





VEDIC STUDY—ITS HINPORV AN 118 FoQiies

_ Pror. Louis REeNoU

It is exactly hundred years that the scientific study of the
Vedas may be said to have begun in Europe and in India, Of
course there have been from the 17th ceutury, or even from
the 1_6th, isolated travellers and missionaries who might have
ac_quxred some vague acquaintance with the Vedas, A French
- missionary of south India, Father Calmette, had made copies of
numerous Vedic texts in Telugu script. A copy of the Rg
Veda, the first of its kind, thus a\rrived in Paris as early as
1731. But these treasures could not be immediately utilised.
The texts which found their wayto France were written in
characters difficult to read and still'more difficult to interpret.
There was no commentary, no grammar, no dictionary, not
even the help of a living interpreter. The well-known French
traveller Anquetil-Duperron, who travelled alone and in no
official capacity in India in the middle of the 18th century,
rendered signal service to Orientalism by the discovery of a
text of the Avesta and by his Latin translation of the Upa-
nisad, based on a Persian version. But ardently as he liked it,
he could not have recourse to original Sanskrit texts. At the
end of the century, one might say, our knowledge had in a
way receded back. Some like the traveller Sonnerat began to
doubt the existence of the Vedas and were inclined to consider
the Vedic texts as mere forgery. Voltaire’s denunciation .
of the Ezour-Vedam or the Rick-Ved as an imposition and his
definition of the same as ¢ science of divination” tended to
induce some to error and to confirm a sceptic spirit in others.

On the whole, the first really precise information that we
possess about the Vedic literature is conveyed to us by Cole-
brobke in his famous essay « On the Vedas or sacred writings
of the Flindus ” which appeared in the Asiatick Researches in
Calcutta in 1805. It is not without reason that this little
book has been considered as the cradle of Vedic studies. Cole-
brooke had been able to profit by the assistance of several
Pandits in India. He could also consult the complete copy of
the Vedas which had been acquired Several years before at
Jaipur and had been deposited in the British Museum. Henry

*One of the lectures delivered by Prof. L. Renou during his

tour of India in 1948-1949.
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Thomas Colebrooke was indeed the first European to be the
teacher of Sanskrit, having been appointed in that capacity, in
the Fort William College in 1801. =

~ Thanks to the habitual perspicacity of this scholar of
genius, the Vedic texts are described with remarkable precision ;
the scope and general limits of this literature are well defined.
Yet with a fatality which one frequently encounters in
Vedic studies, Colebrooke concluded his masterpiece with the
péssimistic peroration, ‘¢ The preceding ' description may serve
to convey some notion of the Vedas, They are too voluminous
for a complete translation of the whole; and what they contain
vk'oglc'lv hardly reward the labour of the reader, much less that
of the translator......But they well deserve to be occasionally
consulted by the Oriental scholar.” This remark was rather
calculated to discourage future research,

= In fact, several decades were yet to pass befoge the Vedic
studies could be genuinely inspired by the current of
scientific progress. As ill luck would have it, incidental preoc-
cupations and then his premature death prevented the eminent
French scholar Eugeéne Burnouf from publishing the work on
the Veda which he had prepared ‘and of which the draft still
slumbers unedited in the drawers of the Bibliotheque Nationale.
Burnouf was passionately interested in the Vedas, His lectures
in Paris, in the College of France, had been followed by nearly
all who were destined to distinguish themselves one day in the
Vedic studies, notably Goldstiicker, Roth and Max - Miiller.
Onecan say, without being accused of exaggeration, that

Vedic philology in the first stage of its development centres
round Burnouf. :

It is now a hundred years that this philology came to be
organised. I have been wish}ing for the past one or two years
(and there is still time for it) that the centenary of the Vedic
studies'should be commemorated by certain articles and re-
views. It was in 1846 that Max Miiller, onhis arrivalin London
andertook by the incentive of Burnouf the collation of the
manuscripts of Rksamhita and the Sayanabhasya. The preface
to'the first Volume of this monumental work dates back to
October, 1846. In 1846 also appeared a small book by Rudolf
Roth -which was a brilliant development of the old sketch of
Colebrooke, Zur Litterattur und Gesclichte des Weda.” The
same year, another grand pioneer of jIjnd;ology, in -Germany,
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" prepared his Yajurvedae specimen - cum  commentario
prelude to his great edition of the Yajurveda. One can ascribe
to the same period, if not a year or two earlier, the
preparation of the extraordinary edition of the Samaveda,
procured by Benfey, the preparation of the translations of the
Rksamhita in English- by Wilson and in French by Langlois
and lastly the commencement of lexicographical research which
was to culminate in the publication of the grand Sanskrit-
‘German dictionary by Béhtlingk and Roth, a work unsurpassed
till today:. . Y
It is not my intentionto dwell at great length on the efforts,
considerable and systematic that they are, that have been made
in the domain of Vedic study both in the West as well as ih
the Bast: It has been ascertained that in Europe at'least,
during three quarters of a century, half of all that ha's' been
written on India has been devoted exclusively to the Vedas.
One may regard this as disproportionate. - One might consider
that other branches of culture-history, diffusion 6f Buddhism,
mediaeval Indian literature etc.. would have afforded more
fruitful fields of enquiry. Without doubt, they would *have
proved more agreeable and I have hardly the necessity of
‘reminding you of this, that nothing is as severe and furnishes
for the layman less interesting reading than tlie Vedic litera-
. ture, as'a whole. But this monotony of the Vedic literature is
2 common characterestic of more or less all thegreat scriptures
that constitutc the foundation of religions..- What is thére
more montonous than- the sacred. texts of Buddhism, of
Jainism and should we say, a partat least of the Bible and
the Koran as well, The Veda can’ claim over them the
advantage of its antiquity which enhances its "a‘-?l?,}f?;, us.
Perhaps they are fiot in their entirety the most ancient of the
texts of ghe Indo-European world but they are, by all means,
the most ancient of literary documents. And from the Indian
point of view they form the sotirce ‘and the earliest Qvlitl_'ihiel_oy_'f
all the s‘peculatio.ris and the various modes of tho’ugbt that
have macked the Indian mind i the course of its long
evolution. ~ - e e e
The hymns of the Vedas have been justly described .bx
your great poet as “‘a poetic testament of a people’s collective .
reaction to the wonder and awe of existence. A people of
vigorous atid unsophisticated imagination ,,Qwa}ﬁe;r!ﬁ‘_i:,‘_‘tt the -
very dawn of civilisation to a sense of inexhaustible mystery,
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that is implicit in life. It was a simple faith of theirs that
attributed divinity to every element and force of Nature but it
was a brave and joyous one, in which the sense of mystery

only gave enhancement to life, without weighing it down with
bafflement.”

It should be noted, in passing, that Tagore was decidedly
moved by Vedic inspiration. He has been subject not only
to the influence of the Upanisad as it goes without saying,
but also to that of the antique hymns. Our writer Andre
Gide was not mistaken when in the course of translating into
French the Gitanjali of Tagore he was struck by the resem-
blance to one passage of the Rgveda. He ciles the poem of
Gitanjali which opens with ¢ when the creation was new and
all the stars shone in their first splendour, the godstheld their
assembly in the sky and sang “Oh, the picture of perfection; the
‘Joy unalloyed” and adds, “the sudden access of polytheism in
this poem, unique as it is in the Gitanjali will not be surprising
to those who remember the admirable stanza of the Rgveda-
 Who verily knows and who can here declare, whence comes
this creation? Who knows whence the world first came into
being. He whose eye controls the world in highest heaven, he
verily knows it, or perhaps he knows not, ‘yo asyadhyaksah
parame vyoman so anga veda yadi va na veda.”

One may as well compare with the splendid hymns to
Dawn, the poems to Light in the Gitanjali, notably ‘“Light, my
Light, the world-filling light, the eye-kissirg light, heart-
sweetening light.” It is the ‘rodasipram agnim’ of the old Rsis.

Rightly or wrongly, it has been frequently observed that
the speculation in Post-Vedic India has been dominated by a
pessimistic conception of the world and of human nature. In
fact one does not very freq ently come across the joyous
movement, the happy inspiration and feeling of rep8se in the
literature of India. Now the Vedic poems ‘seem to hear
sfr_o_ng testimony, at least in places, to this ardour of living
and rapture of happiness which mankind has very often
lost, since then, _In that remote age, man does not supplicate
to the gods for escaping from the redoubtable necessity of
rebirth. He prays on the other hand for ‘the full span of
existence, the life of hundred years, the joy
sons and beautifn] daughters and wealth jn t
and harvyest; and he prays for the pleasur

of having robust
he form of cattle
e of Paradise, tg
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boot, after his death. Even the language and the style by their
extraordinary vitality aim at attesting, so to say, to- this
exuberance of joy of a people in its youth, They bring into
clear relief the exaltation kindled in them when they have
newly found access to the rich plains of North-western India
after having emerged out of the rugged defiles of the
mountains.

~ German scholars have, for a long time, played a prepon-
derating part in the Vedic studies. Perhaps this preference
‘was due in some of them to the satisfaction of finding in the
Vedas, a sort of Aryan Bible which could be legitimately
pitted against the Semitic Bible. A racial instinct has
unconsciously coloured their work, on occasions. Again the
Germans as founders of Comparative Grammar have a taste for
linguistic observation which has been flattered by the richness
of the forms of language in the Vedas. Lastly the romantic
tendency has been particularly powerful in the Germanic
territories. It was this tendency which impelled them to
search in the Vedas for the ideal vision of what might have
formed primitive humanity, an idyllic and pastoral people
devoted to the cult of Nature and always prone to adore the
dawn, the sun, the fire and water. No one has sought more
to emphasise this conception than that scholar of German origin
but early naturalised in England, the celebrated Max Miller.
A curious and extremely engaging personality, Max Miiller
is the author of a highly technical work viz. the model edition
* of the Pratisakhya of the Rgveda. He is also the author of
works deeply tinged with lyricism and poetic fantasy. He
has developed in hundred diverse ways, the thesis of the Vedas
considered as primitive and almost spontancous outburst,
The reaction against this tendency has manifested itself in the
same Germany among savants like Weber, Pischel, Hillebrandt
and Oldenberg,—particularly Oldenberg, that impeccable scholar
who is the author of the finest book that has been written for
the general public on the Religion of the Vedas. In France
also, this reaction of a most decisive character has been
represented in Bergaigne. The great book of Bergaigne,
entitled La religion Vedique d’apres les hymnes du Rgveda
 has not been received either in Franee or -abroad with the
rcsouﬁding applause which it deserved. It was hov.vever an
astoundingly original endeavour which has never since been
followed up in the same magnitude, the = endeayour to

®
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penetrate into the intimate thoughts of the poets of the Vedas.
But how confounding it was for the reader, who, hitherto
accustomed to find in the Vedas, naturalist poets and the echo
of a naive people was now called upon to look here for a
whole mass of abstruse conception, an intense sacerdotalism
and a refined scholasticism somewhat given to pedantry.
How to reconcile oneself to these contradictions of scientific
criticism? And meanwhile it had been incumbent to try to
steer one’s way clear through the paradox. The exigencies of
scientific labour demanded that one " should limit himself very
often to work which is all the same indispensable e. g. editing,
literal translation and learned monographs. But when one’is
in the presence of a document as singular and as unique ‘in its
character as the Rgveda, one is tempted to extract its secret.
One would like to understand what the Rsis had in their mind
when they wenton accumulating the most strange imagery
with the most disconcerting paradoxes, This is precisely what
‘was attempted by Bergaigne towards the eighties of the last
century, One may say today that his efforts have partially
succeeded in the sense that it is no longer possible to revert
to that interpretation of the Veda which he has condemned. It
is true that in seeking to fit forcibly all the divine images of
mythology into the cadre of Agni or Soma, he has failed to
carry conviction. But he was the first to.perceive that the
authors of the Rgveda have tried to establish a correlation
among the celestial phenomena and human behaviour, that
they have wanted by means of sacrifice to reproduce certain
aspects of the atmospheric or the planetary world. On the
whole Vedic thought at this stage is already on a fair way to
the formulation of. doctrine and the divinisation of sacrifice
which, as Sylvain Levi was to demonstrate, characterise the
stage of the Brahmanas.  Vedic thought, as it is well establi-
shed today, is the thought of correlation and connection. It
now remains to establish the affinity and interrelationship
among these heterogeneous phenomena. This is what, in the
Upanisads, was to culminate as a result of progressive
dichotomy, in a system of generalised identifications, trans-
cribed by the equation atman=brahman_or by the famous
“formula {at tvam asi. The word Upanisad by itself signifies
‘“approach”, that is tosay the setting up of a relationship or
equivalence, and not “reverence’” or “esoter:c teaching” as 1t

was once conceived,
L ]
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But the details of all-these still await definition and many
indeed are the difficulties yet to be resolved before one could
hope.one day to accomplish a definitive or even satisfactory
translation of a single hymn of the Rgveda.

I have cited the names of several French and German
scholars. Other countries have also produced excellent Vedic
scholars. Thus there are Whitney and Bloomfield from the
United States, Macdonell and Keith from England, Caland from
the Low Countries; and the latter has been, along with Weber,
the best European authority on rituals. Strangely enough,
the Indian scholars have appeared relatively late in the field.
One wonders if an excessive regard for the tradition (a fee-
_ling highly worthy of respect, as such) has not prevented them
from considering the Vedas with sufficiently objective vision
and with the sort of detachment with which the naturalist
studies a specimen. :

The philologue, most completely divested of all predilec-
tions, which India in the last century has produced, I mean
the great Ramkrishna Gopal Bhandarkar, has written hardly
anything on the Veda. He had been interested above all in
more positive studies, like history and the classical periods.
He has, however, defined with extreme exactitude the linguistic
position of the Veda in the first of his Wilson Lectures,
written in 1877, styled, ‘Development of language and of
Sanskrit.’ »

At 1he extreme end in opposition stands the work of
Dayananda Sarasvati, the founder of Arya Samaj. This work
would, besides, afford an interesting study. Evidently it does
not concern itself with scientific study, it is a matter of faith.
Dayananda, as you know, has fought ardently to restore Indian
religion to its pristine purity. In his opinion the various sects
have disfigured the ancient monotheism. This purity and
monotheism he professes to discover in the Samhitas of the
Veda. This appears highly paradoxical when one considers
that the religion of the Rgvedais, at least in appearance as
polytheistical as that of the Puranas. But Dayananda reinter-
prets the Vedas on this basis and is incidentally led to certain
conclusions which retain their value still today. He wurges
2 ¢ return to the Vedas with a passionate ardour that is
implemented by social behaviour with progressive and demo-
cratic leanings. Surprising as it is, it is well understood
when we reflect that the social restraints which have _weighed
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over India, the caste-system and its attendant circumstances,
are hardly, if at all, borne out in the hymns of the Vedas.

I would like to pause and ponder for a while on the
curious features of another Indian erudite, DBhattacharya
Satyavrata Samasramin. I am not aware of any study made
in India on the life and work of this remarkable man. Sama-
vedin by profession and typically traditional by education, his
activities, I am-afraid, have today gone the way of oblivion as
has the review Ugsa which he had founded. He was
acquainted with the main results achieved by Western scientific
methods, but his position was always one of complete indepen-
dance. He would, at his will, subscribe to the opinions gener-
ally accepted in learned circles or swing back to the opposite
extreme. He would accept, by turns, the reasoning which
we may call properly scientific, or again the method of exposi-
tion of Indian commentators, the process of argument which
is-a legacy of the Mimamsa. His Niruktalocana or considera-
tions on the Nirukta published in about 1885 would have
attracted more interestif it had been composed in English
instead of Sanskrit. It is a work on the whole range of
historical problems provoked by the Vedas and we come
across many reasonable views. But the chronology he proposes
is the most fantastic that one can imagine. It is on the point
of chronology that the specialists on Veda divide themselves
into adventurous groups. Satyavrata SamaSramin starts
with the assumption that Panini’s date is the 23rd century
before Christ. - Proceeding from this starting point he makes
the authors of the Kramapatha, then those of Padapatha, of

. Kalpa, of Brahmnas, etc., recede back by successive periods of
increasing duration till at last he is driven back to an antiquity
of numerous millions of years. ¢ Who could have ventured
at this distance of time to ponder over such a chronology, ”’
he exclaims himself,

_Talking of the spirit of adventurous chronology, though
however in a much lesser degree, I would like to recall the
name of another Indian endowed with a type of genius and
more well-known than the Pandit of Niruktalocana, I refer to
Bal Gangadhar Tilak. His works on the Vedas comprise the
Orion or Researches into the antiquity of the Vedas, 1893 and
the Arctic home in the Vedas, 1903. Tilak has been, besides,
a great political figure and one of the first architects of Indian
independence. It is striking to observe how in him, asin



Parr 11] VEDIC STUDY 73

Dayananda, Vedic studies, have been combined with the
temperament of a man of action. He also deserves to be
intensively studied. The Orion had created some stir in the
scholarly world. With brilliant erudition and profound
mastery in astronomy and anthropology, he was led to claim
an antiquity of some 45 to 60 centuries for the Vedic litera-
ture. In * The Arctic home ” he professed to have discovered
clearly defined traces of the epoch when the Hindus with their
collateral (brethren) groups of other Aryas dwelt in the North
Pole some ten or fifteen millenniums before Christ. It was the
production of a man of acute intelligence hut it illustrates also
the danger of building history or prehistory on some mere
philological possibilities.

Today the antiquity of the Vedic texts has been considera-

bly reduced, perhaps excessively. So, we do not believe, for
various reasons, that the invasion of the Aryan tribes into
India can be assigned to a date beyond the second millennium
before Christ. One is therefore obliged to place the date of the
Rgveda within the hither limit of this extreme date. For,
however much one may have doubted it and inspite of probable
reminiscences of an Iranian habitat, the Rgveda is an Indian
document; that is to say, it is not only composed by the
Indians, but in India, in the land of the seven Rivers. It may
be admitted that the Indus civilisation as it has been revealed
to us by excavations at Mahenjo-Daro and Harappa has been
destroyed verily by the Vedic tribes. One may detect allusion
to this destruction in the Vedic references to strongbuilt forts
and to the war of the Ten Kings. But even on this hypothesis
we are pushed back to fairly narrow limits. On the other hand,
the major portion of Vedic literature had been already com-
posed before the advent of Buddhism. It implies therefore
‘that the mass of this literature has been elaborated and fixed
first orally and then in writing during ten to twelve centuries.
This however is not impossible to conceive. We have found
in other literature linguistic changes within a limited period of
time, analogous to what has taken place between the most
ancient Mantras and the prose of the Upanisad, closely allied
to classic prose. But this precludes the chronological vagaries
prevailing erstwhile.

Now, therefore, after 100 years of uninterrupted rescarch
we are well equipped for the fulure. We possess good w.orks
on grammar, the language of the Mantras is known with a

XVIII—10
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precision comparable to that of Homer or of Virgil. We have
or we are likely to have very soon all the dictionaries we
desire, when the grand lexicographic enterprise directed by
Visvabandhu Sastri shall be achieved, A great part of the
texts is edited and’many have been translated, and happily
translated into English and German. Nowhere else has a
philological work been accomplished more conscientiously.
Within the body of Indianists, the Vedic experts, unjustly
ridiculed for having formed a somewhat closed coterie with
esoteric tendency, are nevertheless distinguished by their
probity and their precision. All who were destined to be
Indianist, commenced their career in Germany by publishing
some Vedic text. -

And meanwhile one cannot feel sure that lwht has
dawned in its fulness.- There is a sort of fatality that
hovers over this study. Without being as nebulous as
before, the Vedas rest still impenetrable in parts. I mean at
least the Rgveda and the Atharvaveda, the two bastions that
command this literature as a whole. One knows above all,
what the Veda is not. It is not, as I have already mentioned,
primitive poetry, and naive effusions to Nature, It typlﬁes
a symbgqlic language adapted to certain precise ends. Vedic
mythology which is giver us ia a broadly allusive and fragmen-
tary manner could not be interpreted except by recourse to

ritual.  Myths and rites are mutually related and one can be
explained only as the function of the other.

The divinities of -
the Vedas possess certain ritual functions.

They are like the
priests af a celestial liturgy analogous to human liturgy.

Their behaviour and the myth-making process to which they
have been subject, symbolise these functions at least partially.

Hillebrandt had clearly noted it before, His Vedische Mytho-
logie, one of the major achievements of Indology in the West'
in the last century, had been cencieved in terms of the function
of ritual. The difficulty is to ascertain how in each individual
instance the relation between what is mythic and what is
liturgic presents itself. It isto this aspect that our researches
should now be directed. In this respect the efforts which
V M. Apte and his students make for precisely defining the

relations between the Mantras and the rites to which they are
associated are of extreme interest.

For the successful achievement of research in this direc-:
tion it would be useful to have a new description of mythology,
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more complete and should I say, more intelligent, (though
it is useful, in a way) than that of Macdonell; Dr. R, N.
Dandekar may undertake that work. For the cult, solemn
as well as domestic, we have now - the excellent anaiysis
recently furnished by Professor Kane in his History of
Dharmasastra. This great work happily comprehends much
more than the title indicates.. This is to be one of the source
‘books for the future. Much also can be expected from the
preject of the new edition of the Vedic index of names and
subjects, if the plan of the same be sufficiently enlarged to
embrace the Kalpa and the minor texts which had been
unfortunately absent from the earlier edition which has
rendered such service. In Poona they have envisaged the
compilation of the whole body of rituals under the direction
of the Vaidic Sam$odhaka Mandala. The grand things
accomplished in India notably in the critical edition of the
Mahibhirata, and the works which have been commenced or
planned in the domain of history of India, of Indian philoso-
phy and let us not forget it, the Thesaurus, show what we
can anticipate in the near future. The subjects for scientific
work in India are practically unlimited and the zeal for
grand cultural enterprises shall never .be found lacking in a
country which has once given birth to literary productions the
most exhaustive in the record of mankind. :

It should be observed that amidst this medley of work
very few Vedic books—and for the matter of that,—very few
Sanskrit books in general, have been translated. The only
translation of any Srautasiitra is that in German by Caland.
The Indians do not feel as much the necessity of translating
undoubtedly because Sanskrit is so much akin to their under-
standing. When they are at all inclined to translate, they are
impelled by the legitimate desire to translate in Hindi, Bengali
or Marathi, rather than in English; 1 regret this tendency. If
one wishes to restore to Vedic study the prestige which it
once enjoyed and if one wants to open an access to it to the
linguists of all the countries, to the ethnologists and historians
of - religion, more and more annotated translations must be
produced. Just regard the extraordinary success even outside
the circle of Indianists, achieved by the book of Dumont, the
Sanskritist of Baltimore, the book entitled Asvamedha. It
was only the French translation of several passages of the
Vedas relative to the sacrifice of the Horse. The:??: ‘texts
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had, so to say, passed unnoticed as long as they had been in
Sanskrit, scattered in books difficult of access. A new posi-
tion has been secured for these books in the West among
specialists in pre-history of Indo-Eurcpean world when they
are rendered accessible through a modern living language.
The same Mr. Dumont has . recently undertaken the trans-
lation into English of the Taittiriya Brahmana which had
been begun before the war by Professor S. M. Katre. It is
urgently needed to edit and translate the Jaiminiya which is
the richest in legend among the whole range of ancient Brah-
manas and which still remains the least known.

Talking of another branch of thought, it is regrettable
that the “Vedic Variants” of Bloomfield, continued by
Edgerton should be definitely suspended. Would not any
erudite Indian like to accomplish the task by keeping himself
on a line with Edgerton?

The various branches of the same learning divide them-
selves voluntarily in aneient India, in different schools. We
hear of schools of poetics, medicine, grammar etc. Just as we
hear of religious sects or just as one classifies the Purdnas and
. the Tantras. In each case this classification should be without
doubt, interpreted differently. Certain authors have, in {full
conscience, composed new treatises which though drawing
largely from earlier works treat with the subject more or less
independently. 1n the sphere of smrti the problem of the
schools s already fairly complicated, For it concerns texts
which are anonymous or one might say apocryphal, and are of
uncertain date and are based frequently on earlier Sources now
lost. Has it not been long presumed that there existed a Vedic
source at the base of the Manusmrtj? ’

In the Vedic literature, too, there are scheols which are
‘here known as Sakhas or branches. This simile recalls the
image of a branches issuing from a common trunk. This is
just what tradition has sought to imply and certainly this
imagery has a substratum of truth. One cannot imagine that
the descriptions of rituals that one meets with, in Apastamba,
Baudh:glyana, Bharadvaja etc., to confine ourselves to the order
of Yajurveda alone, should have been made independently.

- They derive from a common base. But this common base is
too remote to be clearly grasped. In other -words, I do not
believe it possible to rediscover the source of these diverse
hranches of knowledge and to reconstitute them as one
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reconstitutes an archetype when one’is sufficiently in possession
of manuscripts derived frem the common original. One would
therefore like to know the reality lurking behind the names of
these Vedic schools, their mutual relationship and how it is
possible'to have a glimpse of the way in which they are consti-
tuted, developed or split up. There lies the whole problem of
Vedic literature. In spite of the enormous loss suffered by
this literature, the attested facts should suffice to launch this
study. After Bhagavaddatta who has written in Hindi a
primary history of the Vedic schools, I have myself under-
taken the task in a book recently published. ButI am the
first to recognise that the definitive history is still to be
written.

Behind all literature there stands a society. Anything
* concrete that ome can elicit from the texts is so much gained
out of the conventicnal. But here also many are the difficulties
when one strivesto catch hold of the reality behind the texts,
strictly religious, elusive by nature and perhaps deliberately so.
We would welcome with satisfaction the researches, not yet
published, of my colleague Filliozat on medicine in the Vedic
age. Ie demonstrates more precisely than has b\een hitherto
done, that the medical knowledge of the Indians, notably in
the age of the Atharvaveda is already highly advanced and
that it admits of comparison on many points with the know-
ledge contained in the classic treatises of Su$ruta or Caraka.
In more than one instance one can explain by means of SuSruta
or Caraka certain obscure data of Atharvaveda, the name of
dviseases, and even the outline of speculation that is to be
utilised in medicine, the doctrine of humour, and the theory
of the breath of the body in harmony with the breath of aerial
space. We should follow with interest also the researches, in
progress, on Vedic society by Dr. U. N Ghosal. It does
not seem possible that, on closer examination of the texts, one
will be able to determine if the Vedic regime was normally
one of monarchy and if this monarchy was hereditary or
elective, despotic or tempered by the assembly or council of
ministers. Or if the caste system with all its consequences had
been already fixed down.

There are reasons to helieve that early Buddhism had
utilised and in utilising, had transformed many elements of
speculation belonging to the Vedas. Previously it was believed
possible to establish certain bonds uniting the Buddhist Sutras
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with the Upanisads. Their dialectic methods bear certain
resemblance. But it is held nowadays that the ties are
stronger though less apparent bctween Buddhism and the
Veda strictly speaking, or the Brahmanas. My countryman
Mr. Mus in his work on Borobodur which appeared before the
war, has cited certain cosmological evidence to explain the.
monunent of Borobodur in its speculative aspect, of which the
origin is traced by him to the Vedas notably in the extraordi-
nary ratiocinations of the Satapatha-Brahmana concerning
the creation of the altar to fire (Agnicayana). Miss Silburn
undertook and has already accomplished in manuscript a
magnificent work in which she occupies herself chieflyin
comparing the philosophic vocabulary of Buddhism w1th that
of the Brahmanas.

" Thus the Vedasslowly emerge out of the splendid isolation
to which there were confined by philology of the past. These
new efforts, if the truth must be said, are not without possibility
of danger or disappointment if one is tempted to exaggerate
their scope. The same remark applies where the linguistic
comparison is closely pursued. Thus between the Rgveda and
the Gathas of the Avesta, there is a gulf to divide them from
the religious point of view. The Vedas are notan Indo-
European document as it was once believed. It is not again,
as Pischel was inclined to maintain, an Indian document
depicting a sort of court life, asin the Gupta period, with its
circle of court beauties and its environment of race course,
‘etc. The sensational excavations at Mohenjo-Daro and
Harappa will undoubtedly induce some to connect the Vedas
directly with this civilisation, however difficult of definition
this civilisation by itself may be. The attempt has already
been made though I believe that no high hopes should be
entertained on this matter.

In the beginning of the war, a German scholar named

- Benda declared that the Vedas had been entirely misconstrued
and that he was the pioneer to make a breach in that fortress

hitherto impregnable. How many times have we not read

declarations of this nature! Unfortunately I am not convinced

by his exposition. His explications, rather obscure, on the

nightly march of the sun, and on the unity which can be

resolved into seven {fractions, do not appear to me to be

sufficiently strong grounds to warrant a revolution in -the

accepted interpretation of the Vedas, How many times have

X
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we not witnessed, since the beginning of the Vedic study, such
and such principles proclaimed as the master-key to the
problem. Thus libation has been emphasised by Regnaud, the
- fire by Bergaigne, the solar light by Hertel, wealth by Rajwade
and so on.

In fhis matter we have now the feeling of being before a
field of ruins. In my opinion, even among the most
traditionalist group of Indological scholars, one does not,
however, wis.h to revert to Sayana who interpreted the Vedas
according to the inspiration of the moment or the light of
divergent sources, that is to say, without coherence or
necessary relationship. Be it remembered that the interpreta-
tion of the Gathas of the Avesta is made always by a departure
from the commentaries of the Pehlevi epoch.

A well-known Indian mystic, Sri Aurobindo, considers
that the secret of the Vedas is of a psychological character,
“The battle, he says, which is represented between the powers -

_of light and truth and the powers of darkness, that is our own
life. The elements of the cuter sacrifice in the Veda are
used as symbols of the inner sacrifice and self-offering.  In
images of a physical nature, poets sing the hymns of our
spiritual progress. So understood the'Rgveda ceases to be
obscure, confused and barbarous hymnal; it becomes the high
aspiring song of humanity, its chants are episodes of the
lyrical epic of the soul in its immortal ascension. ”’

I do not think, however, that this poetic vision delivers the
secret to our hands. I do not believe that the old poets anxious
to serve the exigencies of complicated ceremonials would
have thought of translating into symbols those mystic aspira-
tions which properly pertain to an age more approaching our
own. We should guard ourselves against the tendency of
refurbishing the Vedic thought astoo young after having,
sometimes, rendered it too old. :

Comparative mythology of the 19th century. would not
have been possible without the resources furnishéd. by the
Vedas.. One has been tempted with Max Miiller, Adalbert
Kuhn and others to assimilate every divine figure of the Veda
with analogous figures found among the % Greeks, the
Lithuanians or the Germans. The exaggeration has been
enormous in this respect the more so when the concordance.of
the names remained very often approximate. No.w com?aratn're
mythology has fallen into oblivion, if not into discredit.
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However, since twenty years, it is reviving in some vigour
with the highly original work of M, Dumezil to whom I
would like to make a passing reference in so far as his works
concern India and the Vedas.

Dumezil credits himself with having recognised in the
ancient literature of the Indo-Eufopeans the traces of a
redivision of society into three groups. One group exercised
spiritual functions, the other group was composed of -soldiers
wielding temporal authority and the third group was devoted 1o
_the occupation of cultivation, cattle-rearing and that of the
artisan. These are the classes which, in India, have furnished
the cadre for the famous division into Brahmanas, Ksatriyas
and the VaiSyas. Dumezil considers that the Vedic divinities
or at least certain among them are the resultant of a mythical
transposition of these classes. Thus Mitra and Varuna
represent the sovereignty under this double forms Mitra, the
god of contracts under the juridical form, and Varuna, the
possessor of Mayd under the magic form, Military force is
represented by Indra Vrtrahan and the myths associated with
him, the battle against the demons. The economic function, if
~one may call it so, is assumed, above all, by the Nasatya or the

Alvins who symbolise fecundity and accompany the goddess
Sarasvati. Just as religious sovereignty is doubled, it happens
that military sovereignty is duplicated and by the side of Indra
appears Vayu who is invested specially with the function of
the ‘primary god,' ‘purvapa.’ The ASvins who are already
double in essence may be connected with Piisan, the god of the
herd. Several hymns of the Rgveda which invoke a series of

- gods to sacrifice, group and define them according to this
hierarchy. The gods of Mittani, ascribed to the 14th century
before Christ and of whom the interpretation has been the
subject of a long controversy among scholars, reflect similar
tripartite division, By the side of Avestic theology, the Amesa
Spenta which were once sought to be associated with Aditya,
also reflects a similar classification of the divinities, where, for
example, Vohu Manah corresponds to Mitra, Asha Vahishta to
Varuna, etc. In fine, many of the formulae of Veda, which,
for instance, enumerate three sorts of welfare or draw our
attention to three forms of danger, conserve the memory of
this threefold division of cosmic and social functions.

This ambitious reconstruction by Dumezil would not
bear its full significance unless one has correlated the Indian
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data with the Iranian, the Latin and the Celtic. It does not
proceed from an isolated observation of Vedic religion, only,
it is the product of comparative study. What appears bold,
even improbable on consideration merely of an isolated text
finds confirmation by comparison of similar facts elsewhere
attested. It is thus that for assimilating the Greek god Ouranos
with, the Indian god Varuna, Dumezil had taken cognisance,
on the Indian side, of an episode  known by the Brahmanas.
In the course of Rajasiiya or royal consecration which is again
the Varunasava or sacrifice of Varuna we find, that at a
certain moment, the god lost his virility. This “indriyam
viryam” was concealed in a troop of cows belonging to a near
relation of the King. The King falls upon the herd and
regains his virility. Dumezil rclates it with the Greek episode
of OQuranos where Curanos persecutes his near relations and
is emasculated by one of them, and where his virility falling
on the earth, renders it fertile. No Indianist wculd have
thought of reconstituting the primitive function of Varuna
on a similar episode.

For a proper judgment on the work of Dumezil it is
necessary to be a specialist in the various domains which he
has held under purview. Certain Latinists have expressed
vigorous opposition, on finding the question of the origin of
Rome treated on an entirely  mythical manner. The Iranists
appear to have been more favourably disposed. The Indianists
have, till now, maintained silence. Future research should not
lag behind in an assessment of the hypothesis of Dumezil.

It is clear that in all aspects of Vedic study, problems
abound. The results hitherto obtained have far less satisfied
us than they have provoked new enquiries. The Vedas have
not ceased to be an arena for combat among the linguists,
mythologues, ethnographists and prehistorians.

But the Vedas should not remain that alone. For
aumerous Indians attached o their tradition the Vecas are a
religious document of exceptional sanctity, for they pass for
apauruseya or ‘“of no human origin.” The Indians are well
aware that the whole course of Indian thought would have
been other than what it has been, had there not existed at the
origih of Brahmanism this vigorous outburst of hymns, and
this liturgical edifice which dominates the whole Iater

development.
XVIII—11
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For the westerners, the Vedas are also a literary docu-
ment having its proper value as a work of art. One has
given currency to the idea, sometimes in Europe and singularly
in France, that the Vedas are illisible. Bergaigne had dismissed
them as a string of unmeaning words (jargon) without
attaching thereto any sense of reproach. There are undou-
btedly many passages in the Vedas which defy all efforts for
comprehension and which are repugnant to our instinctive
desire for a modicum of clarity. But along with these exist also
many magnificent passages which one can well enjoy without
the necessity of taking part in the philolegical polemics.
Our age is perhaps more favourable than the 19th century for
appreciating certain striking imagery which might have once
appeared too bold. Here is the call to mankind at the advent
of dawn:  Arise, the breath, the life again hath reached us:
darkness hath passed away and light approacheth. She for
the sun hath left a path to travel: we are arrived where men
prolong existence.” (I-113,16). “Here isthe sun appearing.
The constellations pass away like thieves together with their
beams before the all-beholding sun.” (I-50, 2.) Here, again,
isthe wind: “Along his traces the cohorts of the wind hurry,
they come to him as dames to an assembly (X-168, 2).” I
regret that the English translation, to my mind, is very in-
sufficient for rendering the magnificence of Vedic images or
still more such naive questions as “ whither by day depart the
constellations that shine at night, set high in heaven above
us?”, 2

The Hymn to Earth of the Atharvaveda can be considered
as the summit of human literature, I shall content myself only
with presenting a few stanzas of this long poem in the trans-
lation of Bloomfield. *“The fragrance, O! Earth has arisen
upon thee, which the plants and the waters hold, which the
Gandharvasnand the Apsaras have partaken of, with that make
me fragrant. That fragrance of thine which has entered into
the lotus, that which, O! Earth the immortals of yore gathered
up atthe marriage of Sirya, with that make me fragrant. That
fragrance of thine O Earth! which is in men, the loveliness
and charm that is male and female, in steeds and horses, in the

wild animals {oo, the lustre that is in the maiden, with that do
thou blend us!” ;

Even the magic prayers of the Atharvaveda, which, by the
way, are utilitarian works withont artistic pretensions are
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sometimes exquisitely beautiful; to witness, this brief poem
(I, 17) praying for the cessation of haemorrhage, where the
veins are compared to young girls ¢ The maidens that go
yonder, the veins clothed in red garments, like sisters without
brothers, bereft of strength, they shall stand still! stand still,
thou lower one, stand still, thou higher one, do thou in the
middle also stand still. The most tiny amongst you, stand stili;
may then the great artery also stand still: of the hundred
arteries and the thousand veins, thosein the middle here have
indeed stood still. At the same time the ends have ccased to
flow. Around you has passed a great candy dike: stand ye
still, pray take ease!”

I have quoted carlier a passage of the famous hymn
(X-129) the most superb of the philosophical hymns of the
Veda, known under the name of nisadasiya hymn. Buthow
her speculative poems like the

curious and impressive are the ot
Manas in the Yajur-

hymn of Hiranyagarbha or the bhymn to
veda with the refrain, ‘tan me manah $ivasamkalpam astu’ or
the hymn to Vak in the Rgveda where occurs the famous
verset “uta tvah paéyan na dadar$a vacam, uta tvah $rnvan na
srnoty enam uto tvasmai tanvam vi sasre jayeva patya usati
suvasah, i.e. one man hath never seen Vak though he seeth,
one man hath hearing but hath never heard her. Butto
another hath she shown her beauty as a well dressed woman,
willingly to her husband”. Under this ancient poem is con-
tained in highly poetic form all that man has imagined or
realised under the concept of the word and the Logos.

If today in our literary _world there is a trend towards
pushing behind the boundaries of thought and art that chara-
cterised the classic spirit, if we look for forms of art more
naive and primitive in which words would still possess their
magic potency and mythic virtuality, where else can we find
better means of gratifying this passion than in the Vedas?

Inexhaustible as my topic is, I would better stop here. It
has been my humble wish to show how for the savants and for
every variety of them, for the artistsno less than for the
historians of literature and of religion, the Vedas, in spite of
all unmerited contempt, rest and shall remain, one of the

magniﬁcent monuments of mankind.
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To explain the torms of a language is the main purpose
of the science of grammar., For this, it is necessary to isolate
aud analyse the notions which are expressed by the forms of
that language. As these notions are, to a great extent, the
products of the social factors which govern that language, they
may or may not be the same as those of other languages.
Grammar is not the only discipline which is concerned with
notions. Logic and philosophy are equally concerned with
them. Hence the influence of logic and philosophy on
gramwar in the West until the 19th century when the method
of observation of facts, alrecady in operation in the physical
sciences, was extended to linguistic pbenomena. In India, as
elsewhere, logic and philosophy share with grammar a partly
common vocabulary. Countless are the passagesin Sanskrit
grammatical literature where the concepts of this or that
system of philosophy are brought in for expla‘ning the facts of
the Sinskrit language. And yet our grammarians knew that
the point of view of grammar was quite distirct from that of
the systems of philosophy.

This distinction is pointed out by Helaraja on many oc-
casions in his commentary on the Vakyapadiva. But, before
we present his views on the subject, it is necessary to study the
few passages in the Mahabhasya on which the views of Hela-
raja are based. Vyakarana is a Vedanga, but it it not attached
to any particular Veda. It is common to all of them. Patafi-
jali makes this point clear in connection with the use of the
word FE®H in P. I1. 1.58 and P. VI. 3.14. Though the word
g3 found in the sitras is traditionaily interpreted in four
waysl so as to include all the facts and details which can come

* Paper read in the Classical Sanskrit Section of the 15th
All-India Oriental Conference, Bombay.
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under the siitras in question, Panini actually mentions some
of these details in the subsequent siitras. In addition to the
word FEPH  he sometimes uses other words like aI, 393™I,
AFJWEM, CHFAY | Patafijali explains this diversity of
usage by saying that the science of Vyakarana is common to
all the Vedas and this diversity of usage is necessary to cover
all the facts found in the various branches of the Vedas.2 All
that we have to note here is that, according to Patafijali, the
sciencé of grammar is not attached to any particular Veda
or to any branch of it, but is common to all. It is |95gaIReT |
We will see, in a little while, what form this idea assumnes in
the later grammatical literature.

Another statement of Patafijali which throws light on the
grammarian’s point of view is found in the Chasya on vt. 13,
of the Paspaéanhika. To the objection that if the knowledge
of the correct word leads to spiritual merit, a knowledge of
corrupt forms, inevitable in a close student of grammar, must
necessarily lead to demerit, Patafijali answers:—

FEEAATRl A | 459 SIlE a<EAlh SAE | TR
TERFH AFAE ATAEITASTAL |
Here Patafijali means the Vedas by the word $abda and
refers to the well known $ruti.
oR: TEE: R 91 @A AT S IR RIAGT
~4
wafd’ |

The &ruti speaks orly of merit resulting from a know-
ledge of the correct words, and not of demerit due to a know-
led e of incorrect ones. But in another similar context con-
taining the same words, $abda does not mean t<he V.edas. It
means merely the word in general. The point is raised whe-
ther in the sentence %179 ZoST eUAd, the danda is the agent

(ma“r/ of the action of ¢being’, the meaning of the word ‘asti’

2. (a) F3A GAVIEATNNE a®eAq—Ag7Y, . A IIEAH,
Iuar, a1, THEAER | gyyzaws A TEA | aF G%: R

FF ITRAGA |
: M. Bhiasya on II. 1.58(57).
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which is understood here or the instrument of the action of

taking (E’I). Against the view that it is the former, the objec-
tion is raised that it is,  fter all, with the danda that the action
of taking is done and that, therefore, it should be considered
to be the instrument of that action rather than as the agent of
an action which is not mentioned in the sentence. To this
objection the answer is given that, for grammarians, it is the
word which is pramana, authority. Whatever the word
presents, they accept.5 In the sentence in question, the words
as they stand, present the danda as the agent of the action of
“peing”’, which, though not mentioned, is understood here, as
in all other cases where no other action is openly expressed.
Thus the danda is, at first, the agent of the action of ‘being’
and then only does it become the instrument of the action of
taking. This is at least the case if we go by what the words
present, apart from what the reality may be.

Thus we see two ideas in Patafijali: (1) that Vyakarana
is not confined to any particular Veda: (2) that the gramma-
rians go by what the words present rather than by how things

really are. By $abda, Patafijali means sometimes the Vedas
and sometimes the word in general.

These two ideas are made use of frequently by Helaraja
while explaining Bhartrhari’s Vakyapadiyam and we need not
doubt that they were quite familiar to Bhartrhari himself.
But both these ideas have undergone medifications :—

The idea that the science of grammar is common to all
the Vedas is changed into the idea that it is common to all the
systems of philosophy. It is found that Bhartrhari in his
Vakyapadiya often expounds a grammatical doctrine, not only
from his own point of view, but also from the point of view
of some system of philosophy or other. Often an idea be-
longing to some system of philosophy is made use of to ex-
plain and justify a particular idea of grammar. The question
arises: Why should he do it? Why did he not content himself
with explaining it as an Advaitin which he was? Helaraja
justifies this by saying that Vyakarana asa $astra belongs to

5. TEEIEIMEH! I3 | 5T AR IQEAEH  TAMH | TeaHT
Q[@NE - 7 I0L: | FEAINT TWAG | T IS FaAl 31:3[[‘3:[ gAT-
EFFAIT: FI07 92 |

M. Bh3. on P, 11, 1,1;
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all the disciplines. If linguistic facts can be expiained from as
many points of view as possible, :0 much the better for the
science of grammar. This does not preclude a particular
author from having a preference for his own point of view.
Bhartrhari, for instance, bas a preference for the Advaitic
point of view, and he has tried to explain most ot the facts and
notions of grammar from that point of view.6 But his work
is remarkable for the bringing in of other points of view on
many occasions. A few examples will make this point clear:—

It is the view of the Vaiyakaranas that, when words are
used, three things are understood by us:—(1) the form of the
word, consisting of an entity over and zbove the sequence of
sounds heard (2) the meaning (3) the intention of the
speaker?. Of these, the first one is closest to the word. It is
understood by the hearer in any case, even if he does not
understand the second and the third. Between this and the
second the meaning the relation is J=AATAFHIA | The first is
9% and the second is ¥4, This is usually understood
as referring to the objects of the world. Between the
first and the third, the intention ot the speaker,
the relation is said to be HEAFROTAE | It is the intention of
the speaker which calls up particular words for use. They are,

therefore, looked upon as the cffects of that intention.8 The
question now arises: Why should Bhartrbari speak about

FIGFRAAT ot all, considering that grammar, as a science, is

chiefly concerned with the other relation namely, aISAdI=E%HAE,
between the word and the meaning? The answer given is
that Vyakarana as a discipline is common to all the systems of
philosophy. Its notions and explanations must be such that
they can be acceptable to the followers of all the s.ystems of
philosophy?. Some hold that the word does not point to any
external object, but only refers to the intention of the speaker.

. WAMESAE  @AUNZAId §IET WS IAAEUTATE: |
: L (Y . N e -
oy = @9 SRARENRgE: | GEEEdAEey AueTqaqTd
grraifafFan fPfaaEam | 5
Heliraja on Vak IIL. Ja. verse 35t
7. Helaraja on Vak. IIL. Sarm. verse L
8. Helaraja on Vak. III. Sarh. versevl. e
0. gEANE gARE F@wfd ¥ A@EArEE  TERIAEAE d=8
SradigERy GFAINAISEEIT FeUE A FAFPRATIEAR |
Helaraja on Vak. IIL. Sarm. vers® ik
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It is in order (o respect their views (HFWE\TIM?RI’I'H) that
Bhartrhari speaks about #TAHRTAE | If meaning is nothing
more than the intention of the speaker, the relation batween

the word and the meaning is naturally EFJ;H?RUIHIET, because it
is the intention of the speaker which calls up this word or that
in spe-ch.10

Another doctrine which is expounded in the Vakyapadiya is
@<iled, the view that all words, nay, even parts of a word
like roots and suffixes, uliimately have 8T or « Being”as their
meaning, This ‘Being’ is the Supreme Universal which is
found in all the objects of the world and which binds them all
together in one reality. The distinctive features of each object
are comparatively unreal. In this view, even negative entities
are credited with a kind of ¢ Being’.11 This ¢ Being’ is essen-
tially identical with Brahman. It is clear that Bhartrhari here
speaks as an Advaitin. But he further points out that the
Sankhya Philosophy is also in keeping with the doctrine of
|54, According to this system, the first evolute from
Prakrt1 is Mahat or Buddhitattva, asitis called. Isisto be
regarded as ¢ the most universal stage which comprehends
within it all the buddhis of individuals and potentially all the
matter of which the gross world is formed. Looked at from
this point of view, it has the widest and the most universal
existence, comprising all creation and is thus called ¢ mahat’,
(the great one)”.12  All the other evolutes proceed from this
principle and are absorbed into it at the time of dissolution.
This great principle is essentially «Being® and all the evolutes
proceeding from it share this ¢ Being’. Thus the Sankhya
system also, Helaraja points out, favours the doctrine of
gaza |1

10. SAFAMMGEAT 88 g FEAFRTTE; |
; Helardja on Vak. III. Sarh. verse 1.
11. SWUERAT GEAFRT  AFIE wzEEEasEaa
qifAAREIHA=AT FA7 |
Helaraja on Vak. III. Ja. verse 34.

12. Das Gupta. A History of Indian Philosophy, Vol. I,
p-249.
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Side by side with the view that the science of grammar is
I8 and, therefore, brings in notions and ideas currentin
other Sastras to explain grammatical notions, thereis the
other view that grammar is not bound to accept an idea
simply because it is current in some other discipline or in the
world. Whether such an idea should be made use of by
Vyalaranpa is a matter of convenience orly, 1t was utilised if
it was convenient to do so. . Otherwise it was not. Thus the
VaiSesika conception of Gunal4 has been utilised by Vya-
karana in explaining some forms:—The word gupavacana oc-
curring in P, 1V.1.44; V. 1. 124;in avar. on V.2, 94 and
in VIII. 1.12. refers to this VaiSesika conception.1> But this
conception is not enough to explain all the forms which occur
in the Sanskrit language. Another conception of it is men-
tioned here and there in the Bhasya and itis explained in the
gunasamudde$a of the 3rd kanda of the Vakyapadiya. Itisa
conception peculiar to Vydkarana and it is derived from the
forms of the Sanskrit language, and it is meant to explam
them.16 Similarly, the popular conception of dinga’

ﬁaaﬁﬂaﬂl el ﬂl@l‘lﬂ: g&: A |

SuAEal a9 agal agaFa ||V
is found inadequate to explain all the diversity of forms rela-
ting to linga found in the Sanskrit language. Patafijali there-
fore rejects it and says

(@ JEO: I BeH fegaEge | wAd
Fuq @Fard AT |)
gfiagsTarTa  aas S9E ARdRE-gEEaT gaEasEs 6
sraTaTAGE aRud GAad aged gigad #EsSERAlsAnrd
IWFER  (AESHIASAGET AR FROKAINANG G-
afesfify  @=ed @1 SIEEqd A eEdaE:  areead-
qregagrza: |

Hela. on Vak. I1L. Ja. verse 34.

14. Kanada-Vai§esika-Sitra L. 1.16..
157 I&anqda-VaxseSIka-Sutra Telitl6F
16. See the author’s paper on “ The Conception of Guna
among the Vaiyakaranas” (N. I. A, Vol. V,. No. 6, Sept. 1942).
"17. M. Bha. on P. IV. 1.3.

- 18. M. Bhi.on P.IV. 13.
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that Vaiyakaranas must -evolve their own conception of ‘Jinga’
and proceeds to do so. This idea that Vaiyakaranas have a_
right to evolve their own notions is expressed by later writers
also. P. I 2.58 teaches the use of the plural number after a

word which primarily expresses ST | But for this sutra, only

the singular number could be used, because SIfd is one and so
it would be normal to use the singular number. Now one can
say, SI®@W: 983 or SIFYN YSAR in the same sense. To this:
somebody objects that itis wrong to say that ‘jati’ is one.
Jati has no number at all. It is the dravya or vyakti’ in which
the ‘jati resides which has number.l® This is answered by
saying that in these matters grammarians do not accept the!
views of other $astras. - They evolve their own notions.20
To them jatiis one because the word presents it as such, and
it is, therefore, natural to use the singular number after a word
expressive of it,

This reference in the Bhisya and in the later literature to
FEEFAITG, the particular doctrine of the Vaiyakaranas suggests
that they have their own point of view from which their doc-
trines and notions are derived. What this point of view is has
been indicated by Patafijali in that passage where he says:

JASIHAIOR] 399 | I35 g dHITR A |

The idea contained in this passage has been utilised by Hela-
raja very frequently in his commentary on the Vakyapadiyam.
For the grammarian, ‘artha’ does not mean the external reality
but whatever the word brings to the mind. Artha does not
mean vastvartha but Sabdartha, not reality, but the meaning of
words. Individual words bring something to the mind and
the sentence as a whole also brings something to the mind.
Both these things are included in the expression ‘$abdartha’.
Grammar studies both these things in order to evolve notions
which will explain the forms of the language. Grammar is
satisfied if these nofions conform to what we understand’ from
words, no matter whether they conform to reality or not.

19. 3 NATT ITAMRI FAHAREAL |
Helardja on Vik. II1. Ja. verse 52.
20, W' qeraaiEr gffar gaoe | oft. g esard:
° sfugEdd: | afa T TTHES | S gabbEEEiTeE o @R |
: Helaraja on Vik. III. Ja. verse 52.
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Grammar does not look at reality directly in the face. As
Helaraja puts it:

qeRgAOEEl B wem @ & andeiay quT awne-
91Ag997q | 9 g eggadigan! | .

Not to look at reality directly in the face is as good as not
philosophising and Helaraja sometimes makes it quite clear
that the grammarian is really not concerned with philosophy
proper. Thus while explaining the different conceptions of
Time mentioned by Bhartrhari in the Kalasamuddesa such as
that it is-an entity which exists apart from the mind or that it
is a mere construction of the human mind, Heldraja says that
Bhartrhari is not really concerncd with what time is philoso-
phically, but that he is anxious to examine and analyse that
something which is responsible for our putting the Sanskritverb
in different tenses.as in abhit, asti and bhavisyati. That some-
thing may not be able to stand close philosophical scrutiny, but
if it serves the purpose of explaining the different tenses one
would have to accept it.22 Similarly in the kriyasamudde‘a,
the question is: = What is action? The answer given by Bhar-
trhari ou the basis of the Bhisya passages is that it is a
process, something having parts arranged in a temporal Se-
quence. It is not directly perceptible, but it is to be inferred.
Each moment or part may be looked upon as action, in which
case, it will also be inferrible only and not directly perceptible.
These paris may be further subdivided and the smaller parts
will also be actions. There will come a time when the part
cannot be further sub-divided. It cannot then be called action
at all.  Such an atomic point may be directly perceptible but
that willnot makeaction so becausesuch a point cannot be called
action at all. Only that can be called action which has parts
arranged in a teimporal sequence. After having clearly ex-
plained all this, Helaraja adds that for grammarians the real
question is not whether an action has actually parts.or not, but
whether the verb presents it as such. The answer is that verbs
do present action, however momentary, in nature, as something

21. Helaraja on Vak. III. Sam. verse 66.
2p  AEatasEAEIE: OFeT | (g A FEER I aq
oigqE | wifed 9 (aEE@: WsEl SAagRISHIE afFEdi | 9
QUPAERERIRGATNE: FIS[SFFITA: |
sl : Helarzja on Vak, II1. Ka. 58.
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having parts which cannot co-exist, but are arranged in a tem-
poral sequence, And Vaiyakaranas go by what the words
present to us.23
1t is pointed out that a notion arrived at by the Vaiya-
karanas from their own point of view, may sometimes agree
with popular ideas rather than with those accepted by some
system of philosophy. Vaisesikas think. of the whole, ‘the
dvayavi, as existing in the parts, the avayavas. © That is an
idea to which they have come by a logical analysis of reality.
‘They also specify the particular relation by which the whole
"exists in the parts. It is samavaya, inherence. The popular
‘conception, however, is that the horn of a cow exists in the
cow and not vice versa. The part exists in the whole. Helaraja
points out that the language follows the popular conception in

‘this matter. In the expression Tlf‘ﬁ"icﬁﬁ the locative suffix is
affixed to the word T which denotes the whole of which srnga
is a part. If one followed the Vai$esikas in thls maltter, one
would have to say % Al and Ta@AT F&: |24,

It is mainly this point of view which the Vaiyakaranas
adopt in defining the various grammatical categories such as

the different karakas, gender, number, person, aspect (3'313) etc.
dealt within the 3rd kanda of the Vakyapadiya. This naturally
results.in certain distinctive notions. = It will not be out of

“ place here to draw the attention of the reader to a few of
.these distinctive notions. ]

Regarding the meaning of individual words, there are two
~ views current among grammarians, associated with the names
~of two ancient grammarians mentioned in the Varttlkas

‘of Katyayana, namely, Vajapyayana and Vyadi. One view is
* that all words, nay, even parts of words, denote prxmarx]y the
" Universal and only secondarily the Particular. I1f we apply the
‘same word, say, ‘cow’ or ‘iree’ to a lar ge number of objects it
is because we see some common characteristic in all of them,

" 23, % WA ApmwafEad, @iy g @ser gdraana: | meard
QARSI FaFinagar aggeAas @dl B sdaa g eE
i!‘iﬁ'lvﬂﬁqr RAIAT GhAEARdE = | ;

TE : ; . Helaraja on Vik. IIIL. Kri. 10:=
24, TEER CEETERRE A AL @ 3w g )
Helaraja on Vak. III. Ja. 11.
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This common characteristic is the universal or ¢jati’ as it is
called. The word ‘asva’, therefore, primarily denetes ‘a$vatva’,
the word ‘go’ denotes gotva and so on. If this is true, then the
word ‘jati’ must also denote a universal present as a common
characteristic in all the universals. But such a view goes
against the Vaidesika-view that there cannot be a universal in
a universal. They argue that to accept a universal in a uni-
versal would lead to anavastha or ‘regressus ad infinitum’,
Where would one stop in the process of postulating universals?
Why not postulate a third universal in the second one and so
on? The best thing would be to stop at the very first univer-
sal and not go any further. - But the grammarian replies that
this kind of reasoning might be all right from the VaiSes ka
point of view, but not for himself. He has his own point of
view. ' His chief concern is to find out the nature of meanings
conveyed by words. - What he finds is that in all universals as
conveyed by ‘words, there is a common characteristic which
can be looked upon as another universal. The existence of the
first universal was postulated just because a common charac-
teristic was experienced in the individuvals or particulars, fol-
lowed by the tise of the same name to all the individuals. A
'similar common ~characteristic is experienced in all the uni-
versals as conveyed by words and that justifies the use of the
word ¢jati’ to all of them. Where there is identity of cogni-
tion and of name, a universal has to l?e postulated and in the
universals as presented by words there are both. And for
grarhmariétné, it is what words convey which matters.25

1f we go by what words present, there can be not only a
universal in a universal but many other things which are orci-
nafi!y looked upon as guna or kriya may turn out to be uni-
versals. If a guna is presented by words as something which
persists as a common fcature in many things, it becomes a
universal for the grammarians.26 That is probab'y the reason

25, SAf@dAl wEeg  AEmEAnT aEenE | an &
et et ot (ST )1 &t U I G Gl e LR C LTRSS
WA rAEEar AaEER | At FeRdisyd TIEgATAAY-
FNTSPET AEaET TATEATIRTNAA T FARAEGISHIIAT N

] Helaraja on Vak. IIL ST 11.

26, aar Srafasaer  goiseantsiaE Sliaid  adgArFgae

. ~ = A —r=y
Trafe: | 91 [AGAEANT JAFFIITRGAA | i
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why Panini has applied the word samanya to the meaning ex-
-pressed by the word ¢$yama’ in the compound $astridyima

5 = : = . 27
furmed according tothe siitra IUAIAIT @rAFIIT: |

Samanya is another name for ‘jati’. In the compound $astri-
Syama the word $yama expresses a guna and, as it expresses a

common feature between a $astri and whatever is compared to
it, the grammuarians look upon it as jati.

Similarly, action can be presented as jati by words, We
‘use the expression ‘pacati’, ‘he couks’, in a variety of circum-
‘stances. The person who cooks, the thing cooked, the fuel and
the utensils used for cooking, may all be different and yet the
‘notion of cooking and the expression ¢ pacati’ persist.  This
also shows that the word presents action as ‘jati’.28

Even though philosophers like VaiSesikas make a distinc-
tion between jati, guna, kriya, and dravya, the grammarians
believe that it is all a question of how words present them and
the words can present the first three also as dravya. They
have their own definition of dravya. Anything which is pre-
sented by words as something to be characterised, distinguished
from other things (hﬂ) is a dravya. Whatever can be re-
ferred to by the demonstrative pronouns %39 and 93 is a
dravya.

FEIIBE0 AT FIAH TS |
FAMA=TA @isal waada [alka: ||
Vak. III. %= verse 3.
If words present ¢jati’ as something to be differentiated,

as a visesya, then it hecomes a dravya. aénmmanﬁaﬁwaé,

the fitness to be referred to by a pronoun as ‘this’ is the charac-

teristic of a dravya. This view is traced by Helaraja to so
ancient a writer as Yacka, whose statement: 53 Tff 7q Sdiay

TEAA | is quoted by him 20 The expression is significant

2.0 IL. 155,

8. (a) W FHETHATIE A S )
Helaraja on Vak. III. Ja. verse 11.
b (b) SIAR=T FRAmEIgIRFArFIATIY |
AT ATHEUT A7 AFI ST I

Vak. 111, Kri,-20.
49, Helardja on Vak, II1, Dra, verse 3,
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because it makes the whole thing dependent upon the ‘vivaksa’
of the speaker. It makes it quite clear that what is defined in
the verse quoted above is not the artha called dravya, but-the
meaning of the word ‘dravya’ orrather the nature of the thing
presented by the word ‘dravya’.30 = Anything can be presented
by words as something to be differentiated. For instance,
movement or action is so presented in “sukham sthiyate’

where the action of standing is presented as a thing and it is
determined or modifled by the word ‘sukham’. The meaning of
the verb ¢ sthiyate” is, therefore, dravya. In the sentence,
¢« $uklataram rilpam” a quality is so presented. Here ‘rtipa’,
though a quality, is presented by words as a thing to be quali-
fied or determined by white. It is, therefore, a dravya. The
actionin ¢ sthiyate’ can be referred to by the pronoun “kim”

another indication that it is a dravya. It is easy to see that
this conception of dravya is very different from the VaiSesika
conception of it,

The essence, then, of the Vaiyakarana point of view is
that it does not look at reality in the face directly, but enly at
reality as presented by words. But while they knew this dis-
tinctiveness of their point of view, their literatufe is full of
passages which make one wonder whether they did not often
forget this and indulge in a direct analysis of reality. Whether
they are discussing the nature-of ¢jaii’ or ‘guna’ or ‘kriya’,
their language often makes one think that they are discussing,
not reality as presented hy words, but reality itself. It is true
that a writer like Helaraja frequently reminds himself and his
readers that, for grammarians, artha is ‘éabdartha’ and not
tyastvartha’. But this frequent reminder to himself is perh’aps
the best proof that it is not easy to discuss the nat'ure of Sab-
dartha’ without uuconsciously straying into a consideration of
the nature of wastvartha’. Perhaps the fact that the Yvord
cartha’ in Sanskrit can and does mean both ‘vastvartba’ and
¢ Sabdartha’ also made it difficult to separate the two. Some
of the problems discussed in Vaiyakarana .hterat.ure and the
answers given also show that the grammaflans did not ?Ivyays
succeed in keeping the two kinds of ‘artha apsolutel)r distinct,
One set of such questions which they pave dlscussgd relates.to
action. What is action? Is it perceptible or can it only be in-

40, faafaamed AT9EIE semaly g WsKIUAAIE |
. Helaraja on Vak. ILL. Dra. verse 3
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ferred? Is there such a thing as action apart from that which
is'active? And they are answered as follows,  Action is some-
thing which has parts arranged in a temporal sequence. Tt
cannot be directly seen but has to be inferred. It is quite dis-
tinct from ‘dravya’. These questions are more appropriate to
philosophy than to grammar. The same thing can be said of
the grammarians’ treatment of gender. In languages like
English, we have two words, sex and gender, to denote’ the
distinction found in the objects of the world and that found
in words respectively. In-Sanskrit, <ifiga’ has to denote both
and this fact may have ultimately led to the grammarians
coming to the conclusion that what is called ‘linga’ is a pro-
perty of things and not of words. And they have invoked the
Sankhya philosophy in determining this property of things.
The idea that itis a property of words was also known to
them. They discuss it only to reject it.

Thus Vyakarana oscillates between philesophy and lin-
‘guistics, while it is conscious all the time that its proper sphere
is something distinct from that of philosophy.



WORKS AND PERIOD OF LITERARY ACTIVITY OF
GOVINDANANDA KAVIKANKANACARYA
4 BY
Dr. R. C. Hazra, Dacca Untversity

Govindananda Kavikankanacirya, a Vaidika Brahmin
from the west, settled in a village called Bagri in the Midnapur
district! in Bengal and wrote the following works.

(1) Mahimnah Stava-kapmudi.2

1. See Varsa-kaumudi (Bibliotheca Indica edition), Preface,
p. ii, and P. V. Kane, History of Dharma-Sastra, I, p. 415.

According to Haraprasad Shastri Govindananda settled in the
district of Bankura. See Shastri, Descriptive Catalogue of Sanskrit
Manuscripts in the Library of the Asiatic Society of Bengal (hereinafter
referred to as Shastri, ASB Catalogue), 111, Preface, p. Xxi.

Some of the Pascitya Vaidikas of the Gautama family assert
themselves to be descended from Ganapati Bhatta (father of
Govindiananda). ~Pandit Harana Candra Tarkavagifa of Bagri ..
o b b traces his descent from Ganapati Bhatta as follows : 0,
Ganapati Bhatta, 2. Govindananda, 3. Vasudeva. 4. Kavi
Karnapiira, «..... 12. Harana Candra ’.—Varsa-kaumudi, Preface,

pp. ii-iii.

2. H.P. Shastri, Notices of Sanskrit Mss., Second Series, I,
p. 284, No. 279.

It begins as follows: Om nemo ganesaya | frigovinda-pada-
dvandva-nakhendu-ruci-samtatih | asta-cintitisambhranta-citta-
dhvantam dhunotu me (| kriyate $rimata tata-pada-reniipadesatah |
govinda-sudhiya Sasto mahimnah stava-kaumudi ||

See also H. P. Shastri, Notices of Sanskrit Mss., X, p. 123,
No. 3384, and Hrishikesh Shastri and Shiva Chandra Gui,
Descriptive Catalogue of Sanskrit Mss. in the Library of the Calcutta
Sanskrit College (hereinafter referred to as Shastri and Gui, Calcutia
Sanskrit College Catalogue), 11, PP. 366-8, 369, 485, 499, 508 and 510
(Nos. 396, 397. 399, 554, 595, 618 and 624).—No. 397 begins with
the verses °§rigovinda-pada-dvandva®’ and ‘kriyate Srimata
tata® ’ and ends thus: govindinanda-kftiné krte krtadhiya yutam |
nivedayantu vidvamso mahimnah stava-kaumudi || sarvantarya-
mine tasmai govindaya namo namah | agranuragam dhasyante
yat-prasarad (?osadad) vipascitah ||

XVIII—13
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This is a commentary on a hymn composed by Puspadanta
in honour of Siva. That this commentary is one of the early
works of Govindananda is evidenced by its second introductory
verse which says that Govinddnanda wrote it according to his
father’s instructions.

(2) Artha-kaumudi3.

- This is a commentary on Srinivasa’s Suddhi-dipika.
(3) Dana-kamuudzt.

It is to be noted that the first introductory verse ¢ §rigovinda-
pada-dvandva®’ agrees almost literally with the second introduc-
tory verse of Govindananda’s Srdddha-viveka-1ika (for which see
below), and the concluding verse ¢sarvintaryamine tasmai ’

occurs, with modifications, at the end of many of the works of
Govindananda.

3. Manomohan Chakravarti informs ns that this commentary
was printed in Bengali characters (see 74SB, XI, 1915, P35

For Mss. of this commentary sece Eggeling, India Office Cata-
logue, V, p. 1069, No. 3010; Shastri and Gui, Calcutta Sanskrit
College Catalogue, IX, pp. 130-1, Nos. 131-2; S. Kuppuswami
Sastri, A Triennial Catalogue of Mss. Collected during the triennium
1919-20 fo 1921-22 for the Government Oriental Mss. Library, Madras,
Vol. IV, Part 1, pp. 4356-57, No. 2995. :

‘4. Edited by Pandit Kamala-krsna Smrtibhiisana and pub-
lished (under the title Dana-kriya-kaumudi) in the Bibliotheca
Indica Series, Calcutta, 1903,

For Mss. of this work see Shastri, ASB Catalogue, 111, p. 722,
No. 2691 (this Ms., which is incomplete towards the beginning,
is dated 1533 Saka and 919 of the Malla era); Aufrecht, Bodlcian
~ Catalogue, p. 272, No. 643; Eggeling, India Office Caialogue, 111, pp.
548-9, No. 1712; A. B. Keith, Cat. of Sans. Mss. in the Bodleian
Library, p. 80, No. 643; H. P. Shastri, Notices of Sanskrit Mss.
Second Series, I, pp. 166-8, No. 163 (this Ms., which is dated 1533
Saka and 919 of the Malla era and has lost the first three leaves,
seems to be the same as that described by Shastri in his ASB
Calalogue) ; Dacca University Ms. No. 2981 (this Ms. has lost
fols. 1-6, 12-15 and 55); A Catalogue of Sanskrit Mss. in the Private
Libraries of North-west Provinces, Part I (Benares 1874), p. 74.
The Dana-kaumudi is called Dana-kriya-kaumudi in the introduc-
tory verses but simply Dana-kaumudi in the concluding verses and
the colophon. It isonly in the colophon of the India Offi

ce Ms.
that the work is called Dana-kriya-kaumuds. :

"It is to be noted that whenever Govindananda has to refer to
this work, he mentions it as ¢ Dana-kaumudi® and not as ¢ Déna-
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(4) Kriya-kaumudi.

This is-a distinct and independent work of Govindananda
and not ‘a general digest comprising the Dana-kaumudi,
Suddhi-kaumudi, Sraddha-kaumudi and Varsa-kaumudi as
Theodore Aufrechtd and P, V., Kane6 think. Had it been a
general digest comprising the above mentioned works, it would
not have been referred toin one of its parts (viz., Sraddha-
Bawmudi, p. 559) by its general title which would include that
part also. -

The above mentioned conjecture of Aufrecht and Kane
seems to be based on the colophons of the printed edition and
some of the Mss. of the Dana-kaumudi wherein this work has
been said to be the second Yama (quarter or part) of the
Kriya-kawmudi?, ~ But this information contained in the
colophons of the printed edition and the Mss. mentioned above
Seems to be wrong because of the facts that there are other
Mss of the Danma-kaum#di whose colophons do not mention
any Kripa-kauwmudi as the general digest, that none of the Mss.
of the Suddhi-kaumudi, Sraddha-kawmudi and Varsa- kawmudi
calls these woriss parts of the K7igia-kawmudi or any other work?,
and that the Sraddha-kawmudi mentions not only the Kmya-
kaumudi but also the Dana- kaumudi and the Suddhi-kaimaids,
thus showmg the distinct and independent character of all these

Friya- kaumudL See Sraddha-kawmudi, pp. 340, 529 ; Suddhi-kaumud?,
pp- 160, 162, 174, 325; and Varsa-kaumuds, p. 216. :

5. Catalogus Calalogorum, pp. 169 (under ¢ Govmdmanda or
Govmda Kavi’) and 249 (under ‘Dana-kaumud?’).

6. P.V. Kane, History of Dharma-$dsira, T, p. 415.

7. See the Bibliotheca Indica edition of the Dana-kaumudi,
whose colophon runs as follows : iti srlgowndananda-kavxkankana-
viracitayam  kriya-kaumudyam dana-kaumudi nama dvm}o
yamah samaptah.

See also Shastri, ASB Catalogue, II, p. 722, No. 2691;
Aufrecht, Bodleian Catalogue, . 272, No. 643; H, P. Shastri, Notices
of Sankrit MSS, Second Series, 1, pp. 166-8, No 163; and so on.

. See Eggeling, India Office Calalogue, 111, pp. 548-9, No. 17112
iti sr1gov1nda~kav1-k1ta -danakriyikaumudi samipti; Dacca
University MS. No. 2981—iti §rigovindananda-Kavikankanacarya-
viracita danakaumudi samapta ; and so on.

9. For MSS. of the Suddhi-kaumudi, Sraddha-kaumudi and
Varsa-kaumud? see footnotgs 13 and 14 below, *
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works. It seems that in course of time some scribe of a Ms. of
the Dana kaumudi, who might have heard of a Kriya-kaumud;
but was quite ignorant of its distinct and independent character,
took its title to be that of a general digest comprising the Dana-
kawmudi, Suddhi-kaumudi etc. (because the titles of these
works, except that of the Suddhi-kaumudi, end in ¢ kriya-
kaumudi’ in the introductory verses) and modified the
colophon™ of his Ms. accordingly. This modification was
followed by others, and thus in some Mss. of only the Dana-
kaumudi the colophons came to mention the K7iya-kaumudi a
a general digest. ;

That the Kriya-kaumudi is a work of Govindiananda is
shown by the way in which it has been referred to in the
Sraddha-kaunmuds in connection with Nitya-$riddhal0, It is to
be noted that, except in the case of this Kriya-kaumudi,
wherever Govindananda has to refer to any other work or
works for a particular tepic or its detailed treatment, he in-
variably refers to his own.1l Hence there can be little doubt
regarding Govindananda’s authorship of the Kriya-kaumudi
which also is referred to in a similar way.

The mention of the Kriyi-kawmudi in the Sraddha-
kawmudi (which, again, is mentioned in the Varsa-kaumudr)
shows that it is one of the early digests of Govindinanda, most
probably written after the Dana-kaumudi which, being perhaps
the first digest, does not mention any of his other works but
refers only to itself12, As there is no second mention of the
Kriyakauwmudi in any of the works of Govindananda (except
in the colophons of some of the Mss. of the Dana-kaumudi)
and as no Ms. of this work has been found as yet, it is not
possible to say whether the K7iya-kaumndi was preceded in its
composition by the Suddhi-kaumaidi also, which mentions the
Dana-kauniudi and is itself mentioned in the Sraddha-kaumuds.

The Kriya-kaumudi must not be confused with the- Varsa-
kawmudi (ashas heen done by the learned editor of the latter)

10. See Sraddha-kaumudi, p. 5

59 - prayogas tu kriyi-kau-
mudyam drastavyah.

11. See Dana-kaumudi, pp. 64, 117, 184, 191; Suddhi-kaumuds,
pp- 160, 162, 174, 325; Sraddha-kaumudi, pp. 85, 323, 340, 342,
348, 380, 440, 483, 529! Varsa-kaumudi, pp. 20, 22, 111, 216, 236,
348, 352, 359, 487, 489, 559.

12. See Dana-kaumuds, pp- 64, 117. 184, 191.
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which is a quite different work. The topic (viz., the Prayoga
of Nitya-S§rdddha), for which it is referred to in the Sraddha-
kaumudi, is not found in the Varsa-kaumudi. Further, the
Kriya-kaumudi is mentioned in the Sraddha-kaumudi which,
again, is mentioned in the Varse-kaumudi. Hence the Kriya-
kaumudi was written earlier than the Varsa-kaumudi.

(5) Suddhi-kawmudil?.
(6) Sraddha-kaumudi 14

13. Edited by Pandit Kamala-krsna Smrtibhiisana and pub-
lished under the title Suddhi-kaumudi in the Bibliotheca Indica
Series, Calcutta, 1905.

For MSS. of this work see Eggeling, India Office Catalogue, 111,
p- 564, No. 1744 (this Ms. is incomplete at the end); Aufrecht,
Bodleian Catalogue, p. 272, No. 644; H. P. Shastri, Notices of Sanskrit
MSS, Second Series, I, pp. 370-1, No 367 (this MS. is dated 1715
Saka) ; A. B. Keith, Catalogue of Sans. MSS in the Bodleion Library,
p. 80, No. 644 ; A Catalogue of Sans. MSS in Private Libraries of North-
West Provinces, Part I (Benares 1874), p. 100.

The Suddhi-kaumudi is so called in the introductory and the
concluding verses as well as in the colophon.

It is to be noted that Govindinanda also refers tn this work
as ¢ Suddhi-kaumud?’. See Sraddha-kaumudi, pp. 323, 342, 348, 440,
483 ; Varsa-kaumudi, pp. 236, 359, 559.

14. Edited by Pandit Kamala-krsna Smrtibhiisana and
published under the title Sraddha-kriyd-kaumudi’ in the Bibliotheca
Indica Series, Calcutta, 1904.

TFor MSS. of this work see H. P. Sastri, Notices of Sanskrit
MSS., Second Series, I, pp. 378-9, No. 373 ; A Catalogue of Sans.
MSS. in Private Libraries of North-West Provinces, Part I (Benares
1874), p. 140.

The Sraddha-kaumudi is called Sraddha-krip-kaumudi in the
introductory verses but simply Srdddha-kaumudi in the concluding
verses and the colophon (except in the colophon of the MS.
described in H. P. Shastri’s Notices of Sans. Mss, I, pp. 378-9
wherein it is called Sraddha-kriya-prayoga-kaumud?).

It is to be noted that Govindananda himself refers to this
work as ¢ Sraddha-kaumudi’ and not as ° Sraddha-kriya-kauwmudi’.
See Varsa-kaumudi, pp- 20, 22, 348, 352, 487, 489. See also
Kamalakarabhatta’s Nirnaya-sindhu (NSP ed., pp. 291, 294, 33_5, 347,
432, 433 etc.) for mention of this work as ¢ Sraddha-kaumudi’.
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(7) Varsa-kaumudi 15

It is called Varsa-kriga-kawmudi in the introductory verses
but simply Varsa-kaumudi in the concluding verses ‘and ‘the
colophon.” Govindinanda himself once calls it Samuvctsara-
kaumuds - in  his commentary on Silapani’s Prayascilia-
viveka.16

(8) Tattvartha-kaumudi 17

This is a commentary on Silapani’s Prayascitta-viveka,
It seems-to be a work of Govindananda’s late age, and is not
one of his earliest works as Manomohan Chakravarti thinks,18
because it mentions the Samvatsara-kawmudi (which is, as we

15. Edited by Pandit Kamala-krsna Smrtibhiisana and pub-
lished in the Bibl. Ind. Series, Calcutta, 1902.

For MSS. of this work see Eggeling, India Office Catalogue, 111,
pPp- 527-8, No. 1654; Shastri and Gui, Calcutta Sanskrit College
Catalogue, 11, pp. 423-4, No. 473; R. L. Mitra, Notices of Sans. MSS.,
IV, pp. 117-8, No. 1530 (this MS. is dated Saka 1766) ; Shastri,
ASB Catalogue, 111, p. 723, No. 2692 (this MS., which is dated Saka
1765, is the same as that noticed Ly R. L. Mitra) ; Chintaharan
Chakravarti, Descriptive Cal. of Sans. MSS. in the Vaigiya Sahitya
Parisad, Calcutta, p. 133. g

16. See Prayascitta-viveka with Govindinanda’s commentary,
ed. Jivananda Vidyasigara, p. 286— ;

“smrti-samuccaye—paksidau ca ravau sasthyam riklayam ca
tatha tithau | tailenabbyafijaminas tu caturbhir api hiyate|| ityadi
samvatsara-kaumudyam vivrtam asmabhih .

" This reference is made to Varsa-kauwmudi, p. 85 where the
above mentioned verse occurs as from the Smyti-samuccaya.
T commentary has been published with th
cilta-viveka by Jivananda Vidyisagara, Calcutta, 1893.

For MSS. of this commentary see Aufrecht, Bodleian Catalogue,
p. 283, No. 661 ; Eggeling, India Office Catalogue, 111, p. 554, No,
1724; R.'L. Mitra, MNotices of Sans. MSS., 1I, p. 63, No. 625;
Shastri and Gui, Calcutta Sans. College Catalogue, 11, pp. 173-5, Nos.
193-4 (the concluding verse of MS. No. 193 is : _ :

: ganapati-tanujo govindananda-panditah Sriman|
atinirbandhad  vidusam- samakrta  tattvartha-kaumudim
ramyam |[|) ; "
: A. B. Keith, Cat. of Sans. MSS. in the Bodleian Library, p. 83;
No. 661; Chintaharan Chakravarti, Descr. Cat. of Sans. MSS. in the
Varigiya Sakitya Parisad, p. 155. ; {
18. FASB, XI, 1915, p. 355, footnote 2.

e Prayas-
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have already seen, the same-as the author’s Varsa-kaumudi) and
says in its final verse that it was written by him at the great
persuasion of the scholars of his time,19 thus showing his wide
repute in the learned circle. It is to be noted that the Varsa-
kawmudi, which is mentioned in the Tatlvartha-kaumuds, itself
mentions the Ddna-kaumuds, Suddhi-kaumudi and Sraddha-
kawmudi and is thus a work of Govindananda’s late age.
(9) Mantra-purascarana.2”

~ This work is written in verse and deals with the selection
of proper time and place for Mantra-purascarana, its procedure,
etc.

(10) A commentary (called Artha-kaumudi, Tattvartha-

kauwmudi or Sraddha-viveka-kaumudi)?! on Silapani’s Sraddha-
viveka.

19. atinirbandhid vidusim akarot tattvartha-kaumudim
ramyam.

20. . P. Shastri, Notices of Sans. MSS., 1, pp. 274-5, No. 271
(it is incomplete at the end and bears no date).

21. The MS. of Govindinanda’s Sraddha-viveka-11ka, noticed
by R. L. Mitra in his Notices, IX, p. 251 (No. 3175), calls itself
Arthakaumudi and is incomplete at the end.

The Dacca University MS. No. 4313 (fol. 118 to the end) of
the same commentary calls itself Tattvartha-kaumudi and seems to
be incomplete towards the beginning. It ends thus: *

kva &iilapaner vacanam gariyah kva natih (? no matih)

siiksma-vicara-bhiruh |

tathapi govinda-padiravinda-dhyinit param faktim iha

vyajanit ||

kecit khyati-grahilah pricinacara-disane patavah |

mama matam tisthapayisor vacam santo > nugrhnantu ||

¢rimac-chraddha-vivekasya tika vidvan-manorama |

govindz’lnanda-k;‘tini krta tattvartha-kaumudi ||
sarvintaryamine tasmai govindaya namo namabh |

yeneha tatpardh sauto dhimanto modam é.pnu-yul} il .

Its colophon (it érigovindinandécirya-viramta tattvartha-
kaumudi nama éraddha-viveka-tika samaptd) is followed by the
post-colophon statement : ‘ ;

“dake vasugajesuksmanite govindagarmand |

'éﬁlapini-k_rta-grantha-tiki likhyate yatnatah [| ]
which“ dhows that the MS. is fairly old, being copied by one
Govinda-éarman in Saka 1588.
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The third introductory verse

¢ viracitavan api vidusam atibrdyam S$raddha-kaumudi-
tantram|

Sisyabhyarthana-vasagah samprati Govindo...... $riman||
of this commentary shows clearly that Govindananda wrote it
after the Sraddha-kauwmudi, Suddhi-kaumudi etc, at the
request of his pupils. Thus the Sraddha-viveka-{ika is one of
Govindananda’s late works.

(11) A commentary (called Artha-ratna-prabha or Artha-
prabhavati or Jatakarnava-kauwmudi) on Varahamihira’s
Jatakarnava after supplementing it with a section on solar and
lunar eclipse written in accordance with the Sarya-siddhania,
as either Varahamihira did not add any such section to his
Jatakarnava or such a section, though added by Varahamihira,
was not much in vogue in this country.22

Now, a MS. of the Dana-kaumudi is dated Saka 1533
(i.e. 1611 A.D.),23 thus showing that the Dana-kaumuds must

See also Chintaharan Chakravarti, Descr. Cat. of Sans. MSS. in

the Vargiya Sahitya Parisad, p. 156 where the commentary is called
Sraddha-viveka-kaumudi.

22. Eggeling, India Office Catalogue, V, p. 1101, No. 3083.—
The commentary on chap. 5 (dealing with Candra-si1ya-nirnaya)
begins:

idanim candra-siirya-grahanam §rimad-vardhamihiracarye-
nopeksitam racitam va

deSe asmin na pracarad-riipam may3 pari§isya svayam
eva vivicyate |

alocya siirya-racitam siddhantam jatakarnava-granthe

pariSisyate prayatnad govindananda-dhimati grahanam ||
citics

That Govindananda added to the Jalakarnava a section on
solar and lunar eclipse written according to the Siurya-siddhanta is
also shown by his statement ©sa ca kila-nirnayah siirya-siddha-
ntanusarenasmabhir jatakarnava-granthe vivrto §ti’ made in his
Varsa-kaumudi, p. 11 in connection with Grahana-kila-nirnaya.

See also Catalogue of Sans. MSS. in the Sans. College Library,

Benares, p. 430 (No. 2834) where the commentary is called
Jatakarnava-kaumuds.

: 23. Shastri, ASB Catalogue, 111, p. 722, and H, P. Shastri,
Notices of Sans. MSS., I, pp. 166-8, No. 163.
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have been written earlier than 1600 A.D. In connection with
the intercalary months Govindananda mentions the Saka years
1449-1457 (i.e.1527-1535 A.D.) in his Suddhi-kauwmudi, which,
therefore, must have been written after, but not very long
after, Saka 1457 (s.e. 1535 A.D.). Hence the Suddhi-
kauwmudi was written probably about 1540 A.D. Now, the
Suddhi-kaumudi, which mentions the Dana-kaumudi, is itself
mentioned in the Sraddha-kaumudi, and the Sraddha-kawmudi
has been mentioned in the Varsa-kauwmudi which, again, has
been mentioned in the Tattvartha-kaumudi under the name of
Samvatsara-Fawmudi. So the period of -Govindananda’s
literary activity must have extended to a few years after
1540 A.D., say up to 1560 A.D.

Raghunandana, a resident of Navadvipa, mentions a
Kriya-kaumudi in his Ahnika-tattve®t, But this Kriya-
kaumudi mentioned by Raghunandana is most probably not
identical with that of Govindananda, because there is no
second mention either of Govindananda or his works in any of
the numerous works of Raghunandana. In his History of
Dharma-Sastra, I, p. 415 P. V. Kane says that Govindinanda is
quoted by Raghunandana in his Mala-masa-tativa and Ahnika-
tattva and thus makes the same mistake as was done by the
learned editor of the Varsa-kaumudi by confusing the Varsa-
krtya and the Kriya-kaumudi with the V arsa-kaumudi®5  (or
Varsa-Ekriya-kaumudi, which is also sometimes called Varsa-
kriya-kaumuir). As a matter of fact the Varsa-kriya is an
older work mentioned by Siilapani in his Durgotsava-viveka,
p. 26 and by Raghunandana as a work of Vidyapati in his
Mala-masa-taitva2s, and the Kriyd-kaumudi also cannot be
:dentical with the Varsa-kaumudi27 Moreover, in his Tithi-

24. See Smrii-tativa (ed. Jivananda Vidyasagara, Calcutta),
Tsips 343-kriya-kaumudyam vasisthah - ¢ guvika-talg-hmtilas
taths tadi ca ketaki| kharjira-narikelau ca saptaite trna-
rajakah.|| etc.’

As these lines of Vasistha are not found in any of the extant
works of Govindananda, it is sure that the K7iya-kaumud? mentioned
by Raghunandana is a work quite different from the extant works

of Govindananda.
25. Varsa-kaumudi. Preface, padis o
26. Smrti-tattva, I, p. 823 -° vidyapati-krta-varsakrtye ... .. .
27. See ante. For a detailed discussion on this point see
also 7ASB, XI, 1915, p. 356.
‘ XVIIT—i14 :
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lallve Raghunandana quotes from the FVarse-kriya three
metrical lines of an unnamed author and two of Garga28, but
these lines are not found in the Farsa-Faumudi; and in the
Mala-masa-tatiza two verses of the Naradiya-purana are
quoted from the Varsa-krtya and the word ¢ Nispaya'
occuring in one of these quoted lines is said to have been
explained there as ¢ Sveta-Simbi’ 29, but of the two verses
mentioned above the Varsa-kaumudi contains only the second
one (vratopavasa-niyamaih etc.) with the mention of the
¢ Brahmanda’ as the sources? and explains the word ¢ Nispava’
occurring in the line ‘nispivan rijamasim$ ca’ as ¢ Deva-
dhanya’ and not as ¢Sveta-$imbi’.31 In the Ekddasi-tative
there is a reference to the Varsa-kriya as containing the
reading ¢ paranam tu bhavet katham ’ for the second Pada of
the line ¢samkate visame pripte etc.’32 But this reference,
though found in Varse-kaumudsi, p. 62,33 must not be taken
seriously, because Govindananda also derives the lines
‘samkate visame prapte etc. not direct from Devala’s work but
from some other Smrti Nibandha where these lines with the
reading ¢paranam tu bhavet katham’ was quoted under the

name of Devala. In the Ahnika-tattva a < Kaumudi’® is

28. Smrti-tattva, I, p. 103 - varsa-krtye —vittam brahmani
karya-siddhir atula Sakre huti$e bhayam etc., and p. 141—
kalanytnardharatre {u yadi, samkramanam bhavet | tadahah
punyam icchanti gargya-galava-gotamah || iti

........ varsa-krtya-
dhrta-garga-vacanit.

29, Smrti-tattva, T, p. 822 - varsa-krtye naradiyam—avratena
ksiped yas tu masam damodara-priyam | tiryag-yonim avapnoti
sarva-dharma-bahiskrtah || vratopavasa-niyamaih kirttiko yasya
gacchati | devo vaimaniko bhiitva sa yati paramim gatim [l
.« tatha, nispavan rajamasam§ ca supte deve janirdane i

- nispavah Sveta-Simbir iti varsa-krtyam |

30. Varsa-kaumudi, p. 456.

31. Ibid., pp. 458-9-naradiye—nispavan rajamasams§ ca supte
deve janardane | .. .. .. nispavo deva-dhinyam |

32. Smrii-tattva, 11, p. 100 - samkate visame prapte dvadas§yam
parayet katham | .. .. .. ‘parapam tu bhavet katham ’ iti varsa-
krtye pathal |

33. Yat tu—samkate visame prapte piranam tu bhavet

katham | adbhis tu piranam kuryat punar naktam na dosa-krt ||
iti devalanamna vacanam tad yadi samilam syat tada .. .. .. |2
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referred to,34 but this reference also is not found in the extant
works of Govindananda.

That Govindananda’s works were not known to Raghu-
nandana is also shown by the fact that though the former
severely criticises, and very often refutes, with unfair remarks,
the views of Srinatha Acarya-ciidamani by calling him
¢« Adhunika’, Raghunandana does not say even a single word
against all these. Had Raghunandana known Govindananda’s
works, he would never have spared the latter for such
objecfionable remarks. On the other hand, Govindananda also
does not mention Raghunandana or any of his works. This
silence of both about each other shows that they were contem-
poraries and that either they did not like to add importance to
each other or their works, being contemporaneous, did not
reach each other.

FEven if the Kripa-kanmudi mentioned by Raghunandana
be taken to be identical with that of Govindananda, there bein'g
no second Kriya-kaumudi mentioned in the works carlier than
those of Raghunandana, it does not go against the contem-
poraneity of these two writers. It only shows that Govinda-
nanda wrote his Kriya-kaumudi some time earlier than
Raghunandana’s Ahnika-tativa (which is one of his early works
but not the earliest).

As Govindananda mentions the Madana-parijata, the
Gangavakyavali, Rudradhara and Vacaspati-miéra, the period
of his literary aclivity cannot be placed earlier than 1500 A.D.
Hence we shall not be very far from the truth if we place
Govindananda’s literary activity between 1520 and 1560 A.D.

The above date for Govindananda may also be arrived at
from that of his father Ganapati Bhatta who wrote his
Tyotismati in the 4613th year of the Kali-yuga i.f}., about. 1510
A.D. The concluding verse of the Jyotismati,35 wherein the

—_’/,,’/—_———_—4—\

34. Smrti-tattva, 1, p- 376—
¢ sfidrodakair na kurvita tat
daréanad iti kaumudi.

ha meghadi-nihsrtaih’ iti

35. vidvanga-§ruti-sammite 4613 I;ali«yugasyﬁt.)de. pra.sxd_d}_me-
hvayo bhattah khyata-gunottaro _gal.l'apatlr Jyotlrvu_lam
agranih | Iaksmi-nandi—purandax_ra_muja'-pada-dva.ndva{a-
vindarpita-svantah samtatam indira-parigato jyotismatim

atanot ||
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above mentioned date occurs, contains for Ganapati Bhatta the
adjectives ‘Prasiddhahvayah’, ¢Khyata-gunottarah’, ¢ Jyotir-
vidam agranih’ and ¢Bhattah’ (the title Bhatta being
awarded generally to reputed scholars in those days), which
show that the Jyotigmati was the product of Ganapati Bhatta’s
mature age. Hence if we allow a decade more to have elapsed
before Govindananda could begin to write his works, we arrive

at about 1520 A.D. as the starting point of the latter’s literary
activity.

2 ) 3

It should be mentioned here that I have not yet been able to

find any MS. of Ganapati Bhatta’s Jyotismati or any reference to

it anywhere except in the Preface to the Bibk Ind. edition of the
Varsa-kaumudi.



«BHARATA SAVITRI”
BY

- K. BALASUBRAHMANYA IYER

This attractive, meaningful and intriguing phrase is not as
well-known in the south of India as it ought to be,
and as it is, in western India. Towards the end of the Maha-
bharata in the Svargarohana Parvan there occur four slokas of
great verve, beauty and terseness to which Vyasa, the immortal
bard of the epic, has given the name of ‘Bharata Savitri 2
This set of four slokas is to be found in all the recensions of
the Mahabharata, northern and southern, except in'‘the P. Pa:S:
Sastri edition of the Southern recension. The poet himself
in the sloka next to these four states that the preceding set of
four slokas is known as Bharata Savitri and adds that he who,
every morning, reads them obtains the fruit of the Bharata and
realises the Supreme Brahman.

zaf AREEEET AEeaE T 96 |
g MHEFS a1 gt qR=si |l

Py naming this Catussloki or collection of four slokas,
Bharata Savitri, the author establishes clearly that it contains
the essence and the moral of the Great Epic. It is well-known
that the word ¢ Savitri’ is only another name for the ‘Gayatri’.
Etymologically, Savitri means the hymn dedicated to the
worship of the Sun or Savita and as the Gayatri is par
excellence the Mantra dedicated to the Sun, it has appropriately
come to be known as Savitri also. The Gayatri Mantra is
declared by the Vedas themselves as their essence. Hence the
word ‘Savitri’ added to the word ‘Bharata’ gives the meaning
cessence of the Bharata’. The Bharata is regarded as the fifth
Veda (Vide Mahabharata Parvan 18, Adh. 5——51_79). The
Bhavishyat Purana also declares thus:  *What is known as
the Mahabharata is the fifth Veda pertaining to Krishna or

Vyasa.”
o) GEAl 95 TAEMAT A4 |
As the Bharata is Veda, the word ‘Savitri’-in conjunction

with it, can quite appropriately mean the essence of the Bhara-
ta. That the meaning of the word ‘Savitri’ is ‘essence’ in this
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context is also confirmed by the commentary of Nilakantha on
the Mahabarata. Nilakantha observes as follows:

Qeqil WNE gBH@fAgT a5 9sadnd  ANIEREas 9g:-
’élﬁl@qqlﬁ GIGIG |
He is of opinion thatthe Catussloki is the ‘“Bharata-sara-
sangraha’. There is also another appropriateness in the appel-
lation given by the author. The poet exhorts the reader to
recite these four slokas and meditate upon them every morning
in the same manner as the Gayatri Mantra is doné daily
morning. The late reputed scholar Mr. C. V. Vaidya, in
his valuable book entitled ¢ Mahabharata—a Criticism”’, refers
to the custom among Pandits in western India of reciting the
Bharata Savitri as part of the morning prayer.

The four verses known as Bharata Savitri are the
following and they may be translated thus:

(1) AEIEIEEA0 JAERIANA = |
JEREI AT aiFa amara FO ||
(2) ENAGEAT wAEEIAE = |
- Raq Ray gegaamia 4 qleay |
(3) FEAGEREAT: T 7 SiAq o aw |
qAicgsl HAA g HAd 9 §ead )
(4) T g HE AIASAI
a4 cqaq shifFaen(d & |
et g g@g.@ SRR
Sl e sgwaaEa: ||
(1) «Thousands of fathers and mothers and hundreds of

sons and wives were known and had gone, are going
and will go in the future, in the course of Samsara.”

(2) ¢ Thousands of occasions for joy and hundreds of
causes of fear, engross every day the mind of the
ignorant but rot that of the man of wisdom.””

(3) “ With uplifted arm 1 shout, but none hears me: from

Dharma result Artha and Kama, why then is Dharma
not observed ?”

(4) “ Not out of passion or fear or avarice, not even for
the sake of life, should one ever abandon Dharma.
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Dharma is eternal, Happiness and misery are not
eternal. The soul is eternal. That which embodies
it is not eternal. ”’

The second of these four slokas is also to be found earlier
in the Anusasana Parva Adh. 244, sl 3.

Let us now analyse the import of these four slokas and see
bow they form the essence and the moral of the Epic. From
the impassioned way in which the poet speaks of the supreme
value of Dharma, in the third sloka, one can clearly realize
that it is his profound conviction that Dharma is absolutely
necessary for the welfare of theworld and that it is the essence
of his teaching in his immortal epic. He regards Dbarma as
the one supreme value of life and gives his reason foratmr it
is only from Dharma that the other two Purusharthas or values
of life véz.,, Artha or material prosperity and Kama or enjoy-
ment of desires, result. The poet argues that as it is the natural
instinct of man to yearn for Artha and Kama and as both these
can be attained by the observance of Dharma, it is essential for
man to follow the dictates of Dharma, He adds another potent
reason for his emphasis upon Dharma. Dharma, he says, is
eternal and undying while happiness and misery are momentary
and changing. Hence he would exhort every man never to
abandon Dharma even if his passion, avarice, fear or attach-
ment to life come into conflict with his observance of Dharma.
He proclaims in no uncertain terms the fundamental truth that
the eternal Dharma sustains the soul of man which is also
eternal while Artha and Kama pertain to the impermanent and
decaying human body and, that during the course of_ the endless
cycle of births and deaths, the soul takes many bodies. Vyasais
conception of Dharma, we se¢, therefore, is based upon and is
closely bound up with, the fundamental belief in the eternity
of the human soul and its incarnation in many bodies during

its long pilgrimage through Samsara and on the conviction of

the impermanance of worldly existence and of the evanes-
The first two slokas

cence of earthly objects and pleasures. :
clearly enunciate these two fundamental doctrines.

The conception of Dharma, its purpose, significance an'd
basic principles have been fully enunciated and develol?ed in
this great epic and the poet uses the word ‘D-harma’ in the
Bharata Savitri with its full implication and significance. The
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derivation of the word, its meaning and purpose are pointed
out in the Karna Parva of the Mahabharatha as follows:—
RN 97 A TAT GRAT S0 |
3: ¥G TAUETE: | 98 g Fwa || (69, 59)

It is explained herein that the word ‘Dharma’ comes from the
root ‘Dhr’ ‘to hold’ or ‘uphold’ and that all human beings are
held together by Dharma. The test of Dharma is this holding
together. According to Vyasa, therefore, the purpose of
Dharma is the stability of society and the general welfare of
mankind and whatever conduces to the fulfilment of this
purpose is called Dharma. A similar definition of Dharma
and its purpose is also given by him in the Santi Parvan
(Adh, 109, sl. 14).

It is Vyasa’s firm conviction that Dharma is based funda-
mentally upon truth, truth about man, truth about the soul and
truth about God. "That the meaning of Dharma is really the
pursuit, in actual conduct, of truth or the ‘anushthana’ of truth
is well borne out by the use of the word in our religious litera-
ture in conjunction with two other important words, Rta and
Satya. All these three words Rta, Satya and Dharma have a
very ancient history going back to the Rg Veda. Both the

words Rta and Satya are found in the Rg Veda in the
following text :—

%4 9 &9 ARG AIRISETAT | (Rk. 10, 190, 1)
Explaining the meaning of the word Rta, Vidyaranya, the
learned commentator of the Rg Veda, says that it is
AMAF FAMFEFAH, the mental perception of truth, The words
Satya and Dharma are found together in the following lines of
the Taittiriya Upanishad .“Satyam Vada” and “Dharmam
Chara”, In the Brhadaranyaka Upanishad the intimate connec-
tion between Satya and Dharma is clearly pointed out in the

following lines: Al & & TH: §F 9 aq | (Brh. Up. 1-4-64)

Sankara in his commentary on this text explains that Satya is

the speaking of truth while Dharma is the observance of truth.
881 @A, § @ JgdanE gaaE a6y |

An analysis of the significance of these three words shows
that Rta denotes the mental perception of truth, while Satya
connotes the accurate and true expression in words of the
truths perceived by the mind and that Dharma is the observance



PArT 11] BHARATA SAVITRI 113

in conduct of the truths so perceived and expressed. In fact,
Dharrha is the way of life which translates “into action the
truths perceived by the man of insight. In short, Rta is truth
in thought, Satya is truth in word, and Dharma is truth in
deed. That the real test of Dharma is its efficacy to contribute

to the prosperity and well-being of mankind is affirmed in
sl. 10 Adh. 104 of Santi Parvan,

guaEE YAl 999999 Faq, |
. g: TqIq gWagg: @ g g e |

Vyasa, further says, in the Tuladhara-Jajali-samvada,
Adh. 268, sl. 9, that he knows Dharma who is always the
friend of all and who is devoted to the welfare of all, in deed,
thought and word.

gt 9 gefe gdni 9 23 @: |
FOT A1 A g 94 98 = |

Unlike Marxian Communism or totalitarian Fascism whose
avowed object is also to bring about the welfare of mankind,
Dharma operates to achieve this object in the spirit and atmos-
phere of Ahimsa or non-violence. In Santi Parvan Adh. 109,
sl. 15, Vyasa declares that, for the purpose of ahimsa of all
beings, Dharma has been enunciated. ¢«That which is imbued
with Ahimsa is decided to be Dharma’. )

sifgqmata aEi gaga9d Faq |
qeeriq ARagI: @ i 3 e

The reign of Dharma is based on the negation of the
doctrine ““Might is right”’, and rests on spiritual efficacy and
not on brute force or military power. This is beautifully
expressed in the Brhadaranyaka Upanishad in the following
text:— P ‘

g 39 savad aq JAEIH IFESd | 90 9599 &
g5 aq 9h: | ded deed AR | adl AISAF TIEGL
o N (v DN
SZrga 9RO, F9 US| @5 A1 A § 9 | 89 9 a3
«After creating mankind, Prajapati felt this insufficient and
he therefore proceeded to create, over and above, Dharma of
the form of highest welfare, This Dharma is the controller

of the Kshatriya. Therefore, thereis nothing higher than
Dharma. So even a weak man seeks to control a stronger man

XVIII—15
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through Dharma as one does throuch the King. That Dharma
is truth.”

In his commentary on this text, the great Sankara makes
a very pregnant observation explaining why the Lord felt His
work insufficient and proceeded {o create Dharma over and
above the Kshatriya or Ruler and Warrior. He says that
merely because of the brute force of a Kshatriya, doubt arises
that he cannot be depended upon always for the stability of
society.

SAFIT FATET a{fﬁ'qamgm | -

In the Santi Parvan, Parasara Gita, Adh. 300, sl. 29 to 31,
Vyasa declares that it isthe observance of Dharma that dis-
tinguishes man from the beast and that the wise man observes
Dharma in life, works among men in the spirit of Ahimsa and
with the full realisation of his own self, whether he be actuated
by desire or has renounced the world. He further says that
man of Dharma removes all the good and bad vasanas from
the his mind, is never swayed by falsehood and attains
the highest good. Dharma is not humanitarian materialism.
It is something loftier than that. The concept is spiritual and
moral, and is based upon the truth of the realisation of
the Supreme Reality and belief in the evanescence of
all earthly existence and worldly pleasures. In the
Yakshaprasna Chapter of the Mahabharata, in the form
of questions and answers, this is made abundantly clear :
‘The intellectual man who fully enjoys life, who is
honoured among men and is the friend of all, still cannot be
called 2 man of Dharma if he does not discharge his religious
duties to the Devas, to his ancestors, to the guests, to his
dependants and to himself’.1 The concept of Dharma is sp1r1-
tual and moral and comprehends the entire gamut of man’s
duties to God, to his fellowmen and to his higher self. It does

e —
: gfEAAiagaa EA SEEa: |
gug: FEayari ISZA A1 A A ||
qAYT —
SEaifafafezRal figmaraas 4

ERECKICREIE 3=§aaa g siEm ||
(Vana, Adh. 314, sl, 59, 60)
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not emphasise rights, and the insistence on duties serves the
same purpose as the assertion of the corresponding rights. It
is not mere humanitarianism or social well-being. It is this
conception of Dharma as leading to Moksha or the realisation

- of God, as contributing to the stability of society and the
welfare of mankind and as based upon truth and Ahimsa that
Vyasa has enunciated in his epic. This Dharma concept is
the essence and the moral of Mahabharata. The ¢ Bharata
Savitri ’ declares this Dharma as the pivot of life and suste-
pance of the soul and exhorts every man not to ever abandon
it, even though passion, avarice, fear or attachment to life may
dictate otherwise. Vyasa is fond of proclaiming often “Where
there is Dharma, there is Victory’””. “Yato Dkarmah tato
Jayah”. In the true spirit of non-violence and spirituality,
Dharma overcomes evil and attains victory. Ience, the Maha-
bharata is itself called ¢ Jaya’and we find it so named both
in the beginning and the end of it.

(1) ARET FRFH T F AT |
i qEadl w9 gar JggeRad. |l
(2) A IREEEIsa Adsar AEEan ||



: MUSIC AND DANCE IN KALIDASA *
S BY :
K. V. RAMACHANDRAN

I
MUSIC

My first duty is to thank Mr. K. Balasubrahmanaya Iyer,
Mr. K. Chandrasekharan and Dr. V. Raghavan for their
kindness in giving me this opportunity to talk to you on Kali-
dasa today. Secondly, I bave to request your indulgence and
patience for my shortcomings, dueto which, intending a
sonnet, I happen to give you instead, an ode. You are all
familiar with the poetic and dramatic genius of Kalidasa.
Today I wish to stress his mastery of Music and Dance and
the excellent use he finds for this knowledge, though we have
all but lost the rich music that went into the making of his
plays, and have to build up his dance 1iedium tardily from
. sources like the Natya Sastra and the oversea traditions of the
art. We know that music, dance and cther fine arts reached
undreamt of heights of achievement in ancient India, but do
not know how exactly they had worked themselves into life at
courts and palaces, what birds and animals the members of
that sophisticated society petied, what costume and jewelry
they wore and what sports and pastimes they favoured. But
when the Hindus colonised countries like Java, Siam and
Cambodia, they carried many of their art traditions and cus-
toms overseas; and these afford invaluable sidelight into the
social history of our remote past, which I have utilised here
and there, getting my data from friends like Dr. J. Kunst.
In his description of Narada’s descent, Magha has the
following verse:
WIiEUEEAAl q9ea: gaRaaglinoed: @t |
EEMAAREITTES At a5dt g8 |
When thus Magha described Narada’s harp, the Mahati
breaking into the soprano music of the Gandhara Grama at the
touch of breeze, he did not indulge in poetic exaggeration, but
described with cold precision, the Aeolian harp—an instrument
in common use in ancient India, China and Greece. In this
harp, wires of varying thicknesses were stretched over bridges

* Text of a Talk at the Kalidasa Day cclebrations of the
Madras Sanskrit Academy on 19-10-50.
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at varying tensions, within a box frame oblong or triangular;
in a current of air, the strings vibrating variously according to
their thickness and tension, generated a variety of high fluty
tones of a mysterious timbre and beauty known as ‘harmonics’,
which modified themselves in a variety of shades, according to
the force of the draught, producing an ethereal and elusive
melody. Kalidasa refers to the Acolian harp in his description
of Narada; there the gust of wind that awoke the trembling
. strings of the harp, detached also the celestial flowers on its
scroll, at sight of which Indumati closed her eyes in eternal
sleep, - even as she lay on the lap of Aja. Ancient musical
theory grouped Ragas into three Gramas according to their
pitch level: the Ragas of the Shadja Grama had the range of
the deep bass and baritone; those of the Madyama Grama that
of the heroic tenor; and those of the Gandhara Grama that
of the lyric soprano. This high pitched Ga Grama was proba-
bly assigned on the stage to the Gods and heavenly beings, the
Kinnaras and Gandharvas and characters like Narada and
Urvasi—a circumstance that would explain the association of
this Grama with heaven, in later musical literature. The
Aeolian harp was perhaps tuned to the Ga Grama even as the
drums and flutes were, by human hands, but played upon by
the invisible hands of Wind when installed in a breezy niche of
the palace or temple.
Then there was the Aeolian flute referred to thus by
Kalidasa:
7 t{twﬂamvﬂmrﬂaﬁgé‘reﬁa qEioE |
SrRAaTSE Ao qEsand@EFEaETEga |
KS 16
«As though desirous of accompanying the soprano music of
the Kinnaras, Himalaya blowing from a cave mouth filled the
holes of the dry bamboo”. According to the commentator
this meant that either the bamboo provided the characteristic
Amsa Swara or phrase (Tana) Or that the bamboo accom-
panied the singing of the Kinnaras; I prefer the I.atter inter-
pretation, which suggests a fitful kinf] of accompaniment, now
anticipating, now following—a felicitous .touch as the playing
was dependant on wayward gusts of wind. Nor should we
lose sight of the subtle suggestion as to how much more b.em?tx-
ful the harmonics of the Kinnaras’ high-pitched vocal singing

were,
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a_D ¢ oA ~ ~_ -
8 FARACARE: RAFAARIIaFEA |
gAME FIY I FYGICEEAA FAFAM0L: ||
RN 2: 12
“Dilipa heard the sylvan deities intone his fame from

within the bowers at a high pitch, to the warbling accompani-
ment of the Aeolian flutes, (when he entered the forest).”

TEFIAR AlES: A= qIA:
. e (P e e O S
SRR UEasar Mag FHadhe |
FRRE g 33 IRl A @
GliaEi 79 9gga&s wiEt g ||
IMLSS 1757

““ As the Kinnari women sing Hara’s victory melodiously,
the Aeolian bamboos resonate delicious music; and if friend
Cloud, you resound in the caves like a Muraja, then Siva’s
concert would be complete”.

In all these verses the Kichaka—dry bamboo is said to
play the role of the flute with this difference, that while the
flute was played by the human breath, the bamboo was played
by the breeze. Instead of taking the passages to mean that the
wind whistled through the bamboo, even asit rustled through
the leaves, I prefer to take the bamboo as the Aeolian flute—a
wind instrument, fashioned by human hands, but played upon
by the breeze. According to Dr. Kunst, it consisted of a length
of bamboo usually placed high on a tree, having holes bored
between its various knots. The wind playing through the
holes, produced a very melodious sound that could be heard
from a great distance. Dr. Kunst adds that this was illustra-
ted in the Oth century sculptures of Barabadur adorning the
Kalpaka trees;and alluded to in the 11th century poem ‘Arjuna
Vivaha’ where it accompanies the blandishments of the celestial
damsels when Arjuna is in meditation. The Aeolian flute has
survived in Java to this day and is known as Sundari. It may
be recalled that the magic harp Ghoshavati tempts a Gandharva
to Udayana’s service (in the guise of an elephant) and when
Udayana loses the harp to a bamboo, the Aeolian harp and
bamboo make a symphony of string and wind in high air,
leading eventually 1o the discovery of the harp. What could
be more appropriate than the elusive beauty of the ‘harmonics’
fashioned into a gossamer mantle for fairy spirits floating
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down the air in graceful undulations, in the first act of Vikra-
morvasiya? Not only has Kalidasa given us fairies, but also a
fairy music in which to clothe and present them on the stage,
made up of misty tone-colours that melt and dissolve in the
air. Kalidasa has, therefore, made music itself more musical,
in introducing heavenly beings. Tones of such extraordinary
delicacy, shaded by more delicate overtones, are yel to be met
_ with in the bamboo chimes accompanying the Balinese shadow
. play, retaining at least in part the magic of the Aeolian tones.

“Then came the Tympani—the drums that articulated a
whole series of sounds—the pianissimo patter of raindrops on
water, the melodious bubbling as water enters a narrow pot,
the lapping sound of wavelets and the deep rumble of clouds.
The name Pushkaram meant, air, water, cloud as well as a
drum; and the early drums, were all pot drums. The term
Marjana frequently used by Kalidasa, referred tothe tuning of
the drums according to the Grama. The Mayuri which to the
peacocks sounded even as the rumble of clouds, had according
to one commentator the right surface as Sa, the left as Ga and
the top as Ma, with Ma as the chief note, which in the love
context of Malavika’s dance, was most appropriate there. From
the definition it is inferable that the drums had three surfaces.
The Panchamukha which I equate with the Bhandavadya which
Bharata prescribes for the Angaharas of Siva, had its five
surfaces tuned to the five notes of the Raga Nata, so that on
this drum as on the Dhakka, there was an interplay of two
impulses—the melodic represented by the notes and the rhy-
thmic by the syllables modelled on air-water-cloud effects. The
sound of drums had as unique a fascination for Kalidasa as
that of clouds and they seem to him to be interchangeable.

Kalidasa describes another kind of water-music in canto
16 of Raghuvamsa. The Goddess of Ayodhya laments

P e A E DU T U L YRS
FRaHt aRdEesT: AFET Al iR 1)

« When formerly struck by the palms of sportive women,
the pleasure ponds emitted deep resonant drum tones, now
emit a melancholy sound when struck by wild buffaloes.”

And when Kusa re-establishes Ayodhya as his capital
and re-initiates the water sports
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FRIBEREHRS: ARTRRAGAAT |
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¢ The enchanting sound fills the ears; the sound of women
singing and the water mridanga accompanying, which the
peacocks on the banks hail with their outspread plumage ”.

Here is an extract from Dr. Kunst: <“Chiblon is the
rhythmic beating with the bhand in different ways either with
the crooked or flat of hand on and in the water, producing ir
this way a surprisingly good ensemble effect. The Chiblon has
also given its name to a certain way of drum playing; thus the

Chiblon afterwards became the name of one of the drum forms
themselves.”

The name Pushkara denoted the aquatic birds also; and
to them were assigned thc role of the Ghana vadya—the
interpunctuating bells and jingles of the girdle and anklet.
Travellers were said to mistake the sounds of the infatuated
swans for the jingling golden girdle of their beloved; and in
the cold season, it was said, the swan’s music resided in the
anklets of women. And in the preity fable of the Rishi
Mandakarni, Kalidasa following Valmiki combines all these
various musical sounds—Aeolian flute, harp, wavelets, birds—
in a convincing symphony in the pleasure pond named Pancha-
psaras, where continual strains of instrumental music and
drum notes blended with the tinkling sound of ornaments,
though there was no human agency at the place. Andin a
dramatic moment in the Sakuntalam, Kalidasa makesthe cuckoo
the mouthpiece of the sylvan deities, when Kanva seeks their
permission for the heroine’s departure. Kalidasa is partial to
this feathered warbler, through whose blithe notes, Spring
mocks woman’s sweet words and whose measured notes at the
season’s beginning resemble the Mugdha’s shy words. The

background of nature in Kalidasa would provide materials for
a separate thesis.

Then there were the songs that awakened the sleepérs:
SNIR @ TEATAROEIS: gIREANMAEANANE: |
SRAT AU T AuAFaEnER A ||

In the forest Dasaratha was awakened by the drum like
flapping of the elephant’s ears and the warbling of the birds.
The Kalinga prince was awakened every morning by the deep



Partur]  MUSIC AND DANCE IN KALIDASA 121

baritone of the sea. But the Kinnaras awaken Siva on his
nuptial morning by a Raga called Kaisika. The ragas named
Kaisikas were among the most beautiful and were specially set
apart for the Ramayana, the musical exponents being known
as Kaisikacharyas. The raga Mangalakaisika was possibly one
of the ancient Kaisikas. But I am disposed to think that the
Kaisika that awoke Siva early in the morning was of the type
of Bauli. At the birth of Skanda, the celestial dancers
interpret certain songs, which the lutes followed in the beautiful
Mandra registerl; may I suggest that the Ragas in question
were of the Shadja Grama group with predominant Mandra
Sanchara like Kuranji and Navaroz? Nor does Kalidasa forget
the folksongs of the field-women, watching the Sali corn under
shadow of sugarcanes recounting the deeds of Raghu from his
youth2; nor the continuous fanfare of the instruments and
drums during coronations; nor the victorious conch privi-
leged to share Aja's lips with Indumati.

In early sculpture thebow-shaped harp and the lute shaped
like the Sarode are the most common, The lute on lapis a
favourite idea of Kalidasa: thus Indumati lay like a stringless
lute on Aja’s lap; Agnivarna’s lap was never empty—it

had either a lute or a sweetheart (a@:—fr T ZEAMATIAT Y-

JEIf FASIFAT) 5 and his lute player though hurt in the thigh,
continued to play as though unhurt. The term ‘Ankyalingyor-
dhvakah' in the verse referred to above has been taken by the
lexicons to refer to three kinds of drums; butmay I hazard
the view that it was a lute of the Sarode type installed on thigh
and held upwards and the playing hand held as though embra-
cing it and its scroll reaching up to the shoulder region? The
Yaksha’s wife was so overwrought, that she was hardly able
to tune the Murchana and when she did, found it hopelessly
out of tune; this was also perhaps a kind of Sarode in which
the substrings constituted the Murchana and had to be tuned
afresh to suit the raga. Songs with Kakali are said to a.v.vaken
Cupid and lovers even if asleep; the Kakali of Kambhoji does

L. g aiY GEEAAEAIBFNATAEE! T |
gafeg A9g: gIaraEn AEREgEEd |
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it even now. Prof. Ranade reads a pun in the raga name
Sarang in the Nati’s song;if it was a Sarang, it could well
have been Gauda Sarang. If Kalidasa meant a similar pun,
he must have been familiar with Lalit which concludes the
second canto of Ritusamhara. Among the raga names of the
songs of Vikramorvasiya mentioned by the commentator, Guna-
kari is our Suddha Saveri employing Suddha Dha and Suddha
Ri asin the gita of Purandara ; and Patamanjari is a raga
resembling our Ritigaula.

Then there was a convention that divided ragas intr
masculine and feminine groups. Thus Madhyamavati was
forceful, energetic; Sri dainty, feminine and graceful; Keda-
ragaula manly, Surati feminine; Kedara masculine; Kuranji
feminine, etc. The Hindustani ragas also divide themselves
into these basic types—masculine and feminine. For raudra,
veera and adbhuta rasas, the manly ragas were considered
appropriate; and for sringara, hasya and karuna rasas, the
feminine ragas. For the entrance songs and exit songs of the
male and female characters also these ragas would be found
appropriate. Then there were ragas relating to the morning,
midday, evening and night; and also those appropriate for the
various seasons, spring, summer, etc. With all this rich
material we could inform the drama with a new musical life in
‘terms of the character, hour, season and rasa;and recapture

_ the languid dawn in a Bauli; make bright morning music with
Bilahari; project a starry night in the solemn nocturne of
Malkaus; serenade a golden evening with Gaulipantu; and
recapture fun and frolic with Hindolavasanta; and vernal
splendour and the nuances of sringara with Vasanta. In the
Sanskrit drama we have atype of play that lends itself to
musical treatment; and in our music whether Hindustani or
Carnatic, we bhave an art that could give the verse a new
expression, atmosphere and life or if so intended to merely
follow the inflections of the poetic text and translate it into a
new medium, But for such a consummation—the marriage of
poetry with music—the foremost impediment is our ignorance
of that music brought about by concepts like the Melakarta and
the superstitions—theoretical and practical —we labour under
today. We should visualise and understand our Ragas as
living entities with anatomies and souls of their own before we
restore them (0 the drama. Till such a time, we have to put

up with the anaemic and impoverished thing that passes for
music and leave Kalidasa alone.
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If on voices the ragas became impassioned with human
emotion; on instruments they developed a new impersonal
ethos that varied with the timbre and idiom of each
instrument and voiced unearthly sorrows.. If voice music
was lyric poetry, vadya music was a kind of dramatic
poetry that was set apart for the great divisions of the
play—the Sandhis—in an art practice as old as Bharata
by which a few select ragas adumbrated the mood of
> whole act through poignant instrumentation, that stirred the
listener to the depths of his being. It was some of these that
the Pallava king Mahendravarma tried to perpetuate in the
Swara notation of Kudumiyamalai. If a mutilated inscription .
could be relied upon, he probably staged Vikramorvasiya and
was so impressed by the Sandhi instrumentation of Rudra-
charya that he had them etched on stone. To attempt to
identify some of those ragas would be beyond the scope of this
talk; but without doing so,may I point out, how expressive the
departure of Sakuntala would be if Suddha Saveri (Gunalkri)
was played by instruments, giving vent to a cosmic pathos,
through swaras, even as the Greek chorus attempted to do
through words. Tranquillity, solemnity, majesty, tenderness,
joy, beauty and every mood of naiure could be recaptured
on instruments and made to background the interplay of
human emotions. How appropriate would Vasanta be for
the prelude and Mangalakaisika for the beatific reunion of
Sakuntala, on instruments? But all these are mere dreams of
beauty and difficult of realisation under present day conditions,

I
DANCE o

If there is an unconscious obtrusion of the sensuous and
Voluptuous in Kalidasa’s delineations of women, it is the r.esulﬁ
of a spiritual—aesthetic intention, that had to express itself
through the medium of the body, even as sense has to seek
expression in sound. An ardent woman-worshipper, Kal{dasa,
never tires of posing women singly or in groups and in all
their beauty and grace and in the exquisite attitudes and move-
ments of Dance, not as creatures of the earth, but as the
manifestations of a divine power. While Kalidasa’s heroesare
all human beings—Pururavas, Agnimitra, Dushyanta—his
heroines are mostly celestial beings—-Urvasi, Sakuntala,
Indumati. The human heroes long for superhuman partners
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and having obtained them, invariably lose them as though they
were too good for them and do not regain them till aftér a long
travail or not at all. Though Malavika was a human princess,
her beauty and gifts were, Kalidasa suggests, superhuman, If
Lasya emanated from the limbs of Parvati, new poetic graces
came into play, when Malavika repeated a prosaic dance lesson
of her teacher, who felt abashed that his gifted pupil had
reversed the role of the teacher and the taught. What an
idyll the poet fashions round Malavika’s shapely foot. fror,
the point of view of the decorator and the decoration and the
silent watcher, the king, at a touch of which the Asoka tree
that bad resisted the blandishments of Spring, thrilled into
flowers. The queen wlth her auspicious decorations accom-
panied by the Parivrajika, appears to the king as though she
were the three Vedas incarnate accompanied by Atmavidya,
Sakuntala’s beauty was neither of the earth nor of the human
kind :

RGN F9 A1 @R I G |
q g AR 32l agameld i)

“How could any woman give hirth to such a superb
form? The tremulous beam of the lightning does not arise
from the earth’s surface”. Again, when Sakuntata is afraid
that the king may not reciprocate her love, the king exclaims

Fud a1 FERE T @ fam
3 gua: wAEitaar waa )

“He who seeks may or may not find Sree; but could Sree
seeking, fail to find?” The words Prarthana, Prarthayita,
Aradhayita, etc., deliberately employed by thc poet are ensoul-
ed with an ecstacy and adoration that break into the spiritual
overtones of an erotic mysticism, culminating in the penitent
ritual of prostration. Inferring from his name, one may
deduce that though his devotion was shared by Siva and
Vishnu, Kalidasa’s intimate personal devotion was claimed by
Sakti, the principle and embodiment of all beauty and mercy,
reflected in his women characters, more seraphic than human
and who therefore represented a higher and more refined type
than man, Neither the courtly elegances of a sophisticated
society nor the literary convention that exalted separation in
love, would explain this personal creed of the poet. And the
marriage finds fulfilment in the heroic and semi-divine children
on whom Kalidasa loves to pause, little Bharata pouting at the
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lioness, little Ayus bending the victorious bow, the six-year-old
Sudarsana dangling his little foot from a throne much too
large for him, the boy Vasumitra smashing the Huns and the
little girls of Alaka at the usual sand-games, to gain whose

hands the very gods lay in ambush (STAUNAI I F74L 1) ;
something of the divinity of the child Krishna and Skanda
cling to these children and bits of heaven do seem to lie
about them.

== TJrvasi and Malavika were dancers and Sakuntala born of
a dancer. In Vikramorvasiya, the poet portrays the origin of
dance in heaven under the guidance of the sage Bharata and
the descent of the art to the earth through Urvasi. Though
we do not see the dances of Urvasi, we are allowed to see dis-
torted reflections of them in the fourth act when the king
addresses swan and stream, reproducing in his pathetic halluci-
nation, the postures and movements of Urvasi’s dance, the
Nandyavarta, Ardhamattalli, etc., which could all be recon-
structed. But it is in Malavikagnimitra that dance provides the
molif for bringing together the hero and heroine under the
pretext of a contest between two rival teachers, when Malavika
delivers a covert love message, singing and interpreting
through dance, a little masterpiece of a song and in a costume
that more revealed than hid the shapeliness of her beauty and
the lovely attitude of dance called Ayatal, one hand on hip and
the other relaxed creeperwise and chest raised gracefully.

(See illustration 10}
g B, w9 gga
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« Your lover is difficult to obtain; so oh heart! give up a.Il
m. Lo! my left eye throbs for some reason! This

of hi : .
o But how to see him again?

lover was seen by you long ago.
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Lord, consider' me a helpless dependant, drawn towards you
by love”,

The poignant longing .of a woman separated from her
lover, clothes itsclf in the first foot of the song in a variety of
shaies of desp nde cy ; and then brightens into moods of
pleased surprise and joy-tinted hope of the second foot ;
and is followed by pensive recollection and doubt; and
ends with the despair of the pathetic appeal. Malavika
exteriorises this inner agitation by a wan face and
listless head lowered to side, lips contracted in pain and a
variety of glances tender and pathetic, pupils languid, lids
weary and drooping, punctuated by sighs and tears, followed
by slow-play of eyebrows and the flicker of a smile and open-
ing eyes of wonder and sweet breath encouraged by the throb-
bing eye, passing on to the distant eyes of reverie and vacant
ones of perplexity, ending in the unmitigated despair of the
final 1ppeal, gliding from one exquisite posture to another,
feet stepping gently, wrists curling and uncurling like flowers
as she gestures, all which complex ensemble of movements was
called Abhinaya. When Malavika has finished and sets about
departing, she is stopped by the clown ; and as she stops in the
attitude of dance, Ayata,eyes downcast, toe playingon ground,
in semi or three-fourth profile, she presents an exquisite half
vision of herself, which the king finds irresistibly beautiful,

even as the digit of the moon is more captivating than the full
moon.

Another subtle suggestion is that the king who is as in-
tensely agitated as Malavika, covers it up in the presence of
the queen, who half suspects his infatuation, by pretending to
be a disinterested connoisseur of the sculpturesque in dance,
as though the direct love message did not touch him. To re-
lieve the immobility of the statuesque posture of Malavika, the
clown cracks a joke at which Malavika’s lips part in a fleeting
smile, for the exclusive delight of the king. In her comment
on the dance

¢
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the Parivrajika hit off all great art when she said that Mala-
vika replaced her own personality with that of Sarmishta as
though she was possessed by her and was therefore able to
infect the audience with her feelings. She also employs two
technical terms, Sakha and Soochi. Sakha was a school of
dance that employed certain stylised whole arm movements,
as in the traditions of Indonesia. The Soochi was the ex-
pressive foreshadowing of unuttered thoughts by an expert
dancer, through mere posture and expression, a suggestive frag-
-ment that hinted at the whole, a single mango blossom lurking
in a corner of the landscape holding the promise of a whole
season. The Parivrajika’s statement
e Y o AN
FHEAEqa™d: qrad: qEanHs
is just the definition of Soochi. If the same technique is
employed is recollecting or narrating events that had happened
previously in an allusive manner or the whole episode port-
rayed through Abhinaya, it was called Ankura. Kalidasa is
fond of word-play on these dance terms—Soochi, Ankura and
Sakha—which we meet again in Sakuntalam, when Sakuntala
pauses to beckon Anasuya—

s, ARFAgTEsal IREd § T | FEEgEnied
9 qeshed |
and bends down with a lovely turn and Soochi hands darting
down as though to extract the thorn from a Soochi foot and
stretches herself with a toss of arms as though to disentangle
her garment from imaginary branches—the whole movement ig
a delicious bit of Soochi abhinaya eloquent of the state of hex
feelings to her lover, the king, through the whole arm move-
ments of Sakha, This very Soochi becomes Ankura when the
King recapitulates it:
gHIEF IO T & RO
sefi fRaar FrEA T&IE Tl |
iR gaagl = [aEaedl
g FeRsAgHAd gAOE (1

Kalidasa was thus not only a great poet, but also agr.eat
master of Dance and his plays are a Aoreation of the triple
arts of Music, Dance and Poetry in dramatic form.

In understanding his mastery of the dance medium, we
are fortunate in having the notes of Raghavabhatta—a scholar
‘ : -
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well versed in the intricacies of dance; the notes though all tee
few, are exceedingly valuable for staging the great play.
According to Raghavabhatta ‘Prayoga’ meant the fourfold
abhinaya known as Angika, Vachika, Aharya and Sattvika, the
“interaction of which was Natya through which the poem was |
made visible. Of these the abhinaya of speech and delivery—
Vachika—involving the rise and fall of voice, highpitched and’
tremulous or deep and low with appropriate inflections to suit
the characters and a variety of rhythmic pauses, has survived
in Bali and Java to a great extent, though forgotten here
How tellingly the toss of the curtain seconds Anasuya’s
impetuous words in Act IV that the king had let Sakuntala
down shamefully (Pravisya a patikshepena). But for data
about the curtain, parasol, costume, masks and make-up, we
have to resort to the oversea traditions mostly. Sattvika
abhinaya referred to certain emotional tensions manifested
through change of hue, change of tone, impediment in speech,
—tears, horripilation, etc., utilised for portraying frustrated love
either actually or through angikabhinaya. For the present we
shall visualise certain actions of the play through the resources
of Angikabhinaya, under the guidance of Raghavabhatta.

It is worth remembering that dance constitutes a spiritual
world of its own, governed by laws of its own in contrast to
the world of actuality; and is therefore able to retrieve idealis-
tic plays like Kalidasa’s from theatricality on the one hand and
stage realism on the other, The illusion that dance creates is
dependant on the aesthetic factors—rhythm and an elaborate
dance language and the imaginative 1esponse_of the audience |
who could follow both; and not because the representation
was based on and resembled the actual. In the restricted floor-
space of the stage, the dancer had to establish a palace or court
or forest or fire sanctuary; and this he did by a convention
called Kakshyavibhaga suggested in the first instance by the
words or verse, supplemented by appropriate actions and
glances and deviations on the ground through dance. For
example the progress of Dushyanta’s pursuit of the

- deer are suggested by the charioteer’s verse ‘Krishnasare’
FUER and the King’s ‘Grivabhangabhiramam’ AR
accompanied by their eyeing the deer a great way off; then
the car movement is impeded by the uneven ground suggested
again by the Suta’s word ‘Ayushman, Udghatini Bhumiriti

etc.,’ (SZW, I HT) indicated by tightening of reins
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and slowing of movement through dance, when the deer escapes
again, followed by the glances of the jhunters; then follow
quicker movements suggested again by the verse ‘Mukteshu ras-
mishu’ (E{fig lﬁng) of the Suta and ¢Yadaloke Sukshmam’
(%IET@I:}E %I&'ﬁ) of the king, in a mad pursuit till finally is pro-
duced the illusion of arriving at a point within shot of the
prey, when the king aims an arrow in the Alidha posture and
appropriate arm movement. The deer would be represented
not by an actual deer but by a dancer wearing a deer mask,
Tirtively peering and frisking and gambolling in fright in
terms of the Harinapluta movement. A pair of Katakamuka
hands crossed at wrist, relaxed or taut would indicate speed
or slow motion of chariot; and if horse and chariot were not
among the stage properties, they could well be portrayed by

| appropriate dance movements. A reference to the scene would

reveal the minute data for abhinaya provided by the poet for
the transition from the chase to the precincts of the Asrama—
the last indicated by verse ¢Nivarah Sukagarbhakotara™—

(:ﬁanu; ﬂiﬁﬂﬁﬁﬁaﬁ@) all of which deserve the most careful
sfudy. The Oordhvajanu movement would suggest a hill or
flight of stairs; by gazing into the air, could be suggested a
Vimana or celestial being according to context. For these
‘conventions also, the oversea traditions have plenty to teach us.

Contexts in Sakuni.lam fo¥ which Raghavabhatta has given
Natya directions. :

Act I-(i) Vrikshasechanam rupayati—portrays watering of
plants: Do the Nalinipadmakosa hands, take them to the shoul-
der region, do the avadhuta head, bending body gracefully a
little, bring down the hands and release. That is, do a pair of
Sukatunda hands, keep them crossed at wrist, fingers and
palms facing down; lower them, body bending to suit and by a
turn of the wrists, make them into a pair of upfacing Padma-
Bosa hands: take them across breast to shoulder region,
lowering head to- side, and flexing body, bring the hands to

_knee region when releasing. (See illustrations 2—6).
(ii) Bhramarabadham rupayati—portrays annoyance by

 bee: by the wvidhuia head and tremulous lips and quickly

moving Pataka hands facing outward. That is, the head

" is turned quickly acrossin { right, lipsquivering, and the Pataka
~ gesture facing outward moving quickly hither and thither

5

~ protecting the face and impeding the bee. -

KVII—17

2
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(iii) Sringaralajjam rupayati—portrays bashful love con-
fusion: by the Paravritta head and Lajjita glance i.e., face
averted and turned back, eyelids lowered and pupils looking
down and I would add an eyebrow raised. (This access of

modesty occurs when Anasuya exclaims ‘So we do have a
protector’),

Act ITI. The King’s love distraction: by Lolita head,
Dola hands and Sunya glance i.e., by an agitated rest-
less movement of head aimlessly shifting position, eyes vacantly
staring, shoulders drooping, arms relaxed and dangling, the
fingers of Pataka relaxed and loose. Another suggestion is the

chin resting on back hand of a pair of interlocked Karkataka
hands, for the melancholy reverie.

Act ITI. The king attempts to raise the face of Sakuntala
which she evades. The king’s action is portrayed by means of
the Tripataka gesture upfacing, brought under the chin,
especially the forefinger and its neighbour; and Sakuntala’s by
averting head and face and folding lower lip in mouth.

Act IV. Decoration of Sakuntala: The ring-finger of
Tripataka is employed to portray tears when kept near eye, to
mark tilaka on forehead; and Sandamsa and Bhramara bhands

for decorating with garland and ear ornaments; and Katakoa-
mukha and Hamsasya for lac painting.

Act1V. A little doe clings to Sakuntala’s garment, im.
peding her movement. This was to be portrayed by the Urud-
vtitta movement: the foot with heel raised is planted behind
the other foot, the body turning with flexion; this is only a
semi-turn. When Sakuntala turns back to see, it is in terms of
the Apakranta movement in wkich the feet cross each other as
she pirouettes in a full turn and lifts foot and releases herself
from position. (See illustrations 7—9),

ActIV. Arala and Hamsasya hands for plucking and
gathering flowers,

Act VIII. Sanumati ascends by the Bahyabhramari and
descends by the Gangavatarana. The first is a gyrating move-
ment; there are three views as to how the second could be
sendered: one was the curling of the leg behind like
a scorpion’s sting and T7ifjataka hands held down, breast
protruding and head lowered; the other was the
Vishnukranta Karana and Tripataka held over the uplifted
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foot to denote Ganga flowing; the third was the acrobatic
Karana Gangavatarana in the Chidambaram sculpture.

It is possible that in depicting aerial movements, devices
of magical illusion were resorted to, also invisible pedestals,
or steps, dim lighting, etc.

But the most consummate application of Kalidasa’s
knowledge of dance is in Act I in portraying the blossoming of
love in Sakuntala attended by the interplay of all her natural
and spontaneous graces—Bhava, Hava, etc.,—which dance had
converted into its own special resource in Sativabhinaya; an
excess of these graces constituted Abhinaya’s supreme merit
and their absence made 4Abhinaya empty. Needless to state that
all modern attempts at Abksnaya belong to the Jatter kind. It
was with this Sattvabhinaya that Agnivarna was able to contest
with and score over the dance-masters.!  Centuries of rough
and indiscriminate usage has emptied these beautiful terms
of their rich and varied content and made them hackneyed
and stale; and they are to-day thought of either as a
vague amorous or amatory gesture or an indefinite label
for an indefinite inventory and schedule of woman’s charms.
In reality they were the ripples and eddies awakened by
the love emotion in the depths of a girl’s consciousness,
revealing themselves through ripples and eddies of eyebrows
and eyes, and subtle changes of facial expression and move-
ment, in a natural and spontaneous manner. As Kalidasa said
elsewhere ¢Strinamadyam pranayavachanam Vibhramo hi

priyeshu’, (SNONAE AUrA3FT 441 & §39) these were the pri-
mary expressions of a woman’s soul. It was these that were
thematically worked into a Lasya sequence to form a panorama
of graces; it was these that Bharata seized as the supreme
resources of Abhinaya and like a master jeweller fashioned the
peerless crown for the dance art called Sativabhinaya inlaying
it as though with the glowing fire of the ruby, the shifting
lustre of the diamond, the pearl’s mellow sheen and the
sapphire’s sombre mystery. But not all the gems which Ujjain
dispossessed the sea of, could match one of these natural
graces of women.

.. eigaEa=AEd fn Ny TEgIE e |
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132 JOURNAL OF ORIENTAL RESEARCH [Vor. XVIII

Let us remember that Sakuntala was a woman of extra-
ordinary beauty; and therefore every little action of hers from
a frown or knitted brow to a finger lifted in warning and
contrary shake of head, would be pervaded by her beauty.
Sakuntala is presented to us first as an innocent maiden—
Mugdha—on the verge of youth, giving herself up to vague
romantic yearnings and delicious reveries, as she gazes at the
Vanajyotsna clinging to the Sahakara, every fibre of her body
tingling at the magic of touch of Spring—it is the picture of a
wistful, preoccupied, girlish beauty we see first. From this
she is rudely disturbed by the pursuing bee and the emotion of
fear throws her beauty into an entirely new focus, lips quiver-
ing, eyelids lowered, face averted and hands hastily impeding,
picturising the grace Chakitam which forms the theme of the

verse ‘Chalapangaw’ I, This is the second vision of
her beauty. Then when the king intervenes, she is speechless
with bashfulness and if she could talk at all, it could only
have been some sweet incoherence; this is a composite picture
in which up to a point her childlike artlessness is presented
under an urge of modesty, suddenly giving way to an adult
bashfulness—Vihrita—which remodels her posture and expres-
sion into one of sculpturesque immobility: but this very
reticence adumbrates her inner love, whose arrival is quite
near. Then as the king and the girls seat themselves and
Sakuntala asks herself ‘“How is it that at thesight of this per-
son, I feel an emotion scarcely consistent with a grove devoted
to piety?’ we have the bodily manifestation of Bhava—justa
faint suggestion of the intangible emotional disturbance, not
clear, just arisen, like the sky brightening as the moon is about
to rise; indicated by a puzzled facial expression of pleasure,
with just a touch of a fleeting doubt. Under the influence of
this newborn emotion—B/hava—her beauty appears to us in
quite a new irradiation and setting. Then when Anasuya is
curious as to who the stranger was and Sakuntala tells herself
‘This Anasuya speaks your very thoughts, Oh Mind! be not
uneasy’ there is a slight revelation of the love emotion like
the silver rim of the emerging moon and indicated by slow
graceful modulations of eyebrows and furtive glances and
turns of head and neck and mild horripillation; this Hava
presents Sakuntala’s beauty in a yet newer facet. And when
Anasuya says ‘We have indeed found a protector’ the love
emotion of Sakuntala is fully manifested by quicker rippling
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movements of the eyelashes and a variety of love glances and

. playof head and neck, it is the grace Hela which contradicts her
child nature and finds consummation in the S7ingaralajja,
bashful confusion of love, to portray which Raghavabhatta
gave us a few tips. As these natural graces are called into play
on the lineaments of Sakuntala aglow with love, she develops a
new sheen (kanti) and lustre (dipti) and her natural move-
ments develop new poetic graces, all without any conscious
effort on her part and marvellously transfused by proximity to
lover, articulating the soul’s most intimate message, through the
body’s most exquisite language, for the lover’s sole delight.
And when she pretends to be angry and knits her brow and
lifts a warning finger at Anasuya and would fain go away, yet
tarries, it is an exquisite endearment in the guise of a slight,
comprehended by the grace Bibvoka under-the twin urges of
Vibhrama and beauty-consciousness and revealing new facets
of Vilasa as she steps and turns and moves. When she directs
her ears to what Dushyanta says, in intense absorption and
surrender, it was still another grace, Mottayitam; it was a
continuation of this mood that earned her a dreamy ecstacy and
Durvasa’s curse. And the affected, agitated repulsion of a
caress at the end of Act ITI was yet another delicate grace-
Kuttamitam (sweet reluctance) with an added touch of flurry.
All these lead to the consummatepretence of removingthe thorn
followed by a meaningful turn and sidelong glance, referred to
as Soochi earlier. And in the king’s retrospect of Sakuntala,
(Ankura), he recalls her soft glances, leisurely movements,
feigned angers, delicious evasions, fine reticences and fugitive
smiles and like a miser at his hoard, lingers lovingly over every
vision of her that his memory conjures up, with the interplay
of all her airs and graces and unconscious glows and sheens
and nuances of facial expression, the mere recollection of
which throws him into an ecstatic absorption.

The supreme merit of Kalidasa is that he has caught and
Axed forever, these fleeting and intangible graces as evanes-
cent as a ripple, and fugitive as twilight tints as a great love
budded and blossomed on the lineaments of Sakuntala; and
has made us watch their interplay in flurry and shyness and
agitation as her love unfolds and blossoms, against a back-
ground of peerless feminine beauty. In Sakuntalam Kalidasa
has immortalised the feminine graces; and if he had not been



134 JOURNAL OF ORIENTAL RESEARCH [Vor. XVIIT

the master of dance that he was, he could not have spoken
in the intimate accents of the soul’s own language.

From these we pass on to the emotional prostration of
Sakuntala relieved by the timely arrival of the king. In pass-
ing [ would refer to an extra passage quoted by the Sahitya
Darpaza as an example of love banter Sringarahasya (or
Narma) not found in other texts of the play:

§ AFHERIT I |WFFAS WE gl wgFaR—
qEgEl (AgRC) 9T R ARl | owegg ) () 3R
e (FAfHaa:) ageasEs dwa | (sfaR)

When the king likened himself to a bee and attempted to
raise the face of Sakuntala, we saw that she repelled it. This
would make us think that she was seriously angry and would
have avoided the king if she could. But the passage quoted
above is one of delicious playfulness. Sakuntala wants to
know what the disappointed bee did; and the bee i.e. the

king makes one more attempt to approach the

lotus %.e.
Sakuntala’s face.

It was at this point presumably that
Anasuya and Priyamvada gave timely warning to the lovers
about the approach of Gautami.

: We may now glance back to the Nati’s song about the
youth-intoxicated maidens with Sirisha blossoms on their ears,
at the beginning of the play. Kalidasa was probably alluding
to the Lasya sequencel I had mentioned, in which the femi-
nine grace Hava hadbeen thematically worked in, inaddition to
the Sirisha flowers on ears. Installed at the beginning of the
play, it was perhaps meant to indicate the importance of ' the
beauty factors—Women, Music, Dance and the atmosphere of
love, the so-called Kaistki I7itti pervading this great play.

In discussing the dance-lore of Kalidasa, may be mention-
ed verse 382 of Megha Sandesa in which he refers to the
tired temple dancers of Mahakala’s shrine gracefully waving
chamaras whose gemset handles scintillated and whose girdles
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jingled as they stepped in dance. In these ritual temple dances
the various Uipacharas had been worked in. Similar dances
were being rehearsed in most of our temples within living
memory. These were also known as Desi dances and had
motives like the sword, lamp, garland, vina, fan, parasol, etc.
(See illustrations 10—13). Indonesia yet remembers whole
groups of these.

Before concluding may I refer to the doctrine of reminis-
cence which Kalidasa is never tired of proclaiming, especially
in the verse ‘ ramyani ’ even as Wordsworth said :

Oft over my brain does that strong fancy roll
Which makes the present (while the flash doth last)
Seem a mere semblance of some unknown past

We lived ere yet this robe of flesh we wore.

Out of his spiritual intuition Kalidasa has flashed a beam
from the realms of the sub-conscious to illumine those
of the super-real. A poet of the senses that he is
said to be, he has so intensified and refined the
sensibilities of the senses, that we could now perceive and
comprehend the ultimate through these finite media; and like
his Pururavas and Dushyanta enter heaven with this very body,
unlike Yayati and Trisanku who tumbled down for want of
sucha guide. For has he not pierced the veil with his flashes
of music and poetry and dance, bringing within reach of
mortal eyes and ears and minds, a beauty that is immortz1?

And when he sees the lovely form of Krishna in a dusky,
cloud bejewelled with rainbow and Vishnu's spanning foot in
an oblique streak of it and his illimitable form in the vast ex-
panse of the ocean, he speaks not a local language but an
universal one, at least to those familiar with the symbols of
his faith.



A NATYACARYA FROM THE NATAMANDIRA
OF THE SURYA TEMPLE, KONARKA (1238-64 A.D.)*
: BY
T. N. RAMACHANDRAN

- The temple of Stirya at Konarka built by king Narasimha
I (1238-64 A.D.) of the Ganga dynasty and situated 20 miles
north east from Puri, has been justly claimed as “the grand-
est achievement of the eastern school of Architecture”, con-
stituting as it were, the quintessence of the Kalinga type of
temple architecture. The Orissan devotional architecture
with its humble beginnings in the rock-cut Jaina caves
of Udayagiri and Khandagiri near Bhuvaneswar in the
second century B.C. rolls on over 1500 years or so -and
culminates in the temple of Konarka which, though in utter
ruins to-day and in a desolate corner amidst drifting sands,
evokes our admiration. It is like a ripe fruit matured in
breathless air. The cosmic significance of the monument, with
every nook and cornmer richly decorated, seems to be that
the worshlpper or the visitor should be instructed ocularly in
the whole doctrine of Hindu cosmolog), mythology, icono-
graphy, the fine arts, the muses, in short, of every day lee “The
temple which consists of the Devi or er Mandir or Vimana,
Jagamohana, Nata-mandira (Plate I) and a shrine for Maya
Devi is filled with sculptured panels which if placed end to end
would extend for miles. The sculptures bespeak a luxurious
experience and open out an encyclopaedia of edifying legends
‘told with moving eloguence and in the plastic language of a
singularly chaste and refined diction, elaborated with rich and
exquisite imagery. Incidentally, these “speakmg pictures”
afford glimpses into the details of the life of the times. Humble
dwellings, pompous palaces, court-scenes, assemblies of both
the spiritual and the worldly-minded human beings, temples,
conveyances, household articles and utensils, forest scenes,
hunts, love-making both refined and otherwise, flora and fauna,
everything in fact is here pictured in stone eloquently and in
overwhelming profusion, yet with refined restraint. In con-
trast with the moving compositions of life in its variety, are

- the static images of a series of Siiryas, Dikpalas, Visnu and
semi-divine beings.

* Paper read at the All-India Music Conference, December,
1950, Calcutta.
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Sahrdeyananda or spectacular gratification which is the
main purpose of the monuments is readily achieved by the
sculptured galleries of the entire monument and in particular
by the Nata-mandira which contains a series of dancing scenes
in which dancing girls and dancing men bring into display
elegant poses and musical instruments such as would make the
Nata-mandire a living paradise. Even a casual visit to the
Nata-niandira will bring before the visitors’ mind a visual or-
chestra. - Visitors, particularly those accustomed to western

-musical and orchestral performances, will look for the dancing-

master who guides the performances. Is there one at the
Nata-mandire of Konarka?
The answer is supplied by the sculpture of ¢ Natyacarya

figured in this article (Plate I1). The sculpture occupies
a prominent place in the upper gallery of the Nata-

mandira and, facing east as it does, greets the visitor

who ascends from the east where the main gateway of
the whole monument was originally located. In a 'niche
1’ 9” x 9 stands with perfect equipoise a Nate, let us
call him ~a Natyacaryas, the dancing-master of - the
show who guides the performances. Around him in various
separate alcoves and niches are the various dancing girls and
men in various dancing poses, mostly with some musical instru-
ment or other, In contrast to the spirit of rhythmic motion
around him the Natyacarya stands almost erect (sama-
bhanga) on a base formed by foliage. His hands hold a
pair of cymbals (fala) with silken ribbon fastenings for
holding. The left hand is bent against his chest and the cymbal
held in it is upturned, as it should be, to receive the beat of the
other cymbal. The right hand which is in Kataka-mudra
(a hand-pose suggesting holding), holds the other cymbal.
Both the hands jointly suggest the zero-bour or the animated
suspense which is to be followed the next moment by theactual
beating of  the cymbals to signal the commencement of the
dance show. An under-garment with tassels and folds arranged
in the Eaccha fashion, a low and close-fisting turban on the

" head, big-sized BPundalas in the ears superficially resembling

v

~ a long necklace ( and
medal on a powerful chest, add dignity to the person

patra-kundalas but actually designed as makara-kundalas, and
hara) elegantly poised and enclosing a circular

portrayed. The “medal bespeaks his standing as that of an
expert or leader or chief. As the purpose of the Nata-mandirg
XVIII—1&
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(dancing hall) is only to illustrate dancing, the person meant
can be readily recognised as the dancing-master, the Natya-
carya. The medal and the big-sized kundalas suggest that
they were perhaps presents in recognition of his superior skill
and expert knowledge of the Natya-kala. The wrists are,
however, free from any wristlets or chains of honour (zira-
Srikhala) and this can best be explained as due to the necessity
to keep the hands free for both the volume and the velocity
and quickness of the hand-movements and wrist-motions that
the cymbal-player will soon bring to bear on the dancing show.
As though these details were not sufficient for us to recog-
nise readily the importance of the Naiydcarye portrayed, the
architect, who designed the Nata-mandira, labelled the figure of
the Natyacarya as well, for, what is it we discern helow the
Natyacarya’s legs, but an inscription in Kalinga-Nagari-lipi
of the 12th-13th centuries A.D., recording the name of the
Natyacarya under description as «alig Argmy Saumya
Sridatta. His name is either “Saumyasridatta’ or “Sridatta’,
if we take “Saumya” as an honorific term meaning “good ot
auspicious”,  That Natyacaryas occupied high and respec-
table place in ancient Indian society is well-known. Kailidasa’s
Malavikignimitra and the two dancing-masters, Ganadasa
and Haradatta who figure in it, afford sufficient documentation.
Also the name “Saumya Sridatta” with its termination as
“datta’ irresistibly draws our attention to the name
“Haradatta” of the Malavikagnimitra, with a similar termina-
tion (datta). Even as Haradatta was a Natyacarya, our
Saumya Sridatta was in all probability a Nafyacarya. Is the
termination ‘‘datta” just accidental, a coincidence or does it
denote a class of society, may be of artists including music
and dance-masters, in the same way as definite orders or
classes of society are suggested by the terminations, Sarma,
Varma, Gupta, Dasa, etc? We may not be altogether wrong
if we surmise on the parallel of Kalidasa’s Haradatta who
received royal patronage for his skill in daﬁcing, that our
“Saumya Sridatta” was an equally meritorious Natyacarya
probably patronised by the Ganga King Narasimha I, who
built the Konarka temple. Both have earned niches in the
temple of fame, the Njdtyacarya has a literal niche of fame in
the very Nate-mandira with his name inscribed below in stone
(butactually in gold letters in the history of Art), while King
Narasimha I, has earned in addition a place in the hearts of all
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Sahrdayas as an accomplished Royal Artist and intrepid
Architect.

That no other sculpture is inscribed either in the Nata-
mandira or in any other part of the temple, goes to prove that
the sculpture in question has been singled out for special treat-
ment and attention in view of the importance and standing of
the person portrayed, viz., the Natyacarye, Saumya Sridatta,
against the background and environment of his own creation
and activity, the Nata-mandira.

The erection of the Nota-mandira in front of the Jaga-
mohana of the Konarka temple, the embellishment of every
inch of spacein it with dancing damsels, dancing men, musi-
cians and other orchestral paraphernalia, and lastly the
enshrining of the Natyacarya in a niche with especial care
on recording his name below his portrait for a grateful pos-
terity to appreciate—all these prove beyond doubt that our
ancients of Mediaeval Fndia (of the 13th century A.D. when
the Konarka temple was built) believed like the still earlier
ancients of Kalidasa’s times and like lovers of Art of
all times that Natye was the sole Kala that could enter-
tain one and all;

Natyam bhinnarscer-janasya
bahudhap-yekam samaradhakam ||



- DANCING DEVI FROM KANYAKUMARi
: (13TH CENTURY A. D.)*

: BY

T. N. RAMACHANDRAN

The dances of Siva, popularly known as Nataraja or
Natesa, are as interesting as they are varied, and examples of
every type of his dance are known from South India. Itis
true that South lndia has yielded the largest number, parti-
cularly in metal (bronze), but examples, mostly in stone:also.
hail from other parts of India such as Badami, Ellora, Aihole,
Pattadakal, Bhuvanesvar, Gwalior and Rajshahi and Dacca in
Bengal. The various classes of Tandaza or ‘virile male
dance” or ‘“violent dance” described in Sajvite works and

\ Agamas appear to have grown out of Bharata’s Naiya Sasira

~

which describes the dances of Siva. Bharata has 108 poses of
Tandava while the Saiva Agamas associate Siva with 64 in 64
different shrines. ; For

‘Tandava is to be distinguished from*Lasye’. Tandava is
associated with Siva and is so called because the various
dance poses, which were as many as 108, were observed and
classified by Tandu, Siva’s attendant.  These poses form the
subject-matter of Bharata’s Natya Sasira, chapter 1V, and
luckily the eastern and western Gopurams of the famous
Nataraja Temple at Chidambaram, South India, contain a
large number of Bharata’s verses incised below carvings which
the verses appear to describe. The dances of Siva fall mainly
under seven groups, viz., (1) Ananda Tandava, (2) Sandhya
Tandava, (3) Goeuri Tandave (also called Uma Tandava),
(4) Tripura Tandava, (5) Kali Tandava (also called Urdhva
Tandava), (6) Mauni Tandave and (7) Saiithara Tandava.
The most popular form of Siva’s dance which occurs in
sculpture and bronze is the Jdunanda Tandava form of
Natardja in Chidambaram, The Ananda T'andava of Nataraja
1s also called Seda Tandava as it is in eternal progress on the
wheel of cosmic process. And Saiva liferature tells us that
Parvati or Uma or Gauri was witnessing it, thereby giving it
another attractive name Gauzi Tandava.

* Paper read at the All-India Music Conference, December
1950, Calcutta, :
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Tandava is thus a ‘violent or virile male dance’, promul-
gated hy Siva while Lasya is “ graceful female dance” promul-
gated by Parvati. As Siva is said to have performed all his
dances in the twilight of the evening, his dances are termed
Sandhya Tandava which includes a special pose called Urdhza-
Janw with the right knee up. The Saiva Agamas describe
elaborately the Urdhva Tandave in which Siva vanquishes Kali
in a dance contest with her. Tiruvelangadu near Madras is
said to be the centre for this type of dance in which the right
leg is raised right upto the head. Siva is said to have defeated
_ Kali by this trick and Kali, being a woman, could not emulate

him out of modesty. Another explanation is that by raising
his leg right upto his head Siva restored to his ear an ornament
that had slipped during the special dance which, being terrible,
is also termed as Canda Tandavae. As Kali participated in it
it is also called Kali Tandava. The ““Vataranya Mahatmya”
according to Dr. V. Raghavan describes the Urdhva Tandava
which Siva performed at Tiruvelangadu as the same as
Saihara Tandava, the dance of destruction; but, according to
Bharata’s Natya Sastra, the same scholar points out, this
Urdhva T andava corresponds to the Karana Lalatatilaka.

AV

No example of the Lasya or ‘graceful female dance’ is
known from South India until now except the Sati-dance in
association with Siva occurring in a bas-relief in the temple of
Pattadakkal, Dt. Bijapur. Examples of Parvati or Gaurl or
Uma standing by the side of Natardja and witnessing the dance
are known from Ellora, Bhuvanesvar, Kanchipuram, Dharas-

' suram and Bengal. The Bronze specimen illustrated in this
article (Plate I) will therefore be welcomed by all lovers of Art
-and of South Indian Bronzes in particular. As Gauri-Tandeve
and Uma Tandava relate to the special dances of Siva described
‘above, not of Parvati, the specimen -will have to be identified as
representing ‘‘Lasya” or “graceful dance” which Parvati
performs bringing into display what is called the Urdhva-Janu
‘pose, with the right leg raised and bent at the knee. The hands
.are free to swing as Pirvati would please. The swinging right
_hand is held in Gaja-hasta pose simulating the extended trunk
‘of an elephant. The left hand is in Kataka-mudra (the mudra

- which suggests holding) and Parvati is here actually holding a
‘Jotus by its stalk. - !
~ The image  hails from somewhere near Kanyakumari

| (Cape Comorin), the southernmost point of South India. It
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has suffered heavy incrustation (salt) such as contiguity to the
seashore would suggest. Some of the decorative features
rather unusual for typical South Indian bronzes of the Chola
period are claw-like fingers (PL. T), long festoon-like kundalas
male of foliage hanging from the ears(Pl. II), a long
necklace (hdra) extending far below the breasts and
supporting three pendants, the central one looking like
a dagger (Pl I), the peculiar form of the lotus flower held
in theleft hand, flanking tassellated knots in loops and hanging
brocaded ends of the under-garment (pl. 1I) and lastly the
very copper casting of the image with claw-like features that
the hands and feet present. These present some points of
resemblance with the important find of South Indian bronzes
in Polonnaruwa of Ceylon. Cape Kanyikumari being only
within a few miles” distance of Polonnaruwa (Ceylon), it will
be easy to discern points of resemblance between the dancing
Parvati under description and the Polonnaruwa bronzes,
particularly Parvati, Nataraja and Sirya of the Polonnaruwa
Group (Vincent Smith, History of Fine Art in India and Ceylon,
Plates 95(0), 95, 107 (a—b), 108(d), 109(b). As history has
recorded emphatically the Chola occupation of Polonnaruwa,
the association of the image with the Polonnaruwa bronzes is
readily recognisable. The Siva Devales of Polonnaruwa which
yielded the bronzes appear to have an earlier date as 1012 A.D,
(Rajendra Chola T) and a later date as12]5 A. D. But
stylistically there are some among these Polonnaruwa images
which are more comparable to those of the subsequent Vijaya-
nagar period of the mainland. As I haye proved elsewhere
(vide, T. N. Ramachandran, SouthIndian Hindu Metal Images
w the Madras Museum, page 46) this suggests that the builders
of the temples at Polonnaruwa put all their available resources
into the buildings and that in each case a considerable interval
may have elapsed before any metal images were installed in
them. No conclusive evidence as to the latest possible date for
the latest of the Polonnaruwa images seems, however, to be
available. Thus in all probability the image under description

may be ascribed to the very latest phases of Chola ac

tivity, wiz.,
13th century A. D,

Justice 'A. N. Sen of the Calcutta Bench is the lucky
owner of this rare bronze which measures 179? high and would

welcome its inspection by all lovers of Art at his home (4,
Hungerford Street, Calcutta—16),
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Asm:»c:s oF AbpvAlTA by Prof. P. N. Srinivasachari, M.A.,
Retired Professor of Philosophy, Madras. Sri Krishna Series
No. 8. 1949, pp. 20+112. Price Rs. 3.

Professor P. N. Srinivasachari is one of the living
exponents of Indian philosophy in the South, particularly of
the system of Ramanuja. He is also a careful and thorough
student of other schools of Vedanta like Sri Sankara’s absolute
monism and Bhaskara’s Bhedabheda. The present work is the
result of his historical and comparative studies of various
systems of Indian philosophy. It has four chapters besides an
Introduction which emphasises the importance of Advaita as a
system of philosophy on the basis of the integral unity of the
Advaitic pramanas of sruti (revelation), yukti (reason) and
anubhava (intuition). It also explains the different aspects of
Advaita which the learned author chooses to call pure Advaita,
pure ‘practical Advaita and practical Advaita, the detailed
elucidation of which is found in the first three chapters of this
work, Though these three aspects of Advaita vary in their
starting points, the final is the same, viz., the identity or one-
ness of Jiva and I§vara as implied in the mahdvakya “Tat
tvam asi’’. '

Pure Advaita is described as a critical enquiry into the
nature of the self by the psychological and logical study of
pure consciousness as absolute truth. Practical Advaita
accepts Sasira as the ultimate authority for Advaita, recognises
degrees of Truth and Reality (satya) and expounds the pro-
gression of consciousness from the moral level of Vyavahara-
satya and finally to jfiana, the true level of Paramartha-satya.
In between the two systems comes Pure Practical Advaita
which utilises $astra and reasoning. The different expositions
of Pure Advaita such as Gaudapada’s in his Mér_ldﬁkyakirikis,
stress the idealistic view of experience and as such are said to
have a close athnity with VijAanavada and Sanyavade of
Buddhism. It is often remarked that Gaudapada follows the
negative logic of Buddhism, Sankara who follows the Upa-
nisads and the Vedanta-sttras rejects all the schools of
Buddhism as mutually contradictory. The distinction between
Buddhism and Advaita lies in the important fact that one
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denies completely the phenomenal reality and refers to nirvana
negalively while the other stresses positive reality and refers
to brahma-nirvana. The need for supplementing subject philo-
sophy is supplied by Pure Practical Advaita which therefore
marks the transition from the logical and psychological side. It
deals with the relation between Brakhman and Maya, and I$vara
and Jiva and such other important questions like adhyasa and
mukti, It also deals with the theories of illusion, limitation
and phemomenon. Practical Adzaita is not in favour of idea-
lism and relationism implied in Pure Advaita. It insists on
the need for the realistic ethico-religious approach of Advaita.
It accepts the compromise between the esoteric and the exoteric
—paravidyaand aparavidya—,and the various stages of mukti—
kramamukii and jivanmmkti, The book ends with an import-
ant observation on the need of spirituality and service which
every work on Indian philosophy emphasizes and it is quoted
fully here for the advantage of the readers. It fits in with
the twin religious truths of spirituality and service and the
innate hospitality of the Gita as the essence of the Upanisads.
The wisdom of the Upanisads is a Philosophy of Religion
which satisfies the three pramanas in their integrity, equates
the absolute of metaphysics with the God of religion, recognises
the value of all the four yogas and the wunity of the contem-
plative and the active and the aesthetic ideals of truth, good-
ness and beauty, and points to mukti as the direct realisation of
Brahman in the transcendental and immanent aspects of
Brahmanubhava and Brahmanisation of all jivas in the twin
aspects of spirituality and service.”

The work deals briefly with all important topics connected
with Advaita and is bound to be a valuable guide not only to
students of Advaita but to all who are interested in a compa-
rative and analytical study of other systems of Vedinta also.
The learned author deserves our thanks for having published

this handy volume which is the result of his long experience as
a Professor and original writer in Indian Philosophy.

E V. A. RAMASwAMI SASTRI, -

LiTERARY CRITICISM IN SANSKRIT AND ENGLISH, By
Prof. D. S. Sarma. The Kuppuswami Sastri Research Insti-
tute, Mylapore, Madras. Re. 1. ;
- When a literature has given the best of it to mankind,
certainly criticism also should have grown with it. - It is there-
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fore not a matter for surprise that in Sanskrit literary criti-
cism has existed, and that too the best of its kind. But what
could not have been anticipated by the present-day intellectuals,
who have had a course of study in Western literary criticism
alone, is the fact that valuable thought both upon the approach
and method of assessing literary works has already been
bestowed by our ancients. Indeed, it must seem even a kind
of inferiority-complex to some, at’any rate, that the adequacy
of the function of literary criticism in Sanskrit should be
sought to be made out by its comparing favourably with
literary criticism in the West.

Nevertheless, the service that Prof. D. S. Sarma has done
to us in providing in the brief span of a paper, read at the
Kuppuswami Sastri Institute of Research, his mature consider-
ations of Literary Criticism in Sanskrit is not altogether
untimed. On _the other hand, his stressing the point how
literary criticism in Sanskrit “at its best, was never dogmatic,
and the popular view that our Alankara Sastra, as its name
unfortunately suggests, gives only some rules on the use of the
ﬁgureé of speech is quite wrong’ has to be further driven
home into the so-called litterateurs of today, who begin to
deride the ancient culture as having very little to contribute to
modern thought.

Now f{urning to the paper itself, Prof. Sarma in his
characteristically analytic manner has reduced to five main
headings the happy comparison between the conclusions of the
English Romantic School and those of the Dhvani School in
Sanskrit and set down his commendably brief opinions under
each head in the succeeding pages. Necessarily Anandavar-
dhana, the arch-priest of literary criticism, and his equally
celebrated commentator Abhinavagupta have been drawn upon
to prove Rasa-dhvani as underlying all literary excellences,
thereby liberating immortal spirits imprisoned in the finite for
a moment at least, and making them taste of the Ananda of
being one with the Infinite. One may notice here, Prof. Sarma
has perhaps merely touched upon the originality of Ananda-
vardhana in having worked out an elaborate thesis on the
Dhvani tHeory. But one who deeply studies Dhvanyaloka
would be prompted to say that in his inviolable arguments to-
wards establishing Rasa-dhvani as what essentially makes poe-
try or literature ever abiding in human hearts, he resembles
out and out Sankara, the philosopher, who makes out his

XVIII—I19
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case for the grand concept of the one and indivisible soul in
all life.

It is hardly necessary to dwell at length on all the aspects
of Prof. Sarma's important contribution. Suffice it to say that
in undertaking the task he has not only succinctly presented
his views but also taken care not to omit anything of signi-
ficance in the short compass of his endeavour. Perhaps,
Prof. Sarma, if only he had the time or space for it, could have
shown {further the great synthesis of all arts in this country
in the matter of self-expression. Otherwise the author of the
Natya Sastra, as Bharata is reputed to be, need not have been
depended upon as the prime source of arts and poetry by
every one of the later poets and writers.

In conclusion it may be useful to remember some of
Prof. Sarma’s sentences as marking the correct line of en-
visagement of any great literature. The following are samples

of his profundity in a discussion of the true understanding of
literature:

(1) ““A poetis not a photographer but a painter. Even
in the most realistic compositions we find there is a good deal
of omission compared with actual life”,

(2) ““Ina good drama we prefer expectation to surprise.
Surprises and accidents are the stock-in-trade of the melo-
drama—the illegitimate brother of the true drama’’.

(3) “Ina word, life gives us facts, lxteratule reveals to
us their valies”.

(4) “Indeed, in all the great dramas of the world the
situations are highly improbable. Their improbability is the
price which the dramatist pays for their heightened emotional
effects”.

: (5) ¢ One has also to acquire considerable experience of
the world through some kind of active life and try to correlate
the beauty and harmony experienced in literature with the
beauty and the harmony (or the lack of it) experienced in the
world”.

K E

PSYCHOLOGICAL STUDIES IN RaAsA, By Dr. Rakesa
Gupta, M.A., PE.D., Assistant Professor in Hindi, Benaras
Hindu Umversxty Published by :Mr. S. Taravali Gupta, C/o

B. Lakshmi Narayan Agrawal, Mansing Gate, Allgarh (India),
PP 180, Rs. 5. g
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The present work is a doctoral thesis, wherein an attempt
has been made to study and interpret, in the Jight of modern
psychology, the subject of Rasa. The author, for his purpose,
has chosen to consider Rasa in two aspects, inthe two sections
of his bock: (1) Rasa as Relish and (2) Rasa as emotion.
As Rasa, in its first aspect, means Relish of poetry, the ques-
tion that naturally arises is What is poetry?  After exami-
nation of fifty definitions of poetry given by both the Eastern
and Western critics, the writer concludes tbat none of the
definitions of poetry leads to the understanding of poetry ex-
cept for the information about the personal views of the
framers. He has then offered his own definition of poetry
with full knowledge of its defects and limitations. *That
which is relished or taken tnterest im, as poelry is poctry’.

The next problem that the writer deals with is the percep-
tion and relish of poetry. (Rasa-Nishpatti and Rasasvida).
Here, also, he examines, with-disapproval, all the theories that
the Sanskrit and Western critics of note have advanced; and
comes forward with his new view that ‘ thesecret of the Relish
of poetry consists in our terest to perceive 1. This new
theory, the writer thinks, marks a clear advance over what he
calls the Hedonistic theories which emphasize pleasure as the .
end of poetry and labour under the supposition that we under-
take to do only pleasing things. The author, next, proceeds
to consider the component feelings of poetic Relish which, as
he classifies them, are sympathetic, antipathetic, recollectional,
reflectional, critical and those pertaining to curiosity. His
complaint against the Sanskrit writers is that they had a
narrow view about these feelings and therefore, they recog-
nized only the sympathetic type of them. This led to an equal
narrowness, on their part, in considering the elements that
determined the poetic relish. The author’s broader conception
of these elements consists of eight entities (detailed out on
page 93). , :

In considering Rasa as emotion, the writer has, on the
threshold, given an idea of the terms—feeling, emotion and
sentim nts—according to their accepted meaning in 'modern
psychology, and bas then examined the Sanskrit terms Bhava.
Sanchiri Bhava and Sthayi-Bbava in that light. His findings
in this respect, are that these Bhavas are neither emotions nor
sentiments but #re simply the mental affections forming  the
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psychic sides of the emotions and that Rasa is essentially an
emotion. With respect to the difference between the Sthayi
and Sanchari Bhavas as conceived by Bharata and Abhinava-
gupta, the author emphatically states that it is groundless and
unreal. He is equally sceptic about Rasiabhasa, Bhavabhisa and
things of this type. Rasa-Doshas as mentioned by our critics,
also, suffer from errors of judgment and inaccurate thinking.

These are, in short, the contents of the book. In the valu-
ation of his own research (given on page 5) the author says
that the present thesis is an advancement in the study of Rasa,

The author has ‘sevcrely’ criticized Sanskrit writers
(and if I may say so, gloats over his performance) even with-
out correctly representing their views in some places. He may
or may not be mindful of this when he says, with commendable
frankness, that it is his turn now to be criticized. I join with
the author in thinking that true criticism is necessary for any
real advancement of knowledge. Therefore, I now proceed
to make a few observations on the positions taken by him.

(1) The author has needlessly entered into a lengthy
diseussion, covering 27 pages, on the definition of poetry.
Consistent with his purpose, he should have only considered
the emotional element. Even after his mighty attempts,
the author gives us his definition that is practically useless and
logically faulty. Because, in the first instance, it leaves too
much scope for personal bias, in the absence of an objective
standard; and in the second instance, the author has to use the
the very word in defining it! Before I know what poetry is,
how can I ‘relish or take interest’ in a composition ‘as poetry’?
It is, however, useful to him because, therein, he talks of
‘poetic interest’ instead of ‘poetic pleasure’; for the author

~ believes that it is neither pleasure nor enjoyment which attracts
us towards poetry. ;

(2) The author has elaborated his own theory on poetic
relish with the phrase ‘poetic interest’ instead of ‘poetic
pleasure’ just to avoid, get over or explain away the knotty
problem of the unpleasant, ugly, horrible and the like being
relishable in the perception of poetry. To this, I have to say
that the pleasure-theory, if properly understood, is*niot wrong
and that the autbor’s new theory takes us nowhere, We
ought, first, to bear constantly in mind, whenever we talk of
poetic experience, that it is purely an aesthetic activity and
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that rules of general psychology should be applied with great
caution in its explanation. Itis common knowledge that we
indulge in all aesthetic activities with a clear anticipation of
pleasure, satisfaction or enjoyableness resulting from their
experience. The aesthetic experience is, on the whole, always
pleasurable, satisfying and enjoyable. But to rank the rather
peculiar and unusual pleasure of aesthetic experience with the
pleasure meant in the Benthamian doctrine of Hedonismis a
grave misrepresentation of both.

In the pleasure of the aesthetic attitude we turn away
from the useful, personal and the concrete towards the fanci-
ful, the impersonal and the abstract. The abstract, far
removed, non-practical and impersonal meanings in this
experience call forth mental activities like memory, judgment,
imagination or rather the total unified being and are charac-
terized by breadth, distance, and largeness; and even the ugly
and unpleasant pale off and acquire aesthetic quality. The
pleasurable feelirg involved in the aesthetic representation of
Sita’s suffering by Kalidasa, is due to the reflective attitude
called forth, which unfolds the stern Reality and the inexor-
able destiny of man, toa heightened feeling of reverence for
her virtues, to the perception of the artistic beauties of form
and content of the composition and lastly to the richness and
unusualness of the experience in general. Here the suffering
of Sita is shifted from the focus to the margin of the consci-
ousness of the Rasika.

Even, supposing, for a moment, that such and the like
explanations of the nature of the pleasure, are not satisfactory,
the reader may ask, ‘what advance is marked, in this respect,
by the new theory of the author ?’ The only apparent merit of
the author’s theory of ‘Interest’ is that he seems to state, like
the authors of Natya Darpana, that the poetic experience is a
mixture of pain and pleasure. But when he tries to show
that the reader ‘relishes’ such an experience beeause of his
‘interest’ (‘Interest’ and ‘relish’ are synonymous with the
author. p. 81) he entangles himself in the very difficulties of
his epponents! His ‘interest’ must mean either a feeling of
sympathy or active concern or a feeling of passive curiosity
almost amounting to indifference. If it means sympathy the
reader must experience pain and cannot relish scenes of suffer-
ing.If it means passive curiosity or indifference he would not
be sufficiently interested in poetry at all. Inhis attempt to com-
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“bine the desire to cling to a phenomenon of pain and the feel-
ing of ‘relish’ (which means nothing but enjoyment, pleasure
or satisfaction) derived from the experience, he has invented
the phrase ‘feeling painfuily interested’ which must mean
‘feeling painful pleasure or relish’! But I question the very
sense in which he has used the psychological term ‘interest’.
Interest, in its psychological sense, ‘being conative, is a matter
of the enduring settings of our conative tendencies or impulses
and is, therefore, determined by our instincts and our senti-
ments’ (Outline p. 276). If interest is, thus, determined by
sentiments, the problem of pain and pleasure in the ‘interest’
again crops up. For, then, our ‘interest’ in a person for
whom we have developed a sentiment of love must make us
feel pain in his misery and pleasure in his happiness. We
can’t remain either only passively curious or indifferent to
either of them. If the author sees the possibility of a person
‘feeling painfully interested and relished’ (‘for he voluntarily
invites this pain because his nature is such’—p. 77) why should
he deny the same to the upholders of the pleasure-theory in
aesthetic experience? Then again even if the reader voluntarily
invites pain because of his ‘interest’, how is that going to solve
the problem of a reader suffering from palpitation of heart?
Would his ‘interest’ save him from the shock of reading grim
tragedies? (p.8V). The fact of the matter is that even the
upholders of the pleasure-theory, do not and can not deny the
existence of the element of pain and ugliness, etc., in a work of
_ art and consequently in its effects. Their only contention is
that the unpleasant element is either submerged or neutralized
. in the totality of the aesthetic experience and the final result is
an impression of pleasure or sense of satisfaction. The
author is, also, trying to make an adjustment between pain
and pleasure without using the last word. But he has to use
the word ‘Relish’. But what is relish? It is, as we have seen,
enjoyment, taking pleasure or being pleased. Thus the new
theory takes us nowhere. .

(3) Regarding some of the other important issues
_raised by the author :—

(i) His criticism on Abhinavagupta, more particularly;
is, in the main, groundless. Let me make it clear that I also,
like the author, have no faith in the mysteriousness of the
phenomenon of poetic Relish, but I do hold that it should not
be interpreted on the sheer strength of general psychology
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alone, which is useful for daily life-problems of practical
utility, but, mainly, on the strength of Aesthetics which is a
special field of psychology. I am afraid, the author in his
enthusiasm of basing the poetic Relish on his own observations,
has depended too much on general psychology and has
reduced his  relish’ to a very low common level of experience.
And as a result, he has consulted the experience of even un-
trained village-boys; but is inclined to call in question the
qualifications of an ideal aesthetic attitude of a trained Rasika
as given by Abhinavagupta. What I 'mean is that there are
grades in the capacity of aesthetic appreciation and Abhinava
has referred to the highest of them as his ideal. That is not
his fault.

(ii) About his severe attack on the theory of Sadharani-
karana I have to say that ancient Sanskrit authors are not to
be understood and interpreted literally but in spirit. Looking
to the spirit of the theory, it is real, sound on the whole, and
perfectly psychological. Itis based on the principle of the
sympathetic induction jof emotions advocated by McDougall
on the instinctual level in his ¢ Group-mind’ and by Prof. P. S.
Naidu, on thc Sentimental level, also, in his ‘Hormic Theory?
(p. 65-68). Abhinava admits both these levels in his Vasana-
Samvada and Hrdaya-Samvada respectively. Primitive passive
sympathy, which is the basis of the formation and develop-
ment of group-life or society, is the liability to be stirred to
that kind of instinctive behaviour whose signs are displayed
by other members of the same species. Subjectively it involves
the sharing of the emotional excitements that accompany
instinctive behaviour. The secret of the induction of the same
emotion, therefore, is the expression of the emotion (or Anu-
bhivas) of the fellow member of the same species. The
released energy arouses the ‘ idea’ of the object which is the
natural excitant of that emotion. Now, in the case of a love-
scene between Dushyanta and Sakuntald, Sakuntala (for
whom Dushyanta has a sentiment of love) isonly useful to
me in order to arouse in me the ‘idea’ of the class or type of
similar women for whom I have developed a sentiment of love.
The particular object of my sentiment of love would not suit.
Because, in that case the pleasure would be personal and no
aesthetic attitude would develop. The idea of the types or
classes of similar women would secure this impersonality.
Now, I have very little to do with Sakuntald as an individual,
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ter surrounding, her love, and her particulaf behaviour. Of
course, I will catch her individual traits of character and her
other details or surroundings that ultimately make her the
representative of a type of women. The need of Sadhirani-
karana is greater when, on the strength of human appeal
alone, a reader highly or lowly placed, living in a different
country and in different times has got to relish a piece of poem
depicting details of persons and situations entirely alien and
dissimilar in outer details.

By the word Samvid-Carvana, Abhinava allows the reader
to dwell on or revolve in his mind his generalized emotional
experience arising out of his own concrete general sentiments,
By Samvid-viSranti he means the calmness which is the result
of mental equipoise, balance, synthesis or synasthesis.

(iii) A word about the conception of the author of the
psychological nature of the Sthayin and its relation with the
Sanchari Bhavas. The Sthiyin is located in the mind of the
Rasika or it remains related with the perceiver. In him it is
evoked by the reading of poetry and develops into final Rasa
leading to aesthetic enjoyment par excellence (Alaukika
Rasa)—(see D. R.4. 1, S. D. 3. 1, etc.); the Sanskrit writers
believe that Sancharibhavas and Anubhavas remain related
with the depicted characters, They have not stated in clear
terms, that the depicted characters, also, have their sthayins
(although some of them are conscious of this fact) because
they saw that the patra-cittavrtti (by which they mean the
patra-sthayin) was not the source of real Rasa. Hence it was
only Laukika Rasa, as it was personal. Sometimes, also, the
patra-cittavrtti did not at all correspond to the Sthayin of the
Rasika (as in Hasya Rasa, where the weeping of a character
evokes the laughter of the Rasika). Sometimes the citta-
vrtti of the character corresponds to the sthiyin of the Rasika
as in Srfigara and vira. Therefore, they have taken the correct
position of neglecting the mention of the sthayin in a character
(although it is there.) The Rasika has his own evocation of
his sthayin according to the attitude of the poet. (Abhinava
rightly says—Kauvistu Samajika-tulyah). As we read a poem
we are sympathetic towards some characters and apathetic
towards some others according to the depiction of the poet.
The Rasika has acquired through individual experiencehis own
sentiments of love, fear, hatred, friendship, self-regard, laugh-
ter, wonder, etc.. which are always in a quiescent condition.
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They are awakened or brought into activity by the idea of the
object which they get from the Anubhavas of the characters
according to the principle of the sympathetic induction of
sentiments or emotions as the case may be. Ravana, for us, is
a type of a cruel person and his behaviour may rouse in us
an idea of a class or type of such persons for whom we have
formed a general sentiment of hatred. It is a mistake on the
part of the author to suppose that our old writers have
recognized only the sympathetic class of feelings. (p. 83 and
91). The recollectional feelings are taken account of in the
carvana of a sthayin and the reflectional ones in Santa Rasa
mainly. All the feelings that the author mentions are meant,
if not clearly stated, in the totality of the Rasasvada.

It is not possible to meet in a review all the arguments of
the author point by point in his attitude towards the sthayi and
the sanchari bhavas. Here I only state my conclusions, (the
grounds for which I have discussed in my Marathi work on
Rasa Rasa-Vimarsh (1942), in my English articles in B.O.R.
Institute Annals (4-1-1943) and Karmarkar Commemoration
Vol. 1948). The sthayins are sentiments (with one or two
exceptions like Soka) with an instinctual base (the Praktani
Vasanas). They are acquired (Idanintani vasana of
Visvanatha) within the experience of the Rasika. When they
are evoked they give rise to their specific emotions. At least
seven of the sancari bhavas are of the nature of the Derived
Emotions of Mcdougall. The rest are either organic states,
congnitive mental conditions or blended emotions, all of
which, as the author also remarks, are ‘subsidiaries to the
emotional experiences’. Their one common characteristic,
however, is that they arise in the course of the operation of
the sthayins as they imply the existence of sentiments.
(Outline p. 345, social p. 117). 1f understood in his spirit,
Abhinava is right in making the kind of distinction he has
made between these two. The attack of the author on this
(chapter IV ) appears to me to be groundless, in the main.

There are many other points on which we do not agree.
The author has not censidered Rasa in relation to Dhvani,
Aucitya, Alankara, Guna etc., which consideration would have
thrown greater light on the conception of the old Rasa-theory.

Let us first try to understand very clearly the l'eCf)I.‘ldl'l'e
Sanskrit texts, like the Abhinavabhiratiin their traditional
setting. For this first-hand knowledge, we shall have, all of

XVIII—20
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us, to sit at the feet of Sanskrit scholars. We shall, then,
know that it is not so very easy to differ from such prodigies
as Abhinavagupta, the great philosopher-critic and an
aesthetician of his times. I do hold that there are bound to
be points of serious disagreement between the new psycho-
logical outlook of the present day and the old philosophical
or traditional way of looking at the working of the human
mind in aesthetic eaperience, But that should not keep us
from a sympathetic understanding of their views. Nay, our
admiration for their genius ought lo grow deeper by our
realisation of their limitations. Whatever deficiencies we
find in the old views should, nevertheless, be critically pointed
out and, if possible, made good in the I'ght of our knowledge
of the modern literary psychology or aesthetics and the
principles of Western criticism. Before we give out to the
English-knowing world our final views on the Rasa theory,
we ought to come together for an exchange of views in order
to have some degree of finality at least for them. Mere
isolated attempts, though useful in their own ways, would
involve duplication of work, waste of labour and the
expression of ill-formed or unripe ideas about the subject. I
take this opportunity to request scholars, wbrking in this field,
in different provinces in India, to put themselves in communi-
cation with one another for a hearty co-operation in the new
work of re-orientation of this important branch of Indian
lore, the common stock-in-trade of all regional languages.

K. N. Warwe.
Poona,

Les InscripTioNs D’Asoxa by Jules Bloch, Pp. 219,
Soci¢té D’ Edition Les Belles Lettres, Paris, 1950.

Professor Jules Bloch has earned the gratitude of all
students of ancient Indian history and culture by his very
handy edition of the inscriptions of Asoka, published recently.
He has himself explained the scope and aim of the work in
these words: ¢ A new scholarly edition of the inscriptions of
Asoka is not necessary at the moment. Informed woikers
find all the useful documentation and the most satisfying inter-
pretation possible in Hultzsch. The discoveries at Gavimath
and Yerragudi have not added any new elements of impor-
tance. On the other hand a handy tutorial edition may enable
students of language to comsult and criticise with ease the
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works of specialists, and at the same time give to the historians
access to an important document while warning them of the
obscurities that persist. Such is the double object of this
work’. But even the work of recapitulation and summarising
of high-grade research becomes an origiral work in the hands
of a master like Prof. Bloch.

A brief general introduction (pages 13-42) is in five
compact sections, entitled, the heritage of Asoka, Asoka of
legend, the inscriptions, the content of the inscriptions, and
conclusion. In these luminous pages the student will find a
succinct and up-to-date account of the topics dealt with. Then
follows a magistral linguistic introduction (pages 43 to 88) of
the high quality of which the name of the author is sufficient
guarantee. The text of the inscriptions occupies pages 90 to
172. The romanised text in its different versions is given on
the right hand pages and the translation in French on the
opposite left hand pages. There are a large number of notes
commenting on the linguistic features giving also the necessary
minimum of historical and critical information besides draw-
ing attention to unsettled problems of interpretation. There
is a copious word index, pages 173-216 and a map at the end.
The only regret of the present reviewer is that an English
edition of this excellent manual has not been published at the
same time to make it accessible to scholars who do not read
I'rench.

K. A. NILAKANTA SASTRI.

ExTrREIENS DU MAITRE bE DHYANA CHEN Hourl Du Ho-
Tso (668-760) by Jacques Gernet. L’Icole Francaise d’
Extreme-Orient, Hanoi.

Those who are interested in the school of Yogic Buddhism
that developed in the Far East will find this book to be
of special interest as it deals with the subjects, Sat, Cit,
Dhyiana, etc. Chen Houei was a great philosopher of the Yoga
School that flourished in Indo-China. The contents of the
book are in the form of conversations between the master and
his disciples. They have been well translated by the author.

AMALENDU GOswAMI.

IniTiaTion A " HisTolRe De I Arr? HiNobou by
Suzanne Karpeles. D’Ecole Francaise d’ Extreme-Orient,

Hanoi, 1948-49.
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The book contains six lectures on Indian Art i general,
The author with her wide knowledge of Indian art reviews its
development from the days of Mohenjo-daro to the period of
Abanindranath Tagore. Her reference to the influence of the
Indian art on the art of the Far Fast, especially on Indo-
Chinese Art, is of special interest for us. The book contains

a bibliography which will be of help to the students of Indian
art in its various phases.

AMALENDU GOSWAMI.

EpUcATION SPECIAL NUMEBER. Chief of the Bureau of
Cultural Affairs; 1, Rue Garcerie, Saigon.

This is the annual report of the Director of the Public
Instruction of French Indo-China for the year 1949, It deals
with all forms of Education and Educational Institutes in that
country, their work, and improvement during the year 1949,
Even a cursory glance through the contents shows that the
French authorities of Indo-China are doing better in the
field of Education compared to other colonial powers.

AMALENDU GOSwAMI.

LA DOCTRINE CLASSIQUE DE LA MepiciNtg INDIENNE—
SES ORIGINES ET SES PARALLELES Grrcs, Jean Filliozat, Im-
primerie Nationale (39, Ruede la Convention), Paris xv. 1949,

In this book the learned author has very admirably traced
the origin of Ayurveda from its legendary beginnings to the
peak of its development in India and has drawn a comparative
picture of ideas of ancient India on this subject with those of
the Greeks and their respective influences on each other. What
strikes the reader is the clarity of the exposition and the depth
of the knowledge of the author on the subject.

His chapters on the pre-Aryan and pre-Iranian people’s
gift to the medical science in the days of yore is of great
value to the students of anthropology.

Tae beok needs to be translated into English and the
regional languages of this country sa as to enable the students
of Ayurveda to read it as ahistory of Indian medicine. The

book fills a long standing gap in the study of a department of
of the culture of the country.

AMALENDU GOSWABMI.
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Narram un torram-u m-olukkam-u m-unti-y-um
Cey-vinai maraippinum celavinum payilvinum
Punarcci y-etirppa t-ulluruttu varium
Unarcci y-élin-u m-unarnta Pinras
Meyyin-um poyyin-um vali-nilai pilaiyati
Pal-véeru kavar-poru natiat tan-um
Kuragyurar k-etiriya kilavanai marak-y-ura-p
Penumaiyir peyarppinu m-ulak urait t-olippinum
Arwmaiyi n-akarciyu m-aval-ari v-urubtu-p
Pin-va v-enyolum-petaimar y-itial-um
Mun-n-uru punarcci murai-nirut t-uraittalum
Anci-y-ac c-uruttalu m-uraittuli-k kiattamot
Eficatu kilanta v-iri-nanku kilayi-y-um
Vanta kilavanai mayaii ceppi-p
Porutta karanan kuritta kalai-y-am
Punarnta-pin n-avan-vayin vanaikar kannum
Kuraintavat patarinu maraint-ava l-arukba-i
Tannotu m-avelotu® munna-mun r-alati-p
Pin-nilai nikalum pal-veru marunkinum
Nannayam perruls nayam-puri y-itatiinum
En-n-arum pannakiai-kanniya vakaiyin-um
Punarces ventinum ventap pirtoin-um
Velan peru-neri ventiya v-stattin-um
Punarntuli y-unarnta v-arimata-c cirappin-um
Ompatas-k kilavi-p pankin kannsm
Cen-Raiu moliyar citaiv-utai-t-tayinum
Enpu-neka-p pirintol vali-c cenru katasi
Anputalai y-atutta vanpurai-k kanpum
Arraiu timai y- ariv-uru Balakkam-um
Kappin Bitwmas Rai-y-a ra varinum
Kalan-um polulum varai-nglai vilakki-k
Katan mikutiy-ulappata-p bira-v-um

“Natu m-arw m-il-l-un Bui-y-um

1. ou@uri (@erm,); ulGrrar (55.)
2, aesfgun (@erik.); U SLID (BEF.)
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Pirappuii cirappu m-iyappa nokks

Avan-vayir ronriye kilaviyoin tokaii
Anai-nilai vakatyan varastal veniinum

Aiya-c ceykai tiykk-etir marutiu-p
Poy-y-ena marri mey-vali-k kotuppinum
Avall-vi'an k-urinun kalam-pera-k Ratiinum
Piran-varai v-ayinu m-aqvan-varaiow marufpinem
Munnilai y-aran ena-p patutal-en r-irnvaRiai-p
Purdi-tir Filavi tayitai-p pubuppinum
Varaiv-utan® pattor-k kataval veniinsm
Ank-atan ranmaiyin vanpuros y-ulappata-p
PaiPura vanta nal-etiv vakasyinums3
Tank-a uii cirappir roli mena.

The lady-love's friend has her fine sayings on the follow-
ing thirty-two occasions after she decides that the lady-love
had conjugal union with the lover through the seven things
scent, appearance, behaviour, food, forgetting what she should
do, walk and action:—(1) When she, without exceeding the
limits of her position, probes into the lady’s heart through
ambiguous expressions both true and false, (2) when she,
~ pretending ignorance, evades the lover through her expressions

of the lady’s greatness on his approaching her to state his
grievances, (3) when she dismisses him advising him to abide
by the ways of the world (i.e. to request the lady’s father for
her hand), (4) when she makes him return on saying that it
is not easy to see the lady, (5) when she asks him go to her
after informing the lady of his arrival, (6) when she con-
vinces him of the lady’s credulousness, when she asks him to
arrange for meeting her in the same away as he arranged for
the previous meeting, (7) when she informs him of her fear
(that she would be taken to task by her relatives), (8) when
they meet on her information (about the time, place, manner
etc., of their meeting), (9) when she, pretending ignorance of
the lover’s arrival, makes him understand how the lady bore
patiently his absence or when she noted the patience of the
lady, on his coming with false excuses, (10) when she makes
obeisance to him after their meeting, (11) when she approaches
the lady with her misgivings, (12) when she addresses the
lady in diverse ways when she stands hidden from the view of
the lover making the intention of both the lady and herself
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understood through suggestion! (13) when she informs the
lover of the lady’s gratifying words (14) when she informs
the lover of his becoming the laughing stock in diverse ways
(15) when the lover wants union with the lady, (16) when
he wants to go away, (17) when she expects help from the
lover, (18) when she gracefully loses her discrimination
when they are together and tells the lover to look after the
lady, (19) when she affirms the love of the lover by approach-
ing the lady who is skin and bone on being disheartened by the
displeasing words of the lover2 (20-25) when she requests the
lover to propose for the marriage, considering their anxiety
due to the unsafety of the way, the strict watch," the failure to
meet at the proper place and time, growth of the love etc.,
and with reference to the greatness of his country, village,
habitation, family, heredity, nobility and influence, (26) when
she removes the doubt from 1the mind of the lady’s mother and
make her confide in her words, (27-30) when she addresses
the foster mother that the meeting of the lover and the lady.
love is in accordance with Dharma while the lady is kept under
restraint3, while the mother seeks the help of the diviner and
the priest in possession of Skanda, while the parents propose
to give the lady in marriage to another and while they do not
accede to the proposal of the lover, (31) when she informs
the lover of the consent of the lady’s parents (for the marriage)
and (32) when she asserts the same to the lady.
What are the occasions for the foster-mother to have her
say?
113. serae rr ey srw@wp v@Uuleyut
serejdss Coren fopi 5% QUL G &Tesfayib
sy pn syafey Qo Gwer o e @i

1. For the reading Mutan-minru alaiyi, Ilampiranar gives the
meaning ‘‘having considered through mind, word and deed”” and
Nageinarkkiniyar, having made them understand through suggestion
that she was aware of the three stages commencing with iyarkai-p-
punarcer.

2. Naccinarkkiniyar means “when the lady is disheartened

ét_ her harsh words and when she affirms the love of the lover
while she is much emaciated.

3. According to Naccinarkkiniyar, the meaning is when the
over brings in obstacles for the marriage.

Ao Gepubudeni (Qerd.); QuULLEGgus (s4.)
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Kala vala r-ayinun kamamer patuppinum
Alayu-mika-t toprinun talai-p-peyiv kaninum
Kattinun kalankinum veri-y-ena v-iruvarum
Ottiya tirattar ceyti -k kannum
Atiya cenruli y-alivu talar varinum
Katal kai-m-mika-k kanavi n-ararralum
Toliyai vinaval-un teyvam valttal-um
Pokkuta n-arintapir yoliyotu kelii-k
Karpi n-akkatiu wirrar kan-n-um
Pirivi n-eccatto makaneiicu valip pinum
Iru-par kuti-p-poru l-tyalpin kannum
Inna vakaiyir patin-miunru kilaviyoti
Annavai piravuii cevili mena.

The foster-mother has her say on the following thirteen
occasions and more; when she questions the lady’s friend (1)
on the kalavu becoming the object of common talk, (2) on the
lady’s love exceeding the bounds? (3) on the lady’s limbs (like
breasts) having a greater growth, (4) on seeing the lover and
the lady together, (5-7) on seeing the attitude of the lady when
both the mother and foster-mother take recourse to divination
with atti, kalaiici and wveri-yati (8) on the lady becoming
annerved when there is weri-yati (9) on the lady prattling in
dream on account of the mind being steeped in love, (10) when
she prays to God (11) when she, on learning that the lady has
gone with the lover, appreciates the sense of chastity of the
lady along with her friend (12) when she sees the strength of

1. deson (@erk.); doragib (54.)
9. Since the meaning of kamam mey-p paluppinum, the reading
of Nascinarkkiniyar, is expressed by alavu mika t tonrinum, Ilampi-
ranar’s reading is better.
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mind of the lady when she was left alone by the loverl (13)
when she compares the heredity of both the lover and the love.
~ Has the lady’s mother occasions for her say?
114, gris@n @@sur gerieL b ug Qar,
Taykkum varaiya r-unarvutam patin-é

They permit the sayings noted in the previous sitra to the
lady’s mother also, if she feels in the same way as the foster-
mother.

Note 1.—This sitra suggests that the lady’s mother does
not have as many opportunities as the foster-mother to watch
the lady and hence she may be ignorant of many things with
reference to the lady.

What do the mother and the foster-mother do after they
are aware of the lady’s deep love towards the lover? "

115. 8yCar arfuwr afalear aflaQerar

avwp Epud awit@srr urefer
gus Saal wd se1 @pfsC 5.

Kilavo n-ariya v-arivinag l-ival-cna
Mai-y-aru cirappi n-uyarntor pankin
Aiya-k kilavi y-arital-u m-uriti-¢

The mother and the foster-mother deserve to understand
(the real nature) from the ambiguous saying of the great men
with unsullied magnanimity ‘kilavdn ariya arivinal ival’ which
means “this lady completely knows the nature of the lover and
this lady does not know the nature of the lover.”

Note 1.—The words ariya may be taken in the senses of
arinty, and ariyata.

Note 2.—The meaning given above belongs to Ilamparanar,
Naccinarkkiniyar’s meaning is this:—Both the mother and the
foster-mother clear their doubt whether the lady loved the
lover who is not worthy of it from the sayings of the great.

Note 3.—Cewili and ¢@y are taken from the previous sitras
and form the subject of arital.

Does the lady express her love to the lover openly ?

1. The line 10 is taken by Naccinarkkiniyar to express two
things :—when the foster-mother does not go after the lover and the
lady-love and when the lady-love is so strong. in mind as to follow
thelover. There are two defects here:—(1) the number thirteen be
comes jfourteen and the latter part is unnecessary since line 8 says
the lady’s going away with the lover.
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116. sarayp Qalas Byaadrapp Sars s
asayn sn1%vs B s Hs Hevbols
Apkir wrésefl arfuw artdeL O
Quuisdi Curey apemialp @paru.
Tan-n-urw vétkai kilavan-mur kilattal
Ennun kalai-E kilattik k-illai-p
Pira-nir makkali n-ariya v-a-y-itai-p
Pey-n-nir polu M-unarvir r-enpa. :

They say that, on examination, the lady-love does not
express openly her love in the presence of the lover like low-
class women and it is understood like the water that oozes out
of the unburnt pot of mud.

Note 1.—The expression kilavan-mun suggests that the
lady may express her love openly to the friend and kilattiklk
suggests that the friend may express the same openly to the
lover.

Is there need in all cases for the intervention of the
lover’s friend and the lady’s friend to bring about their union?

117, arws &b saflewvdp Quredselar
smCw sTsa rragy apfisCa.
Kama-k Eattan tantmaiyir politalin
Tam-¢ tatuva 7-gkal-u m-uritt-e.

Since union out of reciprocal love is par excellence, it is
possible for both the lover and the love to serve as the carriers
of message between themselves.

Who is Lo suggest the place of their second meeting ?

118, seears Ipss opssas Seewdler

sor@sL B8 Boral Byalw s1Ew0 :
sren Qeep @lwalf] wrs ener.

Avan-varam p-iratta l-aran-tanak k-inmaiyin
Kalaii-cuitu-k Eilovi Bilaviya t-akum

Tan-celay F-uriyavali y-aka-lan-a.

Since it is not dharma for the lady to go against the
wishes of the lover, it is her duty to suggest the place of their
meeting since she alone knows where it is possible for her
to go. '

Who else can suggest it?

119, Gsrfuler apipy degpwnr GemCi.

T oliyin wmutiyu m-ifan-um-a r-unt-¢.

There are cases where the lady’s friend also suggests the

place of meeting. -



86 TOLKAPPIYAM
120. @pisr orew s a%wia n sfurs
LEER TS H wHaor WG p,

Mu-n-na l-allatu tunai-y- inru kaliyati
A-n-na l-akattu m-atu-varai y-inr-e.

e The meeting does not take place without the friend on
-any day other than the three days (when the lady is in her
periods.) It is not prohibited even on the day following the
three days (i.e.), on the fourth day.

Note 1,—The word an-n-al may be taken to refer to
the fourth day for two reasons:—(1) the word annal-tintal is
used to refer to the pollution of women on the fifth day

~ morning and (2) that day (the fourth) also is prohibited for
meeting in karpi since only 12 days are prescribed for meeting
in the silra, “pappin purappa tir-aru nalum” (Karpiyal, 46).

Note 2.—Tunai is taken to mean ‘“the lover’s friend” by
Ilamparanar and kiattam (meeting) by Naccinarkkiniyar. It
is better to take tunmai in the sense of the lady’s friend, since
the same word in the following s@tra has that meaning.

121. vev oy amstdes searauicr aene b
serery w@es @LLw Caelar
2%mEs L Bs Baral Syalw srew
S%wCuni s@w wrs erear.,

Pannarw vakaiyin-un tan-vayin varinm
Nannaya marunks nattam ventalin
Tunai-c-cutiu-k kilavi kilaviya t-akum
Tunaiyor karuma m-aka lana.

Since it is the duty of the lady to investigate into all the
benefits that may accrue to her in diverse ways, she has to
address her funai, since it is their duty to look after her.

Note 1.—Tunat in this sutra also means, according to
Ilampiuranar, the lovers’ friend; but Naccinarkkiniyar takes it
" to mean the lady’s, tunai (i.e.), her friend and foster-mother,
Since it is not in the nature of high class ladies to address the
lover’s friend, Naccinarkkiniyar’s meaning seems to be sound.
Who is called 1ay? '
122, 4iQu@S fpid & guap Sor ssoldr
s1Quernt uBairer Qealel wrgio.
Ap-perudi civappi n-aru-maray ¥ilattalin
Tay-ena-p patuval cevili P-akum.



98 9iEIT

azaFA A1 a1 (ATAITa

A
% quy A &1 @

‘ﬁ‘( e

n

Adrsiy woliar ar 7 e Q“ i |
AAEAIRNLAZ AAT AZUSARA 1l € |l

41 T AFAMTH FAC FIFFAD |
99 9394 80 30T F3F SAT I <4
el qeigy (94 Feflarfeald |

-~

feqeqr (AEATAIAT A1 TG AST(KAI | <§ 1

ATFAFATE TATT &F (A& |
ATUIAITATEIS A (ad 1 ¢

AIRIAFAGTE qedT aAFAI A |
FAC SRR a3 FIFTATN <€ U

o9 RAGRA99 FAK GEIFERI
AFAFSHTA AT AEFTL N <] 0

CAPIORECEIE NI EEE R IR
N . Y
(77 FFAI LI A6 gaEtad: Il Ro 1)

afithd ame afEieT eweT |
feo@ a7 agd FANAT fE R 0

wnqa Hatqarmm(a @dg: |

qTIET: GEETIA A Akl (R 1 &R
UFTAST 774 Q1 WAEEAEITAA: |
ERPIER EOR A (CFANERRE SRR
fyalier f9t 47 ggsl 98 4358 |

~

il &4 Regeat [ guamig i /%

1. @&, 2. @, %,
9



&%

A (eagrRUHATATT:
ARG RRIFTIZAFSIRA |
qRITREIEE &8 9gEg UFArEd: Il ] |l

e aUEUd faETaar 44 |

399 JNFAREY ARHFIEEadTaq Il &§ |
@RS i figqo: FH0 a: |
TR T KRR TEa 1| ]9
TIEATITFE [5FE azAE |
FYARTAR &L @A 1 &<
FEHA [@ANAN: FOUY F2HE: |
ARG RS @ 0 _%
PRIRBFIEH FRIA=FAR FOW |
SR FAREIEAAGFAN 1 Qoo 1l
Riia fararia FUAFSBEU0 T |
TRRFIRH a9 " WEE: 1 Qo 0
A RA0a e TAHT:
ArAAaFagT3al &a IRARE: U e 1l
FANS WA RAEG |
AeERfaREaaan [QaE & 0 o3 |l

fANATEIEER [0 g59R0Eq |
U YEATFR FAL TSIFEH 1 Lo |

FIZIATISA AT |
FTRYAATHE F& 470 33! G 1 Loy U
eaeReIRAMIT A ReaatieoTg |
HAFAIEANET AT 53 [T 0 20§ 0

1. foE = ) N 5



ag: mt’?%q g9

Al@AFAFIEFAT 993 qgET: |
941 39 215917 Ty gEag: | 90\ Ui

FARAF= A AAIRFISHa |
AR @SITE A5 ASTXH Ul oL Il

AISTTTHRATR JA1T: FRAISSTS: |
SaIEaa: sNAAAE USRI 1 Lo 1l

o

A1ar gﬂ% I AEFANRIEIN:
FIZIRA40eTe: wagiEafgi: | 220 I

RamaiAeeda: q9awEgga: |
RREgESAIYT: QUEIAIRFE: I 2L

AR=gEiar ¥ FaEaEIRg: |
flegidRRE@dadl T gaFEa: | 28R Il

zaT MAAREAAAANT T qEI: |
JgdzgamEia WATTUET: 0 442 0
TRFTIATTARAIAT T |
RfTTaNNar 943 @iRaE 1 28
JEIAENFA ARG |

q@AIE @ § 3 N9 TJAEET: 0 28 0

QAR qeA FSATAEHIIAL |
ZrgAUESARINIRT FAEaUE ll & 1

amg ?WT E(EG| QWII EEIEA R qllﬂ qdm |
30l = A *awai ady H?lﬂqﬂlmﬁﬂll‘ﬁ[ﬁ [REACIRT

AFARIIl ﬂmﬂraqqa. g |
FFag=all g FAR: 'mwm [ 2

—————

gl 2 AL ET 7'3. T



&<

A {PAGrRUFATAIT:

QPAAHAHAT ARG FIRAT |

MRURAE AT FARAE 1 2R

1T JAIFAETAT TAT TG |
AT YFT RIAAE FRAG 0 2R I
BN SN Y = ~ N
SRR R AR A PR
TP Al AT} 4973 ASTIRF U 2RL U
IUE RCATRIATAFTURTE |
o~ . e ~
QEAT AT [IAIL FUAT 0 L3R
q UITZT 1399 99 QFAFT: |
QEqYFIAR I qlaneaRR=aa | 23 1
agqamq Al AFEAFALA: |
I A [ERaddT A Al ASAFKH | 2?9 [}
SRUCEEEIGEEIECICEION ‘
EE I REIERIETUEE CEAEE LITRTIRECH|
FAl LATAFT ST AT ,
T Jledi31ARIGEAA! B avqar aYr 1l 3 ?% h
HrEiq afar: o1 are gAH gl |
a9 RgFashia; qao diAaga 0 139 0
¥ J1 8T FSAUGHAS 3T |
- N en
RAIF I AOUAITIEAATAL | 4R¢

wifmsTat e &4 adr: |
YRS T ﬁvsq FRIAME qg0: 0 23% n

CEI qqgamq uaaam aq %4 |
¥F @ aﬂmﬁammnl(qwmq n 230 n

aal mquama 'zmmat FAFA|
%o (N9 5a8 TIFGHO N 130 0



9y qEsT: £Q

aqr [=AFRm: @ A0 JIAEA:
JFAFFFRETIGET gegiu 1 3R 1

amrrgrqgﬁ qiu@:g(iﬁ iz :n%rzn |
EERICES AIAUSSATAISTUATT 1| 833

FHO TR 98 TS |

RUSAGIC A-ASAKIAZAL AT I 238 1l
= NN ORI

JA19qA9 91 39 IT9FS |

FIFIUN F(q9q FAK: qgET T3 1 L34 0

<% FE@EAcEal e a Han

T 991 TS FE gL FISAIZE: I Q3§ 00

ar UAFFAT G0 3T T JRIACAA€ |

JgEr: TG [HAT RAOFET 1 LR 1l

FEi TaH: FAATY T qUIEA |

7 9F9 GROG A ga4r ga&l A I ¢ N

fa=qaang egl 4=a8T qal Al |

FITAAEM 44 ARt [0 3R 0

gc-rm@wgamrm ansqmmuges |
gald gEasad 198 AFET | 28 I

%9 SR A ARIT AR ) ,
AFANARFAT FIT 'FITA FIL N 282

FRAT skgaraa F (0 AR, |
QT TAIRA A1 FA1 IFIAT A A0 28R "

aﬁ}amwrﬁl SARI T3 e
gaiRag @ gFAd w qArAT: | 293 i

1. WA, §,



$e

HACTGRURAIEIT

ARET qgﬁﬁ& nHiRaMES S )

o

GURAI HREAT 0 B 7 qras 1 299 0
SRYAN ASIFT FIA FHAT | -
qgeq: GoeaAr: QRSARIAISTT 1l 194 |
AT BERarad traseadr |
AT 99 T KA 1 29§
A 13 AW 4 |

CAANT TG AT A1t 70 LR

th FAsaiiT e g8 CNZANSTII |

qd 9T 0 AMFITAF FHiETgT 1 20 )
grEAMIIRSET faEi 999 9 |
gt (AAIRET qERIRRM 1 98 )
RARHATRT GETIST JIHAH |

~ N~ ~e
AZANAAIAT [T & Fq: 1 L0
FYARAIFE G FA: | o
ITSIRT qq 9 FAET IETT 11 242 )
sARAFT-R T8 AfAH ST EH |
A19E TS T8 GIAAAE a9 1 4R )
AT FIS &A1 FAITRAT FTHA |
AT TIIAT @ g6y 1 243 |

qaigar aei ijg AN |
TEHAAMATAT WAF TIRFIH N 248 1

Tl FGUET AAFRTA! [ |
~ ~ ~ N . y e~ A
o aReRAE A 0 ke

SR AR R
H=a1T AT AISAIAGRT JOHIHEL U 248 |



93 9f=gT: ¥

A1 41 gHieET garFar [MaRsan 93 |
JT=BAT AT FTIAFqATAE 11 €49 |l

qAIh <A | dised Bl awiEEma: |
qarat @ AR AEERIE I 24

-

Td gegUE ARAMEAREEMA |

-

W | ®AMT QT AT FI7 997 1| 248 ||

D

gfy ggr qRegsT Fawd ~g qr |

ARTETARY FA® FqAaEar I 250

)

af | TR FAa Fwan

g 13 G iF 7T 97T e Il 2808 |
~ = NN A G

I FARAAHT AT |

SR gRGT 'qAT [FeEAq 0 L& U

war! ¥ g% 39T AT {7 :

i Fedifaer fafFad qar q4n il 283

Il Gy Asdl AZLES |

q3A1 A 97 SAAEIAFAIA N 283

‘3 g% afl ! gacg Ga9ETT @11 |

& A TFAFAOEAINUEIEAr | 484 1

TG AT ASTAA |

qUEAH| AR Hasal TEdaR: (| Q&8 |

QU (e R ACAUCIN

997 340 qea1 T S FEdr g0 2§ U

3@ 93 HgA@A SITEFIFA
AR SwENgAE |

1. 81§ @ disthe e e
2. 999, @ T. 4, 7<% @ 9@ 994 F.T



o]

A aGrRUBAIFIT

RAR e Qia-nfamt
TAMAAT TGl NERNI TOAGT | LG«
E LR R ERECIIERIRIE]
AN GRA | GUAZAT: Lo,
39 d &k wgTRd
AzRad | fefealaT [eER 0 25 u
Al d2d (AgsT qi9aR
PESMPRECEECIR:EING ()
S ICEALSICRECIRE Rl eaibtd
d <T 9GEZUIAN FAC Il 9o ||
Il gATRGZhRAAR 98 qR=37: 1
Il 79 |ET: IR=DE: 1
HARBIFT B FHT 900 LI96R |
qSt WAGEAET NFT q@GBA N Q0
AFWAIQ [HA4 FIFEATAT A AT[F |
9g: FFANEERAT qrA LAETTE 0 R 0
STGRISEAT AIIG ST |
SFAMRIRT: §IST aRAFAr q7: 1 3 0

ELINE lawantmswq gran w FAISHEY |
MEE A4 AT SsaEaEAISET I v o

CELIICRCIEILRIE TR R s o
ARAIRAE UFI FAAgq U & |
a7 gAT g qnzwsﬁri |
SEEIRE R LR CITE R (T e R

35i WY dizI% GIEAT @gE: |
TAFYEAANIALISIHT ARG 11 )

W W,



SELECT OPINIONS

Hermann Jacobi, Professor of Sanskrit, Universi

: 5 ersity of Bonn, 14th
D_eclzlember, 1926.—1 have perused your new Journal ot Oriental Res,earch
;vr:éertgaxifﬁltg.mterest. I heartily wish you success in your meritorious

L. D. Barnett, School of Oriental Studies, London, 19th Decem-
ber, 1926.—It seems to me to be a good veginning to the enterprise which
I hope will be very successful. Some of the matter is very good indeed.

J. Jolly, Wurzburg, Germany, 20th December, 1926.—This evi-
dently is a periodical of great promise, with every chance of success.

" 0. Strauss, Professor of Sanskrit, Kiel University, 1st January,
1927.—Being very well pleased with the first number of your Journal of
Oriental Research I ask you to enrol me as a subscriber.

Sir Richard Temi)le Editor, Indian Antiquary, London, 6th
January, 1927,—Your excell’ent Issue,. e ,

-F. 0. Schrader, Kiel, 9th January, 1927.—I have read with
absorbing interest through the first number and find its contents quite satis-
ACtOEY s oo e A Journal of this kind has been undoubtedly a need

in Madras since long.

Dr. Wilhelm Printg, Librarian, D. M. G. Halle, 14th January,
1027.—...... This fascicle contains many very interesting and scholarly
articles: a very pretty start!

« Bombay Chronicle,” " 12th December, 1926.—..... A
The Quality of scholarship displayed is of a high order,

« Indian Review.”” November, 1927.—We welcome this new Quar-
terly of Oriental Research.....su0cev0...0.. The influence of Professor
S Kuppuswami Sastri, the Professor of Sanskrit and Comparative Philo-
logy in Presidency College, has been ceaselessly exercised in furthering
the cause of such learning........
«New India,” 20th December, 1926.—..............The design
and the get-up of the Journal is very good, and we recommend the Journal
to all lovers of research and scholarship.
«Hindu,” 9th Feburary, 1927.—............The Journal will not
merely maintain the high level reached in its first number but frequently
transcend itself.
~«Madras Mail” 2fst January, 1927.—............ ....The -
contributions are from persons who have specialised in particular branches
and show striking evidence of original work....
& Dr. Sylvain Levi, Paris—......[t deals with so many sides of
|Indian Science, and in such an interesting way. What I like most in it, is
its genuine and regular Indian flavour, its proper ‘Rasa’. Many of your
| contributars, if not all of them, know how to combine Pandit-learning and
| Western standards.

' Dr. H. Luders, Berlin University—..........I was greatly
impressed with the high standard of scholarship, the orginality of thought
lfa.nd the soundness of critical methods displayed in your contributions.....
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