya king (a branch of the
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Yadavas which ruled on the West coast—Anarta or modern
- Gujarat—in very ancient times), defeated Ravapa, the ‘demon’
king of Lanka (originally Ceylon) who frequently raided
Southern India. Demons being long lived, like gods, this
Ravana 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, Rama of the Axe, to distinguish him from the Solar
emperor ), killed Kartavirya Arjuna, whereupon Kairtavirya’s
sons killed Rama’s father Jamadagni. In terrible revenge the
priest resolved to slaughter the entire class of warriors (ksatriyas,
aristocrats), and so far succeeded that only five survived to
continue the great dynasties [1144]. Parafu 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 Ravana, and Tradition is obliged to make
Para‘u Rama also exceptionally long lived, since he reappears
to meet his Solar namesake [1589]. Both Rimas were eventu-
ally deified as incarnations of Visnu. Lastly, among the heroes
of Tradition celebrated in kduyas, should be mentioned the
mysterious Nala, king of Nisadha (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 Bhagiratha, with his capital at
Vidarbha in the far South of the empire—which later gave its
name to the vaidarbha style of kavya), and the unhappy  sequel
of his subsequent temporary loss of his kingdom and destitution
through gambling, is in the Great Epic told to Yudhisthira
suffering in similar circumstances.

528. The Buddhists naturally preferred to draw stories
for kavyas 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 Tripifaka such as the Avadanas (e.g. for Sivasvamin’s
Kapphinabhyudaya) [1276].

529. The Jainas had their own version of traditional
‘history, brought into line with their legends of the twenty four
Jinas who from time to time have refounded their religion on
earth. At least eighteen of these Jinas and perhaps all of
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them, from Rsabha, the first, to Mahavira, the latest, have
served as the heroes of separate Adoyas now extant. Rama,
whom the Jainas call Padma, appears as a divine hero (a Baladeva
—though the Jainas make no real distinction between gods and
men), in a variant version of his life, whilst Krsna is similarly a
Visudeva (and his brother Balarima a Baladeva) [854, 1449].
There are nine each of these Baladeva and Visudeva heroes, and
their nine enemies (Prativasudevas), including Ravana and
Jardsandha [862]. With the Jinas and the twelve universal
emperors cakravartins this makes up the sixty three ‘great 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 Sinti, became Jinas 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. Many other characters appear, some of
whom are immortalised in independent kdvyas (for example
there are twenty four Kiamadevas-—from Kima, the God of
Pleasure or Love).

530. All these heroes, in so far as they are historical,
lived before the rise of kdvya, which begins to appear immediately
after Udavana’s reign (and may perhaps antedate him, if we
could trace its origin more closely). Later historical heroes
celebrated in kdvya 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 Purdnas
as now extant—our sources far the dynastic lists—appear to be
basically a recension made in the 44 (with many later inter-
polations in several of them, but the dynastic lists seem to have
been left as they then were , not going further than 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, especially 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,



18 INDIAN '"KAVYA LITERATURE

and most, perhaps all, of the countries of Northern India
were under republican rule at some time in their history.
‘Some republics (for example the Yaudheya Gana) 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 able to preserve
their own Institutions in spite of this). A Vedic text (the
Aitareya Brahmana, VI11.14) implies that at the time of the
Kaurava kingdom in the central part of Northern India (¢.——11?)
monarchy prevailed only in the Centre and the East, the greater
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 Yayiti and the dynasties
of kings supposed to be their descendants. Thus the Kaurava
kingdom established by Samvarana would appear to have been
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-called Paurava kings.
now at Kauiambi (Arthafdstra 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 Purapas have artificially
extended the monarchies back into the mythical past, converted
republics into kingdoms—making famous heroes such as Krsna
kings—and substituted fictitious lines of kings for intervals of
repubhcan government. Being over-zealous in this they have
given us far too many kings for the period available and upset
the chronology, pushing the Bharata War, Yor instance, from
the -—10 back to —3102.




CHAPTER X1
THE ORIGINS OF THE KAVYA MOVEMENT (c.—500)

~ 532. In the period when kdvya was well developed we have
usually no difficulty in distinguishing which works belong to it
The generalisations we can make about 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 by 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 later which ascribed its enormous works to an
individual sage, Krsna Dvaipayana (= ‘Vyasa’, the ‘Arranger’—
a title which conceded the main point in relation to some of his
activities at least: see Pargiter 21f.), and placed this mythical
author in the ranks of the kavis (Anandavardhana, p. 365).
Again and primarily, kdvya is a form of art, in contrast to ‘techni-
cal books §astra [34-5]. ‘

533. Alternatively, as regards form, kduvya when in verse
uses a range of sophisticated metres, compared with which the
verses of some fdstra works are crude doggerel, those of scripture
different in structure and rhythm, those of Tradition in some
ways transitional but still archaic and primitive [422]. In prose,
it 13 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 kdpya 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
kavya, though we must note as characteristic that &dvya should
produce rasa, have aesthetic value (the Great Epic also has this
quality, the main reason for later placing it among the kavyas
—Anandavardhana pp. 530f.).
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534. When we look for the origin of kduvya, however,
wishing to pick out its earliest extant examples, we do not find
in the earliest period where we seck it the full conscious array
of, formal techniques 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 -carly period and by the accident (from' the kduya
point of view) of the presefva.tion of certain texts which interest
us in the canonical collections of the Buddhists and Jainas—
contrary to our definitions. The relationship to the epic
poetry of Tradition is naturally complex: kdvya represents a
break 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 formal
distinctions on the statistical ground of the structure of the
ancient narrative metre (the vaktra) as it grew out of the much
more ancient Veedic anusfubh, a distinction made long ago by the
theorists who attributed to Valmiki, the ‘First Kavi’, the invention
of the true vakira, but in practice we are forced to draw a rather
arbitrary:line across an apparently gradual sequence of develop-
ment (see Pali Metre, pp. 199f, 173). Valmiki himself, as we
shall see in Chapter XIII, is known to us as a purely mythical
figure. In fact we find the decisive beginning: of kdvya in lyric
poetry, not in epic, and the stamp of this origin has always
remained on it (for 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 kdvpa. and kavi, which became
specialised in ‘connection with literature as an- art, kavt at least
had been current throughout the Vedic period as a designation of '
those; “later regarded .as ‘seers’ rsis, who in fact composed the
poetry of the Vedic Canon. - It thus at first sight seems to mean a
‘poet’; but a consideration of "its Vedic: contexts (and also of the
Avestan, for*the term appears there too and so goes back to the
Tndo-Iranian people of the Oxus valley of the—3rd millennium— -
see- Gershevitch: The Avestan Hymn to Mithra, pp. 185f.; Yasna
XXXIL.14; etc.) shows that these ancient kavis were regarded. as
inspired seers, even as priests.able to influence the supernatural.
The word kavi:never lost the suggestion of one having the power
of akind of supersensory.vision-of the things he writes about
but often could not have experiericed directly. - Thus: the kavi
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was expected to fill the lacunae of Tradition by means of this
insight, and his recreation of the character ol an ancient hero-
with psychological details unknown to Tradition was accepted
(if it was accepted) as a .kind ol truth. The ancient kavis of
the Veda were perhaps more priests than poets, but ; their
poetic art (which they themselves describe as a cralt) was
highly developed and conscious.. The Vedic poetry was the
art-literature of its day, only later regarded as scripture, as riot
composed but merely ‘seen’ by (revealed to) its kawvis. Its
techniques, the ‘craft’ of its authors, and particularly the basic
technique of metre, are decisively different from those of kdvya,
the wide gap between them being to some extent bridged by
'I'radition and the scriptures of the Buddhists and Jainas.

536. In the post-Vedic period and at the time of the
origin ol kdyya the term kavi was used to denote secular pocts as
well 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 which the fullest and most authen-
tic recension now extant is the Pali Canon. ‘This Canon, though
strictly speaking an dgama, happens to include a substantial
amount of poetry and some prose stories in addition to its central
prose dialogues (Pali sutlas=Sanskrit siitras) expounding the
teaching of the Buddha. Though these are applicd to propaganda
purposes, they are clearly adaptations or applications of. the
techniques of the secular poetry and story-telling of their day,
which we are thus fortunately able to study through = them.
The Pali Canon also contains some brief &l]usmm to current
poetic theory.

537. This Canon came to be regaldtd as consisting
primarily of a record of the actual words of the Buddha (—566 1o
—486), togethcr with some contributions by his followers.
Against its literal authenticity in detail we have to observe.
(1) that the present Canon can be shown to have grown through
several centuries of developing literary techniques, changing ideas
and ncw needs as Buddhism spread, (2) that the Pali Canon:
is in a language of Western India, despite inan‘y borrowings:
from an Eastern language, whereas Buddhism originated in the
East (though it spread rapidly )-—it is thus; if not a translation,
a distinct Western recension of the  proto-Buddhist -collection
of the Buddha’s literary heritage, and (3) that the growth of
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the Canon 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 which, 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 Pali
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. 84ff.). It is this new metrical technique which appears as
the decisive step in bringing into existence the new form of litera-
ture which we now call kdvya. Through the Pali recension ol the
Buddhist scriptures we can discern the beginnings of kdvya in
the popular secular literature of Eastern 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 probably very similar to it.
With the growth of the Empire of Magadha, the spread of the
language and its literature was assured. The best evidence for
Maigadhi being the original kdvya language, however, is perhaps
that the first of the new metres, the waitdliya, is also called
magadhika. B

539. In this period of the origin of kdvya, literary theory,
as reported in the Pali Canon, was conscious of kdveyya (the
Pali for kdyya) as covering an area of literature not entirely
coinciding with kdvya as later defined, and with rather different
classifications within it. Prose story-telling is seemingly not inclu-
ded, and we are concerned with. poetry only: prose narrative al-
ternating with or occupying the place of epic poetry was probably
not yet regarded as kduya but as ordinary language, and kduya
would mean precisely ‘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 appam-
ently embedded in prose dialogue, is not separately mentioned
in the earliest Pali classification, but was certainly associated
with kdvya from a very early stage, perhaps from the begmmng
Actors appear, as poets, in the Pali Canon. The basic classi-
fication of this early theory is in fact of four kinds of kavi ( Angu-
ttara Nikaya, 11 230).

540. The first kind of kavi is the epic poet or bald the
traditional poet (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 akhyanas, and the somewhat later commenta-
ries on the Canon specify the Bhdrata as an example of the
latter (Swmadnigalavilasini 1 84). The Canon itself contains
evident examples of the form belonging to the Buddhist tradition,
some of them going back to a pre-Buddhist (radition modified
by the Buddhists [561, 564]. The Sumadigalavilasini (1 95)
thus names the Vessantara legend as an example of the form
[579].

541. The second is the ‘improvisor-poet’ (Pali paftbhana-
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 presumed examples
of this form in the Pali Canon include a rich sample of the new
metres: it is here especially that we sec the impulse which pro-
duced kdvpa. The Commentary (Manorathapirani 111 211)
names Vagisa (sce below [547]) as a poet of this kind.

542. The ‘didactic poet’ (Pali attha-kavi) is hardly
discussed theoretically in the Pali sources, but we may supposc
that he was the most important for the Buddhists: the poet who
uses his skill to convey philosophical or other teaching in casily
palatable form. We can illustrate this copiously from the
Canon, and also from later kdvya, but as a peripheral application
of the techniques of the other kinds of kavi its interest is secon-
dary.

543. Lastly we have the ‘reflective poet’ aintd‘;kavi‘,
who, as opposed to the ‘improvisor’ describing what "he sees
in impromptu verses, composes more deliberately and in’ aeclu-\
sion. In some ways he appears a truer forerunner of the great
kavis whose masterpieces we now most admire than is the
‘improvisor’, though we know that the improvisation of ‘verses
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has been expected of kavis (indeed of educated people generally)
at most periods. It is difficult to pick out any examples of
this form in the Pali Canon, since we have no poem actually
labelled cintd either in the text or in the commentaries, and no
c*«:ample is mentioned to elucidate the term. In fact the likely
candidates for the title in the Canon would be ‘didactic’ poems
as well. Tt is hard to distinguish any techniques specific to the
‘reflective’ poet, as the epic pOCt has his archaic metres and
conventions and the ‘improvisor’ expcmmenls with the new
metres and other devices. We seem to be left in this classifi-
cation (evidently more empirical, relating to existing persons and
schools, than theoretical) with two main kinds of poetry, the
epic and the lmprowsed lyric, with the ‘reflective’ as 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 kdvya [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 show, and
could be expected to be tardy in taking up such a medium for
propaganda, but their Canon is definitely aware of ‘shows’
pekkhas, which very likely included some form of drama (the
Sanskrit equivalent, preksd, is certainly applied to the theatre
[365]), and of actors (see Digha Nikaya 16, where the Commentary
cxplains pekkhd as nalasamajjd, ‘assembly with actors’—Sumari-
galavilasini 1 84; the monk Talaputa is recorded to have been
an actor [588]1). In any case the existence of the drama by the
—4 is also attested by the grammarian Panini (¢.—350), as we
have seen [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 full fledged
Buddhist dramas of the later standard types), as belonging 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 inscriptions
(of —257: ‘Rock Edicts’ I and IV) of the Buddhist emperor
Asoka (—268 to—232) to public assemblies samdjas both- good
and bad (we know of course that dramas werc performed at
‘samdjas [28]) 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.c. the stars, etc.). The latter could be identified with
scenes in the Pali Canon, where the traditional Brahmanical
gods arc made to subserve Buddhist edification, often in a drama-
tic manner (struggles between the gods and the demons, visits
‘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 cxtended 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. Moreover
the few texts that may be of the—4 to—2 are handbooks for
monks, not propaganda for spreading Jainism, and rafcly adopt
the techniques of kduya.

546. The chronology of the Pali kdpya picces indicated
in rough outlinc as part of the conclusions of Pali Metre still
leaves much uncertain. Thus we cannot say which poems
were composed during the Buddha’s lifetime, or even that any
were then composed, but only that certain pieces in the anustubh
metre belong statistically, on grounds of rhythmic structure,
to the period ¢.-500. This date cannot be guaranteed to be
within 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 thc—5. For the other terminus of the Pali development we
have greater certainty from comparative metrical studies and
from the history of the schools of Buddhism, morcover a few
poems arc actually dated by the commentaries (thesc dates,
which lie within the first half of the — 3, agree with whatever
other evidence exists and scem to be authenuc——thc» are rccorded
quite incidentally and no great importance is attaﬁhed to them:
the fact that they did not fall'in the Buddha’s own time and 50
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could not be connected with him' reduced their interest for the
commentators).

547. The name of the poet Vagisa (written also Vangisa ),
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 poct. If this impression is false, the evolution of the
new metres was practically complete by ¢.-500; if not, then the

patibhana style of improvisation—which we have associated with

the origin of kdyya—began within the framework of the old metres
and the new metres were evolved for it gradually afterwards.
548. To illustrate the verses most likely to be original
Vagisa, and contemporary with the Buddha, we may look first
at the following extempore verses in praise ol 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
wavy, o
Sariputta of great undustandmg teaches the monks the
doctrine;

He tcaches briefly, also speaks in detail,
pours out his improvisation like the song of the
mynah bird; '

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

as they listen intently. 7 , ,
( Theragatha 1231-3 =

Samvutta Nikaya 1 190)

‘lmprovnsatlon here ‘translates pafibhdna, and the simile of the
mynah is interesting as relating to it. We may note that the
verses arc not separate, as they usually are in kdzya, but seem
more continuous—which one- might perhaps expect in impro-
visation—as in the older poetry. ~
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549. Nearby are these verses in praise of the Buddha
himself: . _

More than a thousand monks attend on the Well-gone
as he teaches the clear doctrine, Nirvana which knows
no fear from any source.

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

-How glorious the Buddha is, l'ac:mg the community of
monks |

O Master, your name is ‘Dragon’ (ndga), best ol sages,
for, like a great cloud, you rain on your pupils.

Leaving the alternoon rest from a wish to see the teacher,
O great hero, vour pupil Viagisa salutes your [eet.

(ib. 1238-41 =192-3)

550. In thc following the first verse is in the vaitdliya,
the hrst new metre (the rest are in vaktra, like the preceding
poems) :

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

cutting the fetters of union (which cause transmigra-
tion), peaceful sages who have exhausted rebirth:

As an cmperor with his retinue of ministers,
circles all round this earth whose limit is the ouzan,

So the supreme caravan leader, having conquered in
battle,

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

All are sons of the Master; here no futile talk is found;
I salute the destroyer of the arrow of desire, the kinsman
of the Sun.

(ib. 1234-7=191-2)
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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 belicved
to be a descendant 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 kdypa, though by themselves they might not differentiate
this poetry [rom the more poetic parts of the Veda or the llihdsa.
Ambiguity, which underlies many of the ‘characteristics’ listed
in the VNdiyafastra [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. Of the
‘aesthetic experience’ in the Tripifaka one can almost always
say it is the ‘calmed’, but touches of the heroic, sensitive, comic,
compassionate, etc., will also bc found.

551. Another poem begins with a reference to Vigisa's
previous way of life:

Intoxmated with kdveypa we wandered from Vl“dgﬂ 1o
- village, from city to city,

then 1 saw the Buddha who had gone beyond all
phenomena... (ib. 1253=196)

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

' 552. A poem in which Vagisa asks the Buddha whether
his lately deceased preceptor, Nigrodhakappa, has in fact
attained Nirvana, which like the above occurs in two books of
the Canon (the Theragathd, 1263-79, and the Suttanipita, 343-58,
with minor variations), may be authentic. It contains some
striking similes: the blowing away of defilements, as dark storms
covering the earth by the wind; the compelling voice of the
Buddha as of a wild goose Aamsa, his words like cool rain which
relieves us from the overpowering heat of summer (cf. the
‘Dragon’ above).

553. Of the same caxly period as. these verses of Vaglsa 15
perhaps the poem which confains the following. It is in another,
old metre, the tristubh:
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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 others across "—

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 others see ?

And as one who has boarded a strong boat,
equipped with paddles and poles,

would bring many others across,

-—wise, good at finding out the means—

So onc who had knowledge, and developed it,
learned, intrepid,

he, knowing, would make others see

—as they transmigrate—who listen intently.

(Suttamipata 319-22)

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

The great ocean, the earth, a mountain, or the wind,
are not fit 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 ecarth, 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 dull, (for) heis
'al‘ways calm, 7
(Theragatha 1013fl.—the
great elements mentioned are not easily influenced or contaminat-
ed and are regarded as essentially pure)
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555. - Then by Godhika (not well known), in one of the.
early new metres, the aupaoahandasika, a single verse (or ‘strophe’):

It rains like good singing—my hut is thatched, pleasant,

calm,
my mind is well concentrated—so let it rain if it likes!
(Theragatha 51)

556. In the following poem by Mahikassapa we are
nearer to established kdvpa, with some of the specifically poetic
vocabulary, description of mountains, and another subject very
proper to kduya—the rains, with such a characteristically kdvya
touch as the peacocks welcoming them ([815, 1240]-—though
with a Buddhist turn: the use of refrain, however, common in |
Pali poetry, is archaic:

Spread with’ garlands of karer: (a creeper), those are
the places which delight the mind,

resounding delightfully with.elephants those crags delight
me, '

Splendid with the colour of blue clouds, with cool
clear waters, ' |

covered with ‘Indra’s herdsmen’(a red insect, probably
ladybirds) those crags delight me. . -

Resembling rldgeq of blue clouds like a ﬁne barrel-vaul-
ted house,

resounding delightfully with elephants those crags
delight me.

Mountains whose delightful surfaces are rained on as
the sages seek them out, 7 _
echoing the peacocks’ cries those crags delight me.

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

perfect for me wishing for well bcmg, fon a monk exert-

- ing hlmself

Perfect for me’ wwhmg to be comfortable, for a monL
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 with 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 those crags delight me.

With clear waters and broad rocks, full of yaks,

their pools covered with sevala (weed)those crags delight
me.

I do not getsuch pleasure from the fivekinds of musical
instrument,

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

(Theragatha 1062-71)

As to the vocabulary here, the words for ‘elephani’ and ‘waters’
are not the common Pali prose words, further there are two for
cach, unlike the translation; also ‘places’, ‘clouds’, ‘peacocks’,
‘resounding’, ‘full of” and other words are not the prose synonyms,
and in their Sanskrit forms thev are familiar in later kavya.

557. This old poem ascribed to Moggallina is all re-
[rains, 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 collectors, pleased 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 with gleanings

in our bowls,
we shake the army of death as an elephant a reed hut.
' (Theragatha 1146-9)
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This is certainly a negative example: nothing like it is found in
kavya afterwards. -

558. The nuns also composed verses. The following are
from a long poem attributed to Subhi, 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; L
this is greed, a very rough (path), a_great opening to
delusion ..
(Therigatha 351-2)

559. To thc nun Dantika is attributed this short poem:

Havmg gone out from the afternoon rest to Mount

" Gijjhakiita (Vulture’s Peak, in Magadha, outside
the old capital), ‘

I saw an elephant on the bank of the river, cdmiﬂg '
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.

'Ihrough seeing the wild beast tamed, controlled by
human beings,
I concentrated my mind and went into the forest (to
mednate)
(Therigatha 48-50)

Here what might later be called a jdt: 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 allude to those of Dantika herself.

560. To conclude this group of early lyrics, and perhaps
to illustrate what was meant by ‘reflective’ rather than ‘impro-
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vised’ poetry (this might be illustrated also by the ‘Boat’ poem
above), we have a poem attributed to the monk Paripariya:

The philosopher-monk Paripariya had these reflections
(cinta),
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 clse?

The faculties of man are for welfare, and for disadvantage,
—unguarded they bring dlsadvantage, guarded they
bring welfare;

Guarding his faculties, protecting them,
~he does what he should for himself but does not harm
"anyone else;

If his faculty of sight goes unchecked among nbjccts;
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 ]ms faculties with other
faculties:

Developing confidence, energy, concentration, self-
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 verbal
instructions

of the Buddha, completely,—he increases happiness.

(Theragathd 726f1.)

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

561. In most of these poems we are not far from the earlier
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tradition" of ‘poetry, and if.we look at the oldest epic poetry in
Pali we are still closer to Tradition. - Some of the earliest pieces
in the Canon- are short eplsodes in the blography of the Buddha.
One- begins like this: ’

I will sing thefamous going forth, how the man with
insight went forth,
how, mvestmgatmg, he’ made the gomg forlh splendld

_‘Confined is this household llfe a dusty sphere he said,
But gﬁmg—forth is open —seemg thlS he went forth.

And havmg gone forth he a.vmded bad actlons
abandoning bad speeeh he purlﬁed his way of life.

(the narrator plunges stralght mto the epnsude of the Buddha’s
meeting with King Bimbisara of Magadha, after he went forth
but before he attamed enllghtenment )

'The Buddha went to Rejagaha the Mountam C‘apltal
of Magadha, ’ ,

to gather alms he who was ful]l of excellent marks

| - Bimbisara saw him from his palace,
“"having seen ‘him“with those marks he spoke hke thlS

(the King comments on the noble appearance,of the wanderer,
and orders ' messengers to’ go- and ask him where he is going;
told he has gone to Mount Par,:dava after collecting alms, the
King drives out in his chariot to se¢ him, and after some polite
talk to start the conversation he goes on:).. -

~You “are young, youthful newly - fledged, -
" handsome and tall llke .a-well-born warrior.

Makmg the: ~vanguard glorlous leadmg a. troop 0[
~.elephants ) '
~—I'll give you lands enjoy themf———Now tell me who
‘yow are : s Ca L

AT . R P

‘In truth, O kmg, my country is on the s'lopes of the
i Himalaya;. . P e e
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endowed with wealth and energy, in Kosala,

My clan is the Solar one, by- tribe 1 am a Sakiya,
—from that tribe I have gone forth, not yearning for
pleasures;

Having seen disadvantage in pleasures, security in renun-
_ciation,
I am going for exertion—this excites my mind’.
(Suttanipata 405-9 and 420-4)

562. In another piece the Buddha himself describes his
‘exertion’ to attain enlightenment on the banks of the river
Neranjara. :(Suttanipdta 425-49). The scene develops into a
dialogue with Namuci or Mara, the personification of ‘death’
(= transmigration, i.e. repeated deaths and rebirths), who
urges him to give up the hard struggle, the asceticism and fasting,
and. make the most of his life—by all means doing good, but
not exerting himself. The Buddha rejects these words of tempta-
tion and hypocrisy, since the life recommended is only death
postponed, and sticks to his asceticism, to the drying up of his
flesh and blood (like the néarby river, since it is the dry season)
which makes his mind clearer and strengthens his self-possession,
understanding and concentration. He rejects the ‘armies’ of
Namuci—passion, loneliness, hunger and thirst and all the
others. ‘The god, as he-is here called, goes off dejected—like
a crow which mistook a stone for a piece of fat—letting his
lute vipd 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 folluws in another
autobmgraphncal piece: v

T was born in a low family, poor and starving,
my work was low— I was a sweeper,

Disgusting to' men, despised, treated with contempt; .
humbling my mind I would pay respect to-many people.
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Then I saw the Buddha leading the community of monks,
the great hero, entering the capital of Magadha;

I' put down my carrying pole and approached to pay
respect
_——the highest of men waited, through compassion for me.

[ saluted the teacher’s feet, then waiting on one side
I asked the highést of a]l'beings to let me go forth.

‘Come, monk !’ he said to me—that was my entrance (to
the communlty)

~—he follows the admonitions of the teacher and attains libera-
tmn when mcdltatmg at mght thcn

--As the‘night ended and the Sun rose,

‘Indra’and Brahma came and howed to me with joined
R hands | ' i
‘Hail to thee, learned among men | Hall to.thee, highest
" of men |

As the influences are exhausted in you, dear sir, you
are one worthy of gifts’...

‘(.e. 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.)

L (Theragdtha 620f.)

- 564.. A curious piece of old epic legend, in the most
archaic form of Pali vakira, or of anustubh still in transition to
vakira, 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

‘In: delightful Uttarakuru, near beautiful Mount Neru,
- men are born unselfish, without any possessions. .
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They sow no seed, draw no ploughs,
men enjoy rice growing wild, uncultivated.

The ricc grains have no husk or dust, are clean and
fragrant, '

... There the trees arc always in fruit, full of various flocks
of birds,

resounding with peacocks and herons and soft cuckoos.

Here therc 1s the cry of partridges, and the ofthavacitiakas,

wild cocks, kulirakas and pokkharasdtakas in the wood.

Here there is the cry of parrots and mynahs, and the
dandamanavakas,

Kuvera’s lotus pool is glorious all the time, alwavs,

Pcople describe it as North of here,

and the famous king who protects that region, he

The lord of the gods ( yakkhas) is called Kuvera, he
enjoys himsell leading the gods in dancing and singing.

(Digha Nikaya 111 199f1.)

565. These early epic picces show nonc of the charac-
teristics of kdvya epic; the ‘traditional poet’ has not changed his
style but the Buddhists have sometimes applied it to new subjects.
Examples from the Great Epic would show the same non-kioya
style (provided we avoided late interpolations), but their
chronology is hard to settle and it would be hazardous to attempt
to relate them to the period of origin of kdyya. In the Pali, on
the other hand, we have a mixed collection in various styles,
where we can identify chronological strata. Here we sec that
the characteristics of kdyppa appear first in lyric poetry. We find
some of the metres, the specific vocabulary, the more figurative
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language, even the method of indirect allusion instead .of direct
statement. The separationin meaning of the individual verses or
quatrains hardly appears, but it was probably implicit in the
new metres (see Pali Metre, p. 136).




CuapPTER XII

NEW TECHNIQUES IN POETRY AND CONTEMPO-
RARY TRENDS IN DRAMATIC.LITERATURE
AND NARRATIVE PROSE IN PALI
(. —450 TO —200) -

- 566.  The following examples of Pali poetry belong to a
somewhat later stratum, datable pmbably within 50 years of
—400. First a brief extract from a poem in one of the’ musnca]
metres (aupacchandasika): '

Who disciplines his anger when it arises, as a se'lx;}j‘ent’s
poison is dispersed by medicines,

that monk abandons both here and beyond; as a snake
its old withered skin. ‘

Nho has absolutely annihilated passion, as plungmg in
(onc gathers) lotus flowers growing in a lake,

that monk abandons both here and beyond, as a snake
its old withered skin..

(Suttanipaia 1-2)

This lyric uses the aricient technique of refmm, whllsl further
cxploring possible similes for ascetic poetry. B

567. At about this time a further development in metre
took place. The musical organisation is now carried as far
as pdSbllﬁ)lﬁ, whereas in the early ‘musical’ 'metres (such as
vaiidliva and aupacchandasika) we have a hybrid type nf verse,
the cadences being fixed. In the l'ully musical metres which
now appear, thc entire verse, or ‘strophe’ gdthd, is variable
on musical principles (see Pali Metre, pp. 139ff.).: 1t corres- -
ponds rhythmically to an eight bar musical phrase (more rarely
to a twelve bar phrase),.in which within. quite broad limits any
rhythmic patterns may be used provided . .the -total ‘quantity
of each ‘bar’ gana is equivalent to four short syllables and the
bar linés are nhot infringed by a long svllable cmssmg ‘them.
First an example in rather simple language, with hardly any
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poetic atmosphere except the remarkable metre, but expressing
the highest ideals. The metre, the earliest variety of this ‘bar
metre’ gapacchandas, is called gitz, which incidentally means

‘song’.

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

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

Contented and easily satisfied, having little business and
frugal habits,

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

One should do nothing mean, which others, discerning,
would blame; )
let all beings be happy and secure, —let all be happy!

Whatever living beings there are, timid or strong, without
exception,
the tall or large, medium or small, minute or gross,

Thosc seen or unscen, living far away or nearby,
those alrcady born and those yet secking birth, let all
beings be happy !

None should deceive another, or despisc 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,
towards all beings. |

Thoughts of benevolence towards all beings one should
develop without limit, '

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

“Whether staying or going, sitting, lying down, one should
‘be without stupidity, ' '
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onc should resolve on this sell-possession (through bene-
volence )—this, they say, is the best way of life.

(Suttanipata 143f1.)

(In connection with benevolence mailri as described herc cl.
the Dasariipaka theory of the ‘calmed’ [93]).

568. A few such giti verses arc ascribed to Vagisa and
described as ‘improvised’; they include:

For the purpose of crossing the flood he cxplains the
Way by many methods,

when that ‘immortality’ is explained we remain impertu-
rhable, seeing the doctrine.

The ‘lamp-maker’; having penetrated, has seen the trans-
cending of all stations {of opinion or of consciousncss—
Cy.),

having known and observed he teaches the highest path

“of insight.

(Theragatha 1243-4 = Sapyutla Nikiya 1 193)

569. Thc following cxtracts are {rom a poem in gili
organised in twelve bar strophes: '

Of the wise, without delusion, who has broken the fallow
land, gained the victory,

peaceful, of most impartial thoughts, old in virtue, of
good understanding,

gonc beyond the rough ways (of passion }, purc—of that
master I am the pupil.

Of the calm, of wide understanding, of grcat under-
standing, without greed,

ol the thus-gone, the well-gone, the incomparable person,
unequalled,

ol the confident, subtle master, his pupil am 1.

(Majjhima Nikdya 1 386)
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. There "are ten of these sirophes praising 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’ stofra [418] division of lyric kdvya, of which this is a
very early example, though amongst the countless later stofras 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 in one of the musical metres (aupacchandasika). It is
found in the vast jataka collection (of about 550 stories), from
the epic riches of which we have not yet quoted. The jataka
stories: are 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 teller probably as in a parikathd [449]—or by the ‘tradi- - -

tional poet’—to suit the occasion, and all of them now have
prose narratives added later as commentaxy They would
yield, then, further light on the old eplc tradition. Here we are
interested in an episode in a 1onger epic, that of the future Buddha
in. a previous life as the great minister Mahosadha; whose brilli-
ance at court arouses deadly resentment from the four' other
leading mmlaters They insinuate to the king (‘Vedeha' of
Mithila ), who is very fond of him, that Mahosadha is a traitor,

and suggest that he can be tested by an apparently innocuous
question about sécrecy. Tf he says a secret should never be
revealed to anybody he should not be trusted: The following -
scené is in the musical metre, and is in dla]ogue form:

ng The five wise men have met—a quﬁstmn occurs to me,
- listen to itz
whuher a blameworthy matter.- or a: pralbeworthy one,
to whom may a secret be revealed ?

Senaka: Even youmust reveal this, protector of the Earth, lorcl :
“and endurer of burdens, tell us thxs- :
reflecting on your will and pleasure, O king of men,
the five wise mén will speak.
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King:  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.

Senaka: If he is a refuge to one in difficulty and aﬂ‘]icted, a
resource, a support,
whether...a secret may be revealed to a friend.

Pukkusa: (to a virtuous brother)
Kavinda: (to a gobdl son)
Devinda: (to.r 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, O king ? This that we
hear is not the speech of the king of men !
thinking of what are you depressed? O king 1
am not at fault (in asking).
King:  ‘The wise Mahosadha must be executed —bccause

1 have ordered the execution of the sage,
~Iam dﬁpt_‘essed thinking of it. O queen vyou are
not at fault.

(Mahosadha disappeared to evade arrest, despite the secrecy
of the order. Accordmg to the ‘Commentary’ he seized contml
of the city thé next day and then faced the king. In any case
he secures another assembly wnth the other ministers present,
the king dlssemblmg )

King: ~ You disappeared in the evening and now you
come—hearing what was your mind apprehensive ?
who said what to you, O wise one ? ? Now we shall

hear those words, tell me that I S
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Mahosadha: ‘The wisc Mahosadha must be executed'—if,
O king, in the evening you discussed this confi-
dentally,
privately told it to your wife, this secret, being
revealed, was heard by me.

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

he told in private to a [riend, this sccret, being
revcaled, was heard by me.
(Senaka admits this and is arrested)

Your man Pukkusa, O king, has a disease which
makes him unfit for the royal service,
he told this in private to his brother...
(Arrest of Pukkusa) -

Kavinda is 1ll, possessed...
he told this in private to his son...
(Arrest of K&vinda)

That cight-faceted noble jewel—now Devinda has
it |
he told this in private to his mother...
(Arrest of Devinda)

—The sccreey of a secret 1s 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 |
(Fataka VI, 37911.)

Thus the use of the new metres begins to encroach on the field
of epic, but for a dramatic episode showing ‘wisdom’ [42],
which would be more effective on the stage than when read.
Epic begins to be reorganised as a form of kavya.

571. The following dialogue belongs to the same period
and is in a similar metre:

Dhaniya (a cowherd):
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My rice is cooked, my milk is milked, my dwelling
place 1s near the bank of the Mahi,

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

The Master:
My anger 15 gone, my mind is broken in, I stay for
one night only near the bank of the Mahi,
my ‘hut’ is open, my ‘fire’ is out—so let it rain if
it likes !
(Suttanipita 18f.)

The dialogue continues [or some time with such pairs ol opposed
verses, the Buddha capping the advantages claimed by the
cowherd for his quiet domestic life with 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
called Mara, his more usnal name) appears for a single exchange
with the Buddha, but this is probably a sccondary addition,
the metre being diflerent (the Netfi in any case attributes Mara’s
verse to Dhaniva). The original ending of this little drama
is more appropriately the settling of the encounter between
Dhaniya and the Buddha, brought to its conclusion by the
storm. The Buddha with his non-attachment to anything
fears nothing, the cowherd with his possessions, family and
comlorts, and probably superstitious belief in supernatural
powers, is thoroughly alarmed at a thunderstorm and glad to
hear rcassuring, 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
Suttanipdta (310f1.) in the same metre as the Dhaniya (vaitdliya
and aupacchandastka mixed) and similar in content (the metre
seems to represent a later stratum). In this case a wanderer
named Sabhiva puts questions to the Buddha concerning the
ascetic life both lead. He 1s convinced by the answers and enters
the Buddhist community.

573. At this time we can perhaps fix the invention of the
metre called rathoddhata (Pali Metre, p. 124). The significance
of this for kdyya is that it 1s apparently the first of the new series
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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 kdvya metres, and are most
characteristic of this branch of literature. It is clear from the
structure of the rathoddhata and many other ‘fixed’ metres (aksara-
cchandas is the technical term for them )that they derive from the
musical metres, typical rhythms from the structure of which
appear -as their basis. In the. musical metres. these rhythm
patterns are variants alternating freely: within the musical
scheme, but now for a fixed metre a particular pattern is taken
for a line and then four rhythmically identical lines—in most of
‘them—are taken as a quatrain, (in a few metres the lines, though
fixed, are not -all identical).. The rathoddhata itself is a deriva-
tive from the early musical metres(other. fixed metres are derived
from the later ‘bar’ metres) with four identical lines. It is used
for example in a poem ascribed . to Ambapali, _celebrated in
Buddhist tradition as a very beautiful geisha who was a lay
follower of the Buddha, whose community she richly endowed.
Eventually she is supposed to have become a nun, and then to .
have composed these verses (which is not. hlstorlcally possible 1f

our chronology is even remotcly correct ).

'Black like the coloun of bees, and wavy was my","
hanr, B '

through age it’s llke coarse hemp, truthful are
“these words, not false

_‘Scented likea fragrant casket full of ﬂowers was
my. coiffure,
through age it smells like rabblt s hair, truthfuli
- are . these words, not falsc

Drawn as if by a pamter, my bmws were once
lustrous, " S

through age they are wrinkled and ﬂabby, truthful
- are these words, not fa]se '

Smooth like a conch shell well pollshed my thmat
was once lustrous, . .

through’ age it’s' ruined; clestrnycd truthful are
these words, not false I... R
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Full and round, firm and high, my breasts were
once lustrous, _

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

Like two elephant’s trunks, my thighs were once
lustrous, ’ .

“through age they’re like bamboo " stems, truthful
are these words, not false !

...Such was this body—shattered, the home of much
suffering, -

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 Jaina Ardhamiagadhi literature, the Canonical text called
Siiyagada contains a section in the vaitdliya metre which can be
placed slightly later than the Sabhiya dialogue. This hasa
striking pun on the name of the metre itself, which in the Ardha-
magadhi language is veyaliya, since veydliya means also‘destruction’
(Sanskrit vaidalika) : ‘He who has entered the Way to the destruc-
tion (of transmigration)=the Way (described) in the vaitaliva
metre’” {Sdy. 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, vet a
certain-homogeneity of outlook, 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 Dhammapada will
illustrate the spirit of the —3, and of the emperor A’oka who
tried” to " persuade. the whole world- to follow these Buddhist
ideals: X ‘
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Hatreds are never settled by hatred in this world,

by non-hatred they are settled, this is an eternal
truth (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 life one should domuch good (53).

The scent of flowers doesn’t go against the wind,

—not that of sandalwood nor fagara nor white -
jasmine;

—but the scent ol 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 or blame (81).

Better than a thousand futile verses

_is.one verse by hearing which one becomes calm

(101).

Better : than living a hundred years indolent,
without energy, '
is a single day of life carried on w1th firm energv

mz).
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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).

Not in the sky, not in the middle of the ocean, not
hidden in a mountain cave, '
there is no place in theworld Death cannot force (128).

Everyone -dreads violence, life is dear to all,
comparing others with oneself do not kill or
cause to kill (130).

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

Tolerance, forbearance, is the highest asceticism;
the Buddhas say Nirvana is highest,

he has not ‘gone forth’ who harms others, he is not

~ a philosopher who harasses another.

(184, from the Digha Nikdya).

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, :
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trust the highest kinsman, Nirvana 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 pleé.sures—hﬁn Icall a brahman
(401).

Besides similes one may find the ‘characteristics’ ‘illustrating’
and ‘example’ among these verses [186].

576. In the same period we have some poems dated
by the commentaries. The monk Tekicchakini is said to
have composed this during the reign of Bindusira, Aloka’s
father and predecessor [653] :

‘The paddy’s harvested, the rice is in the barn,
1 get no alms, what shall I do? (Theragatha 381).

(this lament is supposed to be inspired, in fact spoken, by
Maira—the first part refers to the lack of gleanings in the fields,
which ascetics were allowed to take, The monk thinks of
the Buddha, the doctrine and the commumty to take his mind
off hunger, then Mara says :) '

You live in the open, these winter nights are cold !
don’t be distressed, overcome by cold, enter a dwelling
and close the latch.

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 the—3. o

577. Asoka’s brother, Prince Tissa, became a monk and -
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was then called ‘Ekavihiriya’ (‘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 cool mountain ravine
T'll walk about alone in the well-flowered cool wood.

When shall I live alone, with no companion, in the
delightful great wood,

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

Thus let my intention prosper, since 1 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 by.

I’ll certainly enjoy myself, happy with the happiness
of liberation, on (Mount) Giribbaja
—on the cool slope in the wood covered with flowers...

(Theragatha 539-545)

This poem, though short for statistical purposes, has the same
anusiubh structure as the Dhammapada (80%, pathyd), thus con-
firming the approximate dates suggested for both. The
specifically poetic vocabulary here is noteworthy (e.g. : ramma=
‘delightful’ and the verb ram generally, su=‘well’, ‘very’,
maluta=‘wind’, surabhi="‘fragrant’, naga= ‘mountain’, kusuma=
‘lower’ : these are not the ordinary prose words of Pali, they
ought perhaps to be translated by such words as ‘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 Nirvana 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 Afoka’s brothers, Vitaioka, has also been
included in the Theragatha (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 Fataka collection. The
long Vessantara jJataka (Fataka VI 481H.) [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 kdvya among the Buddhists, along-
side the story of the Buddha himself and those of his best known
followers. We cannot here trace the transition from early
epic to kavya 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 kavya in-
creases. The Fataka, 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
kathd 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 Fataka [650?, 671, 841]. This tradition
combines 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 jdtaka and grows strongly
afterwards. In the Fataka, 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 Pali are sometimes discussed
separately as ‘ballads’. They show particularly well the
fusion of the epic and kduya traditions, the tendency to increased

'



NEW TECHNIQUES IN POETRY AND PROSE IN PALI 53

Iyricism in the course of a narrative in principle epic. Three
good examples in the Therigatha can be placed in the-3 :
the poems of the second Subha, of Isidasi and of Sumedhd (Pal:
Metre pp. 130-5, 153, 225). Subhd’s poem is a particularly
good example of early kdvpa, in metre (vaitaliya), 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 (padapa) 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?

~—1It is full of wild animals, wanton elephants, ecager
she-clephants,

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 dearer to me than you, O lady
with gentle eyes like a fairy’s !

(Therigatha 371-5)

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

581. In Isiddsi’s poem we find a fresh metre, derived
from the giti. This is the drya, which became very popular
in Prakrit and Sanskrit kdvye and was long the standard form
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of ‘bar metre’ gapacchandas. Tt is distinguished from the git,
which it soon supplanted, chiefly by a syncopated final cadence.
Here it is used as a narrative metre, a réle 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 mahd-
kayyas, parallel to that of Sanskrit but using gapacchandas, which
continued with later derivatives of ganacchandas in the Apabh-
ramsa epics and in those of the modern languages [413].
582. After the rathoddhatd mentioned above, a number
of other metres of the same aksaracchandas class 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 and 213ff.). The wholly fixed—save for the last syllable
of each line, as a rule—meire is thus a new type, combining

the characteristics of both the older types. The ‘fixed’ metres

are the most widelv used in kawya 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 both the mdtracchandas and ganacchandas varieties),
but some of the old metres were assimilated to fixed forms too,
only the anustubh-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 cxamples of verses in thesc 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.

F

%ﬁ:@% R
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(here by metaphor the Buddhist monks freed from the
confinements of worldly life are the elephants and the
Buddha is their driver)
(svdgatda metre, not quite fixed
as vet; Digha Nikaya 11 254 =
}amyutm Nikaya 1 27)

I hear, elated, your varied discourse comprehending
welfare,

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

(aparavakira metre; Jataka 1V 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; Theragatha 111)

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 {@rdiilavikridita 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 ecarth.

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 Nikaya 111 139f., Lakkhanasuttanta)

585. The ancient irisfubhk was assimilated to the fixed -
metres and became the upajati:

The sky extends far, far too spreads the earth,
the other side of the ocean they say is far,
Yet farther than these they say, O king,
extends the influence of doctrines, whether true or
false.

(Fataka V 483)

586. Another derivative from the #risfubh (from a variant

tristubk 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 Metre p. 213) we have proposed
to call it the gnandajata. The following two quatrains are from o
a prologue to a much older Pali text. It 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 j
up, by a kind of inferential system where direct evidence was - ]
l

largely lacking, and this gave the fullest scope for miraculous
events and superhuman manifestations. QOur present text is
still comparatively restrained:

¢

Then to him called Asita (a sage) the Sakyas showed o ,
“the son, : o
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.

(Suitanipata 686-7)

587. Some of these verses, particularly those in upasth:-
tapracupita (which are associated with vakira verses which are
859, pathyd), 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 mostly 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-
cating 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 (fataka, Suttanipata [570-2] ). Those we are now
concerned with are found in a collection of generally similar
pieces in the first volume of the Samyutta Nikaya.

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 geyye meantrather ‘to be performed’—
though this is a pure conjecture. Some support for it may be
found in the Kavyanusasana (p. 18) of the Jaina writer V agbhata
(+12), who calls the group of dances which Dhanika describes
as nriyas [375f1.], of which he names eleven (adding from

Abhinavagupta’s group, plus the goshi, ‘etc.’), geya ripakas,
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explained as acting of the meanings of words (which is Dhanika’s
nriya). In theory other texts in mixed prose and verse may
be classified as geyya, but nowhere else in the Pali Canon do we
find such a large collection of purely geyya 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
is presented with dramatic 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
Ajoka in his inscriptions of the middle of that century, noted
in the last chapter [544]. It may not be irrelevant here to add
that the verses ascribed to the monk Télaputa in the Thera-
gatha (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 Theragitha 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 limits 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 Samyutta Nikdya is the anustubh-vaktra.

589. We may begin our selection from these episodes
with some which illustrate the adaptation of traditional mytho-
logy to Buddhist ends. First the popular stories of the wars
between the gods and the demons [513]. 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 Tavatimsa gods (the gods of the Vedic tradition):
‘My friends, if the gods conquer the demons. ..bind Vepa-
citti...and bring him to me in the Sudhamma Palace.’

In that battle the gods conquered... Then the
Tavatimsa gods bound Vepacitti...Vepacitti...bound. ..
entering and leaving the Sudhamma Palace. ..abused and
slandered Sakka, the king of the gods, with rude and harsh
words (Commentary supplies examples: “Thief ! Fool ! Ox!
Donkey ! We'll win next time [” etc.—Saratthappakasini I 342).

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?’

(8.) ‘Not from fear nor from weakness do I tolerate
Vepacitti,
How could a discerning person like mysell bandy
words with a fool ?’

(M.) ‘Fools get angrier if no ones tops them,
Therefore a wise man should check a fool with
violent punishment.’

" (8.) ‘I think just this is the way to stop a fool:
That one who knows the other is enraged should he
self-possessed and calm.’

(M.) ‘This forbearance seems to me a fault, O Visava
(Sakka),

—When a fool thinks: “From fear he forbears with me”,

The blockhead will bully you more, like a bull if you
run away.’

(5.) ‘He may well think so, or not: “From fear he for-
bears with me”,
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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 of strength which is guarded by truth.

The worse of the two, therefore, is he who counters
anger with 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 fool”—if they know nothing of
truth.’

(Samyutia Nikdya 1 221-2)

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 Maitali. The verse dialogue then continues as before, but
between Sakka and Vepacitti and punctuated by prose state-

)



NEW TECHNIQUES IN POETRY AND PROSE IN PALI 61

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 Samyutta 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 Rdhu 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 Rihu took a mouthful of the ambrosia of immortality
his head was cut off before he could swallow it [331, 1337],
so that the oppressed Sun and Moon 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
Rzhu says his head would split in seven pieces if he did not
obey the Buddha (Samyutta Nikdva I 51). In other words the
supernatural power of the Buddha issaid to be greater than
that of the demon (the Buddha himself invokes his compassion
when upbraiding Rahu: 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.

393. In a number of scenes the Buddhist ideal (Nirvana,
‘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:
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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’.

(Samyutta Nikdya. I 3)

(Gobd actions would lead to heaven, but for final peace one
must 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 Tavatimsa 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, thev cease,—happiness is the
calming of them.” | 7

(Samyutta Nikdya 1 5f.)

595. In another scene Sakka appears in his ancient réle

of God of War, called in the verses Vatrabhii {conqueror of

' Vatra, Sanskrit Vrtra, a demon prominent in Vedic literature

as Indra’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 réplies :

‘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 Vatrabhi !

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

(Samyutta Nikaya 1 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. It 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 Tavatimsa 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 Tavatimsa 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 mysell well, seeing my own advantage.”

(Samyutta Nikaya 1 237-8)

597. The opposition of different kinds of values is brought
out most clearly through the figure of Méra, a deity who symbo-
lises death (his origin was in the old God of Death) together
with 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.

598. Mara approaches the nun Upacadli: ‘Where do
you wish to be reborn?’ She replies: ‘I do neot wish to be
rcborn anywhere, sir.” He speaks this verse:

“There are the Tavatimsa, Yama and Tusita deities,

The Nimmanarati and Vasavatti gods;

Let your mind aspire there, where you will experi-
ence pleasure (rati, especially love).’

(Upacala:)

“The Tavatimsa, Yama and Tusita deities,

The Nimménarati and Vasavatti gods,

Are bound by you with the fetters of pleasure (kdma)
and come again and again into Mara’s power.

The whole universe is blazing, burning,
The whole universe is flaming, shaking:

The unshaken, immovable, not pursued by many people,
Where Mira cannot go—my mind isdevoted to that.’



NEW TECHNIQUES IN POETRY AND PROSE IN PALI 65

Then Mara, the evil one, was unhappy and decpressed,
thinking
“The nun Upacala knows me !’, and he vanished.

(Sanmyutta Nikaya 1 133)

599. FElsewhere we have equally briel encounters where
the Buddha repudiates statements by gods that men rejoice in
sons and cattle, or society, or a home—in other words the
various values of the world (cf. the dialogue with Dhaniya
above [571]). The Buddha says these cause unhappincss, and
we should look for real advantages, peace of mind, non-attach-
ment, knowledge. Mara is several times the exponent of worldly
values: men live long and should enjoy themselves innocently
like habes—to which the Buddha objects that life is short and
one should seek peace at once (Samyutia Nikaya 1 108).

600. The popular theme of the ‘temptation’ of the
Buddha by Mara is represented in this collection, where we
find for example the following allegory of the temptation by
‘Mara’s daughters’

Then {(after Mara’s unsuccessful attempts to tempt the
Buddha with worldly values, or at least to persuade him
not to teach others renunciation) Mara’s daughters,
Desire, Discontent and Passion, approached Mara and
accosted him with this verse:

“Why are you depressed, dear father ? Over what man
do you grieve?

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

And bring him—he will be in vour power.”

(M.) “There is a worthy one, well-gone, in the world, not
easily lured by passion,
He has passed beyond the Mara-world, that is why I
am greatly gricved.”

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)”
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But the Buddha did not pav any attention, as he was
liberated in the ultimate destruction of attachments.
Then Desirc, Discontent and Passion withdrew (o one
side and conferred thus : ““Men’s wishes vary. Suppose
we each create a hundred maidens ?-—They do <o,
and try sending to him women of all ages, butwithout
any success, so thev conclude @ **What [ather said is
true !... For if we attacked in this way a philosopher
or brahmana who was not without passion his heart
would burst, or hot blood would spout {rom his mouth,
or he would go mad or mentally deranged. Just as a
green shootwhen mown driesup, dries out and withers,
so he would dry up, dry out and wither.”” Then they
approached the Buddha and stood on one side, and
Desire accosted him with this verse:

“Arc you sunk in griel, since youmeditate in the forest ?
Or have you lost your wealth, and are wishing for it ?
Have you committed some offence in  the village ?
Why are vou not [riendly with people?

Won’t vou be friendly with any one?”

“The attainment ol welfare, peace of heart,
Having defeated the army of dear and sweet appearances,
Meditating alone on this, understanding happiness,
—Therefore 1 am not [riendly with people.

I will have {riendship with no onc.”

Then Discontent accosted the Buddha with this verse:

“What way of life should a monk cultivate,

Who has crossed the five ‘Hoods’ (senses), in order to
cross the sixth (the mind)?

How, meditating much, are the perceptions of pleasure

Kept out so that they do not get him ?*

—The Buddha replies: by calmness of the body, freec-
dom of the mind, etc.; after which Passion, standing
near him, speaks this versc:
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“Having robbed Desire he is followed by groups and
communities.

Certainly many heings will {ollow,

Having robbed the King of Death of many people

This homeless one will lead them beyond (to Nirvana)!”

...Afterwards they return to Mara and he upbraids
them :

“Fools ! Will vou crush a mountain with water-lily
stalks ?

Will vou dig away the crags with your nails? Will
you chew iron with vour tceth?

Having knocked out the solid rock with vour heads will
you try to fathom the underworld ?

Having embraced a stake with your breasts will vou
make Gotama lose heart ?**

(Samyutta Nikaya I 124-7)

The final verse above is 2 good example of the charactevistic
“(rhctorical) question’ [186]. There is a concluding verse
here, which the commentary says is a later addition to the text:

All radiant they came, Desire, Discontent and Passion,
—The Teacher dispelled them as the wind fallen cotton.

(The reference is to the cotion from cotton-producing trees.)
If this tells us little about the ‘production’ of such a drama,
we have plenty of reliefs and paintings of the scene.

601. Though the gods ol the old religion, including
Brahmi himselfl, are often shown as in eflect good Buddhists,
adhering to Buddhist values or atiending 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 Nikaya 1 17f1., 215f1.), 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 Brahmi and is received
as an old friend (Samyutta Nikiya T 142-4):
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Come, my friend, welcome to you ! Itis a long
time, my friend, since you came here. This world (the
heaven of Brahmi), my friend, is permanent, fixed,
eternal, whole, not subject to passing away. Here there
is no being born, growing old, dving, passing away and
being reborn. There is no liberation higher than this.

The Buddha replies:

Brahma 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 is no liberation higher than this—when
there is a hlghﬁl liberation.

Brahma here utters a verse:

The seventy two (presumably Brahma’s reiinue),
O Gotama, as a result of good actions,

Wleldmg power, having gone beyond birth and old
age, '

Have this final exnslemce in the Brahmi world, whlch
they have attained by means of the Veda;

‘Many people pray to us!

The Buddha :

This is short, not a long life,

What you think is a long life, O Brahma,
Is a hundred thousand nirabbudhas :

I know how long your life is, O Brahma !

After . this Brahma asks for instruction, especially about his
former good conduct and observances. The Buddha tells him
the good actions which had resulted in this relatively happy
life in heaven, and finally Brahma admits he is a Buddha, whose
magnificence -illuminates' the Brahmia World. '

'602. ‘In another scene (pp. 144-6) one of the retinue of

Brahma holds another kind of ertoneous opinion:' No philo-
sopher or priest can come here {to the Brahma world). The
Buddha becomes awaré of this’ through his telepathic power
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and proceeds, by attaining the heat element (i.e. using a radiant
body), to the Brahma world, sitting in the sky abovc the Brahma.
Four of the Buddha’s followers are able to see where the Buddha
has gone and follow him there, stationing themselves round
him in their radiant bodies. One of the latter, Moggallana,
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. LElsewhere the brahmanas, the priests of Brahma,
confront the Buddha. In one scene the Buddha rcjects the
doctrine that it is by the Vedic ‘science’ and conduct, not by
virtue and asceticism, that a man becomes pure:

Though muttering many prayers a brahman is not
(pure) because of his birth,
When he 1s rotten inside, defiled, dcpcndmg on deccit.

A ksatriya (warrior, aristocrat), brakmana, vaifya (pea-
sant or bourgeois), fiidra (helot), candala or pukkasa
(the lowest classes),
Putting forth energy, exerting himself, always having
firm courage,
Attains the highest purification; know this, O brahmana

(Samputia Nikava 1 166)

Several scenes end with the conversion of a brdhmana to become
a follower of the Buddha.

604. In conncction with the dramatic opposition of
ethical values in these picces we find that, under the heading
of generosity, the point is made—familiar elscwhere in Buddhist
poetry—that the gift of the doctrinc dhamma, the Buddhist
teaching, is the greatest of all gifts. This, the idcal of sprcading
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the truth, will continue to be prominent in Buddhist kdsya, 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 (Samyutta Nikaya 1 20-22) a group of deities 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 ‘discreet’ )—each god caps the other’s
verses. Another deity then asks the Buddha which he likes
of these. He approves them all, but adds his own verse:

Generosity 1s 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 Nirvana itself.

605. It is natural, then, that the decision of the Buddha
to teach, after his attainment of enlightenmeﬁt, should be
dramatised. At least three of our pieces represent this theme.
Of the three stories, the best known, and probably most ancient
in origin, is that of Brahmia persuading the Buddha to teach.
Immedijately after the enlightenment, the Buddha reflected
that his doctrine (or truth) was difficult and profound and
unlikely to be appreciated by the world. Brahma became
aware of this and was alarmed: ‘Alas! 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: .

__5..Let the Master teach the truth, there will be some who will
- 7 grasp it.” The Buddha sees that people vary in degrees of
ignorance and ability and agrees to teach (Samyutta Nikdva
I 136-8). In a very brief scene Mara 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 111}. Similar is the third scene, but with Sakka
suggesting it is not a good thing for a philosopher, who is suppo-




NEW TECHNIQUES IN POETRY AND PROSE IN PALI 71

sed to be liberated from all ties, to instruct others. Again the
Buddha replies that one must teach out of compassion, and says
that 1f one teaches with a confident (or trusting) mind there
will be no ‘connecting’ (with the world—the ties referred to
by Sakka) (ibid. 1 206).

606. Onc morc scenc in which Mara appcars should be
mentioned. A number of gods carry on a kind of contest in
verses in the presence of the Buddha, as he sits one night medi-
tating in a thicket of bamboos. These verses praise the doctrines
of various philosophers of the time of the Buddha: threc of
the Icaders of the Ajivakas and the founder of Jainism. An-
other god intervenes and says that, however loudly he howls, a
Jackal will never be like a lion. Then Mara speaks, upholding
these philosophers—their instruction is right and leads to the
other world. Here the Buddha intervenes with a verse: Namuci
(Death, Mara) praises thosc who serve his deadly purpose,
like bait for fish. Another god concludes the scenc with a
verse praising the Buddha (Samyuita Nikiya 1 65-7).

607. Finally let us look at a scene in which the attempt
is made to dramatise the Parinirvana (final Nirvanpa) of the
Buddha: hardly a dramatic subject, since it is difficult to scc
how there could be any conflict.  The later critics of the drama,
as we have seen [90-4], debated whether theé attainment of
pcace or calm, as an end of human life, was an appropriate
subject for drama, some holding that there arc plays which
may be said to have (he calmed fdnia as their main rasa. The
calmed was recognised as a ninth rese by an increasing number
of them. This scene shows the Buddha in the wood near
Kusinira, lying on his right side and surrounded by his [ollow-
ers. Most of it agrees verbatim with an account given else-
where in the Buddhist canon, and it was probably extracted
from this (it is a Drief extract from a long narrative [610])
for the purpose we have supposed for these scenes. 1t begins
with the Buddha uttering his last words: ‘Well, now monks.I
am addressing you. You should succeed, through care. The
forces have the nature of cessation (the “forces’ are all the forces
of the universe, natural forces, animal instincts, ctc.).” He
then enters into a series of meditations, at the end of which he
‘attains extinction’. When he had attained extinction Brahma
spoke a versc:
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. ‘All beings in the world will discard their bodies,
Just as this teacher without an equal in the world;
The Thus-gone who was strong, the Buddha has attain-

ed extinction.’

Sakka spoke a verse:

‘Alas ! The forces are impermanent, having the nature -
of occurrence and decay, '
Having occurred, they cease—the calming of them
is happiness.’

The monk Ananda spoke a verse:

“‘Then there was what 1is terrifying, then it was
hairraising,

When the Buddha, who had all excellent qualities,
attained extinction !’

Finally the monk Anuruddha spoke two verses: - .

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

Imperturbable because 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.” ‘

(Samyutta Nikdpa 1 157-9).

It seems _lé.gitimate, in view of the human weaknesses ascribed
to Ananda’s character by the Buddhist tradition and contrasted
with the intellectual 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.

. 608. -The progress of the art of story telling in ‘prose can
be documented from: the Pali Canon, which preserves more
varied examples than the prose Vedic texts. The style is- a -
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little less abrupt and heavy, but still with no concern at all to
avoid verbal repetition and hardly ever any to ornament the
language. Many short stories could be quoted from the
Nikiyas, 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 Pdyas: Suitanta of the Digha Nikaya—1I1
316f1.), satirising stupidity or obstinacy, for example.

"~ 609. Quite different in content are a number of longer
narratives, which might be called prose akhyanas (cf. 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‘Dz’glea Nikdya, again, Vol. III 844l., 58ff.)
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 the social history, which shows many of the admit-

ted evils of society arising from greed and acquisitiveness, 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 order the first king was then elected.
Another narrative shows the kingship already established and
a just emperor maintaining harmony by gifts to anyvone 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 cpisodes in the life and
particularly the teaching activities 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 we alluded in connection with
the scene of the Parinirvana) was supplemented by accounts
of cvents in the Buddhist community of monks afterwards and
has been continued from time to time since then. For the
present we may merely note the existence of this Buddhist
tradition of historical writing (later we shall be, il briefly, con-
cerned with its partial absorption into the fully developed
kavya literature). On the other hand the Parinirvana narrative
itsell, the Mahaparinibbana Suttanta of the Digha Nikiya (11 7201,
and its Sanskrit version, for that matter, edited by Waldsch-
midt; though the latter is later it agrees closely with the Pali
and is simply a translation ol somc ancicnt version in an unknown
dialcct) is a relatively sophisticated piece of narrative, in six
chaplers, more elevated in stvle and vocabulary than most of
the Pali dialogues and seeminglv composed with conscious
mtent to make it impressive.  One might sce the development
of the biography dkhyayika here, as a kioya form [423]. The
setting out of the parallelism between the conditions for wellare
of the Vajji Republic and ol the Buddhist Community; the
intertwining ol the Buddha’s progress from Rajagaha to Kusi-
nara with the major political evenis of the time; the predictions
about Pataliputva; the occasional verses uttered by the Buddha
and bringing in metaphors; the Buddha’s illness and his com-
parison ol his body with an old cart barely held together with
straps; his insistence on the impermanence ol all ‘lorces’, rein-
lorced by his own case; his equal and dramatic insistence that
there is nothing else he can do for his followers and that they
must go their own way, with only his teaching as a provisional
guide; the pathos introduced by the Buddha’s last look at the
city of Vaigali as he leaves it—to these touches of the story teller’s

art 2’ Buddhist narrator has further added a background of

miracles, of the marvellous, such as flowers blooming out of
scason, muddy water clarified and the attendance of deities:
for the Parinirvana is no ordinary event to be told in a matter
ol fact manner, it is an event of cosmic importance and the
whole universe must be concerned n it.

611. It is almost an anticlimax to our notes on Pali
prosc to add that in the Kupala FJataka (Fataka V 416-56), the
only exception to the rule that the ancient Fdtaka text is exclu-.



NEW TECHNIQUES IN POETRY AND PROSE IN PALI 75

sively in verse, we find much greater claborations of actual
prose style than in the above narratives, with very long com-
pounds and a most elaborate description of the slopes of the
Himalaya Mountains. The prose alternates with verse (in
vailaliya, ratheddheta and other metres) and the work is a truc
campit kdvya in form. The content is mostly criticism of women
through a discussion among birds, with reference to various
old legends. The hero Kunala, the bird who mostly lectures
against women, beavs the name of the son of the emperor
Asoka, who is recorded to have been persecuted and blinded
by his anti-Buddhist stepmother Tisyaraksa, when he rejected
her love.  Probably this campii was designed as a bitier response
to the actions ol Asoka’s last empress, who tried to undo her
husband’s good works after gaining influence over him in his
old age: onc should never trust a woman.

612. We need not pursue the development of the Pali
Canon into the—2, since at this point we can pick up the carliest
threads of strictly secular Advpa and attempt to place the Tirst
Kavi’.

0



CuAPTER XI1II
THE EARLIEST KAVYA LITERATURE IN SANSKRIT

(c. —400 to —150); VALMIKI

613. Turning now to the ecarliest kdvya of the main,
secular tradition, and at the same time to the use of Sanskrit
as a medium for kdvya, we may examine the following evidence.
Valmiki, author of the Ramdyana, was, according to later kavis,
the ‘First Kav:’ (Bhavabhiiti: Uttarardmacarita 11, after verse
5; Anandavardhana 542f.). According to Asvaghosa (+ 1;
Buddhacarita 1. 43) on the other hand he was the first to compose
in verse padya. There is an apparent quotation {rom the Rama-
yaga by the grammarian Patafijali (- 27?) in his Mahabhasya,
on Panini I11.1.67. The grammarian Panini (- 1) attests the
existence by his time of the drama and of schools of actors
(such as Sailalin’s) and even of theoretical works on it, but
without giving any details (IV.3.110). A Panini, not nece-
ssarily the same, was a major poet and the author of an epic
kavya, the Fambavatijaya, no longer available, it seems, apart
from about twenty quotations. Kautalya (end of —4) refers
to biographies dkhyayikas (1.5). Patafijali refers to a kduya
by Vararuci (Mahabhdsya on Panini 1V.3.101). There are
traditions of the grammarian Vararuci, author of the ‘Supple- -
ment’ Vartitka, which suggest he was a junior contemporary
of Panini (on those traditions see below). No authentic kdvyas -
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
1I1 p. 172). Tinally Patafijali quotes about forty verses in
the kayya style and refers to three biographies akhyayikds, giving
their titles (Mahdbhdsya on Panini IV.2.60 and 3.87—one work
of Vararuci named in later sources, to be discussed below [650],
may be either a biography or a novel). Patafijali also refers
to dramas, and explains a word vdsavadailika as meaning some-
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one who studies a kdvya on the story of Visavadatta. We have
already discussed [317-9] the question of the earliest dramas
on the basis of the traditions of the Natyaédsira, 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 —35; history is of course included in Tradition.

614. It is not known whether Valmiki is a historical
person, or whether, like the Vyasa of Tradition, he is a theoretical
amalgam of a series of traditional poets. Like the Great Epic,
the Ramayana has been much revised, being treated rather as a
work of Tradition than as a kdvya. In other words, instcad 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 inspiring their mass audiences. The nced to carry
such audiences with them probably resulted in modifications,
cxpansions, and more rarely cuts in the received text, and in
time such alterations as satisfied the reciters became permanent
revisions widely, 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 style is more homogencous
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 tradition
and epic kdnya. The metrical analysis of the text as we now
have it indicates about — 100 as its average period (see discus-
sions in Pali Metre, following Oldenberg, Edgerton, etc.), and
we know that substantial additions have been made since the
+1. Though the analysis of the separate parts of the poem,
which might lead to fairly precise chronology, has not yet been
carried out, we can already estimate that there existed sometime
before — 100 a poem of perhaps less 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 Asvaghosa’s Buddhacarita, xlviiff. ).

~ 616. This version of the story, which seems to be a com-
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bination of two or even three old legends, has the appearance
of being the creation of an individual kavi of genius, whom we
might provisionally call ‘Valmiki’. It is difficult to push the
date back far enough to make it literally the ‘First Kavya’, but
it could very well be from a later standpoint the first great
masterpiece of kavya. Further, since kdvya seems to have origi-
nated in lyric poetry, though we cannot place the Ramdyana
in the period of the earliest known kduya lyrics and hence of the
continuing old Epic tradition, we can regard it as marking a
new departure, in epic kdoya. . The question is further complica-
ted by the tradition that Valmiki was a metrical innovator,
who invented the new form of anustubh called the uvaktra (this
derives from the current Rémayana itself, 1. II. 17). We noted
this in an carlier 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 vakira appears arbitrary [334]. As to the tradition
about Vialmiki, this makes him an ancient sage contemporary
with Rima himsell (he so appears in the current text and in
other kavyas from a fairly early period on [1127-8]). The
extant Ramdyana, even when shorn of immense accretions as
just noted, may not be as early as the kavis Vararuci and Suban-
dhu. As to the kari Panini, 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 know of his
epic we should place it rather later than the Ramdyapa, since

it appears to have the characteristics of kdvya epic fully deve-

loped. To admit the reverse chronological order would be to
make ‘Valmiki’ the reverse of an innovator, clinging to a style
closer to the old Epic tradition after epic kdvya was well estab-
lished. 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
Ramdyapa first, in its presumed more original form.

617. The story of the Ramdyana is one of the‘ finest things
in the world’s literature. 1t was adapted again and again for-

the Indian stage and became almost a hackneyed theme [285];
“though it was with good reason that one of the adapters said:
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If they abandon the story of Rama because it has becn
used by predecessors, then who else with such qua-
lities will conquer in the world?

Are there authors possessing the Absolute Specch,
vibrating profound and sweet with the weight of
such qualities, who can help themselves ?

(Only Valmiki was such a divine incarnation of authorship,
capable of independent creation—Murari: Anarghardghava 1.9).

618. In the hands of a succession of poets and dramatists
the story has shown many variations of detail, and indeed it
scems capable of infinite variation, especially in the psychological
interpretation of the main characters [2853]. Perhaps the
uniqueness of the story of Rima lies in this unfathomable
psychological depth, the inexhaustible complexity of the charac-
ters, which demands and receives new interpretation in each
generation.  ‘Valmiki’ himself (if we apply this name to the
creator ol the archetype of the extant Ramdyana, without the
last Book and other less important accretions) stood very far
from an original Riama story and approached his characters
in a highly sophisticated and subtle manner. Kaikeyi is not
simply an unscrupulous and ambitious woman scheming to
place her son on the throne. Valmiki 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 belonging
to Kaikeyi’s family and sceing no further than its apparent
interest. She likewise acts from apparently honourable moti-

“ves of love and loyalty to her mistress, but is characterised as

‘secing evil’ and shown 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 respect-
able authority in political science. Perhaps therc is some
idealisation of human 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 we 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 acsthetic 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, where probably
the contestants might seem less scrupulous and idealistic. The
Mauryan Empire was rent by such conflicts both when Afoka
succeeded to the throne and at the end ol 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 Arthasasira 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 Pali in the Jataka (TV.126-7)—
would then be a topical theme for “Vilmiki’ io elaborate.
Though that much might be said for almost any period, the
fact of Adoka’s attempt to realise a truly just government, corres-
ponding to an ideal higher perhaps than has ever been atiempt--
ed elsewhere, might, we may conjecture, have suggested to
“Valmiki’, if he lived at that time or a little later, the portrayal
of a conftlict of sincere motives in his own version.

620. Religion is not strongly in evidence in the Ramayana
(except in some of the later additions). The old king Dastaratha
is a tragic character, unable to resolve the conflict in his family
and betraved by his own rash promise into cxiling his eldest
and best loved son. Soon alterwards he dies heartbroken.
This human story is not softened by other-worldly consolations
nor guided by divine providence. But Rama, whose name
means ‘Charming’, absolutely obedient to his {ather’s commands
and truc to his own promises, devoted to his stepmother as to
his own mother and loving all his brothers to the point of total
sclf-sacrifice for their advantage, was gradually elevated by
later generations from the ideal hero to the incarnation of
Visnu. Some of the more recent versions of the Rama story,
especially in the vernacular langnages, are almost purely reli-
gious writings: it is necessary therefore to stress the lact that
this is entirely alien to the spirit of the Raméayana of Valmiki,
though it is no doubt a most significant indication of the success
of Valmiki in making his hero the focus of the human aspiration
to live in a better society.
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621. In the second half of the Rimayana, where the legend -
or myth of Ravana, probably:-quite independent of that of Rama
in.origin, has been inserted into the period of exilé;of Rama,
the.superhuman-and marvellous predominate.. Here one:may -
speak of a religious background, of ancient mythology such. as
usually complements traditional epic poetry: a mythical envi-
ronment, which isliablein times of disorder and. crisis to irrupt
decisively 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
of-the later Rama worship; so that one would like to -have a -
different word for it; ‘mythology’, perhaps, in order :to main--
tain -the negative of the last paragraph and make clear ‘what
seems a real distinction between this mysterious and alien
background, encountercd -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 Rima
wanders with one brother, and Sita his:ideally faithful wife,
are: dominated by demons rdksasas:. Ravana, 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 (Lanki), and-from
there his demons ravage and tyrannise half India. Rama-
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 Sita
by a stratagem. = Rama finds friends among the forest dwellers
(monkeys) oppressed by the demons aund is able to collect a -
large army., He crosses the Ocean and takes Ceylon by storm,
killing Ravana in battle, rescuing the faithful Siti and estab-
lishing just government. Here we have the typical hero of
many ancient civilisations, 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 ‘Valmiki’s’ time,
he is in fact associated with the compassionate rasa in the tradi-
tion of the kavis and critics, and in fact already in the Ramdyana
itself (but in I.IT.13fl in the First Book, almost all of which
appears to be a late addition). It 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 zaktra metre, an
outburst of feeling expressed in an improvised (cf. patibhana
in Pali) lyric [we again note the lyric tradition underlying
kavya). 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 Rama. The later connoi-
sseurs of kdvya usually hold that the compassionate rasa is in
fact the prevailing one in the Rimdyapa [103], though Kuntaka,
if the edition is not corrupt, gives the calmed [284], and the
unknown poet who added the Last Book to the epic (probably
about +100) gave complete justification for this interpretation
by making his new ending tragic. Sitd was long a prisoner
in Révana’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
Sitd was born from the Earth when her father King Janaka was
ploughing; the Goddess is thus her mother and the life of this
strange divine heroine is appropriately ended. Though all
this seems quite new to the Ramdyaga it may not have been
unknown to Vilmiki even if he chose to ignore it. The name
‘Sita’ means ‘Furrow’ and suggests that among the probably
numerous ancient tales of a pre-Vilmiki Rama cycle was one
of the miraculous nature of the heroine.
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624. The style of the Ramayana is extremely simple, but
rough, and sometimes awkward in expression and not immedia-
tely clear, when compared with that of later epic kdvyas. 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 more of the vocabulary asso-
ciated with kgvya. The similes are more elaborate, there is
occasional alliteration and other word play and more rarely
some of the more recondite figures of speech of poetic theory
are seen. Thus in a remarkable description of winter during
Riama’s exile (Book IIT canto XV) a commentator finds some
‘fancies’ ulpreksas [633]. There is at present no guarantee
that particular passages thus pointed out are not later additions,
but we may venturc to say that ‘Vilmiki’ 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.]. From the present Second
Book, Ayedhyd Kéinda, let us read the scene where the intrigue
of Kaikeyl 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 Rama’s consecratlon as heir apparent, which
is to take place tomorrow It should be noted that the spectacle }
of Rama’ s mother exultant ‘the. trmmph of a rival queen, is

evidently the thmg which most moves Manthara, who belongsf‘:
to Kalk?‘ﬂ. s farmly as a slave bom 1n the house

Hearing the nurse’s words the hunchback qmckly be-
came md1gnant | .

Descended from the palace whlch appcarcd like the
peak of Kallasa (8) C

Manthara bummg with anger, seeing evil,
Went to Kaikeyl, who wasin bed, and spoke these
words:

Getup ! Stupid ! Why are you sleepmg when. danger,
is coming towards you? -

Aren’t you aware that you are engulfed in a flood
of m1sfortune?’ -

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

For your fortune is transitory llke the stream. of a
river in the hot season. '

But Kaikeyi, spoken to thus with ha.rsh words by the
angry one,

By the hunchback seeing evil, fell into the utmost
despair.

But Ka1kcy1 said to the hunchback: Manthara, is therc
really no secumty

I perceive you indeed with afflicted face, violently
unhappy !

But Manthara, hearing Kaikeyi’s sweet-syllabled words,
Spoke a sentence with anger,—she who was confident
of her sentence. :

That hunchback, becoming more afflicted, wishing for
Kaikeyl’s advantage,

Spoke out causing despair and dividing the Raghava
family:
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O Queen ! A Very great insecurity has arisen, des-
troying you !
King Dasaratha will consecrate Rama as heir apparent!

I am sunk in fathomless" danger, overwhelmed in
“unhappiness and grief;

I have come here for the sake of your advantage, as
if being burned by fire;

O Kaikeyl, through your unhappiness there would
be very great unhappiness for me,

And in your prosperity would be my prosperity, there
is no doubt of this.

Born in a family of kings, a chiefl queen, you of 2 king,
How are you not aware, O Queen, of the fierce reality
" of ‘royal pohtlcs ?

A false lord speaks of virtue, a ruthless one speaks
smoothly, _

Do you not know, in your ‘innocence, you are thus
“overreached by him?

The mildness which he is ﬁsiﬁg"tnwards‘ you is the
~approach of misfortune !

—Today your lord will join Kausalya w1th fortune.

That corrupt “man, having ~carried off Bharata from
among your relatives,

At daybreak will establish Rama in the kingdom in
‘which the “thorns’ have been ' struck down.

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

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

For as ‘a snake would act, or an enemy, when dls—
regarded

So today King Dasaratha acts towards you and your son.

With evil, with false mildness, my dear, you ‘who are
alwavs accustomed o happmess

"85



86

INDIAN KAVYA LITERATURFE

He will establish Rama in the kingdom: you and your
following are ruined.

O Kaikeyl, the time has come, you must act quickly
for your advantage,
Save your son, yourself, and me, 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
Manthara :

What you tell me, Manthara, is most agreeable,
For you, teller of what is agreceable to me, what more
can I do?

(N.B. Kaikeyl 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, O 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 differeng

metre; the narrative continues straight on in Canto VIII:

Er

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 inappro-
priately. ‘

You do not recognise that you are in the mldst 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 Pusya, by the greatest brahmans !

When she has attained the greatest joy, famous, her
enemies ruined, .

You will attend on Kausa]lya, saluting her like a slave
woman !

Rima’s women will indeed be most joyful !
Your daughters-in-law will be depressed at the ruin
of Bharata !

Then having seen Manthara, who was speaking what
was’ most disagreeable,
Queen Kaikeyi praised the qualities of Rama :

Knowing virtue, restrained by his elders, grateful,
truthful, pure,

—For these Rama, the King’s eldest son, deserves the
heir apparentship.. ..

Kaikeyl 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 warhs 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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§27. ‘Thus she -gradually convinces Kaikeyi and the
narrative continues in Canto IX:

Kaikeyi thus spoken to, her face inflamed with anger,
Sighing long and hot said this to Manthara:

Today I will quickly send Rama away from here to the
“forest,
And~quickly consecrate Bharata as heir apparent.

(O Manthard, now I have seen this, by what means
May Bharata obtain the kingdom; and Ramanotat all ?

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

“Well'! “"Now I'will-speak out, O Kaikeyl, let it be
heard from me,
How your son Bharata will obtain the whole kingdom.

Kaikeyl hearing these words “of ‘Manthara’s,
Risinga little from‘her- comfortable bed said this:

(Here *a-commentator finds -an-implied : meaning-—of: respect
for Manthara: Kaikeyi rose although her bed was comfor-
table—) "

Tell me the means, Manthara, by what means
May Bharata obtain the kingdom; but Ramanotatall ?

‘Manthara, seeing ‘evil, thus spoken to -by the Queen,
Damaging :Rama’s:fortune: the hunchback said these
~words :

In the battle of the:'gods and demons, your :-husband
went with “the :royalisages,
‘Taking you, :assisting the King :of-the Gods.

+O ‘Kaikeyi, standing in the Southern. region, towards
.the ‘Dandaka (Forest),
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Is the city*known' as Vaijayanta, where he of the sea-
"dragon - banner,

Known as Sambara, the great demon of a hundred
tricks,
- Uricofiquered, gave battlé to Sakra with the multitude
of . gods.

Then in that great battle ng Dasaratha
“Was- catried’ off tinconscious by you, O Queén, from
the battle;

Your husband there was p‘rotéétéd by you when
“woundéd by weapons;
Pleased by that he.gave. you two boons, O beautiful
one !

You said: to your husband, U\Qﬁeen, “When I desire
them, then

-1 swill take ‘the - boons,”—That illustrious ‘one ‘said
“Yes”,

I*was ignérant ‘of -that, -O' Queéen,=you yourselfl told
me before.

- ——Ask your:lord for those boons: - the consécration of
- Bharata, |
-Arnd“the-banishment 6f Rima for fourtéen years !

Taking refiige in’ anger-today,-O daughter of A§vapati,
in -anger

You must lie “én‘the-bare “ground, in dark dress;

Don’t meet his gaze and don’t speak to him;

You ‘are always the beloved of your lord, I have no
doubt about "that,

And for your sake the King would even enter fire,

He cannot be angry with you, -he cannot 'meet your

‘gaze-if you are angry,
To please you the King would give up his life;

-89
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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 jewéls,
King Dasaratha would give—don’t think of them:

Those boons which Dasaratha gave in the battle of
gods and demons,

Recall them, blessed one, don’t transgress that purpose !

But when the Raghava (Dasaratha) would give you
a boon, rising up,

"Dependmg 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-Rima (= ‘not
charming’)

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

And by the time Rama returns from the forest
Your son will have grown roots...

Kaikeyi is delighted and praises and flatters Manthara: she is
a heautiful hunchback !...So they prepare, Kaikeyi lying on
the ground in a state of depression as directed by Manthara...

628. When Rama is banished, Sita insists on accompany-
ing him and the canto (XXIV) in which she does this is a
favourite with reciters of the Ramayana:

Vaidehi (Sita), thus spoken to, she who was worthy of
what is agreeable and spoke what was agreecable,
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 husbhand’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.

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, O 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, O broad eyed, I will enjoy myself with the
utmost delight, '
"Thus for a thousand or a hundred years, I with you.
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- Even if-my-life “will -be 'in" heaven, ‘without you, O
Raghava, _
O ‘man-tiger, I will not like it.

“629. In the present Third Book, Aranya (‘Forest’) Kanda,
the exiles wander for many years in different parts‘of the forests
South of the Ganges, gradually moving further South into
Maharastra. They visit hermitages and sages; going for exam-
ple to see Agastya (Canto X):

"Réma set out in front, Sitd, whose ‘middlé was beauti-
. ful, in the middle, . .
Laksmana followed 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 rivers,
“And lakes with lotusés, with ‘Water-birds,

Spotted ante]lopes in herds, horned animals wild with
passion , R
—Buffaloes, boars and elephants at enmity with trees.

After going a long way, as the Sun was séiﬁ‘i’ig,
They saw together a delightful lake a league in length,

Blocked up with red and blue lotuses, adorned with
“herds of elephants,

~Crowded with cranes, wild geese and ducks living in the
water.

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

“Go !”—Spoken to by him the sonof tl_‘ie Raghus went
By the way indicated, looking at"that forest (X.71):
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Wild rice, bread fruits, palms, timifa  trees, canes,
dhavas,

Parrot wood-apples, madhiikas, wood apples and ebony
trees;,

Flowery, entwined with creepers crested with flowers,
Rima saw by hundreds there the wilderness trees;

Rubbed by elephants’ trunks, brilliant with monkeys,
Resounding with flocks of wanton birds by hundreds.

631. After they arrive in the Paficavati country Rama

describes it to Laksmana (XIV. 10ff.):

This country, level, beautiful, covered with flowering
trees,

Here, dear brother, you should make a hermitage
properly _(for us to live in).

That lotus pool can be seen not far away, splendid
w1th lotuses,

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

As mentioned by the sage Agastya of developed soul,
That is the dehghtful Godavari screened by ﬂowermgl
trecs

Aboundmg in wild geese and ducks, brilliant 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 be 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 sdla trees, palms, tamalas, dates,
bread fruits, sour mangoes,
Wild rice, #imifas, nutmegs;

With sweet mangoes, aSokas, tilakas, campakas and

pandanus odoratissimuses,
—Covered by these diflerent trees which possess cree-

pers with clusters of flowers;

With sandalwood,. syandanas, nipas, bread fruit and

lakucas too,
Dhavas, vatica robustas, acacias, famis, kimsukas, trum-

pet flowers;

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

birds,
Here we will live, O Saumitri, with this bird (i.e. the
vulture Jatdyus 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 raksasas and eventually the abduc-
tion of Sitd, 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 Asvaghosa), and the com-
mentator Govindardja picks out a number of figures of speech:

Whilst 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 Sitd 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 ornamented, 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.

(‘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 Pusya 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 with sighs, the Moon 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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The moonlight,-gloomy-as it snows;; does not..appear
beautiful at full Moon

And like.ploughed land,. which is dark: (even). in the
sunshine, it is perceived but has no splendour.-.

(‘contrast’, says- Govindaraja)

By nature cold to the touch, now that it is pierced
with frost
The West wind at this time blows doubly cold.

The forests covered in mist, with their barley and
wheat

Look splendid as the Sun rises and they resound with
curlews and cranes.

Their heads full of grains, giving the appearance of date

flowers,
The rice plants look splendid,-slightly-bent, with a -lustre
. of gold.

With the falling dew its meadows are somewhat wet, _
—The forest land looks splendid sitting in the morning

sunshine (20). .

Set with the gloom of dew, covered with the gloom of
frost, | '

The lines of woodland are perceived .as if asleep —with-
out their flowers. “ ' |

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

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

634. Though praised so highly by Bhavabhiiti and Ananda-

vardhana, Valmiki -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-hewn
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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 difluse
and the language loose. The style remains on the borderline
between itithasa and kdvya; 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 kdyyas: Ratna$rjjiiana in his only
reference (p. 11) to the Ramdyana calls it itihasa, in fact, and the
work is often included in the corpus of Tradition. As for the
apparent quotation by Patafijali (on ITI.1.67), it is a line which
occurs twice in the Ramayana (V. XXXII1.6=Bombay Edition
V1. CXXVI.2; the Critical Edition of Book VI is not vet 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 Patafi-
jali need not have gone to the Ramayana for it

635. From the point of view of the evolved and perfected
kayya style of the medieval period, the Ramdyana is rough and
primitive in form and open te aesthetic criticism on grounds of
content as well. Nevertheless Bahuripamisra {on II 47)
mentions it (with Kalidasa) for the vaidarbhi style [238, 242].
To some it was too realistic in its characterisations, not close
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, for 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 [281] and says it is improved in the Udattaraghava
(a play by Mayurdja, 47 7?). For Kuntaka the Ramayana
as a whole is still a model kdvya, giving instruction in virtue
[283]. He apparently (if the reading is right) says it produces
the calmed aesthetic experience, like the Mahabharata (p. 239),



98 ' 7 INDIAN KAVYA LITERATURE

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-Asvaghosa) epic was primarily
heroic, though with many compassionate scenes, endmg s1mp]y
with the triumph of Rama.

636. Among the few verses quoted by the critics, 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...” (IIL.XV.13). Anandavar-
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-

kayya [250]. Rajasekhara (Kagamimamsa 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.

'637. The anthologist Jalhana quotes (p. 219) two verses
from the description of the rainy season in the present Fourth
Book, Kiskindhd Kinda, Canto XXVII. After Sitd’s abduction,
Riama has been directed to Kiskindha, the kingdom of the
‘monkeys’ who may be able to help him to trace and rescue

her. Sugriva, brother of the monkey king Vilin, 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

Sugriva is consecrated, then Rima passes the rainy season in
a mountain cave, miserable because of the loss of Sita (Canto

XXVI) but encouraged by Laksmana. In the following canto

Rima describes the rains to Laksmana:

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.10).

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




THE EARLIEST KAVYA LITERATURE IN SANSKRIT 99

The sky with thunder in it is roaring as if in pain,
As if struck by the lightning like golden whips
(XXVII.11).

(‘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
Rajaiekhara (Kavyamimamsa p. 36) quotes a verse (XXI1X.48),
but as #fthdsa in a discussion on sources of subject matter for
kavya: Laksmana threatens the monkey king with the same fate
as his brother unless he keeps the agreement. Raijaiekhara
quotes a close but more poetic parallel from Kumairadasa’s

epic fanakiharana.

639. Bhavabhiiti in his two plays on the Rama story gives
complete or partial quotations of three or four verses from the
Riamdyapa, his source. In the Makhaviracarita (V. 24) we find
the verse spoken to Rama in the Third Book (LXIII.14) by the
dying vulture Jatdyus, who had intercepted Ravana 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
Ravana.

A little later (V.34a-b) the dramatist works in a line from the
Fourth Book (I1V.12a-b), where Laksmana at the first meeting
with the great monkey Hanumant explains that:

A son of Fortune named Danu, who had become a
Raksasa as the result of a curse,

had told Riama 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 Bhavabhiti’s Uttararamacarita we come to the
apocryphal Seventh Book and with it the mostly apocryphal
Universitit Hamburg
Seminar fir Kutiur und Geschichis Indiens
- =— Homburg —
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First Book. In the Sixth Act (31-2) of the play Rama’s son
Kusa is made to recite to his father two verses said to be from
Valmiki’s Ramayaza (!), which as a matter offact are excluded
from the Critical Edition (at I.LXXVI.15-6) 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 anusiubh metre (i.e.
the wvakira) [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.14).

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 meitre 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 Ramayana as known to Bhavabhiiti and ﬁmanda.sﬁ
vardhana. The latter too refers (p. 85) to this verse when
arguing that the subject matter is the essential thing in kdvya:
the form (metre) was inspired by the subject. Rijasekhara :
(Kavpamimamsd p. 7) also quotes the verse and explains the
legend of its origin: Valmiki was inspired by the Goddess :
Sarasvati. As we noted at the beginning of this Chapter, Aiva-
ghosa knew this tradition about Vilmiki 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 Brgh-
mapas). 'This certainly speaks for the great antiquity the
Ramayana was believed to belong to already in the4 1.

641. The theme of the ideal emperor recurs in Advya lite-
rature. He shows his ideal character in vouth in his relation-
ships with other people, displavs his physical strength and

5%
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enchants the feminine world with his beauty (in the Rimayana,
however, the stories of Rama’s youth are almost entirelv late
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 Rama
is doubtful: if any reality underlies his empire we must lock for
it in the Indus civilisation of about —2000. But the Ramayana
of “Valmiki’ was composed in the Magadhan Empire, where
the question of emperors, as we have already observed of the
Mauryan Dynasty, was extremely topical and frequently critical.
In ¢. -410 Sisuniga, king of Magadha (a Licchavi usurper),
conguered 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.
Sizunaga, who thus ruled in the earliest period of kdwya and
undoubtedly had the means to patronise the arts, is actually
recorded by Rijasekhara (Kdvyamimamsé p. 50) among the
patrons of kdyya, 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 Avanti (Pali ?) to Magadhi).
The government of the autocrats who succeeded him varied
between the utmost extremities of tyranny {Nanda) and bene-
volence (As$oka). The succession was frequently disputed,
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 drthasdstra of Kautalya, its regulations penetra-
ting into the finest detail of the economic life of the empire,
improved communications, a census, state control and owner-
ship of most production and supervision of all distribution, did
not bring social stability. With the conversion of Aoka 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 publicise a code of
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ethics, check the excesses of the legal arm 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 Ajoka’s though reformulated to suit a variety of secular .
or religious backgrounds, have since set a standard wherever
Indians have ruled. _ ‘
643. In such reformulation the Rimdyana occupies perhaps
the first place, and the kavis 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 kduya seems first to have developed, -
drawing probably on Magadhan folk song for new rhythms,
and it was here that it acquired its main characteristics as the
literature of an imperial court and a sophisticated 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 autocrat 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 who 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 of such
subtlety had no little influence on the technique of kdvya, on

the development of figurative language, double meanings and

the power of poetic implication. :
| 644. It is difficult to decide whether the poet Panini
was the same person as the grammarian., The later Indian

critics secem convinced that he was (e.g. Rajasekhara: verse -~ -
attributed to him by Jalhana, S#kéimuktivali 1V.45; Panini -
through Rudra’s favour created first the grammar and after- =~
wards the kdvya Jambavatijaya). An obvious 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 i
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period of kawya, however, poetic licence 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 Panini’s 4,000 odd rules of grammar. There are
chronological difficulties in placing a work as advanced in
kivya techniques as the jambavatijaya, “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 Ramdyana was dethroned from its
position of being almost the exclusive narrative metre (as in the
Ramdyana) and the upajati ([585] one of the new fixed metres,
used in the Ramayana occasionally to close a canto) was used
alongside it as narrative metre for entire cantos. For his skill
in upajati Panini obtained a permanent place in the traditions
handed down by the Indian critics (Ksemendra: Suvrttatilaka
I11.30): apart from their quotations (rather more than 20
verses ), his kduya appears to have been one of the many ancient
masterpieces which perished when the main libraries of India.
were burned by the Turks. From Panini, then, we should
probably date the practice, standard afterwards in kdvya, 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 of kavya.

645. The title Patalavijaya, ‘Conquest of the Underworld,’
is sometimes given as that of an epic by Panini (see Namisidhu
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 Jambavati story is well known from other sources
(e.g. Vispu Purapa IV.13): Krspa invades the Underworld,
and having defeated its (bear) 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 Krsna disappeared for many days fighting
him, to the despair of his followers. The occasion of the expedi-
tion was the carrying off of a certain gem, the spamantaka, by
Jambavant. Some later epics and dramas retell the story. A bear-
king Jambavant appears in the Rdmdyapa among Rama’s allies,
and may have been supposed to be the same mythical being.
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646. The verses ascribed to Panini 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 kdvya
in its compactness and careful placing of words (compared with
the Ramdyana), is comparatively simple in construction and
straightforward in vocabulary. The following upajati 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 very 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 kdyya 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 upagjati ascribed to Panini in the Subhd- = .
sitdvali (1943): ) | R

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 (Alamkdrasarvasva p. 108) as an
example of ‘condensed expression’ samdasokti [211], implying a
comparison, without any punning. The Subhdsitavali (1815)
has another upajati ascribed to Panini and related in thcme,
but we have moved from the rains into autumn :

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

its light broken by his tender na1ls

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 vamsastha
ascribed to Panini in a number of anthologies (Subkdsitavali
1969, Saduktikarnamria 412, Saktimukigvali 72.5, etc.), which

- might have stood at the end of an upejati canto describing the

moonrise or in a vamfastha canto describing sunset and moon-
rise:

The Moon with rising passion seized

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), Mahi-
man (p. 11) and Ruyyaka (p. 105), as well as the commentator
on Bhamaha (pp. 34-5: Udbhata? —reading mohe for rdga).
Thus passion rdga means also ‘redness’, stars ldrakd 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
upajati and vamsastha ascribed to Panini in the anthologies are
on the same themes of sunset and the Moon (Subhdsitdvali 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 Dandin [407] and Rudrata [408].

647. Some verses ascribed to Panini in anthologies are in
much more elaborate fixed metres, including fikharini, Sardila-
vikridita and sragdhard, hardly to be expected in the period of
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the Ramdyana. Thus a Sikharini (Subhdsitavali 1765, Saktimukia-
vali 61.18, etc., anonymous in Vidyakara 251) describes the
clouds looking for the Sun in the rains. A sragdhara (Vidyakara
920} describes the Moon and Night again. A fardilavikridita
(Subhasitavale 2037, Saktimukidvali 65.10, etc., anonymous in
Vidyakara 451) describes how the beauties of a young woman
confuse the bees. Two gruesomely vivid sragdharas describe
a cemetery, one with vultures and one with jackals in their
own ways gleaning food from the cremations (Vidyikara 1528

and 1529). The Vidyakara verses have all been translated -

by Ingalls in his version of the anthology.

648. According to various traditional accounts the gram-
marian Panini 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-
kathd; they appear in some of its later paraphrases, Kathdsarit-
sagara 1.1V.20, etc.; Mafjusrimilakalpa LI111.404; Hiuen Tsiang,
S7 Yu Ki, translated by Beal, 114ff.). He was born in NW
India, in Gandhara, and presumably studied at the university
in Taksasila, 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, Kavyamimdmsa p. 35 ). A school of grammarians
studied and elaborated his doctrine, and curious legends and
anecdotes are told about them. One of the earliest, and a fellow
“student of Panini under the Vedic teachers Varsa and Upa-
varsa, was named Vararuci (see also Parifistaparvan VIII and
Madjusrimiilakalpa LII1. 529-35). He is also called Katyayana.

649. Vararuci early became a legendary figure in the
traditions of kdvya (to the above add Dandin, Avantisundari, -

180ff., where Panini is not mentioned ). The Brhatkatha legend

(Kaimira version [675]) makes him an incarnation of one of .-

Siva’s attendants ganas, who brings the great novel to Earth and
passes it on to a pifdca in the Vindhya Forest. His extant gram-
matical work, a Varttika or ‘Supplement’ to Panini’s grammar,
is accepted as authentic. Though he is recorded by ancient

authorities to have composed several kdvyas, the only kdvya as-

cribed to a Vararuci which seems to be extant is certainly by
some much later kavi. This is the satirical monologue Ubhaya-
bhisarika [1101], which mentions philosophical concepts of a
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later period. Patafijali, who wrote the Great Commentary
Mahabhasya to Panini’s grammar, in which he takes up all the
Supplement of Vararuci or Katyayana for further discussion,
mentions a kdvya by Vararuci without giving any details about
it (on Panini 1V.3.101).  The reference at least guarantees
the antiquity of the kavi Vararuci,—we have no such ancient
witness for the kavi Panini—though it does not prove his identity
with the grammarian. A verse ascribed to Rijatekhara (Jal-
hana: Siktinuktdvali IV.46) names a kavya by Vararuci as the
Kanthabharapa, ‘Ornament for the Throat’: there is a pure con-
jecture that it was a citrakavya, a display of linguistic virtuosity
(see Krishnamachariar p. 87).

650. A verse in an anthology, ascribed to Vararuci, i1s 1n
one manuscript (Vallabhadeva: Subkasitaval: 1740, MS in Govt.
Or. Ms. Library, Madras) stated to be from his Cdrumati, which
from its title seems to be either a novel or a biography. A
Carumati is also quoted in the Srigdraprakasa 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 citrakdvya more fully represented by the
Kanthabharana. 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:

alohitam dkalayan kandalam iti kampitam madhukarena |
samsmarati pathi sa pathiko dayit@igulitarjanam lalitam ||

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

remembers the playful threatening by his beloved’s
finger. (metre drya)

kanakakundalamanditagandayd jaghanadesanivesitavinaya |
amarardjapure varakanyaya tava yaso vimalam parigiyate [/

Your bright fame is celebrated
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before the king of the gods by a beautiful maiden

With a vigd 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 Carumati.

651. About twenty more verses are ascribed to Vararuci
in anthologies. The Subhdsitavali in particular has besides the
aryd (1740) discussed above sixteen such verses, of which fifteen
are in the simple vaktra metre and stylistically appear early.
Some of them might have been taken from the Carumati, 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 from 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 Sun -extremely hot, asif she were Dawn
with her reddish lustre. (1804)

Another verse describes moonrise (1955). Some of these verses

appear to be variations on some of those ascribed to Panini, .
discussed above. It 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 lady mocks
her unreliable female messenger (sent to her lover):
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What’s the use of saying much about this ? O messen-
ger, to accomplish my affair

Even your own flesh has been given ! —Not to
mention other things. (1434)

A verse ascribed to the ‘Varttikakidra’, implying Vararuci
[649], in which a lover longs to be united with his lady, might
seem to fit these contexts but is in the Aarinf metre (e.g. Vidya-
kara 777). A verse in the bhujamgavijrmbhita metre, which has
twenty-six syllables in each of its four lines, is surely by the later
Vararuci, author of the Ubhayabhisarika [1103], which begins
with a verse in this same unusual metre (Subhasitavali 1103).
Another verse ascribed to Vararuci (Saktimuktavali 96.10,
Vidyakara 1171 anon.) shows instead alliteration carried much
farther than those first quoted above [650]. It describes a
cock fight with onomatopaeic words suggesting the noise of the
birds. The author of the Ubhayibhisarikd shows no fondness
for such sound effects.

652. Itis 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 Maga-
dhan empire [610]. Kautalya, who finally eliminated the sons
of the usurper Nanda and placed Candragupta Maurya on the
throne (-317), mentions biographies in his Arthafastra (1.5).
Vararuci in his grammar mentions biographies (Varttikas to
IV.2.60 and IV.3.87). Patafijali explaining these Supple-
ments names three biographies (all of women: Vasavadatta,
Sumanottarda and Bhaimarathi). The Visavadattd presumably
told the very popular story of the princess who became the
beloved queen of Udayana, shortly before the extinction of the
ancient Paurava Dynasty at Kau$ambi in the Magadhan empire
(-5). Perhaps it was contemporary with its heroine [424]
and the source for the numerous later kdvyas on her story [1162].
The other two heroines are not now well known. As to Ciru-
matl, Krsna had a daughter Carumati by Rukmini. Or, if she
was a historical character of the — 3, we can suggest Cirumati,
daughter of the Emperor Asoka, recorded in very late Vamsavali
tradition in Nepal. This tradition is so late and apocryphal
(intended to connect the Kirita kings of Nepal with Ajoka and
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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 kdpya 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 of any 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 were 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 Bindusira’ (Dandin: 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 Vasavadattd Nagyadhara, a ndatyadhard

being a particular kind of play apparently obsolete before our

present Nafyasastra text was finalised (Abhinavagupta III p.
172) [347]. Inconnection with - dharg there are also references
to either vdra or nritavara or nritacira elsewhere, and, as dh may
easily be misread as v or ¢ by scribes unfamiliar with the term,
it is likely that all refer to the same dhdra or dharé (Bodhayana:
Bhagavadajjukiya, prologue; Saradatanaya p. 241). It appears
the dhara was a full length nafaka, in as many as ten acts, but its
special characteristics are not clear. It isalso recorded (Sara-
ditanaya 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 ndiaka, called
pirna, prasanta, bhasvara, lalita and samagra, and that the nyttavare
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 story of Udayana and Vasavadattd. The critics
who quote from this Vdsavadatta do not enlighten us on its nature,
except to tell us that it contained an incidental dramatic device
which they call ndtyayita [174]. According to Abhinavagupta

e ]
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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 réle of audience to a play within
a play. Amongst the examples of this, Subandhu’s play shows
Udayvana on the stage as a spectator of a play about Vasava-
dattd. 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. Vasavadattd).
—From this we see incidentally that the main play is about the
later episode in the Viasavadatti story, in which for a time

- Udayana is made to believe she is dead [964]: 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 sabhdpati,
‘president of the hall’, a role taken by the highest-ranking person
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
Bindusédra 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.

655. Thus the real audience, and originally the real
Bindusira, 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 Visavadatti.
He in turn perhaps (this is not made clear to us) asks to see a
play about Vasavadattd (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), whereupon
the incidents given by Abhinavagupta occur.

656. 1f the play which Abhinavagupta had (¢. +1000)
was authentic, and there is no reason to assume it was not
(Vamana in the 48 quotes the play also, p. 38, and Dandin in
the 4-7, 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 Naiyasisira, and a theory in some resgects
divergent from that standardised later (Subandhu’s types of
ndtaka). The fact that the technique and theory of Subandhu
were obsolete by the time of the extant Ndtyasasira would seem
to confirm the great antiquity and probable authenticity of
the Vasavadattd from which Abhinavagupta quotes.

657. Viamana’s quotation is of half a sardiilavikridita
quatrain, as an example of ‘strength’ as a quality of meaning
[243]:

Now this son of Candragupta, this youth whose glory
1s like the Moon’s,

Has become king, a support for men of intellect;
luckily his cfforts are satisfied...

Vamana says that ‘a support for men of intellect’ hints at
Subandhu’s own (prospective) ministry (under Bindusira).
We may suppose that if this play was performed before the new
king {as we learn from Dandin) 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 fardi-
lavikridita 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 kavya by his time (—2), we {ind that
he adds a little to our knowledge of ancient drama by mention-
ing three more stories which had been dramatised: Urvasi (on
V.2.95 in the context of ‘actor’ nata, which is not quite conclusive),
the death of Kamsa and the binding of Bali (on III.1.26).
The actor on the stage raiga is noted at 1.4.29. TUrvailis the
nymph loved by Puriiravas in the old Vedic story mentioned in
an earlier chapter [510]. Kamsa is the wicked uncle of Krsna,
the usurper and tyrant who tries to murder all his nephews
after imprisoning his brother (or father—Tradition varies)
[5626]. The infant Krsna is saved and brought up secretly in
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the country: on attaining manhood—or rather youth—he
reveals himself, challenges Kamsa and kills him. Extant plays
from the 42 onwards have this story (e.g. Bhasa [1044]). 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 [389]. Later references to Bali make him king of
the demons on the occasion when they were victorious and—
as in a Vedic myth [513 ]—offered to leave the gods as much of
the universe as Visnu could cover in three steps [1074]. Already
according to the Vedic myth Visnu 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) Visnu who bound Bali (Vamana Purdpa
adhydyas 50-1 and 62-6). Itis not certain that this was the story
of the play known to Pataiijali, but at any rate it concerned the
popular subject of the wars between 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 Kamsa and Bali plays
are both likely to have been ‘fights’ dimas, the Urvasi perhaps a
‘rape’ thamrga [1149]. If elaborated into more than four acts,
of course, they would according to the Ndtyasdstra be natakas.

659. The quotations of kduvya type verses by Patafjali
mostly agree in the metres used with the early kduya metres of
the later parts of the Pali Canon (for these quotations see Kiel-
horn, Indian Antiquary, X1V, 326ff.). That they are in Sanskrit
instead of Pali seems quite secondary to this similarity in style.
Thus we have in pramiidksara@, with much alliteration:

The Earth is proclaimed through you as married.
(on 1V.1.32)

This evidently isa linein praise of aking, lord of the Earth,
with kdgya fgurativeness. The pramanikd is simply a special
form of anustubh (with monotonous cadence-rhythm}):

Drums, conches and flutes sound severally in the
assembly. (on I1.2.34)
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660. Two new metres not found in the Pali Canon occur
among these quotations, the vasantatilaka (on 111.2.26) and the
praharsini (on 11.2.34), The following line is evidently the last
of an aparavakira quatrain (of which we met an example above
in the Jataka [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. Whether the verse occurred in a longer
kdyya—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 Maharastri 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 kdyya in which the 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 (completc) quatrain from Patanph
(m vaktra):

When elders (guru=parents and teachers) strike,
- their hands are moist with ambrosia, not poison:

faults depend on caresses, good qualities on blows !
. (on VIIL.1.8)

662. Before concluding this chapter we should perhaps
note two further obscure figures in the traditions of kdoya. Accord-
ing to Réjaiekhara (Kduyamimamsa 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 chronological order (the second is
‘Satavahana’). Nothing else seems to have come down to us
about him. In this period he may be identified as Visudeva
Kanva of Magadha (¢. —75 to —66), but the tradition may
equally have stemmed from Visudeva Kusana (probably 152
to 176). Even more obscure is a king Kuvinda of Siirasena
(ibid. p. 50), mentioned with bnbunaga [641], who prohibited
harsh conjunctions of sounds in his palace. a




CHAPTER' X1V
THE NOVEL ¢, —100 : GUN?&DHYA

663. As the imperial power of Magadha weakened, the
temporary cultural hegemony of Pataliputra was challenged
successfully by other cities. Though the Miagadhi language
lost its prestige, and its literature almost vanished (so that we
had to study it above through Pali versions made in the reviving
ancient cities of Kausambi and/or Ujjayini), the forms of kdyya
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 political centralisation. The imperial ideal,
indeed, lived on in the aspiration of rulers, encouraged—and also
moralised into impracticable perfection—by some of the Zavis.
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 centres of kdpya, and the
security of being able to change it for another. The gradually
increasing popularity of Sanskrit eventually eliminated ‘the barri-
ers of dialect and consolidated a pan-Indian republic of eivili-
sation and culture, in defiance of the spread of monarchical and

feudal 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 verna-

cular could reach more people. If Sanskrit made possible
diffusion over all India, and indefinite endurance in time, the
Prakrits (as eventually the modern languages) made a greater

immediate impact. The traditions embodied in Pali literature

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 Pratisthina on the Godavari.
In the —1, and perhaps as much as a century earlier, this city
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was the capital of the Andhra or ‘Sitavahana Empire. The
Satavahanas subverted the Southern part of the Magadhan
Empire, most probably at the time of the revolt of Pusyamitra
Sunga {—180), and in — 30 uprooted the last effective Maga-
dhan dynasty in a successful invasion of Magadha itself.

665. In Pratisthiina was written that wonderful novel the
Brhatkatha, on which we have touched in discussing the charac-
teristics of the kdvyae novel [444-3]. 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 kavya,
i.e. kathd. Some of the features of these stories were taken up in
this giant fiction, and some earlier kathds (such as Vararuct’s,
if it was a katha) are likely to have been of a fair length, with a
succession of episodes. It was, however, very likely the Brhat-
kathd 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 Ramayapa with ifs too
high-minded hero and too unworldly idealism.

666. The original Paisaci text of the Brhatkathd seems not
to have been preserved, nor have we any other Paifici literature
now (unless we include Pali as a Paisaci dialect), though pro-
bably literature once flourished in this ancient language,
Thus Ratnasrijiidna in the 410 knows another Pai$ici novel,
a Ratnaprabha (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 Ramadyana then regained their ascendancy, reinterpreted as
Vaisnava scriptures.

667. Our appreciation of Gunadhya’s novel therefore



THE NOVEL ; GUI‘:TAPI—IYA 117

depends on the study of several paraphrases, none of them as
faithful as we would wish, in Prakrit, Sanskrit and Tamil.
Among these the Sanskrit Samgraha by Budhasvimin 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 Brhatkatha. The Prakrit abridgement
incorporated into the Vasudevahindi by Samghadisa (457
[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 Budhasvi-
min’s, but the narrative is fragmented and forced into a new
frame. Itis difficult to use because the names of .the characters
have been changed. It confirms that the Samgraha is true to the
spirit of the original. The Tamil Perungadai by Kongu-VEélir is
again incomplete as known to be preserved, containing perhaps
one-eighth of the narrative.

668. It is clear that, like the Ramdyapa, the Brhatkatha
was subjected to considerable additions over several centuries.
Its popularity and fame as the supreme fiction made it a central,
as 1t 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 recensions. 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 within
another story. Thus in what is often called the Kasmira rccen-
sion, as known to its paraphrasers Ksemendra and Somadeva
in the +411, besides unoriginal episodes added to the main
narrative but dealing with the original heroes, some other quite
unrelated fictions such as the Padcatantra [1249] had been in-
corporated. The statement of Somadeva that he ‘translated’
the work indicates that these additions 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 scems to
be available from them. However, Bhoja in the +-11, in Avanti
itself, used a recension which resembled that of Xa¢mira in
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having certain probably unoriginal features. Raghavan has
collected the references (Bhoja’s Srigaraprakasa, 839fL.) : they
include the legend of Gunidhya, perhaps the story of Kalin-
gasend [703] and the story of Karparikd, besides some
presumably original parts of the Brhatkatha such as the
history of Avanti after the death of Pradyota.. It is quite
possible that Bhoja’s copies (Raghavan thinks he had a Paigaci
text and a Sanskrit paraphrase) belonged to the same recension
as the Kas$mira Brhatkatha, which in that case would be simply
a Western recension.

669. The date of Gunadhya is uncertain. Heé is recorded
to have been patronised, reluctantly, by a Satavihana emperor
in Pratisthdna, 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 Paifici dialect at the beginning of
the dynasty and close in time to Pali canonical literature. To-
wards the end of the Sidtavihana dynasty, in the 4-2, we see
the rise within the Empire of a new dialect for kdzya, Maharastri,
much later in its phonology than Pai$dci. The known inscrip-
_ tions of the dynasty on the other hand are in an archaic dialect
much closer to Paifici, Pali and the inscriptions of Asoka,
though far from identical with any of these. This was presu-
mably a long standardised language of administration, unchan-
ged since the establishment of the Satavihanas. The date of
their establishment, however, is itself obscure. Working back
from the emperors known from inscriptions to have ruled in the
42, the available chronologies (The Matsya and Vayu Purdpas
seem the best) would carry us far beyond the conquest of
‘Magadha in — 30, although Tradition attributes this conquest
to the first Sitavihana. Probably this is wrong, it being mis-
takenly assumed that the dynasties of Magadha and Pratisthana
should be placed end to end without overlap. On the other
hand the legend 6f Gunadhya himself, which possibly formed

part of the original work, appears to make ‘Satavihana’ con- -

temporary with Mahidpadma Nanda (-4), unless we assume
superhuman longevity for the pifdca who learned the story from
‘Vararuci and later taught it to Gunadhya. The versions of the
length of thé Sitavihana 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
¢. —100, longer ones ¢. —200 or even earlier—the latter implying
that this part of the Magadhan empire was subverted soon
after Afoka’s reign. The time of the subversion of the Mauryas
by Pusyamitra (—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. Gunadhya’s Paifaci being more archaic than the
administrative language of the dynasty, we may assume that it
was a literary vernacular of the Daksinapatha region, the border
land between Aryan and Dravidian India, before the establish-

‘ment of the Satavdhanas. The tradition that Gunidhya’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 Satakarni I (¢. —139 to —1297?),
Not to labour the point further, we may tentatively place
Gunadhya in the — 2, or at the latest in the — 1, whilst 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 Brhatkathd 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 Paurava Dynasty of Tradition gradually declined in its
new capital at Kau$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 military power and his successes were purely
defensive. Soon ‘after his reign his kingdom was swallowed up
in the Magadhan Empire. Countering the real rise of Magadha
with his fiction, Gunadhya gave Udayana an imaginary son,
Naravihanadatta, 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 Gunadhya, 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 Fdlaka and the Niddesa [702]. In India itself
we find the same terrain, divided into numerous independent
states, as 1 familiar to us in the Pali stories of the time of the
Buddha.

672. A passage in the Samgraha (XXI.13ff.), which is
prohably from the original, tells us that there are five kinds of
story katha, dealing with virtue dharma, wealth artha, happiness
sukha, Nirvina and health ctkitsé. 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 Fdataka; ‘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; Nirvana requires no comment and ‘health’,
described as discrimination in food and avoiding crooked
doctors, may call to mind the popular story of Jivaka in the
Buddhist Canon (Pali Vinaya I 2681f.), 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 Gunadhya, but enough has been
said to indicate a common tradition. To clinch the matter
‘we can point to the common locus of this developing literary
tradition. The Brhatkathd is set principally in Kau$ambi and
the states of the Ganges valley, whilst GunaZhya according to
the Kaémira tradition (Ksemendra, Somadeva) was born in
Pratisthana on the ‘Road to the South’ and lived there in the
Satavahana capital. Alternatively he was born in Mathura
(Siirasena ) and then lived in Ujjayini, the starting point of the
Road lying on the direct route to Kauféambi, according to the
Nepalamahatmya (XXVIIL. 49, 52). His patron in the latter is
called ‘Madana’, not Satavahana, hut nevertheless has a Queen
Lildvati, 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 Brhatkathd 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-
$ambi and Ujjayini—hence they used a Western language—and
carly spread via the Road to the South into South India. Pra-
tisthana is mentioned in one of their later canonical texts (Sulla-
nipata 976f.—v.1011), which also describes the route from there
via Ujjayini to Kaugimbi and the Ganges cities. The school
was established in Ceylon in the —3 by monks from Ujjayini
who probably tock the Road to the South, although the tradition
is that they miraculously Aew there. Finally Udayana, king
of Vatsa in the time of the Buddha, is a popular figure in Sthavi-
ravida tradition (see especially Dhammapadajthakathda 1 161]-
231). The main tradition of Indian story telling, then, which
at this point creates the novel, spread from the Ganges region to
Western India and South to the Godavari, using the Pali and
Paigici languages, which may have been the vernaculars of
Ujjayini and Pratisthana respectively. According to other
Buddhist schools the Sthaviravida Canon was in Paifaci, i.e.
Pali is in fact Paisdci [13]: according to the grammarians there
were a number of dialects within ‘Pai$aci’ and we may suppose
Pali was one of them.

674. The Brhatkatha possibly opened with an autobio-
graphical narrative of Gunidhya, a form of opening sometimes
used by later novelists. The object is to explain how the kaw:
came to write his story: the source of his inspiration or infor-
mation (usually the latter since the stories are presented as
truth). The available versions of Gunadhya’s autobiography
vary widely and the Samgraha 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 Guniadhya attri-
buted the original story to Siva (but see below on this being
certainly an interpolation), who entertained his consort Parvati
with the adventures of Naravihanadatta, 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 Gunidhya, charged with publishing
the story on Earth, or (Ka$mira version) that he became
Vararuci (!) and that his brother, who interceded for him, was
condemned to become Gunadhya. The latter version is made
to account for the use of the Pai$aci language, which puzzled
later critics: Vararuci had to be born in Kau$ambi and in due
course to proceed south into the Vindhya mountains, thercthe
would meet a pifdca (which later at least meant a ‘goblin’ or
‘fairy’ as well as a speaker of Paifdci), would remember the
narrative and tell it to him (Vararuci would then be freed from
the curse). Guniadhya must then learn the narrative from the
piédca in the Vindhya and write it down. In the event, we
are told, he had to retain it in Paifici because, as a result of
losing a wager, he was bound to abstain from using ‘Sanskrit,
Prakrit and the defa (local dialect) language’: he had in fact
learned the language of the pifdcas in order to regain the power
of speech. This version at least looks like a later anecdote:
that the novel should have been written in a “fairy’ or ‘goblin’
languages seems absurd, but when Pai$aci was obsolete, and the
inhabitants of Pratisthana spoke Maharastri and eventually
Marhatta (early Mardthi, the defa language), someoné 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 Lacéte points out (Essaz, 213f.), where the
Ka$mira paraphrases have Siva, the Samgraha in corresponding
places has Kuvera, the God of Wealth. This is very appropriate
for a ‘bourgeois’ epic, the very name of whose 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 noted that a Saiva version was known already to Bana in the
~+7 (Harsacarila, introductory verse 18: Parvati enjoys the novel
as in this legend of. Gunadhya). |

677. The text continued, or more probably opened wmth
the history of Avanti from the death of king Pradyota (¢c.—480:
one of Udayana’s fathers-in-law—the father of Visavadattd).
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This leads from history into fiction when one of Pradyota’s
successors is abducted by a ‘wizard’ vidyddhara. The emperor
of the wizards, Naravahanadatta, intervenes to give judgment
in the case and to release the king. Naravihanadatta then
relates 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 Gunadhya learned it, and we recall once more the
affinity of the languages, Avanti with Pali-Pai§ici. The main
story being thus introduced, it is narrated in the first person
by Naraviahanadatta. |

678. The son of King Udayana of Vatsa, Naravihana-
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 Naravihanadaita
gains a superhuman friend and will ultimately be able to learn
the ‘sciences’ wvidyds of the wizards, giving him superhuman
powers. Having thus intervened in the affairs of the wizards
Naravihanadatta becomes gradually more involved. The
decisive event is that he crosses in love a powerful wizard prince,
Manasavega, marrying a (human) heroine; Madanamaficuka,
born a geisha, desired by both of them. Minasavega then
abducts Madanamaiticukdi. 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 of Vegavati and consequently her aid
against her brother, after discovering who she really is. Before
he can develop a plan to recover his wife, Naravihanadatta is
himself carried off by Manasavega. Vegavati intervenes as
her brother flies off with his victim, and Naravihanadatta is
droppzsd as they fight. Through Vegavati’s ‘science’ he floats
down to earth unharmed, and lands in a forest not far from the
city of Campa on the lower Ganges.

679. Thesonof 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 Madanamaricuka, 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 thereby (like his father) gains powerful allies,
some of them among superhuman beings {such as the Siddhas
or Genii), and especially vidyadhari 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 as 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, a beautiful semi-divine girl but the
adopted daughter of a merchant, whom in due course he wins
in a lute vind contest, she retires hurt, and for a time leaves him
to his fate. In the music competition we are incidentally remind=
ed of Naravihanadatta’s ancestry and the partly divine origin
of the Paurava, or rather Pandava, dynasty. The sons of
Pandu were supposed in reality to have been the sons of gods,
and Arjuna, through whose grandson Pariksit the dynasty
continued, was the son of Indra. He learned from his father
to tune his vipd to the gagrama 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-
arvadattd successfully in her singing, but as she is of semi-
divine origin she uses the gagrama gamut and baffles all but
Naravahanadatta. The explanation of the girl’s origin brings 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 falis in
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love with an outcaste candala 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, Gaurimunda, has schemes afoot against
Naravihanadatta, but the latter is protected Dby the Siddhas
into whose alliance he enters by marrving Ajinavati. He is
then conveyed by air to her mountain home. A brother of
Gaurimunda suddenly appears and abducts Ajinavatl from a
park: the Siddhas fly off to fight and Naravahanadatta is left
alone. He wanders through the mountains, seeking his way
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
Naravahanadatta meets one of them by chance, and together
they reach Varanasi (Baniras). 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 Varanasi is the capital.

683. This is as far as the Sasigraha 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 follow we may mention that Naravihanadatta is again
abducted, but this time by a vidyddhari lady, Lalitalocana, who
has fallen in love with him and is determined to make him her
own. She takes him by air to the Malaya mountains in South
India and has no difficulty in marrying him, but she is not able
to monopolise his affections. He leaves her for a time on the
mountains but somehow returns with her to Kau$ambi (the
details here seem to be lost).

684. From time to time Naravahanadatta recovers suffi-
ciently from his series of infatuations to think again of Madana-
maficukad. Yet he makes little eflort for a long time: he knows
her whereabouts from Vegavati but apparently has no idea how
to rescue her. Eventually a vidyddhari, Prabhavati, from com-
passion for her carries him off from 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 Prabhdvati, he is then
able to visit Madanamaficukd by stealth in her prison in the
palace, but he is in the end caught and fettered. Fortunately
his enemy is obliged to submit his complaints against Nara-
vahanadatta to due legal process in a vidyadhara court. Narava-
hanadatta of course defends his action of visiting his own wife,
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 Kau$ambi, cur 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,
including 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 Gaurimunda, is located between the Himalaya and Mount
Kailasa (the summit of the latter being the abode of Siva, in the
Kajsmira recension, but also traditionally of Kuvera, who pre-
sumably was mentioned here in the original text of Gunadhya)
—a region which it was believed no mortal could enter, 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 vidyddhara kingdom between Kailisa and Meru (the
North Pole, also believed to be a high mountain). The two
‘Wizard kingdoms were in Gaurimunda’s time completely isola-
ted from one another by Siva’s (or rather Kuvera’s} presence
on Kaildsa, which would not brook overflights even by zidya-
dharas. '

686. Naravihanadatta’s first invasion is unsuccessful,
his troops being scattered by the powers of the wizards. After
seeking divine aid he then finds time to marry Sulocani, daugh-
ter of the first wizard he had met and helped. In a second
invasion of the Southern Wizard kingdom, more carefully plan-
ned, he kills both Gaurimunda and Manasavega in battle.
Having married five more wizard maidens, who had been secretly
pining for him, and taken possession of Gaurimunda’s kingdom,
as well as freeing Madanamaificuka, his aim would seem to be
accomplished, but Naravahanadatta has yet to fulfil his destiny
of becoming a universal emperor. To do this he must subjugate
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the Northern Wizard kingdom by some means, but the final
attainment of the imperial power depends primarily on proving
his predestined claim by obtaining the seven imperial emblems
(‘gems’) which only a universal emperor can possess. The
first of these he obtains from a place in the Southern kingdom,
to which only a predestined emperor can climb, the rest from a
cave In the Malaya Mountains in South India, where they are
guarded by the sage Vamadeva (they have been preserved in
these places since the time of the last universal emperor). He
learns how to pass Kaildsa, through a tunnel under it which is
strictly guarded, especially by Parvati (Kaémira versicn, origi-
nally Kuvera’s consort Bhufijati or Buddhi ?), but may be
traversed by one possessing the seven gems and by his wives
and messengers. In due 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: Meru, the heme of the
ancient Vedic gods. The North Pole, it appears, is ever beyond
the reach of even a universal ruler of this world and sacred to the
true gods of the other world. Naravahanadatta is told the
northward march had been attempted by Rsabba, a previcus
universal emperor, but that the latter had met his death at the
hands of Indra, king of the gods.

' 688. Thestory then concludes with the imperial consecra-
tien of Naravihanadatta, blessed by Siva and Parvati (or origi-
nally Kuvera), and universal rejoicing.

689. This great novel set a standard aimed at by almost
all subsequent kdyya fiction. Though their views of life vary,
and consequently the subjects of their interest, later novelists
such as Bina, Dandin and Dhanapila seem to have taken
Guniadhya as their model. Like him they blend realistic narra-
tive and character study, in varying proportions, with incursions
into a fanciful 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 of course thev find partners of superhuman bheauty
and charm of character. Only the mdarsanas (and presumably
matallikds) among the kathad 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’ prakarana 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 Gupadhya’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 Samgraha, which
of course confines us to the first 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—
177). It is possible to regard the story of wizards, with its
marvellous adbhuta rase (noted by Dandin: Kavyalaksana 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 Guna-
dhya’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 of men 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
Gunadhya 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 citizen ndgaraka and his circle gosihi,
here as perhaps nowhere else recorded with vivid and convincing
detail.

691. To convey an impression of the probable manner of
Guniddhya we may translate some extracts from the Samgraha.
First {from the youthful adventures of Naravahanadatta with
his friends (X.1MT., 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
Rumanvant, who had organised the excursion 1dira,
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 Moon-
white geese. Gomukha took the sunshade which was
like the orb of the full Moon, Marubhiitika the fly
whisk with its handle of polished gold. Tapantaka,
stationed at the [ront of the chariot, took the reins;
Hariéikha 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, Marubhitika, 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, itisa 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 1 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 wealth are employed for the sake of
pleasure, pleasure is the most important. Pleasure, in
essence, is desire and happiness. Thus when you, my
master, saw a footprint on the sandbank, first you had
a desire to see who made it there. As, O 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, am
superior, You, Prince, are intermediate. 1 will mention
the inferior later, but you others are nothing at all ¥’

Angry, Marubhiitika then derided him : ‘Ah! You
have become a nagaraka (i.e. educated, well bred, cul-
tured [27], here spoken sarcastically of course) among
us followers ! Aren’t you a young ox? Truly you are
Bull Face (Gomukha) ! 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 isloved 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 I’

This discussion leads to Gomukha revealing his hitherto secret
visits to the geishas’ quarter of Kau$ambi and his discovery
that Madanamaiicuka loves Naravahanadatta.
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692. In Campida Naravahanadatta goes with a party of
sixty four ndgarakas to the magnificent house of the wealthy
merchant-banker Sinudisa, where the ving contest is to be held.
The party constitute a ‘circle’ gosthi and this episode illustrates
the activities of such a group [28] (Samgraha XVII):

(60) Then in the first courtyard I saw sixty four seats
which had been arranged, covered with large woollen
blankets (another was 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 them, who
had taken a beautiful vase, slanted the water for each
(guest), one washed the feet of each. (When their
[eet were washed the guests entered the house)... (79)
Then I entered a spacious hall with paving clear as
the water of the (dark) Yamuna when unrippled and
stone columns blazing with gems. That hall, with the
nagarakas having ornaments of varied brilliance, shone
like the plain at the foot of Mount 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 multitude of ndgarakas with a decorous
bow: “T'he fresthin (merchant-banker, president of the
guild of merchants, Sinudasa) informs you: “Welcome
to the devotees of good qualities ! (This may also be
interpreted ‘to the amateurs of the strings of the ving’:
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 pitchers
of Ganges water. If cveryone 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 from 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 Naravihana-
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 ( javanikd-—at the rear of the
stage of an Indian theatre: this hall was evidently
arranged so that dramatic and other performances
could be given init), and our queen, Gandharvadatti,
came out, overpowering the brilliance of the hall.
How can I describe her beauty ? Briefly, let me say
that surely now the companies of 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 Moon on a cloud at twilight. The nagarakas
closed up because of her overpowering brilliance, like
beds of white lotuses because of that of the new digit of
the Moon. She humiliated the gosthi, which was empti-
ed of understanding and speech, possessing only its
visible appearance like the rows of columns of the hall.

{104) Then:a chamberlain raised his right hand and

said: ‘Hear the words of the Sresthin: ‘O best of

ndgarakas | Here is Gandharvadatta waiting, and here
is a. vind 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 gagrama
gamut. Naravihanadatta notes this and offers to try,
though his hest Dattaka feels ashamed that he should,
believing him a mere beginner and sure that he will
fail ignominiously...)

(129) However, I left my seat, while Dattaka looked

aside, and took the seat I was given beside Gand-

harvadatti. Then I looked at the vira the chamberlain
brought and said : ‘Bring me another, sir. A person
like me cannot play on this ! Its body seems to be
full of cobwebs, so that the gamut of open chords
has gone dull.” The ndgarakas seeing me acting thus
cast their glances elsewhere, showing the tips of their
teeth as they smiled, and said: “This brahman must
be honoured with:the top.pennant for shamelessness !’
(Naravdhanadatta rejects a second vipd 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, ctc. (the notes of
the gamut), by themselves 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 ndgarakas out. Nara-
vihanadatta 1s married to Gandharvadattd and discovers that
transmigration samsara is a much better fortune than nirvana

(181).

693. The theme of flight is first introduced before Nara-
vihanadatta’s birth, but appropriately when Visavadatti is
pregnant with him (Samgraha V). I[n 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 carefully humoured to ensure a good start
to the new life. In the present case, Visavadatta 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
hammock, but Udayana’s other ministers take the matter more
seriously and Yaugandhariayana has the problem referred to the
artisans sipins. The latter are much afraid when ordered to
construct a flying (‘space’—akasa) machine (196), expecting
punishment because they are unable to obey. After a long
consultation they report (198): “We know four kinds of machine,
namely water, stone and carth machines and those made of
assemblages of parts. It 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 Lacéte’s notes,
Brhatkathislokasamgraha p. 462), though future research will
probably clarify the matter. Meanwhile we may. suggest
that a water jala machine is a waterwheel, if not a ship; a
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‘stone’ afman 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’) pamiu machine could be a vehicle run-
ning on the earth, or even a mill; a machine made of an assem-
blage of parts kapdarasikrta may be a more complex machine
combining various principles.

695. The general Rumanvant then hag 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 Garuda (the great bird on whom Visnu
rides [1440]) and invites the “Visnu' of kings to mount it.
Udayana does so with Vasavadattd and the whole court. They
fly over Kaufambi, 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 rcally a female sprite guhyaka
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 Himéilaya rather than of the Grecks
and 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 way 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 (323).

697. Introducing Rumanvant’s idea of the secretiveness
of artisans, a brahman tells a story of an artisan Vi$vila from
Saurdstra, who knew how to make flying machines and used a
mechanical cock to fly home each night whilst away building a
temple for King Brahmadatta of Kai (248). Visvila keeps
his secret, lest space machines become as commonplace and
despised as beds (251-2), and later abandons his family mther
than reveal it to King Mahasena (Pradyota).

698. It may be noted that the Vasudevahindi [1451]
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gives (pp. 62 f.) some more details about machines going in
space, probably derived from the Brhatkathd. There are machi-
nes of different shapes and they have strings taniis and a pin
kilika (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 Naravihanadatta himsell
acquired the science ol flight docs 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 knowledge acquired by a
universal emperor cakravariin, such as Naravahanadatta in this
novel, derives from the same tradition as the Buddhist concep-
tion of the equivalencc of an emperor and a buddha. In Bud-
dhist legend the bodhisattva has the choice of becoming a universal
emperor or a buddha. Here (Samgraha XXVI1I.85) a universal
emperor is ‘pure’, has endless merit and is omniscient sarvajiia,
seeing things as they really arc with a ‘divine’ eye just like a
buddha.

699. Sanudasa’s first sea voyage from Tamralipti, in the
hope of making his fortune, begins smoothly but lcads to sudden
disaster:

(XVIII.253) Was it not a celestial chariot, which
with the speed of mind went a hundred Icagues in the
twinkling of an eye? 'Then a whalc emerged from
the water and struck the ship, which burst into planks,
its joints shattered. Remembering the song: ‘In whosc
hair the clouds...[and whose cssence is water]...’,
through fate I supported mysell on a plank “and
reached the shore of the ocean.

‘The song Sanudasa remembers when in danger of drowning is
from the Great Epic, Bhisma’s hymn to Krsna (Visnu) (XII.
47.41). He is at length rescued, but wrecked again in South
India, regaining Tamralipti only after many turns of lortunec.

700. Having had little success, he is ready to venturc
again on any cnterprisc which offers a chance of fabulous

profits:

(XVI11.428) Oncc Isaw a merchant named Acera
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(“Teacher’, in Prakrit, and his followers obey him asan
infallible authority), who was going with many mer-
chants to the Land of Gold (Suvarnabhiimi, the Mén
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 were leading on those who hope for gold !’

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 must cross it by means of bamboos, namely by the Bamboo
Way venupatha (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 (‘of a
snake’), with a dark and terrible, bottomless abyss into the
Underworld rasdtala on both sides. Acera instructs the mer-
chants to light a fire with damp fuel, to attract some mountain
tribesmen kirdtas by the smoke, who will sell them goats to
carry them over this path which winds like the brow of 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 place to pass one another
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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 agjapatha (461).
After buying their goats, and saying their prayers to Siva and
Krsna, 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 I’ —Dismay-
ing even the brave. In only a momentthe enemy were
completely destroyed except for one man; of our army
the seventh (from last) was leading. Then the captain
gramani (Acera) berated me: ‘Why hesitate ? The
enemy is only one man, take him to heaven !’ 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 must not
annihilate it completely by cutting off that branch !
I am an only son, dear to my parents, who are blind.
- I am their stick for the blind, therefore, brother, do
not kill me I’ Then I hated 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 me with words
harsh and gentle: ‘Hey ! Foolish ox ! Ignorant of the -
proper times ! When the time is suitable for the
sword, how is pity suitable for a wretch? Ah! Your
compassionateness is proved, O learned in proved
conclusions !'--~For the sake of one low fellow you want
to kill sixteen ! For, if he 1s 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



138 INDIAN KAVYA LITERATURE

sacrifice oneself, hard to sacrifice, to protect a low
person. One should always protect oneself, even at the
cost of wife and wealth.” And so on, he poured out a
song as long as the Bhagavadgitd, a Visnu making me,
like Arjuna, do a cruel deed. Then I, excessively
ashamed and taking upon myself a blameworthy action,
struck the enemy’s goat delicately on the feet. Then,
the goat-ship plunging into the darkness-ocean, the
traveller-sailor sank with his desire for wealth.

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 will 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 draw them bhut free
to drop them as they please). Sanudisa is scparated from the
others when two of the birds fight over him and he 1s 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 Middesa (I , Mahéniddesa, p. 155, repeated on p. 415;
sce p. 280 of the commentary Saddhammapajjotika 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 dilficult 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 mountaing
with ‘hooks’ (rock climbing with ropes, ctc., to get up a preci-
pice}, descend by parachute chatira, make bamboo bridges
over rivers, be carried by birds, go down rat holes and through
caves and carry staves. The Niddesa was a late addition to the
Tripitaka {c. — 1007?), but there are partial parallels in the
somewhat earlier Fataka (III p. 541, merchants using staves
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and hooks) and Vimanavatthu (p. 337 of edition with Commen-
tary).

703. Though many carly critics have praised Gunadhya
for his model of a kayya novel producing the marvellous aesthetic
experience, 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 from the Brhatkatha are just of single words to illus-
trate the Paifici language, mostly in works of grammar. At
present only Bhoja is known to quote a few continuous sentences,
in the latter part of his Srigaraprakasa (as yet unprinted: sec
Raghavan’s book, pp. 850ff.). The quotation occurs where
Bhoja is illustrating various kinds of theft described in kavyas
and contains an incident in the storv of the gambler Gangarola
(in the Paisaci; Sanskrit form given by Bhoja as Gendakarala),
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 we were swimming ! We have to go
to Heaven. How can we go there wearing (parifila)
our bathing costumes? But we are afraid not to go:
through Indra’s cursc when the night ends at dawn we
shall have to remain here turned to stone ! (i.e. if we
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 ‘Kalingascnilabha’, the chapter
entitled ‘The Winning of Kalingasena’, which raises a host
of problems concerning its authenticity as original Gunidhya
and its possible place in the Brhatkathd. Not to go too far into
this discussion, let us note that Kalingasena is the name of the
mother of the heroine Madanamaiicuka (there is in the Kasmira
recension another Kalingasena, apparently a duplicate derived
{from the original onec—see Lacdte, Essai, p. 211). She had
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wanted to marry Udayana, but his minister Yaugandharayana
had opposed it. The Kasmira recension, which alone has preser-
ved this narrative for us, is unable to give a satisfactory explana-
tion of this, because there Kalingasena is a princess and a per-
fectly respectable bride for Udayana. But, as Lac6te points
out on the page just referred to, in the Samgraka Kalingasena is
a geisha. How then could the king marry her? We find also
that she is an incarnation of a nymph as a result ol a curse.
Very likely the story of Gangérola and the nymphs originally
belonged in the mnarrative about Madanamaricuka’s mother,
though the Samgraha has omitted it. Baulked of Udayana,
Kalingasena is seduced by a widyddhara who assumes Udayana’s
form and deceives her: from this union Madanamaicuka is
born, who succeeds in marryving the Prince Naravahanadatta
where her mother had failed with his father (Fssai, p. 81).
The ‘winning’ of Kalingasena was thus of a somewhat provisional
character, except from the point of view of the wizard Madana-
vega, Madanamarticukd’s father. |
704. We have already noted some references by the critics
to Gunadhya. In fact almost all who record anything of the
history vamsa of kavis have enrolled him near the head of their
list, alter Valmiki, with fulsome praise. Subandhu (11) 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 Bana (Harsacarita, introductory
verse 18), Dandin (Avantisundari, introductory verse 7, where
Gomukha is named also), Uddyotana (Kuvalayamala p. 3)
and Rajasckhara {(quoted by Jalhana, Saktimukiqvali 1V. 52).
Trivikrama (Nala Campii, verse 14) places Gunidhya first
and Bana second as giving unceasing delight. Somadeva I
(Yasastilaka Campii Vol. II p. 113) includes Gunadhya in his
list of great kavis. Dhanapala 1 (Tilakamaijari, introductory
verse 21) says that ‘other, Sanskrit, novels lovk splendid with
a drop of the Brhatkathd 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 own certainly was.
Soddhala (Udapasundari p. 154) praises Gunadhya’s Brhatkathd
for producing joy and aesthetic experience and places him near
the head of his history of kavis. Gunidhya receives homage
again {rom Somesvara in the +-13 (Surathoisaza 1.33). Vinaya-
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candra (+4-13) includes him in his list of sixteen great writers
(IV. 188[.). This list of references might be extended, but few
will he found later than the 413, when tastes changed anc
fiction was neglected. Up to that time, however, Gunadhya’s
fame Dblazed undiminished as a source of inspiration to the
greatest writers in India, for he knew how to create rasa and
delight in his readers.




CHAPTER XV

THE FULLY DEVELOPED KAVYA EPIC AND DRAMA
IN THE +1: ASVAGHOSA

705. Though the Satavahanas finally overthrew the
Magadhan Empire in ——30 they did not succeed in establishing
their own rule over Northern India. During the long decline
of Magadha a serics of barbarian invasions had penetrated
first into Kapifa (the upper Kubha valley) and (andhara
and then f{urther to the South and West into the Indo-Iranian
borderland of Jaguda. 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} who had previously crossed Iran {from their nomadic
honieland North-East of the Caspian Sea. Their dominion
was contested by the Pahlavas (Parthians). Bv the time of
the Satavihana victory over Magadha, Greek rule in India
had been ended and the Sakas were the dominant power in
Northern India, holding practically the whole of the Indus
valley. The Parthians continued to dispute Gandhara with
them. About --100, however, the nomadic tribes of the
Kusdnas, a people from the region of modern Sinkiang, of
uncertain (‘Tokharian’} linguistic affiliation, had overrun
Bactria. At the beginning of the 41 the Kusana king Kujula
Kathphifa defeated the Parthians and occupied Kapisa. His
successor Vima Kathphisa after 50 invaded Gandhira and
overthrew the Sakas, occupying the whole of the Indus valley
and some countries to the Fast, particularly Siirasena. It must
be observed here that Kusdna chronology remains a highly
controversial topic. The date most usually favoured is 478
for the accession of the Emperor Kaniska I, which the present
writer supports for reasons stated in his contribution to Papers
on the Date of Kaniska (ed. Basham, 1968), pp. 327fF, q.0.

706. In 78, according to our chronology, Kaniska (I)
succeeded to the Kusana throne and to a vast empire over
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Northern India and central Asia. He established a new era,
later incorrectly called the ‘Saka’. Magadha perhaps remained
independent, more likely subordinate, under obscure local
rulers and the ‘Murundas’, Saka ‘kings’, perhaps under Kusana
overlordship, but at least its neighbours Kodala and Kaé were
governed by Kaniska’s ‘satrap’ at Baniras.

707. After the desolation of the wars of the Greeks, Sakas
and Pahlavas, and perhaps of the first Kusana invasions, the
relatively peaceful and prosperous period of the Kusina Empire
is one of the most glorious in the history of Indian civilisation.
The sculpture and architecture of the Sirasena-Gandhira
school is well known, especially for its innovations of represent-
ing the Buddha as a human figure and of clevating the Buddhist
stapa into a tall ‘pagoda’. The achievements of the period in
kavpa are fortunately available for us in part, through the pre-
servation of some of the work of Asvaghosa and a few later
Eavis. We know also that the drama fourished in Sirasena in
this period, establishing Sauraseni as the basic dramatic Prakrit:
as noted above [178] there is inscriptional evidence [or a school
of drama in Mathura, which became the Lastern capital of
the Kusana Empire.

708. Though the Kusana rulers were of harbarian origin,
they had very early become almost completely assimilated to
Indian civilisation—perhaps even belore they had conquered any
part of India itsell. Buddhism and Indian political institutions,
together with art and literature, had before the Kusina period
begun to spread into ceniral Asia, and during that period
Buddhism with its literature and art reached China from there.
Political institutions were borrowed by the barbarian peoples
of central Asia from both India and China, and colonics of
Indians and Chinese settled among them, thus we find for ex-
ample an Indian language (that of Guandhara) used for admi-
nistrative purposes in some central Asian states of the Kusina
period and after. Unlike Brahmanism, svwhich has as a rule
confined itsell to India and to Indians, Buddhism repudiates
racial distinctions and loyalties. It came into existence as a
philosophy offering itself to all, whatever their background,
and could gain adherents only by winning them from their
traditional beliefs. Teaching its philosophy and hence pro-
pagating it is a major virtue, the ‘best kind of generosity’. In



144 INDIAN KAVYA LITERATURE

the multiracial Kugana Empire, Buddhism was already well
established among the ‘various peoples, Indian and non-Indian
alike, and several of the Kusana rulers adopted it. They per-
haps saw in it, among other things, a philosophy, a religion
and a way of life which could stabilise their great polyglot emipire,
and they thus followed the example of A$oka-—which was a
popular theme with Buddhist teachers of their day. Having
adopted the Indian heritage through its more accessible
Buddhist aspect, the Kusinas patronised Indian art and lite-
rature, including kavya. '
709. Aévaghosa was born in Xofala at Ayodhya (also
called Saketa), which according to Tradition and the Ramayayia
was Rama’s capital.  For what is known of his life we may
follow Johnston, Buddhacarita Vol.Il, Introduction. He was
probably born a brahman, but was converted to Buddhism.
H]S kdvyas based on Buddhist tradition hecame widely known
in the Kusina Empire, and legend associates his name with
that of the greatest emperor, Kanigska: in fact he seems to
have lived about 50 years before Kaniska’s time and possibly
to have met one of his predecessors. Ayodhya itself does not
appear to have been included in the Kusana Empire until
Kaniska’s reign, or slightly earlier. There is a story that

- A$vaghosa 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 Kaniska. Tt is in any case possible

that Asvaghosa visited or settled in the new empire which was

propitious for  Buddhism, and certain that his works were
subsequently very .popular there. There are possibly signi-
ficant references to Gandhara in his Buddhacarita ('XX‘I.AIE,S‘}"),
suggesting a connection of the writer with that country, whereas
in reality the Buddha seems never to have visited it.

710. ‘Of Asvaghosa’s kavyas we know two epics in com-
plete form (but half of one of them in translations onl*y) and
fragments of three dramas probably his; a fourth drama is
known by name only. Certain lyric siotras 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 Ramdyapa we have here our earliest available intact
examples of kayya epic in its fully developed form; it is equally
important to have incontrovertible evidence for the state of
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the drama in the -1, showing that by then at least the methods
of the Ndtyasdastra were current in the theaire in essentials and
even in details. Far more important than- these historical
facts, however, is our fortunate possession of some of the work
of one of the world’s great poets.

711. Asévaghosa claims to have used kawya as a vehicle
for the Buddhist teaching on account of the attractiveness and
popularity of this literary art (Saundarananda 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
kavya dishes. Though having an ethical purpose apparently
remote from the aims of kdvya, 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 kdma and other inci-
dental props of writing—in his stride, and find the process
exhilarating 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, equally 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
moksa from the tyranny of attachment to the things of the world,
Asvaghosa 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 kdvya 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
participatien 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 reflection; but later this gives way to a state of profound
calm. Asvaghosa may have thought of his kavyas as 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 A§vaghosa’s works,
however, surely springs from the fact that he is himsell 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. Agvaghosa’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
Agvaghosa’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 kavya [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 cvents
leading up to the Parinirvana of the Buddha, his cremation and
the enshrinement of his ashes, and finally the redistribution
of the ashes in eighty thousand pagodas stipas by the emperor
Asoka. This event more than two centuries after the Parinir-
vina may be taken to symbolise the final establishment of the
Buddhist doctrine in the world. It may be noted that the four
stages arc 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 Himailayas
(now in Nepal), the place of his Enlightenment at Gayanagari
in Magadha, the Deer Park ncar Varanasi (Bandras) where
he first taught his new doctrine and the place near Kuginagari
where the Parinirvana occurred. Within this plan various
incidents are selected and enlarged according to the usage of
kavya epic.

715. A shorter epic, The Handsome Nanda Saundara-
nanda, in ecighteen cantos, is extant completc in the original
Sanskrit. 1t is based on the humorous story of the Buddha’s
hall brother Nanda, which is found in the Pali Canon (Udana
22-3). With great difficulty this cxtremely 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 with 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, arc his colleagues able to make him fcel the absur-
dity of his position and to redirect him towards true happiness.

716. In these two epics of Asvaghosa we 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 Sariputra, a play in nine acts, of which only a
few fragments of a manuscript arc known to be extant, calls
itsell a prakarana, although the story of this leading disciple of
the Buddha, whom we met in the earliest Pali kavya pieces,
is ancient and famous (see also the Lifc of the Buddha, Canto
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17). Either Aévaghosa had greatly modified it (but even so
it would still count as a nazaka according to the standard theory),
or, rather, the distinction between prakarapa ‘fiction’ and ndfaka,
‘play’, ‘history’, was not yet generally recognised, prakarana
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 vidiisaka
[31], the traditional ignorant brahman of the classical drama
who here objects to being taught by a member of the warrior
class (Liiders, 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.

718. A very different play, of which still fewer fragments
have been retrieved (in the same manuscript as those of the
Sariputra), secems on stylistic grounds also to be, by Aévaghosa,
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 ndfakas)
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 Samyutta Nikayva (I 124-7) which has been described above
[600], in which Mara’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
Jataka collection [570]. For example in No. 535 we meet
Fortune, Hope, Trust and Conscience as nymphs: 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 theé
same manuscript with these others and which is probably
by Aévaghosa, is apparently a prakarapa of the standard type,
similar to those of Bhisa [1011] and Stdraka [1182]. The
hero Somadatta (?), perhaps identical with the ‘son of a wealthy
merchant (banker)’, has a geisha, Magadhavati, as his mistress
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and a friend, Kaumudagandha (‘Lotus Scent’--but this is a
genuine brahman clan name: Liders, Bruch. 25), who is the
jester of the play. There is a prince, a maid, an Ajivaka philo-
sopher and a rogue dusfa. The story, which was probably
original, can only be guessed at. There is a scene (fragment
8) between Magadhavati and a character named Dhanafijaya,
perhaps a nigaraka and possibly the same as the ‘prince’, in
which playful punishments are proposed for him for an imagi-
nary offence. There is a scene in an ‘old park’ (fragments 4
and 66}, vehicles are userl (13, 16, 29, 41), and there is an
assembly samija, doubtless organised by the nigaraka(s) as an
entertainment [28], on a hill top (fragments 22, 45}.

720. These plays are of particular interest for the Prakrit
dialects 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’ Prakrits [14], stand-
ardised between the 41 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
Kusana Empire in the +2 to +4. Certain ‘low’ characters
speak Magadhi, the apparently discredited 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 Pali and Pai$ici and
ought perhaps to be identified as the ‘Saurasena Paisici’ men-
tioned by some grammarians. Presumably itis the language
of the pre-Kusina kingdom of Siirasena (which broke away
from the Sungas in the —2 and was conquered by the Kusanas
in the 41). The rogue dusta in this play speaks an earlicr
form of Magadhi than the ‘classical’ Magadhi, which may be
called ‘Old Magadhi’ or perhaps Magadha Paifaci, since it
again is fairly close phonologically to Pai§aci and Pali (with
the well known Magadhi characteristics of § and / and nomi-
native singular masculine in ¢ ).

721. Another character speaks a language which Liiders
(Bruch. 37-42) has identified as Ardhamagadhi of an carly
phase (‘Old Ardhamagadhi’). It 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 T7ipitaka
texts as named by Asoka. This ‘Half Magadhi’ differs from
plain Magadhi in not having § (but s instead like Sauraseni,
Pali, etc.). According to the Naiyasasira {(XVIL.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’ § (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 A$vaghosa, being
replaced by Sanskrit or Sauraseni (the Nafyasistra thus describes
the earlier phase).

722. These plays are close to the standard later practice
in their stage directions (‘enter’, ‘exit’ and so on), but 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
mentions Advaghosa’s authorship of a play ndfaka called the
Rasirapala, as a way of identifying the author or describing him
(Vadanyaya 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 :
prasamgam krtoa ndndyanle tatal pravisati satradharal, ‘Having
made the necessary connection (i.e. with the pirvaraiga,
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
Agvaghosa’s style, at least from the standpoint of the usages
of his own time. We find in fact that in the 2 Bhasa omits
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the first two words of this opening stage direction, and that by
the 44 a different style of opening has become usual, which
thercafter is standard practice: the dramatist himsell supplies
one or more verses for the opening benediction, which conse-
quently stand at the beginning of his text, and these are {ollowed
by the bare ‘At the end of the opening benediction: Producer:. .’

724. Having noted this text-critical point we arec more
interested in the implication that the Ras{rapala was presumably
Asvaghosa’s most celebrated work in the -7, and in its probablc
content. The story of Rastrapala is well known [rom the
Pali Canon and eclsewhere {e.g. Majjhima Nikaya 11 5411.).
When the Buddha was teaching in a town in Kuru he was hecard
by Rastrapédla, the only son of the leading family of the town.
Rastrapala 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 bc as good as his death as far as
they were concerned and would leave them miserable. Faced
with their refusal Rastrapala began a last o death in order to
extort their consent. His {riends 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 Community and soon
attained liberation.

725. Later, in the course of going round thc town to
beg alms, Rastrapila chanced to call at his parent’s housc
(a monk is required to be without discrimination on 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 happcned
however that at that moment a slave girl took out some stale
barley bread to throw away. 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; Rastrapala’s two former wives are told to dress up and
stand by, and of course the food is excellent. The climax of
the story is naturally Rastrapala’s rejection of the wealth, which
he advises his father to throw away 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 away. Finishing his meal, Rastrapala 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. It is clear that the Buddhist drama flourished in
India in the -1, despite the profound ignorance of our own
times about it. Some later Buddhist plays which have survived
will be described in their places below [1276]. 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 JAOS 1955, 26ff.). In one play the royal
chaplain purohifa appears as the jester. Several are based on
Jdiaka stories, one ndtaka 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 Asvaghosa, or earlier, but they illustrate
the same tradition of Buddhist theatre. The later plays to be
described below reflect a later phase of Buddhism, the Mahayiana,
though they derive from the old' Fataka tradition of stories
of a future Buddha sacrificing himself in his former lives.

728. A native of Ayodhya, A§vaghosa not only refers to
Vialmiki as the First Kavi ddikavi but holds the Rémdyapa in
special affection [613]. In form, style, metre and language
Ajvaghosa’s epics are remote from the simple, casy going
narrative of Valmiki, yet the Ramdyanpa, 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 Nirvdna, is intended to appecar
mightier even than Rama. Satisfying the requirements of
epic theory [405], Advaghosa 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 chiefl
counsellor and the royal chaplain after him to persuade him to
return (Canto IX). There is a further political discussion
between the prince and King Bimbisara of Magadha (Cantos
X and XI), developing an old tradition [561]. The central
battle is fought and won against Mara, god of sensual pleasurc
and death, with his army of demons (Canto XI1I). Another
battle starts with the siege of Kusinagari, but peacc is soon
agreed when the brahman Drona acts as mediator and envoy
between the belligerents (Canto XXVIII). The end of
pleasure and the description of lovemaking are realised in the
narrative of the Buddha’s youth, when after his early marriage
the women of the royal palace seck his love, abetted by the
king who hopes to control his restless son in this way (Cantos
II, 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 claborate the
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-
nomy) and arts (such as architecture and painting) as required
by convention, including grammar (Canto II cspecially)
and lexicography but most of all, and most legitimately, in
philosophy (for which hc is an accurate source for his period
—Cantos IX, XII, XIV, XVI, XVIII, XXVI, ctc.). Asin
the Ramayapa, 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 somc later
epics.

729. The cataloguc of Advaghosa’s prominent descrip-
tions may be extended from The Handsome Nanda: a city (1),
a king (II), spring (VI1), the Himalaya 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
Ramdyana and other epics. However, not all the topics later
favoured for description in an epic appear in A$vaghosa, even
in both his epics taken together, though on the other hand many
are touched on in similes. |

730. We can illustrate A$vaghosa’s style from the Third
Canto of the Life of the Buddha (Ifl.), 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 sagce 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 hcard 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: ‘Let 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
were defective,

Those who were disabled by age and so on, and the
pitiful, in all directions,

they made the Royal Way very beautiful.



THE TULLY DEVELOPED KAVYA EPIC AND DRAMA : ASVAGHOSA 15D

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 : ‘Gol’, 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 cntered 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 mountamn tribesmen and
dwarfs

slipped out of the great houses,

And women f{rom the little 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.

—TFrightening the multitudes of house-birds

with loud noise on the stairs and balconies of the
palaces,

With clamour of girdles and sounds of anklets,

rcbuking cach other’s haste.

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 [ull breasts.

Another, though capable of going quickly,
restrained her progress, did not go fast,
Through shamc hiding the bold* ornaments
used 1n Intimacy.

Then the windows were unextinguished

with the women’s mutually crushing clusterings,
Their earrings shaken in the press,

their ornaments noisy.

But the King’s foreboding of separation {rom 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 arc liable to it, he
begins to realise the impermanance of life and the futile tran-
sience of all its pleasures.

732. Eventually  Sarvarthasiddha, after meeting a
wandcring philosopher §ramapa when out riding, slips out of

( *reading pragalbhani with MS 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 follows, which
has proved a popular one for its descriptions of the lamentations
after the Prince has disappeared:

Then the groom, depressed,

when his selfless master had gonec 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 onc 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 Kanthaka wandered
pained in feclings, dispirited,

Though adorned with jewellery

he was as if shorn of beauty, without him.

And returning towards the forest of asceticism
he neighed violently, pathetically, over and over

again;
Though hungry on the road he did not approve, nor
take,

either young grass or water.

Then gradually those two approached the city called
Kapila,

deserted by that illustrious one who was devoted to the
welfare of the world;

It was as i’ 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 docs not look well without him,

like Hecaven without Indra when he had killed
Vrtra®, *(13)
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(*After killing Vrtra, Indra was banished from Heaven,
because it was a grievous sin according to Tradition—

Mahabhdrata, Udyogaparvan, adhyaya 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,

apprechending 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 with tears;
With 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 1if 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 Asvaghosa known
to be quoted in the extant critical literature. Rajasekhara
(Kdvyamimamsd p. 18) quotes it for an example of a ‘grammatical
poct’ who displays both nouns and verbs. Apparently later
centuries saw in Asvaghosa primarily a love of language and a
tremendous show of inflections, which indeed are 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 other
verses from Agvaghosa 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 Advaghosa 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 Rajadekhara. To understand their viewpoint we should
compare Aévaghosa with Bharavi [1492] as a poet of ideas.
The later poet is really more difficult grammatically and just
as much a scholar as the carlier, but with him neither grammar
nor other scholarship is displayed to be enjoyed, as it might
seem, apart {rom 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 kdvya [194], laconic though that is. Irom Agva-
ghosa’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 lairly brisk pace
for the most part, except where there are long philosophical
dialogues directly comparable with the extensive dialogues of
Bhiaravi. Thus he packs in a great deal more narrative than
later epic poets, still standing not too far from the Ramayana
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, Asva-
- ghosa is surely equal to any poct 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 Asvaghosa’s manner:

735. Other women, lacking firmness, swooning 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 lashed with the water 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 Kapilavistu
where the Buddha was born:

With its grounds well kept,
soft, sandy, smooth,

e
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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.) '

738. Where sleeping antelopes appeared
among the altars
As if made into offerings
with madhavi flowers and fried grain. (12)

(The madhavi 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 passed away untimely. (15)

(Here the four words underlined in English are all indentical
in form in Sanskrit : miyate. 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 miyate; 2) mi
IX mindti, ‘injure’, passive miyate; 3) ma II mat:, sometimes also
ITI mimite, ‘measure’, passive miyate; 4) mi IV miyate, ‘die’. It
is worth drawing attention to this kind of thing in order to show
how the finer points of Sanskrit grammatical analysis inspired
Afvaghosa to some humorous linguistic games.)

740. In the Fourth Canto we find Nanda absorbed in
lovemaking, completely unaware of the Buddha’s wvisit to
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Kapilavistu after the Enlightenment, when he tried to bring
solace to his family and of course to teach them:

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-lotuspool—

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 themr feelings like a pair
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 cach 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 sald to her lover, and he held 1it.

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

with her left hand languid with 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 which trembling anklets were bound,

whose toes had very radiant nails.

He then appeared conciliating his beloved,

like a ndga tree broken down by the wind <Conto an
altar™>

Onto the golden bedside table, through the excessive
weight of its flowers,

with his head as the open fallen flowers.
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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 claborate 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.

741. After taking Nanda away from his wife the Buddha
secks 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 Himélayas begins like this (Canto X, 5f.):

Those two quickly came to the Himalaya
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 Balarima, whose arm is long and big.
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Through rubbing against red arsenic and chalk,
a lion displayed a yellowish shoulder

Like a tarnished silver armlet of Krsna ()

inlaid with lines of pure gold.

A tiger, extended with languor and moving playlfully,

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
realises 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 comes 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 1t at rest.

In the transimigration of living beings

drawn along by their actions,

Who 1s a stranger? Who is one’s kinsman ?
—a person 1s attached to a person by delusion.

(Johnston is no doubt right in translating jena in the third line
as ‘stranger’ instead of ‘person’—cf. the following verse—but
the Buddhist critique of 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 clementary
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,

no 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

1s 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, one 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 trusting.

You should not think:

“I am strong; or young’

—Death kills at all stages,

he does not have any rcgard for age.

743. Thesc extracts will show that Asvaghosa’s epic
style is intermediate betwcen those of the Ramdyana and the
medieval period (such as Bharavi)., The quatrains are deta-
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ched, but not to the extent of interrupting the easy Ramayasna-
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 Asvaghosa followed in
his epics the structural theory proper to the drama but appli-
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 Asvaghosa 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 Nirvana, then we can see the ‘commencement’
in Cantos I to IV, i.e. in the birth 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 with 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 Nirvdna 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 fruit’ is announced in the first verse
of Canto XXII and consummated with the building of pagodas
(which symbolise Nirvana) 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 Agoka. If this structural
theory of stages and conjunctions had been applied to epics
by Ajvaghosa’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 kavyas.
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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 III). 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 Himilaya. The undertaking could be
traced through the Buddha’s visit to Nanda’s palace (Canto
1V, 244.), where he is ignored on account of the entire house-
hold being busy serving the demands of pleasure: but 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 Himalaya 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’ 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 Ag$vaghosa himself declares that he wrote
kavyas to carry the message of liberation, to give calm, not
pleasure (Saundarananda XV111.63), it is permissible to comment
on his presentation of Buddhist doctrine. One might be satis-
fied to note the idea here of a ‘calmed’ aesthetic experience
produced by narratives leading to Nirvana, 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.
Asvaghosa’s Life 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 Tripifaka itself, one or
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more of which constituted his source. Asvaghosa has incorpo-
rated in it the content of many sé@fras 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 sitras
provide plenty of similes and analogies themselves), Asvaghosa
seems not to take even the least licence with his sources in the
matter of staterment and interpretation of doctrine: he has
simply improved the clarity and acceptibility of the exposition
without—as far as one can see—modifying the content as he
received it through his school (identified by Johnston as the
Bahusérutiya branch of the Mahasamgha, which appears to
be correct). For examples we may refer to the account of -
conditioned origination (XIV.52fl., as part of the Buddha’s

enlightenment) or, as a brief indication of a fundamental point,
a verse explaining that the idea that one has a soul causes un-

happiness, however subtle and refined the concept may 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 ol 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 tramning 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 Asvaghosa’s works as statements of
Buddhist doctrine was appreciated by Buddhist philosophers,
who borrow or quote from him quite often, as Johnston has
pointed out (Buddhacarita 1T, xxviff.: Nagarjuna, Harivarman,
Vasubandhu, Candrakirti, Yagomitra, etc.).

748. Afvaghosa takes full 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 Sdmkhya (Canto XI1),
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 Samkhya here as that of Varsaganya. This is followed
by an exposition of the practices of the Yoga school, said by
Agvaghosa to be that of Jaigisavya, Janaka and Parasara:
the last identified by Johnston as Paficadikha, apparently the
earliest exponent of these practices. In Canto XVI there is a
critique of soul theories which would bear on the Upanisadic
concepts later elaborated under the name Vedanta, whilst
the theory of a creator God is criticised in Canto XVIII (2041 ).
There i1s a briel reference (XVII1.42) to the theory of Time
as the cause of all things. These various speculations scem
to be set out faithfully, making the Buddhist critiques which
follow immediately or in later cantos appcar cogent. The
Buddhists of course have the last word, but Agvaghosa 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 later, and the wvarious critiques
and the positive expositions of Buddhism are given gradually
in later cantos, providing another structural element in this
epic. In the Handsome Nanda, on the other hand, the various
speculative systems are summarily dismissed in a single verse
(XVI.17).

749. Perhaps the verses quoted above will indicate
something of Agvaghosa’s power of characterisation. 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 clabo-
rate development of the character of the very ordinary, but
sincere Nanda, conirasting completely with the independent
and dceply 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 Gunadhya’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. Therc 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 of Vaigali
(XXV.34), to attain his final Nirvana. To this epic the
Handsome Nanda is a perfect complement with its own unique
features.

751. Apart from the general conception of a Rama-like
hero and a grand epic, Afvaghosa follows very different models
from Vilmiki’s in his epic composition. Of these unfortuna-
tely practically nothing is known to us, except the little we can
discover about the poet Panini and his Krsna epic [644-6].
The pioneers of epic kdvya after Valmiki had 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 A§vaghosa
himself who was a great innovator in this respect: his avowed
purposc and method presuppose the popularity of this and
other kdvya forms. These he proposed to usc 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
kavyas, 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 A§vaghosa 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 kayya, in which as suggested above he
seems rather to have delighted in his skill in outward conformity
to technical rules and conventions.

752. Of Panini as a model we have reported that he had
the reputation of excelling in the wpajati metre [644]. We
find in fact that this very metre is especially prominent and most
skilfully handled in Ag$vaghosa’s epics. Though relatively
simple in structure, it is a hard metre to use continuously as
a canto metre without producing monotony, yet A$§vaghosa
makes it capable of endless variety by his skill in setting words to
it. Besides this favourite metre and a less frequent use of vakira,
Advaghosa uses at least four other metres as canto metres,
including the uneven udgaiad derived originally from a bar metre
(Saundarananda 111). He uses at least twenty different metres
altogether. Asfvaghosa secems to allude (Johnston, Buddha-
carita, Vol. 11, xlvii) to an epic of which Krsna was the hero,
and this could very well have been Panini’s if we {ind his style
suggests the latter as a model.

753. His models for the drama are still more obscure.
Subandhu’s Vasavadaita was doubtfully a nataka, of a special
variety [653]. The slender evidence in Patafijali [658], for
plays on such subjects as Krsna and Kamsa or Puriravas
and Urvasi, does not tell us whether these were still four act
plays of the dima or ihamyga types, or already claborated into
nitakas of five or more acts according to the standard of the
Natyasistra. It is followed by a gap of nearly two centuries
before we find both of the full length types, the ndlaka and the
prakaraga (not necessarily distinguished exactly as in the Najya-
fastra), cxemplified in Afdvaghosa’s plays. Roughly contem-
porary with A$vaghosa, we know of the existence of thc ancient
Sailalaka School of Drama in Mathura, the capital of Siirasena,
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but not what they produced : they supported the Buddhist
Community and might thereforc have had some connection
with Afvaghosa [178]. TFor a possible model more imme-
diately preceding Afvaghosa’s time than the plays known to
Patafijali, and more tangible only in being called definitely a
prakarana, 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
Stirpaka, Asvaghosa is thinking of the lost prakarana Kumudvati,
mentioned much later by Stadraka in the Padmapribhrtaka and
having that story (see Johnston’s translation of XIII.11) [1225,.
1231]. Since the prakarana 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 Kumudvati and nothing
more than the above as to its date.

754. Asvaghosa’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 ri#ipaka, especially the ‘complete’ samasta metaphor
(Bhamaha I1.22), as in the casc 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 1.70). Or there is the river
(the Buddhist doctrine: dharma) with its current (understand-
ing), banks (firm discipline) 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
Ramdyana. They are very rarc in later kdvpa, where they are
replaced by the complete double meaning (flesa or §lista), which
can be seen already in Agvaghosa [737].

755. Asdvaghosa 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 citrakdyya, as we noted in an earlicr chapter [411], and
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the examples of citrakavya in Sanskrit include a few cxceptional
poems in which rhyme is used throughout, just as in other
citrakavyas double meaning is used throughout, and which conse-
quently are called yamakakdvyas. On the other hand in Apa-
bhrams$a and the modern Indo-Aryan languages ryhme became
a standard feature of versification. Another exceptional poem
(or ragakdvya drama [392]) in Sanskrit, the Gilagovinda, also
uses rhyme regularly: in this case the poem is modelled on
Apabhramia prototypes, being written in Apabhraméa metres.
Asvaghosa shows a greater infusion of the purely verbal effects
of citrakavya 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
ctirakdyya had scparated out as a distinct branch of poetry.
Advaghosa 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 Buddhacariia X1.70), or the illustration of a
difficult series of grammatical rules in successive verses (the
last device also was later separated ofl as a subject for special
poems, the ‘grammatical’ kdppas). The first two cantos of the
Saundarananda, especially, illustrate these grammatical acro-
batics.

756. Thesc features of purely verbal cffect suggest the
style of the Eastern or gaudiya school of kdvya as later recognised
by the eritics [238, 241, 242, 937). We lack carly cxamples of
this school for comparison, and cannot say whether Advaghosa
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 gaudiva style he certainly shows the trend to-
wards it, or the phase of kdvya out of which it naturally deve-
loped. Since the style did not find favour with the most influen-
tial critics of later times it i1s perhaps not so surprising that
Aévaghosa’s works were neglected, even though his genius
was not surpassed. The same neglect accounts for the disappea-
rance of almost all the carly gaudiyra kavya and the consequent
impossibility of ascertaining its period. Ajvaghosa’s cpics
actually exemplily certain types of sound-combination denoun-
ced as cacophonous by the critics from Bhamaha (1.53—ajihla-
dat: in Saundarananda 11.30) onwards. Ide obviously prefers



176 INDIAN KAVYA LITERATURE

variety to the classical restraint which is the ideal of later kauvya,
and it is evidently an essential characteristic of A§vaghosa which
we learn from the calculation that he uses a larger vocabulary
than any other Sanskrit poet (Johnston, Buddhacarita 11, Ixxviii ).

757. Agvaghosa uses the figure lamp dipaka [188] quite
frequently, which, involving parallelism of grammatical cons-
truction, borders on these grammatical effects. A simple
example is: ‘He was not averse to courage and to generosity...’
(Saundarananda 11 5, c-d). Less simple is:

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’ ksama 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

perhaps a sufficient element of ‘exaggeration’ atifayokti [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 cluster 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
XVI.10)

Previously exalted by the 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 flourishing, he is always poor.

(Saundarananda XVII1.30)
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760. A probable contrastwyatireka [209] may be pointed

out in Saundarananda 1X.28:

A season passed revolves again,

the Moon waned waxes again:

But once they have gone these do not return—
the water of rivers and the youth of men.

761. The enumeration yathdsankhya [212] is perhaps to
be understood, though not in the precise sense of Bhidmaha,
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 1X. 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 1s perhaps rather ‘equal consequence’ [223].

762. Fancy utpreksa [213] is quite common, though less
sophisticated and in fact less fanciful than in later kavya. Some
examples may be found in the passages translated above, as in
Buddhacariia 111.10 [731] and VIIL.25 [733]. On the whole,
Agvaghosa’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
VIIL.26 [735], where women are fancifully compared with
mountains: it is a simile, but it is almost a fancy of the later
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’ utpreksavayava [234]
(the metaphor, also required for this mixed figure, is provided
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by the ‘carpet’ of flowers). In Saundarananda X. 20ff. we find
a series of personifications 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’. v

763. Other figures can be found, but the impression is
that A¢vaghosa stands nearer the beginning than the end of the
development of figures which led from the small group in the
Natyafastra to the three dozen recognised 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 Ndfyasasira has appeared.
At the same time it is possible to identify some of theold ‘charac-
teristics’ [186] of the Na{yasastra, such as the rhetorical question
precha in Buddhacarita VIII.52fF.

764. We have seen that, in the construction of an epic,
Asvaghosa 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 £avis except in prose, is to be found in
certain devices used to give formal unity to series of stanzas.
These include the use of a set of parallel similes, or other figures
such as rhyme or corroboration, or of a series of parallel gram-
matical constructions. QOccasionally 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 form of a
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 Ajvaghosa’s works, which thus flow rhythmically
in stanzas, paragraphs, cantos and groups of cantos, 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 kdvya epic is thus facilitated.
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765. There is not much to say of critics on As$vaghosa,
since most of the available critical works ignore him. Bhamaha
does not name him or quote any of his verses, but as we have
noted above he quotes a verb form used by A¢vaghosa and
objects to it as cacophonous. Though it is not proved that the
critic had As$vaghosa in mind, since others might have used
the same form, it is at least clear 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 kavya, which we have to some extent indi-
cated already, such that Asvaghosa’s works lost much of their
interest and perhaps fell out of general circulation by about
the 5. According to Johnston (Buddhacarita II, lxxxii)
Dandin knew the Life of the Buddha and utilised it, whilst we
have noted [733] that Rijasekhara in the 410 quotes a verse
from it, as well as that critic’s assessment of A$vaghosa as a
‘grammatical poet’. In some circles, however, probably ex-
clusively Buddhist, Aédvaghosa continued to be better apprecia-
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, I-Tsing (late+7), who had a fine appreciation of kivya
and translated Matrceta’s Satapaiicisatka [890-1] into Chinese.
Johnston (ibid. xxxvi) gives a translation of the relevant passage:
Ag¢vaghosa ‘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...doctrine 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 Nanda also was popular in the lands of
the Southern Sea in that period, for Paranavitana ( fanakiharana,
Introduction, p. Ixv) 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 Afvaghosa 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 Rastrapila—Dbecause he 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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Jjudgment, for Asgvaghosa’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. o -

766. Of later Buddhist critics in India, we find that
Ratnasrijiiana (p. 61) quotes a verse as by Agvaghosa, though
it is not traced in the works available to us, whilst the same is
true of the anthologist Vidyakara (verse 2)—it is again note-’
worthy that a Buddhist anthologist, of the early -+12, should.
give only one verse by Asvaghosa out of more than 1700 in his _
collection. Ratnadrijiana quotes a verse in criticism of lassi- o
tude, in support of Dandin’s verse (I.105) on which he is .-
commenting:

If lassitude were not a misfortune 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.

B

This is probably taken from one of Aévaghosa’s plays.

767. Vidyakara’s verse is also quoted, anonymously, by
Vamana (+8; p. 58) as an example of punning. Itis 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 <Crivals™, cruel < firm>,

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 women did not |
produce agitation in him—may the Buddha protect -
you !

‘Here the first three lines of the quatrain apply both to the
- Deaths (Maras, 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 really Aéva-
ghosa’s, since he is fond of the figure. The metre (Sardalavi-
kridita) is used in the Handsome Nanda and the Sariputra.

768. Apart from these notices of Agvaghosa 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 limits of the present
study, but Johnston in his Introduction to his translation of the
Life of the Buddha has collected a number of examples where
Asvaghosa’s influence seems visible. The kavis affected include
Mitrceta (xiv), Sara (xxxvi), Bhisa (lxxxf.), I4varadatta
(?—see the note to IV. 67 {1121]), the author of the Riusamhara
(Ixxx1), Kalidasa (lxxxi) and Bana (Ixxxii). This suggests
that his influence was considerable up to the -7, after which
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 Asvaghosa’s poem on the same story, with doubtful success
(Paranavitana, Janakiharana, lxv).



CHAPTER XVI

MAHARASTRI KAVYA IN THE 42, ESPECIALLY
THE LYRIC : SATAVAHANA, PADALIPTA, VIMALA

769. We have mentioned more than once the earliest
extant Maharas{ri literature, a collection of lyrics which appe-
ars to have grown up round a kernel of 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 Maharastra 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 obser-
vation, evidently attracted poets and scholars from the capital

to collect and imitate them. At some time an emperor with -

literary intcrests 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, ‘Satavdhana’ 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 ‘Satavahana’ we often find the form
‘Hala’ substituted, and the latter has sometimes been taken
as the emperor’s personal name. Tradition (the Purdnas)
actually includes a ‘Hila’ in the dynastic list, giving him a
very short reign which would fall in the +1 (sec Pargiter:
Dynasties of the Kali Age, p. 41). Probably, however, ‘Hala’
is merely a Prakrit form of the dynastic name ‘Sata’ (-vdhana
means ‘vehicle’ or ‘mount’, sdta is a word of uncertain origin,
probably not Indo-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 Sata, 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 Maharastri 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 time are content, or resigned, to be historically vague
as to his position in the dynasty.

772. The most interesting literary presentation of
Satavihana now available is in a Maharastri novel of the 48,
Kutithala’s (=Prakrit Kothala) Lilgvai. Although this ro-
mantic story of Satavdhana is probably pure fiction {other-
wise would it have been classed as a kathd?), the author has
put in a few touches to give his hero a suggestion of historical
substance. He makes the Buddhist philosopher Nigarjuna
visit Satavahana’s court, where he meets Pottisa and Kumarila
—Dboth of whom appear as poets in the anthology. An epistle
of Nagarjuna to a Satavahana is extant (the Suhrllekha, ‘Epistle
to a Friend’). Several other literary sources attest this asso-
ciation of Satavahana with Nagarjuna, including works on
alchemy (e.g. Rasaratndkara, see Ray : History of Chemistry in
Ancient and Medieval India, pp. 118, 132 fI., 317 {.) and some
Jaina historical works (see e.g. Purdtanaprabandhasamgraha, p.
91 and Prabhacandra’s Prabhavakacarita, 36 fI.). We are told
that at Satavihana’s court Niagarjuna studied under the nove-
list Padalipta and then became guru (teacher, preceptor) to
the emperor and his queen Candralekhi. Buddhist historians
have recorded this traditional association (having the epistle
to draw attention to it), and two of them, the Tibetans Bu-ston
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(Vol. 11, 136 f., of Obermiller’s translation) and Taranitha
(p- 72) (lollowing 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 Satavihana
dominions). There is archaeological and inscripticnal evidence
to confirm this, and moreover to associate a particular emperor
with the operations (4 Comprehensive History of India, Vol. II
p- 316). It appears to follow that Nagarjuna was asscciated
with the emperor Puluméyi 11, called also Vasisthiputra, whose
dates are either 4 128 to +- 156 or 4138 to +166. The latter,
then, was presumably the famous patron of Maharastri lite-
rature who collected the lyric anthology and patronised the
novelist Padalipta.

773. During the 41 and 42 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 which 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 exact 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-

- vl
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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
Kusana Empire produced mnew trends in architecture and
sculpture (Mathuréd, Gandhéara: origin of the traditional
Buddha figure at Mathurda, and of the familiar ‘pagoda’, or
many storied monument s{ipa, at Purusapura), as well as in
kdvya, 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 Mahérastra. In
the far South the 42 is the period of the Sangam poets, the
earliest extant literature of Tamil (for a brief account of this
see K.A. Nilakantha: The Calas, Chapter III, pp. 30 fI.).

775. It is in fact under the Satavihanas of the }2
that modern historians 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 Kusanas appear to have been more conser-
vative, and although their governors of West India at Ujjayini
became independent during the 4-2, the latter too seem to
have remained faithful to the old social order.

776, It may not be pure conjecture, then, to see in
‘Sitavahana’s’, or Pulumayi II’s, 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 ndgaraka [27]. If we
can trust some of the commentators on Satavahana’s antho-
logy, the ndggaraka 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 spokenby a ndgaraka. Thus according to Gangadhara about
30 out of the collection of 700 (61, 104, 122, 161, 168, 180, etc.)
are spoken by ndgarakas, 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 Pitdmbara says that poems
578 and 647 are spoken by ndgarakas, which Gangidhara 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 nagarakas with the collection.

777. Verse 3 of the Sitavihana anthology says that
‘Hala’, who was ‘fond of kavis’, selected 700 songs (gaha, Sans-
krit gathd)out of ten million (a kofi, i.e. an enormous number).
This work, under the title Gahdsattasai, ‘Seven Hundred Songs’
(Sanskrit Gaihdsaptasati), 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 Maharasiri poetry noted other verses

in that language in their manuscripts of the anthology, or added -

new verses at the end, and these were sometimes copied out
along with the more original verses when 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 Maharastri lyrics in fact became
extremely popular after the 42, this language being regarded
as the best kind of Prakrit and as the proper language for songs
even among people, or characters in dramas, who ordinarily
spoke another dialect of Prakrit. From apparently the -3,
‘as far as we know, i.e. the time of Stidraka [1184], characters
in dramas who in their dialogue speak Sauraseni, the standard
dramatic Prakrit, resort to Maharastri for their verses. Tt
seems to have been only in the +4 that Maharastri 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 +1 (Histo-
rical Grammar of Inscriptional Prakrits, especially pp. 62, 65, 271

ff.). It therefore replaced the older Prakrit administrative

language [669] of the Deccan only after the collapse of the
Satavihana Empire.  Mahéarastri then became a standard
or classical literary language alongside Sanskrit, both in a
special use in dramas, as just noted, and for entire kdvyas in
various forms, such as the saffaka [344], epic [413, 1265, 1431],
novel [436] and some of its sub-varieties [450-4] and of course
lyric. It has retained this position as a classical language

throughout the history of kdvya, though the spoken language

g

;
7
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of Maharastra soon changed further towards modern Marathi,
via the Marhatta Apabhraméa attested in the +-8 by the
novelist Uddyotana. The rise of Maharastra to political
supremacy in India in the +17 and 18 seems to have en-
couraged the writing of Maharastrl kdvyas (e.g. by Ghanajyama,
Ramapinivada, Visveivara) 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 Sapiacatakam des Hala, 1881, pp. XXVIIfT.).
These appear, however, to reduce to two main recensions,
Weber’s first, or ‘vulgate’, and his fifth, or ‘Telinga’ (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 Telinga 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 well
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 critics (three by Anandavardhana).
Whether it really represents a selection of a hundred verses
from a recension of the Sataviahana anthology, otherwise not
now available to us, is a matter of conjecture. It may instead
have been a selection from the Telinga (T, fifth) recension,
with additions from other Maharastri literature or composed
by the compiler. The manuscripts of ‘W’ do not name Sita-
vahana or Hala but call the text simply Prakrtasrigarasataka,
thus it makes no claim to represent a recension of the Seven
Hundred Songs. The fact that at least 18 of the verses peculiar
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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 times, is me'rely
another recension, which has been preferred by the later com-
mentators. Much research remains to be done on the Gatha-
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 Telinga 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 Telinga
and vulgate versions where they disagree. Here 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 numbers in the 1881 edition)
mentions the emperor Vikramaditya. It is found in the vul-
gate but not in the Telinga recension. If ‘Vikramiditya’
here means Candra IT Gupta of the -+5 (which isnot certain),

the verse must be an interpolation, which speaks against the

vulgate. Verse 490 mentions the water-wheel rahafta used
for irrigation. It too is found in the vulgate but not in the
Telinga recension. It has sometimes been doubted whether
this machine, often called the ‘Persian’ wheel, was in use as

early as the Sitavahana period (e.g. R.S. Sharma, Indian Feu- :

dalism, p. 253). However, it is in fact mentioned in the Pali
Canon (Vinaya I1 122) as cakkavaitaka, explained in the Saman-
tapasadikd (VI, p. 1208) as arahatiaghativanta, which attests
its existence by the —4 in India.

781. The verses translated below are all common to the
vulgate and the Telinga 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’ ganacchandas [567] we met in the Pali Canon, nearly
all of them being in the form called grya [581]. This metre,
as we have seen, is based on a musical structure of eight bars,
known in musical theory as the caturasra tala, which no doubt
prevailed in the folk songs from which these lyrics were originally
taken. We noted also in Pali kdvya how the new fixed metres
aksaracchandas 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 tala it was possible to reflect emotive or descrip-
tive associations appropriate to the subject matter. The
Sitavahana anthology beautifully illustrates the development
of such a technique of using rhythms suggesting particular
types of event, object or feeling (for a discussion and examples
see Cappeller: Die Ganachandas, pp. 81-5).

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 Avanti. In the
Seven Hundred we meet some of their counterparts in ancient
Maharastra. The collections differ in that, whereas the Pali
lyrics were selected to illustrate the Buddhist view of life,
Satavahana’s chosen theme was love and his aim 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 many verses compo-
sed by women. In the Seven Hundred it is noteworthy that,
in the great majority of verses, it 1s 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 Maharastri the gender shows that the person seen here

is masculine. - The commentator Gangadhara 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 Gangddhara 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 ndgaraka,
or that it may be spoken by a female messenger déti to a pros-
pective lover, implying that this is a good time to make advances
to the wife, 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 Gangadhara, is not found in the Telinga recension. It is
worth quoting for its elaborate double meaning, reminiscent
of Asvaghosa [737] but foreign to Satavahana’s collection,
as well as for its picture of the peasant:

g
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The peasant is delighted by his rice field as by his
‘son—

Dark with mud, looking as if drinking only milk, going
in up to the knees. (568)

The commentators Gangadhara and Pitambara say that 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
comment 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 ficld in the cold season fifira to her mother-in-law, is
again said by Gangidhara 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 Pitimbara 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 Telinga 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)

Gangiadhara explains that the cotton garden is the rendezvous
with her lover.

788. Besides the peasants, the hunters in the forests of
Maharastra 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
with pearls from elephants. (173)

As Gangadhara explains, the new bride overreaches the older
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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 thmugh his great love for the
new bride.

789. Women are met as milkmaids:

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.
7906. 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 (Laksmi), moreover Fortune is symbolised |
by the colour white. It is a commonplace that the gods’ eyes
do not blink, thus the travellers’ stares would suggest that they
were gods. On this verse Gangadhara adds that ‘some’
commentators say that it was spoken by a nagarafa to his com-
panion, but the idea is not supported by Pitimbara. We have -
a variation on this theme of grinding: '

See ! Asif they are white geese resting in the shade of
her lotus face,

She bears her breasts white with the powder flying up
from the grinding of the flour for the festival. (626)

Gangidhara thinks a ndgaraka says this, but Pitambara 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 (Srigaraprakasa I1 p. 416) quotes this verse as an example
of implied simile, sampa, 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.

792. Girls have the task of serving water to travellers
at 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 of the gentry or the towns
in this period, the villagers are likely to live in poverty. The
following verse sounds like the ndgaraka observing country life:

The village girls steal the hearts of sophisticated men
at the Love (Festival),

With the burden of their breasts having only safiron
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 aspect 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 whim
of his pregnant wife, regardless of difficulty or expense.
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795. The following vulgate verse is not in the Telinga
Trecension:

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.

796. The following verse again is not in the Telinga
recension and with its philosophising perhaps stands a little
apart:

Let him be born in a forest place, and evenasa crooked
stump with feeble leaves,

Not in human society—if he 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 i1s 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’ lona also means ‘elegance’ or ‘beauty’; ‘oil’ sineha also
means ‘affection’ or ‘love’. Gangidhara 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. - Gangadhara further notes this as a case of
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‘citation of something else’ anyapadefa [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 Telifiga recension and
some manuscripts of the vulgate, the other (710) only in a
tew 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 prosperity of scoundrels. The
commentator Sadhdranadeva 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 expressing the feelings of supposed heroines.

799. Of a different character is this reflection, 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 (Srigdraprakasa 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 evenif 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 turnto them
and see how they present this subject in all its aspects. It is
possible to find here the various types of heroine classified in
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the Né{yasastra (XXIV.203 fI., etc., Kidi), 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 Nd{yasdstra. 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
arthantaranydsa [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 abhisarika, Natyasastra 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’ adhird in her actions, Bhoja
points out (Srigaraprakasa Chapter XXIII, p. 39). A different
heroine is portrayed in the same situation as follows, with
humour: )

Today I have to go in the dense darkness to that
handsome one !
—The lady practises a series of steps with her eyes

shut, in the house. (249)

Bhoja chooses this to illustrate an ‘effect of emotion’ anubhdva
[54) (Sarasvatikapthabharapa p. 616).

803. With reference to the sensitive aesthetic experience,
the Natyasasira (p. 73, Kagt) [57] distinguishes two determin-
ing factors or positions adhisthanas, ‘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 (Sarasvatikanthabharana p. 629). The commentator
Kulanatha says it exemplifies the seventh of the ten stages of
love, namely ‘madness’ unmdda.

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 carried
through the streets [1199]. Bhoja quotes this verse for
the thunder as a ‘cause of emotion’ wvibkdva (Sarasvatikantha-
bharana p. 614) [64]. 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 (Srigaraprakdsa
Chapter XXIII, p. 59). Gangadhara explains that this is
a woman’s reply when another woman has asked her about
her well-being:

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’ wvira-
hotkanthitd, whose lover does not come (Natyaiastra XXIV.206
Kasi), appears in the examples pointed out by Gangadhara
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 wvisit her:

O helping fever ! Bringing from afar even this rare
man who asks me how 1 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-
kapthabharana p. 474) quotes this as an example of the figure
‘praise of what is not the subject’ aprastutaprasamsa [219].

806. In another verse about a woman ‘anxious through
separation’, her friend goes to remonstrate with the man she
'loves (Gangadhara):

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)

Gangadhara says she means he will run the danger of being
guilty of the crime of murdering a woman, if he does not go
(‘duty’ dhamma, i.c. dharma virtue or law). Kulanétha thinks
this refers to the tenth stage of love, dying marana, but perhaps
things were not really as desperate as that. Viévanitha
(Sahityadarpana p. 547) quotes the wverse as an example of
‘spurning’ daksepa [207], 1.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’
kalahantarita from her lover (Natyasastra XXIV. 208 Kasi):
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She says: ‘Whom do you remember ?” She chatters:
‘Who 1s mine ?’

By her agitated weeping I have been made to weep
too. (389)

Bhoja quotes it (Srigaraprakasa 11 p. 446) as a clear example
of rasas being increased by the causes of emotion, etc. Here
we can easily pick out her remembering him as the cause of
emotion, her meaningless chatter as an eflect of emotion and
her agitation as a transient emotion; her tears are an expres-
sive sdttvika 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 eflects which first
reveal it are illustrated in a number of poems:

If he is really not your beloved, then when his name
i1s 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)

Gangadhara notes here the ‘expressive emotions’ perspiring
and trembling [59]. Bhoja quotes these two verses under
his topic ‘test of love’ premapariksd, or ‘trial of love’, ‘examina-
tion of love’, the way in which it is proved to be present
(Sarasvatikapthibharana 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’
anyonya, known to us first from Rudrata [260].
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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 I’ (237)

810. After quoting this for ‘secret’ pracchanna passion
(Srigaraprakasa Chapter XXII, p. 40), Bhoja goes on to quote
{p. 45) the following for ‘unfeigned’ akrtrima 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-law 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
ypaigya meanings insinuated by literal meanings not really
intended [250]. Thus:

Here my mother-in-law sleeps, here I, here all the
servants;

—O 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 kdzya, quotes it (with slight variations)
as an example of an ‘injunction’ vidki in the form of a ‘prohi-
bition’ pratisedha (i.e. a literal prohibition which really implies
an injunction; Dhvanydloka p. 71). The implied meaning here
is contained in the actual subject matter of the poem [252].
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‘The commentator Pitimbara remarks that by her intonation
kaku 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. (175)

Gangadhara 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 quotesit (p. 52) as a prohibi-
tion in the form of an injunction. Afterwards (p. 73) he
quotes a verse (Weber 944) from the Telinga recension as an
injunction which is not intended but which implies neither
an injunction nor a prohibition; the girl is in fact censuring
the hero for his offence of having an affair with another woman
(cf. Bhoja, Srigaraprakasa 1 p. 248). Other theoretical possi-
bilities could easily be imagined, and Bhoja illustrates a whole
series of them, largely from the recensions of the Seven Hund-
red (Srigaraprakasa 1 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 gunibhi-
tavyaigya, though it is present, because the literal meaning is
very striking and the implied meaning not immediately clear
(Dhvanydloka pp. 2811f.):

Aunty! Thelotusbeds 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. Gangidhara ex-
plains that a secret meeting place near the pond had been
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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 heér
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

kdyya. The striking, fanciful literal meaning of someone
putting the sky in the pond subordinates the-implied - meaning
for the reader.

814. The following verse also belongs to the category
where the implied ms=aning is subordinate, according to
Anandavardhana (p. 479). In this case the implied meaning
is indicated by the intonation kdku, he says: | :

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 ars 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 Pitimbara agree that the speaker is herself ‘bad’,
i.e. unfaithful to her husband. Gangidhara 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 (P—i.e., her husband’s?) kula (originally ‘tribe’)
is. We do not at present know 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
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degraded by a liaison, even with the barber. If we 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 !’ 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 pamara: this is ridicule. A
lady who had been seen misconducting herself was ridiculed
by another lady ‘of good family’ kulavadhi. 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 kavya 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 Gangidhara, 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 waiting for the night.
The anonymous commentator on the Telinga 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
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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’ samdia and ‘fresh clouds re-
sound’ ahipaapacarasia 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)e 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 kayya 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’s bride exemplifies something taken from life. We

ezl
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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 poets.

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 Mammata,
who follows him in elaborating the theory of divan: kavya, gives
it (Kavyaprakisa 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’ svabhdvokti [197] or ‘realism’
bhavikatva [198]. 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 sémya [791], praise of what is not the subject
aprastutaprafamsd [805] and reciprocity anyonya [808]. Vigva-
natha has pointed out ‘spurning’ dksepa [806]. We can add
here that Pitambara notes a ‘fancy’ uipreksa in verse 626 [790],
Bhoja (Srﬁgzirapmk@fa II 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 (Sarasvatikapthibharana p. 400) the
following 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’ ulpreksa in the followmg
verse, whilst Bhoja sees an example of a figure which he calls
‘comparison’ upamdna, 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. Thisis a straightforward
example of ‘fancy’, with the personification generally associa-
ted with that figure. Bhoja’s explanation (Sarasvatikantha-
bharana 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 Mimamsa 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 that the unseen breasts inside are like those pre-

viously experienced by them of such a kind.
- 821. The following, says Bhoja (Sarasvatikanthabharana
p. 349), is an example of ‘revolution’ parivrtii [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)
Gangidhara says her friend is telling others of her success.

i
1
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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 with parti-

cular cases without stating, though they may imply, a genera-
lisation [801].

822. Here according to Bhoja (Sarasvatikanthibharana
p- 336) we have a ‘hint’ sa@ksma [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 ndgaraka
to his companion, as both watch the scene.

823. The following verse contains a ‘fancy’, or more
exactly an implied fancy, according to Ruyyaka (Alaiikara-
sarvasva p. 74); but Mammata (Kdyyaprakasa p. 110) and
Vigvanatha (Sahityadarpana p 209) give a more complicated
explanation:

Not finding room in your heart filled by a thousand
women, O handsome one,

Engaging in no other work she daily makes thinner her
body, thin as it is. (182)

The messenger says this, according to Gangadhara. Ruyyaka’s
‘fancy’ is in the ‘making thinner’. Mammata and Vi§vanitha
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 calls ‘cause’ ketu [196, 259]
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and Vi$vanatha ‘literary middle term’ kavyaliriga, a redefinition
of the same figure which scems to be given first by Udbhata
(hetu may also mean ‘middle term’ in logic), implies the figure
‘distinction’ viSesokti [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 (Sarasvatikanthdbharapa 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 Telinga recension it is placed in the section of citations
of something else anyipadesa, i.e. it is taken to have some impli-
cation. Gangadhara 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-
-ger 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:
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The peasant’s son is burned internally in the house
empty of his wife,

Looking at the place of delight as at one from which
his treasure has been dug up. (373)

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 Gangidhara goes further and sees here
a woman telling a man that he should not show his griet over
a mere mistress who had died.

826. The second appears in the ‘citation of something
else’ section of the Telinga recension (the first is in a different
section, that on village life) as well as being pointed out by
Gangadhara: ' '

Without branches 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’. Gangadhara
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 Ndfya-
$astra (Vol. 11 p. 310) quotes this verse as an example of the
‘characteristic’ laksana ‘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 descrip-
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 scen 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



210 INDIAN KAVYA LITERATURE

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
rains.. (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 appear again in
455. The love of Krsna 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 [790], and is mentioned
in 475 and- 594. The Dwarf incarnation of Visnu 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 Kama are described in 326. The stories
of the Great Epic (443) and of Rama (35) are alluded to,

whilst the following verse is perhaps developed from Mahd-

bharata 111 adhydya 54 verse 9:

On whichever of her limbs one’s glance first falls,
There 1t 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’ svayamvara and do not
move. This lyric heightens the idea with its comic inference.

830. One of Sitavahana’s intrdductory verses to his
anthology says:

Those who do not know how to recite and listen to
ambrosial Prakrit £dovya, ,

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-

ticated level of creation. It is very probable that poets at
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court, encouraged by this royal appreciation of Maharastri
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 kdvya 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 Ndtyafasira, and
a few p;ass‘agesj in works not on poetics, the critical writings we
now possess are much later than Satavdhana. 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. 3

831.  The recognition of Satavdhana’s anthology by
the critics as a classic of k@yya has been indicated above, where
we found many of the Songs quoted and discussed by Ananda-
vardhana, Abhinavagupta, Bhoja, Mammata, Ruyyaka and
Visvandtha. 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
guotes a dozen verses for the types of heroine 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—p. 123); and Ramacandra
and Gunacandra, 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 kdvya.

832. A number of- writers have been more explicit in
naming Sadtavahana and expressing their appreciation of his
anthology. Bana (Harsacarita, introductory verse 14) includes
Sitavahana's anthology of ‘things well said’ subhdsitas, which



212 INDIAN KAVYA LITERATURE

was like a treasury of genuine jewels, in his list of great classics.
He calls it indestructible and also ‘not vulgar’ agramya, 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. Bina is suggesting
that King Satavahana here made himself a treasury which
can never be exhausted, unlike a king’s ordinary treasury of
jewels. Satavihana (Salahana) is also praised by Uddyotana
(Kuvalayamdla p. 3), when speaking of the pioneers of Prakrit
literature, and by Rajasekhara (Kgvyamimamsa p. 50), as a
king of Kuntala who favoured Prakrit and again (p. 55) as
a great patron who maintained a literary circle k@vya gosthi
and presided over its assemblies. A verse of Rijasekhara,
admiring Satavihana’s ‘series of pictures’ in the anthology,
is quoted by Jalhana (Saktimuktavali IV. 53). Abhinanda
(4 9) in verses in honour of his patron Haravarsa (Deva Pala),
interspersed between the cantos of his epic Ramacarita, several
times compares him with Hala. ‘After Hila 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 Hala with the highest honour’
(and likewise Abhinanda by Haravarsa—beginning of canfo
33). Palita or Padalipta is a famous Prakrit novelist, but a
" number of verses in the Seven Hundred are attributed to him
by the commentators on the anthology. Soddhala adds his
tribute to Haila in an introductory verse to his novel Udaya-

sundari (p. 2), as one of the great patrons of kdvya, but with -

nothing more specific than the grief caused by his death.
833. Virahanka (47), in his treatise on Prakrit metre

(Vritajatisamuccaya pp. 14 f.), mentions Saldhana (Sitavihana) -

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, Svayambhii (+9), quotes B
(Svayambhicchandas 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 Svayambhia, ‘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 Satavihana, 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 Pilita, Prakrit forms of the name).
Of the dozen verses ascribed to him we have translated one
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 Prabhdvakacarita 28 ff., Puratanaprabandha-
samgraha 92ff.). According to these, Padalipta was born in
Kosala but later was associated with the Murunda ruler of
Pataliputra in Magadha, presumably the Saka governor of
that province under the Kusina Empire(-+1 to+3). Later,
he frequented Satavdhana’s court, where he produced his
celebrated novel Tararigavati (Prakrit Taramgavai, but some-
times called Taramgalold).

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 Gunadhya and his wizards, a mystic
‘preserving’ dhdrigi knowledge anticipating the development
of Tantrism. He also meets the alchemist Nagarjuna, who
knows how to prepare the elixir rase which converts stones into
gold. Nagirjuna himself is the subject of fantastic legends in
some of the Buddhist sources, moreover there seems sometimes
to be a confusion of the Madhyamaka philosopher of the + 2
with the Mantrayana (Tantric)teacher of the same name, who
- lived in the -+9 (author of the Pajicakrama, a cdmmcntary on
the Guhyasamdja and other works), the aim being to represent
the Mantrayana as being as ancient as the Madhyamaka.
By the time of Prabhacandra (- 13) it is perhaps not surprising
if some of this confusion has been communicated to the Jaina
legend of Padalipta and Nagarjuna; thus at one point in the
legend (Prabhavakacarita V. 114) Padalipta visits the city of
‘Manakheia’> where a king Krsna is ruling. This looks rather
like a reference to the Rastrakiita dynasty of the-8 to 4 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 wunusual for upstart dynasties to



214 INDIAN KAVYA LITERATURE

have such high ancestries invented for them). According to
Prabhicandra (pp. 36 fI.), Nagirjuna became Padalipta’s’
pupil, thus transferring all his celebrity to the Jainas.

837. As regards Piadalipta’s contemporaneity with
‘Hala’ or ‘Sidtavahana’, however, we have the earlier and
independent evidence of Abhinanda already quoted [832],

who was not a Jaina 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 kavi, as
seen by a Brahmanical kavi of the 4 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 Lilavai [772] ignores Pada-
lipta and gives prominent parts to Nagarjuna, as teacher guru
of Satavahana (1008) and as (Buddhist) monk bhiksu (1016
and 1021), and to some of the Emperor’s ministers.

838. Before discussing Padalipta’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 from 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 monk.

839. Unfortunately the original Taramgavai appears to
be no longer extant. Replacing it we have an abridged para-
phrase, the Samkhitia Taramgavai, written by one Yas$as of
uncertain date, in Maharastri like the original but eliminating

difficult dialect def words. According to the abridger (verses - %

5ff. of his version), no one read Palitta’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
Taramgavai was thus probably similar to that of the lyric -

collection, but instead of being equipped with commentaries
and Sanskrit translations chdyds to accompany the text, the
long novel has suffered a fate comparable with that of Guna-
dhya’s. As far as we know, the Taramgavai is the first novel

to have been written in Mahirastri: a contrasting counter-
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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 one cxtraordinary 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 Tararigavati is thus the earliest known novel
(as distinguished from short stories handed down in the Jaina
tradition) of a long series by Jaina writers exemplilying 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 known dharma novel, since
‘virtue’, in the Jaina sense, is its ultimate goal and teaching,
though in the main body of the story love is supreme. Taran-
gavatl 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 Kau$imbi when Udayana was ruling there {—5). The plac-
ing of the story in Kau$dmbi and mention of Udayana of course
recall the Brhatkathd 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 carriage on an excur-
sion to a park outside the city, Tarangavatl saw some ruﬂdy
sheldrakes—cakravgka birds [740]---and instantly’ remembered
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her previous life as one of these, with its tragic end. A hunter
had shot her mate by accident. At first she had fainted. As
she had revived she had seen the hunter respectfully cremating
her dead mate and performing rites to expiate his sin, for the
ruddy sheldrake was not legitimate prey (not to be eaten)
and, which was much worse, he had broken the hunters’ rule
not to shoot any birds or animals during their mating seasons.
In anguish she had thrown herself into the same fire to follow
her lover, had died and been reborn as the merchant’s daugh-
ter. :

'843. She confided the story to her maid, a friend since -
childhood, then seemingly fell ill. In her hopeless sorrow,
for there seemed to be no way of finding out what had happe-
ned to her mate, Tarangavati took to painting and produced
a large scroll (on cloth): a series of scenes depicting that
tragic story of the two birds, their loves and their death. On
the occasion of a festival, the maid hung the scroll as decoration
on a balcony of the merchant’s palace, clearly visible from the
street.

844. Now it happened that the cakravdika had been
reborn not far from his faithful mate, as Padmadeva, the son
of a caravan merchant in that same city. Passing by the palace
with some friends during the festival, he admired the painting
and praised its details, then suddenly fainted. Reviving, he
told his friends of the past he had suddenly remembered, then
sent to find out who had painted the scroll and duly asked for
Tarangavat’s hand. _

845. Her father, however, considered himself too high
and wealthy a person to become connected with a mere caravan
merchant, in any case likely to be a poor husband because his
trade kept him away from home so much. He rejected
Padmadeva and the pair corresponded secretly, eventually
eloping. Padmadeva takes Tarangavati down the Yamuni
in a small boat, intending to stay with his aunt at Kikandi
(on the Ganges). But they are surprised on the way by robbers -
and carried off to a stronghold in the Vindhya Mountains.
Rejecting a suggestion that they be offered for ransom, the
robber general decrees that in nine days’ time they shall be
offered in sacrifice to his patron Goddess, Kali. N

846. Some of the robbers and their wives are dissatis-
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fied 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 vyears.

847. Long after (Padalipta, or at least his paraphraser,
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 Kau$ambi. 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 Varanasi. 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 had made
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 insecurity 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 Gunadhya’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 kayya
fiction—primarily those pioneered by Gunddhya. The para-
phrase hardly allows us to answer such questions as whether
Pédalipta emulated Gunadhya in characterisation, being
brief and leaving us to speculate how much 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 {rom the abridge-
ment, however. The life of the young Tarangavati, as the
daughter of a rich merchant, is interesting (pp. 8ff.). The
girl lives in great luxury and her father watches very carefully
over her well-being as he conceives it. Our impression is
strongly reminiscent of the youth of Sarvirthasiddha, the future

Buddha, as described by Asvaghosa in his Life of the Buddha

[730-1], 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 abridgément, 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 different 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 pancls, at Caityagiri -
(Sainci) near Vidisa, where a series of incidents is dynamlcally

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 kdyya tradi-
tion and as a Jaina teacher. The earliest reference (¢. + 300 ?)
seems to be in the Jaina canonical work Anuyogadvira Sitra
(sditra 308), which merely mentions him as ‘the author of the
Tarangavati’ as an example of this kind of linguistic expression,
along with ‘the author of the Malayavati’. This Malayavati
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 (Aryaraksita?) 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 Visesdvasyaka-
bhasya® (1508, with a Visavadatta) and the Visesanisithacupmi (as
quoted in the introduction to the Samkhitta Taramgavai, p. 7),
the latter giving the Tararigavati along with the Naravahanadat-
takathd (i.e. the Brhatkatha) and a Magadhasena (otherwise
unknown ?) as examples of ‘pleasure’ kdma novels [446], but
adding that whereas the Brhatkatha 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—FKuvalayamali p. 3) gives
prominent mention to ‘Palitta’ in his verses on great Prakrit
writers, assoclating him with Satavihana, naming the Tarasiga-
vati and referring also to the pair of ruddy sheldrakes in the
story. Dhanapala (4-10) in his novel Tilakamaijari (intro-
ductory verse 23) says that the way of the Tarasigavati, 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 ‘clear’ and ‘deep’, Dhanapila should perhaps
be understood as alluding to the qualities clarity prasida and
‘exaltation’ uddratd [189] which he admires in the novel, as
qualities of style, as well as to the ideas conveyed by the story.

852. Maharastri was used for epic composition also
from a very early date. The earliest such epic extant is again
the work of a Jaina writer, Vimala or Vimalasiiri (siiri being
a title often given Jaina sages). The ‘Jaina Maharastri’ here



220 INDIAN KAVYA LITERATURE

exemplified differs slightly from that of the Sitavahana col-
lection (and of later ‘standard’ Maharastri 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 41, 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).
Jaina tradition greatly reduces the period between on the one
hand the Buddha and Mahavira (who are generally taken to
have been contemporaries) and on the other hand certain
famous Jaina teachers of the 4 Istmillennium (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 Jaina 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 42, and quite possibly as late
as ¢. +200. He may be regarded as among the earliest"
ploneers of Maharastri llteraturc, which, as noted at the begm-
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 Mahabhdraia and one on that of the Ramawana
of which only the latter seems to be extant. The purpose of
his Pagimacariya, Life of Padma, is to provide a version of the
story of Rama accéptab‘le to the Jainas. Vimala contends
that the version in the Ramiyana 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 (I1.116). The Jina Mahavira, however, in
his omniscience, knew the true story (1II.14). Vimala pre-
sents his epic by having King Srenika Bimbisira of Magadha,
a contemporary of both the Jina and the Buddha [561], ask
the Jina’s leading pupil about ‘Padma’ or Rama.

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 kdvya endures as long as
the circle 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 Rdma, then, whom the Jainas call
also Padma (Maharastri Patima), is to be retold as part of
universal history purdna, which the Jainas regard as an impor-
tant branch of study and self discipline.

856. Vimala’s epic found great favour with later Jama
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 well known and easily supplied from
oral tradition [529]. The earliest extant work to outline
universal history appears to be the Sthdndriga (—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 Ramayaza, for his main story is very similar
to that of the ‘First Kavya’. In his time we know that the
Ramdyana 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 (III.15) and feel that his revisions were
perfectly legitimate, and necessary to save a fine history from
the protagonists of bad doctrines (III 8). He incorporated
the story of Sita’s renewed exile from the Seventh Book of the
Ramayana, but added a Jaina conclusion to his history: Rama
becomes a Jaina monk and attains enlightenment and nirvana.
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Jaina ethics is stressed throughout: it is violence and parti-

cularly eating meat which generates the evil and suffering in-

human life (e.g. XXIL.83ff., XXVIL.34ff.).

857. The major falsification which Vimala proposes to f
rectify concerns the character of Ravana. This hero, though

misguided enough to be Padma’s opponent and to perpetrate
the abduction of Sitd, was not a demon (I11.15) or monster
(VI1.95-6) 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 (X1.40-44, ctc.), are those who perpetrate animal
sacrifice, demons rdksasas in the guise of brahmans. Among
many smaller details which Vimala objects to as impossible,
such as Rama’s cowardly killing of Vialin (II1.10) and his
shooting of a deer (such a hero could not be accused of harming
' animals), or monkeys building a bridge over the ocean (I11.12),
he insists that the so called ‘monkeys’ vanaras, 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 (Ravana’s followers) being
defeated by other wizards; whereas it is incredible to say they
were conquered by monkeys (I1.105, IT1.9).

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, incorporating what-
ever mythology seemed to them acceptable, in a credible
form which could harmonise with 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 contaryr

their actions must appear as good and instructive . examples,

I, . R
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if they are to satisfy Vimala’s requirements for the subject
matter of a kdvya.

859. The Paiimacariya is a long epic, consisting of 118
cantos, comparable with the Rdmadyana itself rather than with
the epics of A$vaghosa. The metre of the narrative is the
aryd form of the gapacchandas [413] usual for Maharastri 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 agama, in the great
jewel (the story) (I.13). 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 Mahivira and King Srenika Bimbisara. The story
of Mahévira 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 (Ra@ma) story in relation to what he
has just heard. Thus he mentions some of the criticisms of
the Ramdyana we have noted above. To satisfy his doubts he
attends on one of Mahavira’s leading disciples, Indrabhiiti
Gautama (Prakrit Goyama), and puts them to him (III). In
reply Gautama relates the entire story inits correct form as
he has heard it from the Jina himself.

861. This narrative begins (from II1.18) 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
Jjinas, Rsabha, 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 Rsabha, from whom
the families of wizards are descended. There is more of this
in the fourth canto, with 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 Kiskindha (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 Ravana and his acquisi- R
tion of various ‘sciences’. Canto VIII includes (143ff.) the - =
life of Harisena, tenth of the 12 universal emperors, who had
lived a little earlier, narrated to Ravana. Thus we reach the
main story carefully set against the background of the entire
sweep of universal history. In IX we meet Sugriva and Vilin
and learn of Ravana’s fight with the latter. Vimala continues:
with several heroic narratives about Ravana (his wars with
Nalakiibara, XII; Indra X, XII and XIII; and Varuna, XVI
and XIX), stressing his devotion to the Jaina religion. In
canto XX we have some more universal history, filling in the
account of the jinas, universal emperors (especially Sanatkumara,
the fourth) and the series of vdsudevas and baladevas. Padma.
(Rama) is the eighth of the nine baladevas, his brother Laks-
mana {often called Narayana by the Jainas) the eighth of the.
nine vdsudevas and their enemy Réavana the eighth of the nine-
~ opposing prativisudevas. The story of Padma takes place in
the period of the twentieth jina, Munisuvrata (XXI).

863. The main story of Padma begins from canto XXI .
with the two kings, Janaka of the Hari Dynasty, father of Sita,
and Dagaratha, father of Padma. The general outline of the
story follows that of the Ramdyana, with the numerous correc-
tions of detail required by Vimala, some of which we have.
noticed already. Naturally a Jaina background is substituted
for the Brahmanical as far as possible. It is after fighting |
victoriously against the barbarians who had invaded Janaka’s
kingdom that Padma is betrothed to Sitd (XXVII). At this
point Vimala brings in again the troublesome brahman
Narada, who in Canto XI had had a hand in the invention of
the sacrifice, with its terrible consequences. Narada goes to
see Sitd, famous for her beauty, but when he enters her palace |
she hides and he is driven out. Enraged by this, he plans to
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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 Janaka having to call a self-choice for
Sitd, with the contest in strength which Padma in fact wins
(XXVIII). ‘

864. Kaikey? demands Dasgaratha’s kingdom for her
son as a boon, as in the Ramdyapa, 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 Ramdyanra and Ravana abducts Sita
(XLIV). On the other hand the episode of the ‘monkey’
brothers Vilin and Sugriva is completely changed. Vilin
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 Ravana. However,
it is Laksmana, 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 (CIII). Laksmana dies suddenly
and goes to purgatory after Ravana, such being the reward of
the violent. Rama in grief for the loss of his brother renounces
the world and finally attains mirvdpa.

866. It is clear that Vimala makes all the characters
in the story more moral and especially less violent. The main
heroes are all more civilised and chivalrous than in the Ramayana;
Kaikeyl is softened into an affectionate mother. But all 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 life of the hero. The Life of
Padma is an artistic presentation of the Jaina view of the
universe, a universe in which everything is alive and in which
assault on life is the ultimate evil.

867. Though Vimala’s style is simple and strai ghtforWard ,

it is clear that his intention is to write a kdvya epic. In his use
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of metres he 1s in fact richer than later Prakrit epic poets in

introducing a greater variety, including occasionally fixed
metres as well as the normal musical metres of Prakrit poetry.

AtXXVII1.47-50, which is a four verse hymn to the jina Rsabha,

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. We have the rainy season (XI.111-9) and

winter (XXXI. 41-7), evening twilight (XVI.46-54), cities

(LXXXIX: founding of Mathurd), a palace (LXVIIIL.5-15),

a cemetery (CV.52-61), old age (XXIX.21-8), 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 striking simile such as that quoted

above comparing men’s minds with leaves blown by the wind.
It is the continuous narrative which prevails throughout, in the
ancient epic manner or that of the Ramdyapa rather than in
that of Advaghosa. 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 rase 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 rase here, with its various aspects, remembering its impo-

rtance in Jaina 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 Mahabharata, which was entitled
Harivamsa, ‘Line of Har’. (Uddyotana, Kuvalayamalda p. 3).
From its title, and from later Jaina epics on the same matter,

we infer that the central figure was Krsna of the Hari or Yadava,

dynasty, whose origins are noted briefly in the Life of Padma.
The Bhirata War will be'a major episode in Krsna’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, Krsna béing

the ninth sdsudeva and Jarasandha his prativasudeva, whom he -

kills as Laksmana kills Ravana. It can be assumed that
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Vimala also included the life of Nemi, the twenty second jina,
in the introductory part of this epic.

869. According to Uddyotana this epic was the first to
narrate the story of the Hari 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 kdvyas
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 7asa made of ambrosia which Vimala provides,
probably thinking of the poet’s own words on enduring rasa
in a kdya on the actions of great men. Silacirya (+9) in his
Caupannamahdapurisacariya (see Kulkarni, p. 3 of his Introduction
to the 1962 edition of the Paiimacariya) refers to the Life of
Padma for the story he has abridged.



CHAPTER XVII

SANSKRIT LYRIC AND PROSE IN THE 2 :
| MATRCETA AND SURA

870. The tradition of Sanskrit poetry represented by
Asvaghosa 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 ecthical con-
tent of Buddhist subject matter, just as Vimala was with that
of his Jaina history, they seem to show a greater interest than
he had in the technical elements of poetry, in metre, figures
and grammatical patterns, and in this they closely resemble
Asvaghosa. 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 A§vaghosa; even here the formal 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 thanin the figurative meanings elaborated
in later kduya. 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 artifices.

871.. The extant Buddhist poetry of this period includes
a number of lyric ‘hymns’ stofras 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 of genius handles this modest form of composition,
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 siotras 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 £duya works by
writers of the same tradition have been preserved in Nepal.
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 sioira), fragmentarily recove-
red and not available in Tibetan, which may represent the
period between Ajvaghosa and Nigarjuna. Nigirjuna, whose
more literary works will be noticed afterwards, is the philoso-
pher contemporary with ‘Satavahana’, mentioned in the
preceding chapter (his floruit may be 4130 to+ 160) [772].
These. five stoira fragments are anonymous.

874. Some verses in praise of the Enlightenment of the
the Buddha (Schlingloff Fragment H) resemble Asvaghosa
in style, as their editor has pointed out, in their use of the
‘complete’ metaphor. They are in vasantatilaka [660], a kavya
fixed metre very popular later. Some broken words and gaps
are supplied conjecturally (in pointed brackets)

You have felled <Zthe tree, grief,™> whose <root,> desire,
1s 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 <Zetc.>>

—with the axe, intelligence. (31)

With the ship, speech (i.e. teaching), you have crossed
over the river, transmigration,

which<Chas 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)
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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 kdyya such elaborate’ and
detailed descriptions from head to toe are a familiar exercise
when applied to beautiful women; thisis 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 Nikdva, Lakkhapasuttanta, of c.
~—200, from which a verse has been quoted above [584] ex-

plaining why his skin was golden in colour. Another of the - e

present series of fragments (Schlingloff I), in the dryagiti variety
of bar metre gapacchandas, is more closely related to this tradi-
tion of the ‘characteristics’.

876. The remaining two pieces arec 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 frisfubh metre (with some
Jagati padas) and may be centuries older than the stofras among
which it was found. The second (Schlingloff Fragment E)
is also simple and archaic in style (reminiscent of the Pali =
‘poetry of the Suttanipata), 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 Satavihana’ (probably Pulumayi II)
and some verse tracts (parikathds, in a - special sense apparently
peculiar to the Buddhists) of which the most important is the -
Ratnavali 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 Nagirjuna a contemporary of Satavahana, and
may add here a similar reference in Bana (Harsacarita p. 398)
to the monk bhiksu Nagarjuna, who obtained for King Sita-
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 stofras, and one the
authenticity of which seems clearly established, was known
in India as the Catufistava, ‘Four Hymns’, of which the four
parts were also circulated separately (the Tibetan collection
does not group them but mingles them among others). The
four parts are entitled Lokdtitastava, Niraupamyastava, Acintya-
stava and Paramarthastava, 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, Nagarjuna’s express through-
out the philosophical standpoint of his own Madhyamaka
school of Buddhism, which rejected much of the traditional
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 réle 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 dharmati which is supre-
mely difficult to know ! (IL.3)

(dharmatd is the real nature of the universe)

O master ! You do not engage in the perception of
‘beings’ in any way,

vet you are very compassionate towards ‘beings’
afflicted by unhappiness! (I1.9)
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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,

1s beyond any comparison (simile) in the world and
beyond the range of the ways of speech? (IV.1)

Having praised the Well Gone (Buddha) who 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
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 Mahiyanist is that the king
should emulate the bodhisattva Avalokite§vara and the buddha
Amitabha in looking after the happiness of the world he rules.
There is little. or nothing original in 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 unripe _
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 412 and the Tibetan Tripitaka pre- |
serves a selection of them. Several were written 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
Ratndavali also was addressed to ‘Satavahana’. Its title as given
in the Tibetan Tripitaka version calls it a Rdjaparikathd, ‘Dis-
course (tract) to a King’, and its second verse contains the
vocative ‘O king’. Raindvali 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
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ethics more fully. It is more independent of traditional
Buddhist phraseology, taking up current terms used in non-
Buddhist doctrines such as the Vaisesika (e.g. naififreyasa, the
supreme good; abhyudaya, 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 of his exposition of its ethical teaching.
He even gives part of the Madhyamaka critique of certain
philosophical concepts such as causality (L.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 Nagirjuna and ‘Satavahana’ is weighty evidence
for the royal patronage, coming as it does from opponents of
the Buddhists. The Ratngvali (1.61) brackets the Jainas with
the Vaiesikas and Samkhyas, and with the ‘Pudgala’ and
‘Skandha’ 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 (II .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 Nagirjuna goes further into
the diflicult question of the advising of kings: even if a king
conducts himself 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 of compassion for the people (IV.1-3).
Nagarjuna then continues his unpleasant lecture, with par-
ticular emphasis on the need for generosity 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 Nigarjuna 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 flowers 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.44-3). 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 ‘happi-
ness’ there is in this world it follows that it is without any signij~-
ficance yyartha in itself (IV.47-8). However, Nagarjuna argues
in the following verses, the whole universe and everything in it
is similarly without any absoclute mgmﬁcance, therefore we -
should extinguish our attachments in nirodna.

884. Niagarjuna 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 Bina appre-
ciated this tract: perhaps he meant also to approve its study
by his own king.

885. Itwasa pupil ofa pupil (Arya Deva) of Nigarjuna,
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.

886. This is the Varparhavarna Stotra, ‘Hymn Praising
what 1s Worthy of Praise’ (also known as the ‘Four Hundred
Hymn’, from the number of its verses), which we may tenta-
tively date ¢. ~+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 training 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 Matrceta.
Though he uses some traditional comparisons he brings in far
more which appear to be of his own invention. Besides similes
and metaphors he is especially fond of contrast vpatireka [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 (I.8ff.), a diffi-
cult situation 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 seem to have been investigated.
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v 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 difliculty
of finding words to praise the Buddha by suggesting stuttering.
There are also many yamakas, ‘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:

sada sadacaravidhayineyine, ksaraksardptapratisamuvide vide;
mahdmahdyapratimaya te yate, namo namorhdya mahdrhate
*rhate.

(I1.70. yamaka)

Hail to the Worthy One, worthy of being hailed and
greatly worthy,

whose pupils always promote good conduct;

To him who knows, having comprehension reliable
for what is perishable and what imperishable,

to you, ascetic, whose great festival (or great joy) is
incomparable !

...samdsamasamo *samaf (II1. 6d) ‘...(you are) unequa-

lled, being equal towards equal and unequal.’ |
(i. e. impartial towards friendly and unfriendly)

pajyapiijyatamam loke, lokapijitap@jitam;

pajarham pijayami tod, pigabhdjam anuttaram. (II1.3)

- Most honourable of those to be honoured in the world,
“honoured by those who are honoured in the world;
I honour you, worthy of honour,
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, Mitrceta 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 might
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wound the unresisting sky, but not pierce this doctrine with
another). A curious section juggles with the sequence 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 well
said in the world comes from your doctrine...” (VII.17). Prais-
ing the benefit conferred on the world by the Buddha in making
the way to nirvdpa 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 permiited here, almost as if by oversight, but far
more contrasts. We have an enumeration yathasamkhya [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
its evils, otherwise borne complacently by those in it). It is
so evil, and nirvapa so peaceful, that even the powerful and
compassionate Buddha was subject to them (i.e. could escape
the evils of transmigration only by attaining nirvaga) (XI11.7).
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 nirodpa by the powerful buddhas ?
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890. Most of the Varndrhavarpa 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 Prasadapratibhodbhava Stotra,
better known as the Satapaiicisatka 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 bril=
liance. This appearance is deceptive: the restraintof 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 stofra 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.
Asvaghosa’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 quite
different: Asvaghosa 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 life
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 nirvdpa), whilst one of them chanted verses from a stotra '

(Schlingloff, Stoiras, 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 be acceptable to all schools,
and we have I-Tsing’s testimony as well as other evidence that
his two major siotras were admired and learned by heart by
followers of the Early schools as well as by Mahayanists.

892. The title Prasadapratibhodbhava means ‘Produced
from the Inspiration pratibhd of Confidence (or Favour)’, i.e.
in the Buddha (or possibly through the Favour of the Buddha,
conferred through his teachings; prasida has a wide range of
meaning, with ‘clarity’ seemingly most original—a meaning
which it retains as a technical term in poetics [189]). 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 bodhisattva 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 vou had in abandoning your life for the sake
of another
Could not be known to (i.e. is inconceivably greater
than that of) living beings who regained their lives
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 Varnirhavarpa, 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
alliteration are much less conspicuous than in the earlier work.

894. Matrceta’s vocabulary is large and he generally .

avoids the clichés 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 scattered
suggestions implying that there is so much more left unsaid.
895. In Ratnasrijiiana’s commentary Rainasri on Dandin’s
Kavyalaksapa we find some verses in the vaméastha metre quoted
“as ‘by Mitrceta’. These are incorporated (pp. 60 ff.) in the
discussion on the concluding verse of Dandin’s first chapter

(on style), which points out that by diligent study people can - - B

participate in learned assemblies and enjoy them even if they -
have very little genius for original composition. These verses
of Mitrceta do not seem to be from any work of his otherwise

known, whether in the original Sanskrit, like the sfoiras just |

examined, or in Tibetan translations, like the works mentioned
below. Ratnajrijfiana quotes twenty two and a half wverses .
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
overcome 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 wunless 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 Ratnajrijfiana places this, it appears as
an argument in favour of literary criticism and the study of
the qualities gunpas [240] of style in writing and speaking, though
it might seem at least equally to justify the study of logic. It
is at present a matter of conjecture what work of Mitrceta’s
these verses are taken from. It may have been a short tract
parikathd 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...

(Ratnasri p. 61)
(‘clarity’ prasada 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 Ratna$rijiina introduces a verse from
Agvaghosa, which we have translated ahove [766], returning
to Matrceta 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 excellent Dragon World 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’ anydpadesa [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 sfofras attributed to him, the
Tibetan collection of Matrceta’s works contains two short
‘tracts’, one on the evils of the present age, Kaliyugaparikatha,
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-
kathd. There is also an ‘Epistle to the Great King Kanika’,
Mahdrdjakanikalekha. None of these seem to be available in
Sanskrit. o

900. The epistle is believed to be his last work, written
in old age. It was presumably addressed to Kaniska III
(distinguished in Tibetan tradition from Kaniska I simply by
the variant spelling, about which the Tibetans were very care-
ful), who succeeded to the Kusina Empire in or soon after

+176 (see Papers on the Date of Kaniska, pp. 333 ff.). The o

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 isa good
deal briefer (there are 85 verses) than, for example, Nagarjuna
was when writing to Satavahana.

901. There is in fact a great contrast between the epistles
of Nagarjuna and Mitrceta.  Nigarjuna 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 Kaniska 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. Matrceta 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.c. gentle;
no doubt with flattering allusion to the claim that the Kusina
Dynasty was a Lunar Dynasty), not like the Sun (fierce, and
a rather popular symbol of kingship).

903. Perhaps a contemporary of Matrceta was Arva
Sira; 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 Maitrceta. Ratnaérijidfna quotes (p. 34) from his
Fatakamala (No. 8, verse 41) as an example of kavya by a
‘Southern’ ddaksinatya (1.e. vaidarbha style) writer, making him -
a pioneer of the style championed by Dandin [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 impossible
(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 Siira is a
different person from Mitrceta but was very nearly contem-
porary with him, perhaps a younger contemporary strongly -
influenced by his style. The comparison is made more diffi~ -
cult by the fact that their extant works belong to different
genres, Matrceta to lyric and Stra to narrative and largely
to prose. A verse by Dharmakirti (47), 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 Sira are available in Sanskri¢, -
his masterpiece the Fatakamdli and two tracts called the
Subhasitaratnakarandakakatha and Paramiidsamasa. They are -
also preserved in Tibetan translations, along with several other _
works ascribed to him, including another tract, the Supathq-
defand or SupathanirdeSa parikatha. 1t is reported that the chap-
ters of the Subhdsitaratnakarandakakatha are also found appended
to the stories of the unpublished Dudvimsatyavadina, a collec-
tion of traditional Buddhist stories thus presented as illustrating .
them (S. Lévi according to D.R.S. Bailey, Satapaiicasatka, -
Introduction p. 12). Presumably Sira was not the author of
this Avaddna collection and the combination is secondary, . = - .
905. The Subhasitarainakarandaka, ‘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
Mahéaparinibbana Suttanta [610], sometimes delivered to laymen '
(e.g. Digha Nikdya 11 85-6, 95) and sometimes to monks (‘é.g, .
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ibid. 91) and there called doctrinal ‘discussion’ kathd, from which
perhaps the idea of a literary tract parikathd later originated.
In form it is poetic, using a great variety of metres and much
imagery, the latter mostly derived from the Tripifaka.

906. Sira begins with exhortations to meritorious action
punya 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 Ratnavali. Perhaps he was one
of the last Sataviahanas (Yajilasri?). Still rarer is 1t to have
been born at a time when it is possible to hear the words of the
Buddha (second chapter), therefore you should scize this
opportunity which may not occur again for hundreds of ages.

907. After these introductory chapters Siira sets out the
various topics of Buddhist ethics for the laity, starting with
generosity dana (IV) and describing some of the desirable
results of meritorious action (V). A great variety of specific
kinds of action 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 trcated,
Sira 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 result 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 of Buddhist
social principles of good conduct or virtue §ila. 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. , - B

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 §ila. Since virtue has
been briefly described already, this more poetic chapter praises
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,
and so on:

It 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 dvesa, the greatest evil), energy,
meditation and understanding, thus completing (with gene-
rosity and virtue) the six ‘perfections’ paramitds 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 kavya.

911. The Paramitasamasa, ‘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 kdpya, but a few
figures, such as rhyme (e.g. IIl.1) and simile, are used. The
style is more elegant and studied than in the ‘Casket of Gems’,
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 (I.1: those who wish to
become buddhas should...; cf. 1.20, V. 36, VI. 65). Only
IT1.29 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
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heaven, aspirations now (I.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 bodhisativa.

912. The chapter (III) 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 driven 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 $ila without it may acquire
the fault of indignation amarsa (11).

915. The Ffatakamals, ‘Garland of Births’, is a campit
narrative [433], with roughly equal amounts of prose and verse,
retelling thirty four of the most popular Fdtaka stories [570,
579]. The critic Ratnadrijiidna (p. 23) gives it as an example
of the campii form. Siira 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 Kayyamimdmsa, p-
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5: ‘Stra’) among the foremost Sanskrit poets. His prose
1s 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.
916. Siira’s stories are selected to 1llustrate 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 were Ajvaghosa’s works. They are more insistently ethical

than those in all their details, though both writers use the full

technique of kdvya writing, including many metres, many figures
of both meaning and sound, rich poetic descriptions and so
on. Siara in fact is more polished in his style, which would

be a natural result of a gradual perfecting of the kdvya 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 buddha 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 orto ascetics, thereby improving his character

through the exercise of the virtue of gener051ty In general, aﬂ

opportunities, even painful ones, to exercise virtues are to be e
welcomed. The virtues chiefly illustrated are compassion,

generosity, tolerance and purity of conduct 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’ samuega recognised by the Buddhists, and ex-
pressly mentioned by Siira 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 Siara’s Jataka
(No. 2) on the famous King Sivi [527], 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 (Mahabharata 111 adhydyas 130-1
gift of his own flesh to a hawk by Uf¢inara, Sivi’s father, a story
afterwards told of Sivi himself by writers such as Somadeva
Kathasaritsagara 1.7.88f.; Fataka IV 401ff. gift of his eyes by
Sivi, as here). We begin with verse 6 describing Sivi:

The [ragrance consisting of his fame (mud) produced
from generosity (rut juice),

was scattered by the wind of the speech of his beggars
(bees);

It removed the arrogance of other kings,
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as that of a ‘scent’ elephant that of other elephants.

(6)

(the words bracketed here are double meanings of those pre-
ceding, appropriate for the elephant simile: the rut juice from.
the ‘scent’ elephant, 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 of other 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_i )
having been satisfied, and because the virtue of his
generosity was thus not ascending he was not pleased.

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 wunderstood: ‘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.’

Then. the Earth shook like a woman whose husband
is dear,

knowing that reasoning of the. King,

Very exalted and based on generosity,

with attachment ceasing even for his own limbs. (8)

Then Sakra King of the Gods, when Sumeru king -
of mountains, radiant with the lustre of various gem‘s,'
shook with the trembling of the Earth’s surface, was
flustered with doubt: ‘What’s this ?—he understood
the excellent reasoning of that King, the cause of the
trembling of the Earth’s surface, and his heart mch-
ned to astonishment as he thought

R
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‘Has this really been reasoned by that King,

his mind uplifted by surpassing joy in generosity,

His constant purpose being the gift of his own limbs,

after girding his loincloth with the resolution of his
generosity 7 (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 with various garments
being broken open, beautiful kinds of carriages with
yokes fixed on the shoulders of well-behaved and 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
admitted near the Lord of Men by the followers of the
Protector of the Earth, he began with 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 of
Sara’s style, including the long sentences, though not the
compounds which make the original compact.

920. Several of the stories in the Fdfakamala are illus-
trated among the Ajantd murals, though the painters were
not always following Siira’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 Siira’s (see Yazdani IV pp. 96 ff.). But in two cases
the Ajanta frescoes actually bear inscriptions, still partly pre-
served, consisting of verses from the Fdtakamala itself, showing
that here at least the painters were supposed to be illustrating
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Stira’s narratives. These narratives are the Ksantividin (No. |
28; cf. Yazadani II pp. 57ff., Allan’s Appendix on the inscrip-
tions) and the Maitribala (No. 8). :

921. In the former (depicted in the small hall on the
left of the portico of monastery No. II), the Bodhisattva is
the ascetic Ksantivadin, ‘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 with
his wives, to enjoy water sports in a lake in the forest, near the
hermitage of Ksantividin. 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 Ksantivadin on
a cane seat with the women listening, and its inscription guotes
his words in several verses from Sira, including this:

Trees are ornamented by flowers,

clouds, slow with rain, by the qualities of lightning,

Lakes by lotuses with intoxicated bees, -

butmen 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 Ksanti-
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. Ower its pamtmg
of this scene the fresco inscribes this verse of Stira:

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 aﬁ‘ec-

tion
looking at the King fallen from v1rtue was a torment
to him. (36)

As he goes off, the King is swallowed up by the Earth, a ﬂammg
chasm opening at his feet. After a final speech on toleratmn,-
Ksantivadin 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 Sira is partly
preserved there, describing Maitribala as he cut off pieces
of . his own flesh to feed the demons:

Through delight in generosity 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 Ratnagrijfiina
(p- 34) quotes a verse from this same Jataka to illustrate
‘Southern’ style kduya, as we noted above, and particularly
to show that it can be ‘soft’ mrdu in quality without being ‘loose’
fithila (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 of water and reddened by the
sunset. (41)

923. Sira’s work was probably widely circulated in
India when in the -5 the Vakitaka emperors sponsored the
building and decorating of these monasteries at Ajanti, so that
there need be no special significance in his narratives being
quoted and illustrated in these Maharastrian frescoes. But
‘Southern’ or vaidarbha in Indian criticism means of Maharastra
or part of it (Ajantd lies among the mountains on the South
West border of Vidarbha, and Vatsagulma is not far from it),
thus it 1is possible that the Vikiataka officials and painters

(*so Ratna$rijiiana reads; Kern’s edition has ‘drunk’)
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were consciously honouring a famous writer of their own
country.

924. Ra,tnasrljnana quotes two more verses from the
Fatakamals. In explaining (p. 59) Dandin’s remark (I1.104) °
that inspiration prafibhana results from qualities which are
‘traces’ vdsands 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)

This is the first verse of Stira’s Matsya Jataka (also 111ustrated
in Ajantd monastery XVII, Yazdani IV 78f.,, but not nece-
ssarily from this version).

925. To illustrate Dandin’s argument (IT1.179) that a
‘fault’ dosa may sometimes be transformed into a ‘guality’
guna, Ratnairijiidina quotes (p. 274) this from the Sresthin
Jataka of Sira: '

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 Sira has used the contradiction with good effect
(cf. the figure contradiction [231]).

926. The anthologist Vidyakara quotes from Sira in
his collection of verses on bad men (1292 in the Asant
Vrajyd): ‘ .

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,
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there he carries on with this uplift calmed, as if
well-behaved and humble. (33.4)

‘This is from the Mahisa Jataka, also illustrated in Ajanta
monastery XVII (Yazdani IV 81). Vidyakara also has a
verse (1698) of unknown authorship which praises several
famous writers, including Siira for vifuddhokti, ‘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 Siira’s prose we may read
the beginning of the Mahakapi Jataka (No. 24), again illus-
trated in Ajanta XVII (Yazdani IV 53f.):

The good are not tormented 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 brilliant and surprising
cosmetics consisting of various ores, with a beauty of
forest thickets as if a cloak made 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 as a
ready source of meat. The monkey escapes with a wound in
the head and, full of compassion, still helpsthe wretch to find
his way back towards the nearest village, grieving only over
the man’s evil life and probably worse future.

928. The style of the prose parts of the Fatakamdili re-
presents for us that of a whole period from which very little has
survived to show the development from the generally simple
and unadorned style of traditional story telling to the later
kavya 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 Siira 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-
tous events are described (e.g. in the Mahaparinibbana Suttanta
[610]). Siara 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 Siira, 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 RKundle fatakae [611]
and (nearer Sira’s time) the inscriptions of Pulumayi II
(whom we have provisionally taken to be ‘Satavahana’ him-
self) at Nasika, in Prakrit, and of Rudradiman (a Saka gover-
nor of Ujjayini, nominally subordinate to the Kusanas) 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 kdvya rather than to everyday prose. The Rudradaman
inscription actually praises the style of this royal kawi for the.
qualities gunas of being clear sphuta, sweet madhura, gracious.
kdnta, etc.

929. Now Siira 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. S
His descriptions are short and to the point, yet sufficiently - .
full to give distinct and circumstantial pictures. Later 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. None of this is to be found in Sfiraz -
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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 of words and images,
with the longest possible compounds, of which we can find
examples in some of the earlier prose before, and even after,
Sara’s time.

930. The verse and prose parts of this camp@ 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 usually in verse. In
the verses Siira 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. Sira 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 4400 onwards than is Agvaghosa.
Comparison and contrast generally underlie his figures of sense,
as with Matrceta, and especially the surprising contrast, some-
times the equally surprising comparison:

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 clauses (‘as ..’ and *s0...”) in the Sanskrit, an ambiguity
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in the grammatical construction which can be understood
cither 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’ tulyayogitd [223]. since the
effect is the same on both parties. '

932. The simultaneous word play is characteristic of
Stra, who is fond of repeating a word in different senses or
with a different significance, in fact of the internal rhyme
yamaka used freely (i.e. not necessarily at definite points in the
verse or clause). Yet he is much less addicted to word play
than Advaghosa or even Matrceta, 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 Stira with a warning from one bird (wild goose)
to another about the falsity of the human heart, advising him
to keep away from men: '

In general beasts and birds express what is in their
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 siotras
perhaps a little later than Matrceta’s time, recovered in a
fragmentary state from Central. Asian manuscripts. Frag-
ments from a hymn of a hundred or more verses in praise of thej .
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Buddha are- chiefly remarkable for being in the extremely
complicated udgatd metre [752] (after which Schlingloff has
named them: Fragment F), which, however, is used already
in the Pali Canon. It occurs there alongside the even more
complicated, but similar in having a different structure in each
line of its quatrain, wpasthitapracupita [584]. We are inclined
to see in this kind of thing a metricai tour de force, but we
really know little of the use of this highly musical prototype of
the medieval fdlavrttas of Apabhram$a, 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)

934. We at lcast know the title of the Munayastava
{(Schlingloff Frag. G), 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 f...")
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 all conventional 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 the rare krauficapadd metre (Schlingloff’ Fragment 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
Aﬁgulimﬂla, a fierce demon, a dragon and a maddened ele-
phant (all from traditional legends). The krauficapada is or.=
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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 Schlinglofl' restores
as Rahulastava (Fragment D) is again in vakire, but a little
more original in wording than the Munaya. 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 the
evils and miseries of the world. The significance of the title
‘Rzhula’ 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 Agvaghosa could perhaps be
regarded as a forerunner of the gaudiva [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 Magadha [733, 756]. We might look
in the Seven Hundred Songs for a Maharastri origin of the
other widely recognised old style, the wvaidarbha, Vidarbha
being a province of Maharastra [830]. Sira 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, Ratnairijiiana [903, 922-3], though his date
is only approximately known. It is not unlikely that Sara
was a writer of Maharastra,

938. However, as was noted in Chapter IV in discuss-.
ing the styles ritis [238], the first great kdyya known to have
attained recognition as a model of this style was the ASmaka-
vamsa, ‘History of Aimaka’ (or ‘Dynasty of Afmaka’), Asmaka
being another province of Maharastra (South of Vidarbha).
We are given this information by a much earlier critic than
Ratnasrijiiana, 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 zaidarbha siyle, by the
early reference to it, probably as a pioneering work, and by
considering what its subject might have been. A Dynasty
of A$maka could have described the Satavahanas, or it might
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have celebrated the Abhiras, since there is a tradition that
Sidraka was born in Agmaka (Krishnamachariar p. 572).
It would probably not have been composed after the fall of the
dynasty it celebrated. ‘Satavahana’ (‘Hala’), whom we have
provisionally identified as Pulumayi II, is in the Maharastri
novel Lildvai called King of Asmaka (the editor, A.N. Upa-
dhye, interprets Prakrit Asaya in verse 46 as A$maka—p. 329).
The evidence 1s slight, but the Lilgrai relerence may perhaps
incline us to accept the identification with the Satavahanas.
In this case we may conjecture that what was regarded as the
first great kdvya in the vaidarbha style was wrilten in the 2.
Our conjectural date for Siira, 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 ‘_ﬁnanimous,‘opinion of modern readers ascribes ‘to Bhasa
~ have been. preserved for us in a few manuscripts in Kerala
"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 known from old critics to have written
" a play bearing the title of one of these plays, together with the
fact of the apparent uniformity of style running through the
whole collection of plays. A prominent feature of these plays
is their opening words (a stage direction) : if we compare them
with the practice of Asvaghosa as reported by Dharmakirti
[723] we find the first two words, indicating that the author’s
text is to be connected with the piirvarasiga, 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 pirvaraiga. |

- 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 Afvaghosa and the later
‘standard’ plays, which harmonises with the known period in
which Bhiasa 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 Blidsa, by some anonymous dramatist. Our hypo-
thesis, however, receives strong support from the Dharmakirti
quotation of Afvaghosa, 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 with 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 (Svapnavisavadatta, sthapand), the two sen-
tences quoted by a critic (Sagaranandin, Ndfakalaksanaratna-
kosa, 1205-6, as from Svapnavisavadatta and being words of the
producer), though not found in the extant text, fit very neatly
and satisfactorily before the bare exclamation ‘Very well !
I know’ which the manuscripts give the producer before verse
2. Other missing quotations may have 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 Panini became
accepted as rules’ absolutely binding on any self-respecting
writer of Sanskrit and before the use of Maharastri [178, 769]
in the drama. The Prakrits used appear intermediate in date
between those of Ag$vaghosa [720-1] and those of Sidraka
[1184], Kalidasa, etc.

942. Bhasa, the famous drameziist mentloned by a series
of classical writers and critics from the 45 onwards, lived some
time before Kalidasa, the first known to name him, in whose
day he was a classic whose works held, perhaps dominated,
the stage [1377, 1386]. Siidraka (437 [1156-8]) seems in
his Mrycchakatika to have enlarged thé Daridracarudatta of our
collection of plays, with new subsidiary action [1182]. The
reference by Kaélidasa might put Bhasa’s date at least as long
before his own time as we may think necessary for the dcquisi-
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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 Daridracdrudatia, there would be no
difficulty in placing him about the-+2, to satisfy all the various
indications. Stdraka 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 43, the
author of the Mycchakatika 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 author, 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 Kusanas, 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 rdjasimha, occurring in the final benedictions of
several of the plays, referred not just to any ‘king-lion’ but
alluded specifically to the Saka Rudrasimha I, who ruled
during the last quarter of the 4-2 (as to other Sakas with names
ending in —simha, we have Visvasimha ¢. +280, Rudrasimha
IT in the early+4 and the ill-fated Rudrasimha III briefly at
the end of that century). This is no more than a plausible
conjecture. The date, end of the -2, thus suggested for
Bhiasa 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 Bhisa’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 secemed 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 Bhasa
description is always brief, the lyric verses few, unpolished and
simple. Incidents follow rapidly 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 kdvya scholarship as survived the Muslim
persecutions in the North was confined to private reading and
study: it was natural that the panditas 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 Bhisa, 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 Ndipasdsira [320]. There are his-
tories natakas, fictions prakaranas,heroic plays vydysgas, a tragedy
utsrstikanka (perhaps two) and a light play nati. A three act
play is difficult to classify under the standard theory, but should
be a cooperation samavakdra 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 Bhiasa, to be discussed in the
next chapter, including the types satirical monologue bhana
and comedy prahasana. An old street play »ithi which one
modern scholar has suggested might be by Bhisa 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 Bhasa for his heroic plays and
tragedies are all taken from episodes in the Great Epic Maha-
bharata [ 518, 525]. Two heroic plays deal with the sending
of envoys by the Pandavas, or by Krsna, 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. Krsna here is already the incar-
nation of Visnu (Nardyana): when sent, in the Diitavikya,
‘Speech of the Envoy’, as the peaceful envoy of the Pandavas,
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. Krsna tries to propitiate
him with words of conciliation sdman [141], but Duryodhana
rejects the idea that the Piandavas 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
Krsna, but the god appears everywhere at once and cannot
be touched. Krsna 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 Visudeva
(Krsna), framed within 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 €nvoy’s divine power and speaks politely: o

e e

e
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DURYODHANA. Sir envoy ! —

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 Advins:

are they and their dependents all well? (19)

VASUDEVA. Thisis befitting in Gandhari’s son ! Indeed
yes, all are well. Yudhisthira and the Pandavas 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

inheritance be shared.” (20)

DURYODHANA. How now? Inheritance?

My uncle (Pandu) as a consequence of hunting in the
forest

| caused offence and met with a sage’s curse:

a - 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
past:

Vicitravirya the sensual met with calamity
through consumption—however on Ambika

Vyidsa begat Dhrtarastra:

how did he, your father, obtain the kingdom ?  (22)

No sir |—

Thus by increasing their mutual opposition

the Kuru family will quickly become nothmg but a
name, O king !
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Therefore you ought to cast away your anger
and do what Yudhisthira and the others affectionately
request you. (23)

DURYODHANA. 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 socon use force

—or else, as they fancy, let them enter a hermitage for
calm, frequented by those with calmed thoughts !

(24)

948. In the second play, the Dataghaiotkaca,'Ghatotkaca
as Envoy’, Ghatotkaca in the midst of the battle, but during
a lull, is sent to Duryodhana by Krspa. 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 Krsna and the
Pandavas 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 praiijid [199] to avenge the death of his son
Abhimanyu, and Ghatotkaca brings Krsna’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. (435)
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SAKUNI.

If this Earth could have been conquered

merely by speeches

If it could be, in many speeches

the killing of the nobles has already been done !  (44)

GHATOTKACA. Oho! He has changed his nature !

Give up the dice, O Sakuni! 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 of
fierce strength ! (43)

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 Yudhisthira 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’ Pandava brother Bhima.
The two do not know each other and Bhima intervenes to save
a brahman family from the half-demon Ghatotkaca. Then
Bhima recognises his son but tests him in fight. Finally Bhima
agrees to go to Ghatotkaca’s mother, thec demoness who craves
human flesh, and all ends happily, Bhima 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 mcans of uniting the
unknown son of a demoness raksasi with his father (who had
encountered her in a previous episode, described in the Epic).
In the Epic, Ghatotkaca fights alongside the Pandavas in the
final battle and dies heroically. It is noteworthy in this heroic
play that the fight takes place on stage.

'950. The tragedy Urubhaiiga, ‘Breaking of the Thighs’.
known also as the Gadayuddha, ‘Mace Fight’, shows Duryodhana’s
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death [329]. It is the climax of the great battle. Let us
sce, by way of example, how Bhisa 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 proiogue sthdpand as follows:

PROLOGUE
Then the producer enters at the end of the opening benediction.
PRODUCER.

With Bhisma and Drona as its banks, Jayadratha the
water, the King of Gandhara a lake,

Karna, 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 Krsna: 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 somecone speaking. Well let me see—

Off stage. ‘It’s wus, 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 kingly
elephants:

~ men surge about, touchstones for each other’s heroism,

(2)
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PRODUCER. . My friend, don’t you understand ? Of
Dhrtarastra’s party, devoid of a hundred sons and his
plans, only Duryodhana remains. Of Yudhisthira’s
party only the Pandavas themselves and Krsna remain.
(The field of) Samantapaificaka being covered over with
the bodies of kings:

This battle with slaughtered elephants, horses, kings
and soldiers,

like a painting crammed with mixed together figures;

—Now the fight between Bhima and Suyodhana*
has started '

the soldiers have entered this one house of death for
kings. (3)

[ Exeunt.
END OF THE PROLOGUE

951. SUPPORTING SCENE viskambhaka [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,

—1in battles, the heroes’ home of men is the hall for the
self-choices 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 ‘battle’, the
transit to the sky for kings. (4)

SECOND. You speak properly.

The mountains of the earth are 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 Pandava is seen with his limbs
watered with blood from many blows:

With blood pouring forth 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,
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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), Yudhisthira
thinks all is lost and Duryodhana mocks the ‘miserable’ enemy
whom he has struck down, proudly disdaining to hit him again
while he is down. At this critical point Krsna, 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 mace 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 Krsna’s sign

Pandu’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 final battle is won through a series of
underhand tricks: Duryodhana himself, however, had seized
the Pandava’s kingdom by deceit, so that this may be regarded
as poetic justice. The Pindavas 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. .

652. Duryodhana with both his thighs broken drags
himself out of the line of battle. The divine Baladeva (Krsna’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 Krsna’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 wunfair
trick ‘...if you comprehend that I was beaten by deception,
then I have not been beaten (34)...1t is Harn (Krsna) who
has taken my life, entering Bhima’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 uisrsiikanka 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 (Dhrtarastra’s Queen). I am alive
through my wretched fate.
TWO QUEENS {(of Duryodhana). O King! O
~ 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.

L}
3
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954. The Emperor now prepares to die, telling his
family to seek reconciliation with their enemies, but his brahman
general Agvatthaman 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’. Dhrtarastra and Ajvatthaman
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 Karnabhara, ‘Karna’s Task’, or Kavacadana,
‘Gift of Armour’, seems also tragic and might perhaps be
classed as a tragedy, alternatively it is simply a heroic play.
It stands near the border line between the two types. XKarna,
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 to
Heaven. Then the god Indra, disguised as a brahman, appears
and asks Karna 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
Ghatotkaca and Karna 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 Karna’s indicate his conflicting, hopeless feelings and heroic
resignation. With similar economy Duryodhana’s implacable

hatred and fatal obstinacy and blindness are sketched in the
two episodes with the envoys.
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| 957. The three act play Pasicardira, ‘Five Nights’, possi-
blv intended as a ‘cooperation’ (the Najyadistra’s only type
having three acts), otherwise a ‘contention’ [346], is also
based on an episode from the Mahdbharata. The Pandavas

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 Pindava heroes, primarily Arjuna,
in Matsya service. Bhima captures Arjuna’s son Abhimanyu,
who had been left with the Kauravas. :

958. The dramatic tension is increased by Duryodhana’s.
vow pratijfid in Act I, on the occasion of an important sacrifice,
to give back half his realms to the Pandavas if news is brought
of them within five days. The whole of this act is an argument
among the Kauravas, and their brahman advisers and teachers,
over whether to give the Pandavas their share of the inheri-
tance. The wise old Kaurava Bhisma, Duryodhana’s great
uncle, eventually proposes the cattle raid, in the secret hope
of bringing the Pandavas to light within the stipulated time,
Jafter hearing news which leads him to suspect their whereabouts.
In Act II the cattle raiders are defeated and in Act II1 their
suspicions about the nature of their mysterious foes are confirmed
when an arrow bearing Arjuna’s name is brought to Duryo-
dhana. The five days have not yet elapsed and Duryodhana,
when finally convinced agrees to fulfil his vow (III.15).

- 959. Thus as requlred 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 Pindavas 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 Piandavas. 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 Ndfya-
§dstra 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 Pandavas as the joint heroes, since they were
supposed to be divine incarnations. Perhaps this play was
rather an experiment by Bhésa to adapt the narrow, and pro-
bably already obsolete, samavakira form to wider applications,
not restricted to the properly religious field but extended to
cover the epic. The Vedic metres, prescribed by the WNatya-
Sastra (Kasi XX.80; Baroda XVIIIL.76) and presumably found
in the ancient samavakdras, 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, II
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 $ikharini, $ardalavikridita and suvadand. Tor 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. (1.5, Sardalavikridita)

We do not in fact know Bhiasa’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 we have here to
recognise a sallapa, ‘contention’, a secondary type unknown to
the Nagyasastra but described by later theory [346] and men-
tioned by an early dramatist, Bodhdyana, who may not have
been far removed in date from Bhasa [1085]. Bodhayana
puts the salldpa among the main types, the number of which
he raises to twelve, adding also the wvgra [347] (Bhagavada-
Jjukiva, sthapand). The requirements for a salldpa 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 samavakdra. There seem to be no other
sallapas extant for comparison.

962. Here in the Paidicaratra Bhasa has again greatly
altered the Mahdbharata episode in working out his plot. In
the Epic there is no question of Duryodhana agreeing to give
up half his empire to the Piandavas: when necgotiations 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 Pandava’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 Rudrasimha 1 (Das indische Drama, §61).
In fact there was a feud between Rudrasimha and his nephew
Jivadaman, with the temporary ascendancy of the latter in
- 188 to 4 190, after which Rudrasimha regained the supreme
authority (as mahdksatrapa). 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 Rudrasimha I remains in the realm of conjecture.

964. The remaining plays in this collection are more
substantial. The most famous is the Dream Viasavadatta
Svapnavisavadatta, a nitaka in six acts elaborated from the
Udayana legend. It in fact deals with the same part of that
legend as Subandhu’s Vasavadatia Natyadhard [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 Udayana at the
Magadha court dreams of his lost Queen Vasavadatta, or thinks
he does, hence this is the ‘Dream’ play on Vasavadatta. How-

e e, s
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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 Padmaivati
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 isin 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. Vasavadattd 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 Padméavati. The play is a fine study of Vasavadatta’s
emotions in this situation of self sacrifice, in which she is con-
soled by Udayana’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 Rajasckhara’s verse
quoted by Jalhana, 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 Yaugandharayana 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. Sigaranandin,
however, quotes (1205 ff.) from what seems to be simply a
fuller version of the same Prologue, where the producer before
withdrawing tells us that Yaugandharayana, 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 prayogatitaya,
indicating what he is doing, another form of leading in. The
variation is a minor one but a useful indication of the state of
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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-
dhariyana 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
Yaugandharayana 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 Yaugandharayana speaks a verse which indi-
cates the seed bija [123] 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.  (1.4)

967. Again they are told to make way and now Yau-
gandharayana sees a chamberlain kaiicukiya (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 Visavadatta,
after causing Udayana to believe that both of them are dead.
Yaugandhardyana 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 gifis
to the ascetics: Yaugandhardyana 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 aydse 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 Lavanaka, where the dis-
astrous fire took place, and reports the death of the Queen
and the ensuing despair of Udayana, which Viasavadatta
is not displeased to hear though she must try to conceal her
feelings. From Yaugandhardyana’s point of view the plan
is developing well, not least in that Padmavati’s interest in
Udayana is being aroused, and the minister Rumanvant is
reported to be taking good care of the despairing King. Every-
thing now depends on Rumanvants’ successful carrying out
of his share of the ministers’ secret plan. Yaugandharayana
withdraws and the chamberlain concludes Act I with a verse
describing the sunset.

969. Act II takes place in the gardens of the palace
of the King of Magadha (Darsaka), near a pavilion with
madhavi creepers (the madhavi, 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 Viasavadattd that Padmavati loves Udayana. Viasava-
dattda 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 Rumanvant), but King Darsaka likes him and has there-
fore offered his daughter to him. Viasavadattd 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 Udavana, who was supposed to have loved his late
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wife so much. She is comforted by being told that Udayana
took no initiative in the matter: it was Daréaka’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. Vasavadattd aside ex-
presses the darkness in her heart, increasing with the haste of
the preparations.

970. In Act III Viasavadattd has escaped into a plea-
sure grove in the same gardens and reflects on her unhappiness.
Her 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.

971. In an introductory scene to Act IV the jester and
a maid discuss the wedding, the jester happy because of the
feasting. The jester goes to find Udayana. Padmavati
enters the pleasure grove with her train, including Vasava-
datti, the main ceremony apparently having been completed.
As usual the maids talk about Udayana. One suggests Padma-
vati ask him to teach her the vind (everyone knows that he taught
Viasavadaitd). Padmavati says she has already spoken of it
to him, but he said nothing. She infers that he was remember-
ing Viasavadattd and only restraining his tears in front of his
new bride. If that were true, Vasavadatti reflects aside,
she would indeed be fortunate !

972. Then Udayana and the jester enter the grove,
looking for Padmavati. 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, Padmivati
withdraws into the Madhavi Pavilion. The jester notices
that the Sephalika flowers have been picked from some clusters
and infers that Padmavati has passed that way. Udayana
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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. Réama-
candra and Gunacandra quote (Ndfyadarpana p. 74) as from
‘Bhisa’s Svapnavdsavadatta’ a verse which belongs here. Udayana
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’ anumdna 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’
liiga, 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 Padmaivati. Udayana is very reluctant to discuss
this, but eventually admits that, though he esteems Padmavati
highly, he still loves Vasavadattd. At last Visavadattd is
really consoled: she has received the wages for her exhausting
part. We understand that this guarantees her complete res-
toration, if Udayana is victorious. Even Padmavati approves
this ‘amiability’ daksinya of Udayana. A good woman, no
doubt, approves such tenderness in a man even if it scems on
the surface to contradict her own interest: she admires him
more for it, thinking him worthy of love. Asa result of the
further chatter of the jester, Udayana momentarily 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 Vaiasavadattd suggests that Padmavati should
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join Udayana, herself retiring. When Padmaivati goes to
Udayana 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 Vimana 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’ vydjokii (not found in any avail-
able earlier critical work, though Vimana notes that others
have described it under the name ‘deceitful expression’ mayokti) :

Through the pollen of the kdsa (grass) flowers
pale as the autumn Moon,

Blown into it by the wind, O passionate girl !
—tears are running down my face. (IV.7)

The jester reminds Udayana of the afternocon reception being
given by King Darfaka and the importance of increasing the
affection of his friend, and they leave, Udayana 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 ‘Sca 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

el
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as if dreaming mutters ‘Alas, Vasavadatta !’—and she realizes
who it is. She lingers by him, though afraid of upsetting
Yaugandharayana’s task of carrying out his promise or vow
(to restore Udayana to his kingdom). She touches Udayana
and even talks with him a moment as he speaks to her, slowly
awakening from his dozing. He imagines sheis 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. Vaiasavadattd knows she must 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; Udayana says:

If indeed this was a dream,

it would be fortunate not to wake up again;
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 Dar§aka to
Udayana that the armies are deployed to fight Aruni (King
of Paiicila, Lacote, JA 1919, 511) and that he is urged to come
out: Vatsa will be reconquered. Udayana goes to "fight his
enemy. - -

977. Bhoja in his Srigaraprakasa (11 p. 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 really 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 [126], make it clear
that we are in Kau$ambi, the Vatsa capital, after the victory
(‘mixed’ means that there is a ‘middle’, Sanskrit speaking
character, namely the chamberlain, as well as a ‘low’, Prakrit
speaking character, the portress). The scene isthe Golden
Gate of the Suyamuna Palace. King Mahisena of Avanti
(Vasavadattd’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 Vaisavadatta. These
she had had painted in order to celebrate with them a formal
wedding, in the presence of the fire, of Udayana and Vasava-
dattd, who had eloped from Avanti. Now she sends them in
memory of Vasavadatta.

979. Padmaivatl at once sees that Viasavadatta in the
portrait closely resembles her ‘Avanti Lady’ and tells Udayana.
He asks for her to be brought. Yaugandhardyana still dis-
guised enters, with trepidation, for it is time to reveal the truth.
Udayana 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 Yaugandhardyana 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 Nd¢ya-
§astra principles outlined in Chapter II1 we appear to get the
following quite straightforward results. The objective kdrya
is the restoration of Viasavadatta 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 (I.4).  The continuity
bindu is provided by Udayana’s continually remembering
Vasavadatta through the acts of the play (I: his despair at
her ‘death’; II: he took no initiative in the Padmavati intri-
gue, thus hinting at his continued love for Viasavadatta; III:
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
scenc; VI: the actual reunion, sealed by the approval of the
King and Queen of Avanti and news of the formal wedding
ceremony of Viasavadatta, since until then Udayana appa-
rently had believed that his old enemy Mahésena was hostile
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to the match). All this is presented through Vasavadatta’s
experience, her sufferings, though her own réle in the action
is only to remain hidden. The sub-plot patdkd is the securing
of the alliance with Magadha through the marriage of Padma-
vatl. 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 Udayana is restored in his kingdom. Yaugandhara-
yana can bring Vasavadattd 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
Vasavadattd’s honoured status as Udayana’s first consort is
made clear. An instance of an intervention prakari might be
seen in the appearance of the young ascetic in Act I bringing
Yaugandhariayana news of the development of the plan.

981. In an analysis by ‘stages’ or ‘situations’ avasthds
we find the commencement arambha depending on the seed
(I.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 attainment praptisam-
bhava where Vasavadattd learns that Udayana still loves her
(Act IV), the certainty of attainment of the fruit niyatd
phalaprapti perhaps in the Dream scene (Act'V) and the attain-
ing the fruit phalayoga where Vasavadatta is united with Udayana
in Act VI.

982. The opening mukha conjunction sandhi occurs with
the production of the seed (I.4) and perhaps with it the
appearance of Padmavati as the means of producing Udayana’s
victory. The re-opening pratimukha would be the simultaneous
arrangement of the marriage of Padmaévati and report that
Udayana himself did not initiate this, indicating his real love
for Vasavadatti. The embryo garbha will be when Vasava-
dattd hears from Udayana himself that he still loves her (Act
IV). For the obstacle avamarfa or pause vimarfa 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 Yaugandharayana makes his revelation in Act VI by
asking for the return of his ‘sister’. The hazard of the Drecam
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scene, the danger which Vasavadatta saw, in her fear of upset-

-ting Yaugandhardyana’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 total action and do
not fall apart as unassimilated constituents. Learning this
is the value of analysis, not finding a mechanical scheme.

984. Saraditanaya (238ff.) gives as Subandhu’s a
classification of ndfakas into five kinds, one of which is the
‘calmed’ prasanta [165]. This has a set of conjunctions pecu-
liar to itself, though there are still five (the ‘full’ pirpae kind has
the regular Natyafastra conjunctions). The ‘calmed’ play is
said to have mostly ‘calmed’ aesthetic experience rasa and the
‘expressive’ sdttvati mode urtti of stage business [181]. Saradi-
tanaya ‘then gives the Dream Vasavadatti as an example of
the ‘calmed’ kind (Subandhu being apparently very ancient,
the illustrations seem to be from a theorist Drauhini also named
by Saradiatanaya here). An analysis of this play is then offered
according to the conjunctions of a ‘calmed’ play. These are
called ‘trust’ mydsa (or ‘deposit’), ‘germination of the trust’
nyasasamudbheda, ‘expression of the seed’ bijokti, ‘showing of
the seed’ bijadarfana and ‘non-mention of the consummation’
anuddisiasamhara. The last of these refers to the limb consum-
mation of the kdvya, Kavyasamhara, 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, Vasavadattd’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 Padma-
vati has been seen specially adorned (presumably anticipating
‘her marriage in Act III); it corresponds to the re-opening.
- It is possible that this refers to something missing from the
modern text of the play: if Udayana recognised the garland
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made for Padmavati at her wedding, as being like those made
by Vasavadattd, 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 III. Saraditanaya’s text is
. not at all clear as regards the connecting of his references to
the play with the conjunctions these exemplify.

986. The ‘expression of the seed’ is Udayana’s agitation,
apparently when the jester in Act IV brings out his feeling for
Vasavadatta (IV.5). The ‘showing of the seed’ is when
Udayana sees, touches and talks with Vasavadatti in the Dream
scene. Finally, verse VI. 3 is quoted: ,
My love long asleep
has been awakened by the wvipg,

But I do not see that Queen
to whom Ghosavati was dear.

Ghosavati is the name of the zipa on which Udayana gave
lessons to Viasavadattd before their elopement. Udayana has
it with him during his first appearance in Act VI, after the
return to Kau§ambi: he has long neglected it, but brought it
out perhaps at Padmavati’s suggestion (cf. Act IV). Itis
not clear, but seems to be intended, that this represents the
final conjunction according to this analysis. Soon he dnes
see Vasavadatta.

987. A ‘calmed’ play is further required (Saraditanaya
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 II. 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 Vasavadattd 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 Padmavatl could
not have been brought about.

988. Very different is Abhinavagupta’s adducing of the
' Svapnavisavadatta (L. p. 39) as an example of a drama which
is playful in content (has kridé). 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 II 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’ lalita hero [99], contrasting with the stern and
‘exalted’ udatia Rama and other types.

989. Sigaranandin (2826f.) has a further note rele-
vant to the Dream Viasavadatti. The sensitive experience may
stand in relation to any of the three ends of life, virtue,
wealth and pleasure (2821f.). Udayana marries Padmavati
for wealth, in order to recover his kingdom. e marries
Visavadattd 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 [115].

990. Yaugandhardyana’s Vows Pratijiiayaugandhardyana
brings us another Udayana 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-
dattd, with whom he forms a liaison during his captivity.
Udayana’s minister Yaugandharayana is the hero of Bhisa’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), Yaugandharayana takes a solemn vow
to release his master. To carry this out he goes to Ujjayini
in disguise, with 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 Kau$ambi (the capital of Vatsa)
is here except the wall and the gateway’”. Meanwhile Udayana
has started his intrigue with Visavadatta and the minister
has to take a second vow: to carry her off as well. Yaugandhara-
yana himself, disguised as a lunatic, is captured in the final
affray, but Udayana escapes with Visavadatti. The captive
minister, filled with pride and glory in his success, is carried to
Pradyota’s pa.lace expecting death: however, Pradyota acquies-
ces in the marriage of his daughter and all ends harmoniously
with honours bestowed on Yaugandharayana.

991. In this play there are four acts, so we should pre-
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sumably regard it as a nafi (or natikd), ‘light play’ [339].
The elopement theme might indeed suggest that Bhasa is here
bringing the ‘rape’ ihamrga [ 334], likewise a four act type, into
a less religious subject matter, but it is probably a more accurate
Judgment to classify Yaugandharayana’s Vows as a forerunner
of the later natikas. In fact the secular najika of palace intrigue
very likely displaced the old ihamrga, with its mythical stories
of goddesses and nymphs, in popularity. The romantic Udayana
appears in some later ndfikds. ‘There would be plenty of
scope for interludes of music and dance in Yaugandhardyana’s
Vows, if that were requisite in the production of a ndfi, as
described in the Natpasastra (XX.61-2 Kasi) and as one of
the secondary types of drama. For example Udayana and
Visavadattd do not actually appear in the text of the play,
but their meetings in Ujjayini, contrived under the pretext
of Udayana giving the Princess music lessons, he being a brilliant
vipd player (this is the traditional story, Bhisa does not give
these details in his play), would offer ideal material for such
interludes. .

992. The four acts are arranged as follows. The. Pro-
logue leads into Act I by parallelism avalagita [139]: an actress
asks the Producer to send a man to obtain news of her relatives
and he hears off stage Yaugandhardyana likewise preparing
to send a man. The scene 1s Kausdmbi and Yaugandhara-
yana, 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. Itis too late: Hamsaka,
a survivor from Udayana’s guard, is brought in before the letter
is ready. He reports at length how Udayana, in an elephant
forest far away beyond the Narmada River, was decoyed away
from most of his army and ambushed in {ront of the dummy
elephant. Most of the men with him were killed and he was
captured after being wounded. The Avanti minister Salanka-
yana himself sent Hamsaka back to report in Vatsa. Most
of this act is taken up by the long report, with Yaugandhara-
yana’s comments making it more dramatic. The critic
Bhimaha possibly refers (IV.391L.) to this play when criticising
an account of the fighting similar to Hamsaka’s. He thinks
it inevitable that Udayana would have been killed in such- a
fierce struggle, his enemies enraged after he had killed -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-
Brhatkathd. The Bhasa 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 Silankiyana
came up and ordered them to stop.

993. When the report is concluded Yaugandharayana
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, i1t 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 Krsna Dvaipayana himself [532]. The dress is brought.
to Yaugandhardyana 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) act’ aikdvatdra.
[126], in fact to Act III. Yaugandhariyana 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 bear fruit when started in the right way.
(I.18)

994. With Act II we are in Ujjayini: Mahéasena 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
of Udayana by Salankidyana—which at first he refuses to believe.
Udayana is an enemy and had therefore not sent any emissary..
He is proud of his Bhiarata ancestry and his knowledge of music.
The Queen thinks such qualities are desirable but Mahasena.
dees not like his independence. He gives orders that the
wounded Udayana is to be carefully looked after, nevertheless,
and begins to feel some sympathy for him.




DRAMA IN THE-- 2 : BHASA 293

995. Act III brings us Yaugandhardyana in Ujjayini
disguised as the lunatic, with Rumanvant 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.
Yaugandharayana wants the jester 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 Nalagiri will be made wild,
so that Udayana, an expert with elephants, 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 Yaugan-
dhardyana 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, ie. to abduct his daughter. Yaugan-
dharayana 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 will hear
none of this and makes his second vow (II1.8): he will arrange
for Udayana to abduct her. They disperse, resuming their
wild behaviour.

996. In an introductory scene to Act IV a drunkard
appears, who turns out to be the man responsible for looking
after Vasavadattad’s elephant. A soldier finds him: the elephant
is wanted. After a long rigmarole the man explains that he
has pawned the elephant to buy liquor. But in reality he is
one of Yaugandharayana’s secret agents, who has insinuated
himself into Mahéasena’s service. He has taken the elephant
to Udayana. As the two argue, there is a sudden uproar:
Udayana is escaping and all the Vatsa agents are in the streets
fighting off the Avanti troops; the man rushes off to join them.
In the Act proper Yaugandhardyana is brought in a prisoner:
his men have been overwhelmed but his vows are accomplished
and Udayana with Visavadatta is far away. The Avanti
minister Bharatarohaka enters and takes charge of the prisoner,
finally the chamberlain brings the news that Mahisena has
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decided to approve the marriage of his daughter to -Udayana.
It will be celebrated with paintings (the exact agreement with
the Dream Vasavadatta is important as confirming a common
authorship: some of the 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) nataka. Thus Sagara-
nandin says (2737f.) 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 (III pp. 52ff.) the limbs of the obstacle from a light
play, the Ratnavali of Harsa (7). Bhoja (Srigaraprakasa I1
505ff.) manages to illustrate all 64 limbs from this same light
play. Bhattanrsimha in his sub-commentary on the Dafariipaka
(p..157) attempts a compromise by saying that, since there
are only four acts, the pause will be very small in a light play.
In Yaugandhardyana’s Vows we may find the obstacle con-
junction in Udayana’s affair with Viasavadattd, reported in
the second half of Act III and leading to the second vow.

The other four conjunctions seem to occur precisely in the four
successive acts.

998. The Avimaraka, ‘Sheepkiller’, is a prakarana, ‘ﬁctlom
in six acts. [Its plot is perhaps adapted from an mc1dent_al
story in the Brhatkathd (Kathdsaritsigara XVI, but there is no
guarantee this is from the original Brhatkathd). The hero
and heroine are mentioned in the Kupala Fataka [611], the
latter as a faithless woman with several lovers (fataka V 424f.).
There is no trace of such a story in this play. The hero, Sheep~
killer, is the bastard son of a Queen Sudarfani of Kasi, his
father being Agni, the God of Fire. The boy was secretly
substituted for a stillborn child of that Queen’s younger sister
Sucetani, who is Queen of Sauvira (modern Gujarat, W. India),
and brought up as if a son of the King - of Sauvira. He was
named Visnpusena, but acquired the nickname Sheepkiller in
chlldhood when his divine power (derived from Agni) enabled
him to kill a demon who had taken the form of a sheep as a
disguise. Astheresult ofa 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 to
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be the same city as Verafija 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 wall at midnight
and reaches Kurangi. In the scene leading to this meeting
we have a fine description of the city at night, 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 a bhana
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 of
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 room; even
aerial journeys present no technical difficulty.

1000. Sheepkiller 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 a fire, then, about to throw himself down a preci-
pice, he is interrupted by a wizard and his sweectheart flying
on their way from the Himialaya to South India, who chance
to descend for a rest on the mountain Sheepkiller has climbed.
Thus we have here, enacted on the stage, Sheepkiller’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 Brhatkathd) gives Sheepkiller a magic ring which
can make its wearer invisible, 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 Ka$i, but by this time
the supposed outcastes are released from the curse, all is explain-
ed and the clandestine marriage recognised. In this fiction much
comic relief is provided by Sheepkiller’s friend, the jester in
this play, who accompanies the hero in some of his escapades:
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1001. In the Prologue of Sheepkiller an actress desires
the producer to take her to the park, but he hears voices off
stage indicating that it is closed because Princess Kurangi
is driving there. The play proper then begins with King
Kuntibhoja and his Queen, discussing the question of the
marriage of their daughter Kurangi. They are interrupted
by the minister Kaufijayana, who reports that an elephant
has attacked the Princess’ carriage, but some youth has saved
her. This minister is characterised as rather an old fool,
unable to pick out essentials, incompetent and overapologetic.
Bhiitika, the officer who actually escorted the Princess, then
appears and reports having tried to find out who the youth
was, without success as yet except that he has traced him to his
house. The discussion about the marriage is then resumed.
Kaufijayana remarks that the kings of Sauvira and Kasi are
both distinguished by having married Kuntibhoja’s sisters.
The former, King Sugrhita (supposed tobe Sheepkiller’s father,
as we find out later), had sent an emissary on behalf of his
son, but according to the reports of spies this king and his son
have mysteriously disappeared. Bhiitika adds that Sugrhita
is the brother of the Queen, a further recommendation. The
King of Ka$i has also now sent an emissary on behalf of his son
Jayavarman.

1002. The jester in an introductory scene to Act II
informs us that his friend seems to be in love with Kurangi,
then Sheepkiller himself appears sitting in his house and think-
ing of her. Kurangi’s nurse Jayadd and a maid Nalinika
arrive: 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 palace
secretly and explain its plan so that he can find the way to
Kurangi’s apartments. After they leave the jester returns,
giving a ridiculous 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 I1I 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 Nalinika, who takes him to Kurangi. 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) :

When an eflort 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. (I11.12)

1004, Act IV opens with an introductory scene in which
the maids inform us that after Sheepkiller has spent a year
in the palace 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 palace
together.

1005. In Act V Sheepkiller and Kurangi are again
united, Nalinikd taking charge of the jester. It is the rainy
season, time for lovemaking.

1006. In an introductory scene to Act VI we learn that
plans are under way to marry Kurangi to Jayavarman, who has
arrived in Vairantya with Queen Sudar§ani.. Kuntibhoja’s
Queen still hesitates, however, hoping for news from Sauvira
of the missing Visnusena (Sheepkiller), whilst the King himself
has heard from the Sauvira ministers that Sugrhita and his son
are living in disguise in Vairantya. Enter Kuntibhoja with
Sugrhita whom he has discovered, but whose son is missing.
Sugrhita 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 Visnusena came to be known as ‘Sheepkiller’. Up to
this point, we note, Sheepkiller’s identity and relationship to
the other characters has been a mystery for the audience except
for a hint by the jester in Act IV. The dénouement is brought
about by the intervention of the divine sage Narada, a friend
of Kuntibhoja’s father, whom we shall meet again in the Bdala-
carita of Bhasa. First Narada calls for Queen Sudarfani, 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
Kurangi’s younger sister. Sheepkiller is brought in, dressed as
a bridegroom for a formal wedding ceremony, -with Kurangi.
'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 (unidentified ), quotes from
the play twice in his explanatmns of characteristics. laksanas
(chapter XVI anubandha of his edition of the Abizznavabhamtz),
As ‘admonition’ upadista [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 on his time, complains of the difficult task
of being king : | '

Let alone that virtue must be thought of, what isin the -

thoughts of the ministers must be observed by his
+ own understanding; I

passion and anger must be concealed, the qualmes of -
gentleness and harshness must be produced accord-r
ing to the proper ' times;

"+ Themood of the people must be known, the surroundmg

* states must be Dbserved through the eyes of others-
as spies;

hig life must be protected with eﬁort here, but again
at the head of the ba,ttle it must be disregarded.
(1.12)

- 1008. As an example.of ‘excuse’ lefa [187] M. R, Kavi
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quotes (II p. 362) from the first conversation between Shecp_?
killer and the nurse, in Act II (p. 126) :

NURSE. Sir! What are you thinking?
SHEEPKILLER. Lady! Of a science.
NURSE. What is this attractive science called, which
you are thinking of in seclusion ? :
, SHEEPKILLER. Lady ! Itis thescience of union
- JYoga.
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 thingl
am interpreting it differently. ...

1009. The +8 playwright Vijayd mentions Sheepkiller
and Kurangi in her play Kauwmudimahotsava (11.15 repeated at
V. 9)-as famous lovers.  She may have had Bhisa’s play in
mind but of course there may have been other versions of the
story.

1010. We seem to have no old analysis of the construc-
tion of this play. It seems clear that the opening conjunction
is in Act I and the re-opening in Act IT with the actual under-
taking. The rest isless obvious. Ifthe objective is the wedding
of Sheepkiller and Kurangi, that is their ceremonial public
wedding 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 threatened with 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 correct translation
of daiva, ‘divine’) in the- shape of Narada’s intervention. A
sub-plot can perhaps be discerned in the curse on Sugrhita,
tﬁrminating 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 structural feature of Indian novels [458] : . the play is
almost a novel presented vmbly 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 Brhatkatha

here, nor on the other hand from the less chronological novels
of Bana and Dhanapila.

1011. Another fiction, Impoverished Carudatta, Daridra-
cirudatia, 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 (III p. 8) and Ramacandra and Gunacandra (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 Bhisa brings on the stage a crowd
of new characters. Carudatta is a merchant who is generous,
50 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 Vasantasend. 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, who 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 Samsthina, the king’s brother-
in-law fakdara. In the latter’s company we meet the parasite
vtfa [30]. We thus have three stock characters of comedy,
though all are brilliantly individualised, the jester, the parasite
and the fakdra. 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 A¢vaghosa’s presumed Somadatia [719],
which has several of the same classes of character, including a
‘rogue’ dusta instead of the fekara. No doubt there had been
a long tradition of such fictions about bourgeois life, very few

.of which have survived through the medieval period with its
increasing preference for royalty.
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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 (Ujjayini, the
metropolis and emporium of Western India, when it was the
capital of the Sakas) 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
(Sauraseni), 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 pérvaraniga. It is worth study--
ing this prologue and seeing how it leads into the first act.

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 are 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 may 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. T 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 [angrily] 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 ! Waita 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. Who told you to
have this fast now ?

ACTRESS. Him—our servant Gurnagostha

- PRODUCER. Well done, Cirnagostha ! Well done !

ACTRESS. If you are in favour, then I wish to
invite some brahman suitable for people like us.

PRODUCER. A most holy commission ! And then I
will have breakfast. Inthatcase you must goin. 1
will look for some brahman suitable for people like us.

ACTRESS. As you command, sir ! [Exit.

PRODUCER. Now where canl find a poor brahman?
[ Observing] There is the brahman Maitreya coming
this way, the honourable Carudatta’s {riend. Then
I will invite him. [Walking on] Sir | You are
invited ! Don’t despise me because you think I'm
_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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Off 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) [Exu.

END OF THE PROLOGUE
Then enter the jester.

JESTER. You must ask somebody else, sir! I am
not free now.—Am I not saying thatI am notfree ?
What doyou say ? ‘“There will be perfect things to
eat’ ? ButI know. The stoneof a very sweet mango
is not eaten because it is not suitable. Why are you
repeatedly coaxingme? I tell youl 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 bad ! 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
.of the Dream Visavadatti, but the union of the prologue to the
play is even closer: the hungry Producer makes himself 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 we 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 ritual. 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’ vifesokti [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 appear
richer than he is because they seem to make an offering by scatter-
ing seedsas they eat the ears of barley 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 ma_]gr
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 luck riches come again,

But this burns me, that since losmg my riches and for-
tune,

friendships become ]less for a good person. (L.5)

His relatives no longer respect his words because he is poor, his. -

generosity is made ridiculous, he is presumed to have committed.
evil deeds which were in fact done by others (1.6).



DRAMA IN THE +-2: BHASA 305

1017. They are interrupted by a commotion in the street
outside Carudatta’s house: it is Vasantaseni trying to escape
from the importunities of the Sakara and the parasite. Caru-
datta, we learn, has fallen in love with the beautiful Vasanta-
send, 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 I.17, by the Sakdra). The
$akara, in his chatter, drawing Vasantaseni’s attention to the
fact that they are near Cirudatta’s house (which apparently
she did not know), she manages to slip in in the darkness.
During the pursuit in pitch darkness the parasite utters a famous
‘verse (quoted by Dandin, 11.224, as an example of ‘fancy’
utpreksa [213]) '

It’s as if the darkness anoints my limbs,
as if the sky rains black antimony;

Like service of a bad man

my sight is rendered fruitless. (I1.19)

The fakara expresses himself less poetically:

I hear her scent with my ears. With my nostrils
full of darkness I can’t see well. (prose before 1.22)

Abhinavagupta quotes this (IIT p. 175, with slight variations)
as an example of incoherent chatter pralgpa indicating the
foolishness of this character. '

1018. The scoundrel meets Maitreya, demands that
Vasantasend 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 Vasantaseni’s
jewellery as on her person, so she leaves the former at Caru-
datta’s for safe keeping and is then escorted home by the Jester.

1019. In the second act Vasantaseni 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:
‘I wish to love, not to serve’. Carudatta’s ex-servant, the gamb-
ler, now enters her house to elude his creditors: she pays them
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out of affection for Carudatta, The gambler, ﬁnally disgusted
with the world, decides to become 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 proceeds, 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

because 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 to take anyway and the
burglar, realising that as a newcomer to the city he has chosen
the house 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 ! (II1.7)

This scene with the half asleep Maitreya, who éct‘ually 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 Céarudatta’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.
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1022. In Act IV the wretched Sajjalaka offers Vasanta-
send her own stolen jewellery to buy her maid’s liberty. Vasan-
tasena forgives him, sympathising with a man so much in love
as to do a reckless deed, frees 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 Lie 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 fakdra will attempt to make trouble
for Carudatta before the happy dénouement when Vasanta-
send will become his second wife, recommended to the first
wife by her virtues. There will also be the problem of releasing
Vasantasena from her status as geisha, a profession controlled
by the state and therefore offering the Sakdra an opportunity
of intervening, and perhaps of trying to require her ‘by law’
to accept himself as her lover. From Studraka’s Mrcchakatika
{1182], which appears to be simply an expansion of Bhisa’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 end
~of Act IV of the Impoverished Carudatta the maid remarks to

Vasantasena that the bad weather is appropriate for a woman
going to meet her lover and they discuss this possibility. 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 fakdra in Act I he showed his
contempt for that character; in-any case parasites always try
to be on good terms with everybody as a basis for their profes-
sion), but is dismissed on arrival at Carudatta’s house. After
this we expect the fakdra to carry out his threat, probably by
bringing some false accusation against Cirudatta as well as
trying to coerce Vasantasena. In the later play the fakdra
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
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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 hez service to the state by royal intervention and

becomes Carudatta’s second wife. All 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 in which he lived, with its vices and problems. In alater
chapter we shall see how SGdraka produced a new version 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, -

Bhisa also took well known stories from the Rimayapa and the
Harivamsa (the story of Krsna, a supplement to the Great Epic}

for dramatic presentation. Whereas the Great Epic offered -

a mass of episodic material suitable for dramatic adaptation,

the Ramdayapa offered a rather less complex main story of a

great hero. Countless kavis have adapted thisfor the stage:
Bhisa is the earliest known to us but probably very far from.
being the first. As in his Mahabharata plays he treats his subject
matter with great freedom. It is indeed often overlooked by
modern students of kdgya 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 of

the Ramdyana: his aim would be not simply to put Rama on the
stage but to develop new insights into the story and into the

various characters in it. If it could be taken for granted that:
the audience would know the general outline and background

of the story; 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 opportunity to present and advocate

his own views. _
1026. The Consecrations, Abhiseka, a ndfaka in six acts,

deals with the climax of the Rama story, the victory over Ravana. -

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 Réavana to victory and Rama’s own consecration. The
first consecration can be regarded as the turning point in Rédma’s .

© . o o




o

. DRAMA IN THE -42: BHASA 309

fortunes, the gaining of a reliable ally for his campaign. Perhaps
the most interesting and sympathetic character in this presen-
tation, however, is Ravana in his vain courting of the captive

"Sita and his increasing anguish as his armiés are defeated, his

beloved son killed and h1s citadel overwhelmed 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, Bhisa

is firmly convinced that nothing need be altered and the action

is justified. Here already we appear to have the seed bija
.of the plot, the objective being the recovery of Sitd. In Act I

Rima and Sugriva return to Kiskindha, Sugriva challenges

© Vilin, they fight and, when Vilin seems to be getting the upper

hand, Rama shoots him. As Vilin lies dying and reproaching
Rama, the latter justifies himself (verses 19 and 20). There
is a double parallel here with the Mace Fight. In both inci-
dents a fight is won by means of an unfair blow, Then the
vanquished hero dies on stage: here the death of Vilin 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 Ravapa later.

1028. In a supporting scene to Act II some monkeys
explain that Hanumant, the son of the Wind God, has passed
over the ocean to Lanka in search of Sita. Then in the Act
itself Sitd is found by Hanumant in a beautiful pleasure grove,
at night.” He sees Ravana making futile efforts to win her.
Here the tragedy of Ravana 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 Sita, 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 Ravana.

1029. This he does by breaking down the Asoka Grove,
which is reported to Ravana at the beginning of Act III,
Hanumant successfully fights the demons sent to seize him,
then allows hlmself to be caught and brought before Ravana,
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Harumant threatens Ravana and then returns to Rima with
Ravana’s challenge. Réavana’s brother Vibhisana, who has
advocated making peace and réstoring Sita, is banished.
1030. In Act IV Vibhisana comes to Rama, who is
about to cross the ocean, for protection. It is at his suggestion
that Rama threatens to fire a divine missile into the ocean if a
passage is not granted. At this threat, Varupa, God of the

Sea, enters in agitation and begs protection from Nirayana.

(Visnu, Rama). They exchange greetings, Rama asks for
passage and Varuna disappears, whereupon the ocean becomes
still and divided in two. Hanumant leads the way to the other
side. '

1631. In Act V the battle is going badly for Ravana.
He makes final efforts to seduce Sitd, bringing a false report
of Rima’s death to induce her to give up hope in him. Sita

‘holds out. The death of his son Indrajit is reported to Rivana.

1032. A supporting scene to Act VI describes the fight
between Riama and Ravana through the eyes of three wizards.
Rama kills Ravana with a missile. Then in the Act proper
Rima enters. He shows himself aloof and harsh towards Sita
because of the sin of her contact with the'demon, despite the
pleadings of Vibhisana and Laksmana. Let her enter the fire
(of purificatory 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
(Laksmi) in human form. Rima 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 henediction.

1033. The Statue, Praiima, a ndfaka 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. From this the play’takes its name and
reminds us also of the Kusana gallery of emperors believed to
have been excavated in the ruins of Mathurd, which might
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have suggested this remarkable scene to a contémporary play-
wright. Learning thus that Dafaratha is dead, Bharata, a
noble character who loves his stepbrother, refuses to become
king and instead tries to persuade Rdma to return from exile.
Rama, however, is determined to observe their father’s commands
strictly. During the episode of Sitd’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, but meets
the victorious Riama 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 himself recites a verse about autumn,
describing a female wild goose. He is interrupted in the
middle by a voice off stage, which he recognises as that of a
portress, whom he promptly introduces in a simile as the con-
cluding part of his verse.

1035. The portress then enters, bringing a chamberlain
orders from King Dasaratha 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 :

The drum had begun to roll, the elders were waiting,
over the throne

the pot to pour the water on my face was being tmpped
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? (L.3)

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 Siti, Rima 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 -
1is responsible for the unworthy act—he should not attribute his
own sincerity 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 they can.
Bharata himself is away, he will play his part later. Laksmana
- 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 Sitd and Laksmana, not waiting to
let his father see him first. ‘

1037. In Act II Dalaratha remorsefully laments the
loss of Rama. 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 long on what to say,

with trembling lips,

Since their throats were choked with tears,

they said nothing and went into the forest. ~ (II.17)

Dagaratha, shocked at the report, collapses and dies. Once
more 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 of what 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 mother’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. Bharata enters it, to
rest until the time is opportune to gointo the city, 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
to 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 Ravana, provoked by the killing of the
demon Khara and the mutilation of his sister Stirpanakhd (by

Laksmana : she was attracted to and rejected by Rama),

disguises himself as an ascetic, manages to get Riama 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 Ravana and Jatayus [631]. The
vulture is killed and the ascetics go to inform Rama. The -
Act itself is in Ayodhya. Sumantra reports that on visiting
Janasthdna to see Rama he found the hermitage deserted.
After Sita’s abduction Rama has gone to Kiskindha and joined
the monkeys. Again Bharata goes to reproach his mother.
Now she asks Sumantra to tell Bharata about the curse on
Dasaratha, of which he had not known. Dagaratha 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’ éxile 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 Ravana and returned to Janasthana with Sita.
Bharata arrives with the queens to meet him and they at once
have his consecration performed, the play concluding with
their congratulations.

1043. In this play Bhisa has shown all his skill, present-
ing a very complicated story clearly through a series of strllung
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 Bhisa by some
writers, simply on the basis of a supposed similarity of style).
It is a ndfaka in five acts, the Life of the Boy Bdlacarita. The
boy here is the young Krsna, the story being based on the
Harivam$a, probably in an earlier version than the one we now
possess as a supplement to the Mahabhdrata. The plot concerns
Krsna’s birth, his escape from the murderous hands of his
uncle Kamsa and return to kill Kamsa 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 Kamsa
[658]. Several deaths occur in this play and not off stage,
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 Bhasa collection we have met other examples:
Duryodhana translated to Heaven, the death of DaSaratha
and Vilin 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. J

1045. ‘Here we are in the world of mythology, superna-
tural powers, mysteries and divine retributions. The wicked
uncle is an incarnation of a demon : he imprisons the old King
Ugrasena of Strasena and makes himself king. Krsna is an
incarnation of Visnu, 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, Krsha, is concealed and taken out of Mathura (the
capital of Sirasena ) to a herdsman, to be brought up in safety.
As a child, known to the herdsmen as Dimodara,. 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 inilkmaids gopis and dances
with them (a hallifaka dance [368]: as noted in Chapter V
the hallifaka was later recognised as a kind of ballet, nr{ya, which
could be performed independently). A girl baby had been
substituted for Krsna in the palace in order to make possible
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" his removal. Kaméa, 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 Kartyiyani, who had assumed the baby’s

form to assist Krspa. The boy Krsna later kills a bulkdemon

on the stage, crushing it in his arms : this demon recognises

Visnu by his strength and expects to go to Heaven if-killed by
the God. In the last act Krsna is brought to Mathura by

‘Kamsa, who has heard of the young herdsman’s strength.

Fearing this, the demon usurper plans to trap and kill “Damo-
dara’. His two best 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 Krsna

leaps up to where Kamsa is and hurls him down. Krsna tri-

‘umphantly describes the shattered body of his enemy in a verse.

The people are pacified when the situation is explamed and the
old King is restored to his throne,

1046. The Producer in the Prologue announces the
approach prayogatifaya [139] of the divine sage Narada [863].
Nirada then appears in what apparently is an opening to the
act aiikamukha [126], by one character. He describes himself
(I.3) as a lover of quarrels kalahapriya. Since the wars of the
gods and demons have ended (I.4), he is flying down to the
Earth. He wants to see Narayana (Visnu) born in the Vrsni
tribe in order to kill Kamsa for the welfare of the world.

1047. He exits and the baby Krsna is carried in by his
mother Devaki. His father, Vasudeva, joins them. Tt is
night: Devaki is taking her seventh baby out to save it from

‘being killed by Kamsa as the others have. Vasudeva takes the

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 ghosa 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., Yagoda 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. Garuda (Visnu’s
mount) and Vispu’s five weapons enter, intending to disguise
themselves as cowherd boys in order to accompany their master.
‘Vasudeva returns to. Mathura. The baby girl comes to life
and he takes her to Devaki to deceive Kamsa, who knows.a
baby is expected.

1048, In Act IT King Kamsa is awakened in the night by
portents: a storm with earthquakes 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. Kamsa
awakes, makes enquiry about the portents and learns that
‘Devaki has a daughter. He 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 (Candi,
Parvati) appears with her retinue: she was ‘born’ here for
‘the ruin of Kamsa and now disappears to visit the cattle station.

1049. Inanintroductory 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 described.
‘Now he is going to dance a kallifaka with the dairymaids here
in Vrndavana. The girls enter, followed by Damodara, his
elder brother Sarikarsana (born to Rohini, 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 Damodara: he fights
.and kills it. Then he is called to fight the dragon Kaliya,
which has occupied a lake by the Yamuni, and goes.
‘ 1050. In Act IV Damodara enters the lake and drags the
.dragon out. They fight, the dragon breathing fire; Damodara
.overpowers him and sends him away. Now a soldier brings
.an order from Kamsa for Nandagopa’s son to come to Mathura
for a bow-bending tournament. Dimodara knows it is the
secret time appointed by the gods and goes.

- 1051, In Act'V Kamsa has heard of Damodara’s heroism
.and is planning to have him killed by one of his champions at the
tournament. Damodara behaves wildly and kills Kamsa’s
‘men, then climbs Kamsa’s palace, seizes him by the head and



DRAMA IN THE -+2: BHASA 317

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 of Vrsni (the old name of Siirasena, or rather of its people:
at that time). Narada enters to honour Visnu.

1052. This play seems somewhat more primitive than

. the other works of Bhasa. Perhaps this is due to the nature of”

the story, from the traditional incidents of which the playwright
has not cared to depart. There is no scope for subtle charac-
terisation here: all 'is violence, divine or demonic fighters, a
usurper and straightforward retribution. The strange scene
of Kamsa, the Curse and his Fortune is perhaps the most interes--
ting and the most characteristic of Bhasa. It is a variation 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 Kamsa which Patafijali knew, this.
one may give us some idea of the early phases of the Indian
drama, in which the city of Mathuri itself was a leading centre.
A long development is comprised between the violent excite--
ment and supernatural marvels of the Life of the Boy and the
sophistication of the Dream Vasavadatta.

1053. In these plays ascribed to Bhisa 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.

" very simple, much easier than Sira’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 kdvya metres, whilst avoiding too heavy a concentration of”
the longer oncs and keeping the language of the verses simple,.
so that they are much easier to follow 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 perhaps.
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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 aesthetic experience (Napyafistra XX11.66
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 £dyya 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 Bhdmaha’s critical reference to a
* scene of the capture of Udayana is in fact to Bhisa’s play. In

any case there 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’ pratijiia [199], as corres-

ponding to a kind of logical thesis on the basis of which the -
‘argument’ of a kdvya may be developed, reflects a method of

which Bhisa is a great exponent. There are many ‘vows’ in
Bhasa’s plays. For example the two which give its title to
Yaugandhardyana’s Vows, Duryodhana’s vow in the Five
Nights (1.47, etc.), Yaugandhardyana’s vow to restore Udayana
in the Dream Vasavadattd (indicated at the beginning, actually
so called by Vasavadatta 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 the Mace Fight (verse 33),
which is followed by Asvatthaman’s vow of revenge (verse 64)
and the implied vow of Hanumant to bring Rama to Siti (end
of Act II of the Consecrations).

1055. Among the kavis themselves, Kalidasa [1386]
seems to be the first known to name Bhésa, though protesting
that he and similar playwrights dominate the theatre when a
new kavi would like to produce a modern play. Bana (Harsa-
carita, introductory verse 16) praises Bhasa among the great
writers and in doing so mentions specific features of his ndtakas,
though perhaps somewhat constrained by a double meaning
involving the construction of temples. Saying that the com-
mencements drambhas are effected by the producer probably
means more than simply that the producer starts the plays,
since there is nothing distinctive in such a feature of all dramas:
What would be more characteristic of Bhasa would be that the
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‘commencement’ stage or situation is indicated already in the
prologue and not left until the play proper has begun. Bhisa

~does not allow the dramatic tension to lag but starts at once by

introducing the action. Bana says further that there are ‘many
Pparts’ in Bhasa’s plays, which is certainly characteristic of most

~of them (there are 36 characters in the Life of the Boy, 27 in

the Consecrations, though the Dream Vasavadattd might be
regarded as more ‘classical’ and restrained in having 17). Bana
further notes the sub-plots, 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. Dandin as critic in his Kavyalaksana quotes from
the Impoverished 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 ngakas [cf. 951
(5) for the idea]. In these plays the limbs of the opeﬁing 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 ‘excuse’. 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 Ndtyasastra [182, 185]
and are surely responsible for much of the effectiveness of
Bhasa’s dramas as ‘theatre’. It is the characteristics and not
the figures of speech which are the means of dramatic expression,
producing lively stage business, hence Bhasa offers relatively
little to the studeént of the figures. Abhinavagupta (Locana p.
344) indeed quotes a ‘Dream Viasavadattd’ for a verse in which
a figure is introduced, he says, to the detriment of the rasa.
‘This verse is not found in Bhasa’s play as we have it.and it

~does not seem at all in Bhiasa’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 kdvya:
thus there was another play entitled the Life of the Boy, besides

- the one we have). Among the modes of stage business we have

already found the ‘expressive’ sdtivati noted in connection with
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the Dream Visavadattd by Saradatanaya. The ‘violent™

arabhati may be identified in the heroic plays and the Life of the:

Boy, the ‘eloquent’ bhdrati probably in the Mace Fight, as appro--

priate for a tragedy [181]. The ‘tender’ kaifiki mode might

be appropriate for a production of the Impoverished Caru-

datta.

1057. Vikpatirdja (4-8, Gaudavaha verse 800) appears to-
call Bhasa ‘friend of fire’, though it is possible that Jvalanamitra
was the name of a writer, now unknown. In any case the

Prakrit poet includes Bhisa 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 of
Viasavadatti and Yaugandharayana in the Dream Visava-
datti, of the latter again in Yaugandhariyana’s Vows, as Sitd’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. Viamana’s quotations from the Dream Vasava-
dattd and the Impoverished Carudatta have been noticed. He
. also quotes (V. 2.27) a verse found in Yaugandharayana’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 of his master’s board:
may he go to purgatory! (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 Arthasastra (X.3.31), though it seems to be.
an interpolation there (see Kangle in his translation at that.
point). ' o o

'1059. A verse from Ré&jagekhara (via Jalhana, IV. 48)
has been referred to already, which says that when Bhasa’s.
collected plays were submitted to the fire of criticism the Dream
Vasavadattd was not burned. In other words no fault was.

found in it, whereas presumably some faults were found in the:
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other plays. We note the ‘fire’ motif again. There is another
verse in Jalhana (IV.111), which Sarngadhara, who also quotes
it (188), ascribes to Raja‘ekhara, placing Bhasa first in a list
of the great writers (the order appears to be chronological).
Somadeva similarly includes Bhasa in his list of kavis (Iasas-
tilaka 11 p. 113), but afterwards (p. 251) quotes this verse as
Bhasa’s :
Liquor should be 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 to freedom was seen,
long may he live, the Lord Pinikapani !

This of course could be a drinking song in a play, like the
simpler one found in Yaugandhardyana’s Vows :

Fortunate are those who are drunken with liquor !

fortunate are those who are anointed with liquor !
- Fortunate are those who are bathed in liquor !

fortunate are those who are sacrificed in liquor !

(IV.1)

Somadeva’s verse, however, is found in Mahendravarman’s
Mattavilisa (++7), where it is recited by a Saiva devotee (Pini-
kapani=Siva) of a tantric school. Either Somadeva made a
mistake or Mahendravarman borrowed the verse from a Bhasa
play not now available. .

1060. Most of Abhinavagupta’s references to the Bhasa
plays have been noted above. In addition to the Dream Vasava-
datta and Impoverished Carudatta, he appears to refer to
the Mace Fight. The reference for the characteristic ‘estab-
lishing® prasiddhi (II pp. 360f.), 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
been tricked ?
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BALADEVA. Then who did this to you.?
DURYODHANA. ‘

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 Jentering Bhima’s mace with brilliance*,

the lover of genuine fight,

it is Hari, lover of the universe, who has given me to
death. (35) i

(text of the play : ‘violent mace’)

1061. Abhinavagupta’s own reference is less clear
(I11 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 patikasthanaka [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 gapda as a
limb of the street play [326]. The basis of Duryodhana’s
cause 1s lost, therefore one must follow the Pandavas. Abhinava-
gupta also quotes, as by Bhasa, a verse on Rama (T 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 Bhisa collection, but one line of it occurs in a play
called the Yajfiaphala, which has been ascribed to Bhisa 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 printed 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 Visava-
dattd have been discussed. Though he mentions ‘Carudatta’
(e.g. 294f., 970ff. with a quotation) he may always refer to the
Mycchakafika, which he names elsewhere (despite variations

in the quotation). Soddhala (411, Udgyasundari p. 154)

simply mentions Bhasa (so read for Masa in the edition) in

discussing the ‘history of the kavis’. We have noted Bhoja’s’
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reference to the Dream scene in the Dream Viasavadatta.
. 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 Syigdraprakisa. The analy-
sis of the Dream Vasavadatti given by Siraditanaya, probably
from an earlier critic, has been discussed above.
1063. The anthologist Vidyakara (¢. 41100) attributes
one of his selected verses (138) to Bhasa. It is a benediction
invoking Laksmi’s smile and might have stood at the beginning
of a play. Other anthologists name Bhésa 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 (412
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 Vaisnava,
like 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 Bhésa in anthologies, we may quote one,
which Vidydkara (276) gives anonymously, as perhaps the
nearest in style to our plays. Five anthologists agreec in this
case that the verse is by Bhisa (including Saragadhara and
-Sridharadasa) and none seem to offer any other ascription.
- Autumn is being described

The Sun burns sharply like a low person -newly rich,

the deer abandons his horns - (affection) like an
ungrateful friend;

‘The water 1s clear like a sage’s thought of dharma,

like an impoverished lover the mud becomes dry.

1064. The references of Ramacandra and Gunacandra
to the Dream Visavadattd and the Impoverished Carudatta
have been given above.” In the first canto of his epic Prthuvi-
rajavijaya (p. 4), Jayanaka mentions Bhasa in.explaining that
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the kauvyas of good writers escape burning by the criticism of
villains. The Fire (God) himself released Bhisa’s kavya. from
his mouth, like quicksilver, because of the religion of Visnu
(this seems to be the meaning of visnudharma). Thus the fire
motif persists in the 4-12 in connection with Bhasa (probably
Jayanaka knew the work of Rija‘ekhara). Since the plays
- we have stress the religion of Visnu, with the incarnations
as Krsna and Rima, and have Vaisnava benedictions, it might
be thought that this served as a protection for them. In the
Prologue to his Prasannaraghava (1.22), Jayadeva (4-13) names
a series of kavis as qualities or ornaments of the Goddess of
Literature (Sarasvati). Bhasa is her laughter Zgsa (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 BahurGpamisra, who names the Dream Visavadatta,
following Saraditanaya, as a ‘calmed’ play (Krishnamachariar
p. 747; unfortunately this important commentary on the
Dajariipaka has.not yet been printed—the reference is at I11.38).
Also unprinted is an anonymous commentary on Dandin’s
Kavyalaksana, in which the first verse of Yaugandharayana’s
Vows is quoted (Krishnamachariar p. 732).

1066. A very important work on dramatic criticism, the
Najinkusa, also anonymous and also unprinted, seems to have
been written in Kerala, It criticises the 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 traditional practices from
the surviving theatre to its classical predecessors. Krishnama-
chariar has found in it a reference to Kurangl and Sheepkiller
(p. 568, also 854) and a discussion on Yaugandharayana’s
Vows. Kunjunni Raja has reported more of the latter (‘Kiti-
- yattam’, Samskrita Ranga Annual 11, 1961, pp. 20 and 46 ff.).
The author criticises the productions by the Kerala actors for
introducing extraneous matter contrary to the rasa. For example
there are dances, which ought to he confined to the parvararga,
and accounts of the 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 Yaugandhardyana’s Vows the pro-
duction of Act III is discussed. The jester speaks the language
of Kerala (instead of that of ancient Stirasena), but there are
also additional Sanskrit verses which detract from the rasa.

o
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~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 Abhijiia-
nasdkuntalacarcid. 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, Karna’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-
wversial 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 themselves exist in Kerala, but none appear to have been
printed vet. _

1068. Whether these plays were written by Bhasa or not,
this.collection is unsurpassed in the entire repertory of kdrya
drama. Other dramatists have produced plays equal in quality
to some of these, Stidraka and Vigakhadatta along somewhat
similar lines (though on a larger scale), Bhavabhiiti along totally

“different lines, Bodh@yana in a different type (the comedy);

they have greatly enriched the repertory hut 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 likely to be his might seem to be the Fruit
of Sacrifice (Yajiiaphala; or simply Yajfiandtaka, ‘Sacrifice Play’).
The two known manuscripts, however, were not found with
the Bhasa collection or in the South, but apparently in Gujarat
or Rajasthan. This is a ndfaka in seven acts covering the early
life of Rama, from his birth to his marriage to Sitd. 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 Pataijjali (p. 116), apparently
a writer of about the 44, whereas a parallel passage in the
Statue (p. 296) names Mahe§vara. The Fruit of Sacrifice
resembles the two Rama plays in departing widely from its
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original and freely retelling the story, keeping only the basic
essentials, the main characters and their relationships, unchanged
whilst showing no respect for events. The reader gains the
impression that the author knew the Bhzsa plays and imitated
them with modifications of an ideological character (Brahmani-
cal Dharma). Against Bhisa’s authorship might be urged the
absence of fighting from the stage and even from description;
moreover some clashes in the story are softened from violent
encounter to peaceful confrontation. A fight with demons,
to protect Vi{vamitra’s sacrifice, is merely hinted at; Rivana
appears threateningly but thinks it wise to retire quietly and -
makes no attempt to intervene in the marriage preparations;
the meeting with Paragurama (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
Visnu sheer force predominates, with bloodshed; with Rima
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
Bhisa 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 laksanas to add piquancy to the .
presentation. The poetic imagery is dull also. On the whole,
this play is full of arguments rather than of events. = The aesthetic
experience is the calmed fanta. 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 Dasgaratha to get sons, the birth festival of whom is beirg.
celebrated at the time of Act I. In Act II they have already
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reached the age of fifteen and DaZaratha 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 Rdma. Thisis a

" rather crudely done scene, dramatically, straining the probabi-

lities of human reactions more than is easily acceptable. Itis
made possible by a drastic change in the source story—Da’a-
ratha had already promised the kingdom to Kaikeyl’s son when
he married her. Only Kaikeyi’s confidante Manthara remains
dissatisfied, as we see in Act III: she feels Kaikeyi, Bharata and
herself are looked down on and she quarrels with the other maids,
claiming superior status for herself (having nursed a queen)
though all are slaves, for which pretension the others ridicule
her. She afterwards eavesdrops on a conversation of the princes
with their teacher, Vasistha, and léarns of Ravana’s threatening
visit which has taken place in this Act. This suggests a plan for
eliminating Rama, but we hear no more of it in this play. We
are not told that it was Manthara who instigated the demons to
interfere with Vi§vamitra’s sacrifice, which follows, but perhaps
we are to understand that. There is absolutely nothing about

‘any pretensions of Ravana to marry Sita.

1072. Rama successfully guards Visvamitra’s 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
p yg

the play its title. Security is stressed, and a peacefulness which
will not be provoked into active defence without a strong reason
(this will be Ravana’s abduction of Sita, in fact, but the forces
upholding virtue are to wait quietly for the attack). Vigva-
mitra however has his own ideas which he does not mention
to Rama and Laksmana: King Janaka of Videha is about to
perform a long sacrifice, at the end of which he will marry off
his daughter, Sita; Vi§vamitra will take the princes to it and the
marriage to Rama will be another highly satisfactory fruit of
sacrifice to all concerned ' (including the alliance hetween
DaZaratha and Janaka). Rama’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. Vi§vamitra has the princes .
admire the peasants at their productive labour. In Act VI
Rama and Sita 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
been broken. He gives Ridma his own bow to handle and at
once recognises him as an emanation or incarnation (a ‘part’)
of Visnu: he can now hand over his own unfinished task, of
destroying the enemies of dharma and of the brahmans, to a
fit successor. Sitd is now brought in as bride and Dasaratha
has all his wishes accomplished. Just before the end the assemb-
ly has a vision of all the gods headed by Brahma, Visnu and
Mahesa (Siva), with their consorts, enjoying the occasion: an
affirmation of syncretistic Brahmanism with harmony between
the Vedic, Vaisnava and Saiva traditions, promising a peaceful
and stable society, The reference in the final benediction to
the classes varpas 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 ahsolutely disregards 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 Sumantra, is
terrified of Rivana, fools the court bards with a description of
Vi/vamitra as having two faces and four arms and during the
final dramatic confrontation with Rima of the Axe makes dis-
respectful remarks aside: “Why doesn’t the old bear go away
quickly ?’ (mterruptmg Réma of the Axe’s speech about the
eternal Brahman), afterwards wondermg why everyone pralses
the old bear when at last he has gone. .

1074. A very short one act piece entitled Tmzmkmnm -
The Three Steps, describes the scene in which the demon king
Bali is overcome by Visnu as the Dwarf and confined to the
Underworld. M.R. Kavi suggested it was by Bhasa (Krishna-
machariar 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 Patafijali,
along with one on Kamsa [658]. Bali 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 Visgnu,
but Bali remains firm until the God reveals his power and
hurls the demons down below the Earth, whence Bali cannot
escape. In the argument with his minister Bali 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 Visnu :

let Fortune resort only to me and Misfortune enter
him !

1075. The whole piece is like 2 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, sinceitis a dialogue
between two actors only [322]. 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-
tions or introductions avatdras of Visnu into the World. 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 of Visnu harmonises 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 Abhijiana-
$akuntalacarca (pp. 12f., 25).

1076. About equally short is the Démaka, which concerns:
Karna and has been found in association with the play on that
hero ascribed to Bhasa. M.R. Kavi thought this too might be:
by Bhisa (Krishnamachariar p. 568). Since Diamaka, the
friend of Karna, appears in a major role as jester, the play
has been taken as a comic episode and classed as comedy prafa-
sana. Nevertheless the basic story is the serious one of how
Karna went to the hermitage of RZma of the Axe and secured
instruction in weapons by concealing the fact that he was of the
aristocratic (warrior, ksairiya) class (Rama of the Axe being a
brahman well known as hating all aristocrats). Discovering
the truth afterwards, Rama of the Axe utters a curse that Karna’s
weapons may fail him in time of need (which of course happens.
in the Bharata Battle, after the scene presented in Karna’s
Task). The piece could be classed as a heroic play, or else
under one of the secondary types (as preksanaka [351]) or nriyas
{(as parijataka [355]). The style is again such as might be
ascribed to Bhasa, but it has several verses and phrases appa-
rently lifted from other kdgyas, including the Impoverished
Carudatta, suggesting a kind of pastiche.

' 1077. We may disregard the suggestion that the three
plays usually accepted as Harsa’s (4-7), on the evidence of
their manuscripts, are Bhasa’s, which seems totally improbable
stylistically, This leaves us finally with the Kirapdvali (Krishna-
machariar p. 554), which has been described as a nafika,
though there is a reference to a play of that name with nine
acts (which of course could be a different work). 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. It isnot 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, accepted a tradition
that Kalidasa was the author, but this seems stylistically impro--
bable. A great many anonymous works have been ascribed
to Kalidasa 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 Bhisa is also recorded in a verse quoted as Rija-
$ekhara’s, ¢. +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 water 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. We may consider it here
as a work probably of this period and possibly by Bhiasa. The
use of rhyme yamaka 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 citrakqvya [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 woman whose
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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 are 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
heavy rain: all remind the lonely woman of the same romantic
season in 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 come at
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 cdtaka bird (supposed by
poets to live on raindrops) is thirsty in anticipation 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 kufaja shrubs :

In the groves of flowering Fkutajas,

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 suddenly. The bee kisses
the white jasmine in spite of the raindrops that fall on him,
making him laugh : |
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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 Nitisara, is also ascribed to Ghatakarpara. |



CuAPTER 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 Bhisa, 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 collection in time, either earlier
-or later, we may review them here in order to complete our
-survey of what 1s known of the ancient theatre in the period
before Siidraka, who appears to have inaugurated a new phase.
“Taken together, the plays of Bhisa and his approximate con-
temporaries, with whom we might also associate A§vaghosa,
-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 Ndtpafdstra as we now have it was probably not -
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 characterise the
repertory of this period, as distinguished from the phase
-which followed 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 Damaka mentioned at the end of the last chap-

. ter—and two satirical monologues bhanas.

, 1085. The Master-Mistress, Bhagavadajjukiva or Bhaga-
vadajjuka, is a comedy, in one relatively long act, by Bodhayana.
‘There is no evidence whether this Bodhayana was anything
to de with the Bodhdayana known as the author of a Pr##i on the
Mimdmsa Satra, probably to be dated in the early +3. The
printed, rather recent (¢. 41600, by a pupil of Narayana),
commentary on the Master-Mistress' appears to assume that
the author was the philosopher, and chronologically the identi-

fication is easy, but this seems no more than a conjecture (suited

to the rather special aims of this commentator) and the name is
hardly a unique or even personal one, being presumably a form
.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. Réferring to the Samkhya philosophy,
a character in the play quotes, as does Ajvaghosa, from the old
system of Varsaganya (probably —2; see Johnston, Early Sam-
khya, 9, 25, 35, 82 ., etc.), not from the system later popularised
as ‘classical’ Samkhya, which originated in the -3 (Sastitantra).
In the prologue the producer refers to a theory of the types of

~ drama different from that standardised in the present Ndfya-

Sastra. According to Bodhdyana the ndteka (‘play’, history) and
fiction are the basic types and ten other main types are derived
from these (the eight of the standard theory plus the vara [347]
and salldpa [ 346], ‘turn’ or ‘series’ and ‘dispute’ or ‘contention’).
These non-standard references agree with the date indicated
by the style though 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 best,
therefore a comedy ought to be performed.

1086. The humour of this play depends on 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

of later 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 Sandilya.
Sandilya in the Upanisads is the originator of the momentous
doctrine of the identity of the diman, soul, with.bmbman. This
aged ‘student’, unable to make a living in any other way, has
tried the different schools of wanderers: he had hecome a Buddhist
- monk in the hope of a punctual breakfast, but left the Commu-
nity in disgust on finding they have: Om.lly one meal a day; he
is now studying yoga. Though Sandilya, like 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 jester vidiisaka, and he -is always hungry, very timid whilst
very friendly and over-familiar with his master, like the usual
jester or fool with his king in other types of play. $andilya
discusses philosophy and the techniques of yoga 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 kdrya 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 (?) of yoga ? 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’ ajjukd (respectful address toa
- geisha) with two maids awaits her lover. She sends one maid,

Little Bee, to look for him. Sandilya 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 yogic accomplishments, the Master projects his
soul and enters into the dead body, reanimating it. The Mis-
tress gets up and speaks to the terrified Sandilya, 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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ndgarakae [27] fetched from his ‘circle’ gosthi. They are baffled
at the girl’s strange behayiour: she refuses to be embraced by her
mother and abuses her; the lover touches her dress but is angrily
rejected. They attrlbute her peculiar actions to the effects of

‘the snake bite and the mother sends a maid for a doctor while the

lover tries to soothe her. . The doctor arrives and begins his
treatment with some magic, but his patient calls him a fool.
Urged on by the anxious lover, the doctor continues his absurd
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 name (‘Vasantasend’, probably a stock name for a

" geisha). Unable now to rectify the mistake, since he finds the

girl’s body already occupied, he does the next best thing and
deposits her soul in the vacant body of the Master, who is thus

- disastrously trapped in her body.

1089. The Mastet, that is his body, now jumps up, again
terrifying Sandilya, and at once asks for the lover. ﬁandllya
remonstrates with him, saying he is not the Master, nor the
Mistress, but the ‘Master-Mistress’. Nevertheless the Master
persists most improperly in trying to embrace the lover, to
everyone’s consternation, especially the horrified Sandilya’s.
The uproar increases as the Master tries to embrace her maid
and greet her mother and 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 exchange 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. Some extracts will show the manner of this comcdy
better than any discussion. First, after the gir]l has fallen down
dead from the snake bite. (Achan pp. 69-71; Vetiri pp. 22-3;
our translation does not exactly follow either echtlon but collates

both):

' MAID. Alas, Mistress! .
SANDILYA. Master ! . This . geisha girl is abandoning
her life! P R
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WANDERER. Fool! Lifeis the dearest thing to living
beings. You should say: “The body is being abandoned
by the life’.

SANDILYA. Ugh ! Go away ! Pitiless ! Devoid of
affection ! Hard heart ! Depraved intelligence ! Broken
character | Cruel and faithless ! Shaved in vain !

WANDERER. What do you mean ?

SANDILYA. I am going to complete your hundred and
eight names.

WANDERER. By all means.

SANDILYA. Sir! Master! I am unhappy!

WANDERER. What for?

gANDILYA. She is our kinswoman. _

WANDERER. How can she be our kinswoman ?

SANDILYA. She toois like one who has left the world
and has no affection for anyone.

i
1091. After the maid brings the Doctor (Achan pp.
83-93; Vetari 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]. O coiling one going crooked !

Enter the circle! O 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 !

DOCTOR. Oh! There’s bile too ! I'll destroy your bile,

wind and phlegm !

RAMILAKA. Make the attempt—we shall not be

ungrateful !

DOCTOR.—DI'm fetching the charming tablets, the snake

medicine. [Exit.

Then enter the Officer of Death.

OFFICER OF DEATH. Woe! I am rebuked by Death:

‘This 1s not that Vasantasen3 !
—take her back at once !
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It’s that other Vasantasena ‘
whose life is expended—fetch her here !’ (30)

—Before her body is taken to its meeting with the fire I
must make her alive—/[Looking at her] Oh! She has got
up! Woe! 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 Farth ! (31)

[ Observing all round] Ah! His lordship the pogin Wanderer
is playing about! What can I do now? Very well, T see.
I will deposit this Geisha’s soul in the Wanderer’s body and
when my work is finished I will ' do what 1is proper. [Doing
s0]

This woman’s life is set

in the brahman’s body :
—Generally they change
according to the soul, according to its character. (32)

[ Exit.

WANDERER [geiting up] Little Cuckoo! Little Cuckoo !
SANDILYA. QOocoo! The Master has returned to life !
Ugh ! I suppose those doomed to unhappiness do not die !
WANDERER. Wherever is Ramilaka ?

RAMILAKA. Master! I am here.

SANDILYA. Master ! What’s this ? Your left hand, which
was accustomed to holding the waterpot, seems to me as if
loaded with shell bracelets !

WANDERER. Réimilaka! Embrace me !

SANDILYA. You go and embrace a kimfuka tree !
WANDERER. Ramilaka! I'm drunk!

SANDILYA. 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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SANDILYA. 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 dxe | [Approaching] Water!
Water !-—

MAID. Here’s the water.

DOCTOR. Let me rubin a tablet, Oooo! She’s not
bitten ! She’s possessed !

GEISHA. Fool of a doctor! Grown old in vain! You
don’t even 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—

—Qo00! My book! My book !—

SANDILYA. Ah! Just like a doctor ! He’s forgotten
at the first word ! Very well, he’s my friend ! —He’s
got the book. | -

DQGTOR Listen, lady

The wmdy and the bilious |
and the phlegmatic are the big poisons; - - -

' INDIAN KAVYA LITERATURE -
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It’s three snakes—
no fourth is found. (33)

‘GEISHA. That’s an incorrect form. It should be
‘They are three snakes’. ‘It’ is neuter.

DOCTOR. Oooco! She must have been bitten by a
grammatical snake ! ‘ )

N

1092. The Indian critics have generally neglected comecljr,

presumably seeing it as a minor and episodic form offering
limited scope for analysis and few quotable verses. The Pallava
.emperor Mahendravarman (+47), himself the author of a comedy,
' names the Master-Mistress in an unfortunately badly damaged
inscription (Mamandoor; see Krishnamachariar p. 148, Epigra-
phia Indica IV 152, etc.). We gather from this only that the

work was well known in his day. Among the actual critical

. writers whose works we possess, Sagaranandin (2903) names the
Master-Mistress as an example of a ‘mixed’ comedy, since it
contains a geisha. His other type of comedy, the ‘pure’, con-
‘tains simply the basic laughing stock of wanderers, ascetics,

brahmans, etc.
1093. The -+14 dramatist Sukumaira, in the Prologue

to his Rama play Raghuviracarita (Trivandrum MS), includes
Bodhéyana among his chosen few exemplary writers :

Those who have made ear ornaments from the flower
buds of Bodhayana’s sentences,

whose throats are ornamented by what Bllhana has well
said as their chief necklace,

Who have tasted the delicious words of Murari, the

" only sweetness on the Earth; L

they alone are contented with our words as new braids
of ambrosia. '

- {(‘braid’ vepi is used metaphorically for ‘stream’, but, since amb-
. rosia 1s supposed to arise from the Moon, Sukumaira may also
. have intended a hidden comparison of the faces of hxs apprecia-
‘.tlve audience with the Moon).

1094. In the Andhra edition of Singabhiipala’s Rasdma-

" vasudhdkara (+14) we find a different definition of ‘pure’ and
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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 limbsof the street play
[325-6], as well as a rogue dhiirta. 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 between the Master and Sindilya. 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

Singabhiipala describes ten special ‘limbs’ of comedy (Trivan-

“drum edition pp- 290fT. ), 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 thata comedy should

resemble a satirical 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 ldsya 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 Sinigabhiipala’s sense, involving degrading behaviour
unsuitable for the assumed station in life, is shown in Sandilya’s
behaviour or, of course, in that of the Wanderer when ensouled
by the Geisha. ‘Transaction’ gyavahdra might be seen where the
Wanderer (in the Geisha) teases the Doctor about his science.
The logical ‘application’ upapatti may be seen in Sandilya’s
use of the joke as an epistemological authority pramana or means
of knowledge, in the excerpt which we have translated above.
‘Fear’ bhaya is shown by Sandilya when he imagines there is a
tiger in the park as he and his Master enter. Singabhiipila

perhaps intends the more comic effect of groundless fear as this
~ ‘limb’, not the emotion in general. There is plenty of ‘untruth®
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anrta in Sandilya’s speeches and several cases of ‘confusion’
vibhranti of one thing with another. ‘Stammering’ gadgadavdc is

- exemplified by the Doctor unable to remember his text and there

are several instances of incoherent ‘chatter’ pralipa, as when
Sandilya 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 Singabhiipila intended them to be, then
we might conclude that the Master-Mistress is a very typical
example of comic 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. Bahuriipamisra refers to the Master-Mistress
(Krishnamachariar p. 747—on III. 54 ff., he calls it ‘mixed’).
Various commentaries and works on the production of plays in
Malayilam and Sanskrit, 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 ‘Kitiyattam...” The Kramadipika
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 practice 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 also refers to the Mala-
yalam version presented with the play in Kerala, for the benefit
of audiences who cannot follow the Sanskrit and Prakrit (the
jester speaks Sauraseni 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
Malayalam version in its own explanations of the original text.
The version also notes the musical modes rdgas to which some of
the verses of the original are sung (p. 39). Kunjunni Raja
further quotes from an unprinted manuscript a number of addi-
tional Sanskrit, and one Prakrit, verses used in the production
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of the play as theme dfruva songs [306] for the entrance of the
jester Sandilya (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 Sandilya in this play. He gives a reference to Damo-
daragupta’s Kulfanimata (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—AKW], eveh 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. He 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 {ecci flowers, and on the other
ear a roll of betel leaves, reminding one of the descrip-
tion of Bhattaputra in the Kuftanimata: ckasmin dalavitakam
aparasmin sisapatrakam karne. 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
ultariya 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, but changes the tone to
suit the context. He has a stick with him; he can keep it
on his lap while he is sitting (‘Katiyattam...” pp. 41-2).

It is not clear whether the Katiyattakrama referred to by Achan
in the Introduction to his edition of the play (p. xvii) is the
same as any of the texts referred to by Kunjunni Raja. Achan’
dates it not later than the 412 on the grounds of the archaic
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Malayalam language. It includes an explanation of the acting
of the Master-Mistress, :

1098. The author of the printed commentary Diimdtra-
darsini given in Achan’s edition bore the same name Narayana
as his famous teacher, who was the writer of the great lyric
Nardyapiya and numerous campis intended to be performed by
jesters [434]. The pupil’s name appears only in another of his
commentaries, the Bhavdrthadipika on Bhavabhiiti’s Uttararama-
carita (see Kunjunni Raja, The Contribution of Kerala to Sanskrit
Literature, p. 149, this commentary seems not to have been printed
yet). The hidden meaning of the play, according to the Dirma-
tradarsini, is to show how Sandilya 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). All Sandilya’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
holding that the external world is illusory, false. Elsewhere the

.allegory is simpler. Thus when Sandilya is afraid to enter the

park because his mother had once told 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 correspond-
ing 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
life in quest-of liberation. The meeting with the Geisha natu-
rally seems to bear out this interpretation. Rather different
and completely anachronistic is the explanation (p. 55) of the
climax of the drama, the entry of the yogin into-the body of the
‘Geisha, along the lines of tantric yoga. :
1099. According to this commentator (p. 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..
If we accept the 41 to 43 as 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
" Kusanas and their Saka vassals: there were Saka ksatrapas at
Varanasi and Vaiali, 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, Ubhayabhisarika (more freely Both Give Way), attributed
to a Vararuci. In Chapter XI1II 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]. We noted also that, besides
the mere mention by Patafijali of this ancient Vararuci as the
author of a kdyya, there are much later references to or quota-
tions from two kduyas by ‘Vararuci’ : the Kanthdbharana, which
has been conjectured to have been a citrakdvya, and the Carumatr,
probably a novel (otherwise a.biography, but one quotation
suggests fiction). These references are of ¢. 4900 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, Subhdsitavali 1103 is surely by the author of Both
Go to Meet, being in the same unusual bhujamgavijrmbhita 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 Vaidesika philosophy
and its cétegories, which probably were not fully elaborated.
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before the —1. Beyond this we have only the internal evidence
of style and the small scale of the piece when compared with the
other satirical monologues available. Thus we find repetitions
of expressions, which later writers might avoid. The other
early monologues are also of uncertain date, one being by Stdraka
[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 4-2. His work may repre-
sent a period when the.Vaisesika philosophy had just become
well known, perhaps after A$vaghosa but still in the 4-1. 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 linc of rulers
known as the Murundas (murunda means ‘king’ in the Saka
language), who became vassals of the Kusanas probably in the
time of Kanigska [835].

1103. After the opening benediction, 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 vifa 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-
tances, 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. Firsthe meets Anangadatta, obviously on her way
home after having enjoyed a bout of lovemaking. Clearly she
has not slept (the time ismorning ), her ornaments are in disorder
and her lips bear the marks of love bites. The parasite takes
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this encounter asa 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 evident 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 girl'smiles, ashamed: she is in fact in love, infring-

ing the conventions of harlotry He promises to conciliate her

mother for her and continues on his way.

1105. He next meets Madhavaseni, in great distress
‘because 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¢esika (‘Discri-
mination’ School) nun, Vildsakaundini, walking flirtatiously and
heavily scented. He is not acquainted. with-her, but, full of
‘curiosity, he introduces himself, mentioning his name as Mr.
Vaisikiacala (Mr. Steady Harlotry). She rebuffs him: we have
mo use for Steady Harlotry, though we might have for a Steady
Vaifesika.! He agrees she needs this, teasing her with the un-
steadiness 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 parasite might
ivell be sensitive to such an insult). - He is not to be put down:
her slaves are indeed fortunate and of course 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: Vai§esika), perhaps hinting that as he
is outside the-six categories, which embrace the whole of reality,
he is just nothing to-her. -~ He agrees thisis 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, because
she has- ‘distinction’: (vifesa, the particular). In other words
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all the six categories are found only in her. She laughs and
continues the punning: ‘I know Samkhya 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 me !)’, 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
Vaisikicala introduces himself, is quoted by M. R. Kavi (A4bAi-
navabharati 11 pp. 349-50) to illustrate the characteristic ‘ambi-

‘guity’ aksarasamghata [186].

1107. Next, Valénkacala encounters one of the ‘mothers’,
in fact the grandmother, it is implied, of Anangadatta, namely
Ramasena, who is on her way to fetch back her daughter Carana-
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-
Jjoyed the pleasures of love herself and drunk up the substance
of thosé devoted to her qualities, causing rivalry and enmity
among young men, she is surely now on her way to mllk her
daughter’s lover.

1108. The parasite tries to avoid the next encoun ter, with
Sukumarika, one of the ‘third sex’ (i.e. neuter) evidently very
inauspicious 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 of Saka kings and
probably was noticed by the people ruled by them as a promi-
nent and unpleasant feature of a Saka court. This tends to
confirm that this satirical play was written in the time of the
Murundas. We remember also from Bhasa’s Impoverished
Carudatta 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 maid, though
claiming that afterwards he forcibly made love to her again, yet
she enjoyed it and now that he has gone off again to the maid she
warits the parasite to fetch him back. We have to take the
description by this retarded 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 son, Dhanamitra,
now appearing destitute. Though formerly a ‘teacher of villains’
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. FHe has handed
.over his whole inheritance to the girl, whereupon, on the pretext
of an excursion to bathe in the pool in Afoka 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 door.
‘Thus a rich man is turned into a tramp, yet he persists in believ-
ing that 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 samgitaka entitled Indra’s
‘Victory Purandaravijaya. 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 herself will 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 flatter-
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.

1111. 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 ving, that life is useless to those who do not conci-
liate those whom they love. She had set out with the maid
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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 of a vipa 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 Vaifikacala. 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-
logue will perhaps make clearer than any comment the brilliance

.of Vararuci’s description of the follies of Pataliputra and of the

consummate social skill of the parasite. It will also serve to
explain the way of life 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 (4bkinavabharati 11 p. 354) quotes
from this play a verse from the Dhanamitra episode for the
.characteristic ‘illustration’ nidarfana [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 1s possible from the mouth of a 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 Siidraka’s Lotus Gift 11218] gives
the names of the authors of four satirical monologues: Vararuci,
I¢varadatta [1115], Siidraka and Syamilaka [1444]. ‘These
four spoke satirical monologues, what power had Kalidasa ?’
In other words this was something the great poet Kalidisa




352 .. INDIAN KAVYA LITERATURE

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
of Pataliputra 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 be happiness for the four creators of satirical
monologues

who are Suns refreshing the lotus hearts of all the
mtelhgent _ ]

—For the ancient writers who possessed all aesthetic
experiences flowing in ‘words rich in meanings,

who knew whole cities. |

(Quoted by Schokker in his edltlon of the Padatadztaka, p. 13;
the Vitanidra has not yet been printed.) '

1115. The second satirical monologue is by the other-
wise unknown I$varadatta. It is most unlikely that he was
identical with a usurper who temporarily ejected Rudrasimha
I from Ujjayini: His play in fact is set in Pataliputra. As it
appears older than Stdraka’s play of the same type, however, it
may be supposed to be no later than the time of Bhasa and to
have been written during the Murunda regime in Magadha.
The play is entitled The Dlalogue of the Rogue and the Parasite
Dhirtavitasamvdda. ‘

1116. It is the ralny season, but a fine day. The para-
site Devilaka has time on his hands and wants to-go out, 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 but to go tothe geishas’
quarter. - On his way he praises the city of Pataliputra as thé
best place in the world with the best people‘in 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 a hurry, does not inter-
rupt the conversation and go off elsewhere,

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 Krsnilaka, 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
negations 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. - Of course 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



354 INDIAN KAVYA LITERATURE

there, beautiful, elegantly dressed and always smiling. The
parasite accosts one of the servant girls, Varunika, 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 Bandhumatika, 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 Ramadasi’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 ndgaraka,
obviously 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’ Viévalaka 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. Viévalaka 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
Viévalaka. 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 Sunanda and, feigning
extreme anger at not being recognised and admitted at once,

- he utters a curse, that Vi§valaka’s head may be separated from

the left foot of his charming beloved through a quarrel. = Visva-
laka opens up at once and lets him in, asking if he 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 of Brahma,
let alone Viévalaka, nevertheless it can be counteracted by a
suitable expiation, namely an offering of strong drink. He sits
down. Vigvalaka 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. Vi§valaka
introduces the subject, saying that in Ramilaka’s Circle gosthi

(i.e. club; cf. Chapter II above[27-8]) the members gosthikas,
Visnudasa 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-
Jaka’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

he would like to ask him about these points.

1121. Devilaka suggests that, asit 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-
tions 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, Devilaka recommends only kissing; as for the

“modern’ method of throwing 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 questions 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 guickly 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)

M. R. Kavi (Abhinavabharati I1 p. 357) quotes this for the
characteristic ‘admonition’ upadista [187].

1122. But it is the eighteenth question which really
breaks away from the practical problems of knowing what is in
a woman’s mind: which is more delightful, a beautiful woman
or an amiable one ?  (p. 23). The ideal would of course be
- both: amiability daksinpa (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, afavi, 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. Itisobserved that men abandon even beautiful women
and become attached to amiable ones, though these may 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 of greed, w1ll1ngness are all found in an
amiable woman.

1123. Should one spend money on women {or specifically
on geishas—p. 24)? Even Dattaka, an ancient authority who
wrote a book on harlotry for the use of the geishas of Pataliputra
(—4 or —3P), states that pleasure kdma 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 arc more important and saving is |
blameworthy. The point is that hoarded money is useless,
fruitless,‘ gives no satisfaction. One should cer'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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of virtue 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
attachment: even Indra (the King of the Gods) suffered muti-
lation for the sake of Ahalyd (M. R. Kavi—Abhinavabharati 11
p. 352—quotes this as a case of the characteristic ‘example’
drstanta [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
of the 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
horrible 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 not
offer anything very special—what would one use for ornaments ?
This world is better. Moreover we have liquor to overcome the
shyness of women ; 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

‘long lived and majestic. They have given birth to ancient sages

such as Vasistha and Agastya: who would have any confidence
in them ? ‘They are false, untrue, arrogant, cnvious, contemp-
tuous and quarrelsome in love. Therefore enjoyment should be
sought in this world, especially with the geishas,

1125. At this point Devilaka sees Sunandi, 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
of him and refuse to let him go, Sunanda promising to conciliate
his wife. With this the play ends, the parasite reciting a final
benediction.
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1126. Bhoja (Srigaraprakasa 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 clear tham
in most of the other plays we have considered so far. This play
is a ndtaka in six acts, the Jasmine Garland Kundamald by Dhira-
naga, a dramatist otherwise unknown to us. In general this
play resembles those ascribed to Bhdsa and may be thought to
belong to about the same period, though in some particulars the:
language seems a little more polished than Bhisa’s, a little closer
to the later classical standard. The subject matter of the play
is the tragic last book of the Ramdyana, the apocryphal story of
Sita’s renewed exile and disappearance [615]. Dhiraniga
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 into a happy
reunion of Rama and Sita. He thus conforms to the require-
ments of theory for a ndfaka. When Vilmiki 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 Sita’s perfect faithfulness to Rama, sees this
accepted by all present and Sitd 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
Riama’s brother Laksmana sets Sita down in the forest on the
bank of the Ganges and suddenly breaks to her the news that
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 Ramdyana, it being the tradition by
now that Valmiki was a contemporary of Rama and lived through
all the events of the story himself, being thus enabled to record
them. It is after several years, when Rama performs a horse
sacrifice and invites Valmiki to participate, that the sage takes
the opportunity to effect the reunion, rebuking Rama for listen~
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ing to gossip. Whilst in exile, Sitd 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 Sitd’s. This is the first intimation he has of her pre-
sence and from it the play takes its name. Rima continues
until the last act in a state of uncertainty and remorse.

1129, The Jasmine Garland begins in a manner similar
to the Bhisa 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 Aravila in Kaémira—Samanta-
pdsadika I p. 64). The leading in is by direct announcement of
the actors prayogatifaya (Sahityadarpapa p. 270), though with
parallelism avalagita also between the Producer’s action and that
of Laksmana. The technique is reminiscent of the Dream
Vasavadatta [965].

1130. According to Sagaranandin (153) the Producer’s

verse here (I. 3) contains a hint upaksepa of the seed bija:

““She stayed a very long time in the palace of the King
of Lanka” ‘

—Rama, confused by‘ fear of this scandal among the
people, | -
Has exiled Sita from the country though she is preg-
nant®: 7
—here is Laksmana 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 kdrya must be the rehabilitation
of Sitd through some generally acceptable establishment of
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her chastity when Ravana’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 Sitd will bear as Rama’s sons is also an essential
part of the objective.
1131. Saraditanaya declares (p. 223) that the Jasmine
Garland has its five conjunctions very closely joined suslista,
though unfortunately we find no further explanation in his work.
The opening mukha must of course include this end part of the
Prologue, together with Act I, in which Laksmana leaves Sita
in the’forest and Valmiki finds her. The re-opening pratimukha
can be located in Act IT, where (after several years have passed)
it is reported that Sitd bore twin boys, whom Valmiki is teach-
iﬁg, and where moreover the impending horse sacrifice by
Rama is announced. This is indeed closely joined to the open-
ing in that Valmiki’s finding Sitd in Act I might be regarded as
already part of the re-opening; however, the essential matter of
the re-opening is rather the teaching of the R@mayana 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 bring
him to the meeting with Valmiki, might be described as consti-
tuting the re-opening from Rama’s side. The embryo garbha
must be coextensive with Act ITI: R3ma sees the jasmine garland
and supposes that Sitd may be in the vicinity (III.7 and the
following dialogue between RZma and Laksmana). He also
sees, and thinks he recognises, Sitd’s footprints in the hermitage
where the sacrifice is to be performed (III.11)., In the same
scene, Sita, hidden (women are not supposed to be seen by men
at a hermitage), overhears the conversation between Rama
and Laksmana about herself. This of course develops the action
from her side, since it inspires her with hope of eventual reunion,
proving, what she all along believed but must obviously desire
reassurance of, that Rima has not forgotten her and will not
supplant her with another queen. ~ This scene is strongly reminis-
cent of Act IV of the Dream Vasavadattd, which surely gave
Dhiraniga the idea for it. The incident of recognising the
garland also was perhaps imitated from Bhasa’s play, if the
suggestion [985] that its text or:gmally included a scene with
Udayana recognising Vasavadatta s garland is correct.
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1132. The obstacle avamarsa appears to be the irruption
of the nymph Tilottama 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 of which the nymph would have the
power to imitate (IV. 22, etc.). At the beginning of Act V
Rima 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 Réma, so that there is no opportunity for
the nymph. ‘

1133. According to Ramacandra and Gunacandra (p.
43), the ‘intervention’ prakeri 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
Vilmiki, who protects Sitd 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 a
‘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 greatsacrifice, In Act V Valmiki
sends the twin boys to Rama on the pretext of providing an
epic recitation appropriate for the occasion. "They do not know

their parentage, not even that their mother is the ‘Sita’ of the

story they have learned, At this first meeting Rima is strangely
impressed by them: he knows Sitd was pregnant when sent away
and they seem about therightage. 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 nirvahana. |

1134. In Act VI the twins, Kusa and Lava, recite the
Ramdyana to Rama and Laksmana (this is presented on the stage,
in bare outline, the audience imagining the familiar narrative
enclosed ), until they reach the episode of Sitd’s exile, which is
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as far as they know the story. The sage Kanva then supplies
the continuation that Sitd 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 the Goddess disappears, Valmiki, at
Laksmana’s request, consecrates Kufa 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 S1ta 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: Rima begins to think
of Sita as perhaps not utterly lost. It is this which is then inter-
rupted by the ‘obstacle’ but eventually made real. Sitd makes.
the vow to offer a daily jasmine garland to the Ganges near the
end of Act I (after verse 29): the river has already refreshed her
with its cool breezes and she promises to make this offering
“if she 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. Itis a
thanksgiving for the safe birth of Kusa and Lava, whose conse-
crations will conclude the action of the play, and it serves towards.
the reunion of their father with Sita and his union with them.

1136. Siagaranandin makes two other references to this
play, quoting from it. First (1644) he points out a dramatic
characteristic ‘garland’ mzlé—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™... (I.12). The other quotation
(3089-90) is for lassitude d@lagya as a limb of the filpaka [348].
It is odd that the quotation should be given in this connection
and not rather as the transient emotion lassitude [56]. Itis
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a speech of the pregnant Sitd in Act I (pp. 9-10), finding the-
climb down the bank of the Ganges in the forest difficult:

Dear Laksmana, 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 saméaya [186] is illustrated (IT p. 351)
from the point where Kufa and Lava break off their Ramdyana
recitation, their last verse telling how Sita was abandoned by
Laksmana in the forest (VI.13). When they fall silent Rama
and Laksmana wonder if the poet suppressed the rest of the
story through being afraid to narrate what was unpleasant,
namely that Sitd, without hope, has ended her life (VI.14).
Attainment prapti [ 186], which is a kind of inference, is shown
where in Act ITI Laksmana sees a woman’s footprints (verse 10)
and points them out to Rama, who recognises them as being like-
Sita’s (Abhinavabharati I1 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 (-imgdmpmkdfa II p. 309)
from the Jasmine Garland (IV.20) toillustrate one of the
ties of a sentence’ vakyadharmas of Mimamsa and oth
theory. 'This particular quality is that of a word (here the
verb “found’) being a ‘pervader’ vyapaka of several other words-
in the sentence (cf. Vakyapadiya 11 86, wapin) |

a verse
‘quali-
er linguistic

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 Sita’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 Dhiraniga so distinguished.

1139. Vidyakara also quotes (55) the complex but
striking benedictory verse (I. 2) with which the Producer begins
the play :

Like the flame serpenting upwards, of the rlpc 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 2
tender lotus-fibre;

brown as a ray of the young dawn, may $1va s mass of
matted hair protect you !

This mythological benediction is rather typical of those popular
henceforth in dramas. Siva is the great 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 com-
pared with 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 St@draka [1225] and probably known already to A$vaghosa,
It could be compared with Bhasa’s Sheepkiller on a somewhat
similar romantic theme.

1142. Another early lost ﬁctlon, of unknown date, had
as hero the legendary king of thieves, Miladeva, ‘Whose God
is Capital’ (Abkinavabharaii I1 p. 430). This popular hero was
anciently known in the Buddhist (Pali, e.g. Commentary on the
Majjhima Nikaya, Vol. 111 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 of Pataliputra, apparently in the time
of Brhadratha, 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
assistancé of his mistress, the geisha girl Devadatta. After-
wards he is supposed (Avantisundari p. 184) to have been killed
in battle by Pusyamitra, 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 overthrow the usurper and eventually failing. To
Pusyamitra (and consequently to posterity, since Pusyamitra
won ) he was a rebel and a bandit, and perhaps he had been
one before, againsi: his own relatives. Probably also there were
different versions of the story, making it still 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 from the Brhatkatha: a fiction may
draw on a novel) suggests the hero was not historical, though
in the field of popular legend the distinction is thin [1367]. Uda-
yana also appears in the Brhatkathd, linking that novel to history,
was he too eventually supposed to have been a fictitious hero ?
1143. In Chapter V we noted the traditions of the Najpa-
f§dstra 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 of gods
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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 Brahmi’s coopera-
tion Churning of the Ocean Samudramathana and his fight Burn-
‘ing of the Three Cities Tripuradiha.,

1144. Some such plays are ascribed to ‘Bharata’, the
-supposed sage who composed the Nafyasistra, 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 Kusuma$ekhara Kusumasekharavijaya; -
a heroic play Victory of Jamadagnya (i.e. of Rama of the Axe)
Jamadagnyavijaya and a tragedy Sarmistha and Yayati Sarmistha-

_yayati. 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 Krsna or Kama or probably

Pradyumna (the play is named by garadétanaya,p.253, Bahurii-
-pamiéra on Dafariipaka III. 72 ff., see JOR VIII p. 328, and
.others; in Sdgaranandin, 2842, we read Kundaéekharavijaya ins-
tead). The second play described the killing of Kartavirya
Arjuna (DaSariipaka p. 75, Natyadarpana p. 109) [527] and pro-
~duced the ‘furious’ experience {Bahuriipamié¢ra on IV. 73).

1145. It is not clear how the story of Sarmisthi and
"Yayati could become a tragedy (Sakityadarpana p. 340)
“[524]. Perhaps Yayati’s loss of his youth was the main episode,
-whether or not followed by his restoration. . Sarmistha was the
-daughter of a demon, who quarrelled with her friend Deva-
vani, 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 Sarmistha was
~made her servant. Afterwards Yayati fell in love with Sarmisthi
-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 tfansfer his old age to one
.of his sons. Piiru, the youngest (born of Sarmistha), 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 Pauravas, the main line of
Lunar rulers). At least five ndfakas were later written on this
popular Epic story of the rivalry of two women (see e.g. Krishna-
machariar p. 649). There is an absurd tradition {or at least one
which conflicts with the usual Tradition of the Lunar Dynasty)

that when Nahusa, the first human bemg to see a drama, saw
the gods’ theatre in heaven, it was Bharata’s tragedy Sarmlstha
.and Yayati which was the first play performed before him. Now
in Tradition Yayati is the son of Nahusa... Of course it is even
more 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, Sarasvati, Goddess of Learning and Literature, is
supposed to have composed a ndfaka called the Self-choice of
Fortune Laksmisvayamvara, which would have been on the same
story as the Churning of the Ocean, since Fortune, Laksmi,
was one of the products of the Churning and was immediately
married by Visnu (Krishnamachariar p. 533, but the source is
perhaps the imagination of Kalidasa [1405]).

1147. There were other cooperations which may have
been ancient (Adbhinavabharati, 11 p. 440). They presented
stories about Indra and his union with Ahalya as well as about
the killing of Taraka by Karttikeya, which liberated the gods

(cf. Sdgaranandin 2810: Sakrdnanda). Siva and Umi 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, Siradatanaya p. 248),
‘Taraka (by Karttikeya, the son of Siva—Séraditanaya p. 248,
Bahuriipamisra on III. 57 ff. —JOR VIII p. 328—perhaps
followed Sigaranandin on this, whose text is now corrupt—
2805 ff.—but mentions ‘brilliant’ rasas, illusions, deception,
magic, gods, demons, goblins, sprites, dragons, etc., and the fall
of a meteorite) and Naraka {by Krsna——Ségarananclin 2803:
16_heroes in this). One on the story of Virabhadra, created by
Siva out of a lock of his hair, is quoted by Singabhapala, 272 ff.,
but may not be very ancient. Virabhadra was sent to destroy
Daksa’s sacrifice after routing the gods present: Siva’s consort
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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 Daksa himself was killed, but afterwards restored to life:
by Siva; Daksa was a son of Brahma and a creator god.

1149, There was a rape of which Urva$i was the heroine
(Sagaranandin 2839-40 Urvasimardana, which looks like a corrup-
tion :read rather Urvasimadana with Bahurlipamisra on Dasaripaka
III. 72 ff) and perhaps resembled the rape by Venkatabhii-
pati (+18) Urvasisarvabhauma [658]. The Mayakurangika
presumably has nothing to do with Kurangi, but rather had an.
illusory deer in it (Singabhiipila 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
Laksmana was the subject of the <<Sakti> ramanuja, with the .
hero’s subsequent resurrection agreeably to the convention of’
. not acting the slaying of a2 hero (Saradatanaya p. 252). A tra-
- gedy Gangabhagiratha 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. Siraditanaya (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, who lay in a pit in the Underworld, burned
to ashes by the wrath of the sage Kapila. Itappears 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 Ganga as she passed over
the spot on her way to the ocean; the sons of Sagara were thus.
purified and enabled to proceed to heaven. Bhagiratha achie-
ved his end by propitiating Siva as he sat in his abode on the
Himalaya Mountains (properly on Mount Kaildsa, 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 Parvati, is often alluded to in later kdyya literature.

1151, For the street play vithi in this period we can supple-
ment the example of the possibly untypical Three Steps, very
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doubtfully ascribed to Bhisa, only from references to lost plays
which may have belonged to a rather later period. Such exam-
ples as the Indulekha (Srigaraprakasa 11 p. 494, Saradatanaya pp.
231 and 251, Natyadarpapa p. 126 [326] and Bahuriipamisra
on Dasariipaka I1I. 16 and 68 ff.) and the Malatika (Bhoja
[326] and Bahuripamisra on III. 13 f. and III. 68 ff.), 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 Ramapanivada and others, in that the main action described
is the acquisition of an additional wife by a king, involving a

. palace intrigue. These stories are similar to those of the ‘light

plays’, ndfi or nifikd, and like these may sometimes be more
or less ‘historical’, as is Bhiasa’s Yaugandhardyana’s Vows.
The Radha (Sagaranandin 3025 [326]) is likely to have been on
the well known intrigues of Krsna. 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 Madlatika, however, shows three parts: the heroine
Malatiki in addition to the King and Jester (Bhoja’s Srigdra
Prakdsa p. 888). Another type of street play known later
(particularly in Andhra) agrees with the Three Steps in having
a painting of some jhistorical or legendary subject displayed as
part of the props (Krishnamachariar p. 688; Somasekhara,
History of the Reddi 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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879, 892, 011, 916, g21, 927, 032

boon 1074

Both Give Way 1101

Both Go to Meet 1101

bourgeois (vaisya) 6og

bourgeois life 1011

Brahma 13, 563, 601, 602, 603, 605,
607, 1119, 1143, 1148

Brahmadatta 525, 682, 697

brahman (s) 560, 563, 603, 857, gbo,
1072, 1073, Iog8

brahman class (origin of 861

Brahmanical legends 858

Brahmanism %08, 1070, 1072

brahmana (s) 600,603 (see ‘brahmans’)

Brahmanas 512, 513, 514, 515, 516,
640

Breaking of the Thighs g50

Brhadratha 1142

Brhaspatimitra 1102

Brhatkathé (see also Gunadhya) 648,
649, 665. 666, 668, 671, 674, 841,
8z0, g92, 008, 1010, 1142

Brhatkathdsiokasamgraha 694

bridges %702, go8

Broken Pot 1048

brother-in-law 1108

Buddha/buddha 518, 528, 536, =37,

544, 547, 548, 549, 551, 552, 561,
562, 563, 569, 571. 572, ro2, 503,
595, 509, 6oo, 6o2, 603, 604,
605, 606, 6¢7, 610, 608, 707, 718,
724, 728, 73¢, 737, 74C. 741, 742,
746, 749, 767, 853, 854, 871, 874,
875. 876, 878, 886, 887, 888, 880,
891, 892, 803. 804, 907, 917. 033,
934, 936

Buddhacarita 613, 714, 754, 785, 761,
=62

Buddhi 686

Buddhism 537, 642, 7c8, 709, 746,

881, 801, 1005, 1096

Buddhist (s) 516, 522, 527 528, 520,
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544, 589, 592, 593, 6o1, 610, 672,
826, 870
Buddhist Canon 536
Buddhist Community " 610
Buddhist critiques of speculative
philosophy 748
Buddhist drama %24
Buddhist monk 1019, 1023, ICBﬁ
Buddhist philosophers 747
Buddhist tradition 528, 700, 714.
Budha 524
Budhasvamin 669
bureaucrat 1104
burglary 1or:, roze,
Burma 700
Burning of the Three Ciities 1143
Bu-ston 772

1142

cacophonous 756

cadences 1079

Caityagiri 849

Caitra Dynasty 522

cakravartin(s) 529, 698

calm 6oy, 712, 746

calmed 550, 567, 607, 623, 635, 746
867, 9843 987, 1070

Campa 678, 679, 680, 682, 692

campi(s) 611, 915, 030, 1608

candila 603, 681

Candi 521, 1048

Candra II Gupta 780

Candragupta Maurya 652, 657

Candrakirti 747

Candralekha 772

cantos 644

canto metre 752

Cappeller 781

captain 701

caravan merchant 700

Csirudatta 1011, 1013, 1074, IOIS,
1016, 1017, 1018, 1010, 1020, 1021,
1022, 1023, 1024, 1062

Girumati 650, 651, 652

cgtaka 1081

categories 1106

Catufistava 878

caturasra tala 781

cause 823

cause(s) of emotion 804, 8oy

causeway go8

Ced1 671 ,

celestial musicians 580

cemetery 647

centaurs 650

Central Asia 706, 708, 727, 872, 934

certainty of attainment of the fruit
744, 745, 981
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Ceylon 527, 621, 622, 673, 1129
chamberlain 602, c.67 c68, 076, g78,
094, 9u6, 1035, 1036, 1097

Chandaka 732, 749

Chandogya Upanisad 516

chaplain 727, 728

character 520

characterisation 635, 6go, 749, 751

characterlstmcs/charactenstlc BEO,
575, 580, 6oo, 763, 826, 1007,
1056, 1060, 1070, 1106, 17113,

1121, 1124, 1126, 1137
characteristics of kduvya 565
charioteer 1038
chatter 1017, 1095
chatira 702
China 708
Chinese %65
Chinese translation %65, 8co
Churning of the Ocean 521, 592, 790,

829, 1143, 1146
cikitsa 672
cintd-kavi 543
‘circle’ 6gc, 692, 832, 1088, 1120
citation of something else 797 824,

825, 826, 898
cities 522, 720, 1114, 1116
cttmkauya 64.0, 65G, 755 1070
Cittaratha 80
civil service(s) 642, 772
civiéigation 506, 507, 6og, 621, 663,

1
clan 1085
claque 1110
clarity 8g2, 897
class (-es) 601, 861, 1672, 1076
clouds 1081
clear 8571, 928
comic 550, 1¢85, 1004
commencement 744, 745, 981, 1055
communications 642

- comparison 820, 031 .

compassion 563, 605, 8y3, goz, 917,
926, o027
compassionate aesthetic experience

550, 623, 635, 799, 1053

' complete (samasta) mctaphor 754

870, 874

compounds 611, 929
compounding 1053

compound words 928

Comprehensive History of India 772
concentrating 087

conciliation g46 -

conclusion 744, 745, 982; 984, 1 133
condensed expression 646
confidante 618

conflict 562, 588

confusion 1005

onjunctlon (s) 744, 084, 985, 97,
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1004, 1131
Conscience 718
club (see ‘circle’) 1120
club hall 1121
cold season %87 :
comedy (-ies) 505, 511, 613, 045,
1076, 1084, 1085, 1087, 1090, 1091,
1094, 1095
Consecrations 1026, 1061
construction %64, 1000
consummation of the kdvya 084, 1032
contention 045, 957, gb1, 1085
continuity g8o
contradiction (s) 886, 888 B8a3, 925,

]
cona?ast(s) 633, 760, 818, 886, 888,
892, 9371, 933, 936

cooperation(s) 945, 957, 958, 960,
1143, 1147

corroboerations(s) 75g, 801, 821

cosmogony 512, 516, 517, 519, 858

cosmology 861

cotton 787 -

country 776 .

country life 770, 703, 824

court (law) 684

courtesy 1121, 1122

Creation 513

critical outlook 516

cultural unification of India 642, 663

cultural administration 643

curse/Curse 675, 703, 55, 1006, 1010,
1048, 1052, 1076, 111g

curtain 692, 954, 1037

Cyavana 640

cycle(s) 522, 860, 861

dairymaids 1049

daiva 1010

Daksa 1148

daksinalya aog -

Daksinidpatha 670

daksinye 973, 1122

Ddmaka 1076

Damayanti 527, 829

Dimodara 1045, 1049, 1050, 1051

Dimodaragupta 1007

dance(s) 1045, 1066

Dandaka 627

Dandin 646, 649, 653, 656, 657, 689,
690, 704, 765, 895, 903, 924, 925,
1017, 1056, 1065

Dantikid 5rg

Danu 639

Daridracarudatia 1011

Darsaka 069,974, 977

Dddargjfia 507 '

Dasaratha 620, 627, 864, 1033, 1025,
1037, 1038, 1044, 1071, 1072
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Dafargpaka 567, 1144, 1149

Dattaka 602, 1123

Dawn 508

death 742(on stage:) 1027, 1044,
II5C

Death (personified : Mira, Yama)
R57, 562, 575, 6co, 606, 714,
728, 767, 932, 1087, 1088, 1089,
1001, I111Q

deceitful expression 974

decentralising (political) 774

deception r1ogj5

deep 851

definition of kazya 734

delight 704

demon (s) 507, 513, 521, 589,590, £02,
595, 506, 622, 627, 638, 728, 857,
022, 1045, 1049, 1071, 1074, 1148

demoness 449

deposit 984

desa language 675

descriptions 729, 734, 920, 930

descriptive monologue ggg

descriptive poet 541

descriptive prose 1053

descriptive verses 1053

des? Bag

Desire 600

detachment 712, 8qg1

Deva 885

Devadatta 744, 1142

Devaki 1047, 1048

Devayani 1145

Devi rer ) :

Devilaka 1116, 1119, 1120, 1121,
1122, 1123, 1124, II25

Dhammapada 575, 577, 879

Dhammiapadatthakathd 673

Dhinafijaya 710

Dhanapila (I) 68q, 7c4, 851, 1010

Dhanika 588, 831 ‘

Dhaniya 571

dhara 653

dharini 836

dharma 672, 754, 806, 1072, 1123

dharma novel 840

Dharmakirti 723, 765, 003, 926, 939
040

Dhiranaga 11274, 1131, 1128, 1140

Dhrtarastra 525, 947, 951, 953, 954

dhruv@ 1006

dhiirta 1004

Dhiirtavitasamodda 1115

dhvani 660 '

dhvanikavya 636, 815, 817

dialect 839

dialogue (s} 505, 510, 511, 516, 539,
544, 562, 570, 571, 587, 588, 6o1,
610, 930, 046, 948, 1075, 1082,
1151
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Dialogue of the Rogue and the Para-
site 1115

didactic aim 711

didactic poet 542

Digha Nikdya 544, 564, 575, 583. 584,
6o1, 608, 6oy, 610, 875, 905

dimas 658, 753

Dismatradar§ini 1068

dipaka 757

direct announcement of an/the
actor (s) gb5, 1129

Discontent 600

Discrimination School 1106

dispute 1085 '

distinction 829, 1015

divine eye 608

doctor 1088,
1095

dosa 925

double meaning(s) 754, 786, 815,
910, 1¢61

doubt 1137

‘Dragon’ 549, 552

dragon(s) 877, 889, 1049, 1050

Dragon World 8g8

drama(s)‘ 510, 510, 524, 539, 544,
562" 579> 587, =88, 6co, 607, 613,
6533‘ 654* 656> 658- 707, 710, 712,
717, 7275 744> 753, 778, 041, 1044,
1052, 1068, 1083

dramatic construction 973

dramatic expression 1056

dramatic theory 1085

dramatised episodes 587

Drauhini 84

Dravidian India 6%0

dream ¢64, 076, 977, 1020

Dream Viasavadatta gb4, 1129, 1131

dreaming 1052

drinking places 702, gc8

drinking song 1059

drstdanta 1124

drunkard og6

drutavilambita 650

Drona 428

Durga 521

Duryodhana 946, 947, 948, 950, 951,
952, 953, 954; 955, 956, 957, 958,
059, 962, 1044, 1060, 1061

dusta 719,720, 1011

Dusyanta p25

Ditoghatotkaca 948

Ditavakya 946

Dvaravati (Dvaraki) 526, 868

Dwarf 513, 658, 829, 1074

Dvavimsatyavaddna go4

Dvapara Yuga 529

dying (tenth stage of love) 806

dying on stage 1037, 1044

dynastic lists 530

1089, 1CQI, 1004,
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dynasties 522, 523, 524, 525, 531,
669, 861

Eabani 502

Earth 514, 623, 1127, 1134

‘earth’ (or ‘dust’) pamsuy machine 694 -

cconomic life 642

Edgerton 615

education 751 :

cffect of emotion 802, 807

Ekavibariya 577 ‘

election of the first king 6og

elixir 836

eloguent mode 1053, 1056,

embassies 728

embryo 744, 745, 972,983, 1010, 1030,
1131, 1135

emotion (s) 520, 734, 044

emperor (s) 529, 641, 643, 675, 686,
685, 608, 861, 862

Emiisa 514

ends of life g32, 089

enlightenment/Enlightenment 562,
6o5, 714, 856

enumeration 761, 888

envoy (s) 728, 946, 947, 948

Epic 512, 518, 3519, 520, 526, 527,
533, 565, 614, 615, 616, 624,
634, 635, 699, 829, 919, 946;
949 951, 955, 956, 962

epic{s) 5¢6, fog, 512, 517, 518: 532,
534, 543, 561, 562, 564 565, 570,
5795 580, 615, 616, 634, 644, 645,
646, 665, 710, 714, 715, 728, 729,
738, 734> 742,743, T44: 745> 146,
751, 752, 764, 778, 852 856, 859,
938 .

epic metre 581

epic poet 540

epic recitation 510, 1133

epistemological authority 1095

epistemology 820

epistle (s) 877, 879, 885, 899, goo, gO1

Epistle to a Friend 879

Epistle to the Great King Kanika 899

equal consequence 761, 031

equivocal words 1061

error 824

establishing 1060

ethical purpose 711 7

ethics 642, 880, 882, goy, 916

evening twilight 867, 8g1

everyman 1086

evils of the world 708, 856, g10

evolution 519, 521, 522, 6oy, 860

exaggeration 758

exaltation 851

example 575, 1124

1004
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excursion 691, 695

excuse 1008

exertion 562

expiation 1119 .

expression of the seed g84, 986

expression of something else 825

expressive sdtfvati mode of stage busi-
ness 084, 1056 -

expressive sdttvika emotion 807, 808

extinction 503, 607

fable 503

fairies 650

fancy (-ies) 624, 633, 637, 646, 762,
818, 820, 823, 1017

fantasy 579

farce 505, 511

fast 1013

fate 609, 1010, 1011, 1020 1023

fathers 1117

fault 5649, 025

fear 1005

festival (s) 587, 695, 843, 1071

Festival of Love 1017

‘feudal’ order 773

feudalism 775

feudalistic monarchy 531

feudalistic period 520

feudalisticsystem 516

fiction (s) 666, 668, 677, 689, 704, 717,
045, 098, 1000, 1011, 1083, 1084,

- 1085, 1141, 1142

fight(s) 658, 049, 1143, 1148

figurativeness 746

figurative language 878

figurative speech 533 , 580

figure (s) of speech 754, 7555 757> 758:
763, 701, 815, 818, 820, 867, 870,
886, 800, 891, go1, 911, 915, 916,
928, 929, 931, 1056

final benediction(s) 943, 934, 1032,
1072, IITI, 1125

Fire God 1032, 1064

First Kavi 613, 728

‘First Kivya® 616

first passion 803

fish (and Manu) 514

Fish (Vispu) 522

Five Nights 957, 1067

fixed quatrain metres 573, 582, 585,
644, 647, 650, 657, 660, 867,

. 874, 935, 1078

flight 690, 693, 696, 698, 836, 1000

Flood 502, 514, 522

flying (‘space’—akasae) machine 690, °

693, 697
folk songs %69, 776, 781, 783, 830

fool (see ‘jester’) oo, 1086
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forest(s) 629, 788, 789

former life 840

Fortitude 718 '

Fortune/fortune 718, 7g0, 1028, 1032,
1048, 1052, 1074, 1146

friends 601

frogs 511

fruit 1011

frustration 803, 804, 1005

furious 1061, 1144

Gadayuddha 950

gadgadavac 1095

gagrama 680, 692

géaha 777

Gahdasattasai 777

gallery 1033

gambhira 851

gambler 511, 1011, 1019

gambling 1116

gana 567

ganacchandas 567, 581, 382, 781, 859,
875

ganda 1061

Gandhira 648, 705, 708, 709, 774,

948

Gandhari gz3

Gandharvas 580

gandharva union 1000

Gandharvadatta 680, 681, 602

Ganesa 1129

Gangabhogiratha 1150

Ganga 1150 ‘

Gangadhara 776, 783, 784, 785, 786,
%87, 788, 790, 795, 766, 797, Boo,
804, 805, 806, 807, 808, 812, 814,
815, 821, 822, 823, 824, 825,
826 _ :

Gangarola %703

Ganges 523, 525, 1128, 1135, 1136,
1139, T150

Ganges states 673

garbha 082, 1131

garland 1136

Garuda 695, 1047

gathd 567.777

Gathasapladati 77

gaudiya 756, 937

Gauri 8290

Gaurimunda 681, 685, 686

Gautama 860

Gavanagari 714

geisha(s) 573, 678, 691, 602, 703,
710, 720, 1011, 1012, 1022, 1087,
1088, 1001, 1002, 1004, 1005,
1116, 1121, 1123, 1124

geisha’s quarter 1118

Gendakarala 703
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genealogy 517

generalisation 8o1, 821

generosity 604, 708, 883, 007, 008,
g17, 019, 922, 1016

genre 550

gentry 773, 776

germination of the trust 084, 085

Gershevitch 535

gesture 1000

geva ripakas 588

geyya 588

Ghanasdyima 458

Ghatakarpara 1048, 1082

Ghatotkaca 948, o040, 055

Ghatotkaca as Envoy 048, 1067

Ghosavati 086

Gift of Armour g55

Gilgamesh 502

Girinagara 928

giti 567, 568, 569, 581

Glory 718

goblin 6745

God 748

gods 687, 1073

gods and demons 513, 521, 544, 580,
rgo, G27, 6581046

Godavari 630, 621, 632, 664, 673,
770, 774, 808

Goddess r21

Godhika 555

God of Fire go8

God .of the Sea 1030

God of War 5o

God of Wealth 676, 1105

going-forth 561

Gold Land #%o1

gold ‘mines 701

Gomukha 691, 704, 740

good conduct o8, 917

good man 8g6, 898, gog

good speech 590 -

&opis 1045
" gosthi 6go, 6oz, 832, 1088, 1120
gosthikas 1120

Gotama 595, 600, bor
government 642, 883, 8qg
gOVernors 772, 775
Govindarzja 632, 633
Goyama 860 -

gracious 028

gramani 701

grammatical decorations 755
grammatical figurativeness 831
grammatical poet 733, 739
Great God 503

great men 861 ,

Greeks 693, 696, 705, 707
grinding grain 790 ‘
group dance 1049

guhyakd 606
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_guild of merchants Gog

Gujarat 527, 779. co8

gunas 8a6, o025, g28

Gunadhya (see also Brﬁatkatha) 667,
668, 669, 670, 671, 672, 674, 675,
676: 677: 685: 689! 690: 6ar1, 703,

- 704, 740, 836, 829, 848 '

gunibhitavyangya 813

Guptas g43

gyroscope 698

Haihaya 527

Hala 771, 777, 832, 8q7

halika 785

hall 6oz

kallisoka 1045, 1049

hamsa =52

Hamsaka ag2

handbooks =16

Handsome Nanda 515, 720, 727, 745,
746, 749, 750, 765, 766, 767

Hanumant 628, 1028, 10209,
1032

happiness 642, 6a1, 883, 8oog

Hari (Krsna) g52, 1060

Hari (Dynasty) 861, 863, 868, 860

Haribhadra 853

harini 651

Hariscandra 515, 523

Harisena 862

Harisikha 691

Harivamsa (by Vimala, Jaina) 868

Harivamsa (Brahmamcal) 1025, 1044.

Harivarman 747

harlotry 1104, 1123

Harsa go7, 1077

Hastinapura 518

having rasa 646

health 642

Heaven 504, 741, 11044 1124

helot 603, 1086

Hemacandra 648, 779, 1078

hemp 787

herdsmen 1045, 1049

hereditary succession 772

hermitage (s) 631, 728, 732, 737, 738,
745, b5, 1128, 1131, 1132

hero (-es) 501, 502, 517, r20, 523,
r30, 563, 620, G22, o88

heroic aesthetic experience 550, 623,
635, 867

heroic play(s) 945, 946, 949, 955,
1056, 1076, 1144

heroic poetry 505

heroic sounding metre o9

heroine 801, 802, 805, 807, 833 101G

ketu Bag ‘

hierarchy 773

Himalaya (s) 514, 518, 561,

1030,

611,
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633, 681, 685, 606, 714, 720, 741,
. 927, 1150 . -

hint 822, 1130 ' .

history 512, 519, 522, 531, 613, 677,

858, 862

history vamsa of kavis 704

historical writing 610

histories g45

Hitopadesa 1003

Hiuen Tsiang 648

honey month 78g

Hope 718

horse sacrifice 1074, 1128, 1131

hotr 315

housewife 791

human nature 618

humanism 666

hunters 788 _

hunting go2, 992

hymn(s) 569, 871, 875, 886, 890,

933, 934
hypocrisy 1086

ideas 734

idealism g18

idealisation 618

thdmrga 658, 753, 991

Tksvaku 523

113 524

illustrating 575

illustration 1112

immortality 568

imperial ideal 663

imperial emblems (‘gems’) 686

impermanence %31

implication 643

implied fancy 823

implied meaning 627, 660, 811, 813,
814, 815, 816, 817, 823, 83

implied simile 7g1, 818 .

f_[mpove‘rished Carudatta 1011, 1076

Improvisation 544, 548

improvised 568, 623

improvisor-poet 541

incarnation (s) 514, 521, 526, 527

Incoherent chatter rcry, 1095 -

ndala svara 1097

India 525

Indians 506

indignation g14

Indo-Iranian 535

Indonesia 765

Indra 506, 507, 510, 511, 513, 52I,
563. 589, 505, 680, 687, 703, 729,
731, 732, 741, 862, 955, 1060,
1124, 1148

Indrabhdti 860

Indragathas 506

379

Indra’s herdsmen 556, 651

Indrajit 1031

Indulekha 1151

Indus 527 '

Indus valley 502, 504, 505, 5¢6, 513,
705

Indus (valley) civilisation 501, 523,
641

inference 829, g72

Ingalls 647

injection of subsidiary matter 1061

insight 535

inspiration 674, 924, 8g2

instructive examples 858

Intelligence 718

intervention g8o, 1133

intonation 811, 814

introduction to the (future) act 9g3

introductory scene 1049

inventiony17

investment 883

invocation 767

Isidasi 580, 581

Isvaradatta 768, 1114, 1115

Trikdsa 512, 517, 550, 634, 6308

I-Tsing 765, 8g1

Jaguda 705

Jaigisavya 748

Jahg% (s) 516, 522, 529, 574, 848, 854,
) ;

Jaina Canon 545, 721, 869

Jaina chronology 853

Jaina ethics 856

Jaina legend 836

Jaina Ma3aharastri 852

Jaina philosophy 858

Jaina Tradition 835, 837

Jainism 606, 841, 857

Jalhana (see also Suaktimukiquali)
637, 644, 649, 704, 832, 964,
105G

Jamadagni 527

Famadagnyavijaya 1144

Jémbavant 645

Jambavati 645

Fambavatijaya 613, 644

Janaka 623, 748, 863, 1072

Janasthina ro4i

-Jarasandha 526, 520, 868

Jasmine Garland 1127

Jdtaka 503, 57¢, 579, 583,.585, 611,
619, 660, 671, 672, 702, 718, 727,
915, 919, 998

Jatayus 631, 639, 1041

Jdti 550

Javanikd 6g2

Jaya 519

Jayadeva 1064
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Jayanaka 1064

Javaswal 526

_]‘e’st‘er 717, 719, 720, 727, 9713 972,
973, 974, 975, 976, 980, 986, 988,
905, 1000, 1002, 1004, 1005, 1006,

1011, r1o1g, 1or4, 1018, 1066,
1073, 1076, 1086, 1087, 1046,
1097, 1098, 1132, II5I

Jina 854, 860, 868

Jinabhadra 850

Jinas 520, 560, 861, 862

Jivadiman g6g

Jivaka 672

Johnston 615, 700, 742, 746, 747,
748, 752, 753. 756. 765, 768, 1085

Joumey 1080

Joy 704, 712

judgment 987

jumping in 1005

justice 642, 883

Jvalanamitra 1057

Kaikeyi 618, 625, 626, 627, 864, 866,

, 1033, 1036, 1071, 1073

Kailisa 685, 686, g51, 1118, 1150

kaisiki 1056

Kikandi 845

kdkapada 1097

kaku 811, 814 .

kalahantarita 8oy

Kali 845

Kalidasa 510, 768, 941, 042, 943,
1055, 1048, 1114, 1146

Kalingasena 668, 703

Kaliya 1049

Kali Yuga 525

Kaliyugaparikathd 899

kalpa 522

kama 598, 850, 1123

Kama 526, 829, 1144

Kimadevas 529

Kamsa 526, 658, 9753, 1044, 1045,
1046, 1047, 1048, 1050, 1031,
1052

kaficukiya 67

Kangle 1058

Kanika 8gg

Kaniska I 705, 706, 709, goo, 1102

Kaniska III goo

kanta 28

Kanthabharana 649, 650

Kanthaka 732

Kanva 1134

Kapila 732, 737, 748, 1150

Kapilavastu v14, 737, 740

Kaiapisa 705

Karna 955, 956, 1076

Karpabhdra 955

Karnpa’s Task 955, 1067, 1076
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Karpurika 668

Kartavirya Arjuna 527, 1144
Karttikeya 1147, 1148
Kartyayani 1045, 1c48

karya g8o, 108%, 1130

Kaiéi 682, 69y, 706, 998, 1061
Kasmira 1097

kathd 579, 665, 672, 689, go5
Kathdsaritsdgara 648
Kathphisa 705

Katyayana 648, 649
Kaumudagandha 719
Kaure‘éva (s) 525, 526, 531, 948 957,

95

Kausalya 625, 626

Kausambi 525, 531, 652, 663, 671,
673, 675, 683, 685, 691, 605, 696,
841, 847, 978, 990, goz

Kautalya 613, 619, 642, 652

Kovacadana 955

kdveyva 539, 551

kavi(s) 520 , 534, 535, 536, 539. 540,
542, 543, 663, 673

Kavi, M.R. 1007, 1008, 1074, 1076,

1106 1113, 1121, 1124, 1137
kawpa(s) 516, 527, 528, 529, 530, 534,
573

Icazgyalmga 823

Kavyamimamsa (see Rajasekhara) 648

kavyasamhdara 984

Kerala 939, 941, 1066, 1067,
1096, 1097

Khara 1040

Kielhorn 639

kilika 698

kimsuka 1001

kindness 1122

king 729

king’s brother-in-law
1110

kingship 6og, 861

kinnara 650

kinsmen 742

Kirandvali 1077

kiratas 701 7

Kirata kings of Nepal 652

Kiskindha 637, 861, 1027

kitchen 791

Kongu-Vglir 667

Konow 943, ¢62

Kosala 523, 5‘613 706: 709, 835, Q37

Kramadipikd 1096

krauficapadd 935

krida 988

Krishnamachariar 649, 650, 938,
1062. 1065, 1066, 1074, 1076.10%77,
1078, 1c92, 1096, 1140, 1144,
1145, 1146, 1151

Krsna 526, 529, 531, 645, 652, 658,
699, 701, 741, 753, 829, 868, 046,

1075,

1011, 1108,
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948. 950, 951, 952, 1025, 1044,
1047, 1070, 1148, 1151

Krsna Dvaipayana 532, 993

Krta Yuga 523

Ksantivadin g20, g1

ksatrapas 1099

ksatriya (s) 527, 603, 1076

Ksemendra 644, 668, 673

Kubera (see Kuvera) 1105

Kubhi 7yoj5

Kuchean 7524

Kujula 705

Kulanitha 803, 806, 813, 820

Kulasekhara 525

Kulkarni 869

Kumaradasa 638, 768

Kumarila 772

Kumudvati 753, 1141

Kunala 611

Kundala Fataka 611, 928, 908

Kundamald 1127

Kundasekharavijaya 1144

Kunjunni Raja 1066, 1096, 1097,
1098

Kuntaka 623, 635, 646, 831

Kuntala 832

Kurangi 999, 1001, 1002, 1003, 1005,
1006, 1009, 1010, 1066, 1149

Kuru (country) 525, 526, 531, 724,
947, 952, 998

Kusa 640, 1134, 1135

Kusana(s) 705, 706, 707, 708, 709,
720, 7745 775, 835: goo, goz, 928,
943, 1033, 10gg, 1102

Kusinagari 714, 728

Kusinird 607, 610

Kusumasekharavijaya 1144

kutaja 1081 ' .

Kutihala %72, 83%

Kuvera 564, 580, 676,678, 685, 686,
688, 696, 4740

Kuvinda (king,=Govinda ?) 662

LacGte 676, 694, 703

Lakkhanasuttanta 584, 875

laksana(s) 826, 1007, 1070 :

Laksmana 629, 631, 637, 638, 639,
862, 865, 1032, 1036,1040, 1072,
1128, 1129, 1130, 1131, 1134,
1150 i

Laksmi rogz2, 1063

Laksmisvayamuvara 1146

lalita 653, 988

Lalitalocana 683

lamp 757

Land of Gold 700

language 517, 733; 1066

Lanka 527, 622, 1028, 1033, 1130

lassitude 1136
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Lava 1134, 1135

Lavanaka 068

lawgiver 522

leading in 965, 1129

legal process 684

legend (s) 505, 513, 517, 510, 564

lekha 877

lesa 1008

letter 808

Lévi, S. gog

lexical figurativeness 831

liberation 563, 712, 746, 1008

Licchavi 641

life 816

Life of the Buddha 714, 728, 730, 744,
746, 748, 750, 765

Life of the Boy 1044, 1067

Life of Padma 854

light play(s) 945, 991, 99b. 1151

Lilgvai 792, 938

Lilavati 673

limbs of the conjunctions 1056

‘limbs’ of comedy 1094, 1095

limbs of the opening conjunction g87

limb of the silpaka 1136

limb (s) of the street play 1061, 1075,
1094

linga 972

linguistics 516

Lion 1082

liquor 1124

literal sense 636

literary circle 832

literary ériticisin 896

literary middle term 823

logic 8g6

Lokéatitastava 878

Lokayata 516, 748, 1096

lokottara 850

loose g22

Lotus Gift 1114 .

IPVC 598, 679, 715, 782, 784, 786,
8o1, 808, 8cg, rizq

Love (see ‘Pleasure’) 526, 829

lovemaking 728, 1104, 1106

lovers 691

loyalty 618

Luders 721

Lunar Dynasty 518, 523, 524, 526,
861, goz2, 1145

lunatic gg5

lute 512

lyric(s) 509, 543, 547, 559, 560, 569,
623, 764, 769, 770, 771, 772, 778,
282, 783, 871, 1098, 1080 _

lyric metre 509

lyric poet 541

lyric poetry 534

lyrical poems 5€8

lyricism 580
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Mace Fight 050, 1150

machine (s) 693, 694, 695 ,

machines going in space (see ‘space )
608

macl?ine made of an assemblage of
‘parts kdpdardfikria 694

Madana (king) 673

Madanamafnicuka 678, 679, 684, 686,
691, 703

Madanavega 703

madhavi 638, gb6g

Madhiika 1048

madhura 28

Madhyama 949

Madhyamaka 836, 878, 881, 8g1, 911

madness 803

Magadha 526, 538, 559, 561, 563,
641, 663, 664, 669, 671, 705, 714,
720, 721, 728, 835, 854, 860, 937,
964. 967, 969, 1102, 1115, 1142

Magadhan Empire 525, 531, 641, 643,
652, 664, 669, 671, 705

Magadhan folk song 643

Magadhavati 719

Magadhasend 850

Magadhi 538, 641, 663, 720, 721

magadhikd 598

Magadhi lyric poetry 663

Mahdbharata (see ‘Epic’) r5e22, 635,
854-: 868; 957, 9623 1044

Mahadeva 503

Mahzkapi g2+

Mahakassapa 556

mahdkdvyas 581

mahdksatrapa 63

Mahapadma 648, 669

Mahaparinibbina Suttanta 610,905, 928

Mahardjakanikalekha 899

Maharastra 526, 629, 769, 774, 778,
782, 783, 788, 923, 937,938

Maharastri 675, 769, 771, 772, 777
778,779, 830, 839, 852, 853, 859,
937, 94T

Mahasamgha 746 '

Mahasena 697, 978, 979, 980, 994,
995, 996 .

Mahavira 529, 841, 853, 854, 860

Mahayana 891, 892, 911

Mahayanist 879

Mahendravarman 1059, 1092

Maheévara 1069

Mahiman 646

Mahodaya 1114

Mahosadha 570

Maitreya (jester) 1011, 1013, 1016,
1018, 1020

Maitreya (bodhisattva) 727

maitri 567

Maitribala gz20, 922

Majjhima Nikdya 569, 724
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mala (laksana) 1136

Mdlatikd 1151

Malaya 683, 686

Malayalam 1006, 1697

Malgyavati 850

Mamandoor 10g2

Mammata 779, 817, 823

Manakheta 836

Manasa 1081

Manasavega 648, 681, 683,684, 686

Mandaradeva 686

Mafjusrimilakalpa 648

manoratha 826

Manorathapiirani 541

Manthara 625, 626, 627, 1036, 1071

Mantrayana 836

Manu 522

Manu (VII) Vaivasvata 514, 522,
523, 524, 531

Manu Il Svarocisa 522

Manu I Svayambhuva 522

manyaniara 522

Mara 562, 571, 576, 597, 600, 605,
606, 714, 728, 753, 767, 932

Maira’s daughters 6oo, 718

marana 8o6

Marithi 748

Marhatta Apabhrams$a 675, 778

Markandeya Purdna 522

Marubhiitika 6g1

marvellous 610, 621, 703

Master-Mistress 1085, 1089, I109I,
1092, 1004, 1095, 1096, 1097

Matali 58g

matallikas 68g

Mathura 526, 673, 707, 753, 774»
86%, 1033, 1045, 1047, 1050, 1052

mdtrachandas 582

Matreeta 765, ¥68, 885, 886, 887,
888, 8go, 8g1, B8gz, 894, 895,
896, 897, 898, 899, 900, go1, 902,
903, G31, 032, 933

Matsya 669, 957, 959 _

Maurya Dynasty 613, 641 669, 1142

Mauryan' Empire 619

Mauryan period 539

Méyakurangikd 1149

mavokti g74

Mayuraja 635

means of knowledge 820, 1095

mechanical cock (flying machine)
697

medicine 1091

medieval period 734

medieval society 743

meditation 712, %729, 9I2

Mehendale %48

members of a ‘circle’ 1120

merchant{s) 700, 702,719, 721, 1011,
1012
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merchant-banker 6g2

merchant’s son 1103, 1105, 11¢g

meritorious action g¢6, go7

Meru 685, 687, 692, g22, g51

messenger 785, 797, 8oo, 806, Bo7y,
823, 824

metaphor (s) 533, 550, 583, 610, 646,
754 762; 815: 8701 883! 886: 888!
893

metre (s} 500, 533, 534, 535, 538,
541, 546, 567, 581, 582, 584, 611,
624: 64-0: 659: 6601 7525 7813 833=
859: 867: 8:70: 905, 910, 9L 1, 916’
936G, 960, 1053, 1048

middle ages 666

Middle One g490

middle term 823, gv2

milkmaids 789, 1045

Milky Way 1150

Mimamsa 8zc, 1138

Mimamsa Sitra 1085

mimicry ggg

minotaur 5oz

minstrels 518, 532

Mithila 570

mixed figures of speech 646, 762

modes {musical) 1006

modes of stage business 84, 1036

model 516

Moggallana 5547, 6o2

moksa 712

Man 700

monarchical conceptions 522

monarchy 531

monkey (s) 622, 637, 857, 927

Monkey Island 85%

monkey wizards 86:

monologue (s) 100y, 101io, 1C20

monsoon 50%

monsters 501, 502

Moon 5oz

Moon God 524

moonrise 646, 651

moral action 860

moral law 866

morality go1

moral sense 918

mortal 685

mountains 631, 729, 741

mountain tribesmen 701

Mryechakatika 1023, 1062

mrdu 922

mukha 982, 1131

Miladeva 1142

Mdulasthiana 527

Munayastava 934

Munisuvrata 862

Murari 617, 1003

Murunda(s) 706, 835, 1102, 1108,
1115
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music 680, go1, 994

musical metre(s) 509, 538, 566, 567,
570, 573, 575, 582, 584, 781, 867

musical phrase 567

musical play 1110

musician 1111

mynah 548

myth(s) 501, 503, 505, 5¢6, 510, 513,
514, 519, 521, 526, 502, 621

mythology 589, 592, 621, 858, 1045

naga 549 ‘

ndearaka(s) 690, 691, 6g2, 719, 776,
285, 790, 793, 822, 1088, 1118

Nagarjuna 747, 772, 836, 837, 873,
877, 848, 881, 883, 884, 885, 886,
901

Nigendra 838

Nahusa 524, 1145

naihsrevasa 880

Nala 527

Nalagiri gg5

Nalakiibara 862

Nami 861

Namisadhu 645, 646

Namuci 562, 571, 606

Nanda (emperor of Magadha) 641,
648, 652, 669

Nanda (the Buddha’s half-brother}715,
725s 727, 729, 740, 747, 742, 749

Nandagopa 104%, 10409, 1050

Nandana 504

Narada 863, 1006, 1010, 1046, 1051

Naraka 1148

Naravahanadatta 641, 675, 677,
6%8, 670, 680, 681, 682, 682, 684,
686, 687, 688, 601, Ggz, 693,
608, 703

Nariyana 862, 1030, 1046, 1085, 1008

Narmada River gg2

narrative(s) 512, 517, 609, 610, 668,
703 734> 743> 751, 764, 915, 928,
930

narrative metre 581, 644

Nasika 928

nata 658

ndjaka(s) 653, 656, 658, 717, 718,
723, 727, 753, 045, 964, 984, 1026,
1033, 1044, 1069, 1085, 1127, 1146

Najarnkusa 1066

natasamajid 544

ndfi 045, 991, II5I

ndtikd 991, 1077, 1151

naturalistic description 632, 633, 818

nature 508, 816, 828, 878, 1080

Nétyadarpana (see ‘Ramacandra and
Gunacandra’) 1144, 1151

natyadharé 653

Ndtyasasira 523, 550, 613, 653, 656,
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658, 710, 721, 753, 763, B8o1,
8cz2, 803, 8os, Bo7, 945, 0357,
6o, 961, 980, 991, 1053, 1056,
1083, 1085, 1143, 1144

ndlyayita 654

Nemi 868

Nepal 652, 714, 872, 877

Nepdlamahdimpa 643

Nerafijara 562

Neru 564

neuter 1108 ,

nidarsana (kathd) 689, 1126

nidarsana (laksapa) 1119

Niddesa 671, 702

Night 508

Nilakantha, K.A. 774

Niraupamyastava 858

Nirvapa/niredpa 549, 552, 577, 593,
600: 6‘04-1 607: 672: 6923 728; 744
746, 850, 865, 883, 888, 880, 801

nirvahana 983, 1133

Nisadha 52%

niti 882, 1082

NitisGra 1082

niyatd phalaprapti o081

non-attachment 571

non-mention of the consummation 984

non-violence 502

North Pole 685, 687

novel (s) 534, 579, 613, 649, 650, 652,
6‘65: 6661 673) 689: 6903 7035 704,
772, 778, 8‘3_5: 838, 839, 840, 850,
851, 1010, 1I142

novelists 674

nritabandha 1049

nriya 588, 1045

nun (s) 558, 559, 573, 598, 1106

nydsa 967, 984

nydsasamudbheda 984

nymph(s) 510, 515, 524, 594, 793,
715, 718, 725, 741, 742, 937, 934
1124, 1132

objective 744, 745, 966, 980, 1011,
1027, 1087, 1130

oblations 1124

obstacle 744, 745, 982,997, 1010, 1049,
1132, 1135

QOcean 621, 622, 1020

oil 797

Oldenberg 615

omniscient (emperor) 698

opening benediction 723, 939, 1013
1103, 1129

opening conjunction 744, 982, 985,
1010, 1131

opening proceedings 723

opening to the act 1046 7

oral tradition of liihdsa and Purapa

512, 634
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oral tradition of plays 1143
origin of literature 500
originality 520, 1025
ornamentation 512

other conjunction 977
outcaste 681

outwitting 1094

overlord 773

Oxus 535

Padalipta 772, 832, 833, 834, 835,
836, 837, 838, 840, 847, 848, 850,
851

paddhatis 781 :

Padma 529, 854, 855, 860, 862, 863,
864, 866

Padmivati 964, ¢65, 967, 968, 969,
071, 972, 973, 974, 975> 976; 978,
979, 980, 981, 982, g82, 985, 980,
987, 989

padva 613, 640

pagoda(s) 707, 714, 744, 774 89T»
907 :

Pahlavas 705, 707

painters 920, 923 7

painting (s) 774, 845, 849, 921, 922,
927, 050, 996, 1075, 1122, 1151

Paifaci 666, 668, 660, 670, 673, 675,
677, 703, 720 :

Pala 837 6
1 ali 8, F40s 542, 5505 575,
Fal 1(31;?';{%1,5386, o1, 619, 623, 634,

666, 669 672, 647, 702, 720, 721
Pali Canon 536, 537, 539 541> 543,
544, 551, 584, 586, 585, 608, 612,
658, 659, 673, 724 780, 781, 783,

Paliggliiaﬂogues 610

Pali literature 664, 671

Pali lyrics 782

Pali poetry 566, 764

Pali prose 928

Palita 832, 834

Palitta B34, 838

Palitta 834, 839, 851

Pallava 1og2

Paficila Empire 51%

Paficardtra 957

Paficasikha %748

Paficatanira 668

Paficavati 630, 621, 632

Pandava(s) 518, 525, 520, 680, 946,
947, 948, 949, 950, 951, 957, 958,
959, 960, 962, 1061

Panda 525, 947

Panini 544. 613, 616, 644, 645, 646,
647, 648, 649, 651, 751, 752, 941

parachute 702 7

paradox (-es) 823, 878

paragraphs 764
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parallelism ¢65, 092, 1095, 1129

parallel statements 764

Paramarthastava 848

paramilds g1o

Paramitasamasa 911, 912, 913, 914

Paranavitana 765, 768 :

Piarapariya 560

Parasara 748

parasite 1011, 1017, 1018, 1023, 1103,
1104, 1106, 1108, 1109, 1110,
111, I1riz, 1n6, irry, 1118,
1119, 1121, 1125

parasites’ hall. 1003 .

Parasite’s Drowsiness ({unprinted
bhana: this title given in only
one manuscript does not seem
Justified by the contents) 1114

Parasu Rima 524, 1069

Pargiter 519, 520, 532, 771

parijataka 1096

Parijataka Tree 1060

parikathd(s) 570, 877, 896, go4, 905

Pariksit 518, 525, 680

Parinirvana 607, 610, 714

Pariplava 512

parivrtti 821

parks go8

part(s) (dramatic) 722, 1014, 1055,
IIRI

Parthians 705

partial fancy 762

Parvati 521, 676, 686, 688, 1048, 1150

Passion 562, 600

patakd 980 _

patakasthanaka 1061

Patalovijaya 645

Pataliputra 610, 643, 648, 663, 835,
1011,1099,1102,1112,1114,1115,

- 1116, 1119, 1123, 1142

Patafijali 612, 634, 649, 650, 652,
658! 659: 6‘613 753, 1044, 1052,
1060, 1074, IIOI

patibhdna 547, 548,623

patibhana-kavi 541

patrons 641, 662

Paiimacariya 854

Paurava(s) 518, 524, 525, 531, 652,
671, 680, 1145

‘pause’ 744, 082

Paydsi Suttanta 608

beasant(s) 603, 773, 782, 784, 785,
786, 787, 790, 1072

pekkhas m44

perfections 910, o011, g14

performance(s) s1¢, 544, 587, 588,
92

performing (limb of the opening) 987

Person Y42

personification 508, 762, 820

Perspiring 808
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Peryngadai 667

pervader, 1138

phalavega 981

philosopher 732

philosophical arguments %48

philosophical ideas 1083

philosophy 505, 516, 728, 1086

philosophy of love 1120

pilgrimage Y14

pin (of space machine} 6g8

Pinakapapi 1059

pisacas 649, 66a, 675

Pitambara 776, 786, 787, 7qo0, 811,
814, 818

plays 044

play within a play 654 -

play within a play within a play 654

playful 088

pleasure (kdma, rati) 508, 691, 728,
751, 830, 850, 932, 989, I120,
1123, 1124

Pleasure (Kama) 526, 829

ploughman %85

‘poet’ 535

poetics 516

poetic art 535

poetic licence 646

poetic theory 536

poetic vocabulary 564, 577, 579, 624

poetry 539

policy 1082

politics 882

political consultations 728

political science 618

popular milieu 782

portent(s; 1048, 1104

portraits 978

portress 978, 1034, 1035

possibility of attainment 744, 745, 981

Pottisa 772

poverty 704, 796, 1011, 1013, 1014,
1015, 1016, 1010

Prabhicandra 772, 825, 836, 834, 838

Prabhivati 684

Pradipta 838

Pradyota 668, 677, 695, 697, 990, 092

Pradyumna 526, 1144

praharsini 660

prohasena 045, 1076, 1084

praise of what is not the subject 803,
818

Prajapati 513, 514

prakarene 680, 717, 719, 753, 045, 998

prakari ¢8o, 1133

Prakrit(s) 581, 641, 664, 667, 707,
717, 720, 722, 760, 778, 830, 832,
838, 851, 028, 941, 1013, 1014,
1034 ~ .

Prakrtasyngaradataka 1779
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bralapa 1017, 1005

pramdpa 1095

pramanikd 659

pramitaksard 650

prapti 1137

praptisombhava 981

prasada 851, Bg2, 897
Pra;aafaﬁratzbﬁadbl’mua 890, 892
bprasanna 851"

prasinta 653, 984

brasiddhi 1060

praltibhd Boz

pratibhdna 924

pratihdri g78

pratijiid 948, 958, 1054
Pratijiidyaugandhardyana 990
FPratimd 1033

pratimukha 982, 1131
Pratisthina 664, 665, 669, 675
Prativdsudeva (s) 529, 862, 868
prayatna 981

prayers 1124 - ‘
prayogdtisaya 965, 1046, 1:29
precha 763

pregnancy longing 794
pregnant woman 693

pre-kduya 501

preksa 544

preksanaka 1076
premipariksd 808
preserving (a’ﬁanm) 836
president of the hall 654
previous life 848. ..

priti 712

producer 717, 723, 965, 1001, 1013,
1014, 1027, 1034, 1040, 1055,
1075, 10835, 1087, 1103, 1120,
1130, 1139

production of dramas 591 1066, 1067,

" 1006

prologue 654, 655, 656, 717, 950,
965, 992, 1001, 1013, 1014, 1027,
1034, 1046, 1055, 1067, 1075,
1085, 1087, 11209, II3I, 1151

props I15I

prose 505, 512, 513, 516, 533, 539,
6o1, 608, 609, 610, 611, 903, 915,
919, 927, 928, 929, 930

prose and verse 588

prose epic 534

prose fiction 665

Prthu 522

public works go8

Pudgala School of Buddhism 881

pukkasa 603

Pulumayi II 772, %776, 877, 928

pun(s) 646, 737, 762, 828, 888

punning 739, 767, 1106

bunya gob
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Purdpa(s) .512, 519, 520, 526, 530,
531, 771, 855

puras of the demons 513

Pumtanapmband}mmmgraha 772 835

pare ndtaka 653.

purohita 727

Paru 523, 524, 1145 .

Puriiravas 510, 515, 524, 658, 753

Purusapura . %774

parvaraiga 723, @30, 1013, 1066

Pusyamitra Sunga 664, 669, 1142

quality (-ies) of style 657, 851, 896, )
- 897, 922, 925, 928 ‘
qualities of a acntencc vakyadharma E
1138
quarrel 807, 1121
quatrain(s) 573, 582, 584, 743, 751

Radha 1151

Radhika 820 - . - L

rdgas 1006 -

Raghava,n 668, 703, 1151

Riaghava 625, 627, 628 632

Raghu 523 ' °

Rihu 592

Rahulastava q36

rains 556, 647, 651, 815,

ramdrops 1081 * -

rainy season 507, 63 7, 646 804., 867,
1080, 111

Rajagaha 561, 610 :

Rajaparikathd 880 = =

Ra sasekhara 636, 638, 640, 641, 644,.
648 649, 662, 704> 733, 734, 765,
832, 915, 964, m;)g, 1064, 1078

rajasimha 943 ;.

raksasas 622, 632, 639, 857

Rama 502, 503, 523, 527, 529, 617,
618, 619, 620, 621, 622, 623fl,,
709, 728, 820, 855, 857, 860, 852,
865, 1025, 1026, 1027, 1029,
1030, 1031, 1032, 1033, 1034,
1036, 1037, 1038, 1030, 1040,
1061, 1069, 1070, 1071, 1072,
1127, 1128, 1130, 1131, r1iga,
1133, 1134, 1135, 1158 i

Rama of the Axe 527, 1069, 1072,
1073, 1076, 1117, T144, 1145

Ramacandra and Gupacandra (sec
also ‘Ndtyadarpapa’) 831, g72,
1011, 1064, 1133

Riamapanivada 778, 1151

Ramayana 613, 614, 616, 617, 618,
620, 621, 623, 624, 634, 635, 644,
709, 743, 754, 854, 856, 1025,
1127, 1128, 1131, 1134

Riamilaka 1088 1118, 1120

ratiga 658

1081



INDEX

rape 658, go1, 1144, 1149

rava(s) (see also ‘aesthetic experience’)
533, 607, 623, 6g0, 704, 734, 8c7,
855,867, 869, 984, 987, 1056, 1066,
1148

Rasaratnakara 772

rasitala o1

Rastrakita 836

Rastrapala 723, 724, 765

Rastrapala 724, 725

rathoddhatd 573, 582, 611

rati 508

rationalistic outlook 516

Ratnaprabha 666

Ratnaérijiiana 634, 666, 765, 8g5,
896, 898, 903, 915, 922, 924, 925,

037

Ratngvali 877, 880, 881, gob

Ravana 527, 520, 621, 622, 623, 639,
857, 862, 864, 865, 1026, 1027,
1028, 1029, 1031, 1032, 1040,
1041, 10649, 1071, 1092, 1072, 1130

Ray 772

reader(s) 704, 712, 765

realism 570, 665, 666, 6go, 818, 1011

reciprocity 808, 818

redundancy 569

‘reflective poet’ 543, 560

refrain (s) 556, 557, 566, 764

religion 620

religious background 621

religious plavs 613

rendezvous %787

renunciation 518, 714, 087

re-opening 744, 982, 985, 1000, 1038,
1121

repetiticn 608

republic(s) 531

republican constitution 526

resurrection 1150

reticence 8g1

revelation 522

revolution (figure) 821

rhapsodes 518, 532, 526

(rhetorical) question 6oo, %63

rhyme{s) 755, 887, o11, 032, 1078

rhymed poem 107%¢

rhyming 439

rhythms 573, 582, 584, 643, 028

rice field 786

ritis 938

ritual 505, 510, 512, 516

Road to the South 664, 673

rogue 719, 720, rori, 1004, 1119

Rogue and Parasite 1126

Rohini ro49

Rohita 515 '

Rsabha 529, 687, 861, 867

r5is 535 )

Rtusamhara 768
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Rudra 644

Rudraddman 928

Rudrasimbha I 943, 963, 1115

Rudrata 646, 808, 825

Rukmini 526, 652

Rumanvant 691, 695, 697, 968, 69,
995

ripaka 754

Ruyyaka 646, 823

sabhapati 654

Sabhiya 572

sacred texts 505

sacrifice(s) 857, 861, 958, 060, 962,
1070, 1071, 1072, 1093

Saddhammapajjotikd 702

Sadhiranadeva 798

Saduktikarnamria (see also Sridhara-
disa) 646

saffron 78%, 793

Sagara 523, 520, 1150

Sagaranandin 941, 9635, 0989, 998,
1062, 1092, r13o, 1135, 1136,
1144, 1147, 1148, 1140, 1151

Séhityadarpana (see ‘Visvanitha’) 112,
1145

Sailalin 613

Saililaka %53

Saiva 676

Sajjalaka 1011, 1020, 1022

Saka (s) 705, 706, 707, 835, 928, 962,
1012, 1090, 1102, 1108

$akara 1011, 1017, 1023

Saketa 7og

Sﬁgf{ya 561

Sakka 580, =90, 50 6, 605, 60

Sakra 389, 627, o160, e

Sokrananda 1147

< Sokti>> raménuja 1150

Sakuni 048

Sakyas =86

Salahana 832, 833

sallapa 945, 061, 1085

Salankiyana gg2, go4

salt ~gv

samagra (nataka) 653

saméjas 544, 719

saman 946

Samantapaficaka g50

Samantapdsadikd 780, 1129

samdsokti 646

samavaekira 045, 960, gb1

§ambara 627 '

sambhoga 803y

Saipﬁghadésa (see also Vasudevahindi)
67

samgilaka 1110

Samkhya(s) 748, 881, 1085, 1106

samsaya 1137
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Samsthina 1011

Samudramathana 1143

Samvarana 525, 531

samuega 918

samya 791, 818 ,

Sampyutia Nikaya 548, 568, r83, 587,
588, 589, 501, 502, 503, 504,
595, 596, 598, 509, 600, o1, 603,
6o4, 605, 606, 607, 718

Sanatkumara 862

Safici 840

sandhyanlara 976

Sandilya 1086, 1087, 1088, 1089, 1090,

. 1094, 1005, 1006, 1007, 108

Sangam %74

Sankarsana 1049

Sanskrit 6132, 659, 663, 664, 755, 870,

. 028, 941, 1070

dinta 607, 1070

Santi 529

Santi Porvan 522

Sinudasa 680, 690, 692, 609, 702

Saraditanaya 653, 984, 985, 087, 1056,
1062, 1065, 1191, 1144, 1148 1150,
1151

Sarasvati 640, 1664, 1146

Sarotthoppokdsini 589

sardilovikridita 584, 647,657, 767, 960

sargabandha 534

Sariputra 717, 767

Sariputta 548, 554

Sarmistha 1145

Sarmistha and Yayati 1144

Sarmisth@raydti 524, 1144

Sarngadhara 1059, 1063

Sarup c63

sarvaffia 6g8

Sarvarthasiddha 730, 732, 740, 849

Sarvastivida 881 :

Sagtitanira 1085

ddstras 516, 519

Satakarni 670 :

Satapatha Brahmara 512, 513, 514,
515, 516, 522

Satavahana(s) 660, 662, 669 670,
673, 705, 769, 770, 771, 772, 774»
776, 777, 778, 779, 781, 782, 786,
830, 831, 832, 833, 834, 835, 836,
837, 8ag, 851, 873, 877, 8Bo,
881, gob, 928, 938, 1102

Sitavahana Emplre 664

Sati 1148

satire(s) 511, 601, 613, 1086, 1102 -

satirical literature 1099

satirical monologue 945, 1084, 1004,
1101, III2, 1114, III§, 1151

satirising 608

atrughna 1032

saftaka 778

sattvika 807
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s@ttvati 984, 1056

Saumitri 631, 632 :

Saundarananda %15, 746, 752
756, 759, 760, 762

Saurasem 526, 707, 720, y2I, ‘i”?8
1013

Saurastra 699

Sauvira gg8, 1001,

scavengers 782

scene 1075

scenery 999

Schlingloff 874, 933 .

Schokker 1114

science(s) 510, 678, 670,
836, 862

science fiction 690

scoundrel (s) 798, 806, 926 1011, 1012

scripture 859

scroll 843 '

sculpture 707, 774

Scythians 705

secret pracchanna passion

7557

1006

680, ﬁgd;

810 .
1017y

seed 744, 966, ¢Bo, 981, 982,
1027, 1036, 1130
seers 535 "
self-sacrifice 917, 018, 010 ‘
24 987,

sensitive 550, 782, 783, 80?, 959,
989 . . :

separation 8o5, 806

series 1085

servants %21

sesame 787, 707

sety o8

Seven Hundred Songs 777, 801, 839,
937

sham expression 074

Sharma, R.S. 775, 780 ‘,

Sheepkiller 008, 9gg, 1000, 1002,
1003, 1004, 1005, 1000, 1807,
1008, 100G, 1010, 1052, 1066,
1141

short story 579 -

show 544

showing of the seed 984, 986

Siam %o0

Siddha (s) 679, 681, 741

Sikharini 647, ¢6o

$ila 908, goo, Q14

Sﬂacarya 86g

Silpaka 1136

Silpins 693 _

simile (s) 533, 550, 552, 566, 575
624, 633, 646, 737, 746, 754.. 758,
762, 815, 819, 867, 870, 883,
886, 888, 803, go1, 911, 019

simplicity 890 .

Sindhu 705

Singabhipila 10g4, 1095, 1148, 1149

Sinkiang 705, 729

sifira 787
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Sisunaga 641, 662
Sitd 622, 623, 628, 629,'632, 637,
638, 865, 1032, 1036 1040, 10695

1071, loy2, 1127, 1128, 1130,
1131, 1132, 1133, 1134, 1135y
1136, 1136 :

Sithila 922
smtuatmn(s) 981, 1085
iva 503, 506, 513, 521, 526, 549,

675, 676, 685, 688, 7a1, 824, 885,
1059, 1072, 1130, 1147, 1148, 11150

Sivasvamin 528

Sivi 527, 528, 910, 926

Skandha schools of Buddhism 881

slave(s) 618, 625, 782, 1071

slavery 773

Slesa 754

slista 754

social changes 743

social skill 1112

society 500, 6oo, 620, 621, 776, 1024

social history 609

Soddhala 704, 832, 1062

soft 922 ' '

Solar Dynasty 523, 524, 525, 740, 861

Somadatta 710, 720, 1011

Somadeva (I) 668, 673, Y04, 919,

- 1050

Somasekhara 1151

Somesvara 404 ' '

scmg(S) 505, 500, 567) 581:‘770'5 777
778, 8a0

soul 746, 748 881, o12, 1088, 1001

sounds ¢22

South East Asia 671, 7oz

South India 621, 673, 683, 686, 774,
040, 044

Southern style o3, 022, g23, 037 -

Southern forests 622

Southern Sea 765

space machines 693, 605, 697

Speech of the Envoy 046, 1075

sphuta 928

spontaneous verses 541

SPring 720, 780, Bo4

sprite 606

spurning 806, 818

srogdhar@ 6447

Sramona 732

Srepika 854, 860

Sresthin 6oz

Sridhara 823

Sridharaddsa (see also Saduktrkama-
mrta) 1063

Srivijaya 765

Srrgéraprokdsa (see Bhoja) 1126

stage 658, 044, 949, 999, 1027, 1097,
r1e4

stages of the action 744, 081

stage business 084, 1056
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stage direction(s) 722, 723, 930, 066
1012, 1034

stage(s) of love 8o1, 803, 806

stammering 1095

statue (s) go7, 1033, 1038

Statue 1033, 1069

Sthandniga 856

stlzapana 950

Sthaviravada 537, 547, 673, 8811

stick carried by jester 1007

stock characters 1011

‘stone’ asman machine 604

story, kinds of 672

story z1‘;’elhng 500, 512, 579, 608, 673,
02

story teller 610

stotra(s) 560, 710, 871, 872, 873,
846, 874, 878, 885, 890, 801, 892,
8go, 932

‘stream rooms’ Q75

street play 045, 1075, 1151

strength 657, 028

strings (of space machine) 698

strophe (s) 567, 560

strophe structures 509 '

structural theory of drama and epic
744> 1135

student 1086

stiapa(s) 707, 714, 774

style(s) 512, 608, 610, 611, 614,
615, 616, 624, 625, 634, 635
646, 659, 719, 730, 743, 750s
7..)6‘ 8515 8679 8903 ‘89.).' 896
898, 903, 911, 916, gIg, 022, 928,
936, 038, 1053, 10%8, 1083, 1085,
1127

Subandhu (I) 613, 616, 653, 654,
656, 657, 753, 964, 084

Subandhu (II) yo4

Subhi (II) 580

Subha, blacksmith’s daughter 558

subhdsitos 832

Subhasitarainakarandakakathd gog, go5,
906, 907, 908, gog, gro

Subka.rztavalz 646, 647, 650, 651, 1101

subject (matter) vasiu 638, 640, 811,
1004,. 1135

subordinate implied meaning 813, 814

sub-plot{s) ¢80, 082, 1010, 1055

fadra Goa

Stdraka y1g, %52, %48, 938, 941,
042, 1022, 1024, 1068, 1083, 1101,
1114, 1115, 1I2%, 1141

Sugriva 637, 638, 630, 862,
1026, 1027 :

Sukrllekha, 849

sukha 6752

Sukra 1145

siksma 822

Saktimukidvali (see Jalhana) 646, 651

864,
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Sukumaira (II)

gulocanz} 686

umangalavildsini 540,

Stmanottarg 652 o405

Sumantra 1037, 1039, 1041, 10

Sumedhid 580 39 4, 1073

Sumerian literature 502

Sumeru g1g

summer 1o8o

Sunanda 111g, 1125

Sungas 720, 1142

Sun God 508, 522, 525, 502

Sunahfepa 515 -

Sunita 563

sung, to be (geyra) 588

superhuman 621, 690

superhuman powers 579, 678

supporting scene 051, g6o, 978, 1032,
1035, 1041

Sira 768, 903, 904, 906, 907, 908, 915,
916, 918, 919, g20, 021, 022, 923,
924, 025, 926, 927, 028, 929,
930, 031, 932, 937, 038, 1053

Siirasena 662, 673, 705, 707,
753, 1045, 1051

Sarasena-Gandhira School of Sculp-
ture and Architecture 707

Suratha 522

Stirpaka 753

Strpanakhi 1040

surprise (limb of the opening) 987

stita 518

suta-kavi 540

sdtradhdra (see producer) 723

suttas 536 '

satras 536

Suttanipdla 552, 553, 561, 562, 566,
567, 571, 572, 586, 673, 876

suvadand metre g6o

Suvarpabhiimi 700

Suvrati 840

Suvvayi 840

Sdyagada 574

Suyodhana g50

svabhdvokti 818

svdgatd 583

svapna 977

Svapnavdsavadatia 964, o72

Svayambhd 833

vetimbara #%a1

sweet 028

syamantaka gem 645

Syimilaka 1114

syllabic metre 573

1093

4720,

Taksadila 648
Talaputa 544, 588
talavritas 033
Tamil 667, 794
Tamral: pti 6ag

INDIAN KAVYA LITERATURE

taniis (of a machine) 698

Tantrism 836

Tapantaka 6o1

Tapati 525

Tapatisamvarana 525

Taraka 1147, 1148

Taramgavai 836, 839

Taranitha 772, 903, 926

Tarangavati 840

taste 734

Tavatimsa 589, 504, 506, 598

tax collection 7573

teaching 7514

tears' (expressive emotion) 8oy

tecci flowers 109y

technology 671, 690, 604

Tekicchakani 576

temple 995, 1038 '

temptation of the Buddha by Death
(Mara) 562, 6oo

tender mode of stage business 1056

test of love 808

theatre 524, 525, 544, 692, 710, 720,
727, 040, 941, 042, 944, 945, 063,
065, 1055, 1056, 1066, 1067, 1083,
1006, 1110, 1145

theme song 1096

theory 516 .

Theragathd 548, 552, 554, 555, 556,
55‘7, 560, 563, 568, 576, 577, 578,
5 ‘3.- 5 '

Therigdthd 558, 5590, 573, 580

thesis 1054

things well said 832

third sex 1108

Thirty Gods 594

Three Steps 513, 638, 1074, 1151

Three Worlds 513

Thunderstorm £08

Tibet 8v2

Tibetan translations 852, 877, 904

Tilottamad 1132

Time 748

Tissa 577, 578

Tisyaraksd 611

Tokharian 505, 724

tolerance grz, o1y, 921

toleration 589

tofaka 510

tournament 1050, 1051

traces vdsands of previous lives 924

tract(s) 877, 88o, 84, 885, 846,
899, 904, go5, g1V

trade 522, %74

Tradition 509, 512, 574, 515, 517
510, 520 522, 523, 725, 530, 531,
532, 533, 534, 585, 536, 538
540, 609, 613, 614, 610, 634, 669,
700, 732, 771, 1083

traditional poet{s) 540, 565, 570,614
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tragedy(-ies) 505, 840, 945, 946,

959, 955, 1027, 1053, 1056, 1127,
1144, 1145, 1150 °

tragic 518, 623, 632, 635, 640, r128

tragic play 524

Traivikrama 1074 ' '

transaction (limb of comedy) 10@5

transcendent novel 850

transformation 1044 |

transient emotion 807, 1136

transmigration 562, 597, 692, 742,
847, 848, 858, 889

travel{s) %oz, 804

traveller(s) 78q, 790, 792, 815

trembling 808

Treta Yuga 523

trial 1023 -

tribes of the Aryans 531

Tripitaka 536, 550, 702, 72I, 746
905, 919, 920

Tripura 1147

Tripuradadha 1143

tristubh 552, 585, 586°

Trivikrama 704

trumpet flower 826

trust 067, 979, 984, 985

Trust 718

trustee 1133

tuft of hair 1097

tulvayogita 031

Turks 944

turn zdra (type of drama) 1085

Tusita 508

types of drama 1085

typlcal 8or

Ubhayabhisarika 649, 651, 1101

Udana 4515

uddralé 851 :

Udayana 525, 530, 652, 652, 654,
655, 671, 673, 68, 679, 603,
695, 696, 7032, 841, 964, 065, 967,
‘9683 9695 970, 971, 973, 974,
975, 976, 978, 979, 980, 081, 982,
985, 086, 988, ¢80, ggo0, go1, 092,
993, 994, 995, 996, 997, 1142

Udbhata 646, 823, 060

Uddyotana 704, 778,892,851, 868,869

udgald 752, 933

Ugrasena 1045, 1051

Ujjayini 663, 664, 673, 595= 696,

775: 928, 943, 979, 990, 991, 994,
995, l01I, 1114, 1115, II42
Uma 521, 1147
uncertain 8oz
undertaking 744, 745, 981, 1009
Underworld 600, 645, 658, 701, 877

301

808, 1074. 1127, 1150
un‘felgned akrtrima passion 810
union 803 ° .
universal conquest 714 . '
universal history 855, 856, 858 861
. 862, 866, 868, 869
unmida 8og
untruth 1095
Upacala 508
Upadhye 938
upadista 1007, 1121
upajdti 585. 644, 646, 752
upaksepd 1130
Upali 569
upamana 820
Upanisads 16, 1086
Upanigadic concepts 748
tpapatti 1095
Upapurapas 519
upasthitapracupita 584, 587, 033
Upavarsa 648 -
ﬁrublxanga 950
Urvasi 524, 658, 753, 954, n49 ~
Urvasimadana 1149 :
Urvasimardana 1149
Usa 526 .

Usinara qi1g

utpreksas 624, 762. 818 820, 1017 .
utprek savayova 462

utsrstikanka 945, 953

Uttarakuru 564

Vagbhéta 588
Vaglga'g 5415 547, 548, 49 551 552,

vaza’arbha 527, 003, 023, 937 028

vaidarbhi 625 ,

Vaidehi (Sita) 628

Vaijayanta 627

Vairantya 908, 1006

Vaisali 61c, ¥50, 1000

Vaidesika 516, 880, 881, 1101, 1102,
1106

Vaisikdcala 1106

Vaispava 526, 1062, 1064, 1070

vaisya 603

vaitg‘lva 528, 550, 567, 572, 574, 580,
11

Vajji Republic 610

Vakataka g23

Viakpatiraja 1057

vakira 500, 534, 550, 564, 575, 582,
587, 588, 616, 623, 640,644, 651,
7525 934, 936

vakvadharmas 1138

Vakyapadiva 1138
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Vilin 637, 857, 862, 864, 1026, 1027,

1044

Vallabhadeva (see Subhdsitdvali) 650

Valmiki 534, 613, 614, 616, 617,
618, 619, 620, 623, 624, 625,
632, 634, 636, 641, 704, 728, 937,
1127, 1128, 1131, 1132, 1139,
1134

Vamadeva 686

Vamana 656,657,767, 974, 1015, 1058

Vamana Purana 658

vamsastha 646, 895

Vamsavali (Nepal) 652

Vangisa 547

vanity 1086

vira 961, 1085

Varanasi 682, 714, 857, 1099

Vararuci 613, 616. 648, 649, 650, 651,
652, 665, 66g, 675, 1101, 1102,
1112, 1114, 1117

Varparhavarna 886

varpas 10572

Varsa 648

Varsaganya 748, 1085

Varitika 613, 649

Varuna 510, 515, 862, 1030

Vasantaka 6gg

Vasantaseni 1011, 1017, 1018, 1019,

1020, 1022, 1023, 1024, 1088,
1091 7

zasantatilake 660, 874

Vasava 589

vasavadatta 613, 652, 654, 695, 696,
753, 964, 965, 966, 968, 969,
970, 971, 972, 973, 974> 976
978, 979, 980, 981, 082, ¢85,
980, 091, 994, 995, 996, 007

Vasavadutid 654, 655, 656, 677, 693,
850, 067, 086, 987, 0go

Véasavadatia Néatvadharé 653

visguadatiika 613

Vasistha 1071, 1124

Vasisthiputra 772

vassals %73

vaste 1135

Vasubandhu %747

Vasudeva(s) 520. 862, 868, 946,
047, 1047, 1048, 1051

Viasudeva (king) 662

Viasudeva Kinva 662

Vasudeva Kusana 662

Vasudevahindi 667, 668

Vasuki 1091

Vatra 505

Vatrabhti 505

Vatsa 671, 678 964, 967, 976, 078,
990, 092

Vatsagulma 023

Vayu Purdpa 522, 669

Veda 505, 506, 508, 512, 516, 517,

INDIAN KAVYA LITERATURE

519, 521, 535, 528, 6or, 861, 1008
Vedangas 516
Vedanta 4548
Vedantins 1008
Vedeha 570
Vedic gods 58g, 687

Vedic literature 502, 505, 507, 535

Vedic metre 509

Vedic period 517, 535

Vedic religion 601

Vegavati 678, 680, 684

Venkatabhipati 1149

Vepacitti 589, 590, 592, 658

Veraiija go8

verse 613, 640, 9320

versification %55

Vessantara 540

Vessantara jataka 579

Vetiri 1000

veyaliva 574

vibhava Bo4

Vibhisana 1029, 1030, 1032

vibhrgnti 1095

Vicitravirya 525, 947

Victory 519

Victory of Jimadagnya 1144

Victory of Kusuma$ekhara 1144

idarbha 526, 529, g2 :

Videha 1‘0’:752 37 923, 937

vidfisaka (see jester) %7197, 1086

vidpas 678 |

vidyadhara 677, 684, 685, 703, 857

vidvadhari 679, 683, 684

Vidyakara 647, 651, 766, 767, 026,
ro6g, 1138, 1139

Vikramaditya 780

Vijayd 1009, 1055

village(s) ‘%70, 797

villagers 776, 9703

villains 1064

Vima %05

Vimala 852, 853, 854, 835, 856,
857, 838, 860, 862, 864, 865,
866, 867, 868, 86g

Vimanavatthu 702

vimarfa 82

vipd 512, 562, 650, 680, 602, 071,
086, 1111

vind teacher 1111

Viraya 672, %8o

Vinayacandra 4o4

Vindhya 649, 675, 682, 770, 828, 845

violence 856, 1052

violent 1056

vipralombha 803, 1005

Virabhadra 1148

Virahinka 833

virahotkanthita 8og
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vi rodha” 886, 888

virtue 672, 691, 806, 84c, 883, Bgb,
908, goo, 914, 932, 989, 1123

Visakhadatta 1068

Visesanisithacugni 850

visesokli 823, 1015

vision 535

viskambhaka 951

Visnu 502, 503, 506, 513, 514, 521,
522, 526, 527, 620, 658, 695, 699,
701, 829, 946, 1030, 1045, 1046,
1047, 1051, 1064, 1070, 1072, 1074,
1075, 1146

Visugr Purdna 526, 645

visuddhokti 926

Visdvalaka 1110, 1120, 1121

Visvamitra 515, 523, 1069, 1071,
1072, 1073

Visvanatha (see also ‘Sahityadarpana’)
806, 818, 823

Visvesvara 778

Viévila 697

pita 1011, 1103

Vitanidrd 1114

Vitasoka 548

vithi 945, 1075, IIgI

Vivasvant 523

vocabulary 556, 580, 610, 624, 634,
751, 756, 894, 915, 928

vow 948: 958: 959, 976= 990, 09403,
995, 097, 1054, 1078, 1135

Vrodivana 1049

Vrspi 1046, 1051

Vrtra 595, 732, 1148

ortti 84

wdjokti 074

wpanigya 811

pyavahdra 1095

ypapoka 1138

vyapin 1138

Vyésa 532, 047

vyatireka ‘760, 818, 886, 933

vyavahdra 1095

yayogas 945

Waldschmidt 610

wanderer (s) 1086, 1091, 1095, 1096
want of agreement 819,

War God 506, 596

warrior class 512 527, 603, 1076
‘water’ jalaz machine 694

water sports 867
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water-wheel 780

wealth 672, 6g1, 702, 774, 883, 917,
932, 989, 1123

Weber 4579, 4780, %81

‘well known’ 519, 520

white jasmine 1081

wife 628

wild goose/geese 552, 1081

Wind God 1028

winter 624, 636, 727, 786, 867

wish 826 7

wizard(s) 677, 648, 679, 681, 685,
686, 689, 690, 696, 836, 857, 861,
864, 927, 1000, 1032

women 783, 1116, 1117, 1121, 1122,
1123, 1124

Woolner g63

word play 624, g32

worldly 850 b 93

Yadava(s) 526, 52 1, 861, 868

Yo 52%5 » 527, 531, 861,

Yajfiaphala 1061, 106g

Yajilasri go6

dakkhas 564

Yama 524

yamaka(s) 755, 887, 893, 932, 1078

yamakokdyyas 755

Yamuna 525, 526, 705, 845, 1047,
1040

Yasas 839

Yasna 535

Yadoda 1047

Yasdomitra 4747

Yathdsamkhya 4561, 888

yaird 691

Yaudheya 531

Yaugandharayana 6g3, %03, g¢65,
066, 967, 968, 976, o8o, 982, 9g0,.
992, 993, 995, 996

Yaugandharayana’s Vows ggo, 1066

Yayati 524, 531, 1145

Yazdani g20

yellow birds %o1

yoga 1087

Yoga 748, 1069

yogin 1086, 1091

youth aco

Yudhisthira 518, 525, 947, 948, 950,
951

yugas 522
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