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TRANSLATOR'S NOTE

The first two volumes of the famous Geschichte der indischen
Litteratur of the Late Dr. M. Winternitz were translated into
English during the life-time of the author, and these two
volumes, both in German and English, had been well received
by orientalists throughout the world.

Even after a lapse of decades, when nothing of vol. III
appeared in English from the ten of brilliant scholars, I took
upon myself the task of studying in German itself the said
volume, and undertook to translate it into English for my own
use. But Shri Sundarlal, the enterprising proprietor of the firm
Messrs Motilal Banarsidass, insisted that this translation should
be got printed and published. I could not help but accede to
his demand. I have for some years been collecting materials
for writing an exhaustive and up-to-date history of Sanskrit
Literature and here I have utilized some of the materials so
collected by putting them within parentheses. I have provided
original Sanskrit text in most of the cases to facilitate better
appreciation.

I am grateful to several recent writers on this subject
whose essays and books I have unsparingly used and have
acknowledged in the body of the work.

Since the book is a work of reference, my friend Shri
D. Satyandrayana has taken great pains in preparing an
index that is more detailed than that in the original German
to help the readers in its easy utilization.

I am fully aware of my poor knowledge of German and
no claim is made that the present volume is so good as the
two preceding ones, that were translated by an eminent
German scholar Mrs. S. Ketkar. So my effort, in the terms
of Kilidasa, is like that of a dwarf raising up his arms in the
fond hope of getting something that is beyond his reach and
I, therefore, crave indulgence of the readers.

SUBHADRA JHA






FOREWORD

When 23 years ago I undertook to write a ‘history of the
Indian literature’’ and had begun to work on its preliminaries,
I hoped to be able to complete the work in one volume in
about three to four years. But the more I dived deep into the
subject, the mass of available materials heaped up the more and
this increased the difficulties of shifting them. And thus the
work, that was planned to cover a single volume, has now be-
come one of three volumes, and parts of this book appeared at
considerable intervals : 1904, 1908, 1913, 1920 and here is the
last volume at the end. Now after the work is concluded,
nobody can be aware of its shertcomings and imperfections
more than its author himself. But in case I had wished to let it
go into the world, these faults were mended, I would have to
wait still for not less than 20 years. In particular I feel and
have always felt the obvious deficiency that I have prepared a
history of the Indian literature in a very limited measure. But
the hard fact remains that we do not possess any trustworthy
information about the oldest and most important works of
Indian literature, and whatever we can say with regard to the
antiquity and origin of the earliest religious and secular poetry
as well as about the beginning of the scientific literature is
nothing but hypothetical, and naturally many readers will be
disappointed to find in my history of literature so few definite
statements on chronological topics. In fact, I have been
accused by a critic of having used expressions like ‘“‘probably”’,
“perhaps’’, ‘‘apparently’’, etc. at too many places. In case
everything in the history of Indian literature had been fully
clear it would have been easy to create an impression with
discussions supported by more or less definite figures with
regard to dates. But I believe that even a layman derives
more benefit when he comes to know about the meagreness
of chronological data in Indian literature than when one
leads him into the hamlet of Potemkin. And for the begin-
ners, who may choose to undertake research in Indology—
they will need consulting this book the most, since it is of
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great importance [at this stage of study] to be able to dis-
tinguish accurately between definite and indefinite state-
ments in order to arrive at the points at which further
researches hive to be carried. For this very reason, I have
stated in the footnotes the views that I do not participate in.

Since in respect of the history of literature I was obliged
to keep myself within the limits of possibility, I have most
vigorously exerted my efforts to provide the reader with
most unambiguous representations of every type of literature
and literary works and to introduce him assuredly of an
insight into the spiritual creations of India. In order to
check the work from becoming still more voluminous I had
to keep myself within the limits of literature, though at times
it is equally difficult to separate the history of religious
literature from religion and to associate the history of culture
with the history of literature. Likewise the history of scientific
literature, treated in the last section, can hardly become a
history of the sciences.

It is natural that during the period of several years that
have gone by after the publication of the first part of this
work our knowledge has advanced further. So I have tried
to make the work up-to-date with the addenda and corri-
genda given at the end of this book.* Since a greater part
of the third volume was already printed by the end of 1920
it has become necessary to add even to this part the addenda
and corrigenda, especially when for the first time quite a
large number of works, so particularly the last volumes
of the “Harvard Oriental Series’’, and the ‘‘Encyclopaedia
of Religion and Ethics’’ and the “Indian Antiquary’’ for the
years 1914-1922 became available to me at the last moment of
completion of my work.

One of my most pleasant duty is to thank all those with
whose assistance it has been possible for the work to reach the
stage of at least some form of completion. His Highness the
Raja of Travancore and Pandit T.Ganapati
Sastri Trivendrum, the fortunate discoverer and the
talented editor of the dramas of Bhisa, to whom we owe the

* The portion of the addenda and corrigenda relevant to volume III
has been, in appropriate places, included in the main work itself and
the foot notes.
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first edition of a series of hitherto unknown and new editions
of important known “texts, have laid me under special obliga-
tions by presenting all the volumes of the Trivendrum Sanskrit
Series that appeared till 1919. Professor Charles Rockwell
Lanmann, the highly gifted editor of the splendid
“Harvard Oriental Series’’ had the favour of sending me
its volumes that have appeared during the period of the war,
deserves my most cordial thanks. To Professors Johannes
Hertel, Eugen Hultzsch, Hermann Jacobi,
Julius Jolly and Theodor Zachariae I am grateful
for several suggestions, supplements and improvements. Mr.
Privatdozent, Dr. Otto Stein, has helped me in the work of
proof-correction and in preparation of the index for the
present volume, and I thank him for this.

Lastly, I thank also Mr. Johannes Ziegler, the
Publisher and Bookseller (Messrs C. F. Amelangs Verlag),
who in spite of the times being so hard for book trade, has
taken scientific rather than business-like interest and has
consented to extend the work into three volumes.

In the foreword to the second-half of the second volume
I have mentioned the names of the researchers who have passed
away inrecentyears: H. Kern (41917),E.Windisch
(t1918), P. Deussen (11919), H. Oldenberg
(1t 1920) and L. Von Schroeder (t 1920), whose
works have been mentioned so often in this book. This list
was unfortunately even then incomplete and has since then
become larger. Through the departure of Auguste Barth
(t 1916), Mabel K. H. Bode (t 1922), Julius
Eggeling (i 1918), John Faithful Fleet (1t 1917),
A. F. Rudolf Hoernle (t 1918), Colonel G. A.
Jacob (11918), Joh. Kirste (+ 1920), Ernst Kuhn
(+ 1920), Karl Eugen Neumann (t 1915), Vincent A,
Smith (4 1920), George Thibaut (f1914) and Satis
Chandra Vidyabhiasana (f 1920) the band of
Indologists has become thinner. A glance at the Index will
"demonstrate the extent to which the present work owes to
them.

With melancholy I thank the always helpful
friend Sastravi§arada Jainacarya Vijaya-
dharmasiri, who did me the favour of procuring
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for my work many rare and hardly available Indian
publications. In his last letter of July 21 from Sivapuri,
Gwalior State, where he was spending the rainy season, he
had written that he was ailing but was feeling better and
hoped to be well soon. He was pleased at my visit I had paid
to him last autumn. I too was happy on my arrival in India
to call at his place and I thank him for his kindness. Now
when I am writing this foreword, I get the sad news that
the venerable Jaina priest expired on September 9 of this
year. The promotion of European learned work had always
been dear to his heart. May the collaboration of the Indian
and European scholars continue in the manner and extent he
had wanted ! This has certainly already reached the
cross-word of knowledge of India.

Prague,
October 1922 M. WINTERNITZ



LIST OF ABBREVIATIONS
[ useD IN THIS VOLUME ]

ABA=Abhandlungen der Berliner Akademie der Wissen-
schaften, Philol.-histor. Klasse.

ABayA=Abhandlungen der Bayerischen Akademie der
Wissenschaften zu Phil. Klasse.

AGGW=Abhandlungen der Kboénigl. Gesellschaft der
Wissenschaften zu Géttingen, Philol.-histor. Klasse.

AKM-=Abhandlungen fiur die Kunde des Morgenlandes,
herausg. von der Deutschen  Morganlindischen
Gesellschaft.

AnSS=Anandisrama Sanskrit Series (Poona).

AR =Archiv fiir Religionsgeschichte.

ASGW =Abhandlungen der philol.-histor. Klasse der Kéngl.
Sachs. Gesellschaft der Wissenschaften.

Aufrecht, Bod. Cat==Th. Aufrecht, Catalogus Codicum MSS.
Sanscriticorum  Bibliothecae Bodleianae, Oxonii
1859—64.

Aufrecht CC==Th. Aufrecht, Catalogus Catalogarum. Leipzig
1891; I1I, 1896; III, 1903.

Aufrecht, Leipzig=Katalog der Sanskrit-Handschriften der
Universitatsbibliothek zu Leipzig 1901.

BEFEO =Bulletin de l'ecole francaise d’Extréme Orient.

Benfey =Pantschatantra aus dem Sanskrit i{ibersetzt mit
Einleitung u. Anm. by Th. Benfey, Leipzig 1859.

BenSS=Benares Sanskrit Series.

Bezz. Beitr.=Beitrage zur Kunde der indogermanischen
Sprachen herausg. von A. Bezzenberger.

Bhandarkar, Report 1882/83=R. G. Bhandarkar, Report
on the Search for Sanskrit Manuscripts in the Bombay
Presidency during the year 1882-83, Bombay 1884.

Bhandarkar, Report 1883/84=R. G. Bhandarkar, Report
on the Search for Sanskrit Manuscripts in the Bombay

. Presidency during the year 1883/84, Bombay 1887.

Bhandarkar, Report 1884/87=R. G. Bhandarkar, Report
etc. during the years 1884-85, 1885-86 and 1886-87,

Bombay 1894.



n ABBREVIATIONS

Bhandarkar, Report 1887/91=R.G. Bhandarkar, Report etc.
during the years 1887-88, ...... 1890-91, Bombay 1897.

S. R. Bhandarkar, Report II=Shridhar R. Bhandarkar, Report
of a Second Tour in Search of Sanskrit Manuscripts
made inh Rajputana and Central India in 1904-5
and 1905-6. Bombay 1907.

Bhandarkar Comm. Vol.=Commemoration Essays presented
to Sir Ramakrishna Gopal Bhandarkar, Poona 1917.

Bibl. Ind.=Bibliotheca Indica.

BSGW =Berichte iiber die Verhandlungen der Kénigl.
Sachsischen Gessellschaft der Wissenschaften zu
Leipzig, Philol.—histor. Klasse.

BSOS =Bulletin of the School of Oriental Studies, London
Institution.

BSS=Bombay Sanskrit Series.

Bithler, Hemacandra=G. Biihler, Uber das Leben des
Jaina-Ménches Hemacandra : Denkschriften der
Wiener Akademie 1889.

Biihler, Report=G. Biihler, Detailed Report of a Tour in
Search of Sanskrit Manuscripts made in Ka$mir,
Rajputana, and Central India. Extra Number of
the JBRAS 1887.

Burnell, Tanjore=A.C. Burnell, A classified Index to the
Sanskrit MSS in the Palace at Tanjore, London
1880.

ChSS=Chowkhamba Sanskrit Series (Benares)

CUIS=Columbia University Indo-Iranian Series, ed. by
A V.W. Jackson.

Deussen, AGPh=P. Deussen, Allgemeine Geschichte der
Philosophie 1, 1—3. Leipzig 1894 (2. Aufl. 1906)—
1908.

DLZ=Deutsche Literaturzeitung.

Duff=C. Mabel Duff. The Chronology of India, West-
minster 1899.

Ep. Ind.=Epigraphia Indica

ERE=Encyclopaedia of Religions and Ethics, edited by
James Hastings.

Festschrift Kuhn=Aufsitze zur Kultur-und Sprachgeschichte
vornehmlich des Orients Ernst Kuhn...gewidmet...
Miinchen 1916.



ABBREVIATIONS ue

Festschrift Windisch=Festschrift Ernst Windisch zum 70.
Geburtstag ...dargebracht...Leipzig 1914.
GGA =Gottinger Gelehrte Anzeigen.

Grundriss=Grundriss der indo-arischen Philolog:ie und
Altertumskunde.

GSAI=Giornale della Societh America A51at1ca Italiana-

Haeberlin=Kavyasarhgraha by J. Haeberlin, Calcutta 1847.

Harprasad, Report I, II=Haraprasid Sastri, Report on the
Search of Sanskrit MSS (1895-1900). Calcutta 1901
and (1901-02 to 1905-06) Calcutta 1905.

HOS=Harvard Oriental Series, ed. by Ch. R. Lanman.

Ind. Ant.=Indian Antiquary.

Ind. Off. Cal.=Catalogue of the Sanskrit Manuscripts in the
Library of the India Office, London 1887 ff.

Ind. Stud.=Indische Studien, herausgegeben von A. Weber.

JA=]Journal Asiatique.

JAOS=]Journal of the American Oriental Society.

JASB=]Journal of the Asiatic Society of Bengal.

JBRAS=Journal of the Bombay Branch of the Royal Asiatic
Society.

JPTS=]Journal of the Pali Text Society.

JRAS=]Journal of the Royal Asiatic Society of Great Britain
and Ireland.

Kathavate, Report=A. V. Kathavate, Report on the Search
for Sanskrit Manuscripts in the Bombay Presidency...
1891-92...1894-95. Bombay 1901.

Keith, HSL=A.B. Keith, History of Classical Sanskrit
Literature.

Keith, SD==A. B. Keith, Sanskrit Drama.

Km.=Kavyamala (Bombay).

Krishnamacharya=M. Krishnamacharya, A History of the
Classical Sanskrit Literature, Madras 1906.

Lévi=Sylvain Lévi, Le Théatre Indien, Paris 1890.

LZB=Literarisches Zentralblatt.

Mélanges Lévi=M¢€langes d’Indianisme offerts par ses éléves
4 M. Sylvain Lévi...Paris 1911.

NGGW=Nachrichten von der Kgl. : Gesellschaft der
Wissenschaften Géttingen, Philog,-histor. Klasse.

'NSP=Nirpaya Sagara Press (Bombay).

OC=Orientalistenkongresse  (Verhandlungen, Transactions,
Actes).



nii ABBREVIATIONS

Oldenberg LAI= H. Oldenberg, Die Literatur des alten
Indien, Stuttgart u. Berlin 1903.

OTF.=Oriental Translation Fund.

Peterson, Report 1882-83=P. Peterson, Report on the Search
for Sanskrit MSS in the Bombay Circle 1882-83
(JBRAS, vol. 16, Extra Number).

Peterson, Report II=P. Peterson. A Second Report of
Operations in Search of Sanskrit MSS...1883-84.
JBRAS, vol. 17, Extra Number).

Peterson, Report IV=P. Peterson, A Fourth Report...
1886-92. (JBRAS, vol. 18, Extra Number).
Peterson, Report V=P. Petcrson. A Fifth Report...April

1892—March 1895, Bombay 1896.

Peterson 3. Reports=:P. Peterson, Three Reports on a Search
for Sanskrit MSS with an Index of Books (JBRAS
Vol. 18, Extra Number.) 1887.

Peterson, Subh.==The Subhisitavali of Vallabhadeva, ed.
by P. Peterson (BSS 1886). Introduction.

Pischel, KG=R. Pischel, Die indische Literatur, in Kultur
der Gegenwart I, 7, 1906.

PTS=Pali Text Society.

RHR=Reveue de [Phistoirc des Religions, Paris.

RSO=Rivista degli studi Orientali, Rom.

Rickert-Nachlese=Sammlung der zerstreuten Gedichte
und Ubersetzungen Friedrick Riickerts herausg. von
L. Hirsberg, Weimar 1910-11.

SBA =Sitzungsberichte der Berliner Akademie der Wissens-
chaften.

SBay A=Sitzungberichte der Bayerischen Akademie der
Wiss., Philol.-histor. KI.

SBE==Sacred Books of the East (Oxford).

Schroeder, ILC=L. von Schroeder, Indiens Literatur und
Cultur, Leipzig 1887.

Schyler, Bibliography=M. Schuyler, Bibliography of the
Sanskrit Drama, New York 1906.

SIFI=Studi Italiani di Filologia Indo-Iranica.

Smith, Early History=YVincent A Smith, The Early Hlstory
of India. Third Edition, Oxford 1914.

SWA==_itzungssberichte der Wiener Akademie der Wissens-
chaften.



ABBREVIATIONS 159

Thomas=Kavindravacanasamuccaya, A Sanskrit Anthology of
Verses, ed. by F. W.Thomas, Bibl. Ind. 1912.

TSS=Trivendrum Sanskrit Series.

VizSS=Vizianagram Sanskrit Series (Benares).

Weber, HSS. Verz.=A. Weber, Verzeichnis der Sanskrit-
und Prakrit-Handschriften der K. Bibliothek zu
Berlin.

Weber, LG=A. Weber, Akademische Vorlesungen iiber
indische Literaturgeschichte, 2. Auflage, Berlin 1876.

Wilson= H.H. Wilson, Select Specimens of the Theatre of the
Hindus (Works, vols. XI, XII).

W=Winternitz in places where he has referred to his own
view S.

Winternitz-Keith. Bedl. Cat.=Catalogue of Sanskrit Manus-
cripts in the Bodleian Library, Vol. IT begun by M.
Winternitz, Continued and completed by A.B. Keith,
Oxford 1905.

WZKM=Wiener Zeitschift fiir die Kunde des Morgenlandes.

ZDMG=Zeitschrift fiir die Kunde des Morgenlandes.

ZI1=Zeitschrift fir Indologie und Iranistik herausgegeben
von der Deutschen Morgenliandischen Gesellschaft.

ZVV=Zeitschrift des Vereins fiir Volkskunde in Berlin.






SECTION IV

ORNATE POETRY

Characteristics of Ornate Poetry

By ““ornate poetry” the people in the west render the Indian
term “kavya’ which, though ordinarily meaning “poetry”, in
rhetorics has the special connotation—polished expression”, the
main characteristic whereof, as a poetic piece, is that it attaches
more importance to the form than to the subject-matter. It was
cultivated particularly, if not exclusively!, in the courts of Indian
princes and, consequently, is often styled “court poetry”.

Originally, even the old heroic poetry, that later hecame
so popular, as we learn from thc Mahabharata and the
Ramayana, was courtly. The bards (sutas), who were the
carriers and propagators of this ballad lore, too, lived in the
courts of the princes and sang to make their exploits known.
They would accompany their patrons even to battlefields, so
that on return they could sing of the exploits of the warriors.
These court bards stood closer to the Ksatriyas than to the
learned Brahmanas. Very often they worked as chariot-drivers of
the warriors in these campaigns and participated in their
ventures. It was, however, a time of unrest in which these heroic
songs originated—an age of strifes and crude practices, when
hunting, gambling, and competitive contests were favourite
recreations of the princes. It was only during hours of rest,
at hanquet gatherings, victory celebrations, and on occasions of
sacrificial performances that bards would recite their ballads?.
Firstly as life in courts became more refined, in place of
these bards there came in more 1 € a r n e d artisans who were
brought up in the schools of the Brahmanas and competed in

1. Notonly the princes, but all high dignitaries and rich people, as a
rule, appear as patrons of poets, and literary *‘saloons” flourished not only in
courts but also in Brahmapical settlements and in big cities...Cf. F.W,
T homas, JRAS 1910, g72f.

*2. Cf.above I, 262(tr. p. 315) and H ¢ r te I, Tantrakhyayika, I, pp. 10fl.
Indians call the Mahabharata too a “kiavya”; see above 1,267 (lr.’ gp 312).

Winternitz, Iistory of Indian Literature, Vol. I1L
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scholarly contests with them. These poets described strifes
and battles too merely on the basis of heresays in a mechanical
manner. They would attach greater importance to the
elegance of form and to erudition! than to the creative faculty
or poetical talent. Writers of panegyrics who could sing in
praise of their patrons in artistic verses were past masters
in the poetic art. Apparently, panegyric constituted the
original theme of this kind of poetry (for being sung publicly
in courts). And this explains also the origin of the kavya
s ty I e, that is to say—the style of court poetry. The more the
poet strained himself, the more he displayed his skill, the more
difficult his work, and the prince felt flattered the more2.

1. Even a poct of the eminence of Kalidisa does not escape this; he too
airs  his knowledge of grammar occasionally in similes ; sec Raghuvarhia
12, 58 and 15, 9. :

[ 2. The other view about the origin and development of the ¢‘kavya® style
may be presented as follows: **'The pessimism of the Buddhistic ideal gradually
disappeared, having been replaced by more-accommodating views about the
value of pleasure. Even the Buddhist author of the Nagananda has thought it fit
to weave a love-theme into the lofty story of Jimttavahana’s self-sacrifice, and
in his opening benedictory stanza he does not hesitate to represent the Buddha
as being scolded for his hard-heartedness by the ladies of Mara’s train. From
Pataiijali’s references we find that from its very dawn love was recognised as
one of the dominant themes of kdvya poetry. The Buddhist conception of
the love god as Mara or Death makes way for the flower-arrowed god who
is anticipated in the Atharvaveda and is established in the epics, but whose
appearance, name and personality are revived and developed in the fullest
measure in the kavya.

“The dominant love-motif of the kavya is explained by the social envi-
ronment in which it grows and from which alone it can obtain recognition.
It is, however, not court-life alone which inspires this litcrature. At the cen-
tre of it stands the nagaraka, the polished man of the town, whose culture,
tastes and habits so largely mould this literature that he may he taken to he
as typical of it as the priest or the philosopher is of the literature of the Brah-
manas or the Upanisads.

‘It is not impossible to offer a compromise between these two divergent
views on the development of kavya that is neither wholly heroic or courtish,
nor completely erotic. Poetry developed in courts no doubt, but its back-
ground was laid in the society at the same time. Naturally, therefore, whilst
the poet would like to sing in praise of his patrons, he would introduce anec-
dotes from the life of the common man for the development of his theme in
a suitable manner. Poetry offers recreations. Neither the heroic kdvya
nor the erotic alone could be always agreeable; of course in the opinion of the
Indian rhetoricians the vira or the $riagdra could become the dominant
sentiment of kavya.

This blenc .g of two different tastes in kavya is reflected in the writings
and legends of the very ancient period. Raja Janaka, the ascetic ki of
Mithila, is reported as maintaining a band of courtesans and the Buddha is
described as pining in his anxiety for the welfare of the world, for peace, pa-
tience and enjoyment. (S. K. De, Sans. Lit. p. 18 ff) ].
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Earliest evidence traces of ‘‘court poetry” is found
in the Ramayana. Indians themselves call Valmiki “the
first poet (adikavi)” and the Ramayana ‘“the first poem
(adikdvya)”, and several sections of this .epic, in fact,
already exhibit in full characteristics of the kavya style!. The
court epic of the classical age of Sanskrit poetry presents this
style in full blossom; besides, it has made inroads into lyrical
compositions, gnomic poetry, drama, and narrative literature,
and has not spared even the religious poetry of the Buddhists
and the ]Jainas.

The essential peculiarities of the kavya style are :—accu-
mulation of similes and fascination for long, winding descrip-
tions—especially for certain stereotyped representations (e.g., of
the seasons, the sun-rise, the moonlit night, etc.). Descriptions
of this sort not infrequently occupy so much space that the
subject of the poem disappears into the back-ground so much
so that the contents of many cantos of an epic or of books of a
romance at a stretch become capable of two distinct interpre-
tations. Not to speak of employing artificial internally rhyming
and artistically-constituted metres, the use of rare words and long
compounds of words with more than one meanings, strange,
play of words, strenuous efforts made throughout to express
nothing in a straight-forward way2, with a desire to conceal as
much as possible or to express an idea in a round-about way and

1. See above, I, 404f. ( tr. p. 475). The possibility indeed is not always
ruled out that here we have a case of later-day interpolation made in an old
pocm. Cf. above 1,416 A, 417A, 424, 431 (tr. pp. 489,490,497,505 ). The places
showing the kivya style are more seldom in the Mahabharata (ibid I, 308, 320,
395 (tr. pp. 364,376,461 ) and the Harivarh$a (1bid, I,387A, tr. p.452). [ Keith,
Sans. Lit. p. 43—Valmiki and those who improved ugon him, probably in the
period 400-200 B.C. are clearly the legitimate ancestors of the court epic.
Although some of its parts showing elegances of style, which mark the poem,
are later additions, there is no ground whatever to admitthat these additions fall
later than the second century B.C., and they may be even earlier in date (ibid,
p-42). Jaco bi, Ramiayana, pp. 119ff. The Ramayana also shows the
development of the §loka metre almost in its classical state; cf. SIFI. VII,
ii, 38{l. Love charms of the Atharvaveda attest the beginning of erotic poetry
(IS. V, 218ff. Keith, ibid)].

[2. This point has been further elaborated by inclusion of poetic
conventions in thislist ky S. K. D e, Sans. Lit,, p. 28 fl. There he refers to the
following in support of the view : Kavyadarsa I, 14-19 ; Sahityadarpana
VI, 315-25 ; Kavyamimarsd XIV ; Kavyakalpalata I, 5 ; Sahityadarpaga
VI1I, 23-24 etc. ; and M. Bloom fi ¢1d Festschrift, Ernst. Windisch,
Leipzig 1914, pp. 349-61; JAOS XXXVI, 1917, p. 54-89 ; XL 1920, p. 1-12;
XL1V 1924, 202-42); W. Norman Brow n, JAOS XLVII, 1927 pp. 3-24 ;
ctc. Here he has further successfully justified the standpoint of the Indian
poets (ibid, pp. 32 f1.) ].
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that too in the form of a riddle!. The climax of artistry is
attained when a poet succeeds in making one and the same
sentence or verse express iwo different ideas at one and the
sametime ! This phase of Indian poetry cannot be better
described than through these stanzas of Fr. T. Vischer’s?
ridiculing symbolico-mystic poetry :
 That Poetry above is most valuable
As has its meaning quite—obscure !”
¢ That which a reader understands without much strain

Comparable to the ordinary home-made bread surely is,

The finest pastry of his bakery is out

What the poet projects in a riddle.”

“ Poetry radiates its magic light most brilliantly—
When a reader baffled breaks his head in vain”.
“Kavya’ poetry, is not only artificial, it is also learned. The

real poet must have studied most of the different sciences. Needs
must he master lexicons for the purpose of finding out the rarest
possible words and such words as have diverse meanings,
with a view to being able to form long compounds analysable
in different ways and capable of connoting different meanings.
He must learn grammar so that he may not err in verbal
structures. He must be adept in treatises on war-craft and
politics for introducing in his poem descriptions of wars and
political trickeries in appropriate contexts. He must be thoroughly
familiar with the science of erotics (kamasastra) to be able to
describe love-scenes and sentiments of loving couples in
accordance with ‘“‘prescribed” regulations. Above this he must
have made his own the text-books on prosody and poetics in
order to introduce into his poem possibly the most difficult
metres and a rich variety of the figures of speech (alarmkaras,
“embellishments’’). It is significant to note that Indians de-
signate what in Europe is called poetics as “The Science of
Embellishment (Alarhkarasastra)”,

1. The rhetorician Anandavardhana says : prasiddham astyeva vidagdhavi-
dvatpanisaisu yad abhimatarh vastu vyargyatvena prakdsyate na saksad-vacyatvena, *‘In
the refined society of the cultured people it is a settled practice that one does
not speak out what lies in one’s inmost heart in a straight-forward manner,
rather that one should convey it in the form of a suggestion, (Dhvanyabka
1V, 5, translated into German by H. J a co b i, ZDMG 57, 335).

2. In hisparody “Faust, der Tragoedie, dritter Teil (6th ed.. Tiihingen

1907, 165 f1.).
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In order to achieve a true representation of Indian poetry
it is necessary to study Indian poetics along with dramaturgy
and prosody as closcly associated disciplines. Although such
a study properly would have constituted a section on scientific
literature, even here it will be not out place, sirtce this science
itself is originally based on certain master-works that belonged to
poetry on the one hand and to the earlier traditions of the
Alarikara$astra on theother. Moreover, these treatises on poetics
always illustrate their rules with examples either composed by
the authors of the manuals themselves or cited from (in their
opinion) the best poets, or from anthologies, (in which are
preserved many pieces of genuine poetry, that otherwise would
have been lost).

Indian Poetics, Dramaturgy and Prosody

Poctics (alamkarasastra) has been cultivated in India
from a very early date as a science. However, we do not possess
the earliest work., As is mostly the case with Indian scientific
literature, we know about the existence of earlier works only
from quotations from them in later manuals. As soon as a
more recent scientific work became famous or proved practi-
cal, the earlier works, in general, were referred to with respect
and there their story ended. Hence they have not come down
to us. Even sois the case with the alamkarasastra too.

Usually it is assumed that poetics is preserved in its
oldest forminthe Bharatiya-Natyas§astra? a text

. 1. CfLP. Regnaud, La Rhétorique Sanskrite, Paris 1884; R.
Pischel, GGA 1885, p. 757 f; G.A. Jacob, JRAS 1897, 281ff; 1898,
289 fI.; Joh. N o b e l, Beitrage zur alteren Geschichte der Alarkarasastra;
Diss., Berlin 1911, and ZDMG 66, 1912, 283 fI.; 67, 1913, 1 ff.; 73, 1910,
189 ff.; P.V. K a n ¢, Qutlines of the History of Alamkara Literature. Ind.
Ant. 41, 1912, 124 ff.; H.Oldenberg, LAI 203 ff.; Hari Chand,
Kailidasa et P’art poétique de 1'Inde, Paris 1917. The best representation of
Indian poetics and theory of poetry is given by H. J a c o b i in **Uber Begriff
und Wesen der poetischen Figuren inder indischen Poctik”, NGGW 1908,
and in ““Die Poetik und Asthetik der Iuder” in the Internat. Wochen-
schrift, 29 Oct. 1910. [ Contributions to the Alarhkarasastra literature have
been made also by FW. Thomasand V.V. Sovani in Bhandarkar
Com. Vol. 375ff., 38711 ].

2. W.Heymann was thc first scholar to throw light on the
Bharatiya-Natyasastra on the basis of south Indian manuscripts in NGGW
1874, 86ff. P.Regnaud published 2 number of chapters: Adhyaya 6-74
in¢the La Rhétorique Sanskrite, Paris 1884, adhy. 15-17 in the Annales du
Musée Guimet, part I and part II. The adhy. 20-22 and 34 (=18—
20 and 34 of the Km. ed. ) are published by F.E. Hall in the Annexture
to his edition ot Dasariipa. The adhy. 28 ( on music ) has been published by
J. Grosset, Contribution &1’étude de la musique hindoue, Paris 1888.
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book on dramaturgy by Muni Bharatal. Critics appear
first to have felt the necessity of writing manuals for mimes
for the purpose of giving the players necessary guidance in
dramatic performances and in representations of dramatic poetry.
From brief rules or a primer for actors (natasitra)® might
have developed more voluminous text books on dramaturgy
(natyasastra) , in which not only mimicry, dance, music and
song, but also dramatic songs would be dealt with. Then
from it must have, first of all, issued individual manuals
on the art of poctry or poetics. In this way we can at least
explain the supposition that the theory on the art of poetry, in
its oldest form, is found in the Bharatiya-Natyasastra. But our
misfortune is that this Bharativa-Natyasastra has not comc down
to us in its original form and is available in fragments only,
wherein mostly half the text is found in a very bad condition.
The Nityasastra, as inherited by us, has an encyclopaedic
character and gives the impression as if it is collected from
several different texts. It is composed in greater parl in the

A critical edition of the adhy, 1—14 by J.Gross et appeared in Paris 1398.
The complete work is published in the Km. 42,1894. F.Cimmin’s L'uso
delle didascalie nel dramma Indiano. Napoli 1912 was known to W. only
through the review of Pa vo lini (GSAI 25, 1937, 321 f.). The discovery
of a completc manuscript has heen announced by S. L évi in Comptes
Rendus de 'Académie des Inscriptions et Belles Lettres 1899, p. 85. Cf. also
H.H. Dhruva in Asiat. Quart. Review III, 2, 1896, 349 fl. and
Haraprasad §ascri in JASB 5, 1909, 351 fI.

1. At the end of the book occurs the word “N andibhara ta-
sangitapusiakam™, that is capable of two interpretations : it may suggest that
Nandibharata was its author, or it may mean that the copy of the
manuscript belonged to a person of that name. The latter one appears morc
cogent on account of the occurrence of samdpiasecdyam, both in the masculine,
before it, since gyam cannot be used in relation to pustakam. The name Nandi-
bharata appears also as the author of a work on music (Aufrecht, CC L,
276 ), and Nandin as author of a work on mimic ( Abhinayadarpana). How-
ever, there, is also one Abhinayadarpanaof Nandike$§ vara (Aufre-
cht CCIILs.v.). This book has been translated into Englishby Anand
Coomaraswamy and G.K. Duggira (Cambridge, Mass. 1917),
see L.D.Barnett, JRAS 1917,627f. Bharatameans also “actor.”” R.
Pischel, KG. 183 has translated the Bharatiya-Natyadastra, thercfore.
as “Lehrbuch der Schauspielkunst fiir Schauspieler—Manual of Histrionic
Art for Actors™ and adds “Or, as the Indian interpret, of Bharata, who is
considered to be the director of the theatre of gods and is claimed to be the
otiginator ofthe drama’’. Firstly, it is doubtful if the word ‘““Bharata’ meaus
‘‘actor’” and therefore, cannot be associated with the mythical author of
Natyasastra, or if Bharata, as the name of the author of the famous manual on
the historionic art could later get the meaning ‘‘actor”. In the Vispupurapa

III, 6, Muni Bharata is named as the originator of the Gaudharvaveda, that
is to say, of Music.

2. This was known to Panini 4 3, 110
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epical $lokas, but there occur also verses in other metres (notably
in Arya) and small stray big pieces in prose. The work
comprises of 38 sections (adhyayas or ‘“‘lessons”). :
The first and the last three sections relate to the
origin of the art of drama and are wholly mythical. The
gods, under the leadership of Indra, expressed their desire
for some sort of entertainment that should be enjoyable
by the eye and delightful to the ear at the same time, to
the creator Brahman, the grand’Father, who was pleased
to create, as a fifth Veda—the Naityaveda. It was
proposed that the drama should be staged for the first
time on the occasion of the flag ceremony (dhvaja-mahak)
to celebrate the defeat of the dcmons by the gods
in honour of Indra and in his palace. Bharata and
his disciples made arrangements for its staging. They
selected asits plot the victory of the gods over the demons.
The gods, when they saw it, were very much pleased, and
they distributed rewards to the actors. The demons, who
too were there, became very much angry and they
threw all sorts of obstacles, catastrophically paralysing
the tongue, the mind and the skill of the actors with
demoniac magic. Indra became very angry and severely
chastised the demons. The actors were again busy with
preparation for the stage and again the aggrieved demons
presented obstacles in their way. Adequate security
measures were taken by the gods; then they requested
the creator Brahman to find out if the matter could
be settled by mutual agreement. Accordingly Brahman
approached the demons and inquired as to what the
trouble was with them. The chief of the demons
replied that both the gods and the demons had in the
creator Brahman their common grand’Father and as
such the grand’Father ought not to have done this.
Brahman appeased them by explaining that the Natyaveda
he had created would depict both the noble as well as the
ignoble activities of the gods as of the demons, and con-
cluded by saying : “This art has been created by me
‘as reflecting of life and activity of the world, with all
the different sentiments amidst changing situations and
in their entirety as a centre, where the activities of
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the people (the highest, middle and lowest) convergc—
so as to have the same as 2 medium of education and asa
force, giving impetus to bravery and as a source of cnter-
tairment, pleasure, etc. There is no learning, no craft,
no science, no fine art, no religious exercise (yoga;, no
ascetic discipline, that is not witnessed in this
Nityaveda”. In the last two sections is described how
the drama that was first staged in the court of Indra in
the presence of gods by the disciples of Bharata and
Nirada came to the earth in consequence of a curse from
the sages, (whom the actors had ridiculed rather vulgarly)
to the effect that they would have to lead a despised
life, maintained by their women and children. At this
Indra and other gods expressed their fear to the
sages that the art of drama might perish, to which the
latter said that they had not meant so and that it would
not be so. Thereupon, Bharata taught this scicnce
to the apsarases so that it might not dic out. At
the time king Nahusa was ruling over the earth. He was
a great friend of Indra. The king of men requested
the king of gods to depute the apsarases (actresses) to
stage a drama in his palace on the earth. But the gods
led by Brhaspati objected to the free association of the
divine Dbeings with the human’s. Nevertheless, they
advised Bharata togo to the earth and organise the
drama there. The latter asked his children and disciples
togo to the earth and wished them to be born there.
They instantly obeyed and through them developed on
earth the drama. To minimise the effect of the curse
god Brahman blessed that it should never die.

This wholly mythological framing of the text-book, remi-
niscent of the purinas as it is, in any case, shows that the his-
trionic art was held in great esteem and played a significant
part in the life of the people.

The individual chapters of the Natyagastra, however, are not
concerned with the drama alone as a form of literature, but
rather with theatrical performance as a whole. They describe
construction of the stage and its inauguration with observance of
religious ceremonies (11, III) and the different types of physical

1, I, 7882 (Grosset 110f, 115).
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movements in dance and mimicry (IV,VIII-XIV,XXIV, XXV).
For example, here is enjoined how the actor will express the sett-
ing-in of the various seasons: winter, summer etc., the feelings
of pleasure, anger, jealousy, etc., explaining facts about the
piirvaranga—that is the religious prelude to the performance
(V), the sentiments ( rasa, VI), emotions (bhavas, VII), prosody
(chandah XV) and the figures of speech (alamkira, XVI), the
different languages and dialects to be used in dramas and their
allocation to different characters, the modulation of voice, etc.
(XVII), the ten types of dramatic poetry (dasariipa) and their
distinctive characters (XVIII), the development of action in the
drama ( XIX), the different kinds of dramatic style of composition
(XX), the costumes, the decoratives, colours of the dress and
ornaments etc., distinguishing the different characters (gods,
demi-gods, and the different castes, ctc.) appearing on the stage
(XXI), the many types of herocs, heroines and characters in
the play (XXII-XXIV)?1, the allotment of réles to and the
training of actors (XXVI, XXXV), the time, place and occasion
for a performance etc., etc., (XXVII) and for music and songs
(XXVIII-XXXIV).

The arrangement is in no way systematic and makes us
feel that probably we do not have hcere a work of single author,
but a compilation of older and morc recent texts, before us.
The original work, presumably, was a siitra-text, in the manner
of the oldest scientific writings?. The memorial verses (karikas),
that relate to the histrionic art, had early alrcady existed. It is,
however, not possible to determine the time when the oldest
texts, from which our work was compiled, were written. And,
likewise, we have yet to establish the time when the redaction of
the text-book, as we have it, took place®. The fact that it did

1. XXII, 94-138 and XXIII, 51 f. The portion dealing with the
lover and the beloved has been translated by R.Schmidt, Beitrage zur
indischen Erotik, p. 250 ff. and 161 £, into German.

2. A poet of the gth century comparing the dark waves of the Yamuni
with the style of Bharata, points to a sitra form (sce L évi g00).

When Regnaud (cf. Lévi 299f, Oldenberg, LAI 205)
gives “the first century of the Christian era’ as the time of Bharata, his state-
ment is as much unfounded as that of Pischel (GGA 1885, 763 f.) when
Je comes down to the 6th or 7th century A.D. PR.Bhandatkar (Ind.
Ant. 41, 1912, 158 f.) rightly explains that it will be futile to attempt ta
determine the age of the author of the Natyasastra, since it is a remodelled
work. He believes with regard 1o the chapter on music especially that its age
can never be earlier than the 4th century. Haraprasad Sastri (JASB
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undergo such a final redaction is proved by its purana-style
construction and as a regular dialogue Dbetween the Muni
(Bharata) and the rsis. With regard to the time of its com-
position we can only say this that a work on dramaturgy ascribed
to Bharata did ifideed cxist during the time of the poet Bhasal.
K alidasa mentions not only the Natyasastra, but knows also its
law-giver Bharata®. Matrgupta, a contemporary of Kalidasa,
is believed to have written a metrical commentary on it3.

‘The basic principle of rasas or “sentiments” in Indian poetics
and aesthetics must have been developed for the first time in the
Natyadastra®. The word rasa primarily means “taste”. Just as
different spices leave behind different tastes, sweet or sour or
bitter, even so does the emotion (bhidva) represented on the
stage arouse in the mind of the audience apt sentiments.
Bharat observes cight such rasas, namely : the sentiments excited
through love ($rigara), humour (hasya), pity {karuna) terror
(raudra), heroism (vira), fear (bhayanaka), aversion (bibhatsa) 3
and astonishment (adbhutaj®. From this theory of the rasas
originates the remarkable system of Indian aesthetics as an
inevitable offshoot from its psychological thcory of cmotions
(bhavas). When one reads, however, the strikingly apt and
scientific, though eclaborated classification of the plot (vastu,

6, 1910. 307 ) conjectures that the Natvasastra be longs to the 2nd century A.D.
Jacobi(Bhavisatta Kaha von Dhanavila p. 84) *‘perhaps to the grd
century”. P.V.Kane (Ind. Ant. 46, 1917, 177 {f.) shows that Bharatiya-
Natyasistra could not have been written later than the 5td century A.D.

1. Sten Konow in Festschtift Kuhn, p. 111,

2. Mailavikignimitram, Act 1 ; Vikramorvasiyam, Act 1II, where
Bharata enters as 2 stage-director in the celestial palace of Indra and where
too is mentioned the doctrine of eight rasas. Report ahout staging a drama
in the heaven is found also in the Uttararimacaritam of Bhavabhiti.

3. So according to a quotation in Niatyapradipa of Sundaramiira
('1_613 A.D.). Cl. Eggcling, Ind. Of. Gat. I1I, p. 348. The karikas of
Kavyaprakasa (4. 7-11 ) are identical with Bharatiya-Natyasastra VI, 18-22 ).
Bharatiya-Natyasastra has heen quoted at Kavyaprakasa, 4, 27 [.  Poet Acala
hails Bharata, as the author of the Natyasastra in a pillar edict (8th or gth
century A.D.) in two verses; see K ielhorn, Ep. Ind. VII, App. Nr. 1042.

4. Cf. Max Linden au, Beitrage zur altindischen Rasalehre, mit
besonderer Berucksichtigung des Natyasastra das Bharata Muni. Diss. Lei pzig
1913. Rudra (Sragaratilaka 1, 5) expressly says that he generally uses the
rasz(;l-thg)ry in poetry too which is usually confined to drama alone by Biarata
and others.

5+ W. has bibhatsa.
6. It pointsto fine dramatic taste amongst Indian rhetoricians that they

exclude the scn}imel}t of peace (§anta) from a performance permitting it
exclusively in didactic poctry.



DRAMATURGY, POETICS AND PROSODY-AGNIPURANA 11

itivrtta) of heroes (nayakas) and heroincs (nayikas)? and of many
another matter besides, it becomes clear unfortunately that we
have before us a pretty fruitless science that is devoted 'more to
classification and systematisation than to exploration of facts and
formulation of rules. Much the same is the case with poetics too.

In the section on poetic embellishments (alarhkaras)
Bharata has not so much to say as the other text books on poetics
have. In fact the number of figures of embellishments in his book
falls far short of those of Bhamaha, Udbhata, Dandin etc.

The Agnipurana, which deals with poetics in chapters
396 —346, includes chapters 337—341 devoted to the drama
exclusively, approaching the Bharatiya-Natyadastra scheme
even literally. Whilst, however, Bharata knows only ten types
of drama, in the Agnipurina there are enumerated its 27
varieties. Chapter 340 in particular treats of mimicry in detail.
Here we are told, for cxample, that there are 13 different kinds
of postures for the head, 7 different kinds of movements for the
eye-brows, 36 ways of expressing sadness eyes, 58 love through
eyes, 6 turns for the nosc, 24 gestures for the hand, etc. Then,
poetic embellishments themselves arc divided into “‘embellish-
ments of the sound” ($abdalankara) and “‘embellishments of the
meaning’’ (arthalarhkara) —a division yet unknown to Bharata.
The highly complicated figures of speech enumerated in the
Agnipurana show that this section on Indian poectics does not
go to a very high antiquity?.

The older school of poetics is represented by three
rhetoricians : Bhamaha, Dandin and Vamana.

That B h 4 m a h a, the son of Rakrilagomin, is the oldest
among native rhetoricians (those whose works have survived to
date), stand to reason on weighty grounds®, although we are

| 1. W. nayaki. |

2. All that we can say about the antiquity of the Agnipurdna is that
it is cited as an authority in the Sahityadarpana (sce L é v i, op. cit. p. 16).

3. They have been stated by Jacobi. ZDMG 64. 1910, 130ff,
751 ff.,, Joh. N obel, Beitrdge zur altern Geschichte des Alarkarasastra,
p. 78, f.; and passim (sce also ZDMG 73, 1919, 190 fl.), K.P. Trivedi,
Prataparudrayasobhiisana, Introd. p. XXVIII I and Ind. Ant. 42, 1913,
258 ff.,,and R. Narasimhachara, Ind. Ant. 41. 1912, go fI., 42, 1913.
205 and have not been weakened by K.B. Pathak, Ind. Ant. 41, 1912,
ofo . T. Narasimhiengarand P.V. Kane, JRAS 1g05, 535 fl.
and 1908, 543 f. consider Bhimaha younger than Dandin. Ganapati
S astri (Bhisa's Svapnavisavadatiam, Intro. p. XXV ff. ) adduces very weak
arguments ju support of his view that Bhamaha lived in the first century A.D,
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position to determine his exact date. He is often quoted by later
rhetoricians with high esteem. His Kavyalamkaral is
written in §lokas and treats in six sections of the “body or
poetry”, the embellishments, the faults, the logic and gram-
matical correctness of poetry. In the introductory verscs Bhamaha
refutes the idea that one can hecome a poet only through mastery
of rhetorics, and stresses the importance of poetic genius :

adhanasyeva ditrtoam klibasyevastrakausalam

ajfiasyeva pragalbhatvam akavel Sdstravedanam \\

“Like generosity to a beggar,

Or like bravery to a coward,

Or proficiency.in arts to the unlettered,

Rhetoric science hath no meaning,

To one, who is not a poet.”

vinayena ving kd Srih kad nisa Sasing vina |

rahita satkavitvena kidrsi  vagvidagdhatd |

“What charm is there in beauty lacking gracc ?

Or there in night’s wan moonless face ?

Or without poetic touch or fling or trace,

What sort of beauty one finds in words ?”

akavitvam adharmaya vyadhaye dandandya od |

kukavitvam tu punal saksan mrtim Ghurmanisinaly 1\

“To miss the poetic “mark” is just a lack in (physical,

mental, social) health ; naught more.
But to have taste’s ah, unpoetic worse :
’tis deardly, death itself, an irrevocable sore”.

It is apparent that he flourished later than Kilidasa, since I, 42 (as W.in
spite of N o hel, ZDMG 73, 192., believes ) presupposes an acquaintance with
Meghadita. See also Hari Chand, Kalidass, p. 70 ff. [ Keith, Sans.
Lit. p. 375 ff., considers Bhamaha posterior to Dandin, since Bhamaha’s de-
fence of the distinction between kathd and dkhyayika seems especially directed
against Dandin’s views on the subject. Bhamaha certainly used the work of
Uddyotakara (c.650 A.D.), and probably knew Nyasa( c. 700) ]. On Bhamaha
see also V. V. Sovani, Bhandarkar Conmemoration Volume 392 f., and
K.P.Trivedi, 4o1fl. ibid. Bhimaha’s time is fixed to a point (as Jacobi
has shown in an unpublished cssay, communicated to W. on June 3, 1922 in
course of a private talk) from the fact that he has quoted from Nyayabindu
of Dharmakirti at two places, almost literally. According to Jacobi Bhimaha
lived later than 640 A.D. and Dandin still later—towards the cnd of the 7th
century A.D. This accords well with the fact that Dandin in his Kavyadarsa,
IT, 197 gives a rcminiscence from Bana’s Kadambari {see Peterson, Dasa-
kumaracarita Ed., II, Prefacep.3, note). G.J. Agashe, Ind. Ant. 44,
1915, 67 f. would like to prove that Dasakumaracarita’s Dandin is different
from Kavyadar§a’s. But his argument is not convincing.

1. Published in Appendix VIII to K.P. Trived s edition of the
Pratiparudrayasobhiisana (BSS Nr.'65, 1909 ).
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Probably in the 7th century A.D.! Dandin, himself
a poet, wrote his Kavyadars§a or “Mirror of Poetry’2,
This manual of rhetorics is written in verses illustrating rules of
poetics with numerous examples, mostly his own compositions.
Since the main doctrines, as enunciated by Dandin, were
sure to become a veritable standard for his successors to follow
or emulate, it would not be out of place here to examine the
contents of this book at some length for, in respect of time,
Dandin’s organum closely precedes the chief works of Sanskrit
poetry and so can offer to the reader a nice cross-section of what
advice scholars and critic of India have to offer the poets.
According to Dandin, every poem needs consist of a body
and an embellish m en t3. By the body of a poem is under-
stood the set of words in a sentence, set so as to suit the desired
meaning. This set of words is capable of being put either in
a metrical (padya), non-metrical (gadya) or mixed (misra)
style. For the metrical language he prescribes a large number of
metres, measured either way : according to syllables or according
to mora. One must learn this from metrics (chandoviciti), “which
is a veritable ship for those who want to go across the vast ocean
of poetry.” But metre is not the most important thing in poetry.
Kavya, according to the general conception of Indian critics
can be equally well written in verse or in prose. That is why

1. It is now certain that Dandin was considered as an authority
already in the 8th century A.D. Jacobi(ZDMG 64, 1910, 138 f.) thinks
that he could not have lived before the 7th century A.D., since he stands on
a more advanced position, than Bhatti does. Cf. G.A. Jacob, JRAS
1897, 284; L.D. Barnett, JRAS 1905, 841f; Bernheimer, ZDMG
63, 1909, 70q. fl.; P.V. K ane, Ind. Ant. 1912, 128; Gray, Vasavadatta,
p- 11. f. There exists a Tibetan translation of Dandin’s ““Kavyadarsa in the
Tanjar (G. Hu th, SBA 1895, 268; ZDMG 49, 283 f.). [ A manuscript of
this work _has recently been acquired for the Sanskrit University Museun;
Varanasi. ] :

2. Sanskrit and German published by O, Bé ht 1 i ng k, Leipzig 18go.
Besides more often in Indian editions.

[Keith, Sans. Lit. p. 296 ff. thinks for certain reasons that Kaivya-
daria was written dcfinitely before Bhamaha. (C. 700 A.D.)... and the chief
impression conveyed by the Dasakumaracarita is that its geography contem-
plates a stage of things anterior to the empire of Harsavardhana and that its
comparative simplicity suggests a date anterior to tbe works of Subandhu
and of Bana. Cf. also Collins—The Geographical Data of the Raghuvams$a.

3. tail Sariram ca kdvyinamalamkardsca darsitdh

. Sariram tavadistarthavyavacchinng paddavali 11
padyari catuspadi tacca vrttan jatinti dvidha |
chandovicityam sakalastatinabandho nidarsitah 1|
sd vidyd naustitirsinam gambhiran  kavyasagaram Wl ]
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the nature of poetry is not rigidly fixed. No Indian could ever
imagine that versification might become poetry too. When, for
example, a scientific work is written in verses, as so frequently is
met with in India, it might be said that it belonged to poetry.
Grammars, dictionaries, astronomical or medical works written
in verse are not poems, but manuals written in verse, able to
impress memory more easily than if written in prose. However,
there are truly scientific works that arein touch poetic as well;
for instance the Brhatsarnhita of Varahamihira. On the contrary
when a prose novel is endowed with all the possible alarmkaras
in accordance with the rules, it belongs to kdvya, as a class and,
in fact, is as good a poetry as an epic.

It is further explicitly stated that good poetry can be com-
posed equally well in Sanskrit, in Prakrit, orin Apabhramsa (a
literary dialect or a spoken idiom). In fact Indian poets have
successfuly employed kavya style for both Prakrit and Sanskrit
poetry. The same writers have sometimes expressed themselves
with equal facility in Sanskrit as well as in Prakrit. In
general, the same rules arc valid both for Prakrit and Sanskrit
kavya, at least by imitationl.

Dandin next formulates the rules that hold good for
a literary epic (sargabandha, mahakavya) :
sargabandho mahakayyam ucyate tasya laksapam \
dsirnamaskriya vastunirdeso vapi tanmukham \|
itihasakathodbhitamilarad eva saddsrayam |
caturvargaphaldayatiam caturodattanayakam ||
nagardrnavasailartucandrirkodayavarnanaih |
udyanasalilakridamadhupdanaratotsavaik \
vipralambhair vivahaisca kumarodayavarnanaih ||
alamkytamasamksiptarn  rasabhdvanirantaram |
sargairanativistirnath Sravyavritail susandhibhih ||

“It should begin with a benediction, a homage or an
indication of the subject-matter. The plot should be built either
upon a legend, a romance or an historical fact, suggestive as to
how the four ends of life are to be attained, depicting the
adventures of a hero, overflowing with wisdom and nobility.
Descriptions of the town, the sea, the mountain, the seasong,

t. Cf. Buhl e r, Die indischen Inschriften ete., p. 59 and i
ZDMG, 48, 415 f. ’ s P+ 59 Jacobi,



DRAMATURGY, POETICS AND PROSODY-DANDIN 15

rising of the moon and the sun, sports in pleasure-gardens
or in tanks, drink banquets, love-scenes, feasts, marriages,
birth of a son, conferences, emissaries, war expeditions,- battles
and sieges by heroes etc. go to the making of what it is an
epic. The plot should be so developed as to be permeated by
one basic sentiment (rasa) along with its corresponding emotion
(bhava). It shall consist of a number of cantos (sargas), not
too long, composed in properly rhythmical and suitable verses™.
Dandin then proceeds to describe prose kdvya and its varieties
and the mixture of both, to which class the drama and the
campii belong. In this connection he touches on the subject of
employment of the different languages and dialects
in poetry, in the end dealing with the different kinds of style.
He says that there is anumber of styles, but that they do
not differ much one from another. A sharp distinction exists
only between the Vaidarbha and the Gauda styles!. Cohesion,
clarity, evenness, grace and tenderness are the characteristics of
the Vaidarbha, while the Gauda inclines more towards obscurity
and bombast, delighting in exaggerations and has special
fascination for long compounds?. Thus, for example, whilst a
poet in the Vaidarbha style said—

anayoranavadyangi stanayorjrmbhamanayol |
avakaso na paryaptastava bahulatantare |
“Thy pair of budding breasts,
O maiden, with faultless limbs,
Between thy creeper-like arms,
Misses space enough for growth”;
a Gauda poet would express to same thus—
alpar nirmitamakasam andlocyaiva vedhasa |
idam evarwidham bhavi bhavatyak stanajrmbhanam )
“O lovelist mine, the Creator,
Not foreseeing thy bosom’s posibilities to outgrew itself,
left the world too narrow (‘tween thy arms)”’,

1. Vidarbha is the country of modern Berar. Gauda, the counury of
modern Bengal. From the exposition of Dandin we see that there existed
great local variations in style. It is attested by Bagpa in Harsacarita, intro-
ductory versc 8.

[ 2. Slesah prasadah samatd madhwyarm sukumarata\
arthavyaktirudaratvamojahkantisamadhayah 1)
iti vaidarbhamdarpasya prand dasa gundh smrtiah |
tesam viparyayal prayo drivale gaudavartmani 1| |
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In the description of these different types of style (riti)
the writer stresses that alamkadras or ‘“the embellishments”
are all in all in poetry. And the fact that Dandin hardly
devotes one-sixth of hiswork to the “body” of poetry, the rest
being occupied-only with a discussion about the ‘‘embellish-
ments,” clearly shows what significance is attached to the latter
in Indian poetics. The alarhkaras, defined as the “attributes, that
lend glitter ( beauty) to poetry’, have been analysed exhaustively
and elaborately. Which done, i.e. only after that, the writer
proceeds with ‘“‘embellishments of the sense’ (arthalarhkaras)
and “embellishments of the sound” ($abdalarkaras). To the
first category belong natural description, the simile and the
metaphor. According to Dandin, there are thirty-two kinds
of simile (upama). He illustrates, e.g., how one could express
in twenty-five different ways the beauty of a lotus-face. One
can say—

rajivamiva te vakiram nelre nilotpale iva |
“Thy face red like a thy at bloom, thinc eyes like
lotuses blue”,
or

tavananamivambhojam ambhojamiva te mukham
“The lotus is like thy face and thy face is like the lotus,”

or
yadi kimcid bhavet padman subhru vibhrantalocaram |
latte mukhasriyam dhallam
“If but the lotus had two rolling disturbed eyes, one
would think it was thy face ;”

or
Satapatram saraccandrastvadananam ili trayam |
parasparavirodhi
“The lotus, the autumnal moon and thy face—what a
triple paradox !;”

or
tvadananam adhiraksam avirdasanadidhiti |
bhramadbhrngamivalaksyakesaram bhati parkajam |
“Thy face, with quivering eyes and glimmering teeth,
is likc a lotus-flower, swarmed over by bees, from
where little visible filaments are moving upward”.

Closely related to the simile is the met ap h or (ripaka).
There are metaphors that appropriately belong to the standing
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vocabulary of the poet, as: mukhacandra ‘“‘face-moon”, bahulatd
““arm-creeper”’, hastapadma ‘‘hand-lotus” etc.
An amplified ripaka is illustrated by:—

arigulyah pallavanyasan kusumani nakhdrcisak |

bahulata vasantasristvam nah pratyaksacarini ||

“Thy fingers are the leaves; the rays (issuing) from

thy nails, the flowers;

Thy two arms, the two creepers: the vernal beauty

vividly moving before us, thou art.”
Among the embellishments of meaning (arthilankara),
very often is met with the a k s e p a, that is to say, the concealed
or roguish reproof or opposition, as in the stanza beautifully
translated by Th. Aufrecht! :

gacchett vaktumicchami tvatpriyam matpriyaisini |

niragacchan mukhad vani ma ga it karomi kim 1\

“I wanted to speak what you like—

Thou must now go away ;

Yet the mouth, obedient to the inclination

Of my heart, stammers forth ‘Hasten not’.”

Dandin mentions the hyperbole (atiSayokti) as
the best of embellishments. Slesa (pun) or double-meaning is
very much liked by the poets. ‘“The §lesa heighiens beauty
in all figurative expressions (vakrokti)”, says Dandin (II, 363)
Thus, for example, in a panegyric verse, in which the king is
compared with the moon, it is said :—

asavudayamaridhah kantiman raktamandalah |

raj@ harati lokasya hrdayarm mrdubhih karaif 1|

“This king (moon), who has attained the peak of prosperity (has
risen), who is beautiful (lovely), who has made people loyal (red
orb), enchants the heart of his dependants (the people) with his
mild taxes (rays)Z2.

1. ZDMG 16, 749 ff., Kavyadarsa 11, 147.

2. II, g11. The words in Italics in the translation have two
meanings ; the second meaning has been given within brackets. The K en-
vy 0 gen of Japanese poetry is much similar to Slesa. Cf. K. Florenz,
Geschiohte der Japanischen Litteratur, Leipzig 1906, p. 27 f; Winter-
nitz, Mitieilungen der Anthropolog. Gesellschaft in Wien. Bd. 35, 1905,
p. 240, and J. Takak usu, JRAS 1905, 871 ff. The kavya-style has all
through manifold parallels in Chinese and Japanese poetry. See Flo-

ren z, ibid. p. 120f., 148, 154. On similar aspects in other literatures, see
Gray, Vasavadatta, p. 32 fl.

Winternitz——History of Indian Literature Vol. 111, 2.
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To the embellishments of sound belong, in particular, the
numerous types of the y am a k a, poetic rhyme, (in which a
good number of syllables, that stand in immediate proximity or
are separated by other syllables, are repeated). Such a repetition
may appear in the beginning or in the middle or at the end
of a foot. The same series of syllables, when repeated, have,
nevertheless, different meanings. Thus, for example, a verse
reads :

patu vo bhagavan visnuh sada navaghanadyutih |
sa danava-kuladhvarhsi sa dana-varadantiha 11

All sorts of possible poetical devices are made here and
there. Thus, for example, there is a stanza in which the two
syllables £ dand [ a arc repeated twenty-four times. Or else, a
stanza may consist of identically sounding quartets, each
having a different meaning. It may be that two stanzas, that
have different meanings, have wholly identical lincs and, accord-
ing to sense going together, follow one another.

There are, further, most highly refined poetical pieces
made of syllables, set together for being read in an inverse
direction or in a zig-zag manner or from above downward or
from below upward. Another poctical device requires that
stanzas should be composed with nothing but a limited number
of vowels and consonants.

Of the numerous types and sub-types of embellishments
Dandin treats only a few in his poetics.

Whilst the oldest Indian rhetoricians like Dandin were
satisfied with defining and classifying the alamkaras and with
rejecting the view that the essence of poetry lay in embellish-
ments, Vamana, who lived about 800 A.D. in the court of
the King Jayapida of Kashmir?, first of all raised the question
about the true nature of poetry and answered it by saying
ritirdtmd kavyasya, “‘the soul of poetry abides in the style,” i.e., in
combination of certain excellences of diction. His Kavy a-
lamkarvrttid consists of a theoretical section on aesthetics

1. May the exalted Visnu, who has brilliance of a fresh cloud, who
destroyed the race of the danavas aud killed the chief of the elephants
in rut, protect you. (III,28).

2. He was a minister of this king, who ruled between the years 77g-813
A.D. See Jacobi, ZDMG 64, 1910, 138 fl.

3. Vamanas Lehrbuch der Poetik, published for the first time by C.
Cappeller, Jena 1875; published also in Km. 15, 1889. [ Vamana’s
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and a practical section on grammar. The latter! contains
rules on prosody and grammar, in which, with regard to’the
rules of Panini’s grammar, the poet is advised as to how he
should be able to write in correct Sanskrit. ’

A contemporary and rival of Vamana was Udbhata,
who was posted in the court of the same king as the chiel
pandita (sabhapati)?. He wrote a work A lammkarasan-
g r ah a3, “Short Synopsis of the Essence of Poetics, in which he
is said to have stated that the soul of poetry is to be found in
sentiment (rasa). The ascription to him of this doctrine has
been proved to be wrong, as it was based on the error of ascrib-
ing to him a verse cited by Pratiharenduraja. But it is true that
Udbhata stressed the importance of sentiment in poetry and add-
ed Santarasa to the list of eight sentiments of Bharata, thus
making it nine. He further introduced a new classification, based
entirely on sound cffects, primarily alliteration, in the shape of
a theory of vrttis, manners, classcd as elegant (upanagarika),
ordinary (gramya) and harsh (parusa). In treating embellish-
menis, he adds Drstinta and Kavyalinga, and divides simile
according to the grammatical form of expression...and starts the
investigation into the relation of double meaning to other figures...
as well as complex issue of the different kinds of blendings
of figures, sacsrsti and samhkara. He himself composed an epic
Kumarasamhbhava, from which he quotesexamples in his poetics,
and wrote Bhamahavivarana, a commentary on
Bhamaha’s poetics, that is not available.

The alleged theory, that sentiment is the soul of poetry,
wrongly ascribed to Udbhata, formed the basis of the Dh -
vanikarikas, 120 metrical karikas on poetics by some
‘ﬂlﬂii‘\r};’:\-i;n_'liira_s&-t’l‘;;ﬁ.lr (with  Vagbhatalamhkdra and Sarasvatikantha-
bharana had been published by Anundorain B o r o o h, Calcutta, 1883. An
English translation of Vamana’s satras and vrtti had been published in
Indian Thought, 3 and, 1912. The name of the book is Kavyalamkarasatrani
sviya-vritisametani (Bombay 1958 ; 4th Ed. Vanivilasa Press 190g. trans.
G. Jha. lts 111 and [V, reprinted, Poona, several times). ¢Riti is specified
atrangement cf words, the term specified referring to distinc tion according to

the qualities possessed as being the cause of charmn in poetry.”—K eith,
HSL. p. 381.]
1. 'Treated by C.Gappeller, Vamanas Stilregeln, Strassbu:g, 188o.
2. Rajatarangini IV, 495. Cf. Bi hl er, Report 64 f.
3. Published by Jacob, JRAS 1897, 829-853. [ The name of the

book is given as Alamkarasangraha, Keith, HSL p. 383, where the
work 'is reported to have been published also in BSS 1925. ]
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anonymous writer!, upon which Anandavardhana
of Kashmir, about 850 A.D.2%, wrote a running and learned
commentary Dhvanyaloka® (which in fact is an inde-
pendent work on the nature of poetry). According to Ananda-
vardhana, all good poetry has two meanings, the spoken one or
denotation, that is to say, what is expressed by words and is
embellished by alamkaras and the implied or concealed one,
that is, what is inferred by the reader or the hearer. And in
this implied one (that is designated as d hvani or tone) lies
the real soul of poetry. The alamkaras, including metaphor
and other poetical figures, thereby, become so much more
impressive that they even hint at the implied meaning, that is
purely suggested, “in the same way as the bodice covers the
breasts and nevertheless lends them more charm”. Above all
the feeling and sentiment (rasa) belong to the unspoken.
Accordingly Anandavardhana distinguishes between three types

1. Generally he is known simply as “Dhvanikara, the au-
thor (of memorial verses) on dhvani”. It is not likely that he was called
Sahrdaya, as V.V. Sovani tries to prove (JRAS, 1910, 164 fl.), since
at best it is an epithet. Sushil Kumar D e, BSOS 4, 1920 p. 1 ff. attempts
to answer the question as to who was Dhvanikara but arrives merely
at the conclusion that he must have been at least one kundred years earlier
than Anandavardhana. Subsequently the latter became such a strong single
advocate of the dhvani—theory that people did not distinguish between the
Dhvanikdra and the Vrttikara.

2. Anandavardhana wrote during the period of the reign of Avanti-
varman of Kashmir (855-883). There is a verse on him in Rajasekhara
(See Pe tcrson, Subh. p. g ff): “To whom Anandavardhana is not an
anandavardhana (that is to say, an increaser of pleasure ) with his well thought
dhvani permeating into the deep essence of poetry ?”.

Published with the commentary of Abhinavagupta in Km. 25,

1891. Translated into German by H. Jaco bi in ZDMG 56 and 57 (se-
parately printed, Leipzig, 1903). On this translation is based A. Dyroff,
“Eine indische Asthetik” in the Archiv fiir Philosophie, 1. Abt. 18, Bd.(N.F.
11 Bd. ), 1904, p. 113ff. Dyroff, praising the aesthetics of Anandavardhana says
that like that of Aristotle it happens to be empirical and proceeds like modern
aesthetic psychology. [ Translated into Hindi by Vi§ve$vara, Delhi,
1952. In the Introduction, p. 72 ff, Visvesvara, agreeing with Sankaran
(Some Aspects of Literary Criticism in Sanskrit), refutes this vicw on the
strength of thc words asmadupajiia ‘“established by ourselves” in the stanza
““iti kdvydrthavivekoyam cetascamatkrtividhdyi \ suribhir anusrtasarair asmadupajiio na
vismdryah 1* and on the strength of the concluding stanza of the Dhvanyiloka
that reads :

satkavyatattvanayavartmaciraprasupta-

kalpam manassu paripakvadhiyam yaddsit

tad vydkarot sahrdayodayalabhahetor-

anandavardhana iti prathitabhidhanah 11
But this view is not tenable as in both these places the references to self by
Anandavardhana may be with respect to his commentary. ]
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of poetry: (1) true poetry, in which the unspoken part is
dominant; (2) poetry of the second grade, in which the
unspoken part plays a secondary role and serves merely as
a decoration for the spoken; and (3) the lowest grade of poetry,
in which the whole importance is attached to the beauty of
language and to external elaboration. According to this theory,
indeed as Anandavardhana himself says, only a few would
emerge as real poets : .

Yendsminnativicitre kaviparamparavahini samsdre kalidasamaru-
prabliztayo dvitrah paficasd vi mahakavayo ganyante | “Hence
there are two or three or at the most five or six real poets
like Kalidasa, Amaru etc. in this very strange world”. It
is appreciable that this peculiar theory on aesthetics is
not universally recognised.

A little later than Anandavardhana, K untaka wrote
his Vakroktijivita! (first half of the roth century
A.D.). [ Perhaps he was a contemporary of Abhinavagupta]2.
By him crooked speech (vakrokti), i.e., figurative speech
depending upon witty turnings, is considered to be the soul
of poetry. He tcaches that “it is to the inventive genius
exerted in the work of a poet (kavikarman) that we owe the
presence of vakrokti in any poem, and this work can be classed
according as he exhibits it in regard to the letters, to the base
or terminations of words, to the scntence, to the particular
topic or to the treatise as whole’’3.

Whilst this theory may be considered to bs a modi-
fication of the dhvani-theory, tne teachings of Anandavardhana
were severely criticised by Bhattanayaka (end of
oth century AD.) in the Hrdayadarpana and by
Pratihara Induraja, [apupil of Mukula] (first half

1. CGf.Jacobi, ZDMG 56, 1902, p. 400, 62, 1908, p. 296; T. G a-
napati §astri, TSS No. V, 5ff. Accordingto Hari Chanda,
Kalidasa p. 96 ff., the anonymous writer of Vakroktijivita would be anterior
to Kuntaka. [ The work has been edited by S. K. D¢, Calcutta, 1923 and
1928 ; published with annotation in Hindi by Acarya Viéveévara, Delhi,
1955. The name of the author is givenas Kuntalaby Keith, HSL.,
pP- 392 ff. 1.

2. See Visves$vara, Introduction p. 12 ff. to his edition of
Vakrokti-jivita.

3. Karikas 18 ff.
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of roth century) in his commentary on Udbhata’s Alarn-
karasamgraha!.

A very valuable and interesting treatise on poetics is the
Kavyamimamsa ofthe poet Rajasekhara? He
quotes verses from his three dramas. He describes in detail as to
how a sabha should be designed. In a fuller detail he states things
about poets and kings : for example, he says that Satavahana,
the king of Kuntala, had ordered exclusive use of Prakrit in
his harem and that as against this, Sahasanka of Ujjayini had
ordered for exclusive use of Sanskrit. In the introduction to
a printed edition, the age of Rajasckhara has been given as
880-920 A.D., and there it has been conjectured that the stanzas
on poets cited in Jalhana’s Saktimuktavali® have been taken
from the Harivilasa of Rijasekhara; whilst there are others who
ascribe the authorship of a work Kavyavimarsa to him and hold
that these stanzas were contained in this work. Hemacandra, as
well as Vagbhata has very much used the Kavyamimarisa®.

Towards, the close of the 1oth and beginning of the 11th
century A.D. Abhinavagupta® wrote his Dhvanya-
lokalocana, a great commentary on the Dhvanyiloka,
which is rather an independent thecoretical work, intelligible
with difficulty. A work in which Anandavardhana and
Kuntaka are severely criticised is the Vyaktiviveka of
Mahimahal h atta® (beginning of 11th century A.D.j.

Not much later than Anandavardhana lived R udrata?,

3 1. CGf. Pischel. Rudrata’s Sriigaratilaka. p. 11 L. Ganapati
Sastri,ibid; K ane, Ind. Ant. 1912, 205ff; V.V. Sovani, JRAS 190,
450 ff. According to Petersomn, Subh. p. 11, Indurdja was a teacher
of Abhinavagupta, but according to Aufrecht, CC 1, 59, he is to be
distinguished from Pratiharenduraja.

2. Ed.C.D. Dalal and Anantakrishna Shastri in
the Gaekwar’s Oriental Series No. 1, Baroda, 1916.

3. Sec below, p. 36.

4. Cf.also D.Barnett in BSOS 1917, 123 fI.

5. Hewasa Saiva Brihmana and also author of one Nityalocana, a
commentary on Bharatiya-Natyasasira and also of religious and didactic
poems. Cf. Buhler, Report 6f, Krishnamacharya 162 f;
Hari Chanda, Kzlidasa, p. g6 [I.

6. Published with the commentary of RajanakaRuyyaka by
Ganapati Sastri, TSS No. V. 190y, Cf. also Narasim hi-
engar, JRAS. 1908, 63 fI.

7. According to Jacobi, ZDMG 56, 763 A, he lived under
Avantivarman (855 - 833). This Rudrata, with the cpithet Satinanda,
son of Vamuka, should not be confused with Rudrabhat;a, the author of
Sragaratilaka. Pischel (ZDMG 39, 314; 42, 296ff.) regards both of them
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who in hisK avyalamka ratakes no notice of the theory
of dhvani, but assigns the chief importance upon alarmkaras!.

The most famous work on dramaturgy, that overthrows the
Bharatiya-Natyasastra and has replaced it, isthe Dagariapa?
“The Treatise on the ten kinds of Drama” of Dhanai jay a,
the son of Visnu, who lived during the reign of Vakpatiraja
II of Mufija (974-979 A.D.)3. His younger brother D h a n i-
k at wrote a commentary on this work. The Dasariipa is
more lucid and systematic than the Bharatiya-Natyadastra
and, therefore, is quoted most frequently in later works on
poetics. It is written in verses, mostly in Slokas, but the style
is so concise that without the commentary it is hardly intel-
ligible.

One of the most famous works on poetics is the Ka vy a-
prakas$a® of the Kashmiri Brihmana Mammata
(11th century A. D.).. Hc is dependent mostly upon
Udbhata and Rudrata. According to him the best poetry
is that with implied meaning (dhvani). The large numer

asidentical. They arc frequently confused in anthologies (see Thom as,
92fT.). Cf. However, Jacobi, WZKM 2, 151 {f. aud ZDMG 42, 425 ff.:
Jacob JRAS 1897, 291 f; Narasimhiengar JRAS 19035, 542 n.

1. Published with the commentary of Namisdadhu in Km. 2,
1886. Nami, a Svctambara Jaina wrote his commentary in 1068.

2. Published by Fitzedward Hall, Bibl Ind., Calcutta 1865
and by K. P. Para b, Bombay 1897 and again 1941. The text of Hall's
cdition was veprinted with an English translation by G.C. O. Haas
(CUIS 7, New York 1912). Besides, cf. J ac o bi, GGA, 1913, 302 {f.; and
Barnett, JRAS 1913, 190 {l.

3. Buhler, Ep. Ind. I, 216f.

4. According to S. Lévi (JA 1886, s. 8, t. VII, 221), Jacobi

and others Dhanika is just another name of Dhanaiijaya.
B 5. Editiorts bave appeared in BSS 1901 and, (with a commentary) in
Anandidsrama Sanskrit Series No. 66, Poona 1911, [reprinted from its fifth
edition in B.O.S. Poona, 2nd Ed. 1950 ]. An English translation by G a h g 3-
natha Jha in the Pandit, N.S. Vols. 18—21, revised edition Poona,
1936. Gf. V. Sukthankar ZDMG, 66, 1912, 477ff, 533f.

6. Mammata, son of Jayyata, may have been a brother of the
grammarian Kaiyata and of the Vedic scholac Uvata. On hisagecf. Nar a-
simhiengar, JRAS 1908, 63ff. and Ganapati Sastri, TSS No.
V, p. 8 ff. In the opinion of many later rhetoricians Mammata was the
author of only the commentary on the kirikas, whose writer was Bharata.
(But Bharata is quoted by Mammata himself in Kavyaprakasa IV). The
Szhityakaumudi, published in Km. 63, 1897, by Vidyabha-
$ a n a, a disciple of the reformer Caitanya (born 1484 A.D.). probably may
have been a commentary on the karikas. The commentary and the manuscripts
attest that Allata (or Alata, many manuscripts wrongly give Alaka ) had
worked upon the Kavyaprakdsa in addition to Mammata. Cf. Hari
Chanda, Kalidasa, p. 104.
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of commentaries that had been written on the Kavyaprakasa
attest to the prestige and honour this work enjoyed and the
extent to which it was studied and used!.

In the 11th century Ksemendra, another Kashmirian
[and a disciple of Bhattagangana and of Abhinavagupta (g8o-
1020 A.D.) ], wrote an aesthetico-critical work Awucitya-
lamhkara or Aucitya-viciracarca®, that is to say “Critical
Research on Proprieties in Poetry”’, and a practical handbook for
poets, the K avi kanthibharana or “the Ornament for
the Neck of the Poets”3. It is doubtful whether this is identi-
cal with his Kavikarnikalankara, not yet found
but referred to in his Aucitya®.

In Kavikanthabhatana the rules for the guidance of the poets
are given directly more in a pedantic style than in a witty form.
[““His position is that aucitya (appropriateness) is the essence of
rasa.... His method is to give an appropriate definition of each
topic and also to cite an inappropriate example thereon®.”’]

A comprehensive work on poetics is the Sarasvati-
kanthiabharan a$ “Ornament of the Neck of Sarasvati (the.
Goddess of Speech)’ of which the authorship is ascribed to the
famous king Bh o jaof Dhara (11th century). Bhoja distinguishes
between three classes of alarhkaras—besides §abdalankara and
arthilankara, there is also the one in which both $abda and artha
are joined together at the same time. He sub-divides each
of them further into 24. According to his theory there
is a single sentiment, namely erotic, present in poetry. He,

1. On the commentaries, cf. Peter son, ReportII, p. 10fl; 3 Re-
ports pp. VIIf.; 19, 320ff., 332[.; Bihlcr, Report 68f. and Ind. Ant.
14,353 f.5 Jhain the preface to his translation. The oldest commentary
is that of Mianikyacandra (1159 A.D.); the most famous commentary on
Kavyaprakasa is the Kavyapradipa (published in the Pandit, N.S. Vols.
10-13). [For alist of commentarics on Kavyaprakasa, sec K ane, ibid,

Index, 38811 ]

2. Published in Km. Pa:t 1, 115-160. On the authors cited in this
work, see Pe terson, JBRAS 16, 1885, 167M.

3. Published in Km. Part IV, 122-139. An analysis of the work has
been given by I. Scho nberg, SWA 1884.

[4. K aneHSP 253.]

[5. Further information on Ksemendra in Biihler, Kashmir,
Report p. 45 ff., JBRAS, Vol. 16, pp. 5-9; De, HSP Vol.I,p. 142 ff and
Kane, HSP, p. 253f.]

6. Published by A. Boorah, Calcutta 1884, [in KM Series, 1934,
Benares 1887, and in the Madras University Series. ]
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however, attaches more importance to the merit of composition
(guna) that generates the sentiment than to the alarhkaras. If
there is a poem that has several embellishmentsin it, but lacks in
guna, it is not beautiful like a woman lacking in youth, just
though she is splendidly decorated. As for the rest, Bhoja
slavishly follows Dandin!, although he himself is frequently
quoted in Kavyaprakasa. The chief merit of the work of Bhoja
lies in the fact that he cites in it a number of stanzas—includ-
ing those in Prakrit too?. Consequently, it can justly be
considerrd as an anthology as well.

[Another work of Bhoja on poeticsisthe Srigarapraka$ad.
It is a very voluminous work, larger than any work on Sans-
krit poetics. It deals with both poetics and dramaturgy, like
the Sahityadarpana. It defines kavya as sabdarthau sahitau:
“word and meaning, both, jointly constitute poetry’’ and pro-
pounds that the erotic sentiment (§rngara) combined with
consciousness (abhimana) and individualization (aharhkara)
is the only rasa, properly so called. In this work a new rasa, i.e.,
vatsala, has been added to the list of nine, and in the opinion
of the author vira, adbhuta, etc., have been so considered
Jjust to respect the popular usage (galdnugatikatvavasat).

Like Sarasvatikanthabharana this work too deals with
both poetics and grammar including philosophy of language.
According to this, a word can have three vrttis:—mukhya, that
is conventional, gaupi, that is secondary and laksand. As the
work is not yet completely published it is not possible to say
anything finally as regards its contents. It is noteworthy
that like Sarasvatikanthabharana this too contains a very
large number of stanzas, written both in Prakrit and Sanskrit
and. likewise, deserves to be considered an anthology. ]

Towards close of the 11th and in the first half of the
12th century A.D., also the Jaina Vagbh ata?, son of Soma,

1. Nobel, Beittriige etc. p. 8o.

2. R.Pischel, Materialien zur Kenntnis des Apabhrams$a (AGGW,
N.F. Bd. V, Nr. 4, 1902), p. 46 {I. gives a critical compilation and 4 German
translation of the Prdkrit stanzas of Bhoja.

[3- V.Raghavan—Studics in Smgaraprakisa (Vol. I, parts 1 and
2, pp. 1—542). Only the first eight chapters have been pubiished by G.R.
Josyer, Mysote, 1945. There are many lacunae in the published edition. ]

4. He was a minister under Jayasihha [of Anahillapatakapura, ]
Gujarat (1093-1154) and is considered also to be the author of Neminirvana,
see above II, 338, tr. p. 512. [ See also K ane, HSL, p. 275-276.]
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wrote his Vagbhatalankaral in slokas (1125-1143 A.D.). A
later work is the Kavydanus$asana? of Vagbhata, son
of Nemikumara, in sttras with his own commentary. The famous
Jaina monk and polymath Hemacandra wrote a work on
poetics under the title Kavyanu$asana? in siatras with his
own commentary, called Alankaracidamani. The com-
mentary contains an extra-ordinarily rich collection of metrical
examples in Sanskrit as well as in Prakrit.

Rajanaka Ruyyaka (or Rucaka), who is held in high
esteem as a theorist on poctry, wrote in the beginning of the
12th century A.D. the muchread work Alamkarasarvasval,
“Everything of Embellishment””. He wholly depends upon his
predecessors, especially"Mammata. His credit lies chiefly in the
fact that he adopts the scientific style, for he was well disciplined
in philosophical literature. When he refers to the views of
Bhamaha, Udbhata, Rudrata and Vimana, he speaks about them
collectively : ““Therefore, so goes the opinion of the older
writers—that alamkaras constitute the chief constituents of
poetry”. Following this he deals in detail with the definition
and classification ol alamkaras, of which he treats not less
than 8z2.

1. Published in Km. 43, 1894.

2. Publicshed in Kwm. 48, 1893. Generally anly one Vaghbhata
(known also under the Prakrit namce Bahada ) is assumed :s0 by Aufrechit,
CC. I, 103, 539; II, 132; III, 1186 ctc. See, however, Bernheimer,
ZDMG, 63, 1909, 808 note 1. Sec also Zachariac, GGA 1884, 301 ff,
and Jacob, JRAS 1897. 308 f. Weber, HSS. Verz. II, 3, p. 1208,
differentiates the two Vagbhatas.

2. Published in Km. 71, 1gor. Cf. Buhler, lcmacandra,
p- 33, 1.

4. Publishcd with commentary in the Km. 33, 1893; translated by
H.J acobiinto German, ZDMG 62, 1908. Ruyyaka is the son of Rajanaka
Tilaka, author of Udbhataviveka. He was the teacher of Mankha or
Mankhuka. Ruyyaka and Mankhuka have a number of common stanzas,
but none of them refers to the other by name. In the south Indian manus-
cripts (sce Burnell, Tanjore, p.54. and Winternitz, South Indian
Manuscripts 208 ) the author of Alamhkarasarvasva is mentioned as Mankhuka.
Jacob (JRAS, 1897, 283f.) considers it possible that Ruyyaka was the au-
thor of both the satras and the commentary. See also Hari Chan da,
Kalidasa, p. 105ff. Ruyyaka is the author also of Sahrdayalila,
(published by R. Pischel, Rudrata’s Sragaratilaka und Ruyyaka’s
Sahrdayalild, Kicl :886, also in Km. Pait V, 1888, 157—160), also of
Kavyaprakasasamketa, a commentary on the Kévyaprakasa., and of many
other works.
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In the 12th century A.D., R ud ra! or Rudrabhatta wrote
Srigaratilaka,awork, which is a collection of erotic stanzas
and a manual of poetics at the same time, and in it the erotic
sentiment has been illustrated with examples. The small work
contains stanzas purely composed by the author himself, only
short superscriptions pointing as to what they are meant to scrve
as examples of. Many of the stanzas have been included in later
anthologies. Th. Aufre ch t? has beautifully translated into
German the one (I, 3) addressed to the critics—here summarily
referred to as rogues—

kayye subhepi racite khalu no khalebhyah
kascid guno bhavati yadyapi saimpratiha |
kuryam tathapi sujandrthamidam yatah ki
yukabhayena paridhanavimoksanam syat
“Thou knowest, my friend, even if thou art the most
wonderful poet,
Yet thou recceiveth neither mercy, nor favour from
the gang (of critics),
Still composeth thou for the pleasure of those who
appreciate :
Would anybody give up wearing clothes for [ear of lice 2
A work on poetics of the type of Kdvyaprakasais Ekavali?®
of Vidyadhara, ametrical work with the author’s own com-
mentary. The examples are of the writer’s own composition
and are at the same time panegyrics of Narasirhha, king of
Utkala and Kalinga. This enables us to determine to some
extent the age of the work. But, the difficulty is that there
have been eight kings of this name. In any case apparently the

1. Falscly ascribed to Rudrata (see above p. 22, note 4) by Pis-
chel in his edition of the text (see the above remark). The text has been
published also in the Km. Part III, 1r1-152. [ Rudra and Rudrata are con-
sidered identical by some scholars, but different persons by others. Kane,
HSP, p. 147 . has discussed the "question and expressed the opinion
that ““iherc are very weighty grounds for holding that the two are distinct
authors”. Cf. Bu hler, Kashmir Report p. 67), Aufrecht (ZDMG,
36, p. 376), Pischel (ZDMG 42, 1888, p. 296) on the one hand
and Jacobi WZKM 1888, II (p. 151 fl. and ZMDG 42, p. 425 ff.) and
Hari Chanda, Kilidasa p. 91 ff. on the other. “Rudratais a son of
Viamuka and is also called § atananda” (Keith. HSL, p. 384, note.) ]

2. ZDMG 25, 240. A number of stanzas have been trauslated into
German by H o e fe r, Indische Gedichte, 11, 164 ff.

3. Published with the commentary of Mallindthaby K. P. Trivedi,
BSS Nr.63,1903. Cf. Bhandarkar, Report 1887-1891, pp. (LXV)—
(LXXI). In his commentary on the works of Kilidasa, Mallinatha frequently
refers tn Flavali.



28 ORNATE POETRY

patron referred to by our author seems to have ruled between
1279-1314 A.D.

Vidyadhara belongs to the Anandavardhana’s school of poetics.
Interesting are his expositions of rasa in the third section.
Enjoyment of the sentiment, he says, is “super-natural’’(alaukika),
like the ecstasy of meditation on Brahman (brahmasvadasahodara) .
This enjoyment is such a supermundane pleasure that one does
not think of any other thing, but is completcly plunged and lost
therein.  Just it is explained, as the spectacle of even a
tragic or dreadful scene that generates pleasure only. The four
chief sentiments, the erotic, the heroic, the dreadful and
the disgustful, are explained beautifully in the following
manner:—

vikaso kusumasyeva padapasyeva vistarah |

ksobhobdheriva viksepo marutasyeva celasah |\
tatra vikasopadhikah Syngarah | vistaropadhiko virah | ksobhopadhiko
raudral | viksepopadhiko bibhatsah 1

“The erotic sentiment is like blossoming of a bud, the
heroic one is similar to that of a tree outspreading with branches,
the dreadful one is like the fury of an ocean and the disgust-
ful one is like an whirlwind. With regard to excellence (guna)
he refutes the view of Bhoja. As regards alammkaras, he substan-
tially follows Ruyyaka, but frequently quotes Bhamaha
as well.

To the age of Ekavali belongs alsothe Prataparu-
dra-yasobhtasana! of Vidyanatha. The work,
that, in short, is gencrally called Prataparudriya, treats the en-
tire sphere of poetics, including dramaturgy. Chapter one
straightway describes the characteristics of the hero and of the
heroine of the drama ; chapter two is devoted to the nature
of poetry and to its different types, and chapter three discusses
in detail the types of dramatic poetry (ripaka), especially the
nitaka. As a model for the latter, Vidyanatha has among his
works the Prataparudrakalyadna, alearned drama
in five acts, Here all the examples are composed by the writer
himself and all of them are panegyrics of the Pratiparudra of

1. Published with the commentary of Kumirasvamin, son of Malli-
nitha, by K.P. Trivedi, BSS Nr.65,1gog [and by C. Sannkara
Rama §astri, Madras, 3rd ed. 1950.]
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Hyderabad (1268-1319) *—hence the title of the work *“Orna-
ment to the Fame of Pratiparudra”. He folldws in general
Mammata, but prefers Ruyyaka in his treatment of figures

of speech.

Bhianudatta? sonof Gananatha of Mithila3, must have
writtenhis R asamafijari and Rasatarangini in theigth
century. The former consists of stanzas with explanatory prose
and describes the heroes and heroines in the drama and theepic.
The Rasatarangini, in which Rasamafijari too is mentioned, is
devoted to sentiments, emotions, etc. It is a kind of commentary
on chapters VI and VII of the Bharatiya-Natyasastra, The
work is in prose with numerous examples in verses for the
greater part refering to Krsna and Rama.

During the period 1300-1380 A.D. Vis§vaniatha
Kavirdja® wrote his Sahityadarpana® (Mirror of Com-
position ), that treats in detail of the entire range of poetics and
dramaturgy. It is heldin great esteem especially in respect of
dramaturgy. In his discussion on the nature of poetry, as against
Dhvanikara as well as against Kuntaka, Bhoja and Mammata,
he defends his view that sentiment alone is the soul of poetry.

1. The inscrptions of Pratdparudra are of the period 1298—1327 A.D.
Cf. Eggeling, Ind. Off. Cat. III, p. 338. [According to Kane,
HSP, p. 283, 1271—1309 A.D.].

[2. On the question of indentity of Bhanukara and Bhanudatta, see
Haradatta S arm a3, Annals of the BORI, Vol. 17, p. 243ff. S. K. De,
ibid, p. 297 fl. and Devasthali, NIA, Vol. VII, p. 11:ff.]

3. P. Regnaud, La Rhétorique Sanskrite, p. 371; Pischel,
GGA 1885, 769.

4. Published by Regnaud as an appendix to the work mentioned
above. [ The work has been published also in the Benares Sanskrit Series. ]

5. [He was a son of Chandrasekhara and a grcat grand’son of Nara-
yana. ] Apparently he lived under Narasirhha II. king of Orissa, between
1259 and 1306 A.D. Cf. M. Chakravarti in JASB 72, 1903,
p. 146 and N.S. 2, 1906, p. 167 note; A.B. Keith JRAS 1911,
p- 848ff. Viwanitha is the author of one Kavyaprakasadarpana and of the
poetical works Candrakalanataka, Raghavavilasa and Narasithhavijaya too.
In the Sahityadarpana, he more often cites from his drama Prabhavatiparinaya
and his Prakrit poem Kuvalayasvacarita, (175, 561). He refers to his
Prasastiratnavali, written in sixteen dialects, as an examvle of Karainbhaka,
that is a piece of poetic composition in several different dialects. [ See also
Kane, HSP. p. 285 ff. Konow (Das indische Drama p. 3) holds with
K.P.Paraband P.V. K an e that probably Vi$vanatha Kavirdja lived in
the second half of the 14th century A.D.]

6. Published by E. R6er with an English translation of J.R.
Ballantyneand PramadraDasa Mitra,Bibl. Ind. 1851—1875,
Reprinted Varanasi, 1956. Recent edition by P. V.K ane, Bombay igro.
[‘Liindi 6uia.nslation and annotation by Siligrama S$astri, Varapasi, grd.

=d. 1956.
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On the one hand he agrees with Udbhata in respect of the theory
of sentiments, on the other hand -he follows Ruyyaka in his
treatment of embellishments. In chapter six he deals
with both the types of poetry—that is to be seen and that is
to be heard. The first one generates sentiments through mimic
representation and is called rupaka, because it attains form
(rapa) through the actor. He has devoted karikas 272-556
to dr§yakavya (poetry that is to be seen).

A type of elementary book on poetics form the K u v a-
layanandakarikast of Appaya Diksita?
with the commentary of A§adhara. The work consists
of metrical lines in which alarhkaras are explained with
examples. It is, however, an enlargement of the fifth chapter
of a voluminous work on poetics, i.e., of Candraloka
or Alarhkaraniripana of Jayadeva Piyau-
savarsa’ son of Mahadeva. In respect of embellishments
Jayadeva follows Ruyyaka. Appaya seems to have written
another work named Laksanaratnavali, in which he
defines dramatic technical words like nandi, satradhara,
prastivana, plrvaranga ctc.

The last important writer on poetics 18 Jagann a-
tha Panditaraja, who wrote his Rasaganga-

1. Edited and explained with an English Tika Commentary and Trans-
lation by P.R. S~ brahmanya Sarma, Calcutta, 1g03. 'T'ranslated
into German by R.Schmidt, Berlin, 1907.

2. Appaya wrote this work according to the wish of the King Venkata
I of Pennakonda (1586-1613), see K. Hultzsch, Reports on Sanskrit
MSS. in Southern India, II, p. XII f. and Ep. Ind. 4, 271; Nilmani
Chakravarti, JASB 1907, 211. According to Krishnama-
charya 168, Appaya Diksita lived during 1554-1626 A.D. and wrote not
less than 104 learned works. He is the author also of another gvork on poc-
tics, namely Citramimarmsa (published in the Pandit, N.S. Vol. 13
and in the Km. 38, 1893 ), in which is printed alsothe Citramimaimsa
-khandana, ‘‘thc Dismemberment of Citramimarnsa” of Jagannatha.
Appaya is the author also of Vrttivarttika (published in the Pandit NS. Vol.
12 and Km. 36, 1893). [ Cf. JOR. Madias, 1V, p. 242 ff; K ane, HSP,
p- 306. On the date of Appaya given above, sce Ep. Ind. XII, p. 340.
Against this scc Y. Mahalinga Sastri (JOR, Madras, I11, p. 140ff.),
who maintains that the date of Appaya would be between 1520 A.D. and 1593
A.D. Further references in K a n e, HSP, p. g074. |

3. This Jayadeva does not scem to have written long before  Appaya.
Cf. Eggeling. Ind. Off. Cat. III, p. 332 f; Petersonmn, Subh. g7fl.
and Bhattandathasvamin, Ind. Ant. 41, 1912, 143 note. Pis-
chel HL 17f. holds that Jayadeva was much older.
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dharal! in the 17th century A.D. He refutes the theory of
the implied meaning (dhvani) and defines the notion of beauty,
even as Kant does, by saying : ‘“Beauty is that of which
the representation generates pleasure without interest”.
Again, in the 18th century a learned Brihmana D e-
va$§amkara combined panegyric and science in his one
work Alamkaramaifijasa, that deals with alamkaras
only. All the examples cited are by the writer himself and
written for the express purpose of describing the glory of Peshwa
Maidhavardo I and of his uncle Raghunathardo (between 1761

and 1768 A.D.)’2
Prosody® in India is as old as poetics. Its beginnings

go back as far as the Vedic literature. Already in the Brah-
manas we find people busy with metres, the harmony of which
seems 1o have something mystic!. A number of chapters is
devoted to prosody in the Sankyhdyanasrautasitra. The Rgveda
Pratisakhya and metrical portions of Katydyana’s Anukramanis
to the Rgveda and the Yajurveda already scientifically
treat of the Chandas (that is to say, prosody) that
is enlisted also among the six Vedangas. The most impor-
tant work of this Vedanga is the Chandassitra of
Pingala® Although this work is called a Vedanga, it

1. Published with a commentacy in Km. 15, 1889. The work was writ-
ten in 1641 A.D., the year of death of Asaf, the Supreme Commar.dei-in-chief
of Shah Jahan. Jagannatha lived also in court of Dira Shah, son of Shah
Jahan, in between 1620 and 1660 as o lyric or sententious poet. Many
unauthenticated sayings and anecdotes make him a contemporary of Em-
peror Akbar (see L.R. Vaidya in his introduction to Bhaminivilasa).
His numerous works have been enlisted in Aufrecht, CCI, 1g6 and in
Km. Part I, p. 79 note).

2. Bhandarkar, Report 1887-1891 p. (LXIII)A. Several ather works
on poetics have been mentioned in Buhler, Report 64 1. Burnel,
Tanjore p. 54{f., Bhandarkar, Report 1882-1883, p. 12f., Report 1883
1884, p. b, 17f, 155 f., 326; Pct e rs o n, Report 1V, pp VIII, X, LXVIIL
f,CVII; Eggeling Ind. Off. Cat. II1, 321fl. KeSavamisra wrote
in 1565 the Alamkaraé§ekhara (published in Km. 50, 18g3; ‘te
Nilamani Charavartiin JASB 1907, p.212). A wcrk of the 18th
century is the Rasaratnahara of Tripathi Sivarama,
published in Km. Part VI, 1890, pp. 118-142.

. Cf.Colebrooke, Misc. Essays II, 63 ., W ¢ b ¢ r, Ind. Stud.
Bd. 8; F.L. Pullé, F.Belloni-Filippie A. Ballini in SIFI
VIII. 1912; H. Jacobi, Uber die Entwicklung der indischen Mctrik in
nachvedischer Zeit, ZDMG 348, 590ff., 40, 336ff.

4. See above, I, p. 506, 157 (trans. pp. 62,180).

5. See above I, p. 245 (trns. pp. 288-89). Text with the com-
mentary Mrtasarhjivani of Haldyudha (2nd half of 10th century ) published
in Km. g1, 1908,
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touches only a very small number of Vedic metres, its major
part dealing with secular poetry. The names of his predecessors
mentioned by Pingala exhibit a Vedic character ; in any case
he is a very old writer, a thing that is indicated also by the
circumstance that he is a mythical personality and as such is
also called ‘Naga—Pingalanaga”. According to tradition
he is identical with Patafijali; Sadgurusisya calls him a ‘“‘youn-
ger brother of Panini”’, and it is probable that he is not too far
away in time from Patafijali (about 150 B.C.).

The names and number of the metres trcated by
Pingala equally prove that there existed a highly developed
secular literature before his time. Besides, the names of many
metres prove the existence of extensive love-lyrics. Names of
the metres like Kanakaprabha “‘brilliance of gold”’, Kudmala-
danti “bud-toothed”,  Caruhasini  ‘‘beautifully-smiling”,
Vasantatilaka “Spring-crested’’, and others, apparently go
to explain that originally they were employed in love lyrics, in
which beautiful wom=n were praised!. Besides them, however,
there are also metres that are named according to their form
and nature, e.g., Mandakranta ‘“‘slowly ascending”, Drutama-
dhya ““swift in the middle””, and others. Many of the names bear
resemblance to the voice or habit of animals e.g., Asvalalita
“horse-sport”’, Kokilaka “voice of the cuckoo”, Sardilavikridita
“tiger-sport”, =tc.

In Vedic prosody, metre exclusively depends upon the
number of syllables, and to a very limited extent the quality
of syllables too is taken into account. Of these mectres, the
sloka of the epics, derived from the Vedic anustubh, is of the
most frequent occurrence. Otherwise, prosody knows only the
metres in which the number of syllables as well as their quan-
tity too is strictly fixed. A large number of metres is formed
according to the number of syllables and arrangement of
metrical feet. The number of syllables in a quarter of a stanza
(pada) varies between 5 to 27, so that we have stanzas of syl-
lables numbering from 20 to 108. But theoretically there

1. 'The circumstance too speaks in support of the assumption that
originally it was in the erotic lyrics that metres were used in India, since in
this poetry the variety of metres is the greatest. Writers of epics use com-
paratively smaller number of metres. In the oldest dramas there occur
approximately twenly metres.
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exist yet a much greater number of metres, in fact, that are
met with here and there. In addition there are a number of
metres that are measured according to mora. They are found
mainly in Prakrit poems and seem to have originally belonged
to popular ballads.

Like Panini in his grammar, Pingala ‘uses algebraic ex-
pressions to indicate the feet of metres and for short and long
syllables!. A work on Prakrit prosody too is ascribed to Pin-
gala®. It is written in verses and contains a large number of
recent prosodical expressions and, therefore, must be younger
in age than his Chandahsitra.

We do not know whether the authors of the works of ornate
poetry that are before us were regulated according to Pingala
or according to some later manual®. Later than Pingala’s
Chandahsitra is chapter XV of the Bharatiya-Natyasas-
tra which deals with prosody and gives numerous examples
for individual metres. Inaddition to Pingala, Agnipuriana
(chapters 328-334) also deals with prosody in considerably
condensed memorial verses. Strangely enough, a chapter
(104) of an astrological work, named Brhatsamhita
of Varahamihira (6th century A.D.), also deals with
prosody. Here metres have been associated with planets,
and many of the verses convey two different meanings in such
a way that they define metres and describe the movements of
planets at the same time. Bhattotpala in his commentary,
by way of explanation, has referred to a metrical text, of which

1. For example, la=laghu, i.c., *‘light or short syllable; ga==gury, i.c.,
‘““heavy or long syllable”; ma for — — —; ya for U— — ; ra for — U— etc.

. 2 PrakytaPingalaSatras (textwith commentary) publish-
ed in Km. 41, 18g4. Cf. Weber, Ind. Stud. 8,202 £.; Pische!, Prikrit
Sprachen (Grundriss) p. 30f, Keit h, Catalogue of Prakrit MSS. in Bodl.
c. 48. According to Jacobi (Bhavisattakaha of Dhanavila, p. 5% ) the
Prakrta Pingala belongs to the 14th century A.D. at the earliest.

3. According to J ac o b i, Ind. Stud. 17, 442 fl., Chandoviciti, thatis
no more available, a work of Dandin, had become a standard work for
poets. P.V.Kane (Ind. Ant. 40, 1911, 177f.) has pointed out that by
Chandoviciti (Kavyadarsa I, 12) we should understand “‘prosody’’ in general
and not the title of a work, and that neither Dapdin nor Vimana had written
a work on prosody. But it must not be taken to mean that when rhetoricians
prescribe the study of prosody for poets they directly mean the work of Pin-
gala., as assumed by K a n e. A Prakrta-Pingalasiitra was published in the Bibl.

nd. 1902, too. Ratnadekhara’s Chandahkosa, a pendant to
Prik{ta-Piﬂ%al'asﬁtra has been dealt with by W. Schu b r ing ZDMG 73,
1921, p. g7ff.

Winternitz—History of Indian Literature Vol. III, 3.
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the author is mentioned by him simply as “teacher” (acarya).
Here each metre is defined by means of a stanza composed in
the same metre.

Kedirabhatta's Vrttaratnakara “Ocean
of Metres”, is a work on prosody that has had a very wide
circulation. This book deals with only non-Vedic metres and in
fact describes their 136 typzs. The work is much quoted, and the
large number of commentaries on it, both in print and in MSS.
existing in India, prove that it has been very popular here.

Another work, much quoted, is the Srutabodha of
Kalidasa% But its authorship is now and then ascribed
by scholars to Vararuci too. There are many extant
commentaries written on it. The verses defining the metres
serve also as their examples at the same time.

Ksemendra too has written a work on prosody,
the Suvrttatilaka3 thatisdivided into three sections.
Section one contains a description of the metres, for each of
which the writer has provided as example a stanza composed
by himself. Section two is on faults and merits of prosody; but
here the quoted examples are not only from the writings of the
author himself but also from elsewhere. We obtain many useful
data for a history of literature from section three, which is
devoted to reputzd poets of the past and their special fascination
for one or the other of the metresd.

Of the other works on prosody, Chandonu§asana® of
Hemacandra, Vinibhtisana of Dimodara® and

1. Published with a commentary in Bombay, NSP 1908. An English
translation of this work appeared in the Pandit, Vol. IX, 45 £, 91ff., 140 ff.
Kedarabhatta was the son of Pavyeka or Pabbeka. According to Kris he
namacharya (167) he must have written the Vrttaratnikara in the
beginning of the 15th century. Since he is very often cited by Mallinatha,
who lived in the 15th century, he must have been somewhat older.

2. Cf. Colebrooke, Misc. Ess. I, 65; H Ewald in the Zeit-
schrift fir die Kunde des Moregenlandes, Bonn 1842, IV, 57ff; Aufrecht,
CC. 1, 675; Eggeling, Ind. Off. Cat. II, 1682 ff. H. Brockhaus
has published it in his book “Uber den Druck sanskritischer Werke mit
lateinischen Buchstaben” (Leipzig, 1841). It has been printed several times
in India, also in Hacberlin g-14.

3. Published in Km., Part II, 1886, 2g-54.

4. So, for example, Pinini liked Upajati, Bharavi, the Varhdastha,
Bhavabhtti, the Sikharini, Kilidisa, the Mandikrantd, etc. On the use of
metres in Indian poets see also K ii h n a y, ZDMG. 44 1890, p. 1ff.

. Bithler, Hemacandra, p. 33, 82.
6. Published in Km. 53, 1895, Cf. Eggeling, Ind. Off. Cat. II,

p. goiff.
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Chando mafijari of Gangadasa! may be referred
to briefly.

BEGINNINGS OF ORNATE POETRY

As already suggested, we are to see the first stage of Indian
poetry in the Mahabharata and, more particularly, in the
Ramayana. Whatever, in our opinion, may be the amount of
alterations and additions made by later authors in them, it can-
not be denied that the first traces of the kavya style are to be
found in these two epics, in their earliest parts, that go back toa
date before Christ. Nevertheless, so far as the poetic materials
used are concerned, the difference between the epics, such as the
Mahabharata and the Ramayana, on the one hand, and the
poetical works of writers like Kalidasa and Amaru, on the other,
is so great that in any case we are obliged to admit a lapse of a
big interval of time between these two types of poetry.
Apparently, court ornate poetry did not on the whole originate
in the soil of the epics; it did so in that of the lyrics. Evolution
of prosody no doubt shows that the first poetic metre must have
developed in love-ballads®. Here, when the theme of the song
admitted of little alteration, the poet was obliged tc attract the
attention of his audience and to win their admiration through
external form and through artificiality of metre and of language.
Like erotics, panegyrics did not offer a less important
stimulus for artificial form. When the poets extolled in
their songs glories of the princes, in whose courts they lived,
their poems, being expressive of high admiration for the
patrons, all along were full of artifices. Consequently, it was
just natural that the court poets vied among themselves,
surpassed one another, and finally one who knew how to intro-
duce into his poems the largest number of ‘‘embellishments”
was considered to be the greatest of them. This kavya style in
due course found its way into the epics through the panegyrics.

History of court poetry would go back at least as far as
the 4th century B.C., when lived the great grammarian and
poet Panini, to whom is ascribed also the authorship of
two epics, namely Patalavijaya and Jambavati-

1. Cf.Brockhaus in the BSGW 6, 1854, 209-242; Eggeling
loc. cit. II, Nr. 1099 ff.

2. Cf. Jacohi, ZDMG 38, 615f. and above p. 32.
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vijaya, as well as of not a few verses, quoted in anthologies.
None of the two epics has come down to us, and consequently
it is not certain whether the Patalavijaya and the
Jambavdtivijaya aretwo different works or just two
titles of one and the same work. Rajasekhara in the
following verse says:—

namah paninaye tasmei yasmdad dvirabhidiha 1

adau vyakaranam kayyam anu jambavativijayam 11

“Hail to Panini, who by the grace of Rudra, first wrote

the grammar and then the poem Jambavativijaya’?. Whether
this Rijasekhara is the poet, to whom a large number of verses
are ascribed in anthologies or the dramatist Rajasekhara (end
of the gth and beginning of the 1oth century) or a different
Rijasekhara—in any case, he belongs to too late a period and
is too unreliable a testimony for establishing the identity of the
grammarian, who wrote his grammar towards the close of the
Vedic period, with a poet, whose language is hardly different
from that of Kalidasa. But it is of great significance to note that
in one of the stanzas quoted by Namisadhu (in a commentary
written in 1068 A.D. on Rudrata’s Kavyalankira) from
Panini’s Patalavijaya there are horrible solecisms, unlikely from
the pen of the grammarian®. The verses ascribed to Panini
exhibit, however, no mean artistic merit :

tanvariginam stanau drstvd Sirah kampayate yuvd 1

tayorantarasarmlagnarh drstim utpdtayanniva 11

“The youth, having seen the two breasts of beautiful

1. P.Peterson (JBRAS 17, 1889, 57ff; Subh. 54ff.) has particu-
larly set himself to the task of identification of this poet with the grammarian.
Before him already Pischel (ZDMG 39, 1885, g5ff., Gram. der Prakrit
Sprachen, p.33) proposed to place the grammarian in the 5th century A.D.,
an impossible dating, upon which he himself did not insist later (KG. 182f.).
See against thisKielhorn, NGGW 1885, 185 ff.,, R.G. Bhandarkar,
JBRAS 16, 344; D.R.Bhandarkar, Ind. Ant. 1912, 125 n. Recently
Kane (Ind. Ant. 1912, 125) has again tried to prove the identity.
T h o m as, Kavindrasamuccaya 51ff. (where is given a collection of the verses
of Panini) holds the question as still undecided. Th. Aufrecht (ZDMG
14, 581 f., 27, 46; 36, 365 fI.; 45,308 ) has collected together and translated the
stanzas ascribed to Panini. Rayamukuta, in a commentary written in 1431
A.D. on the Amarakosa ( ascribed to him) has quoted a piece of a poem from
Jambavativijaya. The poet Papini has been cited by Ruyyaka too.

2. Since this verse occurs in Subhigitamuktivali, written by Jalhana
in 1247 A.D., this Rajasekhara cannot be the Jaina wri;cr, who li\?'c&]' in the
14th century ; but he may be cither the dramatist or yet another third.

[ 3. The ungrammatical horrors mentioned by K e i t h (HSL, p. 204)
are : apafyati, grhya, narrative aorists, eic. |



BBGINNINGS OF ORNATE POETRY--PATANJALI * gy

women, shakes his head, as if he were extricating his gaze fast
stuck 'twixt them.”
ksapah ksamikrtya prasabham apahrtyambu saritdm
pratapyorviny krtsnam tarugahanamucchosya sakalam 1
kva sampratyusnamsurgata iti tadanvesanapards-
tadiddipaloka disi disi carantiva jaladah 11

“Having made the nights short, having perforce dried up
the water of the streams, having parched all earth and scorched
every thicket, where has the sun gone to’, so saying the clouds
are stalking hither and thither, as if holding lightning for a
lamp”’.

The existence in the 2nd century A. D. of secular lyrics
composed in artistic metres and in the style of the ornate court
poetry is attested to by Pataiijali, the second great grammar-
ian, in whose Mahabhasya we find a number of citations from
ornate poetryl. Tn anthologies Patafijali too is here and
there referred as the author of a number of stray stanzas®.
Pingala’s tine was really not far away from that of Patafijali®.
His manual of prosody would also prove the existence of an
erotic ornate poetry in the 2nd century.

We have nothing of the ornate court poetry written in
Sanskrit between the 2nd centuries B.C. and A.C. It seems
that during this period Prakrit poetry was cultivated in the
courts of princes. Remnants of this class of poetry have been
preserved inthe Sattasaiof Hala andinthe Brhat-
katha of Gunad hya, (which unfortunately is not pre-
served in its original version).

1. Cf. Bi hler, Die indischen Inschriften und das Alter der indis-
chen Kunstpoesie p., 72.and Kielhorn, Ind. Ant. 14,326f. H. Liiders
(Bruchstiicke buddhistischer Dramen, p. 62) belicves in the existence of the
kavya style already in the Hathigumpha Inscription of Khidravela, written
in the 2nd century A.D. (according to Smith, Early History, p. 207
in 218 A.D.). But this Prakrit inscription is preserved in such a mutilated
form that we can understand little about its™ style and language. On the
inscription, cf. Liiders, Ep. Ind. X, App. p. 16of and Charpenti-
cr, WZKM 29,1915, 208 f.). Recent researches on the Hathigumpha in-
scription by R.D. Banerjiand K.P. Jayaswa lin JBRAS 1917, 425ff;
RC. Majumdarand K. G.SankaraAiyar, Ind. Ant. 47, 1918,
223f.; 48, 1919, 187 ff; 49, 1920, 43ff. According to V. A. Smi th (JRAS
1918,543 ) ff. the date of this inscription is estimated at 170 B. C. See also
Rama Prasida Chanda, Smith and FFW.Thomas, JRAS,
1919, 395ff.; 1912, 83 f.; Ind. Ant. 48, 1919, 214 ff.

2. Cf. Peterson, JRAS 1891, 311 ff,

3. See above p. 31.
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Alsoin the Therigathas, belonging to the Buddhist

canons, we find songs and verses that show the style of ornate
poetryl. Besides, in Prakrit there is an inscription of Nasik,
written in the 1gth year of the reign of King Pulumayi of the
Andhra dynasty (154 A.D.)? showing all the characteristics
of the style of ornate prose.
1 Of the same period is the great Sanskrit inscription of
Mahaksatrapa Rudradaman, thatis a formal poem in
prosed. Long compounds and long sentences, like those requir-
ed by Dandin for prose composition, as well as the various em-
bellishments are all through found in this inscription. The style
is what has been designated by Daundin as the ‘“Vaidarbha”
style. The fact that already in the 2nd century A.D. the style
of ornate poetry was taken over to prose too and was used in
inscriptions as well probably proves that it had developed
much earlier.

Of the 2ndcentury A. D. we have the epics and the dramas
of the Buddhist poet A$§ vagh osa*, that in language and style

1. See above II, 84f,, trans. p. 106. It was long believed that in the
first century A.D. there came into existence a formal literary style in course
of development in Sanskrit literature, and that in the 6th century A.D. took
place a ““renaissance of Sanskrit literature” for the first time (see Max
Miiller, India, What it can teach us, London 1882, Indien in seiner
weltgeschichtlichen Bedeutung, Leipzig, 1884). This theory in particular
has been fully developed by G. Bii hler in Die indischen Inschriften und
das Alter der indischen Kunstpoesiec (SWA 18go). Cf. also Haraprasad
Sastri in the JASB6, 1910, 305f. R.G. Bhandarkar (A Peep into
the Early History of India, JBRAS 1900, p. 407 f., Reprint p. 52 f.) in fact
does not believe in a complete cessation of Sanskrit literature, but in its irregu-
lar development during the centuries of Buddhism and Prakrit literature from
the 1st century B.C. to the 4th century A.D. It does not appear correct to
speak  about a “Prakrit period” of Indian litcrature, as has been done by F.
L a co te, Essai sur Gupaghya et la Brhatkatha, Paris 1908, like Jacobi
Ausgewihlte Erziblungen .n Maharastri, p. XIff.), to have preceded the
classical period. Prakrit poetry is the composition of certain class of people,
apparently of several courts, certainly belonging to different sects, but our
study has not revealed any particular period of which we possess an Indian
lglerature in which Prakrit alone, and not Sanskrit as well, happened to be the
literary medium.

2. Cf.Bii hler, Die indischen Inschriften etc. p. 56ff.,,and Smith,
Early History, p. 210.

3. The inscription has been published by Kielhorn, Ep. Ind.
8, 36 fI. and is regarded by him as of 151 or 152 A.D. Biuhler (loc. cit.
P- 49) places it between 160 and 170 A.D. The inscription is found also on
a rock near Girniar. Rudradiman belonged to the so-called ‘“western
Ksatrapas”. K satrapa is a Sanskrit adaptation of Persian Khshathrapa (Greek
“‘Satrap”, as the land-lords and chieftains of the Indo-Scythian kings were
designated, who ruled over the whole of north-west and west India in the
first two centuries A.C.

4. See above 11, p. 201 fI., transl. p. 256fL.




BEGINNINGS OF ORNATE POETRY 39

belong to the ornate court poetry.” The finished form of the epics
together the perfect technique of the dramas of Asvaghosa proves
that they were composed only on some long-standing models. By
itself it appears improbable that a thoroughly Buddhist poet
should ke the first to have composed in this style. ,On the con=
trary, the possibility is that he adopted the earlier poetic style to
Buddhist themes for the simple reason that this style was com-
mon for secular poetry in his times. Asvaghosa, however, was:
not the solitary Buddhist poet. Matrceta and Arya-
§ @ r a must have been not very far away from him in timel.

It would be of importance for the history of ornate
poetry if we could be able to determine preciscly the antiquity
of the alarnkarasastra (science of rhetorics) and its relation to
the kivya style. But, unfortunately, it has to be admitted that
we are neither able to fix the time of Bharatiya-Natyasastra nor
do we know anything about the age of probably the oldest
manual on poetics of Bhimaha with some certainty. Yet, we
have hardly any reason to think that poetics developed from a
Source other than the study of some model poetical pieces of tht;:
Mahabharata or more particularly of the Rimayana. Valmiki
certainly did not yet know about a manual of poetics; but,
Asvaghosa was perhaps familiar with the theory of the alam-
karas?, Further development of poetry took place no doubt
under the influence of alarkarasastra. Bhasa and Kalidasa
definitcly knew the Natyasastra of Bharata®.

In general we have been accustomed to regard a work
of poetry that is older as less rcfined and less influenced by
the theory., But this conclusion is correct only in a limited
sense. It would be more correct to say that when a poet wri-
tes in a simple style, it is said that cither he belongs to an
older period o r that he has a superior taste. There have been

1. See above II, p. 201ff. trans. p. 269ff. The language of Sura has
been praised in one of the stanzas of the anthology Saduktikarnamrta; see
Aufrecht, ZDMG 36, 365;Peterson, Subh. 131. Other Buddhist
and Jaina texts in the kivya style belong to later centuries, so also the
Divyavadéna (see above 11, 222, 225), trans. pp. 284, 288, Candragomin’s
pocms and other Buddhist stotras (see above 11, 259, 267, trans. p. 365, 380).
For Pali works like Mahavarn$a and Jinalammkdra (see above II, 170, 179
trans. pp. 211, 223, and for stotras of Bhadrabahu and- others (see above 11,
339, trans p. 549).

2. Gf. Kane, Ind. Ant. 1912, p. 127.

3. On the relationship of Kaliddsa to Nityasastra, cf. A. Hil le-
brandt, Kalidasa, p- 107ff.



40 ORNATE POETRY--ARTHASASTRA

poets, even in later days who had sufficient taste to avoid
a very high flownkavya style!. Besides, we learn from Dandin's
poetics that there arose great local differences in respect
of the style2. In eastern India, in the courts of mighty
kings, poetry seems to have been cultivated earlier than in
the south-west. For the first time in the 4th and 5th cen-
turies A.D., when the Guptas attained sovereignty, the poet
of the west too entered into the field of poetic competition®.

Naturally, the development of court poetry on the whole
essentially depended upen the courts in which poetry found
special encouragement, and the question is not always of anti-
quity of time, but often also of place and circumstances.

It is probable that court poets and ornate court poetry
already existed during the reign of the Maurya dynasty. It is
yet doubtful as to how far the Arthasastra of Kautilya
reflects the coridition of the court of the Maurya King Candra-
gupta. The tradition ascribing the authorship of this work
to the wise minister of Candragupta agrees little with the
facts of history. In any case, the work goes back to a consi-
derably high antiquity, and it is probable that its earliest
elements reach upto the Maurya period. And it is notewor-
thy that among the large number of court employees are
mentioned also pauranikas, satas, magadhas, kusilavas ; (i.c.
chroniclers, bards, singers and dramatists), but there is not
a word about the court poet. The teacher and the taught
(acaryah vidyavantas ca) who got an honorarium of 500 to
1000 panas, according to merit, were probably only
prominent Brihmanas, whom the king wanted to honour and
not perhaps the poets who would have beencalled ‘“kavi”.
Among the names of literary works referred to in Kautilya’s
Arthasastra there is no mention of kavya anywhere.
This accords also with the fact that the inscriptions of
Asdoka are written in a plain and simple style and do not bear

I. R.G.Bhandarkar JBRAS 16, 266. In spite of the high re-
gard for finer poetry, Indians themselves have always considered the simple
epics the Mahabharata and the Ramayana as model works.

2. See above, p. 15.

3. Cf Jacobi, Ausgewihlte Erzihlungen in Mahdrastri, p. XVI f.
. 4. Arthadastra of Kautilya, ed. by R. Shama Sastri, Mysore,
1909, p. 245f.
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any trace of the ornate style. It is near about this time
that the rise of the poetical form is often suggested.

To the grd or 4th century A.D. probably belongs T a n-
trakhyayika, the oldest form of the Paficatantra.
The dramas of B h asa too must have origirated in the 4th
century A.D. With some compromise we' can characterise the
poems of Asvaghosa and those of his contemporaries, Hala’s
Sattasai (in its oldest constituent), Gunadhya’s Brhat-
katha, Tantrakhyayika and the dramas of Bhasa (in the form
they are) as belonging to the classical or early classical period
of Indian ornate poetry.

We can just guess that this classical poetry blossomed in
the courts of the later Andhra rulers, the western Ksatrapas
and the Kusana princes and their contemporaries, We are not
in a position to determine with certainty the date of any of the
works of this period.

Summing up, therefore, we can only say that the inscrip-
tional as also the literary testimony in fact enables us to place
the continuity of ornate court poetry upto the 2nd century A.D.,
its existence in the 2nd century B.C. and the beginnings of its
golden age in the 4th century A.D.

THE GOLDEN AGE OF ORNATE COURT POETRY

The ornate court poetry attained its golden age and its
highest peak first during the period of the reign of the rulers of
the Gupta dynasty. This dynasty was founded by Candra-
gupta I in 320 A. D. He was succeeded by hisson Samudr a-
gupta (about 330 or 335 A.D.), who distinguished himself
with attainments in wars which have been described in a
panegyric poem (prasasti) of his court poet, Harisena
by name, inscribed on a stone pillar at Allahabad. The ins-
cription which to all appearance belongs to 345 A.D. contains
9 stanzas and a concluding verse in high-styled prose, and
the praSasti designates itself expressly as a kavya. The
empire ruled over by Samudragupta comprised of the richest
and the most fertile regions of northern India, and was
of enormous size such as had not been seen ever since the days

1. Sec above, p. 38, note 3. and cf BhagvanialIndraji,
JRAS 18go, 639ff; L & v, JA. p. 9, tome XIX, 1go2, g5ff.
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of Asoka. The court poet praises not only the military adven-
tures of .the king, but also his poetic and musical faculties.
We, in fact, are in possession of gold coins presenting him
as playing on a harp. Harisena asserts that the epithet
“prince-poet”, ‘borne by Samudragupta, was well merited “on
account of his authorship of many poems worthy of imitation”.
Lastly he says that the king rejoiced in the company of writers
and learned men and participated in the study of the holy
scriptures?.

When this king whose influence extended from the Oxus to
beyond Ceylon died in about 375 A.D., he was succeeded by his
son Candragupta II, who assumed the title of Vik ram a-
ditya, i.e., “the sun of heroism”. The name Vikramaditya
is a highly renowned one in Indian . storics and literary
traditions. Since many of the Indian rulers assumed this title, it
is very difficult to determine asto which king is meant by them by
the Vikramaditya of the stories. We have, however, good grounds
in support of Candragupta II’s having the strongest claim for be-
ing considered identical with the traditional king ““Vikrama”,since
he too is so designated for short2. Like his father, Candragupta
IT made great acquisitions for his kingdom and like him had a
literary taste. On one coin he is mentioned as bearing the epithet
rapakrti (author of dramasj3. He ruled for nearly forty years.
The Chinese pilgrim Fahien, who visited India between 405
and 411 A.D., reports that in his kingdom there was great
prosperity and that hospitals and other charitable institutions
for the welfare of the people flourished.

1. Cf. Buihler, Die indischen Inschrifien, etc. p. 31ff.; Fleet,
Inscriptions of the Early Gupta Kings (Corpus Inscriptionum Indicarum
I1I), Calcutta 1888, p. 1ff. ; S mit n, Early Histry, 281ff, 288f., and JRAS
1897, 19ff.; A. Gawronys ki in Festschrift Windisch, p. 170ff.

2. Cf. Hoernle, JASB, Procecd. August 1891; Barth, Rev.
Crit. 1892, p. 190 n. Incase Candragupta I1 is the Vikramaditya of the
tradition, the stanza that does occur under Vikramaditya in anthologies
may have originated from him (see Pe terson, Subh, 117.f; Thomay,
105f.) But that is nowise certain.

3. Gf. Smith, Early History, p. 2g0. On the literary and poetic
advancement under the Guptas, ibid p. 303ff. R.G. Bhandarkar,
(Peep into the Early History of India), JBRAS 20, 1goo, 439f., Reprint,
p. 43f.) reminds us of the fact that the epithet “enemy of Sakas” (Sakari) of
Vikramaditya fits Candragupta II well, for he conquered Milwa in early
g/tth century A.D. and expelled the Ksatrapas from Malwa and Kuszgas from

::;ppr'a. His capital was at Ujjayini, the city of the Vikramaditya of the
tradition.
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When Candragupta II died in 413 A.D., he was succeeded
by his son, Kumariagupta I, who reigned for more than
forty years. A large number of inscriptions and coins of his
times prove that his empire was nowise smaller than
that of his predecessor. He practised as a poet, bore the
title ‘“‘poet-prince” and was a patron of poets basides.
According to one of his inscriptions he was the person
“who brought the traditional conflict between fine poetry
and wealth to an end”. Towards the close of his reign
the Huns, who from the central Asian steppes had pene-
trated into the north-western passes, flooded the whole of
northern India with their first invasion. He was succeeded in
455A.D. by hisson Skan da gup ta, who too likewise assumed
the title of Vikramaditya. Soon after he ascended the throne,
he succeeded in defeating the Huns in a decisive battle. This
victory is glorified in a pillar edict (at Bhitari in the Ghazipur
district, situated to the east of Varanasi) that is still preserved for
us. But towards 465-470 A.D. the second invasion of the Huns
again made th= country restless, and this time Skandagupta could
no more protect himself against them. They overflooded the
kingdom of Gandhara and appear to have made the Gupta
empire very weak. So, when Skandagupta died in about 480
A.D,, the glory of the Guptas came to an end. Probably the
dynasty still continued for a few generations more, but these
later Guptas had little prestige. Under the leadership of
Toramana, the Huns subdued the Gupta empire in about 500
A.D. and established their government at Malwa in central
India. In about 510 A.D. Toramina was succeeded by his son
Mihiragula. Under these two chieftains the Huns became the
virtual rulers of India. Mihiragula’s reign is said to be very
oppressive and tyrannical, and it is easy to imagine the extent
to which those barbarians were hated by the Brihmanical
Hindus. In about 528 A.D. Baladity a, king of Magadha,
and Yasodharman, a raja of central India entered into an
alliance against Mihiragula, and the two together succeeded in
rescuing the country from the oppressing foreigners. While the
Chinese pilgrim Hiuen-Tsiang ascribes the glory of defeating
the Huns to Baladitya, YaSodharaman ‘praises himself in the in-
scriptions preserved on two of his pillars of victory, saying that he
made his own the empire that the Guptas and the Huns could
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not retain. His reign, however, seems to have been short and of
no significance, as claimed in these inscriptions.

It was necessary to include here this short history of.the
Gupta dynasty, because the golden age of ornate court poetry
undoubtedly falls during the period of the reign of the Guptas.
The inscriptions of the Gupta kings, whose age extends approxi-
mately from 350 to 550 A.D., contain panegyrics (prasastis) of
different kings of the dynasty, that are more or less full-fledged
poems composed in the kdvya style. It is certain that in those
days, as these inscriptions prove, not only poets participated in
eompetitions, but even princes vied with their court poets.
Above all, to this age belongs Kalidasa, the greatest poet of
classical Sanskrit literature!.

It is significant that on account of uncertainty that pre-
vails in the literary history of India, Indians do not know how to
frame things like tales on the lifc of their most eminent poet?,
and that the opinions of Indian as well as of western scholars still
differ by centuries in spite of the fact that much, too much,
has been written on the subject®.

There is a legend that Kalidasa was in fact born as the
son of a Brahmana, lost his parents early and was brought up by
a cowherd. A vulgar and uncultured herdsman, he was
married to a princess who felt ashamed of him—till he made
himself a very wise and learned scholar through the grace
of Kili, attained through assiduous devotion and practice.

1. In the anthology Hariharavali occurs the following anonymous
verse:

purd kavindm ganandprasange kanisthikadhisthitakalidasa |

adydpi tattulyakaverabhavad andmikd sdrthavati babhgva li
“Long ago, it issaid, counting poets, they began with the little finger
for Kilidasa; even to this day the finger beside it is still called
‘anamika’, nameless, for since then none has been born to occupy a
place beside Kalidasa”.

Krsnabhatta, quoted in the same anthology (and also in Samgadhara-
paddhati, p. 4), says: “Poets were Kalidasa and others, we too are poets :
the same substance is found both in the mountain as well as in the atom.”
Hari Chand, Kiliddsa et ’art poetique, p. 119ff. shows the extent to
which Kilidasa has been considered to be the model poet by rhetoricians.

2. Winternitz says in the addenda that A. Hillebrandt’s
important work **Kalidasa®, Breslau 1921 appeared after greater portion of
this volume had already been printed.

3. The different views on the age of Kalidasa have been collectively
described by G. H u t h, Die Zeit des Kilidasa, Diss., Berlin 1890 and by
B. Liebich, Indogerm. Forschungen 31, 1912-13, p. 198#.
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Consequently, he was named Kali-ddsa “servant of Kali?,
Another tradition, that is current particularly in Ceylon, makes
Kalidasa a contemporary of the Ceylonese prince and poet
Kumaradasa, who lived in the 6th century A.D2 In the large
"number of anecdotes connected with Kailidasa, narrated
in later works like Bhojaprabandha and orally retold by
the panditas the name of Kalidasa serves the story-tellers, as
Hoernle says, simply “as a hook on which to hang their
tales’’s. These stories do not have any historical value at all.
We are able to gather from the works of Kailidasa
himself that he was a Brahmana, a devotee of the highest being
(paramitman) in the form of God Siva and an adherent of
the Vedanta Philosophyt. He was well familiar with the
scenes of the Himalayas’. The charming description of the city
of Ujjayini in the poem Meghadiita leaves perhaps no doubt
that this was his native land. The title of his drama Vikramor-
vaéflyam coatains an allusion to Vikramaditya® and this would,
therefore, hint at the fact that he lived and composed his poems
in the court of a king, who bore the title Vikramaditya. The
legends that make Kalidasa a court poet of Vikramaditya are

1. The story is narrated in many versions; see Tirdnitha’s History of
Buddhism, translated by A. Schiefner, p. 76 ff; R. Vasudeva Tullu,
Incel. Ant. 7, 1878, 115f[; M. Narasimhiengar Ind. Ant. 39, 1910,
236.

2. TW.Rhys Davidsand C. Bendall, JRAS. 1888 and
148f. and 440; W. G e i g e r, Literatur und Sprache der Singhalesen (Grun-
driss 1, 10) p. 3[.; Hu th, loc. cit. p. 51ff; H. M. Vidyabntsana, JASB 62,
1893, 212ff; I.E.Seneviratne, The life of Kilidasa, Colombo 1go1.
The Life of Kilidasa in Ceylon has been dramatised too.

2. Cf.Griersonand Hoernle, JRAS 1906, 692 f.; 699 f. The
anecdotes on Kalidasa in Ballala’s Bhojaprabandha, see in Th. Pavie, JA.
% i5; tome IV, 1854, 385-431; SM. Natesa Sastri, Ind. Ant. 18, 4off.

ales, as the panditas of Ujjain narrate even today, in Jackson, JAOS 22,
1901, 331 f.

4. Cf.Ch. Harris, An Investigation on some of Kilidisa's Views,
Evansille, Indiana 1884; M.T. Narasimhiengar, Kilidisa’s Reli-
gion a?d Philesophy, Ind. Ant. 39, 1910, 236 ff., Krishnamachazt-
ya 73t

5. Cf. Bhau DA4ji in Nandargikar’s Introduction to his edition
of Raghuvamia p. 35f. -

6. According to Shankar P. Pandit (Raghuvarhda—edition)
Preface, p. 31 fT). the title directly means ‘“the drama of Urvaii, dedicated to
or written under the patronage of Vikrama”. But once the title has been
correctly explained as ‘“the drama of Urvadl, found through heroism”, it
would not be impassible to interpret it as an allusion to King Vikrama, i.e,.
Vikraméditya, as also intended.
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in accord with it; particularly the legend according to which
Kailidasa was one of the nine jewels living in the court of the
legendary king of Ujjayini. In one of the verses, which is
still current, itis said that there lived in the court of the king
Vikrama nine jewels, learned men and poets—Dhanvantari,
Ksapanaka, Amarasiraha, Sanku, Vetilabhatta, Ghatakarpara,
Kalidasa, Varahamihira and Vararuci. However, firstly this
verse occurs in a work that is of a very late date and is little
trust-worthy!. Further, Vardhamihira, the astronomer, evidently
lived in the first half of the 6th century A.D., when no king of
this name is known to have borne the title of Vikramaditya.
Besides, Kalidasa was older than Varahamihira from the point of
his style and astronomical ideas. Likewise Dhanvantari, the
writer of a medical glossary, is older than Amarasimha, who
evidently has utilized Kalidasa in his dictionary2. The age of the
lexicographer Ksapanaka, the poet Ghatakarpara and the gram-
marian Vararuci is not settled, whilst the names Vetalabhatta and
Sanku are otherwise little known. On the whole it is striking
that of the names of the nine jewels only Kalidasa, Amarasimha,
Varihamihira and Vararuci are in fact famous. It seems that
the only object of this verse is to extol the fame of some
Vikramaditya, and for this poets and scholars of different ages
have been wrongly mentioned together as living under his rule.
This ostensible tradition, which has often been criticised, there-
fore, proves nothing. It may just mean that Kalidasa lived in
the court of a king, who called himself Vikramaditya.

Now, we know that the Gupta princes Candragupta II and
Skandagupta are seen bearing the epithet Vikramaditya
in their coins. We have also seen that the earlier Gupta rulers

1. In this work the authorship of Jyotirvidabhatana, a baok on astrology,
which must have been written in the 16th century A.D., is wrongly ascribed
to Kalidasa. See A. We ber, ZDMG 22, 1868, 708ff. A mention of the nine-
jewels is claimed to have already been found in an inscription discovered from
Buddhagaya. However, the inscription is now lost and is known only from a
very doubtful copy of W ilm ot and from its translation by Ch. Wilkins
(As. Res. 1, 1806, 284fI.). Wilmot seems to have been a victim of forgery. Cf,
A. Holtzmann, Uber den griechischen Ursprung des indischen
Tierkr.ises, Karlsruhe, 1841, p. 18f, 27ff; Biihl er, loc.cit. p. 78f;
Zachariae, Die indischen Wlrterbucher, p. 18f; Fleet, Int. Ant.
39, 1901, 3t

2. Jacobi, ZDMG 30, 1876, 304f.

8. Zachariae, loc cit p. 6 and Beitrige zur indischen Lexiko-
graphie (Berlin 1883), p. 37.
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have had poetic, literary and scientific inclinations. In addition,
certain other conditions also present themselves making it pro-
bable that Candragupta II was the Vikramiaditya under whom
Kalidasa lived. His capital was at Ujjayini, with which we are
already acquainted as the native land of Kalidasa. It is not
wrong to assume, therefore, that in the epic Raghuvarhfa diverse
references to Candragupta II have been made!. In the same
epic Kalidasa calls the poet of the Ramayana a mythical sage of
a former age, who lived in another yuga, i.e. in a distant period
of human history. Wherefrom it follows that between Valmiki
and Kailidasa centuries must have elapsed. Further it was
long ago proved by J a c o b i? that certain astrological state-
ments that occur in the epics of Kalidasa disclose his knowledge
of Greek astrology and that the material from Greek astrology,
as found in the works of Indian astrologers, reached India in
the middle of the 4thcentury A.D. through Firmicus Maternus.
Buhler has shown how Vatsabhatti, the author of an
inscription dated 473 A.D., found in a temple of the sun at
Mandasor, otherwise an absolutely insignificant versifier, made
it his business to vie with the great poet, imitating not only his
style, but also taking many verses from Kalidasa for modelling
his own thereafter. If this be correct, it must be admitted that
Kalidasa, already in 473 A.D., had become an eminent poet.
Consequently the age of Kalidasa is limited approximately
between 350 and 472 A.D, the reign of Candragupta II extend-
ing circa 375-413 A.D3.

There are some scholars, who have come forward with

. 1. T.Bloch, ZDMG 62, 1908, 671ff. The objections against Bloch
raised by F.W. T hom as, JRAS 1909, 740ff., do not appear sound. How-
ever, 1t can never be strictly proved whether or not the poet had actually
meant the respective allusions. That Kailidasa lived during the time of
Candragupta II has been admitted also by Bhandarkar (Peepinto the
Early History of India, JBRAS 1900, 440 f., Reprint 44f ); AB. Keith,
(JRAS 1909, 433f1.), Pischel (KGz2o1)and Rapson (ERE 1V, 885).

2. Monatsbherichte der Berliner Akademie der Wissenschaften 1873,
p- 554ff. and ZDMG 30, 1876, 302ff.

3. S. K. De.,, HSL.p. 125 is of the opinion “......it would not be
altogether unjustifiable to place him roughly at 400 A. D. Itis not un-
important to know that Kalidasa shared the glorious and varied living and
learning of a great time; but he might not have done this, and yet be the
foremost poct of Sanskrit Literature. That he had wide acquaintance with
the life and scences of many paris of India, but had a partiality for
Ujjayini, may be granted; but it would perhaps be hazardous, and even

unnecessary to connect him with any geographical setting or historical
environment™. ]
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the statement that Kilidasa lived under Kumiragupta towards
the end of the 5th century A.D!. And since we know nothing
at all about the life of Kilidasa, and little about his age in spite
of everything, itis p ossible that he might have begun his
literary activity sometime during the reign of Candragupta II,
continuing it during period of the reigns of Kumaragupta and
Skandagupta®. He would then have lived approximately from
390 to 460 A.D. However, it too is equally possible that he lived
carlier (approximately from 350 to 420 A.D.). So, all that we
know as certain is just that the fame of Kalidasa was well
established in the first half of the 7th century A.D., when he was
praised highly by the famous author Bana and also in an inscrip-
tion dated 634 A.D. he is mentioned as a famous poet?. For these
reasons, the opiniond, that had general currency earlier and is
still entertained by some researchers that Kalidasa lived some-
time in the 6th century A.D. does not seem at all probable.
The age of Kalidasa is controversial and there is no unani-
mity even as to the works that are ascribed to him. The number
of works ascribed to on e Kalidasa is very large, but they are

1. Ibid. p. 18 f., 24f. Cf. Ki el horn, NGGW 1890, 25:ff.

2. These scholars (MonmohunChakravarti, JRAS 1go3, 183ff.;
1904, 158ff.; B. C. Ma zumdar, JRAS 1909, 73!ff. ; B. Liebich,
Indogerman. Forschungen 31, 200), depend mainly upon the description
of Raghu’s victory-march (digtjjaya) in the 4th canto of Raghuvarhda.
Bii hler (Die indischen Intchriften etc. p. 82) has already warned against
any far-fetched decision on the basis of these stereotyped descriptions.
(Cf. also K.B. Path ak, Ind. Ant. 41, 1912, 265 fI.). The latest researches
of A.G awronski (The Digvijaya of Raghu and some connected problems
in Roznik Oryentalistyczny, Poinisches Archiv fiir Orientalistik, Krakau
1914-1915) too prove that Kalidasa came to the court of Kumiragupta and
became the famous court poet under Skandagupta but these are not
convincing.

3. So E. Wi ndisch, Geschichte der Sansktit Philologic (Grun-
driss, 1, 1 B), p. 175. note 2.

4. On this inscxgption from the Megati-temple of Aihole, cf Fleet,
Ind. Ant. 8, 1879, 237ff., and Kielhorn, Ep. Ind. 6, 1-12. Kielhorn
(Ind. Ant. 20, 1891, p. 190) has shown that it is probable that the authors of
the prasastis in the inscriptions of the 6th century A. D and also that of
another inscription of Kambodia of the early 7th century A.D. were familiar
with the Raghuvarhia.

5. AFR.Hoernle (JRAS 1gog, 89 fI.; Ind. Ant. 41, 1912, 156)
has particularly set up an amusing hypothetical structure with the intention to
prove that Yajodharman, who defeated the Huns or had contributed to their
defeat (see above, p. 43), was the Vikramaditya of the tradition, under
whom lived Kilidasa although Yasodharman is seen nowhere to have
assumed the title of Virkramaditya.
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certainly not the output of the great poet!. Indisputably belong-
ing to the poet are the epics Kumarasarnbhava and Raghuvamsa,
the dramas Sakuntald and Vikramorvasiya and the lyric Megha-
diita and most probably also the drama Malavikagnimitra and
perhaps the garland of songs Rtusarhhara too.

As in the case of Kilidasa, so also in the case of most
other poets of fame, their age can hardly be determined with
certainty. Truly speaking we can directly say : the more
famous the name of a poet in Indian literature, the more
uncertain his date. There have been many poets, who were
once famous, but we know nothing at all about them except
their names. Thus for example, Kalidasa has mentioned the
name of the famous poet Saumilla by the side of Bhasa
among his predecessors; and in anthologies Ramila too is
mentioned, in addition to Saumilla {or Somila), beside Bhasa. A
work entitled Sidrakakatha, (probably a novel, that deals with
the story of king Siidraka), that we do not now possess, is
ascribed to both these poets!. Naturally we do not know whether
both of them were senior .cont:mporaries of Kalidasa or if
along with Bhasa they too are to be assigned to the pre-classical
period.

During the time of Vikramaditya, if the word refers to
Candragupta II, also contemporaneously with Kalidasa, must
have been Maitrgupta raling in Kashmir. This Matrgupta was
hiruself a great poet and a patron cfthe great epic poet Mentha

1. A list of the works that go under the name of Kalidasa has been
given by M. Sashagiri Sastriin the Ind. Ant. I, 1872, 340 ff. Cf.
Aufrecht CCI, 99. The stanzas that are ascribed to Kalidasa in an-
thologies have been collected together by Th Aufrecht, ZDMG 39,
1885, 306 fl.; cf. Thomas 30ff. The queition of the date of Kalidisa as
well as that of the aathorship of the works ascribed to him is consequently
rendered more difficu t by the fact that many poets of later times assumed
the name “modern Kilidasa” (Navakalidasa., Abhinavakalidasa, see A u f-
recht, GCI, 24, 280). Amiong the pagpditas the opinwon current is that
there have been three Kalidasas, of whom oune is believed to have lived under
Vikrami litya, another under Bhoja and the third under Emperor Akbar (Cf.
Weber, ZDMG 22, 713; 27,175, 182; Pete rson, Subh. 18 ff). The
compiler of Hariharavali calls himself Akbariya Kilidasa (s*¢ Krishn a-
macharyai26) [ Yudhisthira Mimamsaka, Sam kria Vyikarana ki
itihasa Part I p. 26, depends on Réajakavivarnana 24, 26 when he states that
the real name of the author of Raghuvarhia was Harisena, who too
came to be known as Kalidasa. ]

2. Cf. K on ow in Festschrift Kuhn 106f.; Peterson, Subh. rogf.

Minteraitz, History of Indian Literature, Vol. III, 4.
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(or Bhartrmentha, also called Hastipaka)!. A later Kashmirian
poet compares the style of Mentha with that of Subandhu, Bana
and Bharavi?. Rajasekhara says that Valmiki; himself appeared
on the earth In the form of Mentha : and Kalhana reports that
Matrgupta was so much impressed with Mentha’s Hayagriva-
vad h a (no more available) that he placed a golden key under
it, so that the brilliance of the book might not fade.

~ About Amaru, the most famous Indian lyric poet, we
can only guess that in matter of time he may not be regarded
as long separated from Kalidasa. The dates of the dramatists
Sidraka and Vi§akhadatta are quite indefinite. We
can hardly say anything about the famous epic pocts Bhatti
and Bharavi orabout Bhartrhari, the most distinguish-
ed gnomic poct, except that each of them had already become

famous before 6z0 A.D.3.
With Varahamihira, the astronomer and poet, we

come to a definite date for the first time. He died in 587 A.D.
In the second half of the 6th century, there ruled in Kashmir
the King Pravarasena II4 the poet or patron of the
author of the Prakrt epic Setubandha. About the talented
story-teller and master of literary prosc Dandin® as about

1. Raijatarangini g, 125 fI., 260ff. Verses of Mitrgupta kave been
cited by Kalhapna (Rajatar. 3, 181), in Ksemendra's Aucityalamkara
(Peterson, JBRAS 16, 16y9; 176) and in anthologics. On his commentary
on the Nityasastra sce above p. 10, People have wrongly tried to identify
Maitrgupta with Kalidasa. Verses of Mentha are preserved in anthologics.
Cf. Aufrecht, ZDMG 27, 51;36, 368; Petcrsan, Subh.g2ff,
1nyf.; Buhler, Report 42; Stein, Rajatarangini, trans. 1, p. 83f.

2. Mankha in Srikanthacarita 2, 53; [sec S. K. De HSL, p 322.]

3. Bhatti says tow ards the end of his epic that he lived under Sridhara-
sena of Valabhi. But there have been four rulers of this name, who ruled
between 495 and 641 A.D. We are not in a pasition to determine as to which
of them is meant by Bhatti. Cf. Duff, p. 308,and Hultzsch, ZDMG
72, 1918, 145ff. Bhiaravi is mentioned in the Aihole Inscription (se¢ above
p. 48, note 2) as a famous poet. Bhartrhari has been mentioned by I-tsing
in about 650 A.D. [ Cf. also Yudhisthira Mimarmsaka, SVI, p. 258.]

4. Cf. M.A. S tein, Rajatarangini, trans. Vol. I, pp. 66, 84f.

5. See abave, p. 13, note 1. According to a verse quoted in antho-
logies there were three well-known works of Dandin (see Aufrecht,
ZDMG 27, 34). We know, however, only the work on poetics, the
Kavyadarsa and the novel Dasakumairacarita. K. B. Pathak, JBRAS
20, 1898, 39) concludes from Kavyad. 3, 114 that Dandin had written it
before 608 A.D. On the contrary, R. Narasimhachar (Ind. Ant.
41, 1912, goff. ), though he would like to identify Rdjavarman, mentioned in
Kavyad. 2, 279 with Rijasimhavarman and the latter again with Narasirmha-
varman II of Kaiici, concludes that Dandin lived at the end of the 7th
century A.D. According to Hari Ch an d, Kalidasa, p. 8of. he knew the
work of Bana and should-be placed in the first half of the 7th century A.D.
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the second great proée writer  Subandhu?!, we can
just guess that they belonged to the beginning of the 7th cen-
tury A.D.

We enter for the first time into strictly firm historical region
with the dramatist and king Har s ad e v a or Harsavardhana?
of Thanesar and Kanauj, who ruled from 606 to 647 A.D. We
know much more about his life and work than about those of
any other ruler of India, on the evidence not only of inscriptions
and coins, but also of the historical romance Harsacarita, in
which B 4 n a has described the life of his patron and friend,
and again nowise less definitely than the account of the
Chinese pilgrim Hiuen T san g, who travelled in India bet-
ween 630 and 644 A.D., lived for a sufficiently long time in the
court of Harsadeva and received much honour from the king?.
We learn from his 1nscriptions that he did possess high literary
inclinations and that he was not only a patron of poets and
writers, but was himself a poett. Consequently we have no ground
to disbelieve the Indian tradition and the Chinese chronicles
that remember him as the author of many dramas and of Buddhist
hymns. After a thirty-seven years’ reign of bloody and successful
wars, he devoted the rest of his life to peaceful government of his
great kingdom, that extended over almost the whole of northerrn
India, promoting and encouraging literature and science,
cstablishing monasteries and charitable institutions and doing

1. Subandhu has been referred to by Bana, and hence he could not be
of an age, later than the 7th century A.D. Accordingto Telang (JBRAS-
18, 1891, 147ff.) he lived at the end of the 6th and in the beginning of the 7th
century A.D., a point supported also by the great similarity of his style with
that of Bana. Haraprasad Sastri (JASB1, 1905, 253 fT) would, on
the basis of an ingenious but perhaps risky hypothesis, like to place himin the
beginning of the 5th century A.D. From verse No. 10 of Vasavadatts, where
Subandhu complains that with the death of Vikramaditya poctry fell int
decay, it mght be concluded that Subandhu wrotein a period when,
Vikramaditya had already become a traditional patron of poets, and probably
that nearly 150 years after the death of Chandragupta II Vikramaditya he
was alive. Cf. D.R. Bhandarkar, Ind. Ant 41, 1912, p. 1. For a

different opinion Hoernle, JRAS 1909, 138 ff., and Scavan
datta, Introd. p. 8 ff. > J 909, 138 1., and Gray, Vasava

2. For short commonly called Harga or Sriharga toc. He b th
epithet Silidi'tya ‘‘sun of virt.ue”. Biana (Harsacarita, introductoryor\fcrsez
18f.) calls him also Adhyardja (rich king); see Pischel, NGGW 1901
part 4; Thom as JRAS 1903, 830. ’

3. On Harjadeva, see Smith, Early History, pp. 335-356.
B hler, Ep. Ind. 1, 71 (An Inscription dated 632 A.D.). I-tsing

l(i?:r.::ﬁt?y Takakusu, p. 163) too mentions that Siladitya was a lover of
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his best for the good administration of his empire. Towards
the end of his life he manifested a strong inclination for
Buddhism, which he, particularly under the influence of
Chinese schclar Hiuen-Tsang, came to patronize more and
more. During the age of Harsadeva Buddhism, of course, spread
yet further in northern India, although Brahmanical and
puranic cults flourished beside it among the masses. It
is noteworthy that the grand’father of the king was a devout
worshipper of Siva, his father, an equally devout worshipper
of the sun, and his elder brother and his sister, followers of Bud-
dhism, while he himse!f showed equal devotion to Siva, the sun
and the Buddha through construction of temples and sanctuaries!.
This attitude of Harsadeva towards differcnt religious currents
of his time, as we have alrcady secn, has found expression also
in his poems. He appears to have lived as a poet composing
Buddhist hymns towards the last days of his life.

To Harsadeva’s circle belongs also the lyrist M ay G ra,
who according to an uncertain trad®. u.1 was probably the father-
in-law or brother-in-law of the fumous court poct B a n a%

M a g h a, the author of SiSupalavadha, must have lived,
in the second half of the 7th century A.D., since his grand’-
father Suprabhadcva was the first minister of a king Varmalita,
( mentioned in an inscription of the year 625 A. D. }® His

1. Hiuen-Tsang reports also about a great conference held at Pra-
yaga, in which were discussed the statues of Buddha on the first day, those of
the sun-god on the second day and Siva’s on the third day. On the
fourth day alms were distributed by the king among 20,000 Buddhist monks;
but on the following day the Brahmanas and holy men of other sects were
likewise honoured with costly presents. On Harsadeva as a writer of Buddhist
hymns see Appendix to 1I, 267, transl. p. 377.

2. G.P. Quackenbos has made a dctailed study about Maya-
ra in ““The Sanskrit Poems of Mayiira, edited with Translation, Notes and
an Introduction etc.” New York 1917 (CUIS g).

3. Cf. F. Kielhorn, NGGW 1906, 143ff; JRAS 1908, 490ff.
Srimila is situated close to Mount Abi, which, according to the inscription,
belonged to the cmpirc of Varmalata. D. R Bhandarkar (Ep.
Ind. 9, 187 fI) seeks to prove that Magha lived sometime in the beginning
of the 8th century A.D. as a contemporary of Jinendrabuddhi Klatt
(WZKM 4, 1890, 61fl.) regards Magha, on the basis of the anecdote
narrated in the Jaina Prabhiavakacarita (sce above II, 335, transl. p. 519),
a contemporary of the poct Siddha (906 A.D.). But Jacobi (WZKM
4, 236fF.) has shown that Magha was certainly quoted and imitated in the
qth century A.D. The anecdote is just one of the many examples showing
how the Jainas draw all famous men into their stories. [ On Magha, see also
D.C. Bhattacharya, Ind. Ant. 46, 1917, and 191 f. The lower terminus to
the date of Magha is furnished by the quotation from his poem by Vamana

and Anandavardhana.] -
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homeland was Srimala in Gujarat. According 1o the statements
of the poet himself and anecdotes recorded by the Jainas! he was
a son of a wealthy man and lived independently on his own.

The first ruler of Kanauja, about whom we hear after
the death of Harsadeva (647 A.D.),is Ya§ovarman,
who sent an envoy to China in the year 731 A.D., and nine or
ten years later was deprived of his throne by Lalitaditya Muk-
tapida of Kashmir?, He was a patron of letters, and is him-
self known as the writer of a drama Ramabhyudaya, and
verses are ascribed to him in anthologies®. In his court lived
the famous dramatist Bhavabhati and the Prakrit poet
Vakpatiraja of the famous Gaiidavaha, a disciple of
Bhavabhiti according to his own admissiont. Bhatta-
Narayana, the dramatist could not have been much
younger, as he is already cited by Vimana.5

With Bhavabhiti the golden age or the classical
period of Indian poetry may be considered to have come
to an end.

The Most Important Poets of the Later Centuries

Rajanaka Ratnakara, the writer of Haravijaya,
Vakroktipaficasika and a large number of verses ascribed
to him in anthologies, lived under the Kashmirian kings

1. 'T'he anecdote, nartated in Merutunga’s Prabandhacintamani
(trans. by Tawney, p. 48ff.) and in Ballala’s Bhojaprabandha. that makes
him a contemporary of king Bhoja, is however, unhistorical like many
oth¢, anecdotes narrated in such  works.

2. Cf. Smith, Early History, 378.
3. Peterson, Subh. 95f; Thomas 75f.

. Rajatarangini 4, 144; Gaudavaha 7q9g; cf. Shankar P. Pand t,
Gaudavaha, Intiod. p LXIV. According to Subhisitdvali, he was a son
ot Harsadeva, and, according to Yasastilaka, he was thrown nto prison by
Yadovarman and there he composed the poem; sec Y e t ¢ rs o n, Subh. 115.

5. Venisarhhara 5, 152 cited in Kavyalamkaravrtti 4, 3, 28. Accord-
ing to tradition Bhatta-Nariyana was one of the Kanauj Brihmana’s
invited to come to Bengal by Adidiira, thus perpetuating a Kulina-Brahmanas
strain in that region. With this accords well the statement that Bhatta
Nardyana lived in the 8th century A.D. [Cf. SM. T agorc, Venisamhara
Nataka, preface and Krishanamacharya g5, 161, Konow,
Das indische Drama, p. 77, does not come to a definite conclusion regarding
the age of Bhatta-Narayana, but believes that there is nothing that might
stand against the hypothesis that he lived in the second half of the seventh
century, A D. ]
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Cippatajayapida (826-838 A.D.) and Avantivarman (855-883
A.D.)L

At the end of the gth century and the beginning of the 1oth
century A.D., under the patronage of Mahendrapiala and
Mabhipala of Kanauj, there lived the dramatist Rajas§ekhara?,
who calls himself the teacher of Mahendrapala and a contem-
porary of Krsnasankaravarman. Verses of Rajasekhara are
‘frequently quoted in anthologies of which a large number written
on different poets is particularly important for history of litera-
ture, and these stanzas have perhaps been taken from a work
on poetics ascribed to him?3.

In the 11th century A.D., the city of Dhara in Malava
played a great role in literature. Here ruled King Muiija
(974-995 A.D.)*%, who was a great patron of poets, a lover of
literature, and a poet himself. He was succeeded by his younger
brother Sindhuraja Navasihasinka. We know Padm a-
gupta, the author of Navasihasankacarita, as the court
poet of both. Much more famous as a lover of poets is
Bhoja (1018-1060° A.D.)’, nephew of Muiija. There

1. His verses have been translated by Aufrecht, ZDMG 36,
g372ff Cf. Peterson, Subh g6ff; Jacobi WZKM 2, 212ff.; 5, 25 fI.;
Raijatarangini 5, 34; V S. A p te, Réjasckhara, His Life and Writings, Poona
1886, p. 16f.; Bu hl er, Report 42ff. and St ein Réajatarangini, Trans.
Vol. 1, p. g5f.

2. Cf.Fleet, Ind. Ant. 16, 175ff.; Kielhorn, Ep. Ind. 1,
1889, 171;Bhattanathasvamin (Ind. Ant. 41, 1912, 143) places
him between 884 and 959 A.D. From an inscription we learn that he was
a distinguished poet of the 11th century A D., sce Ki el horn, Ep. Ind.1,
1,253f. According to Hul tzsch (Ind. Ant. 34, 1905, 177ff.) Réjasekhara
was not a Brahmana, but a Ksatriya and the teacher of Mahendrapala only
in fine arts. Mahendrapala ruled from 899 to go7 A.D, sce D.R. Bhan-
darkar, Ep. Ind. 9,27. V.S Apte, loc cit. deals in detail about R dja-
Sekhara; Sten K o n o w, Karpiiramafijari ed., p. 173ff.; Thom as, 8off.
Rijasekhara has been quoted in the commentary on DasSariipa, in the Saras-
vatikanthdbharana of Bhoja, by Ruyyaka, Ksemendra and Abhinavagupta
and in the Yasastilaka of Somadeva.

See, however, above, p. 36, note 2. A collection of these verses is
found in the introduction to the printed edition of Karpuramaiijari in Km.
4 Cf. Peterson, Subh. 101; Karpiramafijati ed. p. 196f;
Zachariae GGA 1887, p. 89 A.

4 Vakpati II, Utpalardja Amoghavarsa, Prthvivallabha and Srival-
labha too were his names. Cf. Sm it h, Early History 395. Perhaps many
of the verses ascribed to ““Vakpati’’ in anthologies belong to this king; sce
Thomas 103,

5. Soalso Smith, Early History, 395f. Cf. Buhl er, Ep. Ind. 1,
222ff. Vikramaakadevacarita, Introd. p. 23, and Stein, Rajatarngini
Transl., Note on 7, 190-193. The inscriptions of Bhoja are dated torg and
1021; see D.R. Bhandarkar, Ind, Ant. 1912, 201. For a list of works
ascribed to him see Aufrecht, CC I, 418; II, g5.
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are a number of tales and anecdotes told about his love for litera-
ture and his generosity towards poets and learned men, very like
the tales about Vikramaditya. There are many scholarly works
(on poetics, medicine etc.) and poems that are ascribed
to him!. Many of his stanzas are included in anthologies. It
is remarkable that we do not till now know of any important
poet by name to have in fact lived in his court.

In the 11th and 12th centuries Kashmir became a promi-
nent seat of literature and science. In about 1070-1090 A.D. here
lived the poet Bilh an a, son of Jyesthakalasa, who won
equal fame as a writer of lyrical, epic and dramatic poems.
He left Kashmir during the reign of Kalasa (1¢64-1088 A.D.),
probably in 1065, visited different courts in India, and
finally became a court poet of King Vikramaditya VI of the
western Calukya dynasty, for, whom he wrote the Vikraman-
kadevacarita? at a time when Harsa of Kashmir was still a
prince (between 1081 and 1089 A.D.).

In Kashmir there lived also the prolific writer K s e-
mendra3 who has enriched almost all branches of literature.
He wrote epics and dramas, abridged the Mahabharata and
the Ramayana, rendered the Kadambari and Brhatkatha into
verses, composed religious poems and didactic stanzas, wrote
works on poctics, prosody and politics, and-did not spare even
obscene topics. Some of his books are dated 1037, 1050, 1052
and 1066. In his earlier ycars he was an ardent devotee of
Siva, but later got converted to Vaisnavism and followed the
dictates of the Bhagavata with ardour. Although he was not a
Buddhist, yet he had a heart, large enough, to adopt Buddhist
legends for his subjects.

A little junior to Ksemendra, between 1063 and

1. Cf. Aufrecht, ZDMG 27, 67ff,, Thomas 63ff

2. Cf. Rijatar. 7, 938; Peterson, Scbh. 66fl. Pischel KG
208; Duff 128; Bithle1, Vikramankadevacarita, Introd. p. 20ff.; and
Fleet, Ind. Ant. 20, 1iff. g3f., 266ff., 280f. ( on the Chronology of
Calukyas ).

3. On him, cf. Biihler, Report 45 fl.; Petrrson, Report
1882-1883, p. 46f.; JBRAS, Vol. 16, Extra number p. 4ff.; Subh. 26ff.,
Le&vi, JA 1885, 5. 8, vol. VI, 397 f., and Stein Rajatarangini Trans.
I1, p. 375f. Two epics Muktavali and Lavanyavati, the drama Citrabharata
and a chronicle Rajavali ( severely criticised for untrustworthiness by Kalhana
Raijatar. 1, 13) are no more available.
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1081 AD,, Somadeval, the master story-teller wrote his
famous K athasaritsagara “The Ocean of Streams of
Stories”. Then came the poet Mankha, under King
Jayasimha (1128-1149 A.D.) of Kashmir, who wrote an epic
Srikanthacarita®. Again, about 1148 AD. Kalhan a, the
greatest, nay, the only great historian that India has produced,
wrote his famous chronicle of Kashmjr—the Rajatarangini.

The court of King Laksmanasena of Bengal3,
who came to the throne in 1119 A.D., too developed into a
centre of poetry and learning. In his court lived Um 4 p a-
tidhara* Dhoi’, Govardhana, and above all
Jaydeva,the most famous poet of the Gitagovinda-
fame.

In the court of Kings Vijayacandra and Jayacandra of
Kanauj, in the second half of the 12th century A.D., there lived
probably Sriharsa, the authorof Naisadhacarita®.

Here only the most prominent names have been enume-
rated. It will be shown, however, in the chapters, following,
dealing with the different classes of poetry, that beside these
numerous others continued writing even later than the 12th

1. Somadeva wrote his work for the purpose of diverting the mind of
Queen Siiryamati, who burnt herself with her husband Ananta, who committed
suicide in 1081 AD: scc Buhler, Ueber das Zeitalter des kasmirischen
Dichters Somadeva, Wien 1885 (SWA ).

2. Buhler, Report s5off.

3. Cf. R. Pischel, Die Hofdichter des Laksmanasena (AGGW
39, 1893 and M. Chakravarti, JASBN. S. 2, 1906, 157f. [ Accord-
ingto D.D. Bhattacharya, Laksmanascna was born in 11 19 A.D.
and reigned approximately from 1170 to 1200 AD.]

4. Umapati or Umipatidhara wrote one Candraciidacarita, that is no
more available. Numerous verses compascd by him are found in antho-
logics; see Aufrecht, ZDMG. 40. 1886, 142f. Probably he is also the
author of a poetical inscription of Vijayasena, the grand’father of Laksmana-
sena; see Kielhorn, Ep. Ind. 1, g05fl.

. Dhoi (or Dhoyi or Dhoyika, with the title Kavirdja) has been
treated by M. Chakravarti, JASB, N.S. 2, 1906, 15f.

6. That the name of the poet is Sriharsa and not Harsais
proved by the fact that in the colophons to tke cantos of Naisadhacarita he
calls himself “Sriharsa”. At the same place he gives the names of his father
and mother as Hira and Mamalladevi and enumerates the titles of many of
his written works, of which the philosophical Khandana-khanda-khadya alone
is extant. Bii hler (JBRAS 10, 1871, 31ff., 1874, 279ff.) on the basis of
statements in Rajadckhara’s Prabandhakoéa has determined his age.
K.T. Telang (Ind. Ant. 2, 71 ff; 3, 8iff.) and Rama Prasiada
Chanda (Ind. Ant. 42, 1913, 83 f., 286f. ) doubt its credibility and like to
place the poet in gth or 10th century AD. Cf. D.R. Bhandarkar, ibid
P.83n; Pete1son, Subh. 136f. and Krishnamacharya gff
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century, right down to the modern times, with more or less
recognition.

The Ornate Court Epic

The ornate court epic of the classical and post-classical
periods derives its materials mostly from tales about old gods and
heroes, as they are narrated in the two popular epics and in the
puranas. Thus, for example, Kalidasa inhis epic Raghuvams$a
retells the story of Rama, whilst for the plot of his Kumara-
sambhava he depends on the puranic myths?.

Of these two epics in all probability Kumara-
sam bhava? “The Birth of Kumara”, is older. Kumara is
the name of the war-god Skanda, who, according to mythology,
was procreated by Lord Siva for the purpose of commandeering
gods in their war against the demons. Cantos I-VIII how-
ever just describe how Uma, the daughter of the Himalaya
(hence commonly called Parvati ‘‘daughter of the mountain®),
won the affection of the terribly stern ascetic god Siva, practis-
ing severe penance, merely through sheer power of her youthful
besauty and succeeded in getting him as her husband.

At Indra’s behest Kama, the god of love, tries to disturb
Siva in his severe penance. Inco-operation of his friend
Vasanta (the spring season) and his consort Rati (lust) he
starts on his errand in right earnest. Not only men and
gods, but even animals and plants are stirred under the
powcrful awakening of the spring. (III, 39) :
paryaptapuspastavakastandbhyal sphuratpravalosthamanohardbhyah 4

1. On the critical problems regarding both these epics of Kalidasa see
Jacobiin OCV,Berlin 188111, 2 p. 133ff.

. 2. Cantos I-VII translated into Latin and published by A. F.
Stenzler, London 1838. English translation of the same cantos by
R.T.H. Griffith (The Birth of the War-God, a Poem by Kalidasa, 2nd
Ed. London 1879). German translation of the Cantos I-VIII in prose by
O. W alter, Minchen—Leipzig 1913. Cantos VIII-XVII were published
for the first time in the Pandit, Vol. I, 1866. In the same jourral was
discussed in detail the question of genuineness of these cantos by Indian
scholars. (Cf. also Weber, ZDMG 27, 174f. and Indian refutation) 3,
217 fl. 241ff. There are nice editions of all the 17 cantos with commentaries
in NSP, 4th Ed., Bombay 1906; cantos I-VIII, the commentaries of
Arupagiri and Nariyapa Ganpati Sastri in TSS, Vol. 27, 32, 36,
1913-14. Following the translation of G ri ffit h in March 1912, was pre-
sented in the Court Theatre in London the story of Kumirasarhbhava in 18
tableaux by Indian ladies and children (As. Quart. Rev N S. 1,1913, pP-327)-
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latavadhabhyastaravopyavapurvinamrasakhabhujabandhandnil 1
“Even the trees enjoyed deep embrace

From lovely creepers, their spouses,

Their breasts, the exhuberant clusters of anxious
blossoms,

With lips of sprouts,

And with twigs for arms”.

But, at the sight of the ascetic Siva the immovable,
absorbed in deep meditation, sitting on a hide of a tiger,
dressed in the skin of a black antelope, his head encircled by
snakes, a rosary suspended from his ears, his motionless eyes
extending upto the nose—*‘like a cloud, not affected by rains,

- like a lake without an inkling of a wave, like a lamp unstirred

by the wind”’ (I11,44-48) ;~Kdma becomes doubtful of success.
And then—there appears Uma in her full majesty and bloom
shows her reverence to Siva. At this opportune moment the
god of love darts his arrows at Him. But the latter restrains
the awakening love, passing catches sight of Kama and burns
him with the flame of the third eye in his fore-head. Uma
returns home in despair. Canto fourth describes the pathetic
wails of Rati over the ashes of her burnt husband!. Uma,
now dresses herself in barks and takes to a harder course of
asceticism. Her penance and pious devotion at last
touch the heart of Siva. There flow solicitations, Their
marriage is like that of human beings. Siva invites the
seven sages (Saptarsi) and Arundhati and shows her the
same respect as to the holy sages : distinction goes? not
to sex, butto character. VI, 12 :

tamagauravabhedena munimscapasyad isvarah \

stripumanityanasthais@ vritam hi mahitam satam |\

“With equal devotion gazed the Lord

At her, as also at the holy men,

Whether a female or male, to the great, that is the same?,

Since the fact is: it is only the conduct that is honoured”.

The sight of Arundhati, the examplar of woman’s faithfulness

to her husband, strengthens Siva’s desire for his sweet’heart.

1. Translated into German by Riickert; see Ruckert-Nachlese 11

¢7811.

2. A rare expression in an Indian home !
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At length he begs of them to ask of the Mountain for
Parvati’s hand for him, which they willingly do. The rsis
go accompanied by Arundhati, as ‘“‘generally in such affairs
women have the aptitude (¢rayenaivarvidhe karye puramdhrindm
pragalbhata—V1, 32)”. During the marriage, that is described

in the canto seven, are performed a series of rites and cere-
monies, observed as even at a human wedding. And, when

the bridegroom enters into the capital of the mountain king,
people rush to the windows to take a view of the Lord of
Lords and of the couplel.

Then in the eighth canto follows the description of amorous
flings of the just married couple that discloses an accurate
knowledge of Kamasastra. The thoughtful fervour, the splen-
dour of images and the choice of expression do make us feel
that we are enjoying here a genuine composition of Kalidasa.
The poet describes how Siva’s spouse is at first bashful and
seems hesitant in surrendering herself completely to the
will of her sweet’heart. VIII, 14 :

scsvaje priyamuronipidanarh prarthitam mukham anena naharat |
mekhalapranayalolatam gatath hastamasya Sithilan rurodha sa
“And now she embraced her sweet’heart,

Pressing him hard with her lovely breasts,

Her face, however, she did not offer to him in response,
Though cajoled hard ;

Slowly she checked his hand,

Slowly and slowly moving, enticed to her girdle”.

One day Siva, lying indolently on a stone-slab in the hill-
side forest, just as the sun is setting in the west, leaning over
the breasts of his darling, describes the beauty of the sundown
and of the approaching night in such picturesque figures, as
we are accustomed to expect in Kalidasa alone. VIII, 45:

raktapitakapisah payomucar kotayah kutilakesi bhantyamih
draksyasi tvamiti samdhyayanaya vartikabhiriva sadhumanditak |\

1. The poet has borrowed here (VII, 56-69) from Aévaghosa, the
description of the scene in Buddhacarita I11, 13-24 (see above II, 205, trans.
}?.261 ); the picture of the lotus-faces of women, gazing down looking
ike real lotuses set into balconies (Buddhacarita I1I, 19) is taken in its
entirety into the Kumaras. (VII, 62). For the rest, however, in the matter
of presentation of details Kalidisa is independent. The fact that the scene
is taken over into Raghuvarhéa (VII, 5-16) word for word shows that it had
a particular fascination for the poet.
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“Red, yellow and brown,

There yonder shine the crests of clouds,

Now the dusk is making them appear in their best.
Touching them to a finish,

Wishing my curly Love,

Just glanced that way.”

Kalidasa alone could see the evening glow whelmed by
the dark looking like a stream of liquidified red mineral under
tamala shades standing on its banks.

tamiman timiravrddhipiditam 1

Sailardjatanayedhundsthitim |\

ekatastatatamalamalinim

pasya  dhaturasanimnagamiva |\

Other Kailidasan pictures on view are when the west,
with its declining evening glow appearing like a red stripe
is compared to a field of battle touched off by a hesmeared
bow (VIII, 54)%, and, again, when the moon dispels darkness as
if his beloved, the night, were flicking back her hairs : further
again, when Siva kisses her face and in rapture she closes
her eyes like lilies of the night (VIII, 63). Canto eight closes

1. The stanzas refcired to here read and are translated as follows:
sandhyamastamilasesamalapam
raklalekhamapard vibharti dik 1
sarpardyavasudhd sasonitari
mandalagramiva tiryaguiijhitam 11
“The west is upholding the red line of the still remaining diminishing
glow of the evening, like the warficld, the crooked sword, that is besmeared
with blood and has been discarded™.
angulibhitiva kesasaficayan
samnigrhya timiram maricibhih 1
kudmalikytasarajalocanarh
cumbativa 1ajanimukham $asi 11
¢“The moon (looks). as if kissing the face of the night, that has its lotus-
eyes closed, having caught hold of the darkness with his rays, like the lock of
hair with his fingers”.
samdivasanisitharit sanginasiatra Sambhoh
Satamagamadrtinam sardhamekd nifeva 1
na tu suratasukhebhyaschinnatrsno babhiva
Jvalana iva samudrantargatastajjalaughaih 11
“There passed 150 seasons of Sambhu, who had his union equally dur-
ing the day and night, but his lust for amorous enjoyment did not diminish,
like fire that is inside the ocean, with heaps of water”.
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wit a verse letting us know that although he had enjoyed 150
seasons in amorous sports, Siva’s time passed like a single
night, his craving for love, undimmed like submarine fire, never
extinguished even by ocean’s fathomless waters?. :

Perhaps some stanzas or probably one canto in which
the birth of Kumira was described briefly and discreetly has
been lost. In that case Kalidasa would have hardly developed
the puranic myth of the war-god’s birth, a most unsuitable theme
for poetic representation, as some later hand has done in the
certainly spurious cantos IX-XVII.  These cantos, nct only on
account of their contents but also on account of their language,
can easily be seen as an interpolation2.

1. The genuineness of canto VIII has been wrongly questioned by
scholars. That it is wanting in many of the manuscripts (2nd consequently
also in the first printed edition ) is due to the fact that on religious, and not
perhaps moral, giounds people bhave been hesitant to regard as genuine the
highly profane description of the enjoyments of the divine couple. Rhetoricians
have been divided in opinien as to whether it is proper to describe this scene
from the life of great gods. Anandavardhana (Dhvanyaloka, 111, 6, p. 137,
Jacolw’s translation, offprint p. 78f.) thinks that it is definitely from the pen
of the poet and he even refers to  that accordingly,  The relevant portion
of the Dhvanyiloka reads : ““mahakavingm  apyultamedevatavisayaprasiddhasar-
bhogasrrgaraniban thanad anaucityam {aktitiraskitarh gramyatocna na pratibhdsate yatha
kumdrasambhave devisambhogavarnanam™.  “Even master poets have delincated
passion among gods and yct imprapriety does not strike one as vulgar, because
the impropricty has been camouflaged by the poct’s genius. The descriptivn
of Parvati’s amours in the Kumarasambhava is an explicit instance”. A
different opinion is expressed by Mammata (Kavyapiakasa VII) who says
that it is outright improper for the poct to describe the amours of one’s
elders.  Vamana cites from this canto at two places in his poctics (4, 3, 33
and 5, 2, 25). The passage in Kavyaprakasa reads:— a

“‘ratisabhoga’ ngararipa uttamadevativisayd na varnaniyd,

tadvainanam pitroh sambhogavarnanamiva atyantainanucriam® :
it has been translated by Ganga Natha Jha as follows: “Love in the shape of
erotic enjoyment is not to be described with regard to the best Divine—-this

description being as improper as the crotic dclineation of the ccmpany of
one’s own parents.’”’

2. Since Mallindtha too wrote a commentary on cantos I-VIII as
of Kaliddsa, what seems plausible is that the rest was added sometime after
him. Even Arunagirinatha(See Ganapati: TSS 37, Preface), who
came earlier, has commented upon only these 8 cantos. The great conformity
between the Kumarasarmbhava and the Sivarahasya of the Sankarasamhita of
the Skandapurana is to be explained through the assumption that the writer of
the Sivarahasya had utilized Kumaras, cantos I-VI1I, as a means for this mis-
chief. Cf. Weber, ZDMG 27, 179, 190 ff. and Pandit. Vol, 111, 19, Ind.
Streifen, III, p. 217f.;211 f,; [S.P.Bhattacharya, Proceeds of the
Fifth Or. Con. Vol. I, pp. 43-44; S. K. D e. HSL. pp. 126.] In the 14th
century A.D. the Jaina Jaya$ekhara wrote yet another epic Kumara-
sathbhava (see Peterson, 3 Rep. Extr. 251ff). Udbhata too had written
one Kumarasamhbhava (see above p. 19.)
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Another great epic of Kalidasais the Raghuvam§$al,
“THe History of the Family of Raghu’, in which the poet des-
cribes the life and achievements of Rama and also those of his
predecessors and successors. The first nine cantos are devoted
to the four immediate predecessors of Rama, Dilipa, Raghu,
Aja and Dasaratha; then in cantos X-XVI he describes, fairly
in agreement with the Ramayana, the career of Rama.
Kalidasa does not conceal the fact that he found his inspirations
in the great epic of Valmiki2. However, he does not let himself
off into a competiticn with the adikavi. He has narrated the
actual Riama-tale very briefly, so briefly that the cantos of
the Raghuvarh§a devoted to this theme are just a neat abridge-
ment of the seven books of the Ramayana. On the other hand,
his genius has an entire range providing new opportunities
for originality, particularly in the cantos devoted to Raghu
and Aja.

Almost all the heroes of the solar race whose carreers and
achievements have been sung by Kalidasa are weal as kings.
All of them devote, as said in 1. 8, their childhood to the
study of sciences, strive for worldly success in youth and in
old age, like pious hermits, resort to sylvan life for the
purpose of meditation. As rulers they extend the boundaries
of their empire and administer a noble and honest govern-
ment for the welfare of their subjects. They are of strictly
Brahmanical faith and solemnly observe all the religious
ceremonies of the states, holding the arch-priest in the highest
esteem. Such an ideal king among them is Dilipa, grand’son
of Vivasvan, about whom Kalidasa says (I, 18) :—

prajanameva bhatyartham sa tabhyo balim agrahit \
sahasragunam utsrasium dadatte hi rasam ravik |

1. Textwith Latin translation published by A. F. Stenzler, London,

1832. Of the Indian editions those of Shankar P. Panditin BSS, 1869-1874,.
G.R.Nandargikar (3md ed., Bombay 1897) with Mallinatha’s com-
mentary, numerous explanatory notes and complete English translation in
prose deserve a mention. Ad. Fr.Graf von Schack, Orient und Occident
II1, Stuttgart 1890, has indeed given a beautiful, abridged and free German
metrical rendering. E. Le um a n n gives a metrical translation of the first 31
stanzas in Festschrift Windisch, p. 43 ff. and O. Wal te'r, Miinchen-Leipzig
1914, gives a complete translation in German prose.

2. To Kalidasa Valmiki is a sage of former times, a contemporary of his
hero Rama and adikavi “or the first of poets” ( XI, 41).
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““For their welfare alone

He realized the taxes from his pcople,

Even as the sun draws up water

To return hundred times to the earth.”

Subsequently when Dilipa retires into the forest, his son
Raghu succeeds to the kingship. His famous campaign for
victory over the world (digvijaya) is described in detail. All
the enemies bow down before him, so that he is able to per-
form at the end a Viévajit (all-subduing) sacrifice. He is
succeeded by his son Aja, in whose career the poet evinces
greater personal interest. He marries Indumati, the princess
of Bhoja. The ceremony of “self choicc of husband”
(svayarvara) is described vividly. It is an elegant festive
assembly that we see. After the bards have recited the gene-
alogies of the princes, present, Indumati appears in her
nuptial role. She attracts the heart of everybody ; each one
hopes for the best. Led by the concierge she emerges directly
into the circle of the waiting princes. But none of them
pleases her, and

saficarini dipasikheva ratrau yan yam vyatiydya patimavard sa |

narendramargdita iva prapede vivarnabhavam sa sa bhimipilah 1

“Desirous of selecting her husband,

Whomsoever she passed by,

Turned colourless, like watch-tower on the king’s

highway, ’

At the approach of a glimmering lamp,

At night’1,

But the moment she comes near Aja, her heart throbs
and after a show of maidenrly bashfulness she throws the
garland about his neck, thus selecting him for her husband.
After her marriage, however, th= rejected princes leave
behind their presents and withdraw with a cheerful face,
concealing their feeling of disappointment ““like clear lakes,
sheltering crocodiles in their depths” (VII, 30). On the
way home Aja is attacked by these disgruntled princes and
there ensues a bloody battle, the description whereof offers
the poet an occasion for many splendid similes. To him the

1. The comparison contained in this verse (VI, 67) of Indumati with
the glimmer of a lamp ( dipasikha ) has pleased the Indian poets so much so

that they remember the poet, on account of this simile, as the “Dipaéikha-
Kailidasa” (see Peterson, OCVI; Leiden 1883, III, 2, 339 £ ),
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battle field appears like Death’s drinking stall, where the
heads of the slain enemies are the fruits, their dropped helmets,
the drinking cups and the stream of blood flowing from
them, theliquor (VI,40). Then the poet depicts in beautiful
verses the ideal administration of Aja after his coronation, and
his happy family-life, that is blessed with the birth of a son,
Dasaratha. One day while the king is walking with his wife
in the park, suddcnly a garland of heavenly flowers falls
from nowhere on the breasts of the queen and she drops
dead. The pathetic bewailing of the king on the demise
of his beloved wife (VIII, 44-6qg) along with the previous
description of the death of Indumati with flowers and the
following narration of how Aja too with a broken heart dies
is one of the gems of Indian poetry, such as since has long
been welcomed into German literature through the trans-
lation of Friedrich Ruckert. Here are quoted some
of the verses from Ruckert’s retranslation into English :

14. “‘pratiycjayilayyavallakisam@vasthamatha sattvaviplavat |
sa nindya rilantavatsalal parieihyocitamankamangandm ||
“He, who had loved her so much,

Lifticg her into his arms,
Carried her, like a lute,
Awaiting re-stringing

With breath while bearing her.”

43. vilalapa sa baspagadgadam sahajamapyapahaya dhiratam |
abhitaptamayopt mardavam bhajati ki hi katha saririsu. 1
“He lost his natural self-contral,

And, with tears welling up, was sobbing violently,
His voice was choked;

Even iron, when it is heated, hecomes soft;

What to talk of animals that are corporeal beings.”

44- “kusumanyapi gatrasamgamal prabkavanty@yurapohitum yadi |
na bhavisyati hanta sidhanam kimianyattraharisyato vidheh 1\
“When even flowers, on account of contact
With human body, can take away life,

Alas ¢ What is then there, that cannot become
A deadly weapon in the hand of Fate, when it is eager
to strike”.

45. athava mydu vastu hithsitum mydunaivarabhate prajantakah |
himasekavipattiratra me nalini parvanidarsanam gatd ||
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“Or it may be that only with a delicate weapon,

The ender of life undertakes to strike one that is soft;

An illustration thereof is seen in the lotus,

That is destroyed with the shower of frost.”

54. tadapohitumarhasi priye pratibodhena visadamasu me \
Jjvalitena guhdagatarm tamastuhinadreriva naktamosadhih
“Mayest thou, O Darling, rise again,

And make my grief vanish at once,

Like the plant with its blaze at night,

The darkness of the cave of the Himalayan mountain.”
55. idamucchvasitalakam mukham

tava visrantakatham dunoti mam |

nisi suptamivaikapankajam

viratabhyantarasatpadasvanam

“But thy face, with its shaking hairs,

That has ceased to converse, pains me;

Like the unitary lotus at night,

That is closed, and the bee no more hums in it.”

66. grhini sacivah sakhi mithak priyasisya lalite kalavidhau \
karundvimukhena mrtyund harata tvam vada kirina me hrtam
“Mistress of my house, advisor, a lady friend,

A pet disciple in fine arts,

The pitiless Death, that has deprived me of thee,

What has he not taken away from me ?”’

He does not ascend the pyre with his wife, not because
he hopes to live, but for fear of the scandal that people
will say ““Being a king, he was so much aggrieved that
he died with his wife !

pramadamany saristhitah Suca nrpatih sannitivacyadarsanat N\

The teacher is able to offer him only feeble consolation,
and he desires to live further only for the sake of his son.
When the latter becomes capable to administer the affairs
of the government, Aja voluntarily lets himself die of
stravation to be reunited with his beloved in the heaven.

The following cantos (IX—XV) closely agree in
contents with the Ramayana. Here Kalidasa shows his
skill chiefly in descriptions. The successors of Rama are
just briefly described in cantos XVI-XVIII. All the same,
they too are ideal kings.

Winternitz—History of Indian Literature Vol. III, 5.
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. A noteworthy exception, however, is King Agni-
varna, who has been described in canto XIX. This ruler
devotes only a little of his time to the affairs of the state
that he has entrusted to his ministers, whilst he wholly

- enjoys his youth in the company of women. Day and

night he wastes his time in lust and sexual pleasures, without
troubling in the least in the interest of his subjects. When
they want to see him, he shows them his arm, having
stretched it through a window of the palace. Like a butterfly
he flies from flower to flower. He runs unsatiably after
sexual pleasure. He considers the moment in which he
‘does not rejoice the company of women as lostl. Due
to his licentious character he loses his health. Consump-
tion brings his life to'a premature end before a son is
born to him. But his first queen is then pregnant and the
ministers allow her to be consecrated as Her Majesty. The
heat of tears that the widow sheds at the death of her
husband is cooled with the coronation-water poured over
her head from the spouts of golden jars, and she carries on
the administration on behalf of her unborn child, concealed
in her womb, like a corn-seed in the womb of the earth,
and whose birth is anxiously awaited by the people.

With this the canto XIX comes to an end; but it is impro-
bable that the poem too ended with it. In case the birth of the
prince had been described?, it could be said to have ended
happily. With the text, that is available, not only does the poet
leave us in uncertainty with regard to the fate of the successors
of Agnivarpa, but the epic ends really tragically, a thing which
is against the practice of the Indian poets. Likewise the benedic-
tory stanza, in which Indian poetry usually ends, is wanting.

1. It seems Kilidasa tries to demonstrate his knowledge of the science of
love, Kamasastra, in this canto. Winternitz expresses his inability to be
so enthusiastic as J. )] M ey er (Translation of the Dasakumiracarita, Intro-
duction, p. 197, note), who says : “The canto XIX of the Raghuvaméa offers
an outstanding picture, executed with classical serenity and Indian ardour,
of an Indian Don Juan in his character of a mighty dare-devil and wordly
man, in whom an ingenious gracefulness is natural. The canto belongs to
a work that is most excellent on the whole, abounding in beautiful passages,
but is so tragic towards the end”. R.Schmidt, Liebe und Ehe in alten
und modernen Indien, 'Berlin 1904, p. 134, gives a German translation of
canto XIX, 1-57.

2. Asisthecaseinv. Schack’s translation against of the text. .
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Whether more cantos or only pairs of verses are lost to us—both
being possible—we are not able to take a decision?. Cor

The fact that both of the epics of Kalidasa belong to the
most famous productions of court-poetry is proved not only
by the frequent references to them in works on poetics, but
also by the large number of commentaries that exist on each
of both the works. There are more than 20 different commens
taries on the Raghuvarh$a and not less than 33 on the Kumara-
samhbhava%. The epics of Kalidasa surpass all later epics in
matter of simplicity of language and scrupulous avoidance of
subtlity.

Among the many works that are wrongly attributed to Kili-
dasa is found also the Prakrit epic Ravanavaha (TheKilling
of Ravana) or the Setubandha (Construction of the Bridge)3,
that describes in an elegant style the Rama-legend from the expe-
dition of Rama for rescuing Sita upto the death of Ravapa (in
fifteen cantos.). Probably the author of this work is Pravara-
sena II of Kashmir or one of his court poets?. Dardin (Kavya-

1. Vitthaladastrin testified in 1866 that the descendants of
Kalidasa then living at Dhara possessed 26 cantos of the Raghuvarhéa (Pandit,
Vol. 1, p. 141), whilst Shankar P.Pandit had heard about itin 1874
(Raghuvamsa Ed., Preface, p. 15) that somebody in Ujjain possessed cantos
XX-XXV of the Raghuvars$a. But till now nothing has come to light about these
cantos that are claimed to have existed before. The commentaries too know only
1gcantos. Hillebrandt, Kalidasa, p. 42, considers the last two cantos
(XVIII and XIX) as spurious, simply because they appear to him of little
value and devoid of taste. But since Mallinatha has commented upon these
cantos, Winternitz does not consider them as spurious, especially because:
Hillebrandt has notrefuted their high antiquity. [C.Kunhan Raja,
Aunals of Or. Res., Madras, V, Part2, pp. 17-40 attempts to question the
anthenticity of the entire second-half of the Raghuvarhia, .starting with the
story of Dasaratha: but the argument advanced by him is not convincing. ]

2. Cf.Aufrecht,CC.s.vv. and Nandargikar, Raghuvarhéa-
Ed., Preface, p. 26.

3. Prakrit and German, published by S. Goldschmidt. Witha
word-index by Paul Goldschmid t and the editor, Strassburg 1880-84.
Cf. Weber, Ind. Stud. 18, 413 ff., 447 ff. With the commentary of Rdmadaisa, -
published in Km. 47, 18g5. :

4. From Bana’s Harsacarita, Introductory verse 15, Peterson®
(Kadambari, Intr. p.77ff.) first of all concluded that Pravarasena was the writer
of Setubandha. It is also possible that he was simply a patron of an unknown
poet. Cf. L € vi, Théatre Indien, App. p. 58 and see above p. 49; K onow,
Karpiiramatijari, p. 194 ff. [ WK—Pravarsena was of the Vakataka family,”
a grand’son of Candragupta II, identified with Pravarasena II of Kashmir
[thus also Keith, HSL,97]. It was even supposed that the poem was
composed by Kalidasa on the occasion of construction of the boat-bridge over
thg Vitasta (Jhelum) by Pravarasena II (see Rajatarangini, III, 358). CfS.

¢vi, Theatre Indien, App., p- 58; K o n o w , Karpiramaijari in HOS,
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darsa I, 34) refers to the Setubandha as an example of a work
written in Maharastri, the most elegant Prakrit dialect. In any
case its importance lies more on the linguistic side?. The style is
unusually bombastic, full of far-fetched similes, puns, alliterations
and long compounds, sometimes covering entire lines. In spite
of all sorts of artificiality and affectations in style and language,
the work, in any case, exhibits extraordinary perfection. It must
be conceded that in many places the work shows real poetic
skill, as near about the place where Rama warns the ocean, for
example, V, 34:—

navari a saranibbhinno balagmuhavihuakesarasadugghdo

uddhdio rasanto visatthapasuita kesarivva samuddo 1|

“Bellowing, now the ocean stirs the sub-marine fire,

Like a lion that roars and shakes his mane,

With anger, after he is arouszd from deep slumber,

Having been pierced through by an arrow.”

It is a matter of inquiry as to why such an epic was written
in Prakrit. In style and artificiality it is similar to Sanskrit
epics, and it is difficult to believe that the readers of these poems
weredifferent from those of written in Sanskrit had. More than any
Sanskrit epic, it presupposes not only a cultured, but also a very
learned general public. From this it may be possible to presume
that in the court of Pravarasena, Sanskrit had an inferior recogni-
tion to that of Prakrit. But it seems more probable that the poet
just wanted to demonstrate that all the difficulties of language
could be overcome in Prakrit too, and that all the devices of the
Kavya-style could be employed there as well2.

Another work, that is frequently attributed to Kalidasa is

Vol. 4,p.194f. F. G. Peterson (JRAS, 126, p.725f.) considers the
statement of Ramadasa (on I, g) that Kilidasa wrote the poem to be correct.
The colophon at the end (Km. ed.) describes it as the joint work of Pravarsena
and Kailidasa. See also S. Krishnaswami Aiy angarin Ashutosh Mem.
Vol., p. 152f. It is not probable that a Maharastri poem should have been
written in Kashmir of all places. S.K.D e, HSI., p. 119 thinks that the date
of Pravarsena is unknown and that probably he may have reigned in Kashmir
in the sth century A. D.]

1. Cf. Pischel, GGA, 1880, 321 fl. and Grammatik der Prakrit
Sprachen, p. 12, [ transl. p. 11.]

2. In any case, it is noteworthy that upto the period of the reign of
Akbar the Great (1556-1605) this work continued to interest the people.
Ramadasa wrote his commentary in 1s96 A.D. under orders of Akbar,
and Akbar’s son Jahangir got a Sanskrit translation of the Ravanavaha

prepared.
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Nalodayal, although, on account of its style it could not have
belonged to a great poet. 'We nowhcere find in Kalidasa such
artificial metres, such fine rhymes and such a work of art-
istically developed kavya-style as are presented by this poem.
The epic describes in four cantos the well-known tale of Nala
and Damayanti ‘““in so artificial a form that to turn an Iliad into
sonnets would be a child’s play compared to it’’2. The poet shows
extreme fascination for internal rhyming (yamaka)3 and allitera-
tion. Perhaps the writer of the Nalodayais Ravideva, son of
Nardyana, who wrote also (as is often the case with Indian poets)
a commentary on his own work. Ravideva is the writer of also a
small poem of 20 stanzas, Kavyaraksasa or Riksasa-
kavya4, upon which too he wrote a commentary likewise, and
what is composed in the same style, a work that in the matter of
lack of taste and in euphemism is similar to the Nalodaya and
like-wise is attributed to Kalidasas. We, however, know nothing
more about Ravideva or his age®.

Here we must make mention of a poet who is frequenly
referred to in Indian tradition as a contemporary of Kalidasa,

1. Nalodaya, Sanscriticum carmen Calidaso adscriptum una cum
Pradschnacari Mithilensis scholiis ed. latina interpretatione..... instruxit F.
Benary, Borolini 1830. Nalodaya, accompanied with a metrical translation
by W. Yates, QCalcutta 1844. In German (reproduction) by Ad. Fr.
Grafen von Sch ack, Stimmen vom Ganges (Stuttagart 1877), p. 219-
280.[cf. Bhandarkar, Report, 1883-84, p. 16. A.R.S. Ayyar,
JRAS, 1925, pp. 263 fI. attests Vasudeva as_the author also of Yudhisthira-
vijaya, Tripuradahana and Saurikathodaya. ]

2. Friedrich Ruckert in Jahrbiicher fir wissenschaftliche Kritik
1829, p. 536. Ruckert, ibid, p. 536 ff. has described the metrics and art of
rhyming of Nalodaya and has translated a portion of canto II, ibid, 1831.Nr.1
(also in_Riickert-Nachlese I, 253 ff.). Cf. also W. Yates in As. Rescarchcs
20, 1836, p. 135 fI.

3. See also above p. 18.
[|Keith, CSL, pp. g7ff. doubts Ravideva's being the writer of the Nalodaya,
that he considers as having been written by Vasudeva. ]

Published by A. Hoefer, Sanskrit Lescbuch, Berlin, 1849,
p. 86 f. and by K. P. Para b, Bombay 1900; annotated and translated into
Italian by F.Belloni-Fillipiin GSAI 19, 1906, 83 ff.

5. Pischel, ZDMG, 56, 1902, 626; 58, 1904, 244 f. Cf. Weber,
Ind. Streifen II, 15; Peterson, Report IV, p. CV; 3 Reports, pp. 20,
334 ff.; Bhandarkar, Report 1883/84, p. 16.

6. AccordingtoPeterson, JBRAS 17,1889, p. 69 note, Nalodaya
was written in about 1608 A.D. [It is wrong. Tt was not Nalodaya,
but a commentary on 1t that Riama Rsi., son of Vrddhavyisa, wrote m 1608
A.V.Peterson; g Reports, p. 29 f.].
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i.e.,, Kumaradasa, whose epic Jan akiharanal,that narrates
the tale of Rama upto the time of the kidnapping of Sitd. Tradi-
tion ascribes the authorship of the poem to a Ceylonese king
Kumaradasa (517-526), who may have been a friend of Kalidasa.
But there are many indications that go to support the view that
this poem of mediocre merit is of a later date. [ It is really
beyond question that he knew the Kasikavrtti (c. A. D. 650),
while on the other hand he must have been known to Vimana
{c. A.D. 800), who censures the use of khalu as the first word,
found in Kumairadasa, and cites a stanza whichin content and
form proclaims itself as unquestionably a citation from the lost
part of the Janakiharana. Finally, he was probably earlier than
Magha, who seems to echo a verse of his. Rajasekhara, the
poet (c. A. D. 900), asserts his fame :—

Janakiharanam kartum raghuvamse sthite sati \

kavih kumaraddsasca ravanasca yadi ksamah 1
“No post, save Kumaradasa, could dare sing the rape of Sita
when the Raghuvarméa was current, even as none, but Ravana,
could perform the deed, when Raghu’s line existed”’2. Who-
ever might have bzen this Kumaradasa, he, in any case, had
imitated Kilidasa?, without being able to attain his standard
even remotely. Hz is much less referred to than Bharavi
and Magha, and his style is most analagous to that of Kalidasa.

In the Aihol: inscription (634 A.D.) of Pulakesin II beside
Kalidasa is mzntioned Bharavi as a renowned poet. [ As regards
his age all that is known is that he must be placed much earlier

. 1. For a long time Janakiharana was known only in the “Sanna”,
i.e., .the Singhalese word-for-word translation of the original. It had been
published for the first tim= by G. R. Nandargikar ( Bombay 1go7 ).
[ Other editions are of Haridasa Sastri, Calcutta 1873; canto XVI, ed. by
L. D. Barnettfrom a Malaydlam MS in BSOS, 1V, p- 285 f., (Roman
text) to which addl. readings have been furnished from a Madras MS by S.
K.De,inBSOSIV, p.611f.] Thetextof Nandargikar’s Kumara-
dasa and his place in Sanskrit Literature, Poona 1908 was not accessible to
Winternitz. The pozm has been dealt with by J. d’Alwis 1870; Zachariae,
Bezz. Beitr. 5. 1880, p. 52, GGA, 1887, p.g5; JBRAS Peterson 17, 1889,
57 ff* and Subh. 24 f; E. Lcumann, WZKM 7, 1893, 226 fl.; F. W.
Thomas, JRAS 1901, 253 ff; A.B. Kieth, ibid 578 ff. The work is
often quoted in anthologies, sez T homas 34 fl,, who gives “seventh
century” as his date. [See S. K. D e, HSL, pp. 185 fl. Only this much is certain
that Kumaradasa is older thaa Rajasekhara, who mentions him.]

.. [2 Kieth,GSL, p. 119; G.R.Nandargikar, Kumiradasa,

His place, in Sanskrit Literature, Poona, 1908. ] .

. 3. CLO.Walter, Ubereinstimmungen in Gedanken, Vergleichen
und Wendungen bei indischen Kunstdichtern, Leipzig 1905, p. 18 ff.
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than 634 A.D.] In Indian manuals of poetics he is always in-
cluded among the greatest poets. His epic Kiratdarjuniyal,
according to the unanimous verdict of the Indians, belongs to the
best type of classical poetry. The theme of the 18 cantos of the
epic consists of the story of the battle of the hero Arjuna with the
god Siva, who assumed the form of a Kirata®. But the narration
is not of any importance whatsoever. The real importance of
the poem lies in interlaced descriptions, magnificent metaphors
and similes and mastery in handling of the language, that reaches
its highest point notably in canto XV. Here we find, e.g. verses
in which only particular consonants occur (thus XV, 5 only
$, ¥, { and § or XV, 16, in which there is no consonant other than
n), verses of which the two hemistichs have the same reading, but
they give different meanings; then there are stanzas, in which
each foot reads similarly, whether read from the beginning to the
end or from the end to the beginning. Although these verbal
gymnastics, like the devices of an acrobat, can no more inspire in
us a feeling of admiration, we come across many splendid sketches
in the descriptionof nature that exhibit the genious of a true poet.
For example we may refer to the beautiful description of the
autumnin canto IV3, to thelovely bathing scene in canto VIII4
and to the description of the setting of the sun and of the advent
of the night in canto IX. Here we find beautiful pictures, when
for example, the poet says:—
amSupanibhirativapipasuh padmajam madhu bhrsam rasayitva \
ksibatamiva gatah ksitimesyamllohitam vapuruvaha patasigah n
“It seems as if the extremely thirsty sun, having
excessively drunk with the hands of his rays the honey

1. A good edition with the commentary of Mallinitha has been
published at Bombay NSP (6thed., 1907). C. Sc hu e tz, Bielefeld 1845 has
translated the first two cantos into German. A complete German translation by
C.Cappellerin HOS,Vol.1s. [ Only cantos I-III, with the commentary of
Citrabhanu,ed.Ganapati Sastri, TSS. 1918, On the austensible
relation of Bhiravi and Dandin, sec S. K. D e in IHQ, I, 1925, p. 31 f., III,
1927, p. 396; Harihara Sastriin IHQ III, 1927, p. 169 f., who would
place Bharavi and Dandin at the close of the 7th century A. D.]. Walter
loc. cit. p. 24 ff. shows that Bharavi was influenced by Kailidasa. Kiratarjuniya
has bzen cited in the Kasikd (Kielhorn, Ind. Ant. 14, 327).

2. Mahahhirata 3, 39 f.; see above, Vol. I, p. 292, transl. p. 347.

3. Translated into German by M. Haberlandt in “Wiener

Landwirtschaftl. Zzitung”’ 1883. .

4. VIII, 27 fI. translated into German by Ruckert in Jahrbu-

‘I‘hcr fur wissenschaftl. Kritik, 1831, p. 15 f. (also in Rueckert-—Nachlese,
, 265 f1.). ' - ’ -
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extracted from day-lotuses, has got intoxicated and desirous

of getting to earth looks to wear a reddish body” (IX, 3),

or when he compares the rising moon with a silver bowl

brought for the purpose of coronation of the god of love

by the night comparable to a beautiful woman (IX, 32):

sarwidhatumabhisekamuddse manmathasya lasadamsujalaughah \

Jdminivanitayd tatacihnah sotpalo rajatakumbha ivenduh 1

“For Love’s coronation the lady-night raised aloft
the moon with his shimmering sea of beams and his spots
full in view, like a sliver bowl decked with lotuses.”

The Indians indeed rejoice most at the most far-fetched
and most seldom similes. They have, therefore, given our poet the
epithet ““Sunshade—Bharavi ‘(Catapatra bharavi)*® because at one
place he compares the lotus-pollens scattered from a cluster of
lotuses by stormy wind with the goddess Laksmi reflecting her
image in a golden sunshadel.

The Kiratarjuniya served as model for Magha’s epic the
Sisupalavadha?, that is likewise esteemed as one of the most
important pieces of poerty. [ The usually accepted date of Magha
is the latter part of the 7th century A.D. But what appears
as fairly certain is that the lower inmost limit to his age is provid-
ed by the quotations from his poem by Vamana (c. 800 A.D.)
and Anandavardhana (900 A. D.). In a stanza found in the
Sisupalavadha, he says that his grand’father Suprabhavadeva
was a minister of a king Varmala (2.2. [l Varmalata,
Dharmanabha, Dharmanitha and Nirmalita), of whom an
inscription of c. 625 A.D. exists. But this date and identification
of the king have not bzen proved beyond doubt. ]3

Magha attempts to surpass his model Bharavi in

[ 1. utphullasthalanalinivanidamusmiduddhiitah sarasijasambhaval  pardgah \
valydbhirvipati  vivartitah samantadadhatte kanakamaydtapatralaksmim Wi
The proper translation will be:—The pollen that has issued forth from
the lotus of the lotus-cluster growing on the yonder piece of land, full of
bléssoms, whirled about in the sky by the wind, assumes the brauty of an
umbrella of gold. (V. 39) ]
Cf.Peterson, OCVI Leiden, III, 2, 339 fF.

. 2. Edition with the commentary of Mallinitha in NSP, sth Ed.,
Bombay 1910, German translation (in prose) of cantos I-X1of C. Schuetz,
Bielefeld 1843. Extracts translated by C. Ca ppeller, Stuttgart, 1915,
[ Complete German translation according to the commentaries of Vallabhadeva
and Mallinatha-Hultzsch, Leipzig, 1929].

[3. CLS.K.Dc, HSL, pp. 188 . ]
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each one the devices and affectations of subtlety!. Like
Bhiravi in canto IV of the Kiratarjuniya, Magha tries
to show his skill in metrics in canto IV of the Si§upalavadha.
Whilst Bharavi has used only 19 different types of metres,
Magha uses 23 of them?. Again like canto XV that is
devoted to the description of the battle and shows artificiality,
alliteration and play of words at the most in the Kiratarjuniya,
Magha introduces in his canto XIX, that is devoted to
the description of the battle, more and more similar complicated
devices. Here we find verses that give a second meaning when
read from below, of which the syllables which read according to
different devices form all sorts of figures in zigzag way, ina circle
etc., and verses in which only particular consonants occur, e.g.
the formidable verse.
Jajaujojajijijjaji tam tatotitatatitut \
bhabhobhibhabhibhabhabhiraririraririrarah
““Then the warrior, winner of war, with his heroic
valour, the subduer of the extremely arrogant beings,
he who has the brilliance of the stars, he who has the
brilliance of the vanquisher of fearless elephants, the

enemy seated on a chariot, started to fight” (XIX, 3).

In case it was Bharavi’s endeavour to eulogise Siva, Magha
pursues the religious objective of extolling Visnu. He too has
drawn his material from the Mahabharata, and that from the
section on the slay of Sisupala by Krsna®. The poet, however, is
not entirely dependant upon the legend as he finds it in the
Mahidbharata. His main interest lies in descriptions and
sketches, that get into motion with predilection towards the
erotic domain; nevertheless the subject-matter itself has in the
least to do with erotics. Almost half of the twenty cantos of the
extant epic has nothing to do with the proper story.

The second canto offers the poet an opportunity to
display his knowledge of nitidastra, the science of politics.

Here we find several nice aphorisms. Thus for example
II, 44 :—

1. Cf. Jacobi, WZKM, 3, 1889, 121 ., 141 ff. [E.Hultzsch,
ZDMG, 72, 1918,; p. 147 shows that he had used also the Bhattikavya. ]
[2. Cf.Belloni-Phillipi—La Metrica degli Indi, Firenze, 1912,
Ji. p, §5.; K eith, HSL,pp. 130-31; J a c 0 bi, Ind. Stud., XVII. p.444f. and in
Verhandl. dcs V or. Congress, p. 136 f.].
3. Mahabhir. II, 33-45; see above I, 287, trans. p. 341,
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anyada bhisanam pumsah ksama lajjeva yositah |
pardkramah paribhave vaiyatyam suratesviva 1
“Otherwise, patience is decoration of a man
Like bashfulness of a woman;

But it is heroism that adds lustre to man
When in disgrace, like shamelessness

In amorous sports to a woman”.

or as II, 86

navalambate daistikatam na nisidati pauruse |
Sabdarthau satkaviriva dvayar vidvanapeksate 1)
“Not exclusively on Fate,

Not wholly on his own manhood,

Does a wise man depend absolutely,

But upon both of them, he does rely equally,
Like a good poet, on both, word and meaning”.

In the matter of selection of his similes Magha tries to
be as much original as possible. Thus he (II, 18) compares
the drops of sweat of Balarama’s body, that became reddish
on account of his anger towards his enemy, with the
stars that appear in the red sky of the evening. The
Indian literary critics, however, call the poet “‘Bell-Magha’!
because of his extraordinary sketch in IV, 20, where he
compares a mountain with the setting sun on one of its
sides and the rising moon on the other to an elephant,
having one bell hanging from the back on each of his sides.
Magha is also a master of play of words and in the use of
expressions having two meanings. In canto XVI there
appears a messenger of Sisupala and delivers to Krsna his
message that is purposely so worded as to bear two
meanings—the same stanzas offer an humble apology
expressed in courteous words and constitute an impudent
declaration of war at the same time2.

But the chicf credit of Magha lies in the sphere of erotics.

1. Ghantamagha; sec Peterson’, OC VI Leiden III, 2, 339 ff.
[ Cf. Milati Sen . COJ. I, 58 fI.). )
2. For example XVI, 2:—
abhidhdya tadi tadaprivam Situpdlonusayam parar gatall [
bhavaiobhimanah samihate sarusah kartumupelya manandm 1|

“Sisupala, having merited your displeasure, in deep regret (in high
anger ) sceks eagerly (f' arlessly ) to come before you and pay due homage

(slay you)”.]
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The Indian poets cannot fully describe a city without depicting
in glowing colours the beauty of the women living in it, and the
description of the seasons, of the evening or of the morning helps
them in describing the activities of the heroines. Our poet takes
all these to the extreme point.

When he describes a campaign and a military camp
(canto V) he does not forget to describe the troop carrying
the queen in a chariot and the women of the harem, who
are riding horses and donkeys, to bring before our eyes
the women who fall fast asleep in their tents on account of
fatigue and to tell us how the courtesans are dressing them-
selves for reception of men. We follow not only the warriors
and the elephants even into their bath but also the women;
and the poet describes how ‘‘water gathers in the deep
navel cavities of women, how it is checked back by the
high embankment of their hips, how then, producing lovely
music, it glides over the banks of their firm breasts and then
slowly flows about (V,29). This sort of thing may appear
unsavoury to the people of the West,but it has certainly
delighted very much the Indian readers and listeners.
Likewise in canto VI the dcscription of all the six seasons
that present themselvesin the form of beautiful women, one
after another, with the intention of pleasing Visnu appears
to the people of the West far-fetched; but the poet has
thereby created an opportunity to show his skill in
erotic description. To the western mind it appears
hardly appropriate, when in the following cantos the
Yadavas are reported to be walking with beautiful
women in the forest and bathing with them in the pond
instead of moving into the field of battle. But the poet
utilizes the background of the forest andof the pond
for the purpose of repeatedly bringing in erotic descriptions
of the thighs, that are as stout as the trunks of elephants,
of the heavy hips, of the tight breasts, that are like full
pitchers and jumping foals at the same time (VII, 73)
etc. of beautiful women. When lastly (at the end of canto
VIII) the brilliant-rayed sun-god sees how the Yadavas
burst forth in splendour of perfect beauty on account of
their bath in the pond, he too wishes to plunge in the
water of the Western Ocean. And this gives him the desired
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opportunity to describe the sunset and rising of the moon
in canto IX. But the moon enflames the god of love, and
we see again the young damsels preparing themselves for
reception of their lovers and sending their eyes and their
female messengers of love (IX, 55). Then the advent of
the night offers him the welcome opportunity of describing
the preliminary orgies of love preceded by a carousal in
canto X. But “these people continue to scratch and bite
each other when they love one another”, as already

remarked by Rueckert. X, 72:—

bahupidanakacagrahanabhyamahatena nakhadantanipataih \

bodhitastanus'ayastaruzzina’mynmimila visadam visamesuh

“By pressings of the arm and tearing of the hair,

By inflicting wound with the nails and the teeth,

The god of love, slumbering in the delicate bodies of women,

Is aroused, and he rubs their bright eyes”.

But there remains no doubt that he had studied treatises
on love. Magha compares the voluptuous sounds and other
noises of the enjoyment of sexual pleasure with the words of
Kamasitra (X, 75). Next later in canto XI the early
morning and the awakening from the night of love are
described, and the poet again turns towards the military
events. But here too, the poet does not describe the entry
of Krsna into the city of Pandavas (XIII, 30 fI.) without
depicting in detail the conduct of the women of the city on
this occasion. That he is able to describe the horrors of a
battle too is probably shown by several verscsin canto
XVIIIL. Yet these descriptions read rather as those of a
man who draws the picture according to his imagination
without having ever seen a battle-field.

In the manuals of poetics Magha’s Sisupalavadha is quoted
very frequently’, from which we can see, as to the extent to
which the Indian scholars of poetics held him in high estcem.

Magha has been most zealously imitated also by Rajanaka
Ratniakara, son of Amrtabhinu, whose epic Ha ravijaya?in

1. Cf.Jacobi, WZKM 4, 18qo, p. 236 ff., and C. Cappeller
in Festschrift Kuhn 294ff. [ On Magha’s scholarship in other branches of kuow-
ledge, Sce E. Hultzsch in Festgable Garbe, p. 78 ff,, and Maigha’s
Siéupilavadha. ins. D:utsche uebertragen, p- V.]

2. With the commentary of Rajinaka Alaka published in Km. 22,
18g0. R. Schmidt. WZKM =z, 259, fI. deals with the book from lexicogra-
phical point of view. [ On the author sce p. 53.] .
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50 cantosreveals a thorough study of the SiSupalavadha!. The
theme of the poem is the defeat of the asura Andhaka [ who
was born blind of Siva himself, regained his eye-sight by his
penances and became a menace to gods] by Siva. But the poet
utilizes the opportunity of introducing all the descriptions prescri-
bed in a kdvyaand of displaying his knowledge of nitisastra (in
cantos VIII—XVTI) as well as of Kamas$astra (in canto XXIX).
In the description of a battle (in canto XLVII) a
hymn to the terrible goddess Durga (Candistotra) has been
inserted. Another work of the same poet is Vakroktipaficaéika or
“Fifty Stanzas with Vakroktis” (speeches with two meanings,
play of words)32.

[Ratndkara tells us that he wrote his Haravijaya under the
patronage of prince Cippada Jayapida (832-44 A. D.), and we
learn from Kalhana that he was prominent under Avantivarman,
who began his reign in 855 A. D. Hence this furnishes us with
information about the age of this writer.

Under the same king Avantivarman, lived the Buddhist poet
Sivasvamin, the author of the epic Kapphinabhyudaya3
written on the model of Bharavi, Magha and Ratnakara. The
theme of the epic is the legend of the Avadanafataka of
Kapphina, a king of the South, who is an enemy of the king of
Sravasti but becomes a Buddhist convert. ]

Another poet, who took Maigha as his model, is Jaina
Haricandra, who has described the life of Tirthamkara
Dharmanathain agreatepic (in2l cantos) Dharma$arma-
bhyudaya® Since he has imitated also the Gatidavaha of
Vakpati he must have lived after the 8th century A. D.

The extant court ornate poetry being learned poerty too is
shown more significantly by nothing than by the epic Rivana-
vadha (“The Slay of Ravana’) of the poet Bhatti, commonly

1. Jacobi, loccit. 240 ff. Ratnakara himself says that he has
imitated Bina. K.H. Dhruva, WZKM j, 1891, 25 ff.

2. Published with the commentary of Vallabhadeva in Km,,
Part I, 101, 114. C. Bernheimer, ZDMG 63, 1909, 816 ff. gives
samples from this work. Ratnikara is the author of one Dhvanigathapaiijika.
Both the works have been cited by Ruyyaka.

[3. See Report on the Search of MSS., Madras, 1893-94, p. 49 ff. Cf.
Thomas,Kavi.p. 111 ff.,; Keith, HSL, 133 f.; S. K. D e, HSL, p. 320. Ed.
Gaurishankar, Punjab Univ. Or. Pub. Ser., Lahore 1937. ]

4. Published in Km. 8, 1888;seeJ ac ob i, WZKM, 3, 1889, 136 ff.
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designated as Bhattikavyal, an epic in 22 cantos, narrates the tale
of Rama and tries to illustrate with examples the rules of gram-
mar and poetics at the same time. The poem is divided into four
parts (kandas), of which the first part (=cantos first-fifth) seeks to
give examples of miscellaneous rules of Panini’s grammar and the
second one (=cantos VI to IX), those of its main rules, whilst
in the third section (=cantos X to XIII) the most important
alarhkaras? are illustrated and in the fourth the uses of tenses
moods are explained. Moreover, it is sufficiently significant that
Indians always hold Bhattikavya as a work of poetry in high
estimation and include it among their classical poetical works,
and in fact it fully deserves the name of a “mahakavya”.
Besides, it is considered as authoritative on questions relating to
grammar3, The writer himself says at the end (XXII, 33 f.).

dipatulyah prabhandhoyarn sabdalaksanacaksusam

hastadarsa 1wandhanam bhavedyyakaranadrte n

wakhydgamyamidar kdyyam utsaval sudhiyamalam |

hatd durmedhasascasmin vidvatpriyataya maya ||

“This work is like a lamp for those whose eye is grammar,
but it is like a mirror in the hand of the blind for the people
without knowledge of grammar. This poem can be understood
only with the help of a commentary; then it is a feast for the

1. That is to say “Bhatti’s poem”, as also the Sisupalavadha, is often
called ‘“Maghakavya”. The Bhattikavya has been published with the oldest
commentary Jayamangala of Jayamangala by Govinda Shankara Shastri
Bapata in NSP Bombay 1887, and with the commer.tary of Mallinatha by K.
P. Trivedi in BSS 1898. The cantos XVIII-XXII have been translated into
German, by C. Schiitz, “Fianf Gesinge des Bhattikavya’™ in the Bericht
iiber das Gymnasium in Bielefeld 1837. P. Anderson, JBRAS, 3, 1850, p.
20 fT. gives some probes of a poetical translation of the beginning of the poem.
The first four cantos with English commentary have been published by V. G.
Pradhan, Poona 1897.[Ed]J.N. Tarkaratna with the commen-
taries of Jayamangala and Bharatamallika in 2 vols, Calcutta 1871-73;
(Reprint 1808): cantos I-V in Sanskrit and English, ed. Kunjalal
N a g, Dacca, 1894. ]

2. It cannot be decided with certainty as to the authority that Bhatti
follows in this section. In the matter of sequence of alarhkaras he seems to
follow Udbhata’s Alamkarasarhgraha (according to Trivedi in his edition,
vol. II, notes p.9). Kane (Ind. Ant. 1912, p. 208) places him between
Dandin and Bhimaha. Bhattikiavya has been cited by Ruyyaka., We do not
know if a conclusion is to be drawn from the bhiasaslesa (puns, in which the
same verses are to be read once in Sanskrit and once in Prakrit.) in canto XII).
[ But Anandavardhana furnishes one of its examples. Cf. S. K. De, Poetics, I,
p- 50 ff.; HSL, p. 183;] The oldest manuals on the Alamkara$astra do not
mention this §lesa.

3. Bhatti ‘s frequently cited particularly by the grammarian Kramadi-
$vara; see Z ac h ariae in Bezz. Beitr. 5, 1880, 53 ff,
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learned. Since I am concerned only with experts, in this poem
I hope to have disappointed the ignorant”. The fact, that there
exist 13 different commentaries on the Bhattikavya, gives
testimony to the authoritative nature of this work. The name
Bhatti is a Prakrit form for Bhartr. This must be at the root of
the fact that sometimes the author of this epic is identified or i
brought in close relationship with Bhartrhari, the gnomic poet
and grammarianl,

The Bhattikavya is not the solitary epic in which the aim
of the poet has been associated with that of the grammarian.
A similar work is Ravanarjuniya (or Arjunaravaniya)?, a
work mentioned as §astra-kavya by Ksemendra, and therefore,
belonging to a period earlier than the 11th century A. D., (of
Bhaumaka)?, well-known in Kashmir. It is a great epic (maha-
kavya) in 27 cantos. The fight of Arjuna Karttavirya against
Ravana, following the story narrated in the Ramayana (VII,
31-33), forms the theme. But the chief purpose of the work is
to illustrate the rules of Panini’s grammard.

1. Bhatti is mentioned as a son or half-brother of Bhartrhari. Many
of the commentators directly call the author Bhartrhari, son of Sridharasvamin,
The names Bhattasvamin and Bhartrsvamin too are given. Chronologically
(seec above p.50) it is possible that Bhatti may have been a relation of
Bhartrhari. Cf. K ane, Ind. Ant. 1912, p. 128.

[ The author of the Bhattikavya tells us that he wrote it at Valabhi
under Sridharasena.  (This stanza has not been commented upon by
Mallinatha ). But there have been four kings of this name, the last of whom died
in A. D., 641, and all that we know is that he must have lived before this period.
The time of all of them is posterior to 495 A. D. Therelore, the carliest period
in which Bhatti could have lived cannot be before the 5th century A. D.

B.C.Majumdar, JRAS, 1go4, p. 306 f. has suggested that our
author may have been identical with Vatsabhatti of the Mandasor inscription,
but this suggestion lacks all plausibility. See K cith, JRAS 1909, p. 435 and
also Hultzsch, ZDMG, LXXII, 1908, p. 145. Although the work was
known to Bhamaha, this fact helps us little in deterinining the age of Bhatti,
since the age of Bhamaha is equally uncertain. ]

2. Published in Km. 68, 1900. [It is cited also under the name
Vyosa or Vyosakivya. Cf. K.C. Chatterii, THQ, 7, 1931, 628 and
Zachariaein ZII, g, 1932, p. 10 fl. ]

The author is designated also as Bhattabhauma or Bha;tabhim;;
or Bhuma or Bhimaka. Cf. Trivedi, loc. cit., Introd. I, p. X f.

The work has been cited in the Kasiki. Ksemendra in the
Suvrttatilaka , 111, 4 refers to it as an example of Kavyasastra (Manual of
Form of Poetry).

’ [ The editors of the work do not agree with the hypothesis that it is
cited in Kaséika See S. K. D e, HSL, p. 336. ]
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A mention may here be made of Kavirahasyal, “Mystery
of Poet” of Haldyudha [ 10thcentury ]3, another work of the
same type, that is primarily grammatico-lexical and sccondarily
a peom. It is a kind of lexicon of roots (Dhatupatha), in which
the forms of the present tense of Sanskrit verbs are illustrated.
At the same time it is a metrical panegyric to King Krsnaraja
II1 of the Rastrakita family who ruled in about 940-956
A. D. in the Deccan.

Hemacandra too wrote his historical epic Kumara-
palacarita for illustrating the rules of his own grammar VI
[and he devotesits twenty cantos to Sanskrit and eight cantos
to Prakrit ]3.

It is remarkable that'the authors of the court-epics hardly
have had the ambition to invent new themes. The old myths
and heroic legends are used again and again in new forms. In fact
their ambition is just to be able to show that they can dress the
well-known and often-dealt-with themes in a new garb. I.olim-
baraja (¢. 1100 A.D.), who might have lived in the court of the
south Indian king Harihara, a contemporary of King Bhoja%,
treats of thelegend of Krsna in his epic Harivildsa’ in five
cantos, of which the third is devoted to descriptions one of the
seasons and the fourth, to that of God Krspa. Ksemendra in
the Dadivataracarita® extols the incarnations of Visnu.
Here one small canto is devoted to eachone of the tenincar-

1. Published ip both the recensions by L. Heller, Greifswald
1goo. Cf. Bhandarkar, Report 1883-84, p. 8f,; L.Heller,
Halavudha’s Kavirahasya, Diss.,, Gottingen 1894; Zachariae, Die
indischen Worterbiicher, p. 26.

2. [Keith,CSL p.18.]

3. See below p. 101. In the 18th century was written yet another
grammatical epic,the Naksatramala, by Tripathi Sivarima
(published in Km. part V, 1888, 105-115). Of unknown antiquity are the
two poems Viasudevavijaya of a poet Visudeva [who.
probably lived in the court of King Vikrama of Calicut in Kerala] and
Dhatukavya by [Nardyana Bhattaharil (published in Km,,
Part X, 1894, 52-231), in which the legend of Krsna is narrated, and at the
same time the rules of Panini’s grammar and Dhatupatha are illustrated.
[CL.K.R.Pisharoti,BSOS, Vol. V, 4, 1930, p. 797 ff. ]

4. Cf. Pandit, Vol. 11, p. 78 f.; W e ber, Ind. Streifen III, 210, A.
g,and Krishnamachary a, 120.

5. Published in the Pandit, Vol. II, 79 ff. 101 ff., and in Km,,
Part XI, 1895, 94-133. The Krsna legend is told alsointhe Gopalalila
of Ramacandra(bornig84 in Tailinga), published in the Pandit,Vol.VI.

6. Published in Km. 26,1891. On Buddhavatara cf. A. Fouc her,
1A, 1892, s. 8, t. XX, 167ff., and J.]J. M ey e r, Altindische Schelmenbiicher
‘I p. XXXIII f, where the passage IX, 24 ff. has been translated into german.
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nations (Fish, Tortoise, Boar, Man-lion, Dwarf, Parasurama,
Riama, Krsna, Buddha and *Kalki). Incanto IX Buddha appears
as Krsna personified and the Buddha-legend is changed into a .
Visnu-legend. In the case of the two other extant epics of
Ksemendra, Bharatamafijari and Ramayanamafijari?,
the contents of both of the epics have been made accessible to
the reader in a convenient manner; but as remarked by S.
Lévi2, the poems are deprived of all beauty. Two centuries
later  (c. 1250) Jaina Amaracandra® further wrote
Balabharatat, an abridgment of the Mahabharata, that like
an ornate epic is divided into cantos (sargas), but at the same
time follows the division into parvans as in the old epic. The
poem, that was written during the period of reign of Visaladeva
of Arhilvad (1243-1261), shows high degree of versatility in
the use of metres.

[Amaracandra, whowas a pupil of Jinadattasiiri, wrote
also the epic Padmananda® in 19 cantos, in which he has
described the biography of the first Jina Rsabha in ornate style.
In another work, Caturvims$atijinendrasamksipta-
caritani® he briefly describcs the biography of all the 24
Jinas. In this poem the author wholly follows Hemacandra.?]

On one hand, old poems have been abridged, and on
the other, famous prose works have been rendered into verses.

[* The word used by W. is Karki, an error for Kalki ]

1. Published in Km. 65, 1898, and 83, 1903 respectively.

2. JA, 1885, s. 8, t. VI, 420, L é vi postulates the very probable
hypothesis that the two works can be described simply as “‘poetical exercises”,
as Kgemendra in the Kavikanthabharana recommends them to the beginner-
poets. Since Bharatamaiijari and Dasavataracarita are respectively dated 1037
and 1066. A. D. all the three Mafijaris may have been written by the poet in
his early agc.

3. Known also under the titles Amaracandrasiri. Amarapandita and
Amarayati. The poct is the writer of works on poetics and prosody too.

4. Published in the Pandit, Vols. IV-VI and in Km. 45, 1894. D.
G alan os has translated it into modern Greek (Athens 1847). Cf. Weber,
ZDMG 27, 1873, 170 L., Ind. Streifen g, 211 fI.

[5 Ed.H.R.Kapadia, GOS, 58, 1932.]
[6. Ed.H.R.Kapadia, GOS, 58, 1932.]

[7. On thc biographies of other Jinas, see above II p., trans. 504 ff.
We may here add also Munisuvrata-Kavyaratna, ed. TSS.
107,1931. ]

Winternitz—History of Indian Literature III-6.
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Thus the poet Abhinandal, son of Bhatta Jayanta, composed
in the 9th century an epic Kadambarisara? on the basis of Bana’s
novel “Kadambari”.

But the Indian poets have succeeded in composing much
more difficult poetical pieces. ~Thus the poet Sandhyakara
Nandi wrote an epic Ramapalacarita? in which
each stanza is to be taken as having two meanings : and in fact
one of these meanings relates to the hero Rama and at the
same time the other to King Ramapala, who ruled over Bengal
in the 1lth century A. D. This poet was outdone by two
other poets, each of whom tried to compose a great epic, in
which the story of the Mahabhirata and of the Ramayana
are contained in such a manner that each individual stanza is
capable of being interpreted as having two meanings, of which
the one set narrates the story of the Pandavas and the other,
that of Rama. Of these two works, the older one is the
Righavapandaviya or Dvisandhanakivya® of the
Digambara-Jaina Dhanafijaya, who wrote it under the pen-
name Srutakirti between 1123 and 1140 A.D5. Different from
it isthe Raghavapandaviya® of a poet, who apparently
calls himself Madhavabhatta and is better known by the

1. He is called also Gaudabhinanda. His great great grand’father
Saktisvamin was a minister of the Kashmirian king Muktapida (699—735A.D. ).
In a stanza that is attributed to him he mentions the poet Rajasckhara as his con-
temporary. Another Abhin and a, son of Satinanda [ of Bengal ] probably
of the gth centuty A.D., composed an epic R am a carita, that narrates the
story of Rama from the beginning upto the abduction of Sitd. [ He calls his
patron Hacivarsa and Yuvaraja, who is perhaps King Devapila (about 815-854
AD.)]Cf. Biihler, Ind. Ant.2,1873,102ff; Thomas, p.20. Wedo
not know as to which of the Abhinandas is mentioned to be as reputed as
Kalidasa in a stanza (Aufrecht, ZDMG 27, p.4; Sarangadhara VIII,
5, where Acala and Amala are added).

[Ed.R.S.RamasvamiSastri Siromani, GOS 46, 1930.
Cf. also H. C. Roy, Dynastic History of Northern India, I. p. 290 ff and
also Introd. p. XX in the above-mentioned edition. }

2. Published in Pandit, Vols. I, IT and in Km. 11, 1888. Ksemendra
too wrote one Padyakddambari. ‘“Kadambari in Verses”, See I. Sc h6 n-
b er g, Kseniendras Kavikanthdbharana, p. 6.

3. Published by Haraprasida Sastri in the Memoirs of the
Asiatic Society of Bengal, 3, 1910, pp. 1-56 Cf. Ep. Ind. 1X, g21 f.

4. Thatis to say “The Poem with two Interpretations”.

5. CL.K.B.Pathak, JBRAS 21, 1904, 1 ff,, Bhandarkar,
Report 1884-1887, p. 19f.; Th. Zach ariae, Die indischen Wérterbiicher,
p. 27 f.  The poem has 18 sargas and has been published with a commentary
in the Km. 49, 189s.

6. Published with the commentary of Saf§adhara in Km, 63.
The poem has 13 sargas.
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name Kavirdja!. His patron was Kiamadeva of the Kadamba
family (1182-1197 A.D.). The poet boasts that except Bana and _
Subandhu nobody is equal to himin the use “crooked langu-
age’” (vakrokti). To the same category belongs also the
Raghavanaisadhiya® of Haradatta siiri, whose time is
not definite. [ The writer’s father was Jayagankara and he was
of the Garga-gotra ]. In this epic too each stanza has two mean-
ings, of which the one relates to Rama and the other to Nala.
The Nala-tale has repeatedly been worked upon by poets.
The most famous one is the Naisadhacarita3 of the poet
Sriharsa[son of Hira and Mamalladevi, who wrote it probably
under Vijayacandra and Jayacandra of Kanauj in the second-
half of the 12 century A. D.4], that by the Indian literary critics

1. Kavirije, “Prince of Poets”, is a title that the Indian poets have too
often assumed. We cannot trace any chronological clue from the occurrence of
a kaviraja (for example in Vamana’s Kavyalamkaravrtti, 4, 1, 10). That our
poet is called also Kavirajasari or Kavirajapandita, in any case, appears to
indicate that kavirdja had become a proper noun. Cf. K.B. Pathak,
JBRAS 22, 1go5; Bhandarkar, Report 1884-87, p. 20and Pischel,
HL, p. 37 ff.

2. Published with poet’s own commentary in Km. 57, 1896. There
exists also one Raghavapandavayadaviya of Cidambara,
in which each stanza permits of threc interpretations, and which reproduces
the stories of the Ramayana, the Mahabharata and the Bhagavatapurana; sce
Aufrecht, CCIsg00;1L 117; [ Madras Catalogue, XX, p, 78 29 f.; also
P.P.S. Sastri, Tanjore Catalogue, VI, 2709. Venkatadhavarin’s
Yadavaraghaviya tells Rama’s story, but when read backward gives
Krsna’s tale (Madras Cat. XX, 7956; Keith, HSL, p. 138) printed in
Telugu characters, with the author’s own commentary at Vidyatarangini Press,
18go. Yet another work of the type isParvatirukminiya (Des. Cat. of
Sans. MSS in Govt. Or. MSS. Library, Madras, Vol. XX, 7779-79, Nu.
11606). It handles the stories of marriages of Siva and Parvati and of
Krsna and Rukmini. ]

3. Without any apparent reason the poem has been divided into two
halves, Parva- and Uttara-Naisadhacarita (I-XI and XII-XXII). An edition of
the first half by Premachandra Pandita with his own commentary
appeared in Calcutta 1836, an edition of the Uttara-Naisadhacarita with the
commentary of Nardyana by E. R 6 er in Bibl. Ind., Calcutta 1855. A
complete edition with the commentary of Nirayana also in Bombay NSP. 1894,
gthed. 1952. W.Y ates, As. Rescarches, Vol. 20, 2nd part, Caleutta 1839,
p- 318 fl. has given a good account of the book.

' [Ed.JivanandaVidyasigara, with Mallinitha’s commen-
tary, 2 vols,. Calcutta 1875-76; ed. K. L. V. S d s t r 1 and others with the com-
mentary of Mallinatha (I-XII), in two parts Palghat, 1924; ed. Nityasvaripa
B1ahm acariwith commentaries of Narayana, Bharatamallika and Varsiv-
adana(I,IIT only), Calcutta 1929 30; Eng. transl. with extracts from cight
commentaries (Vidyadhara, Candupandita Isanadeva,
Narahari, Vi§ves§vara, Jinaraja, Mallinatha, and
Nirayana) by K.K. Handiqui, Lahore 1934. Besides one
Caritravardhana toowrote a commentary on it. ]

4. Bihler, JBRAS, X, g1 fl;; XI, 279ff.
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is usually named beside the epics of the classical poets Kilidasa,
Bharavi and Migha as the last of the series of master works of
the ornate court epic. It is a great epic in 22 cantosthat narrates
the story of Nala in a most eleborate style. Indeed, the strong
distinction between early popular epics and ornate court
epics can hardly be brought to one’s mind better than when
he compares the simple narration of the story of Nala and
Damayanti in the Mahabharata, that appeals and delights
us even to-day through its ingenuous representations and
simple but forceful language, with the poem, full of bombastic
expressions, of Sriharsa, who strivessimply for utilizing all the
niceties of the Alarhkarasastra for overcoming all the difficulties
of prosody and also for bringing to light of the day his
profound knowledge of mythology and mastery over the
Kiamasastra. In any case, it cannot be denied that he commands
mastery over language and metrics, is an adeptin making up
poetical game of words and that he has good many imageries in
his pictures of nature.

Whilst ornate poets are mostly satisfied with apply-

ing themselves to fabrication of play-of-words for the

purpose of showing off their linguistic talents Sriharsa

knows also sometimes to apply them in places

where they are regulated internally from the

context. The four gods assume the form of Nala

for the purpose of causing confusion in the mind

of Damayantli at the time of selection of her

husband. Now the poet (XIII, 3 fI.) lets Sarasvati,

who presents the courting princes to Damayanti, to

introduce the five “Nalas” in stanzas, each of which

has two meanings, one referring to Nala and

the other to each one of the gods, who are concealed

in the form of Nala. A beautiful instance is when the

the poet says:— (XXII, 40)

dhvantasya tena kriyamanena dvisah Sasi varpanaydtha rustah |

udyannupaloki japarunasrirnaradhipenanunayeccheva W

“After Nala has described the night, he brings

in the description of the rising of the moon,

where he says that the moon, who has become

red on account of anger caused by the description

in a number.of stanzas of “his enemy, the
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Dark” outlined by Nala, and for the purpose of con-

soling him Nala straightway begins to praise the

moon ‘‘rising in japa-beauty’’?. But how tasteless

and pedantic it is, when the poet (in canto VII)

describes the beauty of Damayanti, and brings before

us her eyes, to which he has devoted nine stanzas, her

nose, that is described inone stanza, herlips, praised in

six stanzas etc. down up to the toe, and does not spare

one single member of the body! And in the 22 cantos of

the epic he does not succeed in carrying the narrative

up to the description of happiness of the newly mar-

ried couple. The poet ends his poem in a description

of the moony night in a conversation between Nala

and Damayanti.

It is clear how little has the poet strived for the story itself
and how very much for bringing in linguistic niceties. The
following anecdote shows that there is no unanimity among the
Indian critics with regard to the merit of this poem:—

When Sriharsa had finished his Naisadhacarita he show-
ed it to his uncle Mammata, the author of Kavyaprakasa.
After the latter went through it he expressed his regret
that he had not seen it earlier, since when in his poetics
he wrote the chapter on the faults of poetry he had to take
great pains in finding out examples from a large number
of books. So had he known about the Naisadhacarita in
right time, he would not have the necessity of going beyond
this work, in which he could find an example for every
type of fault?,

Apparently in the 13th century A.D. the poet Krsnananda
not only wrote a commentary on the Naisadhacarita, but also

[ 1. The words used by W. “seines Freundes, des Dunkels”, are
evidently wrong for “‘seines Feindes, des Dunkels”. K eith too commits the
same error (HSL p. 141).]

[2. W. has “rosenroter SchOnheit”. But japa in not rose. M. Wil li-
am s translates it as China-rose. ]

3. Communicated by H a 11, Visavadatta, Preface p. 55, who does
not mention his source. It is one of the literary anecdotes that orally circulate
among the panditas and have no historical value. Chronologically too the
statement that Mammata was an uncle of Sriharsa is not confirmed. Cf. above
II, p. 54: [ but the translator could not locate it cither in the original or in

the translation. ]
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retold the Nala-legend in the epic Sahrdayanandal.in 15
cantos. And again in the 15th century the poet Vamana-
bhattabiana, also known as ‘“‘new Bapa’” (Abhinavabhatta-
bana), worked on the same legend in his Nalabhyudaya?®

Worthy of special mention is the Srikanthacarita® of
the Kashmirian poet Mankha. [1135-1145 A. D.]. He handles
the myth of the overthrow of Asura Tripura. The tale is,
however, of secondary importance. The main goal of the poet
is to describe the seasons, the sunrise, the sunset, the court
entertainments etc. according to the rules of poetics. Mankha
himself refers to  Ruyyaka as his teacher?, Its canto XXV is
of great literary historical importance. In it Mankha narrates,
how, after he completed his poem, recited it before a number of
panditas, amongst whom were also the court officials, who had
assembled in the house of his brother Alarhkara, a minister of
Jayasimha of Kashmir [ 1127-1150 A.D. ]. The poet has
mentioned the names of those thirty scholars, poets and officials
who were living there in his court and the sciences in which they
had especialised. He avails of this opportunity to present a lively
picture of a sabha, i.e. ofa learned assembly, such as is held
upto this day and apparently has been being  held since many
centuries ago. From the family-trec of the poet, thathe has
appendcd, we learn that he was one of the four brothers, all of
whom were scholars, writers and officials at the same time.

To the 12th century belongs the religious epic

1. Published in Km. 32, 18q2.

2. A fragment of eight cantos of this pocm has been published in TSS
No.3,1913byGanapati Sastri. This “New Bina” (Abhinavabina)
is also the authorof Vemabhupalacarita, aprose-novel of the type
ofHarsacarita. Vema, the hero of this cpic, who wrote as Vamanabhatta-
biana, lived probably in the first half of the 15th century A.D. Cf. Gaga
pati’s Introductionand Suali in GSAI 96, 214.

3. Published with the commentaryof Jonaraja (wholived in
1417-1467 A. D.) in Km. 3, 1887. [ He is mentioned also as Mankhuaka. Sce
also Buhler, Kashmir Report, Extra No. of JBRAS, Bombay, 1877
p. 50-52.]

4. Ruyyaka cites Srikanthacarita in his Alamkirasarvasva. [ Sce
Jacob, JRAS, 1897, p. 293.]

[ The southern tradition of Marnkha’s collaboration with Ruyyaka is not
considered authentic by S. K. D e, Sans. Poetics I, p. 191 ff., HSL, p. 322,
Foot-note, ] ' s
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Haracaritacintamani! of the Kashmirian poet Rijinaka
Jayaratha, that is full of Siva-legends and teachings of Saivism.
He lived in the 12th century A. D.

As a curiosity deserves to be mentioned Kathakautuka of
Srivara (15th century)?. It isan ordinary epic of mediocre
merit, that in 15 cantos reproduccs the story of Yusuf and Zuleikha
according to Dsachami. The story, that is rather an adaptation
than a translation of the Persian poem, begins with a glorification
of Mahamad Sahi (Muhammad Shah, who ascended the throne
in 1481), during whose reign Dsachami composed his poem.
Sufficiently noteworthy is this amalgamation of the old Hebrew
story with the Persian romantic ballad and the Indian Siva-cult,
since Srivaraisa staunch devotee of Siva, and canto XV is
wholly devoted to glorification of Siva.

Nilakantha Diksita, a devout Saiva3, of the 17th century
AD, inhisGangavataran a, an epic in 8 cantos, extols the
descent of the celestial river Ganga into the world of man. The
poetess Madhuravani, whoin her Ramayanasara, once
more works upon the plot of the Ramayana, shows that even
women took part in composition of ornate court poetry. She was a
court-poctess of King Raghunitha of Tanjore (17th century)4.
Two cantos of another epic, namcly Rajaprasa sti of a poet
Ranacchoda, wholived towards the end of the 18th century,
have inscriptionally come down to us®.

That the court epics have continued to be written down up
to the present day is demonstrated by Visvanatha Deva

1. Publiched in Km. 61, 1897, the text running up to 22 prakisas.
Cf.Bi hler, Report p. 61.

[ The form Jayadratha, and not Jayaratha, of the name of the author
occurs in the printed text and alsoin Buhle rs report.  Possibly our author
wasa brother of Jayaratha, who commented upon Abhinava-
gupta’s Tantriloka; see S.K. D¢, HSL, p. 323.]

2. Cl. R. Schmidt, Das Kathikautukam des Srivara. Vergli-
chen mit Dschamis Jusuf und Zuleikha, Kiel, 1893 und Srivaras Kathikautu-
kam, die Geschichte von Joseph in persisch-indischem Gewand, Sanskrit und
Deutsch, Kiel 1898. Text also in Km. 72, 19o1. On the Persian poem see P.
H o r n, Geschichte der persischen Litterature, Leipzig 1901, p. 1gof. From the
Persian source originates also the epic Delarimakathasara of the
Kashmirian poect Rijanaka Bhatta A hlid ak a, published in Km. 77, 1902,
Sec Herte |, Jinakirtis “‘Geschichte von Pala und Gopala”, p. 61 . 135 f.

3. Published in Km. 76 1902. The poet was a son of Nardyana
Diksita, who was a nephew of Appaya Diksita.

4 M.T.Narasimhiengar,JRAS 1908, 168.

5. Kielhaorn, Ep.Ind, 5, Appendix No. 321.

J
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Sarman,the Raja Bahadoor of Athagarh, Orissa, who personally
presented to Winternitz in January 1913 a copy of his own
mythological epic Rukminiparinaya (Calcutta1912),
written in 11 cantos. The poem is provided with a commentary
by his chief queen. It is a Mahikivya that has all the
characteristics prescribed in poetics and could have been written
equally five centuries earlier.

Generally the history of the ornate court epic does not
present a gratifying picture. It can probably be said that
court environment and patronage werc not conducive to
the development of the epic. That the Indians were
poetically gifted, that they possessed power of imagination,
that they were capable of representing a great many types
of human destinies, that they knew to present characters
in a masterly way and that they did not lack in original ideas—
all this is demonstrated with the help of popular epics, narrative
literature and better pieces of dramatical writings. But above all
there is nothing remarkable in ornate courtepics. There the
characters are almost everywhere stereotyped, since the poet
does not trouble himself for inventing anything, but he adopts old
epical materials with little alteration. One can just say that the
Alamnkaragastra has killed true poctry. The form has secured
complete triumph over the subject-matter. And Oh, what a
display of ingenuity and an actual tiresome brain-work is in-
volved in these poems !

In lyrics, in gnomic poetry and in drama, as well as in the
master-pieces of narrative literature too the kavya-style holds the
ground. But we shall see that here the popular origin under
the influence of the court environment is not, however, completely
lost to such an extent as to permit the form become so much pro-
minent as to cause the plot get neglected as has been the
case with the epics.

HISTORICAL LITERATURE!

In India historical literature too belongs to the class of court
poetry. It is often maintained that the Indians did not have any
important historical litcrature to their credit and that they had

J.F.Fleet, Int. Ant. 30, 1901, 1 ff., W. E. Windisch

Cf.
GeschxchtedchanskmphllologneI S. 170 ff, (On Lassen, ‘Ind.” Altertumskunde
I, 1 ff; 40 f).
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little taste for history. Itisnot correct, however. That they had
a taste for history is proved by the list of teachers in different Vedic
texts and the genealogies in the Mahibharata and in the purénas.
Notwithstanding the mythical elements that dominate in them’
by far, the puranas preserve many valuable historical traditions’.

Huen-Tsiang affirms that during the time he was here in
every Indian city there were annals. Till to-day the Rajputs,
Banias and Mewatis have annals that are carefully preserved by
Bhitas?. The Indians have genealogical tables in a form that is
unknown in the West. In any case important persons, village-
chiefs and even ordinary farmers can produce a family-tree that
establishes the widely branched out relationships, often going
back to two or three centuries, and is of great importance for settl-
ing questions relating to inheritance. Each monastery (matha)
carefully maintains the order of succession of its principal teachers.
A taste for history is proved also by monastic historical works of
the Buddhists and the Jainas, who in chronicles and biographies
adhere to the life of their saints and the history of their religious
communities and have handed them down historically to the
extent they have been capable of2. Taste for history is lastly seen
also in numerous inscriptions of all the centuries beginning
from the time of Asoka, that are available to us, and in any case
they show that the Indians too possessed a taste for associating the
present with the past and the future, and thereby they traced the
history of their kings in genealogies going back to the most possible
extent and that they inscribed the deeds of their patrons for in-
formation of coming generations on stone-pillars and rocks, in
temples and caves and on copper plates for future ages.

1. See above I, 169, 257, 266, 319 f. 442. 449; Transl. p. 194, 309,
319, 375f., 520,529 : F.E. PargiterinJRAS 1910, p. ff.

2. C.V.Vaidya, The Mahabhirata, Bombay 1905, 76 f. In
western India there are still court-singers, who recite the prasastipattas
(the panegyric annals) before family circles. Cf. Shankar Pandit,
Gaiidavaho, p. CLXIX note.

See above II, 167 ff.; 331 f.; Transl. p. 208 fl.; 509 f. “Geschichte
des Buddhismus” of Tibetan Taran at ha too rests on Indian sources. He
himself mentions a work, written in 2000 $lokas, of Pandita Ksemendrabha_dra
of Magadha, in addition to another work Buddhapurana of Indradatta,besides
an old biography of acaryas, the work written by B_rz‘llunaga. Bhataghaﬁ,
as the basis of his own work (Taranat ha, GCSCl}lChEC des Buddhismus
... translated into German by A. Schiefner, p.281). Historical documents are
also the Pattavalis, the list of Jaina patriarchs, see above I, 331, wransl. p. 509;
andalsoBhandarkar, Report 1883-1884, 14 {., 319 fi.
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It is true, as Winternitz holds, thatin India there has
beenno Herodotus or likewise a hero such as Livy or Tacitus.
What the Indians lacked in was not, however, taste for history,
but taste for criticism and for historical truth. And reason of this
is that the writers of history were generally either court-poets or
religious-minded persons. For the former the main duty was
to sing in praise of their princes, to record their and their ances-
tors’ heroic deeds and probably also to invent such ones as never
took place. The divine were above all busy either with praise
of their sect or in preaching to the community and to cause it to
increase.

The Indian historical writing was always just a branch of
poetry. Chronicles, in which myths and history appear strongly
amalgamated, or biographical and historical epics and novelsor
also poems written in praise of kings are mixed up with historical
or semi-historical topics. The Indian historian pursues a course
that is altogether different from the one followed by the Greek or
the Roman. He will not go deep into the circumstances, set
historical facts critically and explain them psychologically; he
will entertain and instruct as a poet (kavi), above all teach
morals, when he will explain with examples the influences of
moral behaviour on the destiny of man!. All the “Indian histo-
rical works’’, as sources of history, thereore, should be used only
with extreme caution. The story told by a court-fool to a Tartar
Khan mostly holds good in their case:—the Khan wanted his
historian to write down a book on his life and works and wanted to
name it as “Thousand and one Truth”, to which the court-fool
retorted by saying that the more correct title would be “Thousand
and one Tales’. This too is a fact that the Indian could not
write history without beginning from itscommencement. For
the purpose of getting upto the history of their own age, the
authors of the puranas begin with the origin of the world,
the Buddhist monks with the first Buddha, who is believed to have
lived billions of years ago, and the authors of recent historical
epics, with the heroes of the Mahabharata or with gods or demi-
gods, from which earthly kings derive their origin. Consc-
quently the admixture of tales and history, that is greater accord-
ing as the author goes hack to an earlier period and is less accord-

1. Cf. S tein, Rajatarangini, Trans. I, p. 35 fl.
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ing as he approaches his own age. Thence it is very much
possible that the historian, who knows nothing about the earliest
time but to narrate myths and tales, may be entirely dependable
for his own and immediately preceding ages. )
Thepra$astis, ie panegyric poems, too, that have
come down to us in inscriptions, are not only historical docu-
ments, but are often more or less full-fledged ornate poems,
written usually in elaborate metres, and now and then in literary
prose too. There are poems composed in accordance with the
desire of princes or rich men. They contain information by
professional poets (including those who are famous in literature)
regarding dedication of temples or other religious or temporal
monuments. After a benediction follows usually the gcnealogy and
panegyric description of the donor and the ruling prince,in case the
latter is not himself the donor, a description of the monument,
of its aim and of the benefit associated with thegift, privileges etc.
and at the end is an expression of the wish relative to conserva-
tion of the monument, adjuration against possible mischievous
person or devastator, a note about the chief builder, who built it,
on the pricst, who consecrated it, about the poet and about the
scribe of the inscription and lastly, unfortunately not always accu-
rate, astatement of the date. By the side of prasastis of 10-12 stanzas
there arc long poems of hundred or more verses!. The importance
that these inscriptions have for the history of ornate court poetry
has already been shown above. Among the inscriptions of the
Gupta princes and numerous other prasastis there are found, be-
side productions of inferior value, many poems, that, measured
according to the Indian standard, must be considered as pieces of
epic poetry of the first rate. There are two long prasastis that
were composed by an insignificant poet Rama in between 700
and 800 A.D. The fact that he calls himself “prince of poets’
(kavi$vara) andsaysabout himselfthat he composed this hymn of
praise when he was young and boasts that the goddess Sarasvati
came to live in his mouth-lotus even before he had forgotten the
taste of his mother’s milk will prove little. More important it is
thata first rate scholar like Biihler, theeditor and publisherofthe
inscription?, describes him as a poet of much talent and learning.
He has for example composed a stotra in 14 stanzas, in which

T T GL.Bubler, WZKM 2, 1888, 86 ff.
2. Ep. Ind. 1, 97 fI.
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each one canbeinterpreted inamanner thatit will be applicable
to both Siva and his spouse Gauri at the same time. Rare words
and forms go to prove that he had assiduously studied grammar
and lexicon. Another full-fledged poetical inscription is that
of Lalitasuradeva ofthe9th century A. D.L

One of the earliest historical epics is the Prakritkavya
Gailidavaha? of Viakpatiridja, the chief poet in the
court of King Ya$ovarman of Kanauj. It was apparently
written after the death of the king in about 750 A.D. The work is
more a panegyric rather than a historical poem, although it was
written to celebrate the slay of a Gauda prince by the poet’s
patron, who was himself overthrown and killed not much later
(c.740A.D.) by Lalitaditya of Kashmir. It contains full necessary
information regarding military exploits of warriors and is replete
with so many pictures of landscapes, descriptions of seasons, royal
relationships etc. interwoven with mythical narrations. Vakpati-
raja is more original than Sanskrit poets, inasmuch as he
describes also scenes from rural life that do not occur elsewhere.
He keeps himself aloof from play on words and puns. On the
contrary long compounds are not seldom. Butthe text that is
available tousis probably just an extract from the original work,
from which pure historical data were excluded outright for the
purpose of retaining only the “pearls” of poetry, the poetical
descriptions etc.?.

An epic, of which its real theme is fabulous, but refers to
historical names and events, and hence deserves to be mentioned
as an historical work in the truc sense is the Navasdhasanka-
carita® of Padmagupta or Parimala. The poem has 18

1. Ind. Ant. 25, 1896, 177 fI. A great collection of poetical inscriptions,
of which a major part consists of records of gifts of land, is included in the
Pracinalekhamala, published in Km. 34, 1892; 64, 1897; 80, 1903.

2, Edited by Shankar P. Pandit, BSS No. 34, 1887. Cf.
Bithler, WZKM 1, 1887, 324 ff. 2, 1888, 328 ff., cf. Sm i t h, JRAS 1908,
pp. 765-78. The commentary of Harip ala is almost a Sanskrit rendering
from Prakrit. [Intheopinionof Keith (HSL,p. 150)Hertcl’s views
(Asia Major 1) on Bhavabhiiti and Vakpati carry no conviction. ]

3. That is the more probable assumption of Jacobi, GGA, 1888,
61 ff. Shankara P and it believes that the text that we have may just be a
torso that constituted merely the introduction to the proper work.

. Published by V. S. Islampurkar, BSS No. 53, 1895, Cf.
G.Biihler and Th. Zachariae, Ueberdas the Navasihasankadeva-
carita of Padmagupta or Parimala in SWA 1888. The work has been cited by
Ruyyaka. [ An account of the Paramira dynasty is given in the poem in X,
64-102; See Bithler andZachariae, Reprint p. 24.]
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cantos and relates the mythical theme of the winning the
princess Sasiprabha, daughter of the Naga king. It is written
by the poet for the purpose of glorification of his patron, the
king SindhurajaNavasahasanka of Malva. The Indian court
poets, of course, often have the tendency to ‘‘change the
historical events of the most recent past into myths’! on purely
poetical grounds. So in this work too an historical essence
remains in narration of the myth. The poem my have been
written in about 1005 A.D.2.

Bilhana’s Vikramankadevacarita? is the
history of the Calukya princes. It begins with a myth about the
origin of the dynasty of this king. In it God Siva appears always
when the king has done anything that is not strictly moral. Here
the king has a fairy (Vidyadhari) as his bride. This work too
goes to show that poets in India have had always the fancy for
dressing even historical events in mythical garbs. The book
narrates the history of the princes of the Calukya dynasty of
Kalyana Somesvara I, Somes$vara 11, and particularly of Vikra-
maditya VI, who ruled from 1076 to 1127 A. D. The chief
objective of Bilhana, however, is to show his skill as a poet, to
follow all the rules of poetics and to extol his heroes exuberantly.
Although the events narrated by him are historical, as is
proved by many Calukya inscriptions, we get here a distorted
picture, since he always exaggerates. Thus he assures us that
in each and every campaign of the Calukyas against the Colas the
latter were completely annihilated, although very soon we are
told by him that fresh movements of the erstwhile enemies made a
more extensive campaign necessary. Even the duration of time
that intervened between the different events is not stated accu-
rately, and the poet always says ‘after some time’, ‘after many
days’, etc. The historian gives place to the poet. Thus for exa-
mple, Bilh an a tells usthat when this king was born flowers
fell from the heaven, Indra’s drum was sounded and gods in the

1. Buhler and Zachariae ibide p. 48f. Such mytho-
logising representation we find even in inscriptions.

2. Gf. Buhler, EP. Ind. 1, 222 ff. 232; Duff 100; Pete-
rson, Subh. 51 fl.

3. Published by G. Biihler, BSS Nr. 14, 1875. The German
translation of A. H a a c k (printed in 1897 at Ratibor, but was not available
in a bookshop ) not was known to W. Cf. A. V. V. Ayyar, Ind. Ant.
XLVIII, 114 H., 133 ff. [ Editions also by M. L. Nagar, 1934 and V.S.
Bharadvaja, ‘t)oth printed at Varanasi ]
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heaven became happy,—but nonetheless he does not tell us the
date of his birth.

As an epic poet, he tarries when he finds an occasion
to describe any event. So he devotes three cantos tothe
marriage of Vikrama with Candralekha and describes the
beauty of the bride in detail. In the description of the
ceremony of selection of her husband by the bride
(svyaimmvara) he has followed the Raghuvamsa of Kalidasa
as his model. One of the most beautiful and attractive
places in the poem is the mnarration of thc death of
Ahavamalla, father of Vikrama in canto IV1.

In canto XVIII the poet gives his autobiography. Here
he describes his native land, particularly his native village
Khonamukha, in a manner so true to nature that Biihler?,
who visited the place, has expressed his admiration at
the exactness of the description. The village clings
so closely to the hills ofthe Himalaya that it could not
have been described more accurately than in the words
of the poet, who has designated it as ‘‘a coquettish
ornament of the Himalaya. About his father Jyestha-
kalasa he reports that he wrote a commentary on the
Mahibhasya. Both of his brothers were scholars and
authors. About his ownself he boasts that he had ardently
and diligently studied the Vedas, the Vedangas, grammar
upto the Mahabhasya and poctics and that the fame of his
poetry had spread all over the world. He says not alto-
gether unassumingly ‘‘there is no village, no province, no
capital town, no forest and no grove, or place that Sarasvati
has sanctified, where the wise and the fool, the old andthe
young, man and woman do not ina body recite his poem
with a thrill of joy”” (XVIII, 89). He had travelled far
and wide, in the same manner as young scholars and poets
in India have the tendency to do, in different courts and
places of pilgrimage. He visited the holy cities of
Mathura, Kanauj, Allahabad and Varanasi. For a
long time he stayed with a prince Karna of Dihala,
where he defeated the poet Gangadhara in a literary

1. A metrical English rendering of this passage is given in the Ind.
Ant. 5, 1876, 324 ff.
2. Report 5f.
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contest and composed a poemon Rama. After travelling

much he arrived at Kalyana, where King Vikramaditya

conferred on him the title Vidyapati (“Masterof Science’)’

and presented to him one blue umberella and an elephant.

High as a tower, Rajatarangini?, “the River of
Kings” stands above all other similar productions of Indian
literature, equally as a work of history and of poetical composition.
In other words it is the history of the kings of Kashmir of the poet
Kalhana? Kalhana was theson of the minister Canpaka,
who played not an unimportant Tole in the court of King Harsa
(1089-1101). He was probably born towards the beginning of
the 12th century A.D. and completed his work in the year 1148.
As a Brahmana by birth he acquired a basic literary culture. He
was very well read, especially in the Mahabharata, and had studied
also Bana’s Harsacarita, Bilhana’s Vikraminkadevacarita and
works like Varahamihira’s Brhatsarhhiti. He manifests his
literary taste on each occasion. By religion he was a devotee of
Siva. He admires with predilection the kings with Sivaite dis-
position and whenever, about any of his patrons he says that he
was a devotee of Siva, he often uses such an expression in the same
sense in which an English man uses the word “‘Christian”, when
he refers to some respectable person. Still he has much sympathy

1. The first critical edition we owe to M.A. Stein (Bombay
1892 ), from whom we have also a complcte English translation with valuable
annextures (Introduction, Notes, Appendices) which have brought the import-
tance of the work for history, geography and ethnography of Kashmir, into
the correct clear light (Westminster 1goo, 2 vols.). Cf. Winter
nitz, WZKM 16, 1902, 405 ff.; Oldenberg, Aus dem alten Indien,
Berlin 1910, 81 fI., Marie Von Bunsen in “Nord und Sud” 1915, 327 ff.
On Kalhana's importance as an historian see Bu hler, Report 52 ff.;
LXVI fI., where the earlier writings of N.H. Wilson, A.Cunnin-
gham, Ch. Lassen, and A. Troyer have been evaluated and
Shankar Pandit, Gaudavaho, Introd, p. CLXI ff. E. Hu ltzsch,
Ind. Ant. 18, 188g, 65 ff., 97 f. gives extracts with translation from book I
and in Ind. Ant. 40, 1911, 97 ff.; 42, 1913, 301 ff. and ZDMG 69, 1915, 129
. he has made contribution towards its textual criticism. S tein’s edition
has superceded all other editions, including the one of Durgaprasida
BSS No. 35, 51, 54; [vol. ([-VII), vol. 2 (VIII), vol. 3 (Supplements of
Jonaraja, Srivara and Prajyabhatta, 1892, 1894, 1896.
The editio princeps with three supplements was published by the Asiatic
Society of the Bengal, Calcutta, 1835. ]

2. We know Kalhana only as the author of the Rajatarangipi. A
kivya Jayasimhabhyudaya too is attributed to him: see Peterson,
OC VI Leiden 1883, III, 2, 361: [the reference is to Ratnakara’s
citation in his Sara samuccaya. The sanskrit form of this name
is Kalyana, by which name he is mentioned in Mankha’s Srikanthacarita
XXV, 8o fl. Cf. A. Stein, Rajatar., transl. p. 12 f.]
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for Buddhism. He praises ASoka and other kings for their
establishment of monasteries and erection of stiipas, exhibits a
good knowledge of Buddhist teachings and refers in a respectful
manner to Jinas and to Bodhisattvas. But that does not deter him
from jeering at the ““monk nuisance’’ brought to an end by King
Candradeva (I, 184). He was a highly cultured and indepen-
dently thinking person. Although he was brought up in court-
environment, he was neither a courtier nora court-poet. He had
a critical independent view about characters. Many severely
biting words are uttered in reference to Brahmanas, as also against
officials. Strict in his principles, he often uses severe words for
censure He speaks with greater contempt about Damaras, a
class of gentry or ‘“‘younker’” whom he does not consider better
than “robbers’ (dasyu).

Kalhana specifically says in the beginning of his work that
it is the work of the poet to write history : (I, 4)

konyah kalamatikrantam netum pratyaksatamksamah |
kaviprajapatimstyaktvd ramyanirmanasalinak 1
“Like Prajapati, capable to bring forth lovely creation:
who else other than a poet can place the past before the
eyes of men.”
To this he adds (I, 7)
slaghyah sa eva gunavanrdgadvesabahiskrtah \
bhatarthakathane yasya stheyasyeva sarasvati \l
““The noble-minded (poet) is alone worthy of praise,
whose word, like that of a judge, keeps free from love or
hatred in relating the facts of the past’.

In fact Kalhana’s statement, when he too perhaps is not
always wholly impartial, throughout creates the impression that
he endeavours to describe not only the long past times, but also
the events of his own and near-by ages sine ira et studio, and his
opinion is mostly inspired by high moral cosmic philosophy.
Throughout in his narrative the poet inserts moral maxims. For
him the real objective of writing history consists in teaching of
dharma and morality. To him, as to any Indian, that success
and failure of present life have their cause in the good and evil
acts (karman) of the previous existence is an incontestable fact.
He is wholly in keeping with the common Indian opinion to
the extent that he believes in magic and witchcraft. When he
speaks about the kings, who are ruined, either on account of
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witchcraft or due to the curse of a Brahmana, he does it with the
same conviction with which he would narrate that they perished
cither with sword or on account of poison. He is Indian in
this respect as well that his chronology of earlier ages is often im-
probable. He makes King Ranaditya rule for 300 years — a thing -
that is not credible. If we are to fix the date of A§oka according to
Kalhana, we shall have to set it at 1260 B.C.1. With true Indian
credulity he narrates all myths and legends that he found for
carlier ages in his sources and in traditions, so all the wonder-
ful snake-legends, that are associated with the earliest history
of Kashmir.

On the other hand, however, he has not utilized the literary
sources, without first examining them critically. He is not
content merely with the study of earlier works on Kashmir, but
he has made use of inscriptions, genealogical tables and memoires
of important personalities, examined coins and monuments and
has interested himself in folk-lore, proverbs and legends. In
short, he was an accurate investigator into antiquities. By
general admission Kalhana is a trustworthy guide for the history
of his own age and {or that of a little former times.

The poet Kalhana is a master of the art of presentation. He
knows to delineate the sketch of a person drawn from his actual
life and does not follow merely anyset pattern ortype. In this
respect he stands apart from other Indian poets.

How lively stand before us the personalities such as the
cruel and vicious, but cunning and energetic queen Didda

(VI, 176 ff.) or the good-natured weak Ananta (VII,

142) > With much humour and biting sarcasm he describes

the people of the lower society who attain high offices

and powers from insignificant positions in life without
any special merit. One such character, for example, is

Kayastha Bhadre$vara, who at first was a market-gardener,

1. Cf. Stein, Rajatarangini Transl. 1, p. 53 f; Fleet, Ind.
Ant. 30, 11f., 14. It is signihcant that many pandits in India still under-
stand by the term ‘‘history” an essay entitled ¢ History of Kashmir” of Pandit
Anand K o ul in the JASB 6, 1910, 195 fI., where the “History of Kashmir”
under 47 sovereigns based of the Nilamatapurina[ed. Ramalal Kanji-
laland Jagaddhar Zadoo, Lahore 1924 ; cd. K. St. J. M. de
Vreese, Leiden (Brill), 1936] and the Rédjatarangini is presented with
such ““accurate” dates as: Gonanda I 3120-3103 B.C., Damodara I 3103-3090
B.C. etc. down up to Bhagavant 1459-1445 B.C.

Winternitz—Ristory of Indian Literature 111 7,
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butcher and fuel-seller; for living he had hung at the ba.ck
of officials, carrying their bags and ink-bottles, while wx?h
a rough woollen cloth he rubbed his (own) back, till
Tunga, the prime minister of Queen Didda, made l.nm
his assistant, and who later himself became the prime
minister (VII, 38 ff., 106).

Kalhana shows himself as a pioneer poet also in many
episodes, descriptions, sketches and comparisons. Thus
for example we may read his presentation of the tragic end
of King Yudhisthira I at theend of the book I : “like a
vulture on a carcass’® did the violent enemies fall upon the
empire of the weakly king. He was compelled to leave
his own country, while his enemies carried away his wives
and treasures “‘just as the tree which falls from the top
of a high mountain is stripped quickly by boulders of
its creepers, fruits and the rest” (I, 368). We may read
also the description of a famine, that occurred as a
consequence of heavy snowfall, that he compares to the
‘“‘grim laughter of the Death” (II, 19), or the story of the
wonderful and horrible restoration to life of Sandhimati
by the witches (II, 82 ff.).

It is, however, particularly the realistic descriptions of
books VII and VIII that present to us Kalhana as a true
poet. Impressive is the description of the tragic death of
Suryamati (VII, 472 ff.). This prominent lady was the
wife of King Ananta. She had taken under her control the
weak king and the reins of administration, so much so
that she compelled him even to forego the throne in favour
of her son Kalasa. This had had an evil consequence and
led the father and the son to strife and conflict. Several
times cunning Suryamati succeeded in bringing about tem-
porary peace. But after a short reconciliation Kalasa
stepped into open enemity against his father, whose position
now became wholly untenable. One day there took place
a violent scene between Ananta and his wife : he rebuked
her bitterly and even expressed his doubt regarding Kalasa
being his legitimate son. The insulted lady got offended
and she overwhelmed him with abuses. Then the deeply
hurt king again went into despair and committed
suicide. Suryamati, however, then decided to follow him
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unto death as a sati. Then in a solemn manner she

cursed each one of them who had ruined them and had

caused dissension among them: then with an oath she

proved herself above suspicion in the matter of being

faithful to her husband and burnt herself with smiling

eyes in the flames of the funeral pile, and (VII, 479).
ajayata nabhovahnijvalavalayamalitam |

tadagamotsave dattasindiiramiva nirjaraih 1

“The sky became encircled (and reddened) with
sheets of flames, just as if gods, in order to celeberate
her arrival, had covered (it) with minium”.

Actually the master-pieces of character-painting are
the portraits of King Harsa (VII, 869 ff) and King
Sussala (VIII, 482 ff.) designed by Kalhana. The same
poet shows the style of the Ramayana or that of the
Mahiabharata in his story of King Harsa, as he narrates
it in book VII. Even the appearance of this monarch
is impressive. Usually he shows himself like a contended
lion with his long beard in disorder and moustaches hang-
ing about his face; his shoulders are like those of a bull;
he has a wide breast and he speaks with a thundering
voice. Even gods would lose their presence of mind
before him. But his character is full of contradictions.
He is a model of justice. Big bells are hanging in all the
four directions of his palace, that can be rung by any-
body who has something to request forl. He is always
very liberal, rewards his servants richly and beggars get
resettled by his gifts and they become capable of main-
taining others.

He and his wife visit monasteries and temples.
Bands of poets and learned men, including among others
the poet Bilhana, live in his court. Harsa himself is
highly gifted, expert in several languages, a high class
singer and poet2.

. 1. VII, 87g. Cf. abov: II, 172f. Transl. p. II, 215. [ Cf. also V. R. R,
Dikshitar, ABORI, 15, p. 218 fI.]

2. Therelevant words are --
prasannasithhavipreksi ricasmasrucchatdficitah
vrsaskandho mahabahuh Syamalohitavigrahah W1 (VII, 877)
vyuddhavakso ksamamadhyo meghaghosagabhiraudk { (V1I, 878
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But the same Harsa is cruel and tyrannical. In course
of time he falls more under the influence of his wicked
advisors in this respect. A complete train of his relations
falls victim to his murderous design. A kind of Caesar’s
madness develops in him. He oppresses his subjects as
if it be his vocation (nitykrtyopamam).

In VII, 1204:—

alpapakdramapi parsvagatam nihanti

nico na dirasamdgasamapyardtim |

$va nirdisatyupalamantikamdpatantam

lattydginam na tu vidiiragamugrarosah \

. “A low minded person strikes down him who is
close by even for a small fault, but not the enemy afar
off, who has committed an enormous offence. (Thus
too) a dog in mighty fury bites the stone which hits,
but not the person who has thrown it from a distance’.
He plundered the treasures of temples and appointed
one of his own officials as ‘“‘supervisor of temple-
destruction’. After he had done away with all his
relations he himself put into the altar the ranks of the
other people. His army deserted him and the king
wandered about and was obliged to seek shelter in the

somdnusdndmapi yatpratibhabhangakdryabhit \
simhadvdre mahdghantdscaturdisamabandhayat {
JRatum vijiiaptikaman praptamstadvadyasamjfiaya 11 (VII, 879)

anyopajivyalvam prafustasyarthitvena marganah 1 (VII, g32)

vakturh ndstyeva samarthyar vyektam vdcaspalerapi
gitamakarnya tedyapi tasya vaggeyakdrinah )
vipakasairapi paksmdgraluthadbdspodabindubhih 1 (VII, g42)

The passages have been translated as: —

“‘He used to look around like a pleased lion; his bushy beard was hang-
ing down low; his shoulders were like those of a bull, his arms great, and his
body of a dark reddish complexion; he had a broad chest with a narrow waist,
and his voice was deep like thunder. Thus even super-human beings would
have lost (before him ) their presence of mind.

At the palace-gate (sithhadvara) he hung up big bells in all four
directions, to be informed by their sound of those who had come with desire of
making representations. ................ by addressing their prayers to
him. . .beggars became able to support others. .. .clearly even the Lord of
speech does not have the ability to speak. . .

‘“Even to this day if one of the songs which he composed for the voice
is heard tears roll on the eye-lashes even of his enemies”.



HISTORICAL LI'[‘ERATURE—-RA_]ATARANE‘.II‘,\'I 101

houses of his ministers but none of them offered him- any
accommodation. At last he is detected in the hut of a
beggar; the soldiers surround and kill him. The poet
says that nobody has had enjoyed so much of power and
met such a shameful end (VII, 1713.). But later, after
he has described the end of Sussala, he says in a wrathful
humour (VIII, 1331):—
tamstan kapurusin harsadevodantatprabhrtyalam |
smyrtyd ca kirtayitva ca krtabharagrahd iva
Jjataduskriasamsparsah khedatkarturi na Saknumah 1
papatpapiyasam yesam namagrahapasdhasam
“By recording and describing rogues of various sorts in
plenty from King Harsa’s story onwards, we have become
hardened like load-carriers. Yet we cannot venture to name
those persons who participated in the murder of Sussala,
who were worse than wicked, owing to the pain which is
caused by touching upon their evil deeds.”
Extraordinarily valuable is Rajatarangini asacultural
historical source. The descriptions that are true to life
and those that have been, in atleast the last two books, taken
from the actual life of Kalhana permit us to get an insight into
Indian cultural conditions of the 11th and 12th centuries, as few
works of the Indian literature do. The work is an extraordinarily
rich source of information, especially for a knowledge of the
religious conditions, the nature of the sects, Kashmirian popular
faiths, the snake-cult, burning of widows, etc. We learn from
him about law, administration, affairs of the officials, etc. too!.
The great work of Kalhana was continued in the 15th and
the 16th centuries by chroniclers. Jonaraja wrote one
Rajataranginithat extends the history of the Kashmirian
princes down upto the reign of Sultan Zainu-l-’abidin [1417-67
A.D.]. The author died in 1459 A.D. before completion of the
work. Hisdisciple Srivara wrote the Jaina-Rajataran-
g ini, which, in four chapters, contains an account of the years
beginning from 1459 upto 1486 A.D. Srivara has slavishly imi-
tated Kalhana, Both of the works stand in every respect deep

.. t. Cf.Jolly in Gurupijakaumudi, p. 84 ff., Winternitz,
WZKM 16, 1902, 411 ff. and **Die Frau in den indischen Religionen” (Archiv
fiir Frauenkunde I1I, 1917, Special offprint, Leipzig 1920), p. 66 ff. [ On the
sources of Kalhana's information, see S. K. De, HSL, p. 355. ]
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below their model. Deeper below stands the Rajavalipa-
tdka, that was begun by Prijyabhatta and was com-
pleted by his desciple Suka after Kashmir was annexed by
Emperor Akbar in 1586 A.D.1. .

Other historical or half-historical works deserve to be
mentioned briefly. In the first half of the 12th century Jalhana,
[metioned by Marikhaka (XXV, 75) ], in hispoem Somapila-
viladsa has described the life of King Somapila of Rajapuri
near Kashmir who had fought against Sussala, the Kashmirian
prince?. Towards the close of the 12th century A.D. was written
the historical poem Prthvirajavijaya? that describes the
scize of Ajmir and Dilhi by Cahumiana King Prthvirija, who
died in 1193 A.D. [ The work that is not complete ] may have
been written between 1178 and 1200 A.D. and was popularin the
14th and 15th centuries®, Inhisepic poem Kumiarapaila-
carita,calledalsoDvyasrayakavya?, thatiswritten
partly in Sanskrit and partly in Prakrit, the learned Jaina monk
Hemacandraproves himself simultaneously a poet, “histo-
rian’’ and grammarian in the two languages. The poem has 20
cantos in Sanskrit and 8 cantos in Prakrit. The first seven cantos
are to serve as illustrations to the rules of the first seven sections
of his Sanskrit grammar, whilst the eighth canto stands in
a similar relation to the author’s grammar of Prakrit. The
work contains a history of the Caulukyas of Anhilvid [Anahi-
1lapuraj and particularly of Kumarapila. In cantos XVI to
XX, thatare devoted to the latter, this prince is extolled above

1. Thes chronicles have been published with the Edition princeps
of Kalhaga's Rajatarangipi, Calcutta 1835, Cf. Buhler, Report 61;
Stein, R3ajatarangipi Transl. Vol. II, p. 373 f. [ S.K. De,
HSL, p. 359.]

2. Rajatar, VIII, 621 ff. Jalhana has been referred to by Marnkha as
a member of the sabhi of his brother Alatkiara (sec above, p.86), [Cf.
Krishnamacharya p. 44.]

(3.-Ed. S.K. Belvalkar, Calcutta 1914-22. The editor thinks
that its author was one Jayanaka Jayaratha (1st quarter of the | 3th century
A.D.). In V.50 he has been cited. Recent edition of the work has been
brought out G.H.Oj ha and S.C. Guleri (Ajmer1g41) with the com-
mentary of Jonardja].

4. Cf. Buhler, Report62 ff.; J. Morison, WZKM 7
1893, 188 ff.; Har Bilas Sarda , JRAS 1913, 259 ff. There is only
one MS. of the work, in which the name of the author does not occur. Jona-
rdja wrote a commentary on this work in the 1 sth century,

v [5. The Prikrtadvyasrayakavya with the commentary of P r n a-
kalasaganpieditied by S. P. Pandit, BSS. 6o, 1900: the' Sanskrit
Dvydérayakavya; sthed. by A. V. K athava'te, BSS 69, 1915 and 96,
1921 with the commentary of Abhayatilakagani:]-- - -+
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all as a pious Jaina, who prohibited bloody sacrifices and trading
in flesh, got errected Jaina temples etc. The last two cantos
contain moral and religious reflections. From the concluding
portion of the work it is evident that Kumirapdla was full in
life and at the peak of his fame when the poem was written.
Hence it could not have been written before 1163 A.D.1.

The Kirtikaumudi?, a biography of Vastupila,
minister of the Vighel kings Lavanaprasida and Viradhavala,
written by Some§varadeva, who lived between 1179
and 1262 A.D., covers the history of the Vaghela dynasty of
Gujarat. The poet, who refers to himself as the chief priest of the
king of Gujarat, is also the author of many inscriptions that are
dated 1241 and 1255 A.D. One of these inscriptions contains a
stanza from Kirtikaumudi. Although the work is simply a
panegyric of a liberal minister, who had literary interest, it is
not devoid of poetical worth and brings to our knowledge the
history of the Caulukyas?. It throws much side-light on the life
of eminent Indians of the 13th century. Somesvaradeva is the
author also of the romantic epic Sur athotsavatinlj
cantos. Though the plot of the poem is fictitious it has perhaps
a historical background. In the last canto the poet gives the
history of his family, as is usual in historical and romantic epics,
and concludes it with stanzas written in praise of Vastupala. To
the same minister Vastupala, who was a pious Jaina, is connect-
ed somewhat younger but written in the same 13th century,
Sukrtasamkirtana of Arisimha3. This “Praise

1. Birgess, Ind. Ant. 4, 1875, 71 ff., 110ff., 232fF., 265 fT. gives
extracts from the Sanskrit poem. Cf. Bu hler, Hemacandra, p. 18f., 43.

[ There is another Kumarapialacarita by Jinasim-
hasiiri, composed in1265A.D. (ed. Hiralal Hamsariaj, Jam-
nagar; yet another KumarapalacaritabyCaritrasundara,
Bhavanagar 1914. Cf. S.K. De HSL. p. 362. See the same on other works of
Kumarapila. ]

2. Published by A. V. Kathavate, BSS No. 25, 1883. The
German transl: by A. H a a ¢ k , Kirttikaumudji, der Mondschein des Ruhmes,
(printed and published by R. Milntzberg, Ratibor 1892) is not to be found in
the market.

3. Cf.Bihler. Ind. Ant. 6, 1877, 186 ff., Ep. Ind. 1,20 ff. *
4. Published in Km. 73, 1902.

. . 5..Cf. G Buhler, Das Sukptasarikirtana des Arisimha, SWA 1889.
[ Ed. Jaina' Atmananda Sabhd Series, Bhavnagar 1917. Sce also S.K. De,
Sanskrit Poetics, I, p. 210 f.]
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of the Noble Acts” is an epic in 11 cantos, evidently of mediocre
merit, but not an unimportant poem for the history of Gujarat.

There exists one Vastupalacarita written on the
life of Vastupala by Jinaharsa. Vastupala has been
presented here as a statesman, warrior, philanthropist, construc-
tor of temples, protector of poets and poet. He got established
a big library in which he collected the largest possible number of
literary works. Stanzas written by him are cited in anthologies.
His great epic (mahdkivya) Naranarayananandal
describes the friendship of Arjuna and Krsna and abduction of
Subhadra by Arjuna. It was written in between 1220 and
1230 A.D.

[ The epic Vasantavnlasa mahakavya of
Balacandrasari? makes a mention of the death of
Vastupila. The poet who is his contemporary describes his
battles and his pilgrimages as well as his generosity.]

The historical epics are not always dedicated to rulers or
ministers. Suchoneis the Jagadicarita of Sarvinanda,
the biography of a simple merchant who did much for his native
town in Gujarat when he got the walls of the city built anew and
during the terrible famine of the years 1256-1258 he worked much
for mitigation of the trouble. Although the work has only seven
cantos, it is called a “‘great epic”” (mahakdvya) and shows the
same deficiency in the matter of language, poetics and metrics, as
other Sanskrit poems of Jaina monks of later centuries do. The
author may have lived 80 to 100 years after the events of the
second half of the 14th century described by him. The wealthy
merchant Jagada is above all an ideal Jaina layman and is
extolled as such. In the history of this merchant wonderful
stories and legends have been interlaced exactly in the same
manner as would have been done with respect to some king
or saint. In any case, however, we find in the work a nucleus
of history, as has been shown by Biihler?3.

[In the second half of the same 14th century the poetess
Gangadevi wrote the historical epic Madhuravi-

{_(. GOS 1I. 1916.]
2. Ed.CD.Dalal in GOS, 7, 1917. On Bilacandra, see above
11, trans. p. 547, 548, 591.]

3. Indian Studies I, the Ja.ga.qlucharlta of Sarvinanda,
historical romance from Gu]a.rat, SWA 1892,
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jaya also called Virakampardyacarita!, The
writer was the queen of Kampana of Kanjeeveram (c. 1367 A.D.)
and she has described in it the historic deeds of her husband;
including his march against King Campa of Kafici and against
the Muhammadan ruler of Madurarajya.]

The historical poem Hammirakavya of Jaina
Nayacandra was written in the 15th century. In it the
poet has described the heroic acts of Hammira, who was
killed in his battle against the Muhammadans. The poem
breathes severe hatred for the Muhammadans, whilst it describes
the tragic death of Hammira. Before he met his heroic end, his
wives and daughters burnt themselves®.

[An historical epic of the 16th cetury is the Rastra u-
dhavaréa kivya of Rudrakavi (published in the
Gaeckwad’s Oriental series, No. V, 1917). In 20 cantos it
narrates the history of Bagulas of Mayuragiri from the beginn-
ing of the Rastraudha dynasty down upto Niriyanashah, the
patron of the poet. ]

The panegyric poem of King Bhavasimha, a contemporary
of Emperor Akbar, is the Bhavavilasa®of Nyayava-
caspati Rudra. To the ‘“historical poems’’ belong lastly
also the biographies, like Rasikamarana, an epic in 18
cantos written by Raghunatha in the 16th century, in
which the life and activity of the Vaisnav a teacher Durvasas
arc praiscd?.

The number of historical poems that we have is comparati-
vely small.  But it cannot be said that because more such works

[1. Ed. Harihara Sastri and S1inivdasa Sastrl
Trivendrum, 1916. |

2. Cf. N. J. Kirtane, Ind. Ant., 8, 1879. 55 ff. | and also
Bombay 1879.]
) 3. Published in Km., Part II, 1886, t11-126. This very Rudra
is also the author of one Bhramaraduata [of. Haraprasad Sastri,
JASB 6. 1910, 31 ff.]

Cf. Aufrecht, Bodl. Cat. I, 148ff. [We may here
make a mention of Virabhidnidayakdvya, a poem in 12
cantos, coataining historical dates of R e wa of the Moghul period, of
Midhava (f.Hirdananda Sastri in the Mem. of the Arch. Soc.
of Ind., N>. 21),and Raghunithibhyudaya(ed. T.R.Chin-
tamani, Madras 1934), 2 poem in 12 cantos of the poetess Rima -
bhadrdmba, in which certain incidents from the life of Raghunitha
of Tanjore are described and which was written in the 17th century A.D.
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are not available to us probably they did not exist at all. On the
other hand, the fact is that interest for old myths and heroic
tales has always been greater than for temporal lords, and,
therefore, such works particularly when a dynasty became
extinct, were no more copied.
The epics were probably most suitable for glorification of
the activities of the patrons. Yet there are scveral chronicles that
have been written in prosel. A modern prose work of thistype is
the Ksitisavam$§avalicarita? inwhich the history
of the ancestors of King Krsnacandra of Navadvipa in Bengal,
his battles with the Muhammadans and the fate of the individual
rulers, including also all sorts of court stories, anecdotes and even
fabulous stories of miracles have been narrated. This chronicle,
apparently written in the middle of the 18th century A.D., reaches
upto the year 1728, that is the year of accession to the throne of
Krsnacandra, but breaks so abruptly that it is hardly complete.
The work is written in simple prose, that is marked by a number
of very long compounds for the purpose of giving it the appearance
of literary prose.

LYRIC POETRY?

Lyric is the oldest Indian poetical composition known to us.
The hymns to the gods and the sacrificial and magical songs of
the Veda are the oldest of the extant Indian poetical compositions.
Although the Vedas are essentially religious, we find in them con
siderable amount of secular leanings. The Usas-hymns and the
love-spell ballads sometimes remind us of the later lyric and the
hymns referring to war magic in the Atharvaveda sound almost
like very old war songs. Centuries later we find gems of lyrical

1. On the historical novel Harsacarita, see below in the section
¢“Ornate Novels”.

2. A Chronicle of the Family of Rija Krishpachandra of Navadvipa,
Bengal. Ed. and translated by W. Pertsch, Berlin 1852.

Samples of Indian lyric in German translation are found among
others in Th. Aufrecht, Blithen aus Hindustan, Bonn 1873 and Bei-
trige zur Kenntnis indischer Dichter, ZDMG 36, 1882, 361 ff. and in Ind.
Stud. 17, 1885, 168 ff; L.von Schro e d e r, Mangobliiten, Stuttgart 1892;
Joh. Hertel, Indische gedichte, Stuttgart 1go0; J.J. M ey e r, Kavyasam
graha, Leipzig, Lotusverlag, [Indische Gedichte aus vier Jahrtausenden in
deytscher Nachbildung von Otto von Glasenapp, etc. Berlin rgas;
P. E. Pavolini, Poeti d’amore nell’ India, Florenze, ,1900,. and S. K,
D e, Treatment of Love in Sanskrit Literature, Calcutta 1929. ]
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poems full of deep sentiments, religious fervour and such internal
natural feeling that for all the time has become special character-
istic of Indian poetry in the songs of monks and nuns in
Buddhist literature. We come by a love-song too in a Buddhist
Sutta and find traces of a drink-song in 2 Buddhist Jatakal. In
the Anuogadarasutta of the Jaina canons some love-songs have
been quoted as illustrations of sentiments in poetry?. The Jaina
monk Hemacandra, in a narrative of the Pari§istaparvan has
preserved for us match-songs to the accompaniment of the lute
after the style of the Schnaderhiipfel of Germany.

The history of Indian metrics too makes it clear that love-
lyrics were not only cultured early in India but also that they had
developed a high degree of skill and poetic merit. We have
before us a fragment of the composition of the grammarian
Patafijali, and that has been beautifully translated into German
by Th. Aufrecht :4—

api vijahihi drdhopag iihar tyaja navasargamabhiruvallabham \

arunakarodgama esa vartate varatano sarmpravadanti kukfutah n

“Loose the arms, that encircle closely about me;

Bashful darling, I must let thee go;

Heareth thou, the cry of the waking cock;

And how shines forth the red morning sun5.”

The oldest love-song certainly must not have been
composed in Sanskrit, but in popular languages. And it
is why that a gecater part of the Indian lyric poetry belongs to
Prakrit literaturc. But in old Indian literature, however, a
few traces of real folk-songs are preserved for us in Prakrit
lyric poems. The great bulk of even Prakrit lyrics too cer-
tainly belongs to ornate court postry, exactly as the whole of
Sanskrit lyric. The ornate metres originated first of all on the
soil of the latter, whilst the popular and the Prakrit poetry

1. Seccabove II, 79 f.; transl. ro1 ff.; 32, trans. 42 (Dighanikiya 21)
and 116, transl. p. 143 (]itaka 512).
2, Weber, Indische Stud. 16, 154 {f.; Her tel, Ausgewdhlte
Erzihlungen aus Hemacandras Parisistaparvan, p. 204 ff.
. 3. See above, p. 28, transl. p. 32. [Partly quoted under Papini
) 3, 48.
4 1 Ujjvaladatta’s Commentary on the Unadisatras, ed., London 1859,
pP: 150 Cf. Weber, Ind. Studien 8, x72f Jacobi, ZDMG4B,445
[5 The proper translation would be :
L © "“Away with hard émbrace; Teave the husband who,is timid
A '-m fespéct of the union that is recent.” It is dawn (o] beautnfql-hmbed
" i girl, 6udly declare the ocks:”
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employed mainly the simple Aryd metre, the proper metre
for melodious songs!.

Fortunately for us there is preserved inthe Sattasai®
or the ““‘Seven Hundred Stanzas” of Hala Satavahana
a collection of Prakrit songs, that gives us a nice representation
of the way in which the people in ancient India sang about
pleasure and sorrow of love. As Prakrit was not a popular
language, but probably a literary dialect formed on the model of
and in conscious imitation of the spoken popular dialects, these
Prakrit lays are not in fact folk-songs in the real sense of the
word, - but probably popular models of imitated creations of
Indian ornate poets, who strove not only for describing the life
and acitivity, above all the life of love, but would also reflect in
the feelings and sentiments of the country girls and country lads,
the herdsmen and cowherdesses, the female gardener, miller’s
wife, the hunter and the labourer. In this collection of songs
(according to A. Wilbrandt) “the peaceful and private
life of the Indian people, particularly in village and in nature,
is described in songs and is sung; then these quatrains were
intended to be sung. All the landscapes, the seasons and the
pleasure and pain of weather play their part; but there is always
the urging of the heart. Feelings that are most tender and most

1. The Arya metre was first taken into Sanskrit poetry from Prak rit
poctry; sec Jacobi, ZDMG 4o, 1886, 336 . There is an inscription that
proves the existence of lyric poetry in old Prakrit : see Liiders, Bruch-
stticke buddhistischer Dramen, p. 62.

2. The Sanskrit rendering of this title, that is in Prakrit, is Saptasati.
Other titles arc : Gathasaptasati, Githakoda. Saptadataka. Edition and
German translation by A.Weber, AKM. V. 1870; VII, 1881; cf. ZDMIG
26, 1872, 735 fi,; 28, 1874, 345 f1.; Ind. Stud. 16, 1883, and Deutschc Rund-
schau. vol. 42, 1885, p. 223 ff. The translations of We ber are whodly
literal and have nothing of poetical reproduction. Specimens of meterial
translation have been given by H. Brunnhofer, Uber den Geist der
indischen Lyrik, Leipzig, 1882, p. 24 ., and G.Meyer, Essaysund Studien,
Strassburg 1885, p. 289 ff. Brunnhofer has mostly doubled the small
stanzas and he has rather composed his own poems on the basis of those of India,
whilst M e y e r has often made his rendering more compact than the Indian
poem from the stanzas of Hala. Adolph Wilbrandt hasdone the best (in a
small selection oft 32 stanzas published in the ““Neuen Freien Presse” in Vienna
on April 19, 1899 and in a second selection of 62 stanzas as published in Vol.
87, 1900 in the “Westermanns Ilustrierten Monatschriften ); here the Indian
stanzas have literally and faithfully been reproduced, and yet the translation is
a poetical reproduction. The text with the commentary of Gangiddhara-
bhatta has also been published in Km. 21, 1859. [ The satakas IV-VII with
Haritdmrapitimbara’s commentary have been ‘published by Jagadish
L3l Shistri, Lahore 1942; Text with an elaborate introduction and
Marathi trans. byJ ogalekar, Poona 1956. Cf. Keith, HSL.p. 223 ff.]
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sensuous are often frankly expressed; the tender feeling
dominates. It is not a man who often speaks, but it is a female
voice that we hear in it more and more; the women who speak
are old, young, friend, mother, daughter and aunt. They speak
to young men and girls who are in love, to other girls or to
their ownselves. They probably talk about so many things,
yet the theme of the talk is always love.”

Generally each of the stanzas is complete in itself; only
now and then two or three such stanzas are combined to
form one song. In the most concised form, in a few words
a sentiment is expressed, a lament is made or the pleasure
of the highest sensuous charms of love is described. A
small picture, very often drawn with a few strokes from
actual life, is brought in. There we hear the words of a
damsel in love who gives expression to her feeling of an-
guish on account of love or to her longings. She requests
the moon to touch her with the same ray-hands with which
she had touched also her lover who is tarrying in a distant
land. As in the whole of Indian love lyrics!, so in these
songs too, the wailing of the husband or of the beloved
always occurs, likewise the longing of a man living in
a distant place for his beloved staying in a foreign land.
So a traveller speaks to the cloud to thunder over his head
as much as it likes, but it should not kill his beloved. A
woman counts on the fingers of her hands and feet the days
that her husband has heen away and weeps because there
remains no finger for counting further (307). A young
woman says:—
kallam kila kharahiao pavasiihi piotii sunnai janammi |
taha vaddha bhaavai nise jaha se kallam via na hoi
““They say that my hard-hearted husband is going

away early in the morning tomorrow; sacred night, please
extend theyself, that there never comes the dawn.”
(Transl. accordingto A. Wilbrandt).

1. The same is still the case with popular poems in India; See F.
Rosen, die Indrasabhd des Aminat. Leipzig 1892, p. 28, where as an
example has been quoted the fine Indian song :

“My husband went out in search of gold, and my house
became desolate: he found no gold and has not returned back: and
my hair has become silver.”

Km. 1, 46.
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Another woman addresses her female friend in the following
words:—

ajjam pi tava ekkarh ma mam varehi piasahi ruantinm \
kallith una tammi gae jai na mud td na rodissarm |l

“Q dear friend, only till today, only upto this day, do
not prevent me from weeping. Incase I donotdie when
it is morning and heis away I shall weep no more!.”
{Trans. according to Wilbrandt.)

What tenderness springs. forth from the following

picture:—
The beloved husband has returned back home, but the
wife does not decorate hereself for his reception, since she
does not like to hurt her unfortunate lady-neighbour,
whose lover is still on his sojourn. She further sings many
pathetic little songs in her continuous separation. A
young farmer, whose wife is dead, asks the room to restore
his former amorous pleasures, as the hiding place of his
stolen property. The deepest is the idea expressed in a few
words, that according to the translationof Wilbrandt
can be rendered as:—

‘““When cf the two, who have grown up closely toge-
ther gradually for a long time in pleasure and pain, one
dies, that one lives, but that (one who lives) is dead?.”
samasokkhadukkhaparivaddhianar kdlena riaddhapemmanarn
mihunanasi marai jarh tam  khu jiai iaram muam hoi |l

The following little song shows that the husband in a
foreign land is not always an object of lamemtation for the
wife left by him at home:—

‘“About me, the night, that is unkind, envelops everything;
Away is (my) husband, vacant is my house;
1 am afraid; they may hence abduct me away;
80, O Darling, for my protection, please come in3.”
(Translation according to that of G. M eyer ; Km. 4, 35).
The following song too sings the secret love:—

1. Km. 6, 2.
2. Km. 2,42. W ¢ b e r compares with this stanza (142 ) the beautiful

expression from Bhavabhiiti’s Malatimddhava.

‘‘He, about whom one who loves him thinks, is not dead”,
[3- Literal transl. of the stanza:—Of the couple, who have deep love

developed (for each other), who have grown.... ]
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coriaraasaddhalui ma putti bbhamasu andhadrammi \
ahiaararh lakkhijjasi tamabharie divasihavva \|

“O girl, I caution you,

If you meet (your lover) in the dark,

The glitter will betray you,

Since your beautiful eyes are sparkling.”

(Transl. according tothatof Meyer, Km. 5, 15)

It is understood that in many songs the theme is
about the quarrel and skirmishes of the lovers. Here are
two examples:—
de suanu pasia ehnim puno vi sulahay risiavvdim |
esd maacchi maalafichanujjald galai chanarai n

“Can’st you quarrel still in the morning;

Do you yet have in mind there will be dawn again;

This illuminated full-moon night,

In amorous sport, please let it pass.”

(Translated according to G.Meyer, Km. 5, 66);

““When the stars were fading, I wanted to rebuke him,

I wanted to show my wrath and displeasure,

I wanted to scold him too;

And all, as you liked, you girl,

When I must not look at him.”

(Transl. according to thatof A. Wilbrandt 743).

The following strophe Weber 498, Km. 5, 98) presents
a charming picture in its simplicity :
muhapecchao pai se sdvi hu saviszsadamsanummaid 1
dovi kaatthd puhaim amahilapurisam va mannanti n

“He looks at her deeply into her face;
She is sunk in his vision;
Thus looking at each other in great joy.
As if for them they were all alone in the world!.”

In other songs the pleasures of love and beauty of youth
have been depicted in glowing but in westerners’ taste
in altogether voluptuous colours. The bosom bulging
out of the bodice has been compared with the moon rising

1. W. has translated into a German verse as above. The translator’s
rendering would be:—
“‘Her husband was looking at her face;
She too was maddened by gazing at him :
The two, who had attained their goal,
Seemed to feel as if the earth was deviod of women and men.”
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out from the clouds. The breasts of the female miller
that have become dusty with flour are the two swans that
have hidden their faces inside lotuses. In these songs often
we find talk about bitings and scratchings as well. The
crescent of the moon covered in the glue of the evening
redness of the sky is compared with the nail-scratch on the
bosom of a young damsel shimmering through red silk
garment. They bring before our eyes the picture of family-
life too. The angry wife is obliged to smile when her
little son with a jerk climbs on the back of her husband
who has fallen at her feet. A pregnant woman, asked
about her health,+ just casts her glance gently at her lover.
A woman is enchanted to see the first little tooth of her child
and shows it to her husband. In many stanzas (407, 449,
635) we find references to burning of widows: While on
one hand we find these pictures in which the village scenes
prevail by far, we find on the other songs that belong to
the city harem life, and there are many stanzas (thus 887f.)
that can outright be designated as songs about courtesans.

In addition to these pictures from life of man we
find in other songs pictures from nature . We find here a
description of the summer midday or a touching picture
of the rainy season or of the autumn in four small lines. We
see bees hovering about buds and blossoms. We meet with
thunderstorms. The pictures from the life of heasts are not
rare. We find a pair of elephants in love, a bull and a cow
in love, 2 monkey and a she-monkey in a funny situation.
Shot with the arrow of a hunter, a she-antelops gazes for a
long time at her consort. At one place we find a peacock
licking the dew-drops deposited over the blades of grass,
and at another cranes with their curved neck sitting
motionless, whilst they are obliged to hang their wings after
it has rained. Often the picture is just a comparison.
The clouds are dispersed-——the Vindhya mountain spreads
out its mantle. Or the earth bedecked with yellow flowers
looks as if monks (with their yellow cowls) had sunk
into the earth out of veneration for Buddhal.

-~

1. “‘The commentators try to find in each of these stanzas, an erotic
meaning or some similar sense, although they have nothing to do with erotics.
Western scholars need not follow them always, even when they too often are

correct.”
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We find anumber of aphorisms in the Sattasai.
In one of these aphorisms it has appropriately been
said that a miser utilizes his wealth to the same extent as
a wanderer his own shadow. Other sayings describe the .
evils of the world. Thus it is said that it is no wonder
that noble people are so rare in the world : the earth does
not have so many geese as there are cranes. Another
stanza (704) praises the deaf and the blind [Km.
7.95]:
dhannd bahird andhd te ccia jianti manuse loe |
na sunanii pisunavaanam khalana rddhim na pekkhanti n

“Happy are the deaf and the blind,

Who alone truly live in the world;

Since they hear not the harsh words

And do not see the prosperity of the ignoble.”’

Lastly there are a number of verses in this collection
that have been brought in torn out from some other context;
may be, they belong to some epic or dramatic composition,
as for example the verses of which the love between Krsna
and Riadha or between Siva and Parvati is the theme; or
when it is said about captive women that they await rescue
by some hero; or when the theme is more suitable for a
narrative (as a type of fairy-tale verse), as for in the lines
told about women abducted by robbers or as in those
written about an unfaithful wife, who feigns scorpion-
bite for the purpose of being carried to the house of her
paramour for obtaining medicine (Km. 237).

The motcly contents of “seven hundred stanzas’’ already
point to the fact that here we do not have belore us the work of
a single writer, but that of a compiler.  On the other hand, how-
ever, the songs show such a striking unified characteristic that we
can in no case consider Hala, to whom is attributed the collec-
tion, merely a compiler of an anthology, but rather a gilted
redactor, who made the selection with dexterity and skill and
probably gave to the stanzas the final poetical form for the first
time. Sois explained by the introductory stanza No. 3:—“From
innumerable musical strophes, Haila, the friend of poets, has
made the collection of seven hundred beautiful (literally provid-

Winternitz, History of Indian Literature Vol. III-8.
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ed with alaritkkiaras or means adornment) stanzas”.  Bana too
found in Hala something more than a compiler, when in the
introduction to his Harsacarita (verse 14) he says—‘‘Satavihana
(i.e. Hala) with his beautiful songs composed in 101 faultless
metres has built up an imperishable charming store, as (a king,
an inexhaustible treasure, not collected from villages) with
diamonds (of unadulterated purity)2. A tradition is that Bharati,
the goddess of poetry, stayed for one and a half-day in the camp
of Satavihana and generated taste in all people from the lowest
down to the elephant-drivers and horse-grooms for Prakrit poetry
and the king made hissclection of 700 stanzas out of what they
composed. Perhaps it will not be audacious to assume that this
tradition just means that the king in fact made a collection of the
songs from the mouth of the people and out of them made a selec-
tion of 700 stanzas and gave them a literary form?.

In the puranast, Hala appears as the seventeenth in the
list of Andhra - or Andhrabhrtya-rulers, all of whom bore the
epithet Satavahana or Salivihana as their family title and who
ruled in the Deccan from the middle of the 3rd century B.C.
down to the beginning of the 3rd century A.D.%. Since

[ 1. The stanza veads : satia sattdinm kaivacchalena kadia majjhadrammi 1

hdlena  viraidaim  salamkaraps  péhapam 11

2. The expression agramya “‘not hoorish’’ is used intentionally for the

urpose of conveying the mcaning that although the poems belong to rural

ife, yet they are not **vulgar, crude”. ‘The verse has two meanings, hence the
bracketed words in the translation.

3. Pecterson (Kiadambari Ed., Introd. p. 74 fI.) propounds
the theory that H d1la had himself mainly composed the stanzas of the
Sattasai. In the commentaries written in later centuries, the Sattasai is treated
altogether as an anthology and in it we find names of writers of individual
stanzas. In respect of these names, however, the manuscripts differ very much
from one another: most of them give names only in the beginning of the work and
then stop. The commentaries of the Vulgata give 112 names, Bhuvanapila
gives 384. In the Km. edition the names of probable authots too are given
in the gathanukramanikd. Yet in many cases the names are wanting, and
often Hala himself is mentioned as the author. In the opinion of W. these
names are quite unrcliable. A different vicw is that of Pischel (Gram-
matik der Prakrit Sprachen § 13), who concludes from the names given
that the Sattasal presupposes a very rich Prakrit literature, in which women
also had their contributions.

4. F.E. Pargiter, ThePuriana Text of the Dynasties of the
Kali Age, Oxford 1913, pp. 36, 71.

Accordiny to R. G. Bhandarkar (Early History of the
Deccan. 2nd Ed., Bombay 1895, 31 ff., 36 ff.), the Andhras ruled from 73
B. C. upto 218 A.D., according to Smith (ZDMG 56, 1902, 649 ff. and
Early History 207 fI., 215 ff.) from 240 or 230 B.C. to 225 A.D., [ according
to K.P. Jayaswal. JBORS, 16, 1930, pp. 258ff. and 278 ff. from 213
B. C. upto 258 A.D.]
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Halal appears in the list approximately in the middle, he must
have lived in the firstor second century A.D. The correctness
of this tradition is supported also by the fact that almost all the
inscriptions of the Andhra kings are in Prakrit?. Besides the
repeated mention of the names of the Vindhya-hills and of the
Godavari in the anthology lends further support to the view that
the work of its compilation was done in the north-eastern part of
the Deccan, and the Andhras ruled just in the same region.

The Sattasal has come down to us in not less than 6 different
recensions, and this points to its extraordinary popularity. These
recensions differ from one another not only inrespect of the form
of the text and the order of stanzas, but also in that of the textual
subject-matter. Only 430 verses are found in all the different
recensions. From its appearance it seems that the collection
originally had much of uniform character and bore the stamp
of an independent work in a certain sense and it received all
the form and character of a colourful anthology of Prakrit poems,
first of all in the hands of the copyists, who collected Prakrit
verses from miscellaneous sources and increased the bulk of
the incomplete manuscript with their own collections. When we
speak of the Sattasai as a work perhaps written in the 2nd century
A.D. we mean by it only the basic stock of the text. At the most
only the stanzas that are found in all the recensions can be
considered to belong to such a high antiquitys3,

Dandin states that Maharastri is the “best Prakrit”
and this supports the view thatthe Sattasai is the oldest work
written in the Maharastri dialect, and this points also to its far
remote antiquity?,

1. W ebcer . who thinks that Sattasai must have been written in the
grd century A. D. at the carliest and in the 7th century A.D. at the latest, is of
the opinion that since theword Hala means *‘ploughman’, the collection
8ot this name from the country songs. Smith, ZDMG 56, 66of. places
him m about bv or 70 A.D.

2. Like Vikramiaditya, who has been made the central point of Sans-
kiit literature, the name of Satavahana later got associated with the whole
of Prakrit poetry of later years. But since Satavahana (or Salivihana) is
the family-title of all the Andhra kings, all the traditions that refer to King
Satavahana (c.g. in the Kathasaritsigara and in Prabandhacintamani) do
not have any historical value. The Jainas have naturally made him a Jaina
Saint. Cf.Ras.S.V.N. Mandalik in JBRAS 10, 1873, 127 fI.

3. Ogp the high antiquity of the Prakrit lyrics in general sec also
Konow, GGA, 1894 476f. and Karpiiramafijari, p. 192f.

4. Mabaragtriis the dialect of Maharasira, the land of the Marithas,
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The great popularity of the work as well as uncertainty of
the text is proved not only by its different manuscripts and
recensions, but also by the large number of quotations from Hala
found in works of poetics. A majority of such quotations found
in these works are not traceable in any of the known recensions?.
The manner in which the rhetoricians quote Hala, although
he is not a Sanskrit poet, proves the high respect that the Sattasai
enjoyed at the hands of the scholars of poetics2.

The dramas and anthologies show that Prakrit lyrics
cxisted also in later times. Hemacandra in his Prakrit
grammar cites a number of beautiful little stanzas in the
Apabhramsa dialect®. We do not know the time when they
were composed. But in their nature they differ so little from the
songs of Sattasai that some specimens are given here :

bitlie mat bhaniya tuhwin ma karu vanki ditihi 1

putti sakanyi bhalli jiva marai hiai pailthi

O girl, I told you do not send side-glances at me ; for
those glances entering into the heart (of others) kill them

as a spear with sharp bent edge” (VIII, 4, 330).

vippiadradl jai vi piu to vi lam dnahi ajju |

aggina daddha jaivi gharutoe tenaggih kajju

“Friend, bring to me today my beloved, though he
has offended me; for one has to do with fire even though

it has burnt one’s house.” (VIII, 4, 343).

bhalla hud ju maria bahini mahdra kantu \

lajjejjam tu vayamsiahu jai bhagga ghara entu

“It was well, O sister, that my husband was killed
(in battle). I would have been put to shame in the

in whose, metropolis, Pratisthana, the Andhra-kings resided. Since the work
is written in musical stanzas (gaha=gatha) the linguistic form of the dialoct
has become problematic. In the dramas too the musical stanzas are always in
the Maharastri dialect. Cf. G.Garrez in JA, p. 6, part XX, 1872, 197fF.
and Pischel, Grammatik der Prakiit-Sprachen §§ 2 and 12 f. :

) 1. Cf. Weber’s edition, introduction, p. XLIIT ff. The same
writer in Ind. Stud. 16, 202 ff. has given a list of the alarhkaras employed in
the Sattasai.

2. Anandavardhana, particularly selects his examples for suggested
meaning, irony etc. from the Sattasai, see Dhvanyaloka 1, 4; II, 35; I11, 16; 39.
3. R.Pischel, Materialen zur Kenntnis des Apabhrarhsa,
AGGW, N. F. Vol. V, No. 4, Berlin 1g02. (On Apabhramsa lyrics of
Jainas and Buddhists, see J ac o bi-—Sanatkumairacaritam, Introduction
p. XVIII f.). :
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presence of my friends if he had returned home defeated.”
(VIII, 4, 351).

vrdsu mahdrisi ex bhanai jai suisatthu pamanu |

mdyaham calananavantdham divi divi gariga nhanu

“Vyasa, the great sage, tells that if the Vedas and
$astras are to be regarded as authoritative, then those who
salute the feet of their mothers get the merit of bathing

in the Ganga everyday (VIII, 4, 399).

Not from the Prakrit lyrics, but parallel with it, developed
the Sanskrit lyrics. But since we know about the famous
prized Buddhist songs of A§vaghosa only in heresays, and
about those of Matrceta only in fragments! and asonly a
few stanzas of Bhasa’s songs are found available to us in antho-
logies, for us, the first great lyric poet of Sanskritis Kalidasa.
In his epic and dramatic poems Kalidasa is more or less a lyric
writer, and probably the best pieces that he composed in the
form of musical poems are contained in many portions of his
epics and particularly in his dramas. Kalidasa is always at the
summit of his art in places where he has depicted senti-
ment and where nature-description and human-feelings are
mixed up together in pictures. His most famous lyric poem,
however, is the Meghadata “the Poem of the Cloud-
Messenger’2, that is counted by Indians among his great epics

1. Sec above II, 203, 211 f., transl. 258-g, 271 fT.

2. ‘The exact title is (meghaditai kdvyam). Commonly the title

is given as the Meghadita, the **Cloud-Messenger””. Editions: by J.
Gildemueister (with Latin Glossary ), Bonn 1841; with critical notes and
vocabulary by A. F. Stenzler, Breslau 1874; with the commentary of
Mallinitha by N.B.Godabole and K.P.Paraba. 2nd Ed. Bombay
1886, NSP. 'The bhest edition is that of E. Hultzs ch with the excellent
and oldest commentary of Vallabhadeva and a Sanskrit —English vocabulary,
London 1911, ‘L'ranslations:—~in English verses by H. H. Wilson, Cal-
cutta 1813, with numerous interesting parallels from Classical and English
poetry, that the translator gives in his notes. The second edition (1843) is
reprinted as a supplement to the verv valuable German prose translation with
notes by C.Schutz, Biclefeld 1859. (Wilson’s translation has again been
published in his works, vol. 4.). Metrical German translations of Max-
Muller (Konigsberg 1847); of E. M eier, Die Klassischen Dichtungen
der Inder, I1I, go fI.; of L. ¥ ritz e (Chemnitz 1879), with the help of a
manuscript of the prose trauslationof S t e n z 1 € r); very much free and abrid-
ged by Max Muler in the “*Buhne and Welt”, V, 1, 1903, p. 17 f. French by
Guerinot, Pans 1902. An anonymous English translation in the
Pandit, Vol. II. English prosc translationsof Jacob, Pathak and
Nanaargi karahave been mentioned by Hultzsch, ibid p. XIV.
[WithDaksipdvartanatha’s commentary,ed. I. Ganapati
Sdstri, TSS. 1919; with Pirnasarasvatis commentary, ed.
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(mahikavyas). It'can be designated as an “‘epic inasmuch as
the lyric stanzas are clothed in an epic form. The subject-matter
is as follows:—

A Yaksa, i.e. a class of celestial beings who are in
the service of the god Kubera, had offended his master by
some dereliction in the discharge of his duty, and for this
his lord banished him for ayear. He is obliged to leave
his home and wife and to wander in the Rama-hill in the
south. In the eighth month of his banishment, just in the
heginning of the rainy season, he sees a thundering cloud,
that is moving from the south towards his homeland that
was in the north; then he implores the cloud to convey his
message to his aggrieved wife separated from him. T~
accurately describes to the  cloud the path that he will
lhave to traverse to reach his hom~ in the Khildsa hill, where
in the city of Alaka is situated his castle, in which his wife
is sorrowing all alone. This offers the poet a great oppor-
tunity to describe nature in a splendid manner.  With
particular affection he tarries when he describes his - own
nutive town Ujjayini and Alaki, the city of the Yaksis.
"The poet throughout fills our mind with wonder with his
forceful pictures and similes. The black cloud spreads
along the stream that resembles the pearl-hand of the carth,
in the middle of which shines forth a black saphire, The
Kailasa, with its snow-covered peaks resembling water-
lilies, rises up in the sky and looks every night like
the thundering laughter of Sival. The city of Alika,
that is siturted by the side of the Kailasa hill, down which
flows the river Ganga, resembles a damsel lying in the lap
of her lover (the hill, withher garment (the Gangi) hanging
down. The mansions surrounded by the clouds in the
rainy season are comparable with a woman’s dark hairs
interwoven with a net of pearls, After the Yaksa has

K.V. Krisnamacharya, Shrirangam 1909; with the comuns. of
Malliniatha and Caritravardhana, ed Nirayana
$astri Khiste, Varapas,1931; Eng. trans. G.J. Somayiaji
Madras 1934. }

1. Indian poets always describe laughter as white. We may
approximately say: ‘‘Like the white shining teeth of loudly laughing Siva”,
although the whiteness does not belong only to the white teeth, but perhaps
rather also to the face that is shining on account of her laugh.
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accurately described to the cloud the city and his castle,
he begins to describe the beauty of his wife, as he imagines
her after the prolonged separation. And lastly he
communicates the text of the message that he should
convey with his thundering voice to his beloved. He
asks him to spcak to her how he always anxiously thinks
about her:—

Syamasvangarm cakilaharinapreksite distipdtam

gandacchayam Sasini Sikhindrn barhabhdresu kesan \

uthasydmi pratanusu nadivicisu bhrivildsan

hantaikastham kvacidapi na te bhiru sadriyamasti i

tvamalikhya pranayakupitam dhaturdagaih silayam

almanan te caranapalitam yavadicchami kartum |
asraist@vanmuhurupacitairdystiralipyate me

kr arastasminnapi na sahate sarigamam nau kriantah

“Perhaps I may see in the priyangu creeper thy body,
thy glance in the look of an amazed antelope, the shade of
thy temple in the moon, thy lock of hairs in the tail of a
peicock, the sport of thy eye-brows, in the slender waves
of the river; but alas, O timid one, thy resemblance is not
available in obeity at one place.”

“Very often when 1 desire to paint thee in saffron
colour over i slab of stone, showing thee in an angry pose
in our quarrel of love, and to make myself fall upon thy
feet (in order to apease thee), my vision gets obstructed
with long deposited tears ¢ the cruel god of fate does
not tolerate our union even therel.”

bhiydscaha tvamapi sayane kanthalagna purd me

nidran gatvd kimapi rudati sasvanam viprabuddhd \

santarhasam kathitamasakrtprechatasca tvaya me

drstah svapne kitava ramayankamapi toar mayeti \

“He further says—once when you were although
clinging to my neck (on the bed), you fell asleep and then
woke up with a cry for some reason or other; and when 1
asked you repeatedly (the reason of that), you said with
a suppressed smile -— yourogue, I saw you, in my dream,
frolicking with some other woman2,”

1. Translation into English from German by Max M ttller.
2. Franslation into English from German by L. Fritze,
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Goethe,who had known about the ¢Cloud-Mes-
senger’” through Wilson’s translation expressed his
admiration for the poem in the “Zahmen Xenien’’ in the
following verse:

““Was will man denn vergniiglicheres wissen !

Sakontala, Nala, die muss man kiissen;

Und Megha-Dita, den Wolkengesandten,

Wer schickt ihn nicht gern zu seelenverwandten® !”

“What more pleasant, shall we know,

Than Sakuntald, Nala, that we must Kkiss;

And Megha-Data, the cloud-messenger,

Who is there who will not like to send him to

his soul |’ ’

Alex:nder von Humboldt? praises *‘the admirable
trueness to nature’” with which the first advent of the cloud in
the beginning of the rainy season is described in the Mcghaduta.
L. W. Schroeder 3 vouchsafes the value of the poem as “a
treasure of unestimable value” and G. Meyer? describes it
as “the most beautiful bewailing of a yearning lover, that one
can read.”

As regards the Indians themselves they have all the time
esteemed the poem as a piece of extraordinarily high value. It
is a thing that points to the circumstances in which the text has
not come down to us in an unmutilated form, and that init
verses got interpolated already quite early®.

The fame of the Meghadita in India is proved also by
the extraordinarily numerous imitations of the poem in later-
day Indian literature. So is the poct Dhoi, the writer of

1. About Meghadita in the Noten und Abhandlungen zum Divan
(Jubilaumsausgabe, Vol. 5, p. 360) Gocthe says: ‘“I'he first acquaintance with
such a work always makes an epoch in our life”’.  And in the article “Indische
und Chinesische Dichtung’’ (Vol. 37, p. 210 ) he speaks in praise of the pocm that
it **describes purely human relationship’”. Cf. also P. Th. H o ffmann, Der
in-lische und der deutsche Geist, p. 28 I, 46.

2. Kosmos II, 40. He compares his own lovely description of the
advent of the rainy season in the tropics of America in his ““‘Ansichten der
Natur” (2nd E-l. 1826, I, 33 ff. ), that he wrote before he had read Kalidasa’s
Meghadita. .

3. ILC 548 ff
4. Essays und Studien 1I, g9.

5. Thehistory of the textisgiven clearly in the edition Hultzsch.
Oa textqal criticism see alsaMacdonell, JRAS 1913, 176 ff. and Hari
Chand, Kilidasa, p. 238 ff.
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Pavanadita?l or Wind-Messenger’ in which a Gandharva
girl sends her message by the wind to King Laksmanasena, whom
she loves. Another imitation, that is rather slavish, of the
Meghadiita is the poem Sukasamdes$a? of a poet
Laksmidasa,in whicha parrot takes the place of the cloud.
[ Then there isone Bhramarasande$§a ‘The Bee-Mes-
senger of Vasudeva. ]

Hamsadiata of Rapa gosvamxn (16thcentm‘y),
Padankadiuta of Krsnas’ arman Sarvabhauma
(written in 1723 A.D.), two different poemsbearing the title
Uddhavadata, one of an unknown poet and the other of
a poet M adhava, who probably lived in the 17th century,
are devoted to the love of Radha and Krsna®. More important
than these and seemingly later imitations, in spite of their age,
are the Jainapoems Parévabhvudaya and Nemidatat
already mentioned beforec. The Meghadita of Kalidasa was
not only translated into Singhalese even by the Buddhists of
Ceylon but was also imitated by them3. The fame of Kalidasa
extended upto Tibet as well and we have a Tibetan translation

1. Edited by M. Chakravarti in JASB, N. S. 1, 1905, 41-71.
See above p. 56, Pischel. H. L. g3 ff. and Aufrech’t, ZDMG 354,
1900, 616 {I., where nine more imitations of the Meghadiita are enumerated.
A second poem with the title Pavanadita by a poet VadicandraSari
has been published in Km., Part XIII, g9-24. {On D h o i, see Vidhusekhara
Bhattacharya, THQ.2, 1920, p. 878 {F ]

2. Edited by Mahiraja Rimavarma of Travancore in the
JRAS 1884, g01 T, where is provided a complete list of other similar imitations
(Sandesas, 1.¢., messages ). The work is well-known in Malabar; see Rama-
varmi, JRAS, 1yro, 638,

3. G Eggeling, Ind. O Cat. p. 1467 ff; Haceberlin 374-400,
401-309. 323-347, 348-373. Iu the Padanka or Krsnapadankadiita have been
deseribnd the bewailings of a cowherdess, who discovered the footprint of Krsna
in the grove and 18 reminded thereby of her absent lover. Inthe Mano-
data the port Visnudasa mak:s his own mind the messenger for
the purpose of giving expression to his own feeling of devotion to Visnus
see Ind. OIF. Cat. p. 1470, Another poem bearing the same title and composed
by Veajandtha (1758) is not rcally an imitation of Meghadata. It
deserib s the message that Draupadi sends to Lord Krsna, while her
garment is heing removed from her buady; see Km., Part XII, pp. 84-130;
Krishnamacharya 128f. ‘There are number of verses in the Jataka
No. 297 (cf.Pischel, HL, 28 note), in which an impaled man gives a
passing crow a love -compl.unl to his beloved : they are neither imitation nor
prototype to these “‘messages’’, but are interesting parallels to these.

4. See above, II, 338, transl. p. 512.

5. In Singhalese there is “‘Peacock-Messenge” (14th century) and
a number ol other “*Messages”; see G ¢iger, Literatur und Sprache der
Singhalesen (Grundriss 1,10), p.9;Hultzsch, loc.cit. p. VIII{,
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of the Meghadiita, probably written in the 13th century A.D.
included in the Tanjar!.

With regard to the numerous other lyric poems that arc
attributed to Kalidasa, it is doubtful whether the name of the
great poct is correctly associated with them. Of them the
Rtusamhara? “Short description of the Seasons’’, on account
of its antiquity, as also on account of its language and poctical
perfection may possibly be easily included in the works of the great
poetd. In this poem the series of six seasons —the summer, the
rains, the autumn, the winter, the time of frost and the spring—
are described in splendid colours. These descriptions with their
delicate observation of nature, lovely sketches about the
happiness of animals and plants and glowing and often Tuxuriant
presentation of amorous pleasures in cach of these scasons arce
probably worthy of Kalidasa. This conclusion will be confirmed
by some probes according to the beautiful translation of P. V.
Bohlen:—

From the description of the summer:

1. The Tibetan translation of Kalidasa's Meghadita, according to
the red and black Tanjar, has heen published and rendered into German by
H. Bekh (Supplement to ABA 1906). Cf. G. Huth, SBA 18q;,
268(., 281 fI., and B ¢ ¢ k b, Emn Beitrag zar Textkritih von Kalidasas Megha-
dita, Diss., Berlin 1907.

2. W.Jounes had published the text in Calcutta in 17925 P. von
Bohlen has published it with Latin and German metiical translations
Lipsiae 1840. Of mediocre meritis the translation of A.Ho el er, Indische
Gedichte, I, 65f. With the commentary of Maniriama, the text has been
published in Bombay NSP. 1906. [P.Bohlen’s German translation has
recently been published by H. Kreyeuborg in the Insel Bichera
No. 2801].

3. The authenticity of the Rtasatithdra is often likewise doubted as al-
rcady stated.  J. N o b el (ZDMG 66, 1912, 275 {15 74, 1919, 194 {T.; JRAS
1913, 4o1ff.) is the last scholar 1o doubt its authenticity, whilst A. B. Keith
(JRAS 1912, 1066) has defended it. A, Gawrons ki (The digvijaya
of Raghu and some connected problems, p. 29, note 3) refutes the authorship
of this poem to Kilidasa. However, it i, gencrally admitted that the
Rtusamhhara is already imitated in the Mandasor-inscription (472 A.D.)
(secKiclhorn, NGGW 18go, 251 ff.), therefore, it must have been of a
time not far from the works of Kalidasa. ‘That Rtusariihiira, in many respects
differs from  the other poens of Kiliddsa can be casily explained from the fact,
that it belougs o some other class. However, the circumstance that the
Rtusarnhara is nowhere cited in the works of rhetorics speaks against it
authenticity; see Hari Chand, Kalidasa, p. 240 ff. In the begiuning
of the 18th century A.D. Visvedvara, in his poem $adrtuvarnana, has
already imitatedit (sce Krishnamacharyai128)|[Hillebrandu,
Kailidasa p. 66 fT., considers the Rtusamhara as *‘the earliest work of
Kilidasa written in the days of his youth. Sce also S, K. De, JRAS 1927,
pp- 10g-10 ].
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1 mygah pracandatapatapita bhysarm

trsa mahatya parisuskatalavah |

vandntare toyamiti pradhdvitd

niriksya bhinndiijanasannibhar nabhal

ravermay iikhairabhitapito bhysam

vidahyamanah pathi taptaparmsubhih |

avanmukhojihmagatih  svasanmuhul

phani mayarasya tale nisidati n

3 Irs@ mahalya hatavikramodyamah
Soasanmuhurdiravidaritananall |
na haniyad drepi gajan mpgesvaro
vilolajihvascalitagrakesarah 1l

+  wvisuskakanthahrtasikarambhaso
gabhastibhirbhanumatanutapitah 1
pravrddhatrsnopahata jalarthino
na dantinal kesarinopi bibhyati

3 Osakulaiscatakapaksinam hulaih
prayacitastoyabharavalambinale
prapanti mandain behudharavarsino
baldhalak Srotramaneharasvandh n

G saddmanojiiam svanudisavotsukayi
ikirpavistirpakalapa$obhitam \
sasambhramalinganacumbanakulam
pravrttanylyam kulamadya barhinam w

7 wuipatayantyal paritastaladrumdn
pravrddhavegaih salilairanirmalail
striyah sudusia iva jatavibhramal
prayanli nadyastvaritami payonidhim

8 payodharairbhimagabhiranisvanais-
tadidbhirudvejitacetaso bhysam |
krtaparadhanapi yositah priyan
parisvajante Sayane niranlaram N

»

1. “Tormented by the blazing sunshine, the deer
with dried palatc on account of intense thirst, beholding
the powdered collyrium-like sky and thinking it to be
water, have run to another forest.”’ .

2. “Incessantly scorched by the rays of the sun,
- heating with the heated sand on the path, the snake with
his hood turned downward, not moving in an oblique
manner, panting again and again, rests under (the shadow
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of) the plumes of a peacock.”

3. “The king of the animals, deprived of his valour
and endeavour by excessive thirst, with his quivering mane,
lolling tongue, yawning mouth and panting again and again,
does not kill even the elephants that are not {ar away.”

4. “The tuskers who have oozed out water-drops
through their dried throat, tormented by the rays of the
sun, suffering from increased thirst, desiring water, do not
fear even the lions.”

5. “Asked by the flocks of cataka birds, tormented
by thirst, the clouds, bending down with the weight of
water, showering rains in torrents and producing sounds
aggreeable 1o the ear; are moving slowly.”

6. “Always sounding charmingly, cager for the
lovefeast, looking bezautiful with outstretched luxuriant
plumage, the flock of peacocks, anxious for embrace and
kiss, has now got engaged in dance.”

7. ““The rivers with turbid water, with increased
speed, throwing down trees (standing) on their banks, are
fast running to the sea, as wanton women, exhibiting
amorous gestures.”’

8. “The women, repeatedly tormented with flashes
of lightening and the clouds thundering terribly and
deeply, incessantly embrace on their bed even their guilty
lovers.”

It is further doubtful whether the Sriagaratilaka!
“Decoration of Love”, a small collection of stanzas with crotic
theme, can be attributed to Kalidasa. The following little song
demonstrates that this anthology too contains b=autiful stanzas :

indivarena nayandme mukhamambujena

hundena dantamadharam navapallavena |

angdni campakadalaisca vidhaya vedhah

kante katham chalitavanupalena cetah 112

1. Published in Haeberlin 14-17 (21 stanzas), in Kalidasar Megha-
diita et Sringaratilaka ex rec. J. Gildemeisteri, Bonnae 1841 (23
stanzas) and as an appendix to the edition of the Rtusarhhara, Bombay NSP
1906 (31 stanzas ). Sragdrarasastaka, (Hacberlin 510 fT. ),
which also is attributed to Kalidasa, is merely a compilation of erotic verses,
of which the verse No. 4 might be of Kaliddsa and the verse No. 7 is taken from
the Kumirasambhava.

2. Mangobliten, p. 11. [German metrical transl, by L. V.
Schroeder.]
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“Having made thy eyes with blue lotus, the face with
blue lotus, the teeth with Jasmine, the lower lip with

a tender shoot, the limbs with leaves of campaka, tell me

then, O beloved, how did the creator form thy heart with

a slab of stone.”

Of the religious hymns, the authorship of which is
attributed to Kalidasa, a mention may be made of one
Sydmalidandakal the famous stotra of the Goddess Durga,
with its greater part in prose and of hymns Sarasvatistotra
and Mangalastaka? translated into Tibetan in the
Tanjir.

In several manuscripts, Ghatakarpara3 ¢“The
Broken Jar” too is attributed to Kalidasa. It is a poem of 22
clegantly rhyming stanzas, in which a young damsel, at the advent
of the rains, gives expression to her feeling of anxiety for her
husband, who is away, and sends to him her greeting through the
clouds-—hence a counterpart of the Meghadita. The poem has
obtained this title from the fact that the poet in its last verse
offers to carry water in a broken jar to any poet who may surpass
him in the matter of rhyming. R iickert* has rightly said
that had this “broken vessel’”’ been a German one, it would not
have been even worth picking up at all’”’; and that in respect of
rhyming the water did not reach the Nalodaya. It is certain
that the work is not of Kalidasa. Freguently it is ascribed to a
poet Ghatakarpara,who (according to the fashion of
Persian poets) inscribed his name in the concluding stanza®.

1. Published in Km., Part I, 8 ff.

2. FW. Thomas in JRAS 1903, 785ff. The Mangalagtaka is
preserved in Sanskrit inscriptions  as well; see Aufrecht, Leipzig
No. 450 f.

" 4. Edited, translated (into German), imitated and annotated by
G.M.Dursch, Berlin 1828; Haeberlin 120 f.; French by Chézy in
JA 1823, 11, 39 fI.; German by Hoefer, Indische Gedichte II, 129 ff,
and P. V. Bo hlen, Das alte Indien, Konigsberg 1830, 380 fl.; cf. Egge-
ling, Ind. off. Cat. VII, p. 1427 f.

4. Jahrbuicher fiir Wissenschaftliche Kritik 1829, I, 521 ff. Some
;erscs have also been translated into German. See also Riickert-Nachlese

, 217.

. Ghatakarpara's name appears among the ‘‘nine jewels” of
Vikramaditya (see above p. 46), a thing that in any case proves that the poem
enjoyed certain reputation in India, as is shown also by its large number of
commentaries (see Aufrecht CCs.wv.). Nitisidra (Hacberlin 504 ff.)
w collection 21 didactic stanzas, too is attributed to Ghatakarpara.
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The famous Amarus$atakal or “1'he Hundred Stanzas™,
of the poet Amaru? must not have been altogether of an age
very far from the time of Kalidasa. Next to Kalidasa there is
hardly any lyrjc poet who is esteemed by Indians and is referred
to as a model by poeticians as Amaru. Anandavardhana
in his poetics quotes the song-stanzas of Amaru as a proof
that a poet can in single stanzas convey so much of sentiment that
each of them appears like an independent poem in miniature?.
And another teacher of poetics says: ‘A single stanza of the
poet Amaru equals a hundred great poems’”. A proof of the
popularity of Amaru’s “Hundred’’* is also the uncertainty of
its text. The four recensions deviate from one another in the
matter of the number of verses and their order of sequence.
Besides we find in anthologies verses of Amaru that are not
found in our $ataka, whilst conversely verses of our Amaru-
sataka are attributed to other poets in anthologies®.

About the time of Amaru we know nothing except that
Anandavardhana (about 850 A.D.) refers to him first of all by

1. The name occurs also in the forms Amaruka, Amarii, Amarika.

2. R.Simon (Kigl 1893 ) has edited the Amarusataka in its different
recensions with an introduction and extracts from commentaries. Its supple-
ment in ZDMG 49, 1895, 577 ff.  Published with the commentary of Arjuna-
deva in Km. 18. [ An edition with Hindi tianslation and commentary,
Bombay 1914].

3. Dhvanyiloka 111, 7 (Jacobi's German tiansl. p. 81 f.)

4. 'The actual number of verses in MSS and in commentaries
varies between go and 115. The Km. edition has 102 strophes, and there are 7
parisistas, containing further 61 verses, that have been collected partly from
commentaries and MSS and partly from Alankarasastras and anthologies.
[ See S. K. D e, Padyavali. p. 184 ].

5. Only 51 verses are common to all the recensions. None of them is
in a position to claim to contain the original text. Simon bas based his
edition on thc text of the South Indian recension just on practical grounds.
According to Aufrecht (ZDMG 27, 7 f.) the verses composed in the
Sardalavikridita metre only belong to the oiiginal collection; but there are
only 61 stanzas, among those that arc there, that have this metre (in Rec. I
and III). H. Weller believes (according to a private communication ) to
have been able to prove that the rec. III is the carliest. 'T'hat was the view
of Biithler (ZDMG 47, 1893, p. y4), since this rec. is attested by the
oldest commentator Arjunavarman (between 1215 and 1218). [The
different recensions are:—South Indian (Comm. Vemabhiapala and
Ramanandanatha); Bengal (Ravicandra);West Indian
that was used by Arjunavarman; and the mixed recension
(Rimarudra, Rudramadeva ). For specimens, with trans-
lation, see S. K. D e Treatment of Love in Sans. Lit., aalcutta 1929, p. 28f.;
HSL, pp. 158 ff. C.R. Narasimha Sarma—Studies in Sanskrit

Literarure, Mysore, 1936 pp. 1-30.] i
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his name, whilst Vamana (Circa 800) cites a verse from Amaru-
fatakal without naming its author. Almost nothing is known
about the biography of Amaru. A tale narrated by some of the
commentators and by the author of the so-called biography ‘of
Sankara (Sajkaradigvijaya) goes to say that the real writer
of the Amaru$ataka is nobody other than the famous Vedanta
philosopher Sankara. It is said there that with the help of
magic he entered into the body of the Kashmiri king Amaru
and had intercourse with the latter’s hundred wives for the
purpose of gaining first-hand knowledge of modes of love. As a
proof of his knowledge of the science of erotics, he composed
the sataka® In the opinion of W. this tale is historical to the
extent that it suggests that Amaru was a resident of Kashmir
fas meant by Simon ), as a king of the name of Amaru is
wholly unknown there.

In the way the Sattasai of Hala is the chief work of Prakrit
love lyric, we can consider the Amarusataka as the main work
of erotic lyric of Sanskrit. The common feature of the Amaru-
{ataka and Sattasai is that every individual stanza is a complete
poem in itsell in both of them. It is a thing that properly holds
good for the whole of Indian lyric and didactic poetry, including
works like Meghadiita or Rtusarihara, where a long series of
several stanzas is expressive of a single idea.  This is especially
the case with the $atakas or ‘*‘centuries’, that is to say, in
collections ol stanzas counted in hundreds®. Like the lyric
strophes of the Sattasai, those of the Amarusataka too are in
majority of cases miniature paintings from amorous
life, however, in an enviromment that is quite different from
the one that we have known from the Sattasai. But as there,
so here too, the talk is about separation and parting, about

v 8!. Amara 16, 30 (L. Rec.) and 89 in Vamana 111, 2, 4; IV, 3, 12,
3 2!

2. Ravicandra, the author of the cammentary Kamada, attempts to
prove the authorship of the great philosopher even by explaining the veises as
having two meanings, and that in addition to the erotic sense, each of them
has also a theosophical idea conveyed in it. Thiscommentary was published
in Calcutta 1808. Cf. Kathavate, Report p. 14; Eggeling,
Ind. Off. Cat. p. 1520 fT.

3. Itis not correct to speak about a ““Sataka lyric”’ or about “Cen-
turian poetry” (see Simon, loc.citp. if.; Pischel, KG.,p. 204). Since
such a work is not characteristically composcd of hundred stanzas there are
poctical works with a smaller or greater number of strophes in them; but they
are poems written insingle stanzas.



128 ORNATE POETRY — AMARU

grievances and resentment; more frequently, however, it is about
wilful surrender and affectionate embraces. The lays of Amaru
have become considerably known [ in Germany ] through trans-
lations. Friedrich Riickert has already translated into
German a portion of it under the title 38 Liedchen von
Amaru.”’l Very often these songs have later evoked the talents
of translators. A small selection is given below as a represen-
tation of the character of these poems:—
tadvaktrabhimukham mukham vinamitam drsgih krta padayos
tasyalapakut ahalakulatare Srotre niruddhe maya
panibhyagh  ca tivaskytah sapulakal siedodgamo gandayol
sakhyah Rim karavani yanti satadhd yatkasicuke sarmdhayah n
“I bend down my [ace, that was opposite to his face;
I cast my gance at his two feet; I close my two ears that
remain anxious to listen to his words; I hide with my two
hands the drops of sweat (gathering) on the temples of
my two cheeks: O, friend, what can I do, since the knots
in my upper garment get loose hundred times ?*’
This according to the German translation of R iic -
kert will be rendred as—
“Opposite to his face, shying I send my glance to his
feet;
I close the cars that are pining for the pleasure of
his embrace;
I cover with my hands the sweat that vozes in showers
from the cheek;
O friend, what can I do when each knot in my bodice
is bursting ?”’
Snyam vdsagrhar vilokya sayanddutthaya lificitksanair-
nidravydjamupagaiasya suciramp nirvarnya palyurmukham |
visrabdham paricumbya jatapulakamalolya gandasthalin
lajjanamramukhi priyena hasala bala ciram cambila

1. In Wendischen Musenalmanach for the year 1831, p. 127 ff,,
Riickert-Nachlese I, 242 ff., 270.

2. Selected stiophes have been translated into German by L. V.
Schroeder, Mangobltiten, p. 77 fl; by He r t e 1, Indische Gedichte, and
by Hans Lind a ¢ h(Pseud. Hermann Weller),in the Lande der Nymphien,
Bilder us Indiens Licbesleben nach Amaru, Strassburg, and Leipzig 1go8.
The complete collection also in B6htlingk’s ‘Indischen Sprtchen”.
L.V. Schroeder, Reden und Aufsitze, Leipzig 1913, p. 158 ff. gives a
beautiful appreciation of the lyrics of Amaru.
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This according to the German translaton of Shro-
eder will be rendered as:—
“‘She is alone with him in the sleeping chamber,

The young wife finds her husband slumbering;

She gently rises up from her bed and looks at his face
For a long time, while he poses as fast asleep,
And now she kisses him gently again and again ;

And when little hairs on her check stand erect

On account of rupture and she gets ashamed,

He raises his face, raises up the head

And smiles and kisses her again and again for long.”

s@ patyuh prathamaparadhasamaye sakhyopadesam vina
no jandati savibhyamdngavalanarakroktisaimsicanam |
svacchairacchakapolamilagalitiah paryastanetrotpala

bala kevalameva roditi luthallolakairasrubhih n

“The young girl, on the occasion of the first offence
committed by her husband, because of no advice from her
friend, knows not to give expression (to her feeling of grief)
by particular manner of movement of the limbs and by
talking in a figurative languagey (so) she just breaks into
tears that drop from the root of her bright cheeks and
are white with her rollingly moving hairs, and her eyes
look like widespread lotuses.”

But according to the German translation of Leopold
von Schroeder itis to be rendered as :—

“When for the first time, utters an offending word,

The husband, then begin to tremble violently

The limbs of the young wife; but still she knows not

To utter a single biting word—nor does she inform

Any of her friends about the matter;

She just casts her anxious lotus-eyes all round,

And her bright cheeks get covered

With white tears and shaking hairs.”

bhrabharige racitepi drstivadhikam sotkanthamudviksate
ruddhayamapi vdci sasmitapadar dagdhananan:jiyate |
karkasyar gamitepi cetasi tan@ romancamdlambate
drste nirvahanam bhavisyati katham manasya tasmifijane \

Winternitz, History of Indian Literature, Vol. I1I-g.
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“Even after the brows have been wrinkled, the eye
gazes anxiously more and more; though speech is stopped,
the cursed face looks smiling; even though the mind is
hardened; the body ripples : (at the time) when that
fellow is seen, how can the anger come to an end ?”’

But according to the German translation of Leopold
von Schroeder:—

“‘She wrinkles her brows, but alas, the eyes

Still thirst eagerly for the beloved ;

She keeps silent and does not utter a word,

But her face, even though aggrieved,

Presents a most graceful smiling appearance;

She tries to harden her heart, but the skin

Of her whole body begins to ripple;

She tries to appear sulky; still when she sees

Him standing face to face,

How can she make that come to end ?”

Further
mugdhe mugdhalayaiva netumkhilah kalah kimarabhyate

mdnam dhatsva dhrtim badhana rjutari dire kuru preyasi |
sakhyaivam pratibodhita prativacastamaha bhitanand
nicaih Samsa hydi sthito hi nanu me pranesvarah srosyati n
“O innocent girl, why have you begun to spend all
(your) time in innocence ? Show anger, please hold
patience, cast off straight-forwardness in (respect of your)
beloved. When (she) was thus advised by her friend, she
with a terrified face replied—
“Please speak in a slow voice; the lord of (my) life,
living in my heart, will hear it.”
But according to the German translation of J. J.
Meyer (Kavyasarmgraha, p.20f.)1?
Ah, my innocent child,
Away with your innocence,
You know not, what sort of men are,
Have trust in my age,
Please be sulky towards your sweet’heart,
You most show yourself as hard :

{1. This stanza does not occur in Kévyasarmgraha, part II, where

the Amarusataka is printed at pages 20 f.].
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This is usual in love.

In case you do this, he will remain your own.”
Terrified by this she shouted—
O my friend, please speak in a low voice,

Otherwise my husband stationed in my heart,
Will hear all this.”

Further—

kante sagasi Sapite priyasakhivesam vidhyayagate
bkrantyalingya maya rahasyamuditam tatsarigamakarksaya\
mugdhe duskarametadityatitamamuddamahascm baldd
aslisyacchalitasmi tena kitavenadya pradosagame n

‘“When I cursed my sweet’heart and he came in the
guise of (my) intimate friend, 1 by mistake embraced him
and told him my desire for meeting him. ‘O innocent girl,
that is difficult’—saying this, with a very thundering
laughter, he forcibly embraced me. So I have been cheated
by that wicked fellow at the advent of the evening to-day.”

But according to the German translation of
Hans Lindach:

“I had my love farewell

After a quarrel in love;

Then the wicked fellow came back to me

In the guise of my friend;

With him within my arms,

I divulged the secret of my heart—

That I was longing to be by him.

Then spoke he, “My child, that is really difficult’;

He kissed me and embraced me long.

Thus he has played trick with me

Today , after the setting of the sun.”

The testimony of Anandavardhana seems to prove that there
was actually a poet whose name was Amaru. Thereby it too
becomes certain that with the help of the musical stanzas of
Amaruséataka we have obtained the impression of a detailed des-
cription of the physiognomy of the poet. If this be not the case,
we have to consider the Amarudataka, as many researchers
believe, as nothing but an anthology of musical stanzas com-
posed by many different poets.
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We know about the greater portion of Indian love-lyrics
only from the anthologies, in which there occur numerous
stanzas of even poets (and occasionally also of poetesses) who
are otherwise unknown. One of the better known lyric poets
is Mayfira, a contemporary of Bana. He exhibits his
accurate knowledge of Kamasdastra in his Maytarastaka
(Eight Stanzas by Mayiira). The story goes that in these verses
Mayiira described the beauty of his daughter, the consort of
Bana, so minutely that she became very angry at her father and
cursed him, and on account of this he bzcame a leper. But later
he was cured of this disease through the aid of the sun-god, whom
he eulogized in his famous Siiryagataka®. The (eight) verses
contain the description of a beautiful young woman who has
secretly visited her lover and returns back from his bed-chamber.
The allusions to the wounds caused by scratches and bites as
well as the words “‘even an old man becomes of Cupid’ might
probably have given currency to this story.

To the most famous love lyrics of India belongs the
Caurisuratapafica§ika, “The Fifty Stanzas on
Secret Amorous Sport’’3 of the Kashmirian poet Bilhana.
These are fifty stanzas, each of which begins with the words
adydpi “even to-day.” The poet describes in them, with a glowing
eratic the amorous pleasures that he enjoyed with a princess and

1. Edited and translated into English by G.P.Quackenbos in
JAOS 31, 1911, 343 fI. and The Sanskrit Poems of Mayira (Columbia
University Indo-Iranian Series), p. 67 ff. [See also F.E. Edgerton,
American Journal of Philology, (38, 1917, 435 . ff. )]

2. See below p. 136.

3. Neither the title nor its meaning is certain. The titles Caurapaii-
cadikd and Corapaiicadat too occur. That would mean ¢Fifty Stanzas of
the Thief, Caura or Cora”. This has led people to think of a poet Caura or Cora
as its author. This ostensible name of the poet occurs first of all in Jayadeva’s
Prasannaraghava.  But there should be no doubt about Bilhana’s being this

oet according to B ii h 1 e r, (Report 48f. and Vikramankadevacarita , p. 24.

owever, the theme of the poem and its association with the tale that is told
about it make it the more doubtful. The text of the Central Indian recension
together with Bhartrhari’s centuries has been edited by P.v. Bohlen
Berolini 1833, and in Hacberlin 227 ff. The fifty stanzas constitute just an
enclosure in the South Indian recension, edited and translated by Ed. Ariel
(JA 1848, 5. 4, XI, 469 fI.) and in the small poem Bilhanacarita
‘*Adventures of Bilhana'’ that has been published in the Kavyamala, Part XIII,
1903, 145-169, wherein the story of Bilhaga’s love with a princess is narrated,
though differently in each of the two editions, In “‘Die Ka$mir-Recension der
Paficasika’” the text has been critically discussed, edited and translated into
German by W.So1f, Kiel 1886. Cf-also Jacobi in the Literaturblatt,
fur Orientalische Philologie III, 63 ff. and Winternitzin Qesterr
Monatsschrift fiir den Orient 12, 1886, 155 ff. U
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presents the sensuous pictures. It is s2id that the poet was in
secret love with the daughter of a king, and when this fact be~
came public, he was ordered to be put to death. At the place
fixed for his execution, with death facing him, he composed the 50
stanzas that pleased and impressed the king so much so that he
set him free and gave him his daughter asa wife. That this tale?
does not have any historical basis is mainly suggested by the fact
that in his autohiography (see above p.9%) he does not say a
word about having a princess as his wife. This view gets further
support from the fact that in several versions of the tale, the story
narrated is not that of Bilhana, but of some other personages.
The verses themselves just say that they have been composed
about a princess?, but thence we can deduce neither this that it
deals with secret love nor this that the theme relates to the
decision of the poet’s being put to death®. The Kashmirian

1. The tale forms a part of the poem in the editionsby Arielandin
Km. and is narrated in the commentaries too. The name of the princess, in the
ed. Ariel is Yaminipurnatilaka, daugher of the Paficalaking Madanabhirama;
against this, the princess in the Km. edition is Sasikala, Candrakala or Candra-
lekba (all the three meaning “‘digit of the moon”), a daughter of King
Virasithha of Mahilapattana. Hence in the Km. edition also the title Candra-
lekhasakti Bilhanakavya, ‘Bilhana’s Poem of his Affection for Candralekha”.
In the MSS from Gujarat the beloved is one Caura (i.e. Cauda or Cipotkata)
princess. The commentator Ganapati, who, morcover, mentions Paiicasika
as a ““fragmentary poem (khandakivya ), speaks about a Biahmana Caura as a
world-famous man, who had sensuous association with a princess. Perhaps this
poem is actually a fragment of another poem, of which the theme was love bet-
ween a thief (caura) and a princess, and in which the poet put the verses into
the mouth of a thief brought to the place of execution. In a commentary,
written in 1798, Rama Tarkavagisa Bhatticarya explains the stanzas as
constituting an invocation to the goddess Kalika of a prince Sundara, son of
Gunasagara of Caurapalli, who composed it before King Virasimha, while
he was awaiting his scntence of death on account of his secret association
with Vidya, the daughter of the king. When the king heard the poem, induced
by Kalika, he offered him his daughter for the purpose of making her his wife.
Cf. Eggeling,Ind. Off. Cat. VII, p. 1524f. In the edition Haeberlin
Sundara is mentioned as the author.

In the Bengali poem Vidyasundara of Bhiratacandra, the chief court-
poet of Rija Krsnacandra (18th century), the story of love that existed bet-
ween Princess Vidyd and Prince Sundara is narrated, and here Sundara
describes in stanzas (that correspond to the stanzas of the Cauripaiicasiki ) his
love for Vidya. The verses, however, are capable of being interpreted in
two different ways and being taken simply as constituting a prayer-hymn to the
goddess Kali. Cf. Dinesa Gandra S en, History of Bengali Language
and Literature, p. 650.f.

2. The stanza 37 (Solf), where the theme is regarding the princess,
occurs in all the recensions.

3. Verse 48 (Solf), where the poet says that “even to-day in the Hour
of his death he has his mind absorbed in love” is wanting in the South Indian
recension and perhaps is not relevant even on othergrounds (see J'acobi '

oc. cit. ).
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recension has two introductory staneas, of which the second one
appears to be the poet’s words of farewell to his life in which he
says that he will never return back when he will have once fallen
in the net of coquettish glances of the wives of gods?.

Just as doubtful as the frame, in which “the Fifty Stanzas”
are to be fitted, is also the text of the poem that has suffered fur-
ther worse in the hands of the copyists than any other popular
work of Indian poetry. Of the fifty verses only seven are to be
found in all the three chief recensions. Since the poet was of
Kashmir and lived in the court of a SouthIndian ruler, each of
the stanzas that are common tothe South Indian and Kashmirian
recensions should have at the most a claim to be genuine. There
are 34such verses. This great difference in recensions is, in any
case, a proof of extraordinary popularity of the poem in India.
And also from the stand’point of Indian sensuality the
fame of this poem is easily understandable?. For the taste of
the people of the West, the translators had to make the poem
palatable by considerably toning down the ardour permeating
Indian the verses®.

To the 11th century A.D. belongs also the Arydsapta-
§ati4, “Seven Hundred Arya Verses” of the poet Govar-

1. This verse, however, stands in opposition to the preceding one, in
which the poet tells his enemies—‘happiness and fame will again soon get into
hishouse’. The difficultics that are created by these two stanzas have been
removed neither by Bi hler, nor by Solf, norby Jacobi. [S.K.
D ¢, HSL p. 369 is of the opinion that “Bilhana’s authorship can be asserted
with as little confidence as that of Cora (in spite of Jayadeva’s mention
of a poet of that name in the Prasannarighava) or of Sundara. It is, on the
other hand, not improbable that the stanzas were old floating verses of forgot-
ten authorship, which were ascribed to Bilhana, Cora, Sundara and Vararuci
in turn, and different legendary frame-stories were supplied.” ]

2. Krishnamacharya p. 122 says that in India even to this
day the poem is liked so much that no Indian child fails to commit to memory
at least some of these stanzas. In the West people will not like to place the poem
in the hands of a young person.

3. SoHoefer, Indische Gedichte I, 117 ff., in his very free com-
plete German translation and L. V., Schroeder, who (Mangobltiten,
61 ff.) has reproduced in German a number of selected stanzas more beautifully
but more freely. The Latin translation of v. B o hl e n and the literal German
translation of Solf cannot naturally present any poctical beauty of the
R;om. [Eng. trans. Edwin Arnold, London lggg and E. Powys

athers, Oxford 191g; Ital. transl. G.de Lorenzo, Il cantodel
ladro, Napoli 1925.]

4. Edited with Ananta Pandita’s, commenta?' written in 1624, in
Km. 1, 1886. Cf. We b e r. Foreword to his edition of Hala'’s Saptasataka,
p-xxvif.,,and Pischel, HL, p. 3o f.
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dhana. The author is a contemporary of the famous
Jayadeva, who says about him that nobody can surpass master
Govardhana in excellent erotic descriptions. The poet boasts
about himself (v. 52) that he has carried over to Sanskrit by
force the type of poetry that usually found tasteful expression in
Prakrit, inthe same manner as Balarama raised up into the sky the
Yamuna, of which the water was suitable for a low plain. By
this he means to say that upto his time the erotic poetry compos-
ed in the Arya metre was brought to perfection and was usually
cultured in Prakrit, and it was he who introduced it into Sanskrit.
In fact his task was to write in Sanskrit a work that could throw
into dark the fame of Haila’s Sattasai by composing 700
stanzas in the Arya metre with erotic themes, that are related in
no way with one another and have been arranged by him in an
alphabetic order (according to the initial letters). His task
might have been more difficult than that of Hila; but the Arya.
saptasati, lacking in popularity, cannot bz compared with the
Sattasai. However, the work of Govardhana was the model on
which the post BihdariLal composed in the Hindi

language his Sat’sai, of which, the verses, in the opinion of
Grierson?, “show the charm and elegince of language, on

account of which Kilidasa would have envied him’’: and again
this Hindi work has been imitated by a Sanskrit pocst Param a
nanda “inone Sringarasaptatika.

By the side of the erotic lyrics moved along also the old
religious lyric and in addition to the large number of
hymns d=dicated to Siirya, Visau, Krsn1, Rim1, Siva, Durgi
and other divinities that we find in the puranasand
tantras, thereare many pieces that are really ornate poctry.
Many of these stotras are wholly philosophical, particularly
containing ideas of the Vedanta; and often it is impossible to
distinguish whether a work is to be included in the purana
and tantra literature or among the philosophical texts or in
ornate poetry. Side by side with numberless prayers and
litanies, that very often are nothing but invocations to and
names of gods, besides in many prayers that are, however,
small in number and appear as expression of a deep religious
ardour, there occur numerous ornate poems in which the most

1. JRAS 1894, p. 110,
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difficult metres and all the devices of poetics have come into
play. The divinities too were believed to be won over better
by use of rare and most difficult figures of speech. Most of
these stotras probably are of recent origin Frequently they have
the form of §atakas or ‘“‘centuries”.

One ofthe oldest poem of this type is the Candisa-
takal, “Hundred stanzas dedicated to Candi’’, by the
poet Bana. In 102 stanzas (almost all in the Sragdhara
metre) the consort of Siva, with her different names, one of
which is Candi, and particularly her foot, with which she killed
the demon, Mabhisa, having the form of a buffale, is praised and
glorified. In each of the verses occurs at the end the benedictory
formula ““may she protect you”, sdvatadambika vah. Famous is also
the Siryasataka?, “Hundred Strophes dedicated to the
Sun-god” by Mayira, a contemporary of Bana3, written
likewise in the Sragdhard metre and in the same ornate style as
the Candifataka. In the poem, the rays, the horses, the chario-
teer, the chariot and the orb of the sun are praised one after
another. The rays of the sun are the “ships by which man crosses
the terrible ocean of rebirths, the origin of prolonged pains,”’
the orb of the sun is the door of freedom, and the sun him-
self is the supporter of men and gods and upholder of the entire
world-order, and is one with Brahman, Visnu and Siva (verses 9,
73, 87, 99). In versz 50 Aruna, the charioteer of Siirya, is
compared to a stagz-manager, who recites the prologue at the
time of performance of a show. From the citations in manuals

1. Edited with commentary in Km., Part IV, 1 fl. Cf. above II,
340 (transl,, p. 550)and Bu hler, Ind. Ant. 1, 1872, 111 ff. Text with
English translation by Quackenbos, The Sanskrit Poems of Mayiira. ..
together with the Text and Translation of Bana’s Candisataka, pp. 243-357.
2. Edited in Haeberlin 197 ff., and with commentary in Km.
19, 1889; with English translation of Quackenbos, The Sanskrit Poems
of Mayiira, p. 81 ff. On ““Sanna” or a literal rendering of the Siiryasataka,
composed in Cyloncf*RhysDavids in JRAS, 1894, p. 555. [ See above
p. 132. Italian trans. byC. Berhheimer. Livorno 1905.]
’ 3. Welearn from Bina’s Harsacarita too that Harsa’s father and his
predecessars were sun-worshippers; hence it is very probable that Mayiira was
an older.contemporary of Bana. Cf B ¢t h 1 e r, Die indischen Inschriften, usw.
p14ff; Peterson, Subh.p.86; Zachariae, Bezz. Beitr. 13, 1888,
+.100. The SiiryaSataka has been quoted by Anandavardhana. One
daprasasti of Mayiira is cited by Ruyyaka.” But one Khandaprasasti
(a poem on Visnu’s incarnations), edited in the Pandit V, VI, is attributed
to the monkey Hanumat, l
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of poetics and in anthologies it is concluded that the Siiryasataka
is held in a higher esteem than the Candifatakal.
The authorship of a large number of hymns dedicated to

Siva or to Devi, the Divine Mother or to Visnu too is
attributed to the celebrated philosopher Sankara?. Probably
many of these hymns are really his own, and perhaps
“a great majority of them are wrongly attributed to him.
Some of such hymns are dedicated to Devi, i.e. ‘“‘goddess’ par
excellence or the “Mother’’, an appallation by which she is refer-
red to by the Saktas. In the cult of this sect the divine principle
is not conceived as masculine, but as feminine; and the Saktas
believe that the most exhaulted creative principle cannot be
most appropriately designated by the word ““Father”’, but by the
word “Mother”. All the mythological feminine forms, above
all, the consort of the god Siva, who is praised and worshipped
under numberless names like Uma, Parvati, Durgd, Candj,
etc. as the “Mother of the Universe’” (Jaganmaita) are revered
by adherents of this sect as the divine ‘“Mother’’3. It is compre-
hensible that when the Indian poets refer to divinity as their
“Mother” they utter the word from the core of their heart. It
is why we find among these hymns, dedicated to Devi, many
of the best pieces of religious lyrics. As examples, a few stanzas
fromthe Devyaparadhaksamapana, “Prayer toDevi
for Atonement of Sins”, attributed to Sankara, aregiven below:—

vidherajiianena dravinavirahepdlasatay@

vidheyasakyatvattava caranayorya cyutirabhit |

tadetatksantavyam janani sakaloddharini Sive

kuputro jayeta kvacidapi kumata na bhavati W

‘‘Either on account of ignorance of thy command,
Or on account of poverty or idleness,

1. Cf. Quackenbos, ibid g8 . The Sambapaii-
cadika(in Km. 13, 188y), ascribed to a poet Sam b a, is a poem devoted
to the sun-cult and is of unknown antiquity. The name of the son of Lord
Krsna too was Samba, who is mentioned in the purdnas in relation to the
sun-cult. There is also one Simba-upapurdna. It is questionable whether
Samba is actually the name of a poet.

2. See also a collection of eight such hymns with English translation
contained in S. Venkataramanan, Select Works of Sri Sankara-
charya, Madras.

3. Cf.onthissect Winternitz, Die Tantras und dic Religion
der Saktas, Ostasiatische Zeitschrift IV, 1916, p. 153 ff. A collection of hymns
dedicated to Devi has been translated into English by Arthur and Ellen
Avalon: Hymns to the Goddess, London, 1913.
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Or because I did not have the strength to follow thy
command;

In whatever manner I erred in respect of thy feet;

O kind Mother, that freeth from all bonds,

May’st thou forgive all that

Many a time, it is true, a bad son is born,

But a bad mother, there is none and never.”

prihivyam putraste janani bahavah santi saralah
pararm tesam madhye viralataralohan tava sutah |
madiyoyam tyagah samucitamidath no tava Sive
kuputro jayeta kvacidapi kumdta na bhavati \
““Mother, thou hast many worthy sons on the earth;
But among them, I am one without worth;
Still, O Mother, thou can’st give me up :
A bad son is many a time born,
But a bad mother, there is none and never.”

Jjaganmatarmatastava caranasevd na racild

na va dattam devi dravinamapi bhiiyastava maya \
tathapi tvam snehayh mayi nirupamam yatprakuruse
kuputro jayeta kvcidapi kumata na bhavati |\
¢“Mother of the universe, I have not served thy feet,
Nor have 1 offered thee rich wealth;
Notwithstanding this, that thou showeth

Affection, that is incomparable, towards me:

A bad son is many a time born,

But a bad mother, there is none and never.”

Of the hymns that are ascribed to Sankara and dedicated
to Devi, a mention should he made of Bhavanyastakal,
“Eight Stanzas to (the goddess of the name) Bhavani”, with
the refrain ‘““thou art my shelter, thou alone art my shelter,
Bhavani, and Anandalahari? “Wave of Happiness”
in 20 Sikharini stanzas deserve to be mentioned here.

1. Edited and tranlated into German by A. Hoefer, Sanskrit
Lesebuch, Berlin 1849, p. 93 ff.; Ind. Gedichte II, 157 f.

2. Edited and translated into French by A. Troyer, JA 1841,
s. 3, XII, 273 fF., 401 ff. Text also in Haeberlin 246 ff.; translated into English
by Avalon, Hymns tothe Goddess, 62 ff. Other hymns to Devi,
published in Km., Part IX, 1893, 114 ff. 140 ff.; Part XI, 1895 ff.; the
Ambastak a, “Eight Stanzas to the Mother” with a commentary in Km.,
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Mika might have been a contemporary of Sankara.

He has praised Devi in not less than 500 stanzas, Paficagatil.
Anandavardhana wrote alsoa Devi$a t ak a% hundred highly
ornate stanzas, in which he exhibits his mastery over the most
complex artifices of poetics, a thing that is contradictory to his
own view that suggestion and not embellishment is the essential
thing in poetry. At one place in his poetics, however, he says
that in prayers to gods the sentiment (rasa) is of minor impor-
tance®. Utpaladeva,theteacher of Abhinavagupta, wrote
(in the beginning of the 10th century) one Stotravali¥,
a collection 20 stanzas written in praise of Siva, that contains
partly simple invocations and partly fully ornate verses. Before
the 11th century A.D. must have lived the Vaisnava saint
Kulasekhara, who wrote one Mukundamala?® for
the purpose of glorification of Visnu, in which for example he
says:—

divi vd bhuvi va mamdstu vdso

narake va narakdntaka prakamam |

avadhiritasaradaravin dau

caranau te maranepi cintaygmi \

“Whether in the heaven, or on the earth,

Wherever I may live;

Whether in hell, whatever the place be,

O ender of hell, even in the hour of death, may I think

Part II, 1886,154 ff.; the Paficastavi (Five Hymns to Durga of unknown authors )
in Km,, Part III, pp. 9-31. The hymns addressed to Siva have been published
in Ha.cbrrlm 496 fI., and Km., Part VI, 18qo, 1 ff.; hymns to Visnu in Km.
Part II, 1886, 1 fI.

1. Edited in Km., Part V, 1888, 1 ff., where Miika is mentioned as a
modern poet. Accordingto Krishnamacharya 119, traditionally
he was a coatemporary of Sankara; he was an idiot (mika) in his youth and
became a great poet through a sudden inspiration.

2. Edited in Km. Part IX, 1893, 1 ff. with the commentary of
Kayyata, written in thz year 978 (see Hultsc h, Kalidasa’s Megha-
duta, p. IX )

3. Cf. Jacobi, Anandavardhanas Dhvanya-
loka, Separ.,p. 137 f. (on III, 43).
Edited with the commentary of Ksemaraji in Chowkhambha
Sanskr. Szries No 15, Benaras 1902 O.a the author see Aufrecht
CGC 64 and Thomas, Kav.2 In the 14th century AD. Jagaddhara
wrote his 38 hymm in praise of Siva: Stuti kusumai i jali, Bouquet
of Prayer of Songs” (edited with commentary in Km. 23, 1891).

5. Edited in Haeberlin 515 ff. (22 veises), another recension (34
verses) in Km.; Part 1, 11 fl. Oae verse (Haeberlin 7, Km. 6) is cited in an
inscription of Pagan (r3th century A.D.);see Hul t zs ¢ h, Ep. Ind. 7, 197.
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Only about thy feet, that outshine

The lotuses of the autumn.”

In the 11th century Bilvamangala wrote his
Krsnakarnamrta, “Nectar for Krsna’s Ears”, 110
stanzas on the glorification of Krsna, a poem that in India is held
in great esteem!. Inabout the middle of the 16th century A.D.
Ripadeva Vidyabhiisana, commonly called Ripa
Gosvamin, a follower of Caitanya, wrote his songs in
praise of Krsna, Stavamala? and also Mukunda
muktavalis.

In about 1540 A.D. the astronomer and poet Siirya
deva or Sirya, son of Suganaka Jiianadhiraja, wrote his
Ramakrsnakavy a,apodem thatcan be read both from the
top and the bottom (vilomaksarakavya), and in which Rama
and Kirsna have been extolled in different hemistichs. There
is a commentary on the work written by the poet himself*.

The Narayaniya of Nardayana Bhatta?,
completed in the year 1590 A.D. is a stotra and fairly extensive
kdvya at the same time. Thc poem contains the entire subject-
matter of the Bhagavatapurana and consists of ten deccades
(dasakas®). In Kerala it has the value of a prayer-book like the
Bhagavata, and pious pcople read a section from it everyday.
The legend goes that the poet was a Brahmana of Kerala, suffering
from rheumatism and was cured of this disease with the help of
his prayers to Krsna. At the completion of recitation of each of
its decades he was healed of one-tenth of his malady?.

1. The title is also Krsnalilimrta, and the poet is called also Lilasuka:
according to a legend he was reborn as Jayadeva, the author of the Gita-
govinda, see Aufrecht, Bodl. Cat. 1286and Krishnamacharya
121 f., who says that the poem is daily sung by young people and many
verses are very much suitable for dance.

2. Edited with commentary in Km. 84, 1903; see Ind. Off. Cat.

p-1497 £
3. Edited in Km., Part II, 1886, 157 ff.; see Ind. Off. Cat., p. 1469

f. To Krsna is addressed also Anandamandakini written in the 15th century
by Madhusidana Sarasvati, published in the Pandit N. S. 1,
498 ff. and in Km. Part II, 1886, 138 ff.

4. Edited in Haeberlin 463 ff. and Km., Part XI, 18g5, 147 ff.

5. Edited with the commentaryof Ganapati Sastriin TSS
No. 18, 1912,

6. Beside the division into decades there are 12 skandhas in the deca-
des, and this goes to make it a kind of purana.

7. Cf. also the legend of Manatuiiga, Mayira and Bana, above
11, 340; transl. 550. :
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In the 17th century Ramabhadra-Diksita
composed his different hymns in the highest kavya-style, in
which he has praised the arrows of Rama, Ramacéapast-
tava., Ra@mabdnastava and Astaprasaor
Ramiastaprasa; furtherinoneVarnamalastotra,
written in 51 stanzas in a very simple language with their first
letters arranged alphabetically Rama has been praised!’. In the
same century Jaganniatha flourished as a lyric writer. He
sang in praise of Laksmiinthe Laksmilahari? and Ganga
inthe Gangalahari?and composed in 30 literary stanzas
a hymn to the sun, the Sudhalahari® Ramabhadra’s
teacher Nilakantha Diksita wrote a philosophical
work Anandasagarastava in a simple dignified
language in praise of the Devi®.

The peculiar manner in which the Devi-cult came to
flourish is shown by a poem of unknown antiquity, the Ca n -
dikucapaficasika, ¢50 Stanzas on the Breasts of
Candi” by a poet Laksmana Acarya, son of Benima-
dhava®. A half-religious and half-erotic is the peom Bhiks-
dtanakiavya of Sivadasa, whocallshimself Utpre-
ksavallabha. In this poem the writer describes the
feelings and reaction of the female devotees of Siva when he
goes about in the garb of a holy mendicant’.

1. Published in Km., Part XII, 1897, 1 fI.; Part X, 1894, 18 fI. and
Part XIII, 1903, 1 ff. Ramabhadra, a discipleof Nilakantha was also

a dramatist, sce Krishnamacharya,p. 110.
2. Published in Km. part II, 1886, 104 ff.

3. Jagannétha is said to have married a Muhammadan girl, and
on account of this he was excommunicated. One day he with his wife sat on the
highest (52nd) step of a ghatta on a bank of the Gariga and began to pray
to the holy river. With completion of each stanza the river continued to rise.
When he recited the 52nd stanza the water of the river reached him and his
consort and washed off their sin. They were drowned in the river and were
never seen again. The poem, Gangilahari, however, is well-known in the
whole of India. C{. R . L. V aiid y a, Bhaminivilasa Ed., Introduc. p. 12 ff.,
Aufrecht, Leipzig,No.441. Amrtalahari, edited in the Km.,
Part I, p. 99 ff. is a poem written in praise of Yamunda; The Karuna-
1a h ari, published in Km. Part II, p. 55 ff. sings the miseries of human fate.

4. Edited in Km., part I, 16 ff.

5. Edited in Km., Part XI, 1895, 76 ff.

6. Editqd in Km., Part IX, 1893, 80 ff. Notwithstanding the title
the poem contains 83 verses; verses 1-18 form the introduction and 69-83
constitute the conclusion.

7. Cf.Aufrecht, ZDMG, 27, 12f.; Eggeling, Ind. Off.
Cat. p., 1448 f.



142 ORNATE POETRY — GITAGOVINDA

In India erotic and religious lyrics seem to have got mixed
up together. The most famous religious erotic poem is the
Gitagovindal! of Jayadeva, the son of Bhojadeva
of Kindubilva (modern Kenduli) in Bengal, the court-poet of
Laksmanasena. The Bhaktam ala? a book of legends of
the followers of the Krsna-cult, written in the Hindi language,
contains about the poet several legends, in which he is extolled
as a saint and miracle-worker3. In his youth he led the life of
a wandering ascetic, but is said to have married later when a
Brahmana forced upon him his daughter. In the status of a
married man he composed the poem Gitagovinda, in which Lord
Krsna aided him to describe the loveliness of Radha, when his
mortal powers failed. The complete title of the poem is Gita-
govindakavyam, i.e. “‘the poem, in which Govinda is extolled
through songs.”’” Govinda is the name of the cowherd god Krsna,

1. Cf. Pischel, HL, p. 19 ff. Editions: Gita Givinda, Jayadevae Poetae
Indici drama lyricum. Taxtum ... recognovit ... interpretationem latinam
adjectit C. L ass e n, Bonnae ad Rh. 1836. The Gita-Govinda of Jayadeva
with the Commentries Rasikapriya of King Kumbha and Rasamafijari of
Mahamahopadhyiya Sankarami§ra. Ed. M.R. Telang and W.L.S.
Pansikar, grd Ed.,, Bombay 1910, NSP. An English translation by W.
J o n e s had already appeared in the Asiatic Researches, 3, 184ff. 'The last-
named one gave rise to the German rendering by F.H. v.D alb e r g. (Erfurt
1802), F.M a j e r (inthe Asiat. MagazinII,294ff.)andA.W.Riemens-
chneider (Halle 1818). A German translation by F. R ti c k e r t (first of
all made in 1829 according to a Calcutta impression and then recast according
to Lassen’s edition ) appeared in Zeitschrift fiir die Kunde des Morgenlandes I,
GoOttingen 1837, p. 128 fI., (in addition to philological notes, p. 286 ff.) also
in Ruckert-Nachlese I, 346 ff. Recently it has been published in the Insel-
Bticherei No. 303 The work, that has appeared under the title “Friihlings-
liebe von Reinhard W o ge n leicht ubersetzt aus dem indischen Gita-
gowinda des Dschajadewa’ Halle a. 8. 1911, is worthless. The best represen-
Lation of the original is given by the French translation by G. Courtillier
(avec une préface de S. L é v i, Paris 1904). On the large number of com-
mentaries on the Gitagovinda see Ind. Off. Cat. VII, p. 1454 ff. [ Translated
into Dutch by B. Faddegon, Santpoovt 1932. See Keith, HSL,
190 ff.; S. K. D e, HSL, p. 388ff.: Eng. transl. by Edwin Arnold. The
Indian Song of Songs, London 1875; French transl. also by H. Fouché,
Paris 1850.]

[2. Written by W. as Bhakta Mala. ]

3. These legends were communicated by H. H. W ils on, Works,
1, 65 fl. and E. Trum p p, Die éltesten Hindui-Gedichte (SBay. A. 1879,
I), p. 6 ff. There occurs also a small Hindi poem of Jayadeva in text and in
translation, which is the oldest poem in the Adigrantha. The poetical part of the
Bhaktamala was written by Nabbaji towards the end of the 16th century A.D.
Cf.alsoM. Chakravarti,JASB N.S. 2, 1906, 163 ff. who reports a
story from the Sanskrit Bhaktamala of Candradatta. [See also Garcin de
T assy, Histoire de la Littérature Hindoue et Hindoustanie, Paris, 1870 II,
69ff. and Grierson, Modern Vernacular Literature of Hindustan,

Calcutta, 1889, Section 51. ]
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and the theme of the poem consists of his love for Radha, who
keeps herself aloof from him on account of jealousy, the longing
of the loving pair and their final entreaties and reconci-
liations. The simple activity, if it can be so called is narrated
in a few recitative verses, whilst the main portion of the
poem consists of thyming dance-songs with a refrainl.
The melody and cadence, according to which they are to be sung
and that are to accompany the dance, are always given. These
songs, that are alternately put into the mouths of Radha, her
friend and Krsna, describe in pictures full of sentient ardour the
events and the sentiments. Hereand there are inserted also bene-
dictions, and in the concluding stanza of each song the name of
the poet is mentioned, and it is said that heis a devotee of Hari2.
The recitative verses that follow each of the songs—such verses
number upto three—are not sung, but are to be recited in an
artistic manner. They describe many a time the situation, and
often the appearing person is further brought into the song.
The narrative and the recitative parts have been interwoven in
this work as can be seen by casting a glance at the contents of
the first canto.
After aforeward in four stanzas by the poet, there is
a hymn to Visnu (Hari), in which the god has been ex-
tolled in his ten physical incarnations, and then follows
a second hymn for the glorification of God with the
refrain jaya jaya deva hare, “triumph tothe
Divine Hari’’. Thenthere isa narrative stanza
that reports that while the confidante of Radha speaks to
her, thereafter the son g3 follows, in which the confi-
dante describes how Krsna in the thicket rejoices in the
company of cowherd-maidens and dances with them.
Three recitative stanzas describe the spring and reports
that Radha’s friend once more addresses her in the follow=

1. Usually they have 8 strophes; therefore, in many manuscripts they
are called Astapadi : and since these songs form the nucleus of the poem, the
latter is often designated as Astapadi, i.e. ‘““The Poem with 8 Strophes.”

2. Since arbitrarily R ii c k e r t has omitted these religious accesso-
ries, his translation does not rightly represent the poem.

It is to be sung in the ““Spring Melody”, to which the notes were
communicated by W. Jon es (As.Res. 3,86 f.). In India particular melodies
are prescribed for particular seasons and particular time of the day. See J. D,
Paterson. As. Res. g,1809, p. 454.
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ing octaves : and this prabandha describes how
the cowherdesses are attracted towards the young god,
crowd about him, admire him and allure him :

kapi kapolatale milita lapitum Srutimiile |

caru cucumba nitambavati dayitam pulakairanukile |

haririha mugdhazadhiinikare o |

kelikalakutukena ca kdcidamum yamundjalakile -\

mafijulavafijulakuiijagatarh vicakarsa karena dukile |1

haririha mugdhavadhinikare o i

Slisyati kdmapi cumbati kamapi kamapi ramayati ramam \

basyati sasmitacdrutardmaparamanugacchati vamam \

haririha mughdhavadhanikare o\l
“One young girl turns to the side of his cheek,

With a desire to whisper something into his ear;
She kisses her sweet’heart stealthily and makes him amazed;
Him, whose joy has become transparent;

Hari in the merry crowd of maidens;

With the sporting girls, he jokes in pageantry of joy.
One damsel, on the strand of the Yamuna,

In ecstasy of whirl of rupture,

Pulls him by his cloth,

Him who has retired into an airy grove;

Hari in the merry etc.

One, charming girl, he embraces, another he kisses ;
He brings a third one to his heart;

With a lovely smile he looks at yet another

And follows still an other attracting one;

Hari in the merry, etc. 1’

Then the poet narrates howin jealousy Ridha
leaves the scene and retires into a grove, and in the next
prabandha, she complains to her confidante about her
sweet’heart being unfaithful; but on the contrary, in an-
other prabandha she gives expression to her ardent long-
ing for him and to her wish that her lover may approach
her and embrace her. Itis followed bya narrative
s t anz a: tortured by love Krsna leaves the cowherdesses
and full of repentance searches for them. His bewaling

1. Translation according to the German rendering of Riicker

14, 41, 44)-
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is contained in the next song. This is followed by
recitative versesin which Krspa addresses partly
the god of love and partly Radha and gives expression
to his longing for his beloved. This ends in 2 bene-
dictory verse,inwhich Krsna, the lover of Ridha,
is invoked for conferring fortune and happiness upon the
audience. Narrative stanza: the friend of Radha
comes and speaks to her love-lorn Krsna. In the song
that follows, she describes the agony of love-sick Radha
resulting from her separation, and in two more songs
she portraits her further misery caused on account of love.
The conclusion is again a benedictory stanza.
Narrative stanza: Krsna wants the confidante
to go to Radha and to bring her to him. It is followed by
a song, in which the friend of Ridha narrates how Krsna
has got emaciated on account of hislonging for her and that
he with an ardent yearning is expecting her in the grove.
A narative strophe describes the place where the
lover is awaiting. Then follows a song, in which the confi-
dante, in warmly glowing words, breathing wild sensuous-
ness, commands Radha to give up her anger and to hasten
to embrace Krsna. How musical sounds the refrain of this
song : dhire samire yamundtire vasati vane vanamdli in
patati  patatre  vicalitapatre Sasikitabhavadupayanam \
racayati Sayanam sacakitanayanam pasyati tava panthanam \
dhire samire yamundtire vasati vane vanamdli |
mukharamadhirami tyaja mafijiram ripumiva kelisulolam i
cala sakhi kufijam satimirapufijar Silaya nilanicolam u
dhire samire.... 1l
Rickert translates into German the verse V, 10 of
this poem that can be rendered into English as follows:—
“When a bird moves about and stirs among the
leaves, He thinks that thou hast come.
He prepares the bed with His eyes amazed : He is anxious
to meet thee.
In the swecet-smelling grove, on the bank of the
Yamund, in the gentle breeze, the lotus-garlanded
(God) is awaiting.

Winternitz—History of Indian Literature, Vol. III-10,
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Away with the anklet, that is sounding and is set in

motion and acts as a traitor in matter of love;

O friend, start for the bush, that is fully

enveloped in the dark, and put on a blue garment.

In the sweet-smelling etc.”

The following recitation-verses are merely a continua-
tion of the friend’s speech contained in songs, etc.

This poem has often been designated as dramatic. Lassen
has called it ““a lyrical drama’. L.v. Schroeder has referred
to it as “a lyric-dramatic poem’ and a “‘refined yatra’!, That
the poet himself called his poem a “kivya’, i.e. an epic poem
is proved by its division into sargas or ‘‘cantos.”” On the other
hand, he has undoubtedly interwoven in the frame of the kdavya
songs composed on popular models, that cannot be conceived
without music, songand dance. Inone of the verses (IV, 9), in
which the poet has mentioned his name, he says about himself
that his song is to be staged in mind (manasa nataniyam). Hence
it follows that the poet had no intention to write a dramatic
poem, in no case a proper drama?, but his task was to write a
book in which popular dance-play with music and tunes served
asamodelfor songs, that constitute the nucleus of the book3.

1. ILC,,p.563ff.,580ff. Nisikanta Chattopadhyaya,
Indische Essays, Ziurich 1883, p. 4 too calls Gitagovinda ‘‘a type of
yatra inSanskrit”’.Cf. Lé vi, 234 fl. and prefaceto Courtillier’s
transl., p. vff. Pischel (HL 22)says: “Itis further removed from the
first beginnings of drama, because the poet has left no room for impro-
visation, even the transition-verses having been cast by him in a firm mould”
and he has called the poem a ‘‘melodrama” (KG 209). For a manuscript
with very precise directions in respect of the gesticulations (movement of
the hand and the head etc.) see A. C. Burnell, A Classified Index to the
Sanskrit MSS in the Palace at Tanjore, London 1880, p. 157 f. One Krsna-
nitaka, that is a “lyrical drama’’, that is said to be of the type of Gitagovinda,
is played in Malabar even during these days, and that not by professional actors,
but by men who have been especially trained for this purpose; see K.R ama-
varma Rija, JRAS 1910, 638.

2. More than the yitrds, that nevertheless are dramatic works, that
presuppose a stage and a dialogue, the Indrasabhi of Amanat, translated by
Fr. R osen (Leipzig 1892), brings to mind the Gitagovinda, even though
this song-play is more dramatical.

3. Pischel, KG 209 says: “The poem, in which rhyme and
alliteration Yla.y a great role, appears to go back to an original in Prakrit”.
This is hardly correct in the present form. The poet did not work on a parti-
cular Prakrit model, but his Sanskrit songs have been written in the form of
songs in the ular language. [Cf. Keith, HSL, p. 197 f.; S.KiDe,
HSL,pp. 392 ff.; S.K' Chatterji, ODBLp. 24.]
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In fact the songs of Jayadeva are sung even in temples and on
days of religious festivals and they accompany dance as well’.
Since attempt has been made by every commentator, hardly
correctly, to interpret many of its erotic verses as having a my-
stical meaning, love of human soul (Radha) for God (Krsna),
in any case it is true that the poem has a religious character
and that in the opinion of the poet the whole eroticism of
the poem is merely a part of the bhakti, the religious devotion
to God Krsna.

It is true that Jayadeva belongs to the greatest poetical
genii of India. It is, however, astonishing that he was able to
combine so much passion and sentiment of love, so much
alliteration in language, that often resounds as pure music
in our ears, with such an ornate and yet artificial a form.
It is no wonder that in India the poem enjoys unusual
popularity and has always found admirers even outside
India. Itisso difficult to bring into translations the brilliance
of languge that they can reproduce its charms just partially.
Even extracts from a defective English translation of the poet
by W. Jones engendered feeling of wonder in Goethe.
He deplores the fact that although ‘‘the incomparable
Jones” had remained within the limits of decorum, the
German translator Herr v. Dalberg has gone for away in
his German translation and the great poet expresses his in-
tention even to translate the poem?.

The Bhakt-Maila narrates that the R3ja of Nilacala in
Orissa too had written one Gitagovinda and he invited Brahmanas
to make the book known. But they did not like to approve of it.
It was decided that both the books, that is of Jayadeva and of
the king, should be brought into the temple of Jagannatha and
to leave the decision to the god himself. Then the god put
the book of Jayadeva about his neck like a neklace and threw

1. Aslate as in the time of W. Jones (As. Res. 3, 183) at Kenduli,
the place of birth of Jayadeva, was celebrated a feast, in which the Gita-
govinda was sung with a dance during the night. In an inscription of the year
1499 King Pratiparudradeva ordains that female dancers and female Vaignava
singers should learn and sing only the songs of Gitagovinda. One verse from
the Gitagovinda has been quoted in an inscription of the year 1292. Cf. M.
Chakravarti JASB, N.S. 2, 1906, 166 ff., [ S. K. D ¢, HSL, p. 390].

2. Goethes Werke, Jubiliumsausgabe Vol. 37, p. 210 ff.; Bricfwe-
chsel zwischen Schiller und Goethe, II, p. 303-30g.
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the book of king out of the temple. Although the god decided
in favour of the work of Jayadeva, the succeeding generations
have not, however, failed to imitate his poem again and again.
In a large number of poems, their writers have not only glorified
the love of Radha and Krsna, but they have composed new poems
describing the love between Rama and Sita and between Siva
and Parvati as well in a similar manner, in slavish imitation
of the Gitagovindal.

At the first sight it may appear probable that in love-lyrics
of Indians, in contrast to the love-ballads of other nations,
the element of thought prevails over all other. The truth is that
this is strong in love-songs of India for the taste of West-
erners, that is already strongly prepossessed: the beautiful ladies
bend down under the load of their breasts, their hips are like
trunks of an elephant, the lovers remove with violence the gar-
ment of the loving women; often the theme is biting and scratch-
ing—Dbut lovers and beloved forget these too on account of their
longing and die for love. It is also true that like court ornate
poetry, the Indian lyrics, for the taste of Westerners, are all
the more important for their form, and really they are often no-
thing more than an ingenious play. But not seldom we come
across also true and deep feelings and internal devotion likewise
in erotic and religious lyrics. In India, in lyric poetry, as in
the whole of Indian poetry, the deep natural feeling is genuine
and unaffected?®. :

Gnomic and Didactic Poetry

Closely connected with lyrics is gnomic poetry. In many
works lyric stanzas and didactic passages are blended into
a single whole in such a way that one may be in doubt in the

1. Cf. Aufrecht, Bodl. Cat. 1, 129 and ZDMG 41, 489 fl.
Eggeling, Ind. Off. Cat., VIl, p. 1443 ff., 1460 ff.; 1480; V. Henry,
Les littératures de I'Inde, p.293f.; Bhandarkar, Report 1882-1883,
p- 9. Such works are : Gitagangidhara of Kalyana (see Pischel, HL
21); Gitagaurifa of Bhanudatta; Gitagirisa [of Ramabhatta]; Ramgita-

vinda, wrongly attributed to Jayadeva; Lalitamadhava of Riipagosvimin,
itaraghava of Prabhidkara : Gitadigambara of Vamfamani (Hara-
prasad, Reportl, 18).

2. “The deepest natural sentiment has in all times been the principal
characteristic of the Indian mind”, Th. Goldstucker (Allegemeine
Betrachtungen iiber das indische Naturgefithl) in Alex.v. Humboldt,
Kosmos, II, 1i5ff.
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matter of grouping them. Perhaps Indians have not attain-
ed such perfect mastery in any spher& as in gnomic poetry.
They have not more wonderfully succéeded in anything as in the
art of giving brief and accurate expression to an idea in two
lines. Most of the epigrams are written in the form of §lokas—
and they describe accurately or often lay out a beautiful picture
either from nature or with the help of a strikingly deep thought
simile. Numerous narratives, aphorisms and statements in lite-
rature, however, also prove the existence of rich treasure of ‘‘nice
saying’’ (subhdsita), that has been stored up by Indians of all
the ages!. Nowhere else do these epigrams occur more beauti-
fully and with greater grandeur than in the Savitri-peom in the
Mahabharata. Aswe havealready seen above, we find abudance
of aphorisms also at other places in the Mahabharata, both in
the epic proper and in the didactic sections in particular®.
These epigrams are in no way always ‘conventional moral lessons’,
but have reference partly to wordly wisdom (artha, niti) and partly
to duty (dharma)3. They are, very often, in fact, the sequel to
extensive personal experience, and there is no sphere of human
life that has not heen touched by them. Even up to this day it
is a necessary part of education to know suitable epigrammatic
stanzas, that are fit to be quoted in appropriate places in course
of conversation®. That it was so in earlier times too is proved
by an aphorism quoted in anthologies® :
“Wrongly we call tongue a tongue,

That knows not a beautiful term;

It is a piece of flesh, stuck into the mouth,

For fear, lest a crow may detect it5.”

1. Cf.eg. B6htlingk, Ind. Spruche 2595, 3135, 4186, 4776,
7194: Manu 2, 239; Subhasitavali 2349.

2. Cf. above I, 320 f., 323, 341, 359 ff., 376 f.; transl. p. 376 f., 380,
399, 416 f., 425 f. . ) . .

3. The term ““Ethical Poctry” in Macdonell, Hist. of Sanskrit
Literature 377 is not correct. In the Mahabhirata (e.g. V, 33-37) too wordly
wisdom and moral lessons have been taught without distinguishing between
them.

. “‘A man is not considered to be a learned person, probably rightly,
unless be can quote at least a few of the poet’s famous epigrams that throw light
on the question forming the topic of conversation, in which he participates”
says the Indian Krishna Sastri Bhatavadekar in his foreword to the
collection of maxims published by him; see Pantschatantra, transl. by
L. Fritze, p. XIf.

5. Transl. into German by Fritze, Indische Spruche 387
(Bohtlingk, Ind, Spriiche 4776).



150 ORNATE POETRY — DANAKYA

The Indian poets had a fancy for inserting aphoristic stanzas
throughout. We find them in the epic, in the prose novel and
evenin thedrama. Theyform a component part of the Buddhist
and Jaina religious literaturel, as also of the religious and
mundane narrative literature. The Sunahsepa-legend of the
Aitareyabrahmana points to the existence of aphoristic literature
eveninthe Vedicage. Thescientificliterature on law and politics
(dharmagastra and niti§astra) is so full of poetical aphorisms
that drawing a line of demarcation between gnomic poetry and
scientific literature is often difficult. Numerous epigrams, that
were current in literary circles and whose authors in usual course
would have been forgotten, were brought together in collections,
preferably in $atakas or ‘“‘centuries” and many authors them-
selves wrote the whole collections of epigrams. The lines of
demarcation between compilation and self-composed poems were
often obliterated because of the fact that the latter, in case they
became popular, were mutilated and added to by copyists
in course of time. '

One of the most popular aphoristic collections is the one
that is attributed to Canaky a2, the minister of the Maurya
king Candragupta. Canakya is the model of the wise and clever
minister. The authorship of the famous manual of polity, the
Kautiliya-Arthasastra, is attributed to one Kautilya ‘“crooked-
ness”’. In the same way as all laws are traced back to Manu, the
mythical first king, who has been made the author of not only
of manual of morals and law but also of a large number of
legal and moral maxims that have even been in circulation,
all the teachings on polity and wordly wisdom are traced
back to Canakya, famous in legends, who has at last been
made the author of a great collection of proverbs, that
perhaps originally consisted only of the principles of polity
(rdjaniti), but in course of time, has assumed in the hands of
copyists more and more the character of a variegated mixed
collection of sayings. There are not less than seven different
recensions of this work that appears under different titles in the

1. See above II, 26, 49, 60, 64 f., 84, 99, 116, 312 f., 343 f., 349 f.;
transl. 34, 65, 76,82 f., ’108, 124’,, 144, 466 f. },62 i'., 573 f. ’ 955

. 2. The name, rather the personality of Cinakya reminds us of
Kanika, who appears in the Mahabharata (I, 140) as a teacher of nitisastra
and as a type of Macchiavelli.
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manuscripts!. There is nothing to think about the minister
Canakya being the real author of these wise sayings. It is also
not correct at the same time to find in them “popular poerty”
and to equate them with adages?, that circulate from mouth
to mouth, without being considered to have belonged to a
single author. The proverbs originated rather in literary circles
and partly they go back to works in literature and partly they
were composed by the authors, whose names are forgotten. It
is, however, assumed that we are not able to attribute a
collection of this type to any definite period.

The form in which the collection has come down to us
shows all the characteristic traits of Indian aphoristic
poetry in general, including those in respect of variety of
its contents. Although in its title there usually occurs the
word rajaniti (“king’s politics’’), comparatively it con-
tains few maxims on the art of administration. On the
other hand, we find many common rules of conduct, that
are as “Macchiavellistical” asthe rulesof ad-
ministrative polity, in addition to numerous contribution.
on the knowledge of human nature and life, on wealth and

1. Rajanitisastra, Canakyarijaniti, Rajanitisamuccaya, Canakyaniti
Ganakyanitidarpana, Vrddhacanakya, Laghucinakya, Cinakyanitisira. Cf. O
Kressler, Stimmen indischer Lebensklugheit, where he investigates into
the collection of aphoristic stanzas that are attributed to Cinpakya and has
translated them into German from one of the recensions. Leipzig, 1907
(Indica, edited by E. Leum ann, Heft 4). Other editions: Haeberlin 312
ff.; J. Klatt, De trecentis Canakyae poetae Indici sententiis. Diss.
Halis Saxonum, Berol. 1873; Weber, Indische Streifen I 253 ff. und
Monatsberichte der k. Akademie Berlin 1864, 400 ff. On the numerous
Indian editions see Kressler, ibid, p. 38 ff. Canakyasarasargraha, a work,
widely known among the Buddhists of Nepal, too is reported to contain
830 aphorisms (see Rajendralala Mitra, Sanskrit Buddhist Lit.
of Nepal, Calcutta, 1882, p. 282 f.) One Canakyanitisastra is found also
in the Tibetan Tanjir; see G. Huth, SBA 1895, p. 275. The wisdom
aphorisms of Sianaq (i. e. Canakya) found in the Arabic work Siraj al-
Mulik by at-Tortisi (12th century) are also probably based on Canakyani-
tisira; see Th. Zachariae in WZKM 28, 1914, 182 ff. The aphorisms
have been repeatedly translated : so thus into Greek by D. Galanos,
[See J van Manen, Foreward to the 2nd edition of Canakyarijanitisa-
stram,ed. by I§varaChand raSastri, Calcutta Or Ser., 1921, p.
II1], into English by M u i r, Metrical Translations from Sanskrit writers; into
German by BOhtlingk in the “Indischen Spriichen.” Cf. also G. M.
Bolling, The Recension of Cinakya used by Galanos for his
'‘Ex StagoPav rotntav JAOS 1921 p. 49 ff. Rightly remarks
Bolling that the last word has not yet been said with Kressler’s
book on the ‘‘Original Ganakya”, since much of the materials for establish-
ment of the text has not yet been used. [ Another English transl. is by
K.Raghunathaji, Bombay, 18g0].

2, As has been done by Kressler, ibid, p. 27.
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poverty, on fate and human activity, on women and lastly
on all sorts of padagogical, religious and ethical teachings.
Only in a few cases in its contents we find groups of
connected stanzas after so variegated passages jumbled up
together.  So in the verses VI, 15-22, where twenty things
are enumerated that man should learn from animals, one
from the loin, one from the heron, four from the cock, five
from the crow, six from the dog and three from the donkey,
one in the wholly seemingly compact “breviary of life”.
Likewise in the group of verses XI, II-17, different types

- of Brahmanas are enumerated. More often we find pairs of

homogeneous verses. But in general each verse is a
unified whole. |

Popular are the maxims in which different but a little
similar things—many times not without humour—are
named just for the sake of principle of enumeration, as
we have found in the Anguttaranikiya and in the
Thianammga. This sort of enumeration certainly became
popular before it got extended to all over the work with
such pedantry in the Buddhist and Jaina literatures. For
example I, 9 f.:—“Not for a single day should a man stay
at the place where five are not to be found: a rich man, a
scholar, a king, a river and a physician. And man should
not turn his step towards the place, where the five are not
met with: means of livelihood, security, modesty, polite-
ness, and generosity,”. Or IV, II: “One devotes himself
to penance all alone, studies in the company of two, sings
in the company of three, travels in the company of four,
cultivates the field in the company of five and goes to the
field of battle in the company of many”. Or VII, 4:
““One should show oneself satisfied in respect of three: in
respect of his wife, in respect of his meal, in respect of
wealth; in respect of three he should not feel satisfied :—
in respect of study, penance and gifts”. XVII, 19: “A
king, a courtesan, Yama (the god of death), fire, a robber,
a child,a beggar and as the eightha village magistrate—all
these do not perceive the grief of their neighbours”’. Often
the point of the saying appears in the form of a superlative
at the end of enumeration; So IV, 13: “vacant is the house
of the childless man, vacant is the region in which there
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dwells no kinsman, vacant is the heart of the fool; and pover-

ty is vacuum itself”’. Popular are the enumerations that are

joined to catch-words or contain some sort of definition. For

example IV, 14: “Poison is the book that has not been
studied thoroughly, poison is the food that is not digested,
poison is the knowledge to the poor and poison is a young
girl for an old man’%.

Pictures and similes in epigrammatic poetry are always
popular, and particularly numerous are the sayings in which
the subjects spoken about are illustrated with the help of
examples from nature. E.g. III, 14 f.; “Through asingle
nice tree, that is in blossom and smells well, the entire
forest gets permeated with odour; likewise a whole family
with a single noble son becomes ‘fragrant’, i.e. attains
honour. With a single dry tree, that is set on fire, the entire
forest gets into flame; likewise with a single bad son it
gets burnt’’ i.e. comesto ruin’’; V, 18: “With truth is sus-
tained the earth, with truth glows the sun, with truth blows
the wind : all rest on truth” XII; 7: “In the company of
the noble the bad become noble, but the noble do not
become bad in the company of the bad: the sweet smell
that the flower emits makes the earthen vessel fragrant, but
the flowers do not take the smell of the pot’2.

If Canakya is just a name, that has been used as
the supporting pillar for gnomic poetry, Bhartrhari,
whose three $atakas or centuriess—Srngarasataka,
Nitisataka,and Vairagyas§ataka?, are included
among the most famous works of Indian poetry, is a real poetic
personality. This is shown particularly by the first of the three
collections, the Singaragataka, “The Hundred on Love”.

1. Wholly of the same type are the aphorisms of Bharata,
that A. Schiefner (Mahdkitjdjana und KoOnig Tschanda—Pradjota,
Mémoires, de I’Academie de St. Pétersbourg, Part XXII, No. 7, 1875, p. 54
ff.) has translated from Tibetan.

2. All citations and translations are from the German renderings from
Vrddhacanakya of Kressler.

3. Editions : Bhartriharis sententiae. ..ed., latine vertit et com-
mentariis instruxit, P. a Bohlen, Berolini, 1883, Haeberlin, 143 ff. The
Nitisataka and Vairagyasataka of Bh., with Extracts from two Sanskrit com-
mentaries, ed. by K. T. T ¢ 1 a n g, BSS No. 11, 1885. Subhasita-Triati of Bh.
with the Commentary of Ramacandra Budhendra, ed. P. Parab . Bombay
1902 NSP. Edition with Tikd and Bhasatiki of Gangéavignugupta and Khema-
r3jagupta, Bombay 1885.
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This, at the same time, is also a characteristic collection of erotic
stanzas, like the Amaru$ataka. Whilst the strophes of the
Amarugataka present, to us pictures from amorous life the
verses of the Srigirasataka are expressive of general ideas
about love and women. The Sataka begins with verses in
which the pleasure of love and beauty of women, on one hand,
and the force of love and its joys, particularly the change of
seasons, on the other, are described. Then follow the verses in
which the joy of love has been compared with the peace of mind,
attained through penance and wisdom; and in the last quarter
of the $ataka the poet comes to realise more and more that
wife is merely a sweet poison, just a snake lying on the way, and
that love is merely an allurement that attracts one to wordly
pleasures ; whlist real happiness can be found only in renunciation
of the world and in God (Siva, Brahman). Now it is possible that
these stanzas have been so arranged by an able compiler that
they bring before us a picture of the oscillation of the
Indian mind between sensuousness and renunciation of the world.
Itis possible that the same compiler, whilst he had added the Niti-
§ataka, “The Hundred of Wordly Wisdom’ and the Vairagya-
$ataka, “The Hundred of Renunciation of the World” to the
Srigirsataka, he pursued the objective in the three “centuries”
of selected maxims on the path of the wise, from sexual pleasure
to virue and performance of duty and wished to describe as the
highest goal, the renunciation of the world.

But against this commonly accepted hypothesis that
Bhartrhari’s $atakas are merely anthologies! stand two strong
facts. Firstly the unanimous and unbroken tradition of
India. It is not suggested that a similar tradition has made
Vyasa the poet of the Mahabharata and Canakya the writer
of the collection of sayings that are associated with his name.
Vyasa is an old sage, whom the people voluntarily made the
author of old venerable texts, that were desired to be accorded

1. So Colebrooke, Misc. Essays, II, 174; v. Bohlen.
Praefatio, p. viii of his edition: A ufrech t, Leipzig No. 417 (Spriiche von
verschiedenen Dichtern, Welche in friiher Zeit in drei sogenannten Zenturien
Zusammengetsellt und einem Dichter Bhartrhari Zugeteilt wurden ) and CC.,
p.397; Pathak, JBRAS 18, 348 (“Collection of elegant extracts for many
of which Bh. was indebted to previous writers) and particularly Hertel,
WZKM 16, 202 fl.; Tantrakhyiyika-Ubersetzung L.S. 4, and LZB. 1907,

3 Aug.
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a special religious status. Cénakya is a very famous chancellor
who on account of his wisdom in administration has been made
the carrier of all epigrams concerning statesmanship and after--
wards also of those concerning wordly wisdom. But the name
of Bhartrhariis famous just as a writer of gnomic stanzas
and as that of a grammarian : then the tales, that have got
tagged to his name are of very late origin and perhaps originated
in the first place on the basis of the epigrammatic stanzas
that pass under his name. Inthe second place, not only
the three $atakas, but rather the Srngirasataka alone exhibits
completely explicit physiognomy of the poet. The verses of the
Srngarasataka and also a majority of verses of both the other
§atakas bear such definite individual traits, that J. J. Meyer
could call Bhartrhari ‘““one right charactersistic brain of old
India” that represcnts the “‘typical Hindu’’ in his wavering
between glowing sensuality and asceticism and that H.
Oldenberg? notwithstanding the fact that he doubts
the authorship of Bhartrhari and leaves the question ‘“how far
to him, an individual, does the definite personality correspond”,
openly calls him an Indian living in a forest’””. What is so
especially a characteristic for Bhartrhari, that is attainment of
the renunciation of the world from pleasures of lust, has never
been said so clearly as in the verse in which he says :
yadasidajfidnam smaratimirasancarajanitam
tadd sarvam ndrimayamidamasesam jagadabhit )
idinimasmakam patutaravivekafijanadrsam
samibhiata drstistribhuvanamapi brahma manute |
“When in the darkness of love,
Ignorant, I wandered about, I saw nothing,
Nothing in the wide world, but only women;
But just when I was cured of the blindness,
Through knowledge, the ointment for the eye,
Forthwith appeared all calmly over my eye,
And I saw in the world only one: Brahma3 !*’
When, in the verse, in which he remarks that love and

1. Dasakumaracarita—Translation (German), p. 1
S.K. De, Treatmentof Love in Sanskrit Literature,p. 33 ff.]
2. LAIp. 226.

3. Srngaras. 98, translated into German by L. V. Schroe
Mangobluten, p. 24.
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wisdom are the extremities of life, but represent the two
p aths to happiness, as he says:
samsdresminnasdre parinatitarale dve gati panditandm
tattvajiianamytambha hplavalalitadhiyam yatu kalah kaddcit \
no cenmugdharganandm stanajaghanabhogasamsarginindm
sthitlopasthasthalisu sthagitakaratalasparsalol dytanam 1
. “In this world, full of deceipt, with vaccilating con-
sequences,
There are two paths in which a mortal being delights:
He may drink in wisdom from religious writings either,
Or he may sink into the bosoms of young mnidens.”
Or rather more appropriately:—
kimiha bahubhiruktairyuktiSinyaik pralapair
dvayamiha purusandm sarvada sevaniyam |
abhinavamadalilalalasam sundarinam
stanabharaparikhinnam yauvanam va vanam va \
“Why make words unnecessarily;
You can attain pleasure in two ways:
Either rejoice in the company of young damsels,
Or enjoy peace and tranquility by retiring into
a forestl.”

Thence it seems likely that there existed on old work in the
satakas of Bhartrhari, and possibly the Srigirasataka has, at
least apparently, retained the original order of stanzas, whilst the
Vairagyasataka and more particularly the Niti§ataka, on account
of inaccuracy and arbitrary action of the copyists, have, in fact,
become more or less anthologies, of which only a small portion
contains the genuine verses of Bhartrhari.

As yet it has not been possible to arrive ata decision with
regard to the problem of the poet Bhartrhari being identical with
the grammarian Bhartrhari, the author of a commentary on the
Mahabhisya of Pataiijali and of the Vakyapadiya, a treatise on
the philosophy of language. About this scholar Bhartrhari the
Chinese pilgrim I-tsing says that he was a faithful follower
of Buddhism and became famous in the whole of India and died
““forty years ago’’. Since I-tsing wrote his report in 691 A.D.,
Bhartrhari must have died in about 651 A.D?. I-tsing, however,

1. Smgarasataka 19, 53, translated into German by P.V. Bohlen.
2.ﬂ_ I-tsing, A Record of Buddhist Religion, transl. byJ. Takakusu,
p- 178 ff.
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says nothing as to whether this grammarian was also the writer
of the aphoristical stanzas, but he narrates a noteworthy story:
He became a monk seven times in succession and returned
to hearth each time. Once when he had already overcome his
sensuous desires and had retired into a cloister he had to
ask a young man to keep a vehicle ready for him outside the
cloister and then he felt that even then he was not fit to be-
come a monk. I-tsing has quoted also a verse in which
Bhartrhari rebukes himself on account of his inability to with-
stand the glamour of the world. On the basis of this report
MaxMiiller! has presumed that the grammarian Bhartihari
might have been also the poet of our §atakas. The fact is that
the story about our poet narrated by I-tsing fits him very well.
But on the other hand, itis remarkable that the Chinese pilgrim,
who speaks so much about this man, has not directly mentioned
the work on account of which his name has become famous in
the whole of India, even though the grammatical and philosophi-
cal works mentioned by him have become almost extinct. More-
over, Bhartrhari in the §atakasis not a Buddhist, but a declared
devotee of Siva in the Vedantist sense?. Now it is possible that
Bhartrhari was a Saiva Brahmana, who wasat first a court-poet?
and householder, became an adherent of Saiva Vedanta, and
lastly embraced Buddhism®. In this case we must assume that
I-tsing did not either mention the §atakas or would not like to
say anything about them, because they were written by the poet
before he had embraced Buddhism. But this sort of hypothesis
does not appear very probable after we take into consideration
the very story told by I-tsing. In caseit cannot be admitted that
in the very indefinite statement of I-tsing on the works of
Bhartrhari there is also an allusion to the $atakas®, all that

1. Indien in seiner weltgeschichtlichen Bedeutung, p. 302 ff.; [ India,
what can it teach us ? London 1883, p. 337. On the identity of the grammarian
Bhartrhari, sec Barnett, JRAS, 1923, p. 422].

2. Cf.Telang, Introduction to his edition, pp. IX f., XXIIIf.
and E. La Terza in OC XII, Rome 1899, I, 201 ff.

The numerous stanzas in the Vairigyalataka in which he has
spoken about the disgust and humiliations of servants of princes point to his
once having been a court-poet.

Accordingto K.B.Pathaka, JBRAS, 18, 1893, 341 fI., it
is probable that Bhartrhari, the grammarian might have been a Buddhist.

5. When for example he says that the Bhartrharisdstra does not

treat grammar only but also the principles of human life, and that in the
book Peina, he describes the excellences of human principles.
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remains is to admit that I-tsing had merely heard about the
works of the grammarian Bhartrhari! and that the stories that
were told him about Bhartrhari related to a poet of this very
name, who was the author of the $atakas. In that case this
poet must have lived considerably before 650 A.D.2.
The legends and stories that make Bhartrhari a brother of
the famous legendary king Vikramaditya are of no value for a
biography of the poet. Merutunga, in his great collection of
literary anecdotes®, narrates one such tale, and another one, the
story of the wandering fruit is found in the commentary on the
Niti§ataka (verse 2)% where it serves to explain the verse:
yam cintayami satatam mayi sa virakid
sapyanyamicchati sa janonyasaktah, \
asmatkrie ca paritusyaii kacidanya
dhiktamca tamca madanarica imdr ca mam ca ||
“‘She, about whom I think always: she likes me not;
She loves another man, who loves an other girl;
And yet there is another woman, who seeks my love:
Fie on her, on him; rebuke me and him and the god
of love.”
Whilst these tales have clearly been fabricated to explaina
single stanza or have been dragged in for this purpose, there are
other tales that make Bhartrhari a disciple of Goraksanatha, a
Saiva saint of th 15th century®. It still remains to be decided
whether this is just a bold anachronism or if it has been said
about a different Bhartrhari.
Bhartrhari probably is the first Indian poet, to have be-
come famous in Europe. The Dutch Calvinist missionary
Abraham Roger got the moral teachings of Bhartrhari

1. It cannot be assumed that I-tsing had himself known this work.
Besides his remarks are so very indefinite. See Bii hler in Takakusu, ibid
p- 225.

2. We cannot draw any conclusion, with regard to chronology, from
the verses that Bhartrhari has in common with other works (Tantrakhyayika,
Kilidasa’s Sakuntals, Viéikhadatta’s Mudririksasa ), since we have no means
to know if the relevant verses originally belonged to Bhartrhari or not.

3. Prabandhacintamani, transl. by G. H. Tawney, p. 198.

4. Also in the introduction to Sirhhdsanadvatrimsikd and also in
the Hindi rendering of the Vetalapaficavirhdatiki; see Weber, Ind. Stud.
15, 210, 212 ff., 270 ff. and H. O e st e r 1 ¢ y, Baital Pachis?’, p. 13 ff. 1%6.

5. One of these tales has been dramatized in the Bhartrharinirveda,
see Gray, JAOS 25., 1904, 197 ff. A. V.W.J ackson in Ujjain had heard
another, scc JAOS 23, 1902, 313 f.
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explained to him by a Brahmana Padmanabha and included
them in his translation of this book “De open Deure tot het
verborgen Heydendom’’, (The Open Door to Heathendom)
published at Leiden in 1651'. From this book Herder
knew about the epigrammatic stanzas, from which he translated
some selected ones into German?. Since then more stanzas
of Bhartrhari have repeatedly been translated®. A few probes
will go to show that the fame of Bhartrhari is well justified :—
ninam hi te kavivard viparitabodha
ye nityamahurabala iti kamininam \
ydbhirvilokataratarakadrstipataih
Sakradayopi vijita abala kathash tah
“Certainly such poets are a bit off,
As do always sing of the debility of woman;
With whose eye-glance even Indra and others get fettered,
How can she be called weak.”
tavadeva krtindri hrdi sphuratyesa nirmalavivekadipah |
yavadeva na kurangacaksusam tadyate capalalocandficalaih i
““The torch of wisdom burns bright and clear
Only so long as beautiful eyes wink:
Thereafter it extinguishes quickly.”
kadarthitasyapt hi dhairyavriter-
na Sakyate dhairyagunah pramarstum \

1. A.Roger’s “Offne Tur zu dem verbborgenen Heydenthum,
translated from Dutch into German, Nurnberg 1663, p. 459-536; ‘‘Dess Heydni-
schen Barthrouherri hundert Spriiche von dem Weg Zum Himmel; and hun-
dert Spriiche von don vernunftigen Wandel unter den Menschen”. That is,
therefore, merely a translation of the Vairagyasataka and the Niti¢ataka. The
Brahmana it appears did not like to translate to him the ‘‘love-stanzas” on one
or the other ground.

2. At first in 1792 in the ““Gedanken einiger Brahmanen” (Herders
samtl. Werke 1828, Zur Litteratur und Kunst, Bd. g, 141 fI.), also in the
““Vermischten Stiicken aus verschiedenen morgenlindischen Dichtern”,ibid p.
157 ff.,some alsoin J. G.v. Herd e r s, “Blumenlese aus morgenlidndischen
Dichtern,” Berlin 1818.

. A complete German metrical transation by P. von Bohlen,
Hamburg 1835. selected Sayings translated by Rickert (Zeitschrift
fur die Kunde des Morgenlandes II, Gittingen 1837, F 14 ff.; Ruckert—
Nachlese, I, 341 ff.), Hoefer. (Indische Gedichte, I, 141 f.; II, 168 fI.),
L.V.Schroeder (Mangobluten 21 ff.; cf. Reden und Aufsitze, p. 163
ff.), E. M eier, Klassische Dichtungen der Inder, III, 75 ff.; included enti-
rely in Boh tlingk, Indische Sgriichc too. [ English trans. by C. H,
Tawney, “Two Centurics of Bhartrhari, Calcutta 1877; and Ind.
Ant. 4, 1875and 5,1876); by B.Hale Wortham, The Satakas of
Bhart;‘ha.ri('?rubncr Or. Series); into Greek by D. Galanos, Athens
1845, into French by Regnaud, 1875.]
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adhomukhasyipi krtasya vahner-
nadhak $ikha yati kadacideva N

*“As the flame of light, even when turned down, goes up,
So do the noble, even afflicted by fortune, aspire up.”

chinnopt rohati tarub ksinopyupaciyate candrah \
iti vimrsantah santal na vipluta loke

‘““Whether in trouble or in sorrow,

Steady remain the noble :

The moon, reduced to half, becomes full again;

The roots of a tree, even after its fall, may push up

again.”

Sakyo varitum jalena hutabhukchatrena s firydtapo

nagendro nisitarnkusena samado dandena gogardabhau |
vyadhirbhesajasargrahaisca vividhairmaniraprayogairvisam
sarvasyausadhamasti Sastravihitarm mirkhasya ndstyaus-

adham

“Fire can be restrained with water,

With an umbrella, the heat of the sun,

With a stick, the cow and the ass;

An elephant is controlled with a sharp goad;

Fever is checked with medicine,

And snake-bite with incantations :

Thus everything has its remedy,

But wickedness alone has none.”

mahi ramya Sayya vipulamupadhanarm bhujalata

vitgnam cakasagh vyajanamanukilyyamanilah
sphuraddipascandro virativanitasargamuditah

sukham $antah Sete muniratanubkatirnrpa iva

“The earth as the bed,

The arm as the pillow,

The sky , as the canopy,

The zephir, the favourable breeze,
Renunciation, the wife,

The moon, the blazing lamp;

A hermit sleeps in comfort,

Like a king possessing great wealth.”
matarmedini tdta maruta sakhe tejah subandho jala
bhrataryyoma nibaddha esa bhavatémesa pranamdfijalih \
yusmatsangavasopajatasukytodrekasphurannirmalo

J Rdndpdstasamastamohamahima liye pare brahmani W
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“Earth, thou art my mother, the atmosphere, the father,
And thou fire, my friend, the water, my relation,

And my brother, the ether,I address you with folded hands, -
The merit that I attained in your company,

When I was living ‘below on earth;

With the brilliant knowledge,

That I gained, as a consequence thereof,

Now I go to the other world, abandoning you all,

Love brother and friend, love well father and mother.”

Bhartrhari has had his imitators till the most recent times,
Inferior epigones have sought to surpass his skill in respect
of more artificial metres and kédvya-style, but they have
never attained the height of his thought, but have moved within
the orbit of his model®.

Similar to the Niti§ataka of Bhartrhari isthe Bhalla
tasataka? of the Kashmirian poet Bhallata, who
lived under King Sankaravarman (883-902)4. The stanzas are
composed in differcnt metres. As an example an allegorical
stanza is quoted below with translation :

Jje jatya laghavah sadaiva gananam yadid na ye kutracit

- padbhyameva vimarditah pratidinam bhimau nilindsciram |
utksiptascapalasayena marutd pasyantarikse sakhe
turiganamuparisthitim ksitibhrtam kurvantyami pamsavah 1

“The dust, light by nature, is deemed nought; day by
day it is trampled b2neath our feet and trodden into the ground;

1. Smgarad. 10, 55; Nitifa. 75, 84, Supplement 1; Vairagyas. 8g,
g6, according to the German transl. of P. v. Bohlen.

2. Rasiapadsana is an old Prikrit work of the type of
Bhartrharisatakas. It consists of 400 gathds composed by the Buddhist poet
Vairocana. They (according to some probes that have been given by
S.P.V. Ranganathasvami Aryavaraguru, JASB, N.S., 6, 1910,
167 ff.) contain original ideas.

3. Published in Km. Part IV, p. 140 ff.

4. According to Rajatarangini, 5, 204, where about this king it has
been said that on account of his hatred for science he shunned important people.
It was on account of this that a poet like Bhallata lived in poverty. Verses
written by him have been quoted under Aucityilankara in the Kivyaprakisa
and in anthologics, see Pe terson, JBRAS, 16, 167 ff. and Subh. 75 ff.;
Aufrecht, ZDMG, 41, 488. The fact that a verse written by Ananda-
vardhana is found in our Bhallatasataka shows that in this collection too
stanzas written by other poets occur; see J ac o bi ZDMG, 56, 1902, 405.

Winternitz—History of Indian Literature, Vol. III, 1y,
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but see, dear friend, the fickle wind has tossed it high, and it
settles now on the summit of the lofty mountains.?”’

An imitation of Bhartrhari’s Vairagyagataka is the
Santisataka, “TheHundred of Peace of Soul?”’ of Sil-
hana?3, whoalso came from Kashmir, but carried his literary
activities in Bengal. Some of his verses are found also in
Bhartrhari and one of his stanzas is found also in theNagananda
of Harsadeva. A great majority of the verses are, however,
such as are found in anthologies other then the Santifataka.
Since Silhana himselfsays that he “wrote’ (vidadhe) the work,
in the opinion of W., he is to be considered as the author and not
as a compiler of the aphoristic stanzas, in case he had no intention
to cite accurately. The Santisataka is a piece of pure religious
poetry in which the hollowness of life and the grandeur of renun-
ciation of the world and of the life of ascetics have been described
in a considerably monotonous manner. Many of the stanzas of
Bhartrhari have not bzen borrowed verbatim, but they have been
modified. Some of the alterations have been made on account of
Bhartrhari’s considering Siva as the Highest God and Silhana’s
view b=ing that Visnu is the Supreme God. As in all other
works of this typs, the manuscripts differ from one another very
strongly, so that it cannot be s1id with certainty as to which of the
verses belong to the original collection and which have been
interpolated*.

Under the name of Nagaraja, one of the kings of

[:. Keith, HSL, p. 232.]

2. Edited with introduction, critical apparatus, German translation
and notes by K. Schénfeld, Leipzig 1910. Cf. A. B. Keith, JRAS
1911, 257 ff. Also in Haeberlin 410 ff.

The name is written differently. Pisc hel presumes that the
author of the poem is Bil h an a, since this name is often written as Silhana
zr as Cﬁlhana, and a verse of Bilhapa occurs in many MSS of the Santi-

ataka.

4. One of the imitators of Bhartrhariis Dhanadaraja, who
wrote three $atakas in the year 1434 A.D. (published in Km., Part XIII,
1903, 33ff.). Janardanabhatta wrote one Smgaradataka and one
Vairagya$ataka (published in Km., Part XI, 1895, 133 ff., and Part XIII,
131 ff. Appaya Diksita wrote one Vairigyafataka (edited in Km. Part
I, 91 ff.). Thereisone $rigaratilaka written in ornate metres by oneNar-
ahari. It has been published in Km. Part XII, 1897, 37 ff. The name
Narahari occurs 50 often  as an author that it is not possible to determine his
time. In 1220 A.D. one Narahari wrote g commentary on the Kavyaprakiia,
see Peterson, Rep. IV, p. LXIX,
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the Taka-dynasty, is found one Bhavaéataka?, a kind of
collection of riddles. In each verse it is said about some person
that he would do thisor that in certain situation;sometimes the
reader is expected to conjecture why he did this or that; sometimes
itis told at the end of the verse. Ofindefinite age is the U pade-
§afataka? of Gumani. In it common moral lessons
are taught with the help of allusions to well-known myths
and fables. Anyoktimuktalatad is another s$ataka,
consisting of 108 ornate allegorical stanzas, of Sambhu,
who lived in the court of King Harsadeva (1089-1101 A.D.)
of Kashmir3,

Kusumadeva, a poet otherwise unknown, is the
authorof Drstantasataka (orDrstantakalika®;
a coilection of hundred proverbs, in which the wisdom-lesson,
taught in the first line, has been illustrated with an example
(drstanta) in the second line, e.g. verse 10:

uttamah klesaviksobharn ksamah sodhum na hitarah \

-

mamreva mahdsinagharsanam na tu mrtkanah Il
“Only the noble can bear the stroke of pain: jewel
alone resists the pressure of grindstone, not the lime.”
Smaller collections of proverbs—whether compilations

I. Edited in Km., Part IV, 37 . Cf. Bhandarkar, Report
1832-83, p. 9 f. 198; Pcterson, 3 Reports p., 21 f., 338 f. There is one
mgaradataka also by Nagarija. His time is not definite. According to R.
Schmidt, Dasalte und moderne Indien, Bonn and Leipzig 1919, p. 184
Nagardja was merely the patron of the poet Bhiva, and not the author of
the Satakas.
2. Edited in Km., Part II, 1886, 21 f.

3. Ed:ted in Km., PartII, 61 ff. Sambhu's poem Rajendra-
karnapira (edited in Km.I, 22 ff.) is written for glorification of King
Hargadeva. A son of Sambhu has been 'mentioned by Mankha (Srikantha-
carita 25, 97) among his contemporaries.

4. The Anyoktisataka of Bhatta Viresvara, edited
in Km., V, 89 ff., the Anyidpadesa §ataka of Nilakantha
Diksita, edited in Km. VI, 1890, 143 ff. and another Sataka bearing
the same titltof Madhusiidana of Mithild, edited in Km., Part IX,
1893, 64 ff. Subhdgitanivi (edited in Km. Part VIII, 1801, 151
fI.) of the Vedauta scholar Vennkatanatha is a collection of subhasi-
tas in twelve szctions and twalve stanzas. The author is often referred to simply
as Vedantade§ika and probably lived bstween 1268 and 1376 A.D. : see
Krishnamacharya, 48 f, 123 f. A collection of 94 stanzas is the
Lokoktimuktavali of Daksinamarti, published in Km.,
Part XI, 1895, 65 ff.

5. Hacberlin 217 ff. In Vallabhadeva’s Subhasitavali, 287-307,
have been quoted 21 stanzas from this collection (but not in the same sequence
as it is in our text). Kusumadeva must, thercfore, have been anterior to
Vallabhadeva,



164 ORNATE POETRY — NITISARA

or independent, poems, a thing that cannot be confirmed, are
the Nitisara, ascribed to Ghatakarpara, the Niti-
pradipa of Vetalabhatta and the Nitiratna,
ascribed to Vararucil. Vararuci is best known as the
author of a Prakrit grammar, but in anthologies stanzas written
by him too are found, and Rijasekhara mentions him in the
list ‘of his predecessorsl. The following verses attributed to
Vararuci in the Nitiratna are worthy of a good poet :—
itaratdpasatani yathecchaya
vitara tdni sahe caturanana |
arastkesu rasasya  nivedanam
Sirasi ma likha md likha ma likha n
“O Brahman, do avenge so much as you will,
My all such actions as are wicked ;
Yet write not this much, write not
The pass-word of fate, I implore you,
That those who have no taste,
May become poet, on their forehead.”
sarmsaravisavrksasya dve phale amrtopame \
kavyamrtarasasvada alapah sajjanaih saha
“On the poison-tree of life,
There grow two nectar-like fruits ;
Taste of nectar of poetry
And of talk with noble men.”
kakasya caficuryadi hemayuktd
manikyayuktau carapau ca lasya |
ekaikapakse gajardjamuktd
tathapi kako na ca rajaharsah |\
“Even if the beak of a crow be plated with gold
And its fect decorated with rubies,
And its wings have pearls hanging from them,
It can still never become a flamingo.”
Jagannatha’s Bhaminivilasa?® is partly

. 1. Text in the Haeberlin 502 ff., 526 fI., translated into German
BOhtlingk, Indische Spriiche.

2. He ascribes to him a poem Kanthabharana ‘“necklace” :
see Peterson, JBRAS 17,5.

_ 3 _"T.hc title means: ““The Sport of a Beautiful Woman” or “The Sport
of Bhamini”, in case bhamini is to be taken as a proper noun. The text with
French translation published by A. Bergaigne, Paris 1872 (Bibl.
des hautes tudes I, 9); edited with a Sanskrit gloss by Lakshman Rama-
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lyric and partly gnomic. We have scen above that this author
was a scholar of theory of poetics and likewise a lyrist!. Like
the Satakas of Bhartrhari, Bhimini-Vilasa too contains
stanzas of which the theme oscillates between morality, erotics
and renunciation of the world, and it is their common feature
that the text of both of them is uncertain and the number of
stanzas differs in different manuscripts. The first part, of which
the number of stanzas varies between 100 and 130, contains
moral lessons, of which many are allegorical?2. The second part,
of which the number of stanzas varies bctween 101 and 184
as in the manuscripts, contains erotic verses. The third part,
consisting of only 18 to 19 strophes, is an elegy on the death of a
beloved wife. And the fourth (31 to 46 stanzas) contains
verses on happiness of the soul, renunciation of the world
and entry into the soul of the universe identified with Krsna.
Some probese may represent the nature of poetry of
Jagannatha. :

nairgunyameva sadhiyo dhigastu gunagauravan \

Sakhkinonye virdjante khandayante candanadrumah

“Better it is to be without virtue;

Fie on the person who is possessed of merits;

Other trees remain flourishing,

While the sandal-trees are cut by man®. (I, 86)

harinipreksana yatra grhini na vilokyate \

sevitam sarvasapnpadbhirapi tadbhavanamh vanam |\

A house may be full with all the objects of enjoyment;

butin case the housewife, with glances life those of a deer,

is not visible there, it is not different from a forest”.
(I1, 154) )

chandra Vaidya, Bombay 1887. (In the introduction Vaidya gives a list
of the work of Jagannatha.) Trente stances du Bhamini-Vilasa accompagné-
es de fragments du commentaire inédit de Manirama, publ. et trad. par. V.
Henry, Paris 1885. D. Galanos has translated into Greek g8
stanzas of the first book in his *Ivy3ixgv Metagppacecay IIpbd
o8P owoG (Athens1845). P.v. Bohlen has published the third book
and translated it into German in the supplement to his edition of the Rtu-
sarhhira, Lipsiae 1840. The same booﬁ has been translated into German by
A. Hoefer, Ind. Gedichte II, 141ff. [ Editions also by Shivarama Mahadeva
Paranjape, Poona, 1895, with introduction, English translation and notes;
by B. G. Bal, Bombay 1895, with Sanskrit gloss and English translation;
edited critically with his own commentary by Har Dutt Sharma, Poona 1935. ]
1. See above, p. 30, 14I.

2. Hence called also Anyoktivilasa,
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sarvepi tasmin vismrtipatham visayakh prayata

vidyapi khedakalita vimukhibabhiiva |

s@ kevalam harinasavakalocand me

naivapaydti hrdayadadhidevateva n

‘“When all the objects of senses have been forgotten
and learning acquired by exertion too has turned away
its face from me (has left me), only the fawn-eyed lady,
never disappears from my heart, like the deity presiding
overit.” (III, 3)

. dhytva padaskhalanabhitivasatkaram me

yaradhavatyasi Silasakalagh vivdhe

sd@ man vihdya kathamadya vildsini dyam

arohasiti hrdayayh Satadha prayati

“My heart breaks into hundred pieces, when I think

how you, O beautiful one, should have now ascended the
heaven without me, you, who at the time of the marriage
stepped on to a slab of stone by holding my hand for
support, through fear of slipping of your feet.” (III, 5)
The fourth part is entirely devoted to glorification of
Krsna-Visnu. In IV, 40 the poet attests through a pun and
not directly that the wretched, who do not get pleasure
from the “songs of Jagannatha’ - jagannathabhaniteh - that can
mean so much as the Bhagavadgita, are already dead, although
they may be alive..” [ Jagannatha is credited also with the
authorship of an ornate didactic poem A$§vadhati-
kdvyal, so named on account of the fact that it is composed
in verses written in the a§vadhati metre].

Greater or smaller didactic poems on some topics, either
religious or secular, are associated with some gnomic stanzas.
A famous religious gnomic poem is Mohamudgara,
“Hammer for Confusion’’ containing 17 or 18 rhyming stanzas,?

[ 1. Ed. with a commentary in Subhasitaratnakara, Bombay 1918. ]

2. Text in Haeberlin 265 ff. and A. Hoefer Sanskrit—Lesebuch
74 fl. The text with English translation has been published by W. Jones
in As. Res. 1, 34 fI. Alfter this translation Herd er gave a free rendering of
some of the stanzasofthe poemin “Die Entzauberung, Lehre der Braminen”
(Herders Werke, edited by P. Suphan, Vol. 26, 419, g ). German translation.
by P. v. Bohlen, Das alte Indien, KOnigsberg 1830, p. 375 ff., by Bs
Hirzel (Morgenblatt 1834), A. Hoefer, Ind. Gedichte II, 149, ff.
and H.Brockhaus (Uber den Druck sanskritischer Werke mit lateinischen
Buchstaben, Leipzig, 1841, 85 ff.). Text with French transl. by F. Néve
in JA, 1841, s. 3, t. XII, 607 f.
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that are attributed to Sanikara. The verses describe the voidness
of the universe and blessings of mental peace and of knowledge
of Visnu. A few verses are quoted below:—
ma kuru dhanajanayauvanagarvam
harati nimesatkalah sarvam \
mayamayamidamakhilam hitva
brakmapadam pravisa suviditva n
“Be not proud of your wealth or youth,
Not of your men: time rolls all in a moment;
Away from all that is pervaded by Maiya,
Know the Highest Lord and reach him without delay.”
ydvajjananarh tdvanmaranam tavajjananijathare Sayanam \

i samsdare sphutataradosah kathamiha manava tava santosah 1\

“How often are we born? How often dead ? How
long lying in mother’s womb ? How great is the preva-
lence of vice in this world ? Wherefore, O man, art thou
satisfied here ?*’

suravaramandiratarutalavasah

Sayya bhatalamajinar vasah

sarvaparigrahabhogatyigah

kasya sukham na karoti virdgah n

“To dwell under the mansions of the high-gods at the
foot of a tree, to have the ground for a bzd, and a hide
for vesture; to renounce all extrinsic enjoyments; whom
does not such devotion fill with delight ?”

To Sankara is attributed also the Satasloki, a
gnomic poem in 101 sragdhara stanzas, in which the teachings
of Vedanta have been set forth partly in figurative language?.

TheCatakastaka? “The Eight Strophes of Cataka”
is a very famous ornate poem, thatis partly lyrical and partly
gnomic, of an unknown writer and of an unknown age. The
bird cataka, according to the Indian belief, has the rare peculia-
rity that it does not drink any water, other than the pure liquid
of the cloud, and rather remains thirsty, but does not in any
case drink the terrestrial water of streams, lakes and swamps.

1. Select works of Sri Sankaracharya, p. 85 ff.

2. There are old and recent poems of this name (Pirva - and Uttara-
Catakastaka), both in Haeberlin 237 ff. Edited and translated into German
by H. Ewald in Zeitschrift fur dic Kunde des Morgenlandes, IV, Bonn
1842, p. 366 fI. German by Hoefer, Ind. Gedichte II, 161 ff.; English by
Cowell, JRAS 18g1, 599 fI.
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Hence it always flies high up in the sky to ask the cloud for its
drink. The Indian poets have special fascination for describing
in lyrical stanzas the longings of the citaka for the cloud, and
proverbially the bird is the model of the noble pzrson who
scorns at all meanness in contempt and maintiins his honour.

A religious and philosophical poem of an unknown age is
the Visnubhaktikalpalatalof Purusottama,
son of Visnu. The theme of the poem is meditation and
exhuberance of devotion for God Visnu. In the 17th century
Nilakantha Diksita wrote one Santivilasa?
a poem of 51 stanzas in simple and unartificial languagz on the
“Charm of Peace of Soul”. The same Nilakantha is the
writer of an apparently uninteresting gnomic poem Kali-
vidamban a3,

As in the case of lyric, so in the cise of gnomic poetry
too, we find sometimes admixture of religion and erotic. A
work of this type is the Rasikarafijana, written at
Ayodhya in the year 1524 by Ramacandra, son of
Laksmanabhatta, a poem that permits of a two-fold inter-
pretation, in which each stanzi can Dbe taken as having an
erotic as well as an ascetic meaning.

Partly erotic and partly theosophical is also the Sragara-
jAananirnaya, “Distinction between Love and Know-
ledge’’, contained in a dialogue between Suka and Rambha
(Rambha$ukasarivada) by an obscure author of an obscure
age. They are stanzas withthe refrain “ortha gatam tasya narasya
Jjivitam : useless is the life of that man”. Rmbha throughout
recites stanzas composed in the lucid language of Indian erotics
and containing the idea’ ‘‘useless is the life of the man, who has
not tasted love”, that is retorted by Suka in a stanza in which

1. Edited with commentary 'in Km. 31, 1892, Cf. Ind. Off. Cat.
p. 1475 L.

2. Edited in Km. Part VI, 1890, 12 ff.

3. Edited in Km. Part V, 1888,

. 4. Edited in Km., Part IV, 80 ff. with a commentary, without
which the text cannot be understood. Published for private circulation and
translated into German by R. Schmidt, Stuttgart 1896; cf. his ‘Liebe
und Ehe in the alten und ‘modernen Indien, Berlin in 1904, 31 ff.

, 5 J.-M. Grandjean, Dialogue de Suka et de Rambhi sur
Pamour et la science supréme: Texte (32 stanzas) with French translation in
the Annales du Musée Guimet t. X, 1887, 477 fl.
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it is said ““vain is the life of the man, who has not attained the
highest wisdom, who has not worshipped Narayana’ etc.

Exclusively erotic is the subject-matter of the gnomic poem
of the Kashmirian poet Damodaragupta, who was the
chief minister of King Jayapida (end of the 8th century
AD.). His kuttanimatal, “Teachings of the Pro-
curess,”” is an instructive poem in kavya-style, in which a
prostitute is being instructed by a procuress as to how she
should feign true love for a rich young man and employ all
the arts of erotics without letting him take note of the fact
that all this is done simply for extracting money from him. The
poet tries to parade his knowledge of alankarasastra, of Sanskrit
vocabulary as well as of the kama$astra. Since Kalhana
calls him a poet (kavi) and verses from the Kuttanimata
are quoted in treatises on poetics? this work has to be
considered as an ornate poem according to the opinion of the
Indians, although western scholars would include it in the
works on pornography. In verses 778 ff. it has been described
how a prostitute shows her skill as an actress in staging the drama
Ratnivali, in which an interesting peculiarity of representation
has been demonstrated.

A work of a similar type, perhaps an imitation of the
Kuttanimata is Ksemendra’s Samayamatrka com-
pleted in 1050 A. D. This prolific-writer, whom we have
mect so many times and whom we shall meet again, has worked
in all the spheres. Throughout the period Ksemendra worked
as a poet, he always remaincd basically a scholar-teacher and his
poems are all the more or less gnomic poems, whether they fall
within the region of religion and morality or in that of erotics.
The Samayamatrka is of interest also from the view-point of

1. Edied in Km,, Part III, 1887 32ff. The German translation
of J. J. Meyer, Altindische Schelmenbiicher II, Lotos-Verlag, Leipzig,
(1903). [ Beside the title Kuttanimata there appears also the (synonymous)
t:tléa E ai.mbhalimata. [Gf. also Dasharatha Sharma in COJ, I, 1934,
340 L. ].

2. Rajatarangini 4, 496, Mammata and Ruyyaka cite stanzas from
the Kuftanimata. Bihler (ind. Ant. 14, 1885. 354 ) mentions the work as
‘‘an early specimen of Indian pornography”. J. J. Meyer has overrated
the poet and his this work terribly.

3. Edited in Km., 10, 1888. Rendered into German by J. J.
Meyer loc. cit. Meyer translates the title as “Charm Book for Prostitutes’
that can with difficulty be justified with the help of I, 3. But a:cording to
VIII, 127 and 129 Samayamatrka simply means ‘‘the procuress” or literally
‘“‘teaching mother” i.2. to say ‘'she, who is the mother E)f the harlot ) through
her teachings” (and not a physical mother).



tho ORNATE POETRY—KALAVILASA

cultural history and is partly more brilliant than the work of
Damodaragupta.

So is the description of the life of the procuress in
chapter II not devoid of interest. Asagirl of seven years,
she happens to become a thief and a harlot at the same
time, marries several men one after another, lives as a rich
widow and in turn is a thief, nun, procuress, female
swindler, a wealthy public house-keeper, food-vendor,
beggar, flower-dealer, sorceress, landlady, holy Brahmana
lady and lastly again a procuress. She is brought to the
harlot Kalavati by a barber, who is depicted in a very
realistic manner, for the purpose of training her in the
exacting profession. She is now old and has become
repulsive—IV. 7.

ul@tkavadand kakagriva marjaralocana

nirmita pranindmangairiva nityavirodhinam \
“Owl-faced, crow-necked and cat-eyed, she was,
it seems, as if created with the parts of the body of the
everlasting devilish animals.”

Highly witty, although not always tasteful, anecdotes

are inserted into the teaching of the procuress, and lastly

it is narrated, how a young trader is cheated by the
harlot and her ““mother” and her father, an old niggard is
swindled.

Notwithstanding the boundless desire of the writer to
make it a book of moral lessons, this work too has fallen
within the boundary of pornography!. The Kalavilasa?
of Ksemendra has a greater value from the point of view of
cultural history and literature. Itis a poem having morality
as its subject-matter and is divided into ten sections on
various occupations and follies. As in his all other works,
here too Ksemendra is a tedious and biting pedant. Still he
exhibits great experience of life and knowledge of man and

1. Rightly remarks Pischel (DLZ, 1903, p. 3002) that Samaya-
matrkd and Kuttanimata are not “‘rogue books’”, and notwithstanding their
obscene subject-matter they follow a decent lin=.

2. Editedin Km. Part1, 34ff. One of the manuscripts described
by Eécg eling, Ind. Off. Cat. VII, p. 1491 f. has oaly 9 sargas. Translated
into German by R. Schmidt in the “Festgabe ehemaliger Schiiler zum
70. Geburtstag des Professors Ernst Mehliss in Eisleben’’ 1914 and in WZKM
;81,‘!951_4. 406 . Cf. J. J. Meyer, Alindische Schelmenbiicher 1, p.
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speaks about many things and men about whom other writers
rerely report.

The sales-man Hiranyagupta brings his son Candra-
gupta to Miiladeva, the famous teacher of all sorts of wicked-
ness, and requests him to undertake training of his son.
Miiladeva agrees, takes the young man to his house and
trains him in all arts, trickeries and cunning. The
teachings of Miladeva form the subject-matter of the
book. At the central point of all sorts of cheatings and
pranks stands hypocrisy. The religious hyprocrites
have been particularly subjected to description, full
of satires, concerning their life, and finally a story
is told (I, 65 ff.) about the creation of Dambha
(hypocrisy). This Dambha is painted as a great
sage (muni) with holy grass, a book, a garland, ‘‘a
staff of which the horn-handle is as croocked as his heart”,
muttering prayers with rosary in his hand etc. He
appears to be such a great saint that the seven sages offer
him the highest respects. The creator Brahman himself
praises him for his extraordinary penance; but even in
Brahman’s mansion he requests the god to speak slowly
and to close his mouth with his hand so that he may not
get polluted with his breath. This Dambha descends
upon the earth too and influences in thousand ways all
beings. For ever he has pitched his tent in the moon and
on the face of the high officials, and has captivated also the
hearts of ascetics, astrologers, physicians, servants, traders,
goldsmith, actors, soldiers, singers, bards, wizards, birds
like the cranes, that stand like sages on the beach and
the trees that dress themselves in bark as ascetics.

In section VII the poet turns severely against the
touring people like singers and bards, who are described
as real gyspies. They go round carrying their utensils,
things in carts with several children and dishevelled hair
and rob the rich of their gold; but still they have nothing,
as whatever they earn in the morning they already sqander
by midday. The goldsmith, in section VIII, is described
as arch-thief and swindler. A sample card of different
types of swindlers is placed before us in chapter
¥X. There is a physician who just for gaining knows
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ledge of his science administers his remedies to patients
suffering from all sorts of diseases, one after another, has
killed thousands of people and then becomes a famous
person : then there is an astrologer, who with his facial
contortions pretends to be meditating on the planets and is
ready to predict whatever his clients wish to hear, but does
not even know what his wife is doing behind his back: there
is the seller of patent medicines, whose skull is as bild as a
copper kettle, but he is yet prepared to guarantee an
infallible cure for baldness and finds purchasers, etc.

A poem, teaching moral like Kalavilasa, is the Darpa-
dalana?l, “Smashing of Pride”’, of Ksemendra.
Here in seven sections have been described the seven
types of pride. Alternating with gnomic stanzas, it has
proved how thoughtless and wuseless the pride is, no matter
due to high birth, riches, knowledge, beauty, heroism, charity
or ascetism. Each section begins with a series of gnomic
expressions, then follows the narrative, in which the leading
character delivers a long speech which is not different in
meaning from the maxims. The story told in section II is
Buddhist. Buddha himself enters as ‘“the friend of the unfor-
tunate, the stream of pity”’. Then appears Siva insection VII,
where he ‘“denounces the troubles of the world” and explains
to his wife that some ascetics do not merit redemption, since
notwithstanding their ascetism their passionstill clings to them.
In this otherwise tedious gnomic poem, here and there we find
traces of humour: thus when the poet jeers at the learned and
saints who have not been able to overcome their passions. A
type of practical hand-book of morals is Caturvargas-
samgraha?, “Collection of (teaching on the) the Four
Aims of Life’’. It is vain to find in this book anything that is
original. Throughout the stanzas are prosaic; only the erotic
stanzas in the section on pleasure of desire (kdma) the metres
and style are poetical. The Sevya sevakopade$§a?

1. Extracts edited and translated by B. A. Hirszbant. Uber
Kyemendras Darpadalana, St. Petersburg 1892 Complete text edited in
Km., Part IV, 1890, 66 f. and translated into German by R. Schmidt in
ZDMG 69, 1915, 1 ff.

2. Edited in Km., Part V, 1888, 75 ff. .Cf. Lévi, JA. 1885, s.
8, VI, 404 f.

3. Edited in Km., Part II, 1886, 79 ff
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“Instruction forthe Servant and the Served” in 61 stanzas deal
with the subject of serving the master. The Carucarya-
§atakal, ‘“The Hundred Stanzas on Excellent Life”,"is
tolerably a dull gnomic poem, in which have been described,
the ways of life of pious and noble men, what he does and what
he will like. In it myths and tales have been provided as
examples.

Dya Dviveda in his Nitimafijari? utilized
and imitated the Carucarydsataka of Ksemendra. The for-
mer is a collection of current maxims in $lokas, each of which
in the attached prose commentary, written by the author him-
self, is illustrated through some stories occurring in the Rgveda.
The work has 200 stanzas, that are divided into 8 chapters
corresponding to the 8 astakas of the Rgveda. The author has
quoted copiously from Sayana’s commentary on the Rgveda;
hence he could not have lived before 15th century A.D3. The
work is of importance for Brahmanical fable-literature. But the
maxims themselves do not have anything of importance.

A mention has still to be made of Mugdhopadesat
“Instruction for the Fool”’ bythe Kashmirian poet Jalhan a
of the 12th century A.D., a gnomic poem in 60 stanzas that
contains warnings against the snares of harlots.

Anthologies

Gnomic and lyric stanzas in a very large number are found
in anthologies, in which generally the names of the poets
ot individual stanzas are also given. Although such statements
are not reliable in all cases, still we are able to learn from these
collections about a large number of names of otherwise unknown
poets, and many stanzas of high poetical value have in this waiy
come down to us.

1. Edited in Km., Part II, 128 ff. Cf. Peterson, Rep. 1882-
83, p4f
2. Cf. F. Xielhorn, Ind. Ant. 5, 1876, 116 ff. and NGGW
1891, 182 ff.; A. B. Keith, JRAS 1goo, 127 ff.; E. Sieg, Die Sagenstoffe
des Rgveda, Stuttgart 1902, P. 37 fl.; ALA. Macdonell, Brhaddevata,
Ed. HOS Vol. 5, p. XVII ff. Winternitz knew of the work from Max
Miiller’s MS. which was then in Tokyo.

3. According to Nilmani Chakravarti, JASB, 1goy, p. 211 the
date of the work would be 1494 A.D.; but see also A. B. K e i t h, JRAS, 1900,
796 ff.

4 Edited in Km. Part VIII, 1891, 125 ff.
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Of unknown date is one Vajjalagga, a Prikrit
anthology compiled by the Svetimbara Jaina Jayavallabha,
hence also called Javallaham?!. The work stands out with
its collection of stanzas? composed in the Arya metre in Jaina
Maharastri. The stanzas are arranged in chapters (vijja)
according to their subject-matter. Jayavallabha explicitly says
that his idea was to collect the sayings of great poets on
matters concerning the aims of life (dharma, artha, kima).
Still only one-third of the verses are gnomic and relate to the
aims of life, whilst their two-thirds are erotic. The stanzas
contain nothing about Jainism.

One of the oldest Sanskrit anthologies has been found in a
12th century manuscript in Nepal. Neither the title of the
anthology nor the name of its compiler has come down to us.
F.W. Thomas has edited it under the title Kavindra-
vacanasamuccayad Onesection of the work is devoted
to Buddha and one to Avalokite§vara, whilst the rest of
the sections have the same themes as the other anthologies
have. None of the large number of poets, whose verses have
been included in this collection of 525 stanzas, is of an age
posterior to 1000 A.D.

Saduktikarnamrta or Siktikarnamrta?
“The Ear-nectar of nice Sayings” of Sridharadisa, son
of Vatudasa is a very extensive anthology compiled in the year
1205 A.D. Both the father and the son were in the service
of Laksmanasena of Bengal, and the collection contains verses
mainly by Bengali poets, e.g. Dhoi and Jayadeva. In the

1. A Sanskrit rendering (chiyi) was written by Ratnadeva
in the year 1336, Cf. Bhandarkar, Report 1883-84, pp. 17, 324, .,
Pischel, Grammatik der Prakrit Sprachen §§ 12 and 14; Jul. Laber,
{jber das Vajjalaggam des Jayavallabha, Bonner Diss., Leipzig 1913; H.
J acobi, Bhavisattakaha von Dhanavila, p. 61 f.

2. Probably it had 700 stanzas as in the Sattasai, although the
two available recensions have only 692 and 652 stanzas respectively.

3. Bibl. Ind., Caleutta 1912, Cf. Haraprasid; Report I,
20.f. The probable title is included in the introductory stanza.

4. Publishedin partsin Bibl. Ind.,, Calcutta1giz. Aufrech t,
ZDMG 36, 1882, 361 ff., 378 ff; 509 ff. gives abundant information with
German translation of individual stanzas. Cf. Thomas 7 f. [ Edited by
Ramavatira Sarm3, with a Critical Introduction in English, by Har Dutt
Sharma and an Introduction in Sanskrit by Padma Singh Sharma,
POS, p.10. 15, Lahore 1933. Cf. also Manomohan Chakravarti,

JASB, 1906, p. 157-76; D ¢, HSL, p. 413. ]
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entire work verses of 446 poets have been cited; amongst those of
others of Gangadhara, who is known from aninscription dated
1137 A.D. and of five other poets related to him, all of whom
lived during 1050 and 1150 A.D.!, Very important is also
the Subhdasitamuktavali. “A Chain of Pearls of
Beautiful Sayings”? of Jalhana, [1257 A.D.], who
after his father Laksmideva bzcame the advisor of the South
Indian king Krsna, who cime to the throne in 1247 A.D.3.
The anthology, of which there is a biggsr recension as
well as a smaller one, is arranged systematically. A section
deals with poets and poetry and is of special importance for
history of literature. Other sections contain stanzas on happi-
ness, wealth, charity, fate, wickedness, wisdom, separation,
union, misfortune, love, service to king, politics, etc. One
of the most famous anthologies is the Sadranigadhara-
paddhatiti.e. the Paddhati, “The Guide” (viz. of postry)
of Sarangadhara”, compiled in the year 1363 A.D.5,
The collection is divided into 163 sections according to the
topics that have been treated. Often the names of the poets are
appended to the stanzas; not seldom, however, is “somebody’’
given as the writer. Among these names occur nine names of
poetesses. Sarangadhara himself too is a post, but the stanzas of
which he calls himself the author are not significant. Amongst
others, the verse No. 3927 is ascribed to Kailidasa, that is:

payodharakaradharo hi kandukaf

karena rosadiva tadyate muhuh

itiva netrakrtibhitamutpalarm

tasydh prasadaya papata padayok

1. Cf. Kielhorn, NGGW, 18g3, 196 ff.; Ep. Ind. 2, 330 ff.;
M. Chakravarti, JASB,N.S., 2, 1906, 174 f.

2. The title occurs also as Suktimalika or Sdktimuktavali. Cf.
Bhandarkar, Report 1887-91, pp. (I)-(LIV); Peterson,
JBRAS 17,1889, 57ff; Thomas, 13 ff.

3. Cf. Bhandarkar, Early History of the Dekkan, 2nd ed.;
Bombay 1895, 112 f. [De, HSL, p. 414, the name of his father was
Lakgmidhara. The work has been edited by Embar Krishnama-
charya, in GOS, Baroda 1938].

4. Ed. by P. Peterson, BSS, No. 37, 1888. The edition has
K689 stanzas, whilst in the 56th verse their number is given as 6300. Cf.

ufrecht,ZDMG, 25, 1871 455 ff; 27, 1873, 1ff., where many verses have
been translated as well: B6 htlingk, ZDMG, 27, 626 ff.

5. Hall, Vasavadatta, Introd, p. 48. Sarafigadhara is the son of
Diamodara and the nephew of Raghavadeva, who livedin the court of Hammira
of Sakambhara.
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“The round bill resembles your round breasts,
That you always hit as if out of anger;
Therefore, perhaps on account of fear of your dark eyes,
The lotus has fallen from your breasts dewn :
It postrates at your feet in order to pacify you.”
A beautiful stanza attributed to Bilhana preserved in the
Paddhati is No. 3427 :
aratiriyamupaiti mam na nidrd
ganayati tasyd gunan mano na dosam \
vigalati rajani na sangamasa
vrajati tanustanutdam na canurdgah \\
“Anxiety afflicts me, sleep is shunning me from away;
My heart sees her noble qualities and not her errors;
The night is passing away, not my dssire to meet her agiin;
My body is waning, but not the real love.”
The verse No. 3933 attributed to Bhirtrmz=nthai—
madhu ca vikasitotpalavatamsanm
Sasikarapallavitam ca harmyaprstham |
madanajanitavibhramd ca kantda
phalamidamarthavatarh  vibhitayonyah \f
“A cup garlanded with blossoming lotuses,
A balcony illuminated with the beams of moonlight,
Marks of anguish on the face of a woman in love,
More than fortune, blesses it the wealth.”
A useful maxim found in the Paddhati is:—
pratyaham pratycvekseta narascaritamdtmanal |
kim nu me pasubhistulyarn kim nu satpurusairiti i
“Bach day a man should eximine his conduct and
question himself—
What have I in common with the bzasts and what with
noble m=n.”
Throughout copious is also the Subhasitavali?
of Vallabhadeva, compiled apparently with utilization

1. “‘So wrote, of course, Kalidasa, and none after him”—remarks
Aufrecht, ZDMG, 27, 17.

2. Translated into German by Aufrecht, ZDMG 37, 59 f.

3. Ed by P. Peterson and Pandit Durga Prasad a, BSS,
1886. Cf. Bihler, Ind. Ant. 15, 1886, 240 ff.; German translation of
a number of stanzas by Aufrecht, Ind. Stud. 16, 209 f. and 17. 168 ff.
Barth in Revue erit. 1887, 1, p. 421 ff. and C. Cappeller in the
Album Kern 239 ff. have coatributed towards textual criticism.



ANTHOLOGIES — VALLABHADEVA 17

of the Sarangadharapaddhati in the 16th century!. We are
not in a position to assert whether a stanza attributed to
Vallabhadeva in this work is a composition of the compilor
himself or from the pen of some other poet. The anthology
contains 3527 stanzas of more than 350 different poets. The
stanzas 1119-1127 contain the whole of the canto XI of
Mankha’s Srikanthacarita, from which further extracts are given
in1444-1448and 1659-1663. The verses are arranged according
to the subject-matter. At least two deserve to be quoted here.
One (1353) of them is attributed the Bhasa, for whom it
may be suitable:—

duhkharte mayi duhkhita bhavali ya hrste prahrsia tatha

dine dainyamupaiti rosaparuse pathyan vaco bhasate |

kalam vetti kathah karoti nipund matsamstave rajyati

bharya mantrivara sakhd parijanak saikd bahutvarn gaid ||

“‘She is deeply aggrieved, when I am in pain,

She becomes happy when I am so,

When I am sad, she gets sadness,

When I am angry and become harsh,

She speaks wholesome words ;

She knows the time, she talks cleverly,

And is pleased when I am praised:

Wife, a wise advisor, friend, servant :

She alone, she has bscome many.”

A beautiful gnomic stanza of an unknown writer is
No. 225:

nirgunesvapt sattvesu dayam kurvanti sadhavah |
nahi samharate jyotsnam candrascandalavesmani |
““The noble show pity even to the being that has no

1. So according to Aufrecht, CC. 555. According to Peter-
son Subh. 114 he could not have lived before Jainollabadin (1417-1467).
[ His name was Kashmiraka Vallabhadeva and was directly quoted by Sarvi-
nanda in his commentary on the Amarakosa. This has been taken note of
by WK, p. 180, and here the time has not been given so definitely, but it has
been said that in the form in which the Subhasitavali is available, it could not
have originated earlier than the r5th century, since Jonarija, who died in
1459, has been quoted above. A compromise has been sought to be made by
assuming the presence of its earlier recension from which Sarviananda
might have quoted in 1160 A. D.—D e, HSL, p. 413.]

2. These words femind of the stanza No. 66 of canto VIII of the
Raghuvarhéa, where probably Kalidasa had in mind this verse of Bhasa.

Winternitz—History of Indian Literature, Vol. I1I, 13,



198 ORNATE POETRY — SUBHASITAVALL

quality: the moon does not stop his rays from entering into

the house of a Candala.”

There is another Subhasitiavalibyone Srivara,
the son or disciple of Jonardja (2nd halfofthe 15th century).
This anthology contains stanzas by more than 380 poets!. Down
upto the recent times anthologies have been compiled®. The
most copious anthology, especially of gnomic stanzas, has been
compiled and translated into German by the German scholar
Otto Bohtlingk in his volumes of “Indische Spriiche3.”

DRAMATIC POETRY*
Early History of the Drama

The most valuable testimony of court ornate poetry is the
drama. And when the Indian poeticians say that drama is

1. Bihler, Report 61; Peterson, OC VI, Leiden 1883, III,
2, 339. Onc more Subhdsitavali of Sumati (?), see Ind. Off. Cat. 1533 f.

2. Worthy of mention are the anthologies Padyavali, the anthology
devoted to the praise of Krsna of Ripa Gosvamin (Ind. Off. Cat. 1534 fi.;
Pischel, HL9ff, 25; Thomas 11), probably of the 17th century A.D.,
[ critically edited by S. K. D e, Dacca, 1934; cf. also. COJ, II, 277 f. ],
Padyaveni of Venidatta, descendant of Nilakantha and Padyamrtarangini
of Bhaskara, son of Apiajibhatta (Bhandarkar, Report 1887-91, p.
(LX) ff.; and Aufrecht, ZDMG 37, 1883, 544ff.; Thomas, 10f.);
Hariharasubhasita of Harihara (published in Km. 86, 1905 ), perhaps identi-
cal with Haribaravali (or Haravali or Subhasitaharavali) ofa poet Hari,
who was a contemnporary of Akbar, the Great, and had assumed the title of
““Akbariyakalidisa” (sce Peterson, Report II, 57 ff.;; Krishna-
macharya 126; Thomas 14), Padyaracana of Laksmanabhatta
Ankolakara (published in Km. 89, 1908), Anyoktimuktavali of Hamsavijaya
Gani (published in Km. 88, 1907), perhaps an independent work written in
1679, A.D. (see Gu érinot, JA, 1909, s. 10, t. XIV, p. 47 ff; No. 1106),
Padyasarhgraha of Kavibhattakrtala (Haeberlin 529 ff. ). Compiled in the carly
19th century are the anthologies Subhasitaratnabhandagara of K. T. Parav
(Bombay 1886, new edition, 1891; cf. Hertel, WZKM 22, 1908, 119 f.
and Subhasitaratnakara of K. Bhatavadekara(Bombay 1872, new
edition 1888). Sece also Thomas 10 ff. In the addenda W. says that
Hariharasubhasita and Hariharavali are two different works. [See also
Stktimuktavali of Harihara, edited by Ramanitha Jha, Patna, 1949.]

3. Sanskrit und Deutsch. 2. Aufl., St. Petersburg 1870-73, 3 vols.
with 7613 epigrammatic stanzas: Index to it by A. B1a u, Leipzig 1893 (AKM
IX, 4). A selection from these epigrammatic stanzas has been rendered into
German verses by L. Fritze, (Indische Spriiche, Leipzig, Reclam. Univ.
Bibl.). The Indian fashion of composing epigrammatic poems was taken
over to Pali literature; see. J. G r a y, Ancient Proverbs and Maxims from Bur-
mese Sources or the Niti Literature of Burma, London 1886.

Literature on drama in general: H. H. Wilson, Select

Specimens of the Theatre of the Hir.dus, London 1827 (Works, Vol. XI, XII);
cater dcx.' Hmdu_s, aus dem Englischen ilbersetzt, 2 Teile, Weimar 1828,
1831; Sylvain L € v i, Le Théatre Indien, Paris 189o; J. L. K1e i n, Geschichte
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the best type of poetical composition!, we should probably
insert into their statement that it is the best for the reason that
in it other types of poetical compositions too are included
and epic, lyric and imitative representations of life are united
into a single artistic whole. This union of all the literary
skills is, however, not the highest objective, but nevertheless in
its still undeveloped form, it is the starting point of poetry.
Rightly remarks E. Grosse? that almost ‘every primitive
story is a drama’’, since the narrator is not satisfied by just telling
his story in a simple manner, but he makes his work lively with
the help of corresponding mimic intonations and gesticulations—
he represents the event dramatically, so that in a certain sense
the drama is the beginning of all types of poetry. And an
American scholar?, from a study of the ballads of different
nations, has shown that recitation of ballads was originally
always combined with music and dramatic dance, so that the
statement that popular drama developed from such dance-music
appears to be correct.

des Dramas, 3rd vol. Leipzig 1866; M. Schuyler, A Bibliography of the
Sanskrit Drama, New York 1906 (CUIS 3); R.Pischel, GGA. 1883, p. 1217
ff.; 1891, p. 353ff.; A.Barth, Revue critique 1892, p. 185 ff.; G.A.Grier-
son, Ind. Ant. 23, 1894, p. 109 ff.; A. Hillebrandt, Alt-Indien, p.
150 ff. and Uber die Anfange des indischen Dramas (SBay. A. 1914. 4. Abh.);

E.J.Rapsonin EREIV, 883 ff.; Winternitz, Osterr. Monatsschrift
fiir den Orient 41, 1915, 173 f.; H. Litder s., Die Saubhikas, ein Beitrag
zur Geschichte des indischen Dramas, SBA 1916, 698 ff., Oldenberg—
Die Literatur des alten Indien, Stuttgart and Berlin 1903; Sten Konow,
Indian Drama, Grundriss: II.; 2 D, 1920. K eith. The Sanskiit Drama,
London 1924, 1954 and JRAS, 1916. On the Origin of Indian drama see also
A. B. Keith, JRAS 1916, 146ff. and Sten K onow in the Archiv fir
Culturgeschichte 14, 1219, 321 ff. W. says in the addenda that printing of the
section on drama in his HIL was over when Sten K onow’s Das indische
Drama was published. [ See also D. R.Mankad : The Types of Sanskrit
Drama, Karanchi, 1936; R. V. Jagird ar, Drama in Sanskrit Literature,
Bombay 1947; Chandra Bhan G u p t a. The Indian Theatre, Banaras, 1954. ]

1. So already Vamana, Kavyilarhkara; 1, 3, 31; . Ganga-
nath Jha in the foreword to his edition of the Kavyaprakasa (Pandit,
Vol 21, p. X1V). Similarly R. Gottschall (Poetik, 2nd ed., Breslau
1870, II, 184): ““The drama is the blossom of poetry, the union of the epic
and the lyric in the uninterrupted vivacity of an actual performance
developing itself in the spirit of the age to come.”

. Anfange der Kunst, Freigburg i. B. and Leipzig 1894, 253 f. Even
children and uneducated persons are “not in a position to directly communi-
cate any idea without having the corresponding countenance and gesticula-
tion.” Silent pantomimes played in Australia are extremely full of actions
(Grosse, ibid 256 f.).

8. G. Morey Miller, The Dramatic Element in the Popul
Ballad 1905; (University Studies of the University of Cincinnati, s. II, vol. 1,
No. 1, 1905, particularly p. 17 ff.). He calls these pieces “ballad-plays”,
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In India too,the drama has at least one of its main roots in
such proto-ballad poetry,that we have seencontinued from the
Veda down through the epic, purdnic, Buddhist and Jaina litera-
tures, and in it we are obliged to trace the origin of old Indian
epics. In the same way in which the epic developed from these
ballads, while the narrative moment became more prominent
in the face of the dramatic-dialogical foreground, the drama
developed from the dramatic elements of these same ballads.
Since in our opinion in earlier ages poetry of the type of these
ballads could not have a wider circle of listeners, otherwise than
by means of lively recitation combined with mimicry, the
origin of drama is capable of being easily explained from this
type of poetry. It is also understandable that there are many
scholars who will like to see real drama in this balladic postry?.

1. See addenda to Vol. I, p. 8g, not included in the transl. : [ That
the dialogue-songs of the Rgveda, that have been termed as the ‘‘akhyanat
hymns” by Oldenberg, are to be entirely explained in the manner that
that they go back to stories in mixed prose and verse of which we have now
before us only the poetical dialogues, and that have not come down to us
directly. These dialogical songs can best be designated as ballads. We
can translate Akhyana straightway as ‘‘ballad”, in case we understand
by it a dramatic narration in the form of dialogues, that are either wholly in
verse or in verse mixed with prose. We already have come across such ballad
poetry in the purdnas (I, 469; trans. p. 560-61 ), in the Jaina Uttara-
lihayana (II, g12 ff.) but quite especially in Buddhist literature. S. Lévi
( Le Théatre Indien, p. 301 fI.), J. Hert e1 (WZKM 18, 1904, 59ff., 137f.)
and L.v. Schroeder (Mysterium und Mimus im Rigveda, Leipzig
1908 ) have tried to find in these dialogue-songs more or less perfect dramas.
Probably they are not s0; on the other hand, they are primaty rudiments of
real dramas, and in fact many of the dkhyanas can be considered to be a type
of primitive dramas or ballad likewise. Cf. above. vol. 1, p. 161 f.; trans., p.
184f). A. Barth (RHR 19, 1889, 130f. Oeuvres II, 5 f.) has alrcady
stated that we cannot think of a better pendant to the narrative of Puriiravas
and Urvasi in the Satapatha Brahmana—than the ballad of King Rasald in
Temp ple’s “Legends of the Panjab”. J. Hertel (Indische Mdrchen,
P- 344, 367 f.) compares the Suparnikhyana, designated by him as ‘‘vedisches
Mysterium’’ with the swangs of modern North-West India, that have been
described by T € m p 1 e as half epical and half dramatic.

The Suparnadhyidya (Sauparna, Suparnikhyana) is an
apocryphal work of the late Vedic period, of which the author spasmodically
tries to imitate the hymns of Rgveda in respect of the language, accentuation
and external form, with the intention of letting his work pass for one as belong-
ing to the Rgveda. The age of this work is wholly indefinite, and the opinion
of Her tel that it is more than 2500 years old has not been prcved. Hertel
(WZKM 23, 1909, 273 fI.) tries to prove that the poem, the theme of which
1s the well-known purinic story of Kadru, Vinatd and snakes (see above
1,232; transl. p. 389) and from which he has also given a German rendering
( Indische Mérchen. 1919) shows the existence of a dramatic poetry, that
served as the connecting link between the ‘“Vedic drama’ the dialogue-
verses of the Rgaveda and the classcical drama. Bnt the text that we
have mearly a series of ballad. It is possible that it was meant to serve
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The oldest ballad or dance-music of this type was,
however, such in which stories of gods and demi-gods were
narrated in sacrifices and feasts. Since, as in the case of
other countries, so also in India, the drama has its deepéest
rootinthereligious cult. Already in the Vedic ritual
texts several ceremonies are described that can straightway be
designated as a type of drama!. In the post-Vedic period
dramatic performance got associated with Indra’s festival
celebrated at the end of the rains, and more particularly with
the cults of the gods Visnu (Krsna, Rama) and Siva®. The
cult of Krsna was especially associated with mimic dances.
The Visnupurana (V, 13) describes how the cowherdesses got
attracted by the nocturnal music of Krsna and Balarama, flocked
about the pastoral deity for the purpose of meeting him in the

for a dramatic representation. Cf. Oldenberg, Zur Geschichte der
altindischen Prosa, p. 611ff,, also NGGW 1919 p. 79 ff. etc. and
above II, p. 44 f. 98 A., 114, 119 A, 225; transl. pp. 59 £, 125 (note, 1),
140, 146 (not~ 2), 289. When Grierson had read the opinion of
Winternitz on the Buddhist dkhydnas he wrote to him (gth and 1gth
Dec. 1912) that they reminded him of the k hy d1s of Rajasthani, written in
the Marwari-dialect. They contain a sort of popular sayings either in metrical
dialogues or in prose narratives mixed with versified dialogues. They are
either recited aloud by 2 single person or played on the stage, in which
the stage-manager speaks out the narrative part, whilst individual
actors recite their own parts. There is neither a scenery nor au introductory
act. Hence they are also literary documents that may be designated as
“ballads” or ‘“‘dramas” likewise. E. Schagintweit, Indien in Wort
und Bild II, p. 12 describes how up to these days the kathakasor “narra-
tors’’, ‘‘the modern successor-representatives of the old Indian court-actors’,
practise their art; their articulation, supported with gesticulation, is adapted
for fully poetical declamation: the pauses fill the music and their graceful dance”,
K.Ramavarma Ri3jia (JRAS 1910, 637) describes the performance
of dramas in modern Malabar by the so called Cakkyars, who entertain the
audience on festive occasions with purinic narratives and moral preachings, of
which the text, ingeneral, is taken from prabandhasand campiis. In the
description of these Malabar Brihmanas, who are considered to represent
the puranic sitas, no sharp distir.ction is made between dramatic performances
and epical recitations between actors and bards (natas and siitas). It is also
remarkable that in Sanskrit expressionslike bharata and kusdilava,
probably ‘‘bard-singer’’ can also be interpreted to mean ‘‘actor.”

1. Cf. A .Hillebrandt, Die Sonnwendfeste in Altindien, p. 43,
and Vedische Mythologie, I, 81.

2. Haraprasad Sastri (JASB, N.S. 5, 1909, 351 ff.) tries
to prove that the Indian drama originated on the occasion of Indra’s
flag festival (indradhvaja);cf. Hopkins, Epic Mythology, Grundriss, III, 1
B,p. 125f.). On the extensive contribution made by the Siva-cultin the
development of the drama see BLOCH, ZDMG 62, 1908, 655, and
L. v. Schroeder, Mysterium und Mimus im Rigveda, p. 17 fl. On the
Krsna-cult and its importance for the drama see Winternitz, ZDMG
74, 1920, 118 ff. On the hypotheses of A. B. Keith (ZDMG 64, 1910)
534 fl. and JRAS 1912, 411 ff, seeibid p. 124.
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rasa-dance and dancing they ““‘imitated the deeds and adventures
of Krsna”. Exactly in the same manner, as the numerous facts
regarding folklore prove, dance and mimic are inseparably
associated with one another among the people, mostly also as
constituent parts of religious or magical ceremonies. And the
mimic dances of the primitive people contain the germs of
evolution of dramatic art—germs that have not bloomed so
luxuriantly in any country as in Greece and in India.

The terminology of the drama further proves that in India
too such dances were at the root of dramatic performances.
The -common word for ¢“drama’” in Sanskrit is the neuter
nataka,and the same word as masculine his exactly the
same meaning as nata “‘actor’’, whilst nd {y a means “mimic”
or dramaturgy’ and ndtayati conveys the sense of “mimic
representation”. All these words go back to the root naf, a
Prakrit form of the root nart, “to dance’’. The fact that the
literary dramas, that we have, begin with an introductory
prayer goes to prove that this mimic dance and the
dramatic performance, that originated from it, constitute an
essential element of the religious cult. This nandi
is, however, just a remnant of a longer religious ceremony,
a kind of consecration of thestage (pGrvaran ga).
that preceded the performance and in which homage to
the divinity was paid in the form of music, song and dance.
This consecration of the stage is elaborately described in the
Bharatiyanityasastra, where, however, Bharata remarks that
it should not be of long duration, so that on its account the
audience may not feel tired. Later it seems to have been shorten-
ed more and more and at last it got limited to the nandi-song,
that, however, could never be dropped®. The condition of

1. The Mexican spring and crop festivals, according to K. Th.
Preuss (Archiv fiir Anthropologie 1904, p. 158 ff.), are celebrated with
mimic dances and ceremonial dramas. The Javanese shadow-play too has a
wholly religious character; see W. W. Skeat, Malay Magic, London 1900,
503 ff. and H.Bohatta in Mitteilungen der Anthropolog. Ges. in Wien
1905, 278 ff. On China see W. G r u b e, Geschichte der Chinesischen Litte-
ratur, p.362f.;396;0n Japansee K. Floren z,Geschichte der japanischen
Litteratur, p. 373 ff. In general ¢f. W. Wundt, Vé&lkerpsychologie III,
2nd, edn. and L. v. Schroeder, ibid, passim.

2. Probably the ndndi was originally recited by the stage-manager
sitradhara) in a prescribed manner. The Bharatiyanityasistra
5, 107 fl. Grosset, g9 ff. Bombay Ed.) gives the text of one such nindji,

that is a wholly a simple prayer in $lokas. Like any piece of Indian poetry, that
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the society in which during all the centuries tales about gods and
religious legends, especially relating to Rama and Krsna have
continued to provide the poets with plots for their dramas,
and the fact that even Buddhist poets are found tempted to
reproduce dramatically the scenes from the Buddha-legends goes
to point tothe religious origin of the drama. Even in present-
day India popular dramas are staged on festive occasions and in
holy places,and they still continue to be a religious affair®.
As it is upto this day in India, during the pauses in the
yatras and in the dramas played during spring-festivals and on
other occasions, the actors appear in grotesque girments and
with painted faces and create all sorts of crude funs for cheering
the audience?, so already in early India sober dramatic
and lively recitations were intercepted by popular plays, in
which the artists, who entertained the assembly with present-
ation of scenes from actual life, appeared. We are in a position
to infer the existence of such popular plays in ancient
India from the fact that in earlier literatures—the post-Vedic
epic, Buddhist texts—“comedians’’ (as we may always call them)
are mentioned repeatedly in Sanskrit by the word and some-
timesalsoby §ailtisa or kuéilava, expressions that later
came to be used for “actors’’. They belonged to a class of touring
actors, who were welcome on festive and ceremonial occasions
in gatherings, but enjoyed a very inferior social stitus. In the
Mahabharata it is said at one place that one of the duties of the

begins with a benedictory expression. The poet writing a drama begins his
work with one such, that in course of time usurped the place of nandi.
Consequently in our dramas the nandi is composed always in the kivya-style
and that in a fully ornate metre. :

1. Sothe Bhavaisin Gujarat (see H.H.D hr u v ain OCIX, London
1, 305,307 ); the yatrasin Bengal (seeNisikdnta Chattopadhyaya,
Indische Essays, Ziirich 1883, p. 1 fI.), that have, in most cases, been written
by Brahmanas; and likewise the swingas of the Panjab, that are partly recited
and sung and partly played as dramas by a priest with his associates on the
occasions of religious festivals(sec R.C. T e m p | ¢, The Legends of the Panjab
1, p. VIII and No. 6, 10, 15, 16, 18 and 30). R. C. T e m p | e describes one of
the plays representing the Rama-legend, acted at Firozpiir on the occasion of
the Dasahara festival in the Ind. Ant. 10, 1881, 289f. : *“in all the great cere-
monies of the Kali Piiji and the Durgid Pajd during the Basant (Vasanta)
and the Holi, the plays are staged in India. In most cases these mimic
representations stilr bear a religious character, e.g. they represent episodes
from the legendary stories of the divinity, that is extolled.” (F.Rossen,
Die Indrasabha des Amianat, Neuindiches Singspiel, Leipzig 18g2, p. 1.

2. Nisikdnta Chattopidhydya, ibid,p.10f
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king was that he had to see that in his capital there were pugilists,
dancers and comedians for the entertainment of the people. At
another place here it is said, however, that the comedians (natas),
dancers and singers, staying in a town, must thence be removed
when it is seized by an enemy!. Itis understandable that we
have none of these popular pieces, that were obviously improvis-
ed to the greatest possible measure. They were planned just for
some occasion and disappeard with it. They were hardly
put to writing. But the ornate poets, who composed dramas,
had seen such popular reproductions of scenes from actual life
and probably they wished very much to create the same
impression on the audienceyand indeed they tried their best, not
only to refine and improve upon them, but also to imitate them?.
The dramas that we possess are nothing less than popular, and
they wholly belong to ornate poetry, and in fact are composed
exclusively for the cultured public, and often they are straight-
way meant only for persons endowed with highly refined
literary taste.

In the different types of dramatic poetry and the most
conspicuous characteristics of the Indian drama we find traces
partly of primitive religious ballads or of daince-songs and
partly of those of the popular mimus. The fact that the
Bharatiya-Natyasastra distinguishes between ten types of
dramas (dasariapa), ofwhichwe find examples in the
extant literature for only some of them, proves that dramatic
literature and the art of stage were very important and elaborate
in India - a thing that we are able to conclude from the small
amount of literature of theancient times that we possess®. The
ten types of drama are the following:—

1. TheNataka. Thisis the most important form of
drama and the rules prescribed for it, as given in the Natya-

1. Mahabhir. 12, 69, 60: 3, 15, 14.

2. Lévi (329f,335) and Barth (Revue crit. 1886, p. 263)
assume that a Prakrit drama, beloaging to literature, preceded the Sanskrit
drama; this they do without any solid evidence. Theunwritten mimus,
not literary Prakrit drama, is the precursor of the Sanskrit drama.

3. Konow, Indian drama p. 27 conversely concludes, on the basis
of a large number of subsidiary dramas, ‘‘that dramatic poetry was still in its
beginning and that they had not evolved any definite form”. But the great
number of uparipakas, mentioned in later-day theoreticians, goes to show
that with the growth of dramatic poetry its types and sub-types became more
and more distinct.
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§astra, come in the first linel. The hero of a nitaka should
always be an honourable or highly placed personality, a king,
a demi-god or a god. The theme is to be taken either from
mythology or from some old story, that can be modified in any
manner at the option of the author. All the sentiments,
especially those of love and heroism, should find expression in a
nitaka. The language should necessarily be dignified and
elevated. On the stage, there should be no crowding and only
four to five persons should enter there at one time. A nitaka
should have at least five or utmost ten acts?®.

2. The Prakarana. Thisis distinguished from the
nataka inasmuch as in it the plot is a creation of the author
and the hero is of an inferior status. Heis a Brihmana, a
minister, a grosser, etc., but never a king or a god. Slaves,
epicurean, prostitutes etc. may appear in a prakarana. It
should have five to ten acts, and otherwise its requirements
should be same as those of a nataka.

3. TheBhana. Itisamonologueinoneact. A sly
worldling (vita ) appears and narrates his jokes in con-
versation with imaginary persons, whose talk he repeats.
All possible situations come to be represented and different
sentiments are aroused through this conversation and through a
great display of mimics. The fable is fashioned by the writer
in a manner as he likes, and in most of the Bhanas, that we
possess, it is erotic.

4. The Prahasan a orfarcein one or utmost in two
acts. The theme, that is mostly erotic, is fabricated. The hero
is an ascetic or a Brahmana, a king or a rogue, and the rest of
the characters are courtiers, eunuchs, servants, beggars, bon-
vivants (vita), villains, prostitutes and procuresses. It is meant
to stimulate the sentiment of humour.

5. The Dima. It isa fantastical piece of show-play
in four acts and it has as its theme some fable taken either from
mythology or from popular sayings. Gods, demigods or demons
appear as heroes. Excepting the sentiments of love and of
humour any sentiment may be generated according to option.

1. In the titles of the dramas that we have and in the colophons of the
manuscripts, every big drama is designated as a nataka, even when according
to the terminology of the Natyafastra it should have been called otherwise.

2. In the pieces that we possess, scven acts are quite usual, but there
are others that have even 14 acts.
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6. The Vyayoga. Itisa military show-play in one
act. The theme is generally well known; the hero is a famous
person and only a few women appear in it.

7. The Samavakara. This is a drama played in
the heaven. In it gods and demons appear and the hero is a
great and famous personalityl.

8. The Vithi. A light single-act play, in which
only two persons appear. It is a little different from Bhéna.

9. The Utsrstanka, shortly called also a nka?,
an one-act play, in which the sentiment of pathos (karuna) is
dominant. The characters are generally human-being.
Screaming of women occurs.: The theme is some well-known
story that is elaborated with interpolations.

10 The Thamrga. Itisa play in four acts. Its
theme is partly legendary and partly invented by the poet. The
characters are cither human or divine beings. There is the
description of abduction of some divine female, but the battle
that is to follow is avoided through artifice.

Inaddition to these ten principal types of dramatic kavya
(ripakas), we find an enumeration of eighteen subsidiary
ones (uparapakas), in later-day treatises (e.g. V1§ va-
natha) on poetics. In them dance, music, song, and panto-
mimic play a more prominent role than the literary characte-
ristics. Only two of these upariipakas descrve to be mentioned
here : they are the natika, that is intermediate between
nitaka and prakarana and has four acts, in which the senti-
ment of love is dominant, the women play the main roleand
there is much song, dance and music?, and the trotaka, that
has five to nine acts and is played partly in the human-world
and partly in the divine world. Of the ten main types
of dramas, the natakas and the prakaranas are preponderantly

1. Bhar.-Natyas. 18, 109. According to Dasartipa 3,61 and Sahitya-
dargar_la 515 fI. the samavakara has a theme, such as, for example, the churning
of the ocean, three acts, of which the duration is accurately observed, and
twelve heroes.

2. Theword anka means “act” of a drama. The original meaning
of the word apparently is ““curve”, “bending inward”, hence ‘‘division” of
adrama. Lévi, p. 58 holds a different view. According to poetics an “‘act”’
(anika) came to be so designated because the stage is not vacated, when one
such is over.

3. The natikd (Dasariipa. 6 ff.; Sahityad. corresponds
tothe na {1 in Bhir. Natya$. 1£ 102’5? ’ 4 539) corresp
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represented among the pieces that have come down to us; the
vydyoga has several pieces; the bhdnas and the prakaranas
are represented only by pieces written in later days; the dima
has only one specimen, that isan insignificant modern drama.
The examples of natikas are the dramas like the Ratnavali and
the Priyadar$ika. A trotaka is the Vikramorva$iya of Kalidasa.
On the whole we can say that among the enumerated types of
riipakas and upariipakas are to be found all the types of dramatic
compositions, that are known to the people of the West: show-
plays and pleasure-plays, song-plays, opera, ballets, burlesque
and farce."Only o n e, namely the tragedy, has never existed in
India. The best type of dramatic kavya, the nataka, is
never a tragedy, but always what in the West is called a “‘show-
play”. Mostly it is serious and comic and its end can never
be tragic. A tragic catastrophe—battle, defeat of the patron,
death, siege of a city etc. must never be shown on the stage,
but these can just be indicated in an interlude. The death of
a hero or of a heroine, however, must never occur even in the
interlude!. These rules hold good in full for the nataka and also
for the prakarana and above-mentioned show-plays.

Now whilst the subject-matter of the drama shows greater
affinity with early religious or semi-religious ballad-poetry
in the portions dealing with mythological or epic materials
inthe nitakas, theinfluence of popular drama holds
the ground more in the praka ran a, the “civic show-play”.
It is in the very nature of thing that the prakarana
has very much in"common with the narrative literature?. This
too has, then, developed in dependence on popular models. The
prahasana, “firce”’, must have grown up directly from
popular pieces. The influence of popular model is seen in

. The basis of this precaution (Bhir. Natyaé. 18, 18 fI.) is clearly
avoidance of an evil omen. Dasariipa, 3, 39ff. and Sahityad., 278 further men-
tion other things that should never take place on the stage: long travel, calling
from a distance, uproar, speaking aloud of a curse, eating, bath, love-embrace,
anointing, wearing of garment biting, scratching and other improper things.
The dramas that are available do not always adhere to this rule. Interlude
(viskambhaka or prave$aka) between two acts, in which a monologue or
dialogue, that is not to be presented on the stage is communicated, is found in
all the big dramas.

2. Cf L. H. Gray, The Sanskrit Novel and the Sanskrit Drama,
WZKM 18, 1904, 48 ff.  Mimos and aretalogy (tale and adventure romance )
stand beside one another in Greece too,; see R. Reitzenste in, Helleni-

stische Wunderzéihlungen, Leipzig, 1906, p. 12.
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certain peculiarities, that are seen in all the dramas, including
the nataka, mentioned above. Besides, not - infrequent
insertion of such popular scenes in which all sorts of
persons of lowly classes appear, among its characteristics are
the prelude, that gives a view of the improvised extempore con-
versation that takes place between the stage-manager and his
wife or his assistants, the use of popular dialects beside Sanskrit
and the role of the joker (vidisaka). These are the note-
worthy characteristic peculiarities of the Indian drama.

It must first of all be mentioned that a drama begins with
the nandi, the introductory prayer. Immediately after the
nandi follows the prastivani, i.e. the prologue or the interlude.
The siitradhira or stage-manager appears and starts talk with

————

an actress, who is supposed to be his wife, or with his assistant,
one of the actors, for the purpose of saying a few words in praise
of the author of the piecel, that isbeing staged, in order toattract
the attention of the audience towards the play and to prepare
them for its presentation. The interlude always ends with an
allusion to the characters that are to appear in the particular
play : thus for example in the Sakuntala the stage-manager says:
“Here comes King Dusyanta.”

This sitradhara? or stage-manager, according
to our dramas, as also according to the Natyasastra
must be a highly cultured man. He should bz cipable of
winning applause of the public not only in music and in the art
of stage-technique, but should have command over language and
should possess knowledge of poetics, prosody, art, astronomy,
geography and history (that is the genealogy of royalfamilies).
His wife is presented in our dramas in the preludes as a nice
house-wife. Since he has to perform also certain religious cer-
emonies, in the purvaranga, of the consecration of the stage, it
may be assumed that he does not belong to a despised caste. It
may further be assumed that, as in Greece, so in India too,
‘‘a part of the nimbus that surrounded religion’’was for the b=ne-

1. This allusion to the author in the prelude is wanting oaly in the
dramas of Bhasa.

2. The sitradhara has two assistants, the sthipaka (or sthapati) and
the pariparvika. Sitradhira (“the holder of the measure-string)” as well
as sthipaka, ‘‘erector” originally meant ‘‘chamber-boy” or “builder”.
Apparently the duty of the siitradhira was to arrange for setting up of the tent
of the theatre and to take care of the stage. Hence the name. Cf. Lassen,
Indische Altertumskunde II, 503.
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fit of the actor. But in fact, however, it appears that already
in early times in India the actor enjoyed the same social status
as in Rome, where slaves and enemies were trained as actors and
the actresses as a rule were harlots!. Probably in ancient
India, there were dramas of different types. In the earliest
period, ecclesiastical dramas might have been played by
Brahmanas?, and the actors, who were associated in the
performance of sober ornate dramas, must have occupied a
higher status than the comedians, who exhibited their skill in
markets in unrefined populardramas. From literature we learn
that actors often enjoyed the patronage of kings and the relation-
ship existing between actors and poets was very intimate.

he sttradhara was generally the main actor, who played
the chief role, that is of the hero. In the Indian drama
original characters are rare. Certain types mostly recur as a
rule. Thus the hero or the lover is mostly young and handsome,
refined and endowed with all good qualities, but he is always
ardently loved as well. The heroine is always beautiful and full
of love, but of different types, who is either the wife of the hero,
or a different woman or a harlot. Of the other characters that
appear in dramas the most remarkable person is the vidi -
saka or joker. As a rule he appears in prakaranas and
mostly in other bigger dramas too. However, he is missing
in such pieces of Bhasa as have their plot taken from the

1. Cf. B. Warnecke in Neue Jahrbiicher fiir das klassische
Altertum usw. 33, 1914, p. 95 ff. In Indian literature, particularly in the
the kimasastra, there s hardly any difference between an actress and a harlot.
It was one of the accomplishments of a harlot to win admiration with her skill
even as an actress. Already during the age of Pataiijali (2nd century A.D.)
the natas bclonged to despised and  excommunicated classes, and the wives
of the natas, who belonged to any man of their choice, are compared to con-
sonants that can be combined with any vowel (Mahabhasya 6, 1, 2, Vartt. 5).
[ The words are:—

vyadtjandni punarnatabharydvadbhavanti | tadyathd natinam striyo rangagatd
yo yah prechati - kasya ydyam kasya ydyamiti | tam-tari tava tava-itydhub | evath
vyafijandnyapi yasya yasyacah kdryamucyate tam tam bhajante U

It can be translated as:—consonants are like wives of actors. Aswhen
on the stage whosoever asks the wife of an actor “Whose are you, whose are you”,
to him, she replies ‘“Your, your’’; so consonants come to the service of the
vowels that have some prescribed work. ] But are we to understand “actors”
by the term natas ? In Manu (4, 214 f; 10, 22) all sorts of stage-artists
belong to impure classes as in Rudraydmalatantra (see Colebrooke,
Misc. Ess. II, 184 f.).

2. As even today the swiings are staged in the Panjdb by priests; sce
above p. 183, footnote 1.
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epics, that may be considered to be the direct successor of the
old ballads. The vidiisaka is always a Brahmana or rather a
caricature of a Brahmana. He has a grotesque appearance in
respect of his physique, dress and language. Heis dwarfish,
hump-bzcked, bald-headed, with protruding teethand red eyes,
voracious eater, quarrelsome, stupid and ignorant. But he is
the trusted compznion of the king, whom he always scrves faith-
fully, but often in an uncouth manner, in his love adventures.
He is frecly teased by other characters. In the Natyasastra he
is depicted more grotesque than he appears in our dramas. In
many of the classical drames, the grotesque goes wholly into the
background and the fidclity towards his friend comes to the
forefront. It is very likely that the vidisaka has been taken
over to the literary drama from the popular mimus!. Next to
the vidiiscka stands the vita, one of the typical figuresof the
drama, although he too does not appear in all the pieces. This
vita is compared with the parasite of the Attic comedy. He is
an expert artist, who moves in the sphere of the world of love,
but since he is reduced to poverty, he no more belongs to the
world of lovers. He is a cultured talker, an admirer of beauty,
and very often himself a poet, expert in the art of coquetry?
and knows to act in different situations. In any case he be-
longs to the city-life and has been taken over probubly also
from popular plays, in which the activities of harlots and
their associates are presented.

Lastly it may here be added that one of pcculiar charac-
teristics of the Indian drama is the great amount of variation
in respect of the language — a thing that too points to
its development on the basis of popular models. To
begin with, we find prose dialogues intercepted by verses

1. Cf. Lévi 358f.;]. Huizinga, De vidisaka in het indisch
toonel, Groningen 1897; K on o w, DLZ 18g8, p. 1263ff;M.Schuyler in
JAOS 20, 1899, 338 ff. The theory of popular origin of the vidiisaka has
been refuted by J. Hertel (LZB 1917, p. 1198 ff.; Jinakirti’s *“Geschichte
von Pala und Gopala”, p. 121 A.), who shows that the vidisaka, like the vita,
appears in narrative literature in the retinue of the king, hence appertains to
the court-life. Vidiisaka and vita belong, however, as we learn from the
Kama.sutra of Vitsyayana, _where they appear in the retinue of the city-
wordlings, not fo the court-life particularly, but to the city-life. The epics too
do not know about a vidiisaka or a vita, being in the courts of the kings.

2. vepopacdrakusolah, Bhir—Natyas. 24, 104, J. J. Meyer
Altindische Schelmenbiicher, I, p. XXIII ff. mndgm vi{i a.sJ“I:IIurcnsch);anzé
(harlot’s parasite )" and calls vitas as ‘‘veterans of love.”
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composed in different metres, and these verses are partly recita-
tive and partly musical. On the whole the drama is inseparably
connected withmusic,song and dance. According to the treatises
on dramaturgy, the ten types of songs that are to be sung either
loudly or otherwise and constitute the essential part of woman’s
dance! form indispensable ‘‘ornaments” of the drama. But vari-
ation is not only between prose and verse, but the actors speak
different dialects according to the characters they represent.
Sanskrit is spoken only by members of higher classes, the hero of
the piece, kings, Brahmanas and men of rank and according to
treatises also, by nuns, the first queens, minister’s daughters
and harlots. In the dramas that we have these women too,
like all women on the whole, speak Prakrit2. The vidusaka,
notwithstanding the fact that he is a Brahmana, speaks Prakrit
ike uncultured people. Generally speaking the assignment of
particular languages to particular characters was certainly meant
just to reflect the conditions of real life3. In the Mrcchakatika
the harlot Vasantasena, therefore, speaks Prakrit as a rule, but
Sanskrit in verses. The harlots, at whose place was witnessed
much of social culture, understood it clearly and were capable
of expressing themselves in Sanskrit as in Prakrit. Men, who
speak Prakrit, sometimes go over to Sanskrit, particularly in
verses. In Bhasa’s Paficaratra Arjuna, in the guise of Eunuch
Brhannala, speaks Prakrit, but in conversation with his brother
Yudhisthira, he speaks Sanskrit. And when King Virita wants
him to narrate the events of the battle and he as Brhannala
negins to narrate it in Prakrit the king interrupts him with the
words, “It is an important work, speak in Sanskrit !> and he
jumps over to Sanskrit. In the Mudraraksasa, there enters a
spy as a snake-charmer, and in this role he speaks Prakrit; but
the moment he is alone he speaks Sanskrit and discloses to the
audience that rcally he is not a snake-charmer, but a man of a

1. Lisya is the woman’s dance as opposed to the tindya,
the man’s dance. Cf. Bhar. - Natyasl. 18, 170 ff.; Dadaripa 3, 54; Sihityad.
504 fI; Lévi 1ig f.

2. According to the Karpiramaiijaii 1, 7 the difference between
Sanskrit and Prakrit is like that between men and_ women. According to
Sahityad. 432, cultured women should speak the Sauraseni dialect, and just
occasionally Sanskrit for the purpose of showing their taste.

3. C,R.G.Bhandarkar, JBRAS 16, 1885, 337 £, 17, 6 ff.;
Rapson, Thomas, Grierson and Fleet in JRAS 1904, pp.
455 f.; 470, 472 f. 482 and above I, 39 f.; transl. p. 43 fI.
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higher caste.! The most important Prakrit dialects that occur
in our dramas are: Maharasgtri, Sauraseni, Magadhi, Paifaci
and Apabhramh$a. These ¢Prakrits” are not actual living
speeches, but literary dialects, exactly as Sanskrit, that in any
case were elevated from popular dialects, or in dependence upon
popular dialects, they were refashioned for literary use2. In the
Bharatiyanatyasastra (17, 46), however, it is expressly laid
down for actors that they can use at their option a provincial
language in lieu of Sauraseni.

In the same way as the drama reflects in certain measure
the actual life in respect of the language, so also it stands in other
respects always much closer to real life than the court epic. It
is so by the very nature of the drama that—also according to the
Indian definition of natya—¢‘it should be an imitation of life.”

Many of the peculiarities of the drama, about which we
assume that they originated in dependence upon old popular
plays®, are found in Greek mimus too. This poses
the problem as to whether or not the acquaintance with setting
of the Greek travelling theatre too has contributed to the origin
of the literary drama in India.

The theory that the Indian drama developed under
Greek influence is very strongly maintained and equally often
refuted. First of all A. Weber* had expressed the idea that
““perhaps the representation of Greek plays in the courts of
Greek kings in Bactria, in the Punjab and in Gujarat had given
impetus to the creation of the imitative art in India and had been

1. Soin Bhasa’s Pratijidyaugandharayana Rumanvat and Yaugan-
dharayana in disguise speak Prakrit, but in soliloquy and among themselves
thtiy speak Sanskrit. In the Karnabhira of Bhasa, Indra in the guise of a
grahkn;gna-bcggar spraks Prakrit, but in his soliloquy the god speaks

anskrit.

2. On the Prakrit-dialects of dramas see Pischel , Grammatik
der Prakrit Sprachen (Grundriss, I, 8 also translated into English by Jha ),
§§5f 11, 22-26, 28-30; Konow, GGA 1894, 478, ff.; JRAS 1901, 329 f.
1902, 434 ff.; Hxllcbr@ndt, GGA 1908, 99 ff. Hultzsch ZDMG 66,
1912, 709 fl. On the vibhasid mentioned by Grammarians of Prakrit, see
Grierson, JRAS 1918, 489 ff.

. 3. Itis importax_lt to remember in this context that we do not know
this old Indian popular piece, but are able to conclude about its existence from

the literary dramas of the West on one hand, and from the popular dramas of
modern India on the other.

4. Ind. Literatur-geschichte, 2 Aufl., Berlin 1896, p. 224; Die
Gricchen in Indien, SBA, 1890, g20f.; [cf. IS. II. b. 148: nit: aca’
Keith, Sanskrit Drama p. 57?3 g20t5 Le » P- 148; xiii, 492, also
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at the root of the origin of Indian drama.” E.Windisch
has then, in a big essayl, tried to prove in detail that Indian
drama developed ynder the influence of Greek comedy.
Jacobi, Pischel, L.v. Schroeder and S. Lévi
had long ago pointed to the weakness of the argument of
Windisch.Above all, there is nothing to prove that Greek
dramas were ever actually staged in India. Chronology too does
not go to attest the influence of Attic comedy on the development
of Indian drama. The question was, however, raised in 1903
in a new stadium through the book ‘“Der Mimus’’ of Hermann
Reich. Reichtraces the history of the mimus, the secular
Greek drama, not only in the classical antiquity, but through
the entire world literature, and tries to prove that this mimus
reached India through the wandering folk of the Greek mimes.
Indeed R eich shows a large number of correspondences
between the Greek mimus and the Indian prakarana, in which
he repeats many of the arguments of Windisch. So the
correspondence in relation to the theatre-curtain. Neither the
Indian nor the Greek knew of a theatre-curtain in the modern
sense that separated the stage from the auditorium, but the
curtain formed the background for the stage and separated it
from the dressing room (nepathya). To the Indian nepathya
corresponds the Greek-Roman post-scene and the curtain to the
siparium of the mimus. This curtain is called yavanika in
Sanskrit. ““Greek (wand)’’2. Other cortespondences between the

1. “‘Der griechische Einfluss im indischen Drama” in OC V, Berlin
1882; Th. Bloch, a disciple of Windisch, believed in the year 1go4
(ZDMG 58, 455 fI.) that there was a cave in Central India with a Greek
theatre engraved in it. But on good grounds archeologists have refuted the
hypothesis that here we have the case of a theatre; see J. Burgess, Ind.
Ant. 34 1905, 197 fl.; C. Glanneau, Revue archéologique 1904,
142f.; V. Golonbew, Ostasiat. Zeitschrift 3, 1914-15, 253 ff. Similarly
Winternitz considers the researches of M. Lindenau, a disciple
of W indisch (Beitrige zur altindischen Rasalehre, Leipzig, 1913, p. V
f., and Festschrift Windisch, p. 38 ff.), trying to prove the relation between
the Bhiratiya-Natyaéastra and the Poetics of Aristotle as failure. [ On Indian
and Greek dramas see also Windisch, Geschichte der Sanskrit Philologie,
1920, p. 398 ff.; R. G. Rawlinson, Intercourse between India and
the Western World, Cambridge 1916, 169 ff.; G. N. Banerjee,
Hellenism in Ancient India, Calcutta 1920, 240 ff. and Konow, ibid
p. 40 f.; K ei t h, Sanskrit Drama, p. 57 ff. ]

2, The word m :cre mean, in any case, also “‘curtain® generally,
and thence also a cloth m: by Yavanas (Greek or Persian ), something like
““Persian carpet’” as meant by Lévi. Since the Sanskritword yavanika

Winternitz—History of Indian Literature, Vol. III. 13.
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mimus and the Indian drama are the interchange between prose
and verse, the use of popular dialects, and appearance of alarge
number of persons, including all types from the common people.
/’ he Indian sfitradhdra corresponds to the archimimus of the
Greek-Roman band of actors, and his wife to the archimima. In
ancient Greece the mimes were without fixed abode, as in
India, they were touring people, and in both the countries
actresses were harlots at the same time. The mimic theatre
resembles in its simplicity to that 6f the Indian. The scenic
apparatus was extremely moderate and simple, that mostly was
left to the phantasy of the audience or was expressed only
through guests. Hence the variegated change of scenes with-
out unity of time or of place being observed!. A far-reaching
similarity exists between the sannio of the mimus and the Indian
vidiisaka. The only difference is that the latter is always a
Brahmana, whilst the joker in the mimus is either a slave or
farmer. But since the same striking similarity between the joker
of the Indian drama and that of the Greek mimus extends also
up to the fools of the popular plays of most of the European
nations, the possibility that this character has developed in-
dependently in different countries is not ruled out. Inany case
Reich believes to have proved that the Greek-influenced
Roman mimus on its part influenced the popular dramas
throughout the middle ages in the whole of Europe; it was so
particularly in Italy. From Italy the mimus came to the court of
Queen Elizabeth of England and there it influenced the art of
Shakespeare. And thus is explained the really striking and
often already noticed correspondences between Shakespearean
and Indian dramas?. According to R eich this agreement is

occurs also in Bhisa it does not seem likely that it isjust a Sanskritisation
of the Prakrit word javanika, as opined by Pischel (GGA 1891, 354).

1. Bharata has indeed prescribed that an act should not contain events
of more than one day, but poets do not strictly observe this rule. Often a
single day is covered by many acts and it is not seldom that certain acts spread
over several years. Cf.A.V.W. Jackson, Time Analysis of Sanskrit
Plays, JAOS 20, 1899, 341 fI.; 21 1900, 88 ff.

2. Cf.L.v. Schroeder, ILC 602 f.; Reden und Aufsitze, p.
xo?; H. H. Wilson, Works, Vol. XI, p. XII; Reich, Mimus, 880 ﬂ?;
K lein, Geschichte des Dramas III, 87; A. V. W. Jackson, American
Journal of Philology 19, 1898, 241ff.; W. A. Clouston, Asiat. Quart.
Review 10, 1890, 206f. Striking is also the following correspondence: in India -
the colour of the curtain was different according to the sentiment of the drama:
black for the strious, gay for the comic, white for the erotic and red for
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explained quite simply through the fact that both of them go
back to same old Greek source. .

These circumstances seem to stand in support of the
hypothesis that either the Indian drama-writer took the
stimulus directly from the Greek mimes, or the Indian popular
plays, that apparently served as model for the dramatic
poetry, were influenced through the presentation of the
Greek mimes. Both of the views may be possible. On the other
hand, this too seems quite plausible that in India, as in Greece,
there took place, already in early ages, popular performances
by itinerant comedians, that independent of one another—
served as a means of recreation for the pcople, and that all the
really existing correspondences between the Greek mimus,
the Indian drama and the drama of Shakespeare rest
on the fact that the same goal was reached with the help of
this very means. The Indian drama, as we know it, has through-
out such a strong national Indian character that it stands
against the hypothesis of any foreign influence on it. In the
field of Indian astronomy, as in the case of Indian sculpture,
Greek influence can be demonstrated easily. That certainly is
not the case with the drama. Here we stand wholly on the
Indian soil, and it is the Indianspirit, the national Indian life
that we meet throughout in the Indian drama. It can
probably be said that majority of researchers hold today the view
that the Indian drama developed independently of any Greek
influence. It appears, however, that this question cannot now
be decided with certainty and perhaps will never be decided. 1If
H. R eich says that in the world there is no dramatic poetry
that is outside the Hellenic influence, Winternitz holds
that the confidence with which he maintains this hypothesis
is as much unsettled as that of Pischel, when he
says : It is for the Indians to refute flatly the hypothesis that
the Greek mimus has some influence on the Orient. In case
the influence was reciprocal the Greek were the borrowerl.”

those in which a fight and violence took place. In old English theatre too the
colour of the curtain in tragic dramas was black and it was red in comedies,

1. SBA. 1906, 502; cf. GGA. 1891, 354 and DZL 190 1. In his
rectorial address on “Dic Heimat des Puppenspiels” (}gal?é >4 Y

1900) R.
Pischel has tried to prove that the Indian drama developed %onz the
puppet- plays, that the origin of the comic character, the vidisaka, too is to be
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The question of relationship between the Greek and Indian
dramas cannot be answered with the help of conclusions of this
sort. There is no decisive yes or no. In this case, the chrongs-
logical possibility of a Greek influence cannotnﬁ'
refuted, as we possess trustworthy evidence proving the existence_
of a literary drama written in an agethat is not earlier than that
‘ot'which western countries have fragments of such dramas,
hence not of a period anterior to the beginning* of the
Christian era.

_ In the whole of Vedic literature there is not a single
sure evidence of presentation of a dramatic show and of the
existence of a literary drama, even when more often there are
topics that refer to singers, mimes and dancers. Among the
natasiitras mentioned by Panini we hardly find any mention of
a manual on the art of dramaturgy of the type of our Bharatiya-
Natyasastra, but rather of ““rules for mimes’’, and indeed such as
appear in religious mimic dances!. In Patafijali’s Mahabhasya,
inthe epics, in the Mahéabharata and in the Ramadyana, in the
texts of the old Buddhist literature and in the Kautiliya Artha-
$astra we hear about reciters, singers, dancers and itinerant
musicians of all types and of their shows and performances; but
a literary drama and performance of any real drama are not atte-
sted to in any of these earlier works2. For the first time we come
across a definite evidence of the existence of literary dramas in

found in the puppet-play and that the Gypsies had brought to Europe the
puppet-play and with it the fool too. The expressions siitradhira and sthapaka
indicate, according to him (as also accordingto Shankar P. Pandit,
Vikramorvasiya, Ed. BSS 1879, Notes p. 4 and OCIX,London 1, 313f. ),origin-
ally ‘‘sgring-holder” or ‘‘erector” (of the puppet). Cf. above p.188. In case
however, the native place of the puppet and the fool be in India, the fool of the
Greek mimus too are to be deduced from the Indian puppet-play. The inter-
pretations of Pisc hel, however, have rightly found not a single supporter

obability the puppet-play, like the shadow-

among the especialists. In all gr
play (sec Pischel, SBA 190b, 482 ff. and Liid ers, SBA 1916, 698 ff.),
1s not the predecessor, but an off-shoot of the popula}: mimus.

1. Pan, 4, 3, 110f. Cf. Winternitz, Osterr. Monatsschrift f.d.

Orient 41, 1915, p. 180 f.

2. On Pataiijali see Winternitz, ZDMG 74, 1920, p. 118
fI. The word nitaka occurs in the whole of the Mahiabhirata only once
and even this single passage (2, 11, 36) is absolutely not certain; it is wanting
in the South Indian manuscripts; see Winternitz JRAS 1gog 571f. It
is likewise doubtful whether in the R&maiyana, the passage II, 69, 4, where it is
said that Bharata was glad at the “narration”’ of the “play” (ndtaka)
and ‘‘circular movement’ or “‘wits’ (hdsya), does not belong to the older
portion of the epic, as the meaning of nataka in the context is doubtful.
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the Harivarh$a, of which the time is wholly indefinite, and in
the Buddhist Sanskrit texts of the first century A.D. Now it

most settled that Buddhists first of all introduced drama
into literature. Rather we must assume that the court-poetry
belonging to secular Sanskrit drama preceded the Buddhist
Sanskrit dramas of the first century A.D. We need not, however,
hence go back further than the first century B. C. or beyond
the first century A.D. During this period, however, there were
many cases of Greek influence on India, above all on the Greeko-
Buddhist sculpture! influenced by the Greek art. Hence it
isin any case probable that during this age numerous
germs of development of a literary drama, that had existed in
India from the earliest times, attained maturity under the
influence of Greek mimes. But we cannot accede anything
beyond a mere probability.

THE BUDDHIST DRAMAS?

The first definite and to a certain extent dated testimony
of the exjstence of a literary Buddhist drama in India, we find
as already mentioned above, in Buddhist Sanskrit Literature.
In the Avadjnasataka it has been said about a danseuse,
Kuvalayasthat she attained the highest peak of purity when she
belonged to a group of actors in one of her earlier lives and
performed a Buddhist drama (nataka) in honour of one of the
early Buddhas. According to Lalitavistara Buddha himself
received training inter alia in the art of dramaturgy (nitya) too
in his youth. The poetry of Mara and Upagupta, that is found
in the Divyavadana and has been taken from the Sitralankara
of Asvaghosa3, appears almost as a reproduction of some drama.

1. In one of the fragments of a Buddhist drama (see below p. 199,
Buddha appears surrounded by brilliant halo (see L iiders, Bruchstiicke
buddhistischer Dramen, p. 18). The halo was first taken to India by
Greek artists, as F o u ¢ h e r has shown (see above II, 193 A; transl. p. 247,
Foot-note ). It is also remarkable that the tale of King Udayana with the
motif of the*“Trojan horse” (sec above II, 155; trans. p. 194) has been dra-
matised by the poet Bhisa, a predecessor of Kilidasa. The points of similarity
between Bhina and Greek mimologue are many; see M. Lindenau,
Festschrift Windisch, p. 4I.

2. Cf.Lévi gigf.; Winternitz, WZKM 27, 1913, 39f.

8. Avadana 75 (VIII, 5); Lalitavistara XII (ed. Lefmann, p. 156);
sce Lévi 319. In the Jatakamila 2‘7, 4 we find an allusion to the sentiment
(rasa ) that is generated in the heart of the audience by a drama through a

performance.
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ASvaghosa, however, is the first Indian poet, who is
actually known to us as an author of dramas.

Intheyear 1911 H. Liiders, among the fragments of
palm-leaf manuscripts from Turfan, found pieces of three leaves
that are written in the script of Central Asia, and in which he
discovered a fragment of a drama of A$vaghosal. Fortunately
the end of the drama has come down to us, where at the close of
the ninth (last) act the title and the author are mentioned:
“Sariputraprakarana” or the Siradvatiputraprakarana of
the poet A §vaghosa, the son of Suvarnaksi. “The available
fragments apparently belong to the last two acts of the piece,
of which the subject-matter is a dialogue between Sariputra and
his friend Maudgalyayana, that has been narrated in a sublime
manner in Buddhist canons (in the Mahavagga of the Vinaya-
pitaka). The few and small fragments that are available to us
unfortunately do not permit us to draw any conclusion with
regard to the merit and contents of the drama as well as
about its poetical accomplishment. There is only o n e instance
that allows us to surmise that the dramatist A§vaghosas was not
inferior in rank te the epic writer. In a dialogue between
Sariputra and the vidiisaka the latter says : “This lesson does
not appear palatable for such Brahmanas as we are.. *** To which
Sariputra promptly replies: “Medicine heals the sick though
administered by one of an inferior caste... Does water not bring
vigour to the person oppressed by heat, when it has been®ffered to
him by somebody of a low caste?”’ In any case the available frag-
ments enable us to understand distinctly that here the technique
of the drama on the whole is the same asin the classical drama.
In case the vidiisaka, the fool, is wanting at one place, it
appears proper there that he is not a companion of a Buddhist
saint.

Before the discovery of this drama of Aévaghosa, Liid-
ers had succeeded in assembling, from out of the same
fragments of palm-leaf manuscripts, which contained the portion

“of this drama of A§vaghosa, also fragmentsof two other dramas.
On palaeographical grounds they too must be attributed to

1. Sec above II, 225; transl. 289, and WZKM 27, 40. f.
& 2. Das Sariputraprakarana, ein Drama des Aévaghosa, SBA 1911,
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the age of the Kusana rule, and therefore, not far away in time
from that of the poetry of A§vaghosal. One of these fragments
contains a scene of anallégorical drama. Buddhi (intelligence),
Dhrti (patience) and Kirti (fame) enter and extol the Buddha
as ‘“the light, that bears the name man”. Kirti asks—
“Where does the Buddha now dwell ?”*  To this Buddhi replies:
“Since his supernatural power is not limited, one should first
ask, where does he not live. . . He moves in the air as the bird
and. .. sinks into the earth like water, he multiplies his form,
causes the sky to shower streams of water and shines like the
cloud in the evening glow...” The Buddha himself appears
surrounded by a brilliant halo. From the available fragments
1t is not possible to say anything about the subject-matter of the
second drama. It is, however, important to the extent that we
are able to know from this the characters that appear in the
piece. In addition to Buddha, Sariputra and Maudgalyayana,
there appear also an ascetic, 2 Brahmana, a2_harlot, and again
the vidiisaka. The last oneplays the same role as in the classical
dramas. He is a lover of dainty dishes and above all the carrier
of comic scenes, that are, therefore, not wanting in these dramas,
that serve rather as an edifice than as an entertainment.

Although these three dramas are available to us just in
fragments, they are of inestimable value inasmuch as they show
that in the first century A.D. the technique of drama was
tully developed. We have the division into acts, the vidisaka,
the interchange between prose and verse, the latter composed
in metres of classical Sanskrit poetry, and we have also the
alteration between Sanskrit and Prakrit. In fact Liders
has shown that the Prakrit dialects used in them represent an
older form as compared with the one that is found in classical
dramas. From the point of view of language too they prove
to be precursors of classical Sanskrit dramas.

Not only the Buddhist dramas in Sanskrit were taken to
Central Asia, but there have been found also the fragments

1. H. Liders, Bruchsticke buddhistischer Dramen (Kd&niglich
Preuszische Turfan-Expeditionen, Kleinere Sanskrittexte), Berlin, 1911;
Buddhistische Dramen aus vorklassischer Zeit (Internationale Wochcnscgrih
V, 1911, No. 22.). The hypothesis of Liiders (SBA. 1911, p. 409 ) that both the
dramas were written by Afvaghosa cannot be proved; nevertheless it is not
outright improbable. P
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of Buddhist dramas written in a Central Asian language
(Tocharian ?)1,

In classical Sanskrit poetry we do not have any Buddhist
drama available to us. Even the drama Nigananda of King
Harsadeva cannot be reckoned particularly as Buddhist. The
dramaL okananda ofthepoetand grammarian Candra-
gomin has come down to us only in its Tibetan translation in
the Tanjur. I-tsing makes a mention of the lyrico-dramatic
rendering of the Vessantara-Jataka in the words: “The Mahasatta
Candra, a learned man of Eastern India, composed a lyric
poem on Prince Viévintara, till then known as Sudina,
and all men sing and dance it in all the five provinces
of India?”.

In Burma even to-day the Vessentara-Jataka is presented
as a drama on the stage® and the consecration of every novice
is a type of drama®. In China too Buddhist legends are presented
as dramas or as an opera in the theatre. In Buddhist mon-steries
of Tibet we find the relics of ancient popular religious plays,
that are parts of the spring and autumn festivals5,

1. Among the fragments of the Tocharian manuscripts, that have been
brought by Pelliot from Douldour—Aqour and Touen-houang, are found
also those of two such dramas as have the biography of Buddha as their
theme. They show, (according to Lévi, JA 1911, s. 10, t. XVII, 139)
influence of Indian dramaturgy and fill some lacunae between Indian and
Chinese theatres.

2. Takakasu, I-tsing 164. Lévi (BEEFO 3, 1903, 41f.)
presumes that I-tsing by Mahasattva Candra means Candragomin and this
alludes to Lokidnanda, although the hero of this drama is not Viivintara,
but the little known Chinese Maniciida. The equation of Candragomin with
the ‘““Mahiasattva Candra” or Candradisa, however, has been refuted by B.
Liebich, Das Datum Candagomin’s und Kalidasa’s, Breslau 1903, p. 9 ff.,
on strong grounds.

3. One such representation has been described by Bhikkhu Ananda
Metteya, Im Schatten von Shwe Dagon, ein buddhistisches Kultur-bild
aus Burma, Leipzig, Buddhist Verlag, loc cit, p. 25 ff.

4. The novice represents Prince Siddhartha and the chief moments
of the Buddha-legends are reproduced in the ordination ceremony.

5. Lévi g21 f. The “Tame-bin-shi” (‘“Blessing of Knowledge”)
played by the Lamas in Tibet, as described by Hermann Sehlagint-
weit (in his brother Emil Schlagintweit’s book, Buddhism in Tibet, Leipzig
and London, 1863, p. 232, ff.), in which noble and evil spirit ;ppcat before men,
seem more as religious mask plays, than as real dramas. The religious play
of the Buddhists of Arakan described by R. Spence Hardy (Eastern
Monachism, London 1860, p. 236) represents a fight between good and evil

irits (devas and yakas ), has, however, little of a real drama . [ For similar-
ann' ese performances see Annales du musée Guimet, XII, 416f.] .
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The Dramas of Bhisa, Siidraka and Viéikhadatta

If A$vaghosa, the oldest known dramatist-poet, was a
pious Buddhist monk, Bhasa, the first great poet, whose
complete dramas are available to us, was a pious devoteg; of
Visnu and probably a Brihmana.

Formerly Bhisa was known just by name as a predecessor
of Kalidasa, who mentions him first of all in the prelude to his
drama, the Malavikdgnimitra, where the actor asks: “How does
the assembly show so much of honour to the work of a living
author, Kalidasa, by passing over the poetical works of the
widely known poets like Bhasa, Saumilla, Kaviputra and
others ?’’1 It is apparent that Kilidasa, who in several places
of his work, has Bhisa as the model, has referred to him
and perhaps has also imitated him here and there?, The poet
Béna? praises Bhidsa as a poet who had written dramas. Vikpati
mentions him in the Gaiidavaho (verse 800) among his favourite
poets. In commentaries of the 9th and 12th centuries is men-
tioned a drama Svapnanitaka or Svapnavasavadattanataka.
Rajasekhara says (in a verse in the anthology Siktimuktivali)
that of all dramas of Bhasa only the Svapnavasavadatta proved
itself non-combustible in the fire of criticism. And in several
anthologies we find a number of straystanzis that are attributed
to Bhasa®. That is all that was known about Bhasa till 1910.

1. Cfi Léviigy fl.; Pischel, GGA 1883, p.1232f.; Gana-
ga ti Sastri in the introduction to his edition of Svapnavasavadatta and
ratimanitaka; Jacobi, Internat. Monatsschrift VII, 1913, p. 653 ff.,
A. A. Macdonell, JRAS 1913, p. 186 ff.; V. A. Smith Ind. Ant.
40, 1911, p. 87ff.; Suali, GSAI 25, 1912, p. 5ff., Hertel, Jinakirti’s
‘‘Geschichte von Pala und Gopala, p. 152 ff.; Max Lindenau, Bhisa-
Studien, ein Betrag zur Geschichte des altindischen Dramas, Leipzig 1918.
[V.S.Sukthankar in JBRAS 1g21-22, pp. 230-249. S. Lévi,
JA 1923, p. 19 f.; A. K. and K. R. Pisharoti, BSOS III, p. 107f.;
A. K. Pisharoti, Bh3as’s Works (Reprinted from the Malayalam
journal, Rasikaratna), Trivendrum 1925; K. R. Pisharoti, BSOS
II1, p. 639, IHQ I, 1925, pp. 103 f.; JBRAS, 1925, p. 246; C.R. Dev-
adhar, ABORI, 1924-25, p.55f; C. Kunhan Raja, Z. f. Ind.
und Iran, II, p. 247 f. and Journal of Or. Res. Madras, 1927, p. 232 f.; H.
Weller, Festgabe Harmann Jacobi, Bonn 1926, pp. 114-125; Winter-
nitz, Woolner, Com. Vol. 1940, p. 297 f.; A. D. Pusalkar, Bhasa, a

Study, Lahore... 1940, etc. —S. K. De, HSL, 102 ].
2. Ganapati Sastri, Svapnavasavadatta, Introd. p. XXXVII

f. and Pratim#nitaka, Introd. p. III ff.

3. Hargacarita, Introductory verse 15.

4. Verses of Bhasa have been collected in anthologies and transiated
into German by Aufrecht, Ind. Stud. 17, 168 fl.; ZDMG 27, 65; 36,
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A.D. In the year 1910 an Indian scholar T. Ganpati
Sastri found in course of a tour undertaken for collection
of Sanskrit manuscripts in South Travancore a palm-leaf manus-
cript, that contained ten dramas and fragments of an eleventh
one, that he rightly called as the best dremas of Bhisa.
Subsequently two more dramas were found that showed the
same characteristics as the ten dramas that were first found and
could alsp be included among the writings of Bhisal.

All these dramas have certain specicl peculiarities, on
account of which they are distinguished from all the hitherto
known classical pieces. All the other dramas begin with the
néndi, that is followed by the stage-direction: ““after the nandi
is over the siitradhara (enters)”’, and then the prelude begins
with the talk of the siitradhdara. All the recently discovered
dramas begin with the words: “after the nandi is over,
the siitradhdra enters”, and then he utters the introductory
benedictory prayer to Visnu? in which the names of the main
characters of the play are usually mentioned in a significant
manner. In classical dramas, in the prelude, somcthing is
said in praise of the work that is being presented and the name
of its author is mentioned in very high terms. That is not the
case in the recently discovered dramas. The prelude is always
very short and abruptly leads to the beginning of the first act.?

gyof.,and Peterson, Subh. 8o ff.; JRAS 1891, 331 f., sec also above p.
117, 177.
1. That the 13 anonymous dramas that have been found should be
attributed to Bhisa has been opposed by Bhattanatha Svamin
&Ind. Ant. 45, 1916, 189ff.) and L. D. Barnett (BSOS, I, 3, 1920, p. 35
.). Both of them have advanced noteworthy arguments, and in the
opinion of W. they have shot at the target” A.Banerji-Sastri, JRAS
1921, p. 367 fi. ’has defended the authorship of Bhasa, which has been refuted
byBarnett, ibid p. 587 ff. The linguistic and metrical researches of V.
S.Sukthankar, Studies in Bhisa, JAOS 40, 1920, 248 fI.; 41, 1921, 1 fI.
and of Wilhelm P rin tz, Bhasa’s Prakrit, Frankfurt a. M. 1921 (published
by the author) establish the hypothesis that all the pieces have one and
the same author, and that it is strongly probable that he was older than
Kailidasa. Consequently they have strengthened the amount of probability
of the hypothesis, that the dramas are of Bhasa. Winternitz
has attempted to show in an essay ‘‘Der indische Dramendichter Bhasa”
(Ostasiat. Zeitschrift IX, 1922, p. 282 ff.) what can be said in favour of this
hypothesis. notwithstanding certain opinions that are against it and cannot
be brushed aside. See also Konow, Ind. Ant. 49, 1920, 1233 f., F. W.

Thomas, JRAS 1922 ff.
2. This benedictory utterance would not, therefore, be called ‘‘nandi”,

see above, p. 182 {.

3. At the end of the prelude in the classical dramas, it is mentioned
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As the pieces begin with a benedictory stanza, they end as well
with it. This “concluding sentence of the actor” (bharatavikya)
'is very much different in other dramas: but in the recently
discovered ones, in many cases, it is expressed in the same words,
however, in all cases the meaning at least remains the same: “may
the lion-strong king ( rdjasiriha ) rule over the whole of this
earth (or ‘our country)”. Moreover, these dramas show all
sorts of uniformity in respect of syntax and idiom. In none
of them, as is the case in other works, the title and the name
of the author are mentioned at the end. And on the basis of
the said characteristic similarities found in these dramas, their
discoverer was able to conclude that all of them belonged to
a single author. Since among these dramas was found
also Svapnavasavadatta, that is attributed to Bhasa by Rija-
$ekhara, it was concluded that the writer of all these dramas was
Bhasa. His statement finds support in the circumstance that
all of them exhibit the same antiquarian stamp. They are distin-
guished from classical dramas also on account of their decidedly -
smaller extension. And lastly all of them are remarkable
and partly contain first rate poetry that prima facie make the
hypothesis that they had been written by a great poet probable.
Since now among the predecessors of Kalidasa there is no name
that is so famous as that of Bhasa, this lends support to the view
that we have here the dramas of Bhasa. It is to be always kept
in mind that whenever in the following pages we speak about
the recently discovered dramas of Bhasa this has to be taken
with certain reservation!.

It is not possible to determine with certainty the age of
Bhasa, and his place too is unknown. From his dramas all
that we are able to deduce with some certainty is that
in case he was mot a Brihmana, which probably
he was, he was at any rate a strict follower of Brahmanical
religion and practices and credulous devotee of Visnu. He
delights in mentioning in his dramas Brahmapical rites and
customs and always stresses upon the supreme status of the

asprastdvana, inthe recently discovered piecesit is named as sthia-
pand. Only in the Karnabhira it is called prastiavana.

[1. Winternitz is reported to have later expressed the opinion
that he was no longer a believer in Bhisa’s authorship of the plays. (C. R.
Dev atilhar, pref. to his ed., Poona 1937, referred to by S. K. De, HSL,
p-. 102, . .
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Brahmanas. It will sufficc here to quote a few sentences
from him for the purpose of proving it; viz.... sarvatra sadd
ca ndma dvijottamah pijyatamak  prthivyam, “Everywhere and
every moment are the Brdhmanas worthy of the highest
honour on the earth’; viprotsanige vittamavarjya sarvam rdjit deyagh
cdpamatrarh sutebhyak, “The king should hand over to the
Brihmanas the entire wealth of his kingdom and leave only his
bow for his sons”’. Furthermore the poet’s staunch faith in Visnu
becomes evident here and there in his dramas. Krsna is the
highest god in particular. In the Diitavakya and the Bala-
carita-each line breathesthe feeling of absolute surrender to the
devotion of Visnu. He is familiar with the complete Krsna-legend.
In case it be probable that the cowherd god Krsna became identi-
cal with Viasudeva Krsna in about the period of the birth of
Christ and that this cult was propagated by the Abhiras in the
first century A.D.2, it will go to prove that Bhisa could not, as
Ganapati has tried to show, have lived before Christ. The
Abhiras attained political influence first in the second and third
centuries A.D. In any case it is remarkable that neither the cow-
herd god Krsna nor Rama is mentioned as an incarnation of
Visnu in any inscription written before the Christian era,’
whilst Bhisa’s treatment of the Krsna-legend as well as his notion
about Rima in the Abhisekanataka presupposes peak
development of the cult of Visnu as in his faith in Krsna- and
Rama-incarnations. That Bhisa could not be of so early an age
follows also from the fact that he knew the Mahéabharata
almost exactly in the form in which we have it today and he
has mentioned literary works of which pre-Christian origin
is doubtfyl. Thus in the Pratimanitaka (act V) he mentions
one Minaviya Dharma$astra, a Barhaspatya Arthafastra, a
Nyayaéastra of Medhatithi and a Pracetasa-Sriddha-
kalpa. The Yogasastra is referred to here and in the
Avimiaraka, the Arthaéastra, in the Pratijfidyau-
gandhardayana. Lastly in the matter of language and
style too Bhasa stands closer to Kaliddsa than to Asvaghosa.
That the latter is older is proved also by the fact that his Prakrit

1. Madhyamavyayoga g; Paficaritra 1, 6 and 22.
2. Bhandarkar, Vaiggavism, Saivism etc. p. 37 f.
3. Bhandarkar, ibid, pp. 35 f., 46.
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represents an earlier stage of development than that of the classi-
cal dramas, although the Prakrit of Bhasa deviates little from
that of Kalidasal. In case, therefore, we can with some certainty
fix the date of Aévaghosa probably in the 2nd century A.D.,
Bhisa can be placed not before the end of the 3rd century or the
first-half of the 4th century A.D. He could have hardly lived
more than 100 years before Kalidasa®,

Upto the present time thirteen dramas of Bhasa—as
in any case, we are in a position to state with a high degree of
probability—have come to be known. The Pzficaratra derives
its plot from the Mahabhéarata and so do the one-act plays
Diitavikya, Madhyamavyayoga, Diitaghatotkaca, Karnabhara
and Orubhanga, that perhaps are the earliest works of the
author. The Bilacarita treats the story of Krsna, and both the
Pratimanataka and the Abhisekanitaka narrate Rama-legends.
The themes of the Svapnavasavadatta and the Pratijfia-
yaugandhariyana have been retold from the Brhatkatha of
Gunidhya® and probably the plots of the dramas Avimaraka
and Daridracarudatta have been taken from the same source!.

The comparative simplicity of style, several ingenuities in
shortening of the plot and occasional linguistic unevenness as
well go to show that the dramas, of which the plots have been
taken from the Mahabharata, belong to the first works of the
poet. Further they go to show that he was a born-dramatist.
Notwithstanding the facts that the plots have been taken from

1. Cf. V. Lesny, ZDMG 72, 1917, 203 ff.

2. Lindenau, ibid, p. 14f. believes that Bhisa in the matter
of the technique of drama stands closer to Afvaghosa than to Kilidasa. He
puts Bhidsa in about 200 A.D. and A$vaghosa and Bharata between 100 and
200 A.D. They are, however, mére vague conjectures, since proof is wanting.
[Keith, SD, p. 95 remarks. ., *“‘these matters do not permit of precise
envaluation of time, and, if we place Bhésa about A.D. 300, we go as far as the
evidence allows. Sten Konow, Ind. Drama, p. 51 would assign the
author of the plays to the reign of Ksatrapa Rudrasimha I, i.e. 2nd century
A.D. Barnett conjectures thatrijasirnha is a proper name and refers to
Pandya Tér Maran Réjasiaha I (c. 675 A.D.).—S. K. D e¢ HSL, p. 106. ].

3. It has been wrongly questioned by Hertel, Jinakirtis “Ge-
schichte ,von Pila und Gopala”, p. 152 ff. See also Lacéte, JA,s. 11t
XIII1, 1919, 493 ff.

4. The dramas have been edited by their discoverer Ganapati
Sastri in the TSS. A drama Kiranpavali, a niika, of the
of the Ratnavali, should, according to Krisnamacharya, p. 67
be attributed to Bhéisa, notwithstanding the fact that the existence of this
drama has been doubted by Bhattandtha Svadmin (Ind. Aat,

41, 1912, 141).
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the epic and that these pieces on account of preponderance . of
veérse over prose remind us further of their epical origin, in all
these small dramas the poet has succeeded in making them
extraordinarily dramatic.

~ The Paficaratral is a drama in three acts which
closely follows the fourth book of the Mahabharata. The
poet had known the Virdtaparvan exactly in the same form as
we know it to-day, but he had freely modified the plot.

Krs
dh

In the beginning of the first act, with great vividness,
a forest-fire that breaks out on account of carelessness of a
priést-boy in a sacrifice of Duryodhana,has been described.
At the end of the sacrifice Duryodhana asks in a highly
courteous manner Brihmana Drona, his teacher in archery,
‘as to what does he ask for as his remuneration for
the sacrifice. Drona hasitates to answer. But when
Duryodhana, by hurling holy water on the ground, pro-
mises to fulfil his desire he says that he wants no sacrificial
fee other than that the Pandavas be given half of the
kingdom. After consultation with Sakuni and Karna,
Duryodhana agrees to doit,on the condition that in case
within five days? a news is received from
the Pandavas, he will surrender to them half of his empire.
Whilst Drona is very much depressed at this condition,
because nobody has heard anything about the exiled Pan-
davas during the period of twelve years, there comes a
messenger who reports that Virata will not appear for
the honour of the princes on account of the grief that he is
.undergoing due to the killing of the hundred Kicakas.
Bhigma suspects that Bhima must be behind it and advises
Drona to agree to the proposed condition. Thereafter |
Bhigma instigates Duryodhana to arrange for a raid into
the cow-pen of King Virdta. This raid into the cow-pen
forms the theme of the second act that is played inside
the palace of Virata. Uttara, the son of Virata, enters
“into the fight against Duryodhana and wins it,
bacause Arjuna, in the garb of a eunuch Brhan-

1. Published in TSS Nr. 17, 1912; with a Sanskrit commentary [ of
niacarya Sastri and an English translation by W. G. Uz-

awareshe, Indore 1920.]

2. Hence the title: The drama of the event in the five days.
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nala-drives his chariot. The news of the battle is brought
to the audience by a herald, who returns back and brings
another report. Bhirha pulls Abhimanyu from the
chariot and takes him a prisoner. At the end of the act
the Pandavas disclose their identity. Arjuna takes
Uttara as the bride for his son. The third act takes us
into the court of Duryodhana. A servant brings the news
of capture of Abhimanyu. With the help of an arrow,
of which the shaft is named **arjuna’’, the actual position
becomes known. Thus within the period of five
days comes the news about the Pandavas and Duryo-
dhana is obliged to surrender to them half of his empire.
The double role, in which the disguised Pandavas appear
in the court of Virata, is employed to bring in much of
activity in the drama. The proper device of the poet
inler alia is the imprisonment of Abhimanyu by Bhimal,
that introduces a dramatic scene between the father and
the son.

The poct has evidently utilized the episode of the demon
Baka and the Brahmana family of the Mahabharata? for con-
struction of the theme of the one-act play Madhyama-
vyayogad It is indeed wholly naive and fashioned.
with a dramatic skill. The one-act Ditavakya, “The
Message™ is an outright free dramatisation of the episode of
Krsna’s presenting himself as an envoy of the Pandavas and
is narrated in the Mahabharata®.

Krsna appears in the council-hall of Duryodhana as
the envoy of the Pandavas. With the intention of annoy-
ing Krsna, Duryodhana gets brought a piece of painting,
in which the scene of dragging by hair into the hall of half-
naked Draupadi has been presented. We get an accurate

1. In W. Bhisma.
2. Mahabh. 1, 157 fI.; see above I, 279, transl. p. 333.

3. This and the four following one-act plays have been. edited
in the TSS No. 22, 1g912. The theme is based on the event that Bhima is..
referred to as ‘“the middle’’ (madhyama ) among the five sons of Pindu. Empha-
sis is laid on this nomenclature also in the Paficaritra (p. 40), a thing that
goes to prove that both the pieces were written by one and the same author.
% his play has been translated by E. P. Janvier, Mysore, 1921, and

. E.6 Pavolini, GSAI, XXIX, 1 f.] On the vyiyoga, scc above
. 186. C
P 4. Mahabh. 5, 91, 94 ., 1 124-131.
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description of the picture in the speech of Duryodhanal.

Krsna, however, appears here as a human envoy and as

Supreme God at the same time. Hence he is neither terrifi-

ed, nor are they able to arrest him. He assumes the form

of All-Pervasive (Vi¢variipa) and is soon tall, soon small,
soon he multiplies himself, so much so that the entire

hall becames full of Krsnas®. In anger he calls for a

mighty demon, who hands over to him his terrible weapons.

All these appear on the scene in personification; lastly

_also Bird Garuda, the conveyance of Visnu, comes in.

At the end, however, his anger gets pacified and the old

blind king Dhrtarastra thoroughly appeases the Supreme

God with his submissive prayer.

Like this piece, Dataghatotkaca, ‘“(The Drama
of) Ghatotkaca as messenger’”’, a considerably dull one-
act play, mainly serves towards glorification of Krsna. The
very incomplete theme has been invented by the poet, since the
Mahabharata does not know about the ambassadorship of
Ghatotkaca,with which the rest of the drama has nothing to do
except the tragic death of the boy Abhimanyu. The Karna-
bhara, “(The Drama of) Load of Karna”3, is a dramatisa-
tion of the tale of the Mahabharata (1, 111), where Indra
appears in the guise of a Brahmana-beggar and asks for his coat
of mail and ear-ring. Among these one-act plays, the most
significant is the Orubhanga, “The (Drama of) Fracture
of the Thigh”, a poetic creation that is worthy of the fame of
Bhiasa. Not only is the language of higher style and beauty,
but the dramatisation of the plot* too has been executed with a
superior skill.

In the beginning of the drama three heralds, of
whom each alternately recites a verse, describe the battle-
field and the fighting with a mace, that has taken place
between Duryodhana and Bhima in the really difficult

1.. The passage is important for the criticism of the Mahabh. II,
67f.3scc Winternitz, Festschrift Kuhn, p. 299 ff.

2. We can hardly understand how all this and also the subsequent

arance of the weapons and of Garuda could be represented on the stage.
hat probably is left to the imagination of the audience.

3. Perhaps “Karpa’s Coat of Mail”’;so according to Lindenau,
Ibid, p. 8.

4. Mahibh. g, 58.
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kavya-style. So probably in verses, as in prose, the poet,
whose language is elsewhere so simple, proves him-self a
master of the kdvya-style. Thus in stanza 6 he compares
a battle with a frightful sacrifice, in which the trunks
of elephants are represented as the poles of a sacrifice
(ytipa),the arrows, as the holy grass, the stratified bodies
of killed elephants form the altar, in which the fire of the
enemy is enflamed, the battle-cry is the sacred mutter-
ing of sacrificial formulae, and the men who have fallen
down are the beasts of sacrifice. Agzinst 1l rules of Indian
dramaturgy Duryodhana, with his broken ribs, appears in
person on the scene. Unusual is the scene where the boy
Durjaya searches for his father in the battle-field; touch-
ing is the meeting of the dying wounded king with his
hoary old blind father and his worthy mother Gandhari,
in which the only request he mzkes is that in his next
birth too may she become his mother. Of all the Indian
dramas, this small picce alone reminds us of the Greek
tragedy, and in fact it ends tragically with the words
that Duryodhana “enters into the heaven”.

The Balacarita, ‘“The Adventure of Boy (Krsna)”’}, is
the oldest of the available dramas that have the Krsna-legend
as their theme. In this work too Bhasa extractsin a historical
manner the dramatic elements from the famous legends and has
frecly introduced many things for the purpose of dramatic action.

Here the poet presents the wonderful activities of the
divine hero partly in a realistic manner on the stage and
partly he narrates them in a lively and not altogether
devised brief report. As in the Ditavakya, here too the
weapons of the God Visnu and his conveyance Garuda
appear on the stage as dramatic characters. The begin-
ning of the second act is a thrilling scene, invented by
the poet. Horrible fantoms appear before Karsa in his
bed-chamber; the curse of the rsi appears asa Candala,

. 1. Edited in TSS, No. 21, 1912, Cf. V. Lesny, Bhésovo Bila-
caritam (Listy filologické 42, 1915, 437 f.); Winternitz, ZDMG 74,
1920, 125 fl.; Lind en au, ibid, p.22 ff. An edition and German trans-
lation (Die Abenteuer des Knaben Krischna) of the BA&lacarita by
H.Weller had been published in 1922 at Leipzig.

Winternitz—History of Indian Literature, Vol. III, 14
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and among his retinue appear the young Candila-
girls dressed in black, who rush upon him and want
him to rejoice with them. Against all rules of drama-
turgy the fight of the bull-demon Arista is presented on
the stage in act II1 and that ends in the destruction of the
demon in act IV. Likewise the defeat of the snake-demon
Kaliya in act IV takes place at least partly on the stage.
And in the fifth act not only the pugilisy Cantira and
Mustika, but also Kamsa himself is dashed on the ground
with the word:
kamsasuram ca yamalokamaham nayami |
“And also the demon Kamsa, I send
Forth into the world of Yama.”
Krsna mounts the terrace, pulls Kamsa by his head,
and slays him on the ground:
esa esa durdtma kamsah—
vistirnalohitamukhal parivritanetro
bhagnamsukanthakatijanukarorujasighah |
vicchinnaharapatitangadalambasiitro
vajraprabhagnasikharal patito yathadrik W
“Here lies he, the devil Kamsa—
With his face besmeared with blood; eyes oozing out,
Shoulders, neck, hips, thighs, handsand knees broken,
The chain of the neck broken and the bracelets fallen
down,
The belt hanging—is dying, like 2 hillthat has tum-
bled with the stroke of thunder.”
In the whole drama, Bhasa appears as a devout
worshipper of Krsna. He does not allow a single moment
for his audience to think that the hero is not only a god,
but the Supreme Divine Being, Narayana—Visnu.
Bothinthe Pratimanatakaandinthe Abhise-
kanitaka Bhisa has dealt with the story of Rama. The
Pratimanitaka, “The Drama of the Picture’? repro-
duces in its seven acts the contents of the main story of the
Ramaiyana, Books IT and III in a very independent manner.
In the first three and fifth acts the poet has especially retold
the story with a free device.

i, Published in TSS No. 42, 1915.



DRAMATIC POETRY—PRATIMANATAKA a1

In act I we sce how Sitd puts on just for fun the
bark-garment, accidently brought (from the theatre
cloak-room) by one of her maid-servants with a view
to see how it fits her. Then comes the news that the
coronation of Rama is to take place! and at the same time s
delivered the message that the coronation ceremony has
been postponed and that Rima is to go to live in a forest
for 14 years. The action develops (asis usual in Bhasa)
with extraordinary speed. In the bark-garment, worn for
the sake of fun, Sita and likewise the faithful brother Laks-
mana follow Rama into the forest. In act II the bewailings
of King Da$aratha and his death are represented in a
captivating manner. He appears half-mad on the stage,
speaks incoherently and lastly succumbs to the power
of Death. He breathes his last after he has invoked his
ancestors, whom he believes to be seeing. The chamber-
lain spreads a curtain over the dead body. With heart-
rending bewailings of the audience the act ends—that
stands in sharp contrast to ordinary rules of dramaturgy.
Inact III the scene is laid in the picture-palace of his
ancestors, in which the statue of the deceased king
Dagaratha is also installed?. It has been erected for the visit
of the queens when Bharata, free from any presentiment,
returns by chariot to Ayodhya from the house of his
matcrnal uncle. While he is in repose, that he takes in
front of the temple, for the first time he comes to know
about the misfortune in a talk with a temple-priest. Just
after he has fallen into swoon the queens come with
Sumantra. Bharata regains his consciousness and greets
respectfully Kausalya and Sumitraand reproaches Kaikeyi.

1. Even the preparation made in the concert-hall (sarhgitasild,

tpl.x'e*IZ ifl;ol' staging of a suitable drama is a part of the ceremony of ordination of
g.

2. The scene of the picture-palace of ancestors is an innovation
of Bhasa, that he wants to indicate also by the title of the drama. It is
remarkable that in Indian literature we find a mention of a custom like installa-
tion of pictures of ancestors in a temple. The custom seems to be unknown
even to Bharata. Prthvipila, minister of Jayasiha and Kumirapila,
8ot erected ‘‘a mandapa witg columns and a self-opening hall, in which the
statues of seven of his ancestors were presented in the picture of mounting
clephants in the temple, got built by Vimala on the mountain Arbuda in the
z“x";?%; Sec H. Jacobi, Sanatkumaracaritam (ABayA XXXI, 2, 1923)
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He refuses to be coronated as king and decides to go to
Rama. The journey to the forest-hermitage of Rama con-
stitutes the subject-matter of act I'V. Original is the abduc-
tion of Sitd in act V. Here we find both Rama and Sita in
agrove in which the latter waters one of her favourite
plants. Rama is aggrieved because he has to perform the
$rdddha on the day of anniversary of his father’s death
and isnotina position to offer suitable gifts to the people.
Then comes the demon Ravana in the guise of a mendi-
cant, who is respectfully received and honourcd as a guest
by Rama and Sita. Ravara says that he has studicd the
Vedas and the Sastras, particularly the Sraddhakalpa, the
manual of offerings to the mancs. Rama takes a note
of this and seeks his advice as to how he can pay homage
to his deceascd fore-fathers in the best manner. Ravana
describes the gifts with which one should try to pay respects
to his fathers and then says that there livesin the Himalaya
a type of antelope with which the manes can be got satis-
fied fully. Whilst they are thus conversing Rama sees
an antelope that is exactly like this—and is running in
his front. It is an illusion created through witchcraft
by Ravana. Réama hastens after it and lcaves Sita all
alone. Rivara takes advantage of this circumstance and
carrics away Sita crying for help. The rest of the plot
deviates little from the famous story.

In the Abhisekani taka, “The Drama of Corona-
tion (of Rama)”’! in six acts, is presentcd what is just passingly
hinted at in act VII of the Pratimanataka. In the Abhise-
kanataka the contents of books IV-VI of the Ramayana have
briefly been put togethcr. Whilst in the Pratiméanataka Rama
is a human hero, in the Abhisekanataka, particularly in acts
IV and VI, he is revered as the sole Lord Visnu or Narayana,
and in act VII Agni declares that Sita is an incarnation of
Goddess Laksmi.

The act I, in which Vilin, the monkey-king, expries
on the stage, is in itself a short tragedy. In many of the

details Bhasa deviates from the epic. Thus in act IV a

1. Published in TSS No. 26, 1913. [Trans. E. Beccarini-
Crescenzi, GSAL XXVII, 1ff, ]. Many of the verbal correspondences
g0 to prove that the two Rama-dramas had one and the same author.
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bridge, extending upto Lanka, is not constructed on the
ocean but the gcd Varura gets frightened at the threat
of Rama. He appears fully perturbed, prays Rama, as
Narayara, who has become a man, “the ultimate cause
of the three worlds”, requests him to pardon his fault
and offers him free passage by which the occan gets
divided into two to enable his army to go across it. Rama
walks over it and in a moment he is present in Lanka.
He casts his prolonged glance at the island that has been
discarded by fortunc and will shortly be destroyed with
his arrows:—

udadhijalagateva naurvipannd

nipatati ravanakarnadharadosat n

“Like a forlorn ship, that has sunk

Into the ocean, sinks down (the city of Lanki),

On account of the fault of Ravana, the helmsman.*’

A fitting deviation from the epic occurs in act V,
where the episodes of the Ramayana VI, 31 and VI, 92
are joined together: Ravana downright shows Sitd the
heads, dctached from the bodies, appearing to be those of
the heroes Rama and Laksmana, killed by Indrajit—in fact,
it is a delusion caused through witchcraft—then comes a
-messenger, who brings the news that his son Indrajit has
becn killed by Rama. It has really a greater dramatic
consequence. Bhasa has not at all worked towards easy
dramatisation, but has indeed fashioned a real drama out
of the epic. The language is clear and simple. Yet
beautiful pictures are not wanting here. Thus Laksmana
shouts at the sight of the ocean (VI, 3): “Here, here is
the Lord Varuna” -

sajalajaladharendranilaniro

vilulitaphenatarangacaruharak |

samadhigatanadisahasrabahur

haririva bhati saritpatih Sayanakh

“Like Hari, appears the river-lord lying stretched,

With his one thousand arms of river extended;

He shines forth, his saphire-blue water looking

like the cloud, full of water,

Wearing the beautiful garland of waves with foams

scattered about,”’
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Again in the concluding stanza of act IV there is
a splendid description of the sun-set :

astadrimastakagatal pratisarmhyiamsub

sandhyanurafijitavapub pratibhati saryah

raktojjvalamsukavrie dviradasya kumbhe

Jambinadena racitalh pulako yathaiva |\

“The sun has reached the top of the setting hill;
. He has collected his rays;

He looks brilliant with his body coloured by the even-

ing

And appears like a jewel placed together with gold

On an elephant’s temple, covered with a shining

) . red piece of cloth.”

Quite different from all these dramas, based on epics,

in which there is neither a vidiisaka nor a comic scene, in which

verses are strongly dominent and Prakrit is wholly left behind

Sanskrit, are the prakaranas of Bhasal. The most

important of these and undoubtedly the master work of the poet

is the Svapnavasavadattal, “(The Drama of) Vasa-

vadattd (who meets her husband) in a Dream’. The subject-

matter of the piece, of which the plot has probably been taken
from the Brhatkatha of Gunadhya, is as follows:—

The soothsayers have predicted that for the good
of King Udayana and his kingdom it is necessary that he
marries Padmavati, a sister of the king of Magadha.
But the king loves his wife Vasavadatta so cordially that
he can never even think of taking a second wife. This
touches very much his clever and faithful minister Yaugan-
dharayara. He gets the city set into flames and the
rumour is spread that he, along with Vasavadatta, whom he
has been trying to save, has been burnt. Then dressed as
an ascetic he travels with Viasavadatta, whom he declares
to be his sister, upto Magadha, where he leaves his preten-
ded sister in the care of Princess Padmavati. The two
ladies at once contract friendship. In act IT we see them
together playing ball. From their conversation we learn

1.  Published in TSS No. 15, 1912, Translated into German by H.
Jacobiin Internat. Monatsschrift VII, 1913, p. 653 f. ‘and into French
by A. Baston, Paris 1914 (Bibl, or Elzéviriecnne No. 87) with a foreword
by S. L évi. An English translation by G.Sherriffand PannaLall
was published at Allahabad in 1918 (according to Ind. Aat. 48, 176).
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that Padmavati has 2 mind to marry King Udayana.
Soon the nurse of Padmaivati reports that Udayana has
agreed to accept the latter as his wife. The soliloquy of
Vasavadatta shows how greatly she gets perturbed at this.
But she has, however, the satisfaction,as she concludes from
the words of the nurse, that her husband wants to have a
second spouse only out of sense of duty and not account of
lack of affection for her. In acts IIT and IV the marri-
age of Udayana and Padmavati is solemnised. Vasava-
datta is very much pained, as she has to string a garland
for the bride of her own highly beloved husband. In act
IV there is an interlude in which the vidiisaka enters and
expresses his satisfaction that the marriage has taken
place early in which he has enjoyed dainty dishes. But
he complains that his stomach has gone out of order.
Then Padmaivati enters with Viasavadattdi. From their
conversation we learn that King Udayana still loves
Viasavadatta, supposed to be dead, and always thinks
about her. Then the king and the vidiisaka enter into
conversation that the two ladies overhear. The vidisaka
asks the king as to who is dearer to him, whether Vasava-
dattd or Padmavati. The king evades the answer for a
long time, but at last admits that although Padmavati is
loved by him, still his heart always hangs about V3sava-
datta, who is dead. Then the king asks the vidisaka
whether he likes both of them. He, however, decides
in favour of Padmaivati, because she offers him
dainty dishes and takes more care of him. In joke,
however, the king again thinks about Vasavadatta, and his
sorrow again becomes fresh and he begins to weep. When
the vidisaka goes to fetch water for the king to wash his
eyes and the two ladies are deeply touched by the
conversation overheard by them, Visavadatta goes into
retreat and Padmavati approaches her husband. Now the
vidisaka brings water for the king to wash his eyes and
the king in order that Padmaévati may not feel hurt says
that flower-pollens have fallen into his eyes.

Act V is played in the bathing chamber of the palace.
The maid-servants report that Padmavati has got head-
ache and that she is resting on a bed in the bathing
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apartment. Thevidiisaka reports this to the king,and both
of them enter into the bathing chamber. The vidiisaka
gets frightened and hurries backward. He thinks to have
seen a cobra, but in fact, it is a garland of flowers that is
lying onthe earth,and he is ridiculed by the king!. They
go into it, but Padmavati is not there. Here the king
lies on the bed and asks the vidiisaka to tell him a story.
: He begins his story in a stupid manner and the king
sleeps in the meantime. The vidasaka goes away, and
Visavadatta comes in to see Padmavati, who is not feeling
well. She sits on the bed, believing Padmaivati to be
sleeping there. But when in dream the king utters “O
Vasavadatta”, she comes to know that it is the king.
He dreams, and in the dream he speaks with Vasavadatta.
She stays there a little, while he is dreaming and replies
to his questions, but she retreats back before the king
rises up. Hardly she is out when the king awakes from
his slumber and shouts:—
vasavadatte, tistha tistha ha dhik?,
niskraman sambhramendhari
dvarapaksena taditah \
lato  vyaktawh na janami
bhatarshoyam manorathah \I
“Vasavadatta, please stay ! ah !
While I was going out in haste,
I struck against a wing of the door,
Thence I know not clearly,
If this is true or it is
Just my wistful thinking.
(Vidisaka enters)
Vidiisaka: Are you awoke ? ‘
King: Friend, I have a fresh news: Vasavadatts
is alive !
Vidiisaka:—Ah, where is Vasavadatta ? Visavadatts
died long ago !
King:—Friend, do not say this !
Sayyayamavasuptar man bodhayitvd sakhe gata\

1. In Indian dramas it is one of the typical peculiarities of the vidisaka
that he gets terrified.
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dagdheti bruvatd piirvarm vaficitosmi rumanvald
““When I was asleep, she aroused me up and went away,
I have been deceived by Rumanvin, who formerly
had reported that she was byrnt.”
Vidiisaka: Ah, that is quite unthinkable! Since 1
made a mention of the bathing place in Avanti, you

thought about Viasavadattd and you have seen her in
dream.

King:—

yadi tavadayam svapno dhanyamapratibodhanam \\

athayam vibhramo va syat vibhramo hyastu me ciram \\

“In case, it be merely a drcam,

Blessing it would be, if I had not awoke;

In case it be an illusion,

Let this illusion continue for cver.”

While the vidiisaka is trying to convince him that he
has just dreamt, the chamberlain appears and brings in
the report of break of war; this induces the king to hurry
forth to war.

Act VI takes us into the palace of King Udayana. The
king finds a lute that at one time belonged to Viasavadatta
when he was training her in playing on lute. At the sight
of this lute the painful recollection wakes up in the king:

Srutisukhaninade katharh nu devyah

stanayugale jaghanasthale ca supta \

vthagaganarajovikirnadanda

pratibhayamadhyusitasyaranyavasam 1

api ca, asnigdhdsi ghosavati va lapasvinyg na smarasi |

Sronisamudvahanaparsvanipiditani

khedastanantarasukhanyupagithitani |

uddisya mam ca virahe paridevitan:

vadyantaresu kathitani ca sasmitani |

“Beloved lute, once hast thou rested
Over her breasts and on her thighs ;
How hast thou led the terrible life in the forest,
Where birds have scattered thy stick in dust.”

“Besides, thou art devoid of sentiment,

O Ghosavati, that thou remembereth not about her—
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Carrying thee between her thighs, pressing thee
bstween her arms,
Offering thee the pleasant embrace between her warm
breasts;
Bewailing in her separation from me,
And the conversation full of smiles,
That took place in between musical pauses.”

The amorous bewailing of the king is interrupted by
the arrival of messengers from the parents of Vasava-
dattd. They bring to Udayana, in the name of the queen
(the mother of Vasavadatta), a beautiful picture in
which the king is shown with Vasavadattal. In the
meantime Yaugandharidyara comes to claim back
her pretended sister. With the help of the painting the
identity of Vasavadatta gets disclosed and the facts come
to be known. The beautiful picture leads to the conclud-
ing verse of the actor (bharatavikya):—

imdm sagaraparyantam himvadvindhyakundalam |
mahimekatapatrarkam rajasimhak prasasiu nah n

“May our lion-king protect the whole of this earth, that
extends up to the sea, on whose face the Himalaya and the
Vindhya appear like two giant ear-rings®.”

If we comparc the story as found in Somadeva’s Katha-
saritsagara® with that in Bhasa’s drama we cannot but admire
the latter. It is true that we do know how Bhiasa found the
story in Gunadhya. In case Somadeva rcproduces accurately,
just half-way, the story of the Brhatkatha and has not

1. The picture was produced to ratify in it the sacramental
marriage of Udayana and Vasavadatti that could not be performed actually
on account of the flight of Udayana. It is a thing that is alluded to also at
the end of the drama Pratijfiayaugandharayana. In the Kathasaritsagara 1,
lfathcrc is no mention of the picture, but we find the actual marriage taking
p

ce instead.
2. The transl. given by W. is from Jacobi.

3. Book III, Kap. 15 and 16. F.Lacéote (JA p. 11, t. XIII,
1919, p. 493ff.), attempts, on the basis of similarity of the story in the Katha-
saritsigara and the allusions in the Brhatkathaslokasarhgraha with Bhasa’s Sva-
pnavisavadatta and with the fable of Tapasavatsardjacaiita of Maitrarija, to
reconstruct the form of the story of the Brhatkatha, which had served as the

model for the drama of Bhasa.
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perhaps, that can hardly be assumed, grossly worsened it,
this work is worthy of the greatest admiration on account of
the delicacy and fineness with which Bhisa has eliminated all
that is clumsy and rude in the story. In Somadeva how vulgar
it is, when King Udayana is almost aware of the truth and appa-
rently rests quite, because wise Narada has predicted that he
will have a son from Vasavadatta; so he should simply remain
firm, in case he himself is not to die immediately; but on
the other hand his rash decision to marry Padmavati appears
as a little motivated and crude; and vulgar is the whole of the
conclusion in the Kathasaritsigara. Reversely in Bhasa’s
drama the simplification effected with the help of the dream,
that is certainly a creation of the poet, is fine and delicate.
Without doubt it is the well-merited pride for this innovation
that induced the poet to insert the word “‘dream’ (svapna) in
the title of his drama. The dream prepares the way for the
disclosure that wholly follows as a sequence from the picture.
Because in the drama the king is not aware of the actual situa-
tion. All the remaining scenes are well grounded. The relation-
ship between the two ladies, Vasavadattd and Padmavati,
both of whom are generous in spirit and tender at heart and love
with fidelity one and the same husband, can, however, be fully
realised only from the Indian point of view. The westerners
cannot but sympathise with Vasavadatta in her grief when she,
with another girl, has to make preparations for her husband’s
marriage-celebration and she is obliged to decorate the bride
herself, and with Padmavati when she perceives with painful
resignation that Vasavadatta is loved by the husband the more.
In case, we possessed only this single drama of Bhasa, we
would have been obliged to consider him as one of the greatest
poets, on account of its poetic beauties. But notwithstanding this
it can hardly be of interest for the European theatre, since a
western monogamy-minded audience can scarcely appreciate
the Indian sentiment?.

The Pratijiayaugandhardyana? ¢(The
drama of) of Yaugandharayana (sticking fast) to his Promise”

1. The Svapnavasavadatta must have become known and been
appreciated long ago, since it has many a time been imitated by later poets,
Cf?L. H.Gray, Visavadatti, Introd. p. 1 f.

.2. Edited in .the TSS No. 16, 1912, Hertel, Jinakirtis
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is closely associated in respect of its subject-matter with the
Svapnavasavadatta. It isa drama of entirely different type.
The love, that in the Svapnavasavadatta stands at the
centre, goes wholly into background in this work. Neither
Udayana nor Viasavadatta, whose fate probably forms its
subject-matter, appears on the stage. The hero of the piece
is Minister Yaugandhardayana, and it is his fate that stands
at the centre of this drama. His statesmanship (nit/) and his
fidelity to the king are the qualities that are praised ardently.
The contest of the two ministers, Bharatarohaka and Yaugan-
dhariyana constitutes the moving motif in the dramatic
development.
The drama in four acts narrates the story, that
is narrated also in' the Kathasaritsagara (II, 12-14)
according to the Brhatkathd, how Udayana is brought
on account of the prank of Bharatarohaka, the minister
of King Pradyota of Mahasena, with the help of an artifi-
cial elephant, inside which soldiers are found, as a prisoner
into the kingdom of Pradyota. Here he trains Vasava-
dattd, one of the daughters of the king, in the art of play-
ing on lute and wins her love. The faithful Yaugandha-
rayana hears the story from a spy, gets very much affli-
cated and takes the vow (pratijia) to rescue the king:
yadi Satrubalagrasto rahund candrama iva |
mocayami na rajanar nasmi yaugandharayanaf
“If like the moon, overpowered by Rahu,
I free not the king, held up by the troop of the enemy,
I ccase to be Yaugandharayana.”

«“Geschichte von Pila und Gopila”, p 123 ff., gives 2 surnmary of the con-
tents. In the Svapnav. V1,18 the king says: ““Thou art really Yaugandhara-
yana. While drowning deep we have been rescued by thec through thy efforts
and pretended madauess, through battles as well as with thy clever plannings
set according to the manuals of polity. This alludes to the story of the Prati-
jhdyaugandhardyana. Cf.also above p.218, note 1. That the two dramas have
the same author accordingly can hardly be doubted. P.D. G un e(Annals of
the Bhandarkar Oriental Research Institute, II, 1920-21, p. 1 ff.) compares
the tales of Udayana according Kumarapalapratibodha of Jaina Somaprabha
with those of the Pratijfidyaugandhardyana and the Kathasaritsagara. Since
the promise (pratijiid) occurs only in Bhisa, Gune does not believe that the
Brhatkatha is the source of the three versions, which go back to historical
events. Yet, however, the source may be the Brhatkatha. The stanza Pratijiia-
yaugandhardyana III, 8 that with minor variants occurs in Hemacandra's
‘Trigastisalakdpurusacarita X, 11, 235, appears also in the Brhatkatha. But
the comparison shows that it was an innovation of Bhisa to place the
promise at the central point of the drama. Hence also the titley
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In act III this vow is further extended when the minis-
ter says that he will not continue to be called Yaugan-
dharaya~a if he does not bring back home the people,
the clephants and Viasavadatta together with the king.
With this objective in mind he, dressed as a mad person,
begins to run about the residence of Mahasena for execu-
tion of his plan. The act III, in which the vidisaka and
the two ministers in disguise converse among themselves
in Prakrit, is full of subtleties, in which all that they
say has two meanings and refers to the plan for rescuing
the king!. But Yaugandharayana is not only a clever
and faithful minister, but also a valiant hero in battle...
After he has freed his master from imprisonment he is
captured by the pursuing enemies after a bold defence,
because he is dashed by an clephant with his tusk. Stately
he appears as a prisoner and with a happy face he cries
out: “‘victory is mine !”’, since he has rescued his master
from the jail. Since ‘it is a matter of real luck for an un-
married man to fly into the forest: furthermore aggreable
is the death for him whose desire has been fulfilled: and
in fact there remains nothing for which he who has done
his duty should repent?.’” Full of action is the scene in
which Yaugandharayana, who is wounded and has been
captured, meets his rival, the hostile minister Bharata-
rohaka, who rebukes him by addressing him as proud
and self-conceipted prisoner. As against this, the end, in
which, at the consent of the king for the marriage of
Vasavadatta with Udayana, everybody enjoys unlimited
pleasure, is seemingly abrupt and unmotivated. The
introductory scene of act IV, in which the drunk elephant-
attendant appears, is not devoid of humour.

The drama Avimaraka (in six acts)® too seems

1. Till the present days the Cakkyatrs, a class of actresses in modern
Kerala, play this act under the title Mantrankanataka, and this they
do without knowing its connection with the drama of Bhasa: see Gana-
pati, Pratimdnataka, Introd. p. XL.

2. sukhah khalu niskalatrdnarn kantdrapravesah ramaniyatarah khalu
praptamanorathandm vinipdtah apascattipakarak khalu safcitadharmanam myriyuh
mayd hi...... jayah praptah 1

3. Edited in TSS No. 20, 1920. Beccarini Crescenzi,
L’Avimaraka di Bhasa, GSAI, Vol.28, was not accessible to Winternits.
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to have derived its plot from the Brhatkatha!. The following
is the content of this purely narrative drama:

On account of the curse of a rsi the son of the Sauvira
king becomes a §vapaka, a man of the lowest caste, and
assumes the name Avimaraka, “avi-killer’’, because he
has killed an Asura Avi by name. He saves Kurangi,
the daughter of his maternal uncle Kuntibhoja, from a
mad elephant. At this moment both of them fall in love
with each other. Through the agency of the nurse of the
princess a secret union of the loving couple takes place
in the palace of the maiden. In act III is described with
great dramatic art-the entry of the prince in the guise
of a thief into the palace through a window in a dark
night as well as the appearance of the princessin his
presence. The act ends with the words yadyesa ksanada
bhaved yugasatam dhanyo madanyah kutah, “in case this night
be of 100 yugas duration, who will be fortunate other
than myself”’. Between the acts III and IV passes a
year of enjoyment of their happy secret love. Then this
thing comes to the notice of the guard of the harem.
Avimairaka is obliged to flee away and he gets completely
perplexed. He wants to put an end to his life and jumps
into a forest, that is in flames; but the flames of Agni
are as cool as sandal and do not burn him. When he is
about to kill himself by falling from a hill he meets a
Vidyadhara, who gives him a magic ring, with the help
of which it becomes possible for him to have secret
union with his beloved. He appears before her just when
she is going to commit suicide by hanging herself. In
the meantime the duration of the curse comes to its end,
and with the cooperation of wise Narada, everything
comes to a happy closure with the union of the loving
couple.

Sage Narada, here (as in the Balacarita to0o) is
represented humorously as the popular saint, who likes
only string-music and quarrel. The vidisaka of the
Avimaraka reminds us of the one of the Mrcchakatika.
He is an uncultured Brihmana, who is not able to read

1. Cf. Kathasaritsagata 16, 1112,
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at all, but still helps towards bringing comical changes in
respect of the literary work. Jokingly he says: jannopa-
videna bamhano | civarena rattapado | yadi vattharir avanemi-sam-
anao homi : “I am a Brihmana with my sacred thread,
and with the dress of a beggar, a red-clothed person (i.e.
a Buddhist monk) and when I put off my garment I
become a Jaina monk (naked)”. Likea typical joker
he speaks with predilection for food. But on the other
hand, he is the most faithful friend of the hero, who about
him directly says that he is “witty in entertainments, a
warrior in battle, teacher in grief, and bold 'against the
cnemy”’ (act IV, verse 21). In any case, these are the
characteristics that are not known to be possessed by
the typical vidisakas elsewhere.

In the Avimaraka the language is often very much
artistic. Ornate similes and lengthy compounds prove
familiarity of the poet with the kavya-style. Thus for
example at one place the heat of the sun is described
with a bold comparison (IV, stanza 4):

atyusnd jvariteva bhdskarakarairapitasard mahi

" yaksmartd iva padapah pramusitacchdyd davagnyasraydty
vikrosantyavasd divocchritaguhavyatianandh parvatih
lokayam ravipakanastahrdayah samydti mirchamiva

“The earth resembles a patient suffering from fever,
the trees appear as if suffering from phthysis, the hills look
as if tearing their cave-mouths asunder and crying aloud,
and the entirec world appears to have lost its consciousness
on account of the heat of the sun.”

The most important, for the literary history of India, among
the dramas of Bhisa, is the Daridracdrudatta?

1. Edited in TSS No. 39, 1914. [Ed. also by C. R. Deva-
dhara, Poona, 1939 ]. Translated into Norwegian by Sten Konow in
the journal ‘‘Edda’”, 1916, pp. 389-417. Winternitz says that he could mot
come to a decision with regard to the question whether the drama had come
down to us in an incomplete form, or if this was the last work of the poet that
he could not complete. K o n o w (Festschrift Kuhn, p. 107)says that Siidraka
has added six new acts to the four acts of the drama of Bhisa and he has re
faghioned the whole work. In a private communication K o n o w had written
to Winternitz that the former would try to prove thisin a work of his disciple
G. Morgenstierne that was in the press. Georg Morgen-
stierne, Uber das Verhaltnis zwischen Carudatta und Mycchakatiki,
Leipzig, 1921, indeed proves that Sudraka’s drama is a resetting of
Bhisa’s Daridracarudattaand not(as Bhattanatha, ibid, p. 194, assumes)
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(“The Drama of poor Carudatta)”. Unfortunately it has
come down to us only in a fragmentary form. But its four
acts that we have upto the present time do not leave in our
mind any doubt that the famous drama Mrcchakatikal,
“The Drama of the Clay-cart”, attributed to King Stdraka, is a
genial, elaborate and late adaptation (perhaps a continuation
of Bhasa’s Daridracarudatta. In any case, the four acts of the
Daridracarudatta and the first four acts of the Micchakatika
are related together in a way, that is as close as that existing
between two different recensions of one and the same work.

We unfortunately are not in a position to state clearly
whether the elaboration of the drama of Bhasa in the form of
Mrcchakatika was executed soon after the time of Bhasa or
about a century later. About the poet Sidraka we know

reversely cannot be an abridgment of the Mrcchakatika; but the question,
whether the drama of Bhasa has come down as a torso and has been elaborated
and continued by Stdraka or whether Bhisa had written more then four acts,
asK. C. Mchendale (Bhandarkar Com. Vol. p. 369 f.) will like to prove
cannot be decided. It is certain that four acts of the Daridracarudatta, as
we know it, are a torso. Morgensticrne (ibid, p. 78 f.) correctly remarks
that in no case Sidraka was a plagiator. See also S. K. Belvalkar in
Proceedings and Transactions of the First Oricntal conference, Poona, 1920,
Vol. I, p. LIf. '

1. Critical edition of A.F. Stenzle1, Bonn, 1847. Of the Indian
editions that are worthy of being recommerded are the one with two
commentaries of N. B. Godabole, BSS No. 52, Bombay 1896 and the
other with a commentary of P. H. M.Sanna Sastri andK.P. Parab
in NSP (3d ed. Bombay 19gog). German translations of O. Bohtlingk
(St. Petersburg 1877), L. Fritze (1879) and H. C. Kellner
(Reclaims Univ.-Bibl. 3111, 3112, 1894). English translation of H. H.
Wilson, Select Specimens, Vol. I and of A, W. Ryder in HOS, Vol.
I1X, Cambridge Mass. 1905, [and R.P.Oliver, Illinios, 1938 ]. Appendix
to it in JAOS 27, 1906, 418 ff. French translation of P. Regnaud, Paris
1876. There are also translations in Dutch, Swedish, Danish, Italian and
Russian. Beitrdge zur Erkldrung by C. Cappeller in the Festgruss an
Bohtlingk, p. 20ff., and A. Gawronski in Kuhns Zeitschrift fur.vergl.
Sprachf. 44, 1911, 224fF. People have also tricd to adapt the Mrcchakatika for
the European theatre. In Paris it had been adapted into French by Méry
etGerardde Nerval intheyear 1850 and a new recast had been made
by V. Barrucand in 1895. None of the two adaptations had more
than a momentary success (sce L é vi in Revue de Paris 1895, 1, 818 ff.). In
the adaptation of Emil Pohl (Stuttgart 18g2) the piece went also over to
the German theatre under the title *“Vasantasena’ and became for a time an
attractive drama. Moreover, this adaptation contains much more than
what was ever said by Sidraka, nor has even been thought of in India. A.
Hillebrandt (Alt-Indien, p. 159) directly calls it “rather a caricature
than an adaptation suitable for stage. A brief and free German reproduc-
tion is the “Vasantasen@ cder dasirdenc Wagelchen’ of H.Haberland t,
Leipzig, 18g3. Lion Feuchtwanger’s adaptation (Minich 1916),
Ia; telll:tl'.nt work written for the stage, keeps closer to the original than that of

(] .
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nothing beyond what has been said in the prelude in this regard.
Here he says that the famous poet Siidraka was, ‘“‘the chief
amongst the Aryans’’ (dvijas), a man possessed of excellent
qualities of bedy and mind; he was a scholar of the Rgveda,
the Samaveda, arithmetic, pornography and the science of
elephants. He was cured of a serious eye-disease through the
grace of God Siva. After he saw his son in the office of the king,
he performed a horse-sacrifice and he had attained the age
of one hundred and ten days. But he ended his life by burning
his ownself. On the earth he was equally famous for his skill
in war and for purity of character. But since here we find
a mention of the death of the poet royal, the three stanzas,
in which these biographical data are furnished, must have first
been added to the original work later (by somebody after the
death of the poet, at the time of its presentation on the scene
or in some revised adaptation) in the prelude!. As the king
Stdraka, moreover, is unknown in history—his name we find
neither in inscriptions nor on coins,but only in tales and stories—
it seems f[ruitless to attempt to determine his age2. It is not
improbable that there was a raja, who bore the epithet
Studraka, on account of being of lowly origin, and had adapted
the drama of Bhasa afresh. In this drama we find revolution

1. The prelude itself is found substantially in the drama Daridra-.
carudatta of Bhasa.

2. A poet Sidraka first of all finds mention in Vimana’s Kavya.
lammkaravrtti (3,2,4). The view that the author of the Mrcchakatika is identi-
cal with the Abhira prince Sivadatta, who in the middle of the 3rd century
A.D. overthrew the Andhra dynasty, as stated by K on o w (Festschrift Kuhn,
p. 108 £.), appears to have very weak foundation and stands in contradiction
with regard to the age of A$vaghosa and Bhasa. [ His opinion has been refuted
by J. Charpentier, JRAS, 1923.p.5951%.]. Jacobi (Bhavisatta
Kaha von Dhanavala, p. 83%A) bas shown that act VI of the Mrccha-
katika could not have been written before the 4th century A. D. on account
of the astronomical data found in it. Pischel (GGA 1883, p. 122¢ff.)
has expressed the opinion that the date of the Mrcch. cannot be altogether very
far away from the dates of the great classical poets, viz. Kalidasa, and that its
“‘carliest limit would be towards ,the end of the 5th century A.D.” On the
basis of its language, Gawrons ki (Kuhns Zeitschrift 44, 1911, 241 f.)
concludes that the *'latest age-limit of the Mycchakatika is the 4th century
A.D. The arguments by which Mehendale (ibid X %67 fI.) tries to
make it probable that Stidraka lived in about 550-600 A. D. are weak.
[Jolly, Hindu Law of Partition, Inheritance and Adoption, Calcutta, 1883,
p. 68 f. shows that the legal procedure, as seen in act V, is usually found in law-
books of the 6th and the 7th centuries. ]

Winternitz—History of Indian Literature, Vol. III, 15.
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heralding in matters relating to manners and customs,! and
in it a case of removal of a legitimate king by a cowherd has
been described; besides we find predilection for Prakrit dialects
in it and not for straight standard Sanskrit and notice certain
deviations from the strict rules of dramaturgy, and lastly strong
Buddhist spirit is permeating it — all this appears to go to
point out that the author of the Mrcchakatika does not belong
to any of the two highest Brahmanical castes®.

The authors of older manuals of poetics do not appear to
have held any high opinion regarding the merits of the Mrccha-
katika. They do not seem to consider this work as of sufficiently
high standard for the purpose of quoting examples fromit®. On
the contrary in Europe, the drama has enjoyed high grade of
popularity and has been always held in esteem. The work
fully merits this honour. It deviates from the model more than
any other Indian drama and it has been fashioned wholly
on actual life. The characters are presented in a lively manner.
The comic scenes with their firm humour are full of spirit and
wit, and in the beginning scenes we find many passages that
in the matter of tenderness and fervour remind us of the most
beautiful places in the dramas of Kalidasa. It is true that

1. E. Kuh n (Festschrift Vilhelm Thomsen, Leipzig, 1912, p. 219)
stresses ‘‘the poetical heralding of a revolution in the drama Mijcchakatika
that is indeed attributed to a king by tradition” as characteristic of Indian
interpretation of kingship. But the status of the poet comes to be known only
through actual political events that occurred not long away from the time of
the poet. The poet ““Sadraka’ must have been a close friend of the usurper
“Aryaka” .

2. Cf.Jacobhi in the Literaturblatt fur Orient. Philol. 3, p. 72*f.
Pischel (Rudrata, p. 13 fl.) had posed the hypothesis that Dandin might
have been the real author of the Mrcchakatika. This theory, that in itself
is based on weak foundation, loses its little force in the face of the fact that
Dandin was a wonderful master in respect of language, a quality  that is
wanting in the author of the Mrcchakatika. Cf. also A. Gawronski,
Sprachliche Untersuchungen tber das Mrcchakatika and das Dasakumara-
carita, Diss. Leipzig 1go7; Pandit MahachandraNyidyaratna in
JASB, Proceed. 1887,193 f.und B6htlingk in the preface to Dandin’s
Kaéavyadarsa.

5. He has first of all been quoted in the Kavyaprakasa. There
is no old commentary on the drama. In any case,it is being staged down upto
the present time in Ujjain. (SeeJackson, JAOS 23, 1902, 317). [ S. K.
De, HSL, p. 242—Vamana, alrcady in the 8th century refers (iii, 2, 4) to
a composition by Stdraka, and also quotes two passages anonymously, one of
which occurs also in the Carudatta. Besides, the language of a bhana, ascribed
to him (Gray JAOS, XXVII, 1907, p. 419f. ), shows that Stidraka’s grammar
does not conform closely to the norm, a fact that indicates not only a
departure from convention, but probably also his early date. ]
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primarily we know, inrespect of the first four acts only, the
extent to which the poetic beauty goes to the credit of Bhisa
and to that of Sidraka.

The hero of the Mrechakatika is Carudatta, a trader,
by caste a Brahmana, who as a consequence of his enor-
mous generosity has lost all that he had, and enters into
the drama as wholly pauper. The heroine is Vasantasena,
a harlot, living in opulence and luxury, who loves the
noble and virtuous trader passionately notwithstanding
his poverty. She is seduced by the brute and uncultured
brother-in-law of King Palaka. By accident she comes under
his power, but she rcfuses to obey him. He strangles her by
the neck and belicves her to be dead.  Then he accuses the
trader Carudatta with the charge of murdering Vasanta-
send. The judge’s court, the scene of administration of
justice is presented on the stage, and Carudatta is ordered
to be put to death. He is taken to the place of execution.
When the sword is hanging over him, Vasantasena rushes
forth in the company of the monk, who has rescued her
and then scts him free. At the same time the cowherd
Aryaka, who with his followers has defeated Palaka and
has killed him, is.dcclared king. The new king con-
fers the status of a “lady’ (vadhiéi; upon the harlot, so
that she maybecome a rightful wife of the trader, and she
is embraced by his first wife as her *‘sister”,

Since a reference to Aryaka and Palaka is wanting in
Bhisa, it has to be assumed that it was Sidraka who in a
historical manner has connected the love-story with a political
intrigue. The inclusion of bigger scencs from popularlife must
be his work. The burlesque scene of a dramal, a nocturnal bur-
glary?, and the detailed description of the palace of the harlot?
and of the administration of justice and the scene of execution

1. This scene is wanting in Bhasa, where it is deemed to have been
reflected from behind the scene. .

2. This occurs in Bhisa too, where, however, the scene is smaller,
but more dramatic.

3. This lengthy description is wholly wanting in Bhasa. Here Maitreya
says expressly; “How splerdid is the palace of the harlot? Here sit st
fellows from different cities and read books. All sorts of dishes are prepared.
They playon flute. The goldsmith carefully assembles together different
kinds of ornaments. ‘
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offer the poet the opportunity for lively representation from actual
life and for sketching of in-no-way ancient characters, some of
whom ‘occur already in Bhasa: thus the brother-in-law of the
king, a brute, uncultured, but passing for a cultured pcrson on
account of his status and influence in the court, the gallant
Brahmana Sarvilaka (in Bhisa, he is called Sajjalaka), who
becomes a burglar on account of his love for the maid-servant
of Vasantasena, a bold but sympathetic creature throughout,
and the masseur,who from a veteran gambler becomes a pious
Buddhist monk. In the concluding acts of the Mrcchakatika,
auxiliary characters, such as the palanquin-bearers and the man-
loving assistants of the executioner taken from the Candala caste,
are presented with little striking characteristics.

All these pictures and forms remind us much more of the
popular narrative literature than of the stereotyped descriptions
and characters of the court epics and dramas. Along with narra-
tive literature, generally in prose; the Mrcchakatika frequently
has also admixture of narrative, descriptive and gnomic verses.
In the first four acts the number of adages of this type is greater
in Siidraka than in Bhasa'. Thus for example just in the begin-
ning Siidraka has increased the number of verses on poverty.
In act IV in the Mrcchakatika in the speech of Sarvilaka we
have a number of adages on women, that are wholly wanting in
Bhasa. Thus for example the beautiful stanza:

striyo hi nama khalvetd nisargadeva pandital |
purusanam tu pandityarn Sastrairevopajayate W\
“The women are known to be born clever by nature;
But cleverness in men results from study alone.”

Since the greater part of the drama in the work of Sadraka
is in acts V to X only, it seems necessary to pass on , in the
meantime, to the most beautiful places of the work that is attri-

buted to this poet.
So the act V begins with the masterly rain-scene?. In

1. The number of stanzas is throughout less in Bhisa than in Sadraka.
Against 129 stanzas in the first four acts of the Mrcchakatika, Bhisa’s Daridra-
carudatta has only 55 stanzas, of which 13 do not occur in Sidraka. Of the
42 verses that are common only 2 are identical, all others appear with
variants, that very often are very significant. Often it seems that Siadraka
has changed the verse simply to avoid his being plagarious. .

2. In Bhasa’s Daridracarudatta the act 1V ends in an allusion to a

-

storm.
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a multitude of rapidly running pictures Carudatta describes
the rainy night first of all, as in the verse :
etd nisiktarajatadravasamnikdsa
dhara javena patitd jaladodarebhyak |
vidyutpradipasikhayd ksananasiadrsids-
chinnd ivambarapatasya dasih patanti \
“Streams of rains, looking like liquidified silver,
Are dripping with speed from the bodies of the clouds,
Hardly visible in the flame of brilliance of lightening ;
They disappear in a moment and fall down
On the ground like filets of the dress of the sky.”
We then see how Vasantasena hastens in the dreadful
night to meet her lover in the company of her associate—
according to the convention of the Indian lyrics—in this
duet are combined the descriptions of nature and erotics
and the loving couple happily embracing each-other!
in the stormy weather. Carudatta calls out his friend,
who abuscs the bad weather :
vayasya, narhasyupalabdhum—
varsasatamastu durdinamaviratadhdram Satahrada patantu \
asmadvidhadurlabhayd yadahativ priyayd parisvaktal n
*Friend, do not accuse please—
May this bad weather continue for hundred years,
May it shower incessantly, may the lightening thrill,
Since it is a rare fortune—the sweet’heart is lying
within my arms.”
The rainbow becomes visible and Carudatta points
it to his beloved. And lastly they enter into their house
with the beautiful verse that imitates the music of the rains
in an almost untranslatable manner:—
talisu taram vitapesu mandram Silasu rksam salilesu candam \
sangitavind iva tadyamands tdlanusirena patanti dhardh
“Loudly on the leaves of the palms,
Lightly on the branches of the tree,
Hard on the rocks and stones,
Heavily into the streams and ponds,

1. About the description of the rainy weather in this dialogue R.
Gottschall (Poetik, 2 Aufl. II,186 ) says that nowhere else do we find
more beautiful a poem on the rains than that we have here. The passages
have partly been translated into German by Oldenberg, LAI, p-276 fl.
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How in melody does the sound strike,
So fall the drops in a definite measure.”

The Mrcchakatika draws its title from the lively
scene in act VI that may be translated here as follows:—

““Radanika, a maid-servant in the house of Carudatta,
enters with the little son of Carudatta.

Radanika:—C'ome, lovely child, we shall play with
the little cart.

Boy (weeping):—Radanikd ! What shall I do with
the little clay-cart ? Give me the little cart of gold ?

Radanikd (painfully groaning):—Child ! whence
shall I bring a goldén cart ? When thy father will again
become rich, thou wilt play with a golden cart.

However, now I like to detract him to a different topic
and go to meet Vasantaseni. (She enters). I greet
thee, Madam. '

Vasantasena: Welcome, Radaniki. Whose is this
boy? Even though he is not well decorated, he, with his
moon-like face, is a source of rejoice to my heart.

Radanika: Indeed, he is the son of His Highness
Carudatta. His name is Rohasena.

Vasantasena (extending her arms):—Please comc
my child, embrace me. (Draws him into her lap.).
Thy appearance is exactly like thy father.

Radanika: I think not only the appearance, but also
the nature. Hence His Highness Carudatta is very
happy with him.

Vasantasena: Then why does he weep ?

Radanika: He was playing with a golden cart, that
belonged to a boy of the locality. Hc has taken that back

+ away. When he was looking for it, I made this clay-cart and

have given it to him. At this she says: Radanika, what shall
I do with this clay-cart? Please give me the golden cart.

Vasantasena: Alas, he is afflicted at the prosperity
of others. Sublime Fate, Thou sporteth with man’s
lot that resembles the drops of water falling from lotus-
eaves. (With tears in her eyes) Child, do not weep,
Thou wilt play with a golden cart.

_ . ...Boy: Radanika, who is she there ? _
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Vasantasena: A female slave, who has been won by
thy father through his qualities.

Radanika: The lady is thy mother.

Boy: What you say is not true. In case she be my
mother, how can she be so well decorated ?

Vasantasena: From thy innocent mouth thou uttereth
highly painful words. (She puts off her ornaments,
weeping). Thus now I have become thy mother.  Please
take this ornament and get a little golden cart made
for thyself.

Boy: I shall not takc it. Thou art weeping.

Vasantasena (wiping her tears off): Child, I shall
not weep. Go and play. (Fills the little cart with the
bag of ornaments). Boy, gct a golden little cart made
for thee.
(Exit—Radanika with the boy).

Certainly it is this scene, that is important also for the
development of the plot, the work of a later collaborator, who
on its account gave the new title to the drama.

The drama Mrcchakatika is of extraordinary value in res-
pect of cultural history, above all for our knowledge of the ways
of harlots and that of their social status in ancient India.
The harlot Vasantasena lives in a palace provided with best
luxuries. ~ She has her own elephants and an elephant-
driver as well as a large retinue of attendants. She is a highly
cultured lady and is treated with high honour and regard by
everybody except the uncultured Sarhsthianaka. Her servants
arc slaves, but they can become free on payment of a ransom.
In the drama there is not the slightest hint noticeable that
Carudatta, who belonged to the caste of Brahmanas, misbehaved,
while he was Icving the harlot. When, she is not free, she
belongs to a despiscd caste, but after Vasantasena has freed her
slave Madanika against payment of a ransom, the latter stands
higher than her former mistress. This relation of love between
Carudatta and the harlot does not prevent that between him and
his married wife loving each-other and they reciprocate in matter
of showing respect. There is not the least amount of rivalry
between the two wives. The end of the drama leaves the
impression that Carudatta was leading an honourable and
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family life with his two wives, both of whom, he loved equally
and both of whom loved him equally?.

The drama is very much instructive also for a knowledgc
of relationship existing between the different castes and for that
of religious practices. Carudatta is a Brahmana by birth, yet
he is a salesman. In the last act we find that the Candalas are
people of lowly castes, yet their status is higher than that of the
royal villain Samsthinaka. The Mrcchakatika differs essentially
from other classical dramas. In the latter the hero is always a
model of virtue and bravery, the heroine, a model of beauty
and- amour; other chief characters too usually belong to
a noble society, and a kind of conventional moral, from which
basically there is not much deviation, permeates all these
dramas. As against this stands the Mrcchakatika, where although
the heroine is a harlot and there take place chasing, theft,
attempt for murder and other violent actions on the stage openly,
there is laid strong emph1sis on true propriety. He who is
familiar with the moral teachings of Buddhism will not miss to
see in this drama clear traces of moral teachings of Buddhism?.
The poet Sidraka appears to be a liberal Hindu with strong
Buddhist inclinations?.

Several points of contact with Bhésa’s Daridracarudatta
and the Mrcchakatika, still more with the Pratijidyaugandha-
rayana of Bhasa and also with the Tantrakhyayika, that later
became so famous under the title Paficatantra is shown by the
Mudraraksasa, “the Drama of Raksasa and his Signet

1. The scene in the last act, where the wife of Carudatta attempts
to burn herself, when she believes her husband to have been executed (Sten -
zlers ed., 325ff.; Kellner’s trans. 196 ff.) is an inteipolation that
is not found in all the MSS.

2. Particularly in act VIII prevails the Buddhist spirit. The monk
calls Vasantasena directly as “lay sister of Buddha’’ and brings her to one of
the “‘sisters in faith’’ into the cloister. H.H.Wilson has already pointed
to these tendencies ar.d is of the opinion that the drama goes back to the period
when Buddhism was in full blossom in India. Wilson believed that thiswas a
proofof high antiquity of the drama. But we know today that Buddhism was
yet alive in the 6th and 7th centuries in India and was being patronised by
several rulers. It is remarkable that the new king Aryaka, at the end of the
drama, makes the monk the head of the cloister. It will be very important
for our drama in case it can be established as to where and when the right
of selecting the head of all Buddhist monasteries was exercised by the rulers.

3. The opening prayer addressed to Siva proves that he was not a
Buddhist. :
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Ring’1) of the poet Visakhadatta?). These points
of contact suggest the hypothesis that this drama as well need
not have been altogether widely separated from those works
even in respect of time. And in fact there is some possibility in
favour of the supposition that Visakhadatta lived under the
same Candragupta 11, during the period of whose reign, as we
have assumed, falls the age of the works of Kalidasa®. At the
central point of this remarkable drama stands—further, more
than in the Pratijidyaugandharayana—politics (niti). There
is no talk about love in the whole of the drama. Among the
characters, there appear a few individual women and that
in small side-roles.

Like the author of the Tantrakhyayika, who wants to
teach science of politics through fables, Visakhadatta too in his

1. Editions by K. T. Telang, BSS No. 27, Bombay 1884 with
the commentary of Dhundhiraja, and by A.Hillebrandt, Breslau 1g12.
Cf. also Hillebrandt in ZDMG 39, 1885, 107 ff.; NGGW 1905, 420ff.
and Uber das Kautiliya-§astra and Verwandtes’ (Sonderabdr. aus dem 86.
Jahresbericht der Schlesischen Ges. fiir vaterlind Kultur), Breslau 1908,
p. 13 ff. See Eggeling, Ind. Off. Cat. VII, p. 1589 on a commentary
that explains the text from both the points of view poetico-dramatic and also
politic (niti). ‘I'ranslated into German by L. F ritz e (Reclam, Univ.-Bibl,
2249 ), into English by H.H. Wilson II, 125ff. into Frenchby V. Henry
(Paris) 1888) and into Italian by A. Marazzi (Milan1874). [An
edition of the Mudraraksasa with a commentary and an English translation
by M. R. Kale, Bombay 1900 ]

2. Several MSS mention the name Visakhadeva. Mudririkgasa
is the single work through which the poet is known.

3. In the concluding stanza (bharatavikya) of the actor there occurs
the name of one King Candragupta. Kashi-Prasad Jayaswal (Ind.
Ant. 42, 1913, p. 265 fI.) tries to prove that he can be simply Candragypta 11
and assumes that the drama was written in c. 410 A.D.So also K onow (Ind.
Ant. 43, 1914, 64ff. Ind. Drama p. 70f.) and V. A. Smith, Early History
120 n.,, Hillebrandt (Uber das Kautiliyasastra, p. 25ff. and ZDMG
69, 1915, 363 ) assigns the work to the 4th century. Tawney (JRAS 1go8,
p. 910) agrees with him. Since some of the MSS read Rantivarmi or Ava-
ntivarma for Gandraguptah, many researchers assign this piece to the eighth
or ninth century. Cf.Jpa cobi, WZKM 2, 1888, 212 fl; K. H.Dhruva,
WZKM 5,1891,251f.; Telang, edition, Introd.; Lévi 225ff;Keith
JRAS 1909, 148ft.; Rapson, ERE IV, 886. All that can be said as
certain is that it cannot be placed later than tne 10th century A.D., since it
has been quoted in a commentary on the Dasaripa. V.J.Antani (Ind.
Ant. 51, 1922, 49 ff. tries to prove that the Mudraraksasa was written in the
7th century A.D.[Cf. also ). Charpenticr, JRAS 1828, p. 586, also
1HQ. 1931, p. 689.] ] .

[ The problem of the age of Visdkhadatta, according to S. K.De,
HSL, p. 264, still remains unsolved, but there is nothing tv prevent him
from being considered as belonging to the older group of dramatists who
succeeded Kalidasa, either as a younger contemporary, or at some period anter=
ior to the gth century A.D., the earliest quotation from his work being found in
the Dasartipaka (1oth century A.D.)]
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drama wants to preach the samc science. Polity, Niti,
is directly the ‘“hcroine’ of thedrama, as the author, in the
prelude, that has two meanings, has indicated in a significant
manner.

Here the stage-manager calls for his wife in these

words:
gunavalyupayanilaye sthitiheto sadhike trivargasya |\
madbhavananitividye haryadarye drutamupchi 1)
“Endowed with noble qualities, full of resources,

Stability-securing, means of attaining three-fold bliss!,

Conversant with the politics of my house,

O noble lady, I have some work for you;

Do kindly come quickly to me.”

This stanza, however, has a sccond meaning:—“O

Niti, thou art well-versed in the six kinds of political

activities; thou art adept in the four ways of vanquishing

the encmy, naincly, peace, check, punishment and dissen-
tion; thou art the instrument of attaining the trinity

(reduction, equalisation and increase of strength) on

which rests the position (of wealth); thou wandereth

in the business of my (kingly house); dost thou come here
quickly for the purpose of rendering scrvice in all the
affairs of the state.”

But it is remarkable that the poet has succeeded in develop-
ing a tight topic for composition of a dramatic kavya from
out of the material that appecars to baffle any poctical trcat-
ment in a manner that this work can readily be placed by the
side of the Mrcchakatika. The poet was equally well-versed
in the natyadastra, in stage-tcchnique, as also in the
nitisastra, in the science of polity. Occasionally he
also thinks that the two sciences equally require great intelli-
gence, although he compares the difficulties of a drama-writer
with that of a politician2.

The hero of thedrama isC an ak y a, the traditionally
famous ““master of falsehood” (Kautilya) and ministcr
of the Maurya prince Candragupta, a Brahmana, who
combines in his nature a glowing vehemence with straight

1. On these three objectives of life, see above, I, 272 A.; transl. p. 326.
2. IV, 3. In the beginning of act VI, a spy says—*“How is it that
here, as in the drama of a bad poct, the end does not agree with the beginning ?
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demonic cunning and a terrible unscrupulousness even
in murdering people or in doing any disgraceful act.

His counter-part is Riksasa, the minister of the last
but still surviving scion of the royal house, brought ‘to
ruin by Canakya. He is well-versed in all the intricacies of
politics and he too does not hesitate in making use of any
means that will help him in attaining hisobjective; but he
possesses a tender heart and is determined to win over his
opponent. The author presumes that the publicum already
knows how Nanda, the king of Pataliputra, once insulted
the Brahmana Canakya, and how in anger the latter untied
his tuft of hair, ¢ikha, and took the vow that he would not
retie it till afterhe had dethroned Nanda and had destroy-
ed his relations and how he made Candragupta, a young
man of a low-caste and living in the court of Nanda, the
king, after he had dethroned the Nandas. But even now
Canakya has not fastened his lock of hairs, since there
still survives one Malayaketu, a scion of the house of
Nanda, to whom sticks fast his faithful minister Raksasa,
who will not recognise the overlordship of Candragupta
and is eager to punish his lucky enemy for the death of
his master. But Canakya likes not only to separate him
from his master but thinks that his task will be over only
when he has made him the minister of Candragupta and
has thercby made his kingship fully confirmed. In the
seven long, hut in no way tedious, acts is described how
Canakya actually succeeded through tricks and intrigues,
that often arc so refined that it is hardly possible for the
rcader to follow him. His plans are executed with the help
of spies, poison-girls and assacinations and he counteracts
the plans of Raksasa. But most of the friends of Riksasa
arc paid spies of Canpakya. Yet, however, he has one real
friend, the goldsmith Candanadisa. He is prepared to
sacrificc his own life before he can betray the family of
Raksasa to the enciny. Clandanadasa is taken to the place
of execution by the executioners, and in order to save his
bosom-friend Raksasa puts his ownself into the hands of
his hated encmy. In a really dramatic concluding scene
Raksasa is involuntarily obliged to acknowledge supremacy
of Canakya in politics. Thus Canakya is able ta win
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the heart of Riksasa. The latter, in order to save the
life of his friend, agrees to become a minister of Candra-
gupta. With this Cinakya has attained his goal and is
in a position to refasten the lock of his hairs. The same
Canakya, who pursued his goal ruthlessly and unscrupu-
lously, at the end leaves the place of the scene satisfied,
since he knows that he has obtained for his king his suc-
cessor, as minister, who is equally suitable as his ownseclf.

The character of the two ministers has been depicted
in a masterly fashion. Unscrupulous in their Macchia-
vellistic politics, full of ambition, they have resigned them-
selves with unconditional fidelity to their masters in order
to demonstrate their mastery in the art of intriguing. Even
among the subsidiary roles we meet with sharply outlined
characters. The large number of spies, who appear in
different disguising dresscs, offer the poct opportunitics for
presentation of interesting situations from life of the
common people, like that of the itinerant street-singer?,
moving about with the pictures of Yama, of the snake-
charmer, of the executioner’s servants etc.

Since Visakhadatta does not follow tradition, so like
his these characters, the plot too, in a greater measure,
seems to be of the poet’s own creation®. In the Mudrari-
ksasa undoubtedly there lics hidden great erudition with
ingenuity as well as real art of poetical representation.
It is a genuine work of niti§astra-poetry, that has found
a nice parallel in the Tantrakhyayika. In the same way
in which in this work was written as a manual of politics,
that has become a world-famous narrative work, so also
the Mudraraksasa, notwithstanding its high grade of

1. One such yamapatika is mentioned also in Bana’s Harsacarita, and
even during the present age in India such people carry about pictures of the
hell. (See Frazer, Literary History of India, p. 295). As Takakusu
had once communicated to W., in Japan upto the recent day there were
beggars who moved about with pictures of the god of death and of his assist-
ants, of the scenes of hell etc. painted on them (on paper, linen or silk),
displayed them and sang songs on topics concerning them. The Indian

yamapaja is called yemma pezu in Japan.

2. According to the commentary on the Daséariipa 1, 129 the story may
have been taken from the Bihatkatha. But in case in the Brhatkatha, there was
nothing more about Cipakya than what we have in the Kathasaritsdgara
the catire plot probably appears as Vi§akhadatta’s own creation.
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erudition is a first class work of Indian drama that is
wholly ornate and has become popular like the famous
book of fables.

The Classical Dramas of Kalidasa, Harsga-
deva, Bhavabhiti and Bhatta - Narayana.

The most famous Indian drama-writer indisputably is
K alidasa and hismost famous drama is “The Sakuntald”,
as it is called generally in European fashion after the name of its
heroine,ortheAbhijianad§akuntala,i.e. “(the Drama)
of the token of Identification (by which) Sakuntala (was again
found)’, as its actual title means. The Sakuntali-drama is
one of the first works of Indian literature, that became known to
Europe. It was translated into English in 1789 by William
Jones and from English into German in 1791 by Georg
Forster. Even today people can hardly make a presentation
of the inspiration that this work has effected in the whole of
Europe, particularly in cultured literary circles of Germany.
It was a great wonder that it came from the far away wonderland
of India to Germany and there it was greeted with wonder and
enchantment by eminent personslike HerderandGoethe,
After this Herder kept himself busy with a series of most
penetrating letters entitled “Uber ein morgenldndisches Drama”,
and above all in 1803 he brought out the second edition of Fors.
ter’s translation and in its foreword he wrote an inspiring
eulogy on this drama of Kalidasa®. The famous couplet written
in 17918 goes to prove the extent to which Goethe was enthused
with this piece:—
“In case you desire to rejoice in the blossoms of early years,
the fruits of the age advanced,

1. Or perhaps:—*“The Drama of Sakuntala and her Re-idcnti'ﬁcation"
since abhijiidna can likewise mean both “‘identification” and the “mark oi'
identification” (here “ring”). Cf. Bohtlingk’s edition, p. 147; he
gives the title “Ring-Sakuntala”. V. Henry: “La reconnausanc:: de
$akuntala”.
2. Herders Werke, edited by B. Suphan, Bd. 16, p. 84 ff
Bd. 24, p. 576 . » P- 84 . and
3. OnMay 17,1791 Forster sent to him his just published transla.
tion, and on: July, 1, Goethe sent the Yoem to F. H. J];co bi w'l‘!ere it
was written sumewhat differently: “Shall I, the flowers of early’” ete. Cf,
Jubildumsausgabe von Goethes Werken I, 258and Windisch, Geschichte
der Sanskritphilologie (Grundriss I, IB), p. 47A.
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In case you want to have something that charms,
something that is enchanting
In case you want to call both the heaven and hearth

by a common name,
I refer you to the Sakuntala,
And thus I describe these all.”
And yet several years later old Gocthe wrote to Chézy,
the French editor of the Sanskrit text of the Sakuntalal:—
“When for the first time I became aware of this work of
unfathomable depth, I was filled with great enthusiasm and
it attracted me in such a manncr that even atthetime when I
had hardly finished its reading, it goaded me towards the impos-
sible undertaking of adapting it, even approachingly, for the
German theatre . .. I am still carrying the ineffaceable impress-
ion that this book made in mnc so early. Here the poet seems to
be at the hight of his talents in representation of the natural
order, of the finest mode of life, of the purest moral endeavour,
of the most worthy sovereign and of the most sober divine medi-
tation; still he remains in such a manner the lord and master
of his creation. The fact that he has worked upen common and
comical contrasts, must be considered as the necessary connec-
ting link of the entire organisation®.

" The story that forms the theme of the drama is taken from
the Mahabharata and is known to the puranas. Apparently on
it is based the story found in the Padmapurara and in some
works of similar typc®. If, however, as has been assumed till

N

1. Inaletter dated Oct. g, 1830 (publishedin HirzeD’s translation
and in Goethes Werke, Weimarer Ausgabe, Abt. IV, Bd. 17, p. 284 ff.), in
which he thanks him for sending to him the book.

2. Schiller too wrote to W.v. Humboldt, “that there is
no poetical presentation of womanhood or of more beautiful a life in the whole
of Greek antiquity, that might reach the Sakontala even from a distance. “Cf.
P. Th. Hoffmann, Der indische und der deutsche Geist, p. 9 f.; 16f.;
22f., 35 f., 39 ff., 63.

. See above I, 319 f., 454, 466; trans. p. 376 fI., 540, 557. The
motif of the lost and refound ring (that recurs, moreover, in Islamic and
Talmudic Salomon legends) pcrhaps has been taken by Kalidasa from the
puréna. It is wanting in the Mahabhirata. That it is an old Indian motif
is supported by the fact it has its parallel even in the Jataka (No. 7; cf. also
P.E.Pavolini, GSAI 19, 1906, 376; 20, 1907, 297 fl.). W. had already
assumed in 1897 ,when he was working upon the South Indian recension of
the Sakuntala, that Kilidasa had followed the Padmapurana (see Ind. Ant.
27, 1898, p. 136). Later he found that the Bengali scholar Vihari .L&l
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the present day, the real source of Kalidasa were the Mahabha-
rata in its undeveloped form, his skill should be deemed
the more wonderful: in that case he should have the credit -of
having cut out the finest piece of art, that can simply be imagined
by man, out of indeed a rough block. The Indian too consider
the drama of Sakuntala as the master-piece of dramatic poetry.
There is current among the panditas the adage :—

kavyasu ndtakam ramyam

tatra ramyd Sakuntald |\

tatra ramyascaturthorikas-

tatrdpi slokacatustayam \

«Among the different types of poetry the drama is the most
beautiful, among the dramas the Sakunala, in it, the act IV,

Sarkar had already tried to prove in a Bengali book “Sakuntaldrahasya”
(Calcutta 1896) that the drama of Kalidasa was based on the Padmapurana.
The question regarding the sourcc of the Sakuntalanataka and also the question
whether the author of this purina-text had or had not utilized the drama can
be finally decided when we have before us a trustworthy text of the Padma-
urana and an accurate comparison becomes possible. Berthold Miller,
Y(ilidisas Sakuntala und ihre Quelle, has made a nice comparison between
the Mahdbhirata episode and this drama. (Dem Rektor und Lehrer des
Gymnasiums zu_St. Elisabeth, Burgermeister der Stadt Breslau C. F. Ed.
Bartsch . . . bei Vollendung seines 50. Dienstjahres den 21. Mai 1874 ).

[ “The story is told in the Mahabharata, III, 225 (Bombay ed.)
and the Ramidyana, 37. It was known to Asvaghosa in some form,
Buddhacarita, I, 88; XIII, 16 (S. K. De, HSL p. 128). “The earliest
edition (Bengal Recension) is that by A.L.Chézy, Paris 1820. The
drama exists in four (five) recensions (i)Devanagari, (ed. O.B6éhtlingk,
Bonn 1342, but with better materials, ed. Monier-Williams, 2nd ed.
Oxford?1 §%6, (1st ed. 1853); with 'the commentary of Raghavabhatta,
ed. N."B.Godbole, and K. P. Parab, NSP, Bombay 1883,
1g922), (ii) Bengali, (¢ed. R. Pischel, Kiel 1877; 2nd ed. in the
Harvard Orient. Ser., revised by C.Cappeller, Cambridge, Mass.
1922), (iii) Kasmiri, (ed. K. Burkhard, Wien 1884, and (iv) South
Indian, (no critical edition, but printed with the commentary of Abhiiima,

ri Vanivilasa Press, Srirangam, 1917, etc.). Attempts to reconstruct the text,
by C. Cappeller (Kiirzere Text-form), Leipzig 1gog and by P. N.
Patankar (called Purer Devanagari Text), Poona 1902.” A critical
edition utilizing all the recensions has been undertaken by S. K. Belvalkar
under the auspicies of the Sahitya Akademy, New Delhi. ShriRamédpdtha
J ha has recently (Darbhanga 1957 ) brought out the text of the 5th (Mithili)
Tecension with the commentaries of Safkara and Harihara. The earliest
English trans. was by William Jones, London, 1790; but trans. have been
numerous in various languages. On text-criticism, se¢ Pischel, De
Kaligdasae Sakuntali recensionibus (Diss. ), Breslau 1'872 and Ind. Studien
X1V, pp. 35-69, 161-311; Harichand, op cit. p. 243 f. For fuller
bibliography see Ster. K onow, op. cit. pp. 68-70 and M. Schuylerin
JAOS; p. 237. See also Haradatta Sharma, Kiliddsa and the Padma-
puréna, Calcutta 1925, who follows Winternitz; of. S.K. De, HSL,

P- 1401 ]
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and there too the four stanzas, namely those in which the sage
Kanva bids farewell to his foster-daughter?.
In the first of these verses Kanva says:
yasyatyadya Sakuntaleti hrdayam samsprsiamutkanthaya
kanthah stambhitabaspavritikalusascinidjadam darSanam |
vatklavyam mama tavadidysamaho snehadaranyaukasat
) pidyante grhinah kathamh nu tanayavislesaduhkhairnavaih

““This very day Sakuntala will depart; at such (a thought)
my heart is smitten with melancholy (with grief on account of
separation from her); my voice (throat) is agitated by suppress-
ing the flow of tears; my sight is paralysed by anxious thought.
So indeed through affection (is) the mental agitationof me, a
hermit. How (much more) then, are heads of families afflicted
with new pangs of separation from their daughters.”

In the following stanza he implores Dblessings from the
heaven for Sakuntala and lastly he craves protection of the trees
of the hermitage with the words:—

patum na prathamarn vyavasyati jalam yusmdsvapitesu ya
nddatte priyamandanapi bhavatam snehena ya pallavam |
ddye vak kusumaprasittisamaye yasya bhavatyutsaval
seyam yati Sakuntald patigrham sarvairanujiiaatam \

““She, who never attempts to drink water first, when
you have not drunk, and who although fond of ornaments
never plucks a blossom out of affection for you, whose
greatest-holiday (highest joy)is at the advent of the season
of the first appearance of your bloom, that very Sakuntala
now departs for the house of her husband. Let her be
affectionaly dismissed by (you)all2.”

In the air resound the blessing voice of the sylvan
divinity and with affection Sakuntald takes leave of the
animals and trees of the hermitage, her foster-father and
her dear friends3.

1. Quoted from G. R. Nandargikar, Raghuvamsa ed.
Introd. p g1 f.

The translation in the original is by L. V. Schroe der and
here it lsfrom H. H. Wilson.

3. In act V (Winternitz says Act 1V) of the Pratimanataka of Bhisa
the words dprccha putrakrtakan haripdn drumimsia. “take leave of the animals and
trees, that have been accepted in place of children” and the whok sentiment
and the scene (of Sitd in the hermitage ) remind of act IV of the ‘Sakuntala”;
It is possible that Kilidasa might have borrowed it from Bhasa. But there
is no verbal correspondence. ’
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The sage gives expression to his feeling in the words :—
artho hi kanyd parakiya eva tdmadya sampresya parigrahitub |
Jato mamdyar visadak prakamar pratyarpitanydsa tvantaraimd \
“Since a daughter is verily owned by some other
person, my soul fcels very much content after I have
sent her today to her husband, like one who has returned
back to its owner the property kept in his custody.”

In the sense in which the people of the West understand,
in the poetry of Kalidasa there is no drama at all. He, who will
like to guage the depth of this deliberately constituted fable-
drama with the measure-staff of Greek tragedy will not be able
to appreciate at all its uncomparable beauty. It is absolutely
necessary to let oneself plunge into the spirit of India for amoment,
believe all that Indians believe, must have faith in the
efficacy of curse, in spiritual communication between gods and
men and in miracles of loss and recovery in the hermitage
in order to be able to realise fully and enjoy the whole beauty

. of this wonderful piece of poetry. It has been said about this
work that curse and blind chance execute all that is done here
and man acts just like a doll'. However, H e rd e r has tried to
study the drama “with Indian and not European spirit”. In
any case, according to the Indian conception, an offence against
an honourable saint is a grave sin and his curse is almost sure
and unfailing. Likewise the loss and recovery of the ring is not
a “blind accident’’ but a destiny, as Indians precisely under-
stand, determined by divine disposition and human conduct
(in earlier birth) at the same tjme.

These real characteristics of Indian poetry make their pro-
duction on the European stage straightway difficult. Geothe
had already been occupied with the idea of staging of the
«§akuntala’’, but he soon gave it up2. Schiller too had once
written to Goethe that he had studied the “‘Sakuntala’ with

1. Oldenberg, LAI 261

2. It is, however, well-known, that the prelude to the drama
“Faust” written in 1797 has been influenced by the prelude to the Sakuntala.
Cf. W.v.Biedermann, ‘Goethe-Forschungcn, Frankfurt a. M. 1879,
p. 54 ff., and Windisch ibid p. 203 f.

Winternitz—History of Indian Literature, Vol. III. 16.
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the idea of finding out if itcould be possible to make it suitable
for the stage; but it appears that he had to face the difficulty of
the stage, so much so that in a sense it seemed as if the drama was
just opposed to the European stage. Probably the difficulty lay
in the main characteristic itself, that is in tenderness, and
in lack of movement, since the poet liked to interwine the
feeling with certain opportune convenience, because the atmos-
phere itself came to rest!. Since then attempts have been made
again and again for adapting the drama for the German stage.
The famious adaptation of the “Sakuntala” by AV.Wol-
zogen ?isnot an Indian drama at all, not to speak of a drama
of Kilidasa. In the year 1903 the adaptation of Marx M & 1-
1 e r ® was performed on the stage and it was rightly rejected by
the good sense of the publicum. Indeed it was nothing but
a caricature of the old Indian poetry. Probably Méller, as also
Wolzogen, had erred inasmuch as they had tried to eliminate
the supernatural, narrative and mythological elements from the
the piece with the intention of making it look probable. On
account of this the drama had become a hybrid composition,
that was neither Indian nor European. The theatrical adaptation
of L.vonSchroeder? isfree from such mistakes, since here
the Indian drama has been reproduced most faithfully, as far as
possible, and still in it the requirements of the European stage
have been kept in view to the extent it was feasible. It has
remained a narrative drama, what the “Sakuntala” of Kalidasa
must always be. It is not understandable why the narrative

1. Briefwechsel zwischen Schiller und Goethe  (Stuttgart, Kollek-
tion Spemann) II, p. 310 (letter dated February 20, 1802).

2. Reclams Univ.-Bibl. No. 1209. G. Meyer (Essays und Studien
II, p. 98) remembers about the performance of this ‘“Sakuntald” in the
State Theatre of Breslau ““that did not enthuse the publicun otherwise’.

3. Sakuntala, ein indisches Spiel des KOnigs Kalidasa in deutscher
Bithnenfassung. Berlin o. J. {According to the newspaper report) the majestic
outfit and singularly splendid stage paintings had had their success, but the
effect was not lasting. When the author says that his adaptation is ‘‘pure
and unmixed Kailidasa’, his statement is as correct as the one, when he says
that Kalidasa was a king—on the contrary it is unreal, adulterated and diluted

Kalidasa.

: 4. Romaatisches Mirchendrama in fiinf Akten und einem Vorspiel
frei nach Kalidasa fiir die_deutsche Biihne bearbeitet. Miinchen 1g03. It is
grcttable_ that upto this time no attempt has been made for its performance.

. R.Bdhme in the Sunday Supplement of the ‘Vossischen Zeitung”
of Sept.‘x3, 1903, and H. Stiimcke, “Die deutsche] Sakuntala”, in the
jourpal “‘Biihne und Welt” 5, 1903, Junge number, that gives a historical review-
on the German translations and adaptations. :
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dramas, like those of Raimund and Gerhard Hauptmann,
should evoke such a little appreciation from the publicum?!.

The popularity of the Sakuntald-drama in the whole of
India® has resulted in the condition that the text of the work has
not come down to us in an uninterpolated form. As in the
case of other much-read pieces of Indian literature, we have , in
the case of the Sakuntala too, several reccnsions that correspond
to the different regions of India. Scholars have distinguished
between a Bengali, a Kashmirian, a Central Indian and a
South Indian recensions of this work. Whilst Pischel?
most passionately conceded for the Bengali recension, although,
it, as alrcady admitted by him, was very much distorted with
interpolations, and described the South Indian recension as the
worst and ‘““mixed recension’, there are other researchers who
believe that the latter represents the original work most closely.
A. Weber has already shown the possibility that none of the
recensions, that we have, is exclusively genuine and that one has
the original text here and the other has it there. But itis question-
able whether the expression ‘“‘recension’ is quite appropriate.
The different compilations do not appear to rest on critical
studics, rather they seem to have gradually assumed different
forms under the hands of the copyists of the different rcgions®.

1. Attempts have been made for making the Sakuntala suitable also for
the opera and ballet:. Sakuntala, Ballett in zwei Akten und finf Bildern,
nach Kalidasas Dichtung, Musik von S. Bachrich, in Szeue gesctzt by
by C. Telle, Wien 1884. In Paris Gautier had presented on the stage a
ballet “Sakuntald’, with music by Reyer (Lévi 426). In England the
Sakuntald was staged for the first time in the year 1899 (on the basis of
the translation of Monier Williams ) by the Elizabethan Stage Society
in the garden of the Royal Botanic Society in London. A recent perfoim-
ance took place in the summer of 1922 at Cambridge with the cooperation
of Indian students. It was performed five times in succession in the Royal
Albert Hall Theatre, London in January 1913 (see Athenacum, Aug. I0,
1912, p. 150 and W. Poel in Asat. Quart. Review N. S. 1, 1913, 319 ff.).

2. It nas been staged several times till recently at Ujjain; see Jackson,
JAOS 23, 1902, 317. P. Deussen (Erinnerungen an Indien, Kiel and Leipzig
1904, p. 125f.) had seen a performance at Lucknow, Garbe (Indische
Reiseskizzen, Berlin 1889, p. 37 ff.) in Bombay.

3. De Kilidasae $akuntali recensionibus, Diss., Breslau 1870; De gram-
maticis Pracriticis, Breslau 1874; Die Rezensionen der Sakuntald, eine Ant-
wort an Herrn Prof. Dr. Weber, Breslau 1875. Against his view A. Weber,
Ind. Stud. 14, 35 ff. and 161-311. Cf. also Harichand, Kalidasa, p.
243 ff.

4. Cf. C. Cappeller in the Jenaer Litteraturzeitung 1877, No.
8 (112). Even Pischel, KG 179 f. says:—“Reconstruction of the original
text is impossible. We must be content with the philological method to get to
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Consequently it comes that each of the four recensions, in case
we are allowed to say so, presents good readings, and probably
interpolations as also alterations occur in all of them!.

The second drama of Kilidasa, the Vikramorva-
§iya (theDrama of winning Urvasi through Strength)?, or

«Urva$i’’, as it is often designated after the name of its heroine,
is a narrative drama, in which mortal beings have active and

reciprocal communication with gods and demi-gods. It is an

the original as closely as possible”. Accoiding to Pischel (NGGW 1873,
189ff) there is planned abridgment and distortion of the text in the South
Indian recension. Konow (Ind. Ant. 37, 1908, 112) holds that it is a fact
that only the Bengali recension provides us with good Prakrit. A.Hille-
brandt (GGA 1909, No. 11) agrees with the eclecticism of Cappel-
ler (in this edition, Leipzig 19og). On textual criticism of the Sakuntald
see also B.K.Thakore in the Proceedings and Transactions of the First
Oriental Conference 1920, 1, p. LXf.

1. First of all the Bengali recension became known through the
above-mentioned translations of W.Jones and G. Forster. It was
ublished (with French translation) by A. L. Chézy (Paris 1830) and by
R. Pischel (Kiel 1877). The Central Indian recension (commonly
called the Devanagari recension ) was published by O. Bdhtlingk (Bonn
1842) with an accurate German translation and by K. Burkhard
{(Breslau 1872). Burkhard eventually brought out the Kashmirian manuscript
in SWA 1884. Of the large number of Indian reprints and editons the
following may be mentioned:—the first one (Calcutta 1761) and also of P. N.
Patankara (Poona 1889) with an English translation, as well as that of
N.B.Godabole and K. P. Parab (with the commentary of Raghava-
bhatta), 3rd. edition Bombay,18g1, NSP. On the Calcutta edition by Sara -
daranjan Raysee Lévi, JA 1910, s. 10, t. XVI, 395 ff. The Bengali
recension has been translated into German by B. Hirzel (Ziirich 1833, 2.
Aufl. 1849), in a far better manner by L. Fri t z ¢ (Chemnitz 1877 ). Friedrich
Riickert (1855) had, on the basis of the edition of B6Ohtlingk,
planned a translation into German that was hardly meant for publication,
(see the one edited by Heinrich R ii ck e r t from Friedrich Riickerts Nachlese
Leipzig 1867, p. 291 ff.; cf. Rickert Nachlese I, 293 fI.). The most faithful
and at the same time the most readable translation of the Central Indian recen-
sion is that of H. C. Kellner (in Rzclams Univ.-Bibl.). Free poetical
rendering by E. Lobendanz (Leipzig 1854, 7th impression, 1884).
Ernst Meier (Stuttgart 1852),G.Schmilinsky (Dresden and Leipzig
1900). The most famous English translation is that of Monier Williams;
the best French translation is by A. Bergaigne. Besides there are
-translations in almost all the European languages. Cf. also
Schuyler, JAOS XXII, p. 2371.]

2. This is probably the correct translation of the title, since Purtra-
vas rescues with his strength Urvaéi from the control of a demon, and
with hisstrength he helps the gods in their fight against the demons; he
wins her and loses her again. In the first act Citraratha praises his bravery
(vikrama). According to the commentator K&tavema, Puriiravas too bore
the epithet vikramdditya, and so according to him the title means “the drama of
Vikrama and Urvasi. Cf. also Rickert in the Jahrbiicher fiir wissen-
schaftliche Kritik 1834, p. 971 and above p. 45 note 6. In the prelude of the
work the drama has been mentioned as a nétaki in several MSS, while in
others it is called ripaka (see above pp. 186-87). [ The Northern iecension
calls the drama a trojaka—S. K. D ¢, E%L, p. 139 note.. ] )
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extremely old tale of the love of King Puriiravas and the apsaras
Urvasi, that we find narrated also in the Rgveda, the Satapatha-
brahmana and in the puranas'!, that has been retold in this
lyrico-dramatic poetry, half show-play, half opera.

Again here it is a curse that has been pronounced
on account of excessive love and brings about the tragic
complication. Indra, however, tones down the force of
the curse that Urvasi will live on the earth with Puriiravas
so long as she does not see the face of his son born from her.
This curse becomes effective, and so in the first three acts
Puriiravas wins the love of the divine nymph. In the
remarkable fourth act is included the performance of a
real lyric interlude, a song-play in the middle of the drama.
On account of the feeling of jealousy, full of anger, Urvasi
loses control over her senses , forgets the instruction that
no woman should enter into the grove of the kumaira,
rushes forth straightway into it, and there she is
immediately transformed into a liana and she disappears
away from the sight of the king. Mad with grief on
account of the loss of his beloved, Puriiravas now stroMs
about searching for her in the forests and in the planes®.
He takes the cloud hovering over his head for a demon,
who has robbed him of his wife. He hastens to catch it,
but soon he has the bitter experience and he comes to
know that it is simply a cloud. He at once calls forth the
peacock and asks him if he has not seen his beloved, and
then a female cuckoo. Then addressing a flamingo,
he says that he must have seen his beloved at the place.
Had it not been so, he would not have otherwise got this
light graceful movement. He has certainly stolen her.
But the bird flies up in fear that he is being accused of
theft by the king. From a lotus-blossom he hears
humming of a bee and with folded hands he implores:—

madhukara madiraksydh Samsa tasydh pravrttim

varatanurathvdsau naiva drsi@ tvayd me 1

1. See above, I, gof., 181f., 380f., 454 (trans. 10f., 209f., 445f. 495f.).
The story, as narrated by Kalidasa, stands most closely to the 2:2 n:r’gtez‘l
in the Matsyapuréna, already noted by Wilson, Theatre I, 190 off.

2. In asimilar manner Damayanti scarches for Nala, who has
duagpeucd (Nalopikhydna XII) and Rama (in the Ramayana III, 6off)
for Sitd, carried away by Ravapa.
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_yaéli surabhimavapsyastanmukhocchvasagandhanm
tava ratirabhavisyatpundarike kimasmin n

“Intoxicated with honey, please do tell me about
the lady withintoxicated eyes;
But no; you have certainly not seen the decoration of
the charming lady;
Had you smelt the fragrance emitting from her
breath,
What pleasure could you get in sticking fast to this
lotusl.”
Again, he sees a royal elephant, whom he asks in
vain for information about his beloved. He looks at
the mountain and with imploringly folded hands he asks
him if he has not seen his beloved. The mountain gives
no reply, but the king hcars the resounding sound “‘seen’’.
He lets himself be carried away by a mountain stream
and believes that his beloved has been transformed into
the brook. He wants to appease her with soothing words,
but she swings away. Then he realises that it is just
a stream and not Urvaéi. After long wanderings, at last,
his glance falls on a black slab of stone. It is a stone that
is possessed of the magic power of reuniting together the
separated beings. He lifts this stone and hurls it at once
- with irresistible force at a liana. He embraces it—and
Urvafi rests between his arms?, Years of happy association
are described in acts IV and V. Then a vulture robs
the red brilliant uniting stone. But soon comes the happy
news that the bird has been pierced with an arrow and
that the stone has been recovered. The fortunate shooter
is a Ksatriya boy, who has been hrought up by a female

. 1. The translation is according to Riickert » Jahrbiicher fur
wissenschaftl. Kritik 1834, where at p. 968 he has given a detailed account
of the contents with inteispersed translation into German of some of the songs
and stanzas; see also Riickert-Nachlese I, 295 ff. [ In the translation, however,

madhukara “‘bee’’ has purposely been rendered as *‘intoxicatcd with honey ]”.

. 2. The manuscripts too give indication of the melodies according to
which the song’s are to be sung, and also the measure, according to which the
movements are to be exccuted in the fourth act, that is adapted greatly for
music. That this thing suits the Indian taste is proved by the large number of
imitations that it has evoked, so by Bhavabhiiti, Rdjatekhara and others. Cf
Bi‘sthl, GGA 1885, 760; 1891, 366; Lévi 180. Rud. Gottschall
(Poetik II, 186) says about this act that ‘‘he could consider it as the most
beautiful monodrama of all times.”
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sage living in the forest-hermitage. He is brought before
the king, who is told that he is a son of Purfiravas, born
of Urvas$i, and he is concealed from the couple, since
according to the order of Indra Urva$i is to stay with him
only till he has seen the face of his son. The king, who does
not know about it, feels very much happy and gets sunk
inside the vision of his son. But soon his happiness comes
to an end, when Urvaéi is taken away, as she is obliged
to part with his company. A tragic conclusion, in a
European drama appears unavoidable. But it is not so in

- an Indian drama. Therefore, exactly in the critical
moment there appcars the sage Narada and he brings
the message of Indra, the king of gods, that the latter
needs the services of Puriiravas in his fight against the
demons, and therefore, he has bestowed upon him the
boon that he should live till the end of his life in the
company of Urvasi.

Curse, magic-stonce, divine mossenger—these are things that,
in the opinion of the people of the West, appear as too much
of dependence on the supernatural powers for breaking of the
knots for dramatic treatment. But the Occidental people can just
say that it was not too much for Indian listeners and specta-
tors, and that they had absoiute faith, and that they consi-
derced all as possible and natural, what appears to the people of
the West as arbitrary interfcrence in human behaviour. The
great popularity that this drama has enjoyed in India is proved
also by the fact that there are several recensions of its text that
are so diffcrent from one another that the original text of Kilidasa
cannot be established with certainty!. The South Indian manus-
cripts in particular show variations and abridgments and in

1. QCritical editions by R. L e n z (Berolini 1833 ) with Latin trans.,
with German translation (Saint Petersburg 1846) by F. Bollensen,
[by Monier Williams, Hertford 18493 and by S. P. Pandit
(BSS, No. 16, Bombay 1879). [ Ed. with the commentary of Kdtaya-
vema, by Charudev $astri, Lahore 1929. English translation by
Cowell, Hertford 1851; German translation by L. Fritze,
Leipzig 1880; French translation by P. E. Foucaux Paris 1879.] The
South Indian reccnsion has been edited by R. Pischel. (Monatsbe-
richte der Akademie der Wissenschaften zu Berlin 1875, p. 609 ff.). [ A. Barth
(RHR 19, 1889, 130=0¢uvres II, 5 {.) says that a better pendant to ths
story of Puriravas and Urvasi cannot be found than the ballad of King
Rasdlt in Temple’s “Legends of the Panjdb”. See also Sten
Konow, Indische Dramen, pp. 65 f.].
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them the Prakrit, stanzas, that are put in between Sanskrit
mousical stanzas in Bengali and Central Indian manuscripts, are
notably wanting. It is still a controversial question whether or
not these Prakrit-stanzas are to be taken as genuine®.

The Vikramorvasiya too has often been translated into
German and other European languages, and attempts have been
made for adapting it for the stage too?.

A poetical composition of an entirely different type is the
third drama of the great Indian poet, the Malavikagni-
mitra, “the Drama of Milaviki and Agnimitra® Tt is
an intrigus drama - as it seems, a free invention of the poet®—
in which is reflected the life.in ths couct and in the harem of
India of the mediaeval age. In the mind of the people of the West
it is nearest to ‘“‘comedy” and reminds them in many respects

1. Against the genuineness of these stanzas that are in Apabhramsa
Shankar P. Pandit (Introduction to his ed p. gff. and Th. Bloch
(Vararaci und Hemacandra, Gutersloh, 1893, p. 15 fI.) have advanced very
strong grounds. H. Jacobi (Bhavisattakaha von Dhanavila p. 58 A) as
well considers as arbitrary (the insertion of these stanzas) and thinks that they
form the libretto for a pantomime. Accordingto K.H. Dhruva (see
Jacobi, ibid) these stanzas were interpolated firstly during the age of
Hemacandra) with the intention to make the understanding of the contents
of the fourth act easy for the audience not knowing Sanskrit. R. Pischel,
who has brought out a recent compilation of the Apabhramsa stanzas (Mate-
rialen zur Kenntnis des Apabhrarsa, Berlin 1902, AGGW N. F. Bd. 5, Nr.
4), and Konow (GGA 1894, 475 f.) consider these songs as genuine. [ See
alsosU. N. T]J padhye, Introduction to Paramatmaprakasa, Bombay, 1937,

. note.

P3 2. German translations by Bollensen (see above), K. G. A.
Hoefer (Berlin 1837), B. Hirzel (Frauenfeld 1838), E. Lobedanz
(Leipzig 1861 and the best one by L. Fritze (Reclams Univ.-Bibl. No.
1465). There arc several translations in English (besides that of Wilson,
Theatre 1) and in French as also in Swedish, Iialian, Spanish, and Czech.
In1888A.Hillebrandt (Alt-Indien, p. 155) wrote that the drama had
sometime before been played on the stage in Miinich. G. M e y e r (Essays und
Studien II, 100) says that the splendid equipment of the Indian model of the
flattering “‘Urvadi” contributed to its success; but the composer had to apolo-
gise as librettists in this respect, since the opera was lacking in dramatic life.”
. Edited [ with the commentary of Kitjayavema] by Shankar
P.Pandit BSS No. VI, Bombay 186g. Ed. F. Bollensen, Leipzig
1879; [by K. P. Parab, NSP, Bombay 1915. Further Bibliolography in
Sten Konow, Ind. Dramen, p.63.] Theedition of O.F. Tullberg
&Bonn 1840) is not good. On criticism and explanation cf. C. Capeller,
bservationes ad Kailidasae Malavikignimitram, Diss. Regimonti 1868;
F. Haag, Zur Textkritik und Erklirung von Kalidasas Malavikignimitra,
Frauenfeld 1872; Bollensen, ZDMG 13, 1859, 480ff.; A. Weber,
ZDMG 14, 1860, 261 ff. [ Editions also by Bollensen, Leipzig 1879,K.
P. Parab, Bombay 1915. Cf. Bollensen, ZDMG XIII, p. 480 ff.

and Konow, Ind. Dramen, p.69.]
The hero, however, is a historical personality. Agnimitra is a
son of Pugyamitra, the founder of the Sunga dynasty (about 185 B C.); see

Smith, Early History 198 fI.
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of the comedies of Shakespeare. People have had wrongly
believed that Kiliddsa could not have been the writer of this
comedy on the ground that it is very much different from his
other dramas. It is self-evident that in this comedy the
dominant motif is different from that of the other two dramas,
besides in it we find more of humour, wit and gaity. However
the fact that humour is so much over-shadowed and that wit
is most moderate points to its authorship of Kalidasa.

This comedy, however, does not lack in gravity and
dignity, that are so characteristic of our poet. At the place
where he presents on the stage a dance-show he does not
miss to put in the first place a sober word into the mouth of
Master Ganadasa about the religious importance of the
art of dancing:—

devanamidamamananii munayak Santarh kratum caksusam

rudrenedamumakrtavyatikare svarge vibhaktam dvidha \

traigunyodbhavamatra lokacaritarh nandrasam drsyate
natyam bhinnarucerjanasya bahudhapyekarn saméaradhanamn
““A harmless sacrifice is the dance,

Enjoyable to the eye: so say the wise :

God Siva, who has united into one

His own body with that of his consort Umai;

He has divided it into two."

“So he dances both violently and calmly.

At the time he dances, there generate,

From his dance, the mani-fold activities

In the world, the bliss, the passion, the dark;

The three aspects of the spirit;

And there in the dance

Becomes manifest the singular means of rejoicing

For all the people of different tastes and inclinations:

What is that ? That is nothing but dance2.”

Sober and full of mirth is also the entry of the Buddhist
nun, who knows to encourage the intrigues of the vidiisaka
for the benefit of the two in her intelligent ways. But the

1. A. Weber in the foreword to his German translation (Berlin,)
1856) and Shankar P. Pandit (preface to his edition, p. XXIIIff.)
have thoroughly refuted the hypothesis raised against the authorship of
Kalidasa first of all by Wilson (II, 345).

2. I, 4, translation according to the German rendering by Fritze.
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king Agnimitra, in nature, is not différent from Dusyanta
and Puriiravas; full of most tender outlook and most
exquisite courtesy towards both of his wives, to whom he
is “‘unfaithful” as the people of the West will like to say,
although from the standpoint of Indian poligamy the term
unfaithful, in the sense of the people of the West, is hardly
relevant. At the end, it is also the first queen Dharini
herself who decorates and guides the young beautiful
woman to the place of her husbhand, at which the nun
makes the wholly noteworthy comment:—
naitaccilram tvayi \
pratipaksenapi patirh sevante bharirvatsalah sadhvyah
anyasaritamapt jalar samudragdh prapayaniyudadhim 1
“Not at all astonished I am at this
Large-heartedness exhibited by thee:
The women are faithful to their hushand
To the extent that they serve him
Even against odds and take to him
Even his recently married wives,
Like the rivers that flow down into the sea
And carry to the ocean
Also the water of other rivers.”
But the dialogue and the language of the entire drama show
the same spirit that we arc accustomed to find elsewhere in
Kalidasa. And in case there be any doubt about the authorship
of Kalidasa it will certainly bz set aside through the charming
scene in act III, where Malaviki makes the Ajoka-flower
blossom. According to an Indian popular belief this tree is
forced to blossom when a beautiful woman touches it with her
foot - only a poet like Kilidasa, the unexcelled painter of nature,
to whom nature and man always appear as a single harmo-
nious whole in such a way that each and eyery human feeling
gets reflected in nature—could have succeeded in so majestically
demonstrating such beliefs in his drama. There is no forceful
ground to consider the Malivikdgnimitra as the first dramatic
composition of the poet?,

I. V, 19, translation according to the German rendering by
Fritze.

2. SoShankar P. Pandit (Ed. Preface p. XVI f). Lév
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This drama too has repeatedly been translated into German
and other European languages and twice adapted  for the
German stagel. ' :

We meet again an important dramatist-poet first in - famous
King Harsadeva, who is credited with the authorship
of the three dramas, Ratnavali, Priyadar$§ika
and Nagananda ®. Ratnavali® and Priyadar$ika* belong
to the category of natiki. In the two pieces the hero is the

166 and P ische 1 (KG 201). V.Henry (Litteratures de I'Inde,’p. 312
f.) _comldcrs th1§ picce supecior to the “Sakuntalz”., Hille brandt,
Kalidasa, p. 59 i3 of the opinion that the Malavikignimitrais *‘the earliest
work of Kaliddsa.” [ Agaiust this see S. K. D e, HSL, p. 136, footnote 2.]

. 1. German by Weber (Berlin 1856)and L. Fritze (Re

Univ.-Bibl. No. 1598); English by C. H. Tawney (2nd ed. (Lo:l;::
1891) and by G.R. Nandargi kar (Poona 1879); French by F.
Foucaux (Paris 1877) and V. Henry (Paris 1889). A quite free
stage-adaptation is by L. von Schroeder (Prinzessin Zofe, Miinchen
1go2). The most recent '{zdaﬁation by Lion von Feuchtwan ger
(Der KOnig und die Tanzerin, Miinchen 1917 ) adherss closely to the original ;
in its first performance in the Muncherder Kammerspielen on March 5, 191 ;
it had a sympathetic success” (according to LZB of March 17, 1917). 1917

2. Cf. on the threc dramas F. Cimmino in OC XIII

1902, p. 31f., and Jackson in JAOS 21, 1900, 88ff. That the th;efii!r?::lﬁ
were written by one and the same author can be concluded from the fact
that_the words, with which the siitradhdra begins the prelude, that he will
stage a drama of }he poet and king Harsadeva, are in the’ three dramas
verbatim almost identical. The weak ground in support of the commonly
current opinion that Harsadeva did not himself write the dramas
but they wre written by some poet of his court does not stand. If Nigoji:
bhagga,“m his commentary on ovinda’s Kavyapradipa (beginning) says that
apoet “Dhavaka” wrote the Ratndvali in the name of King Harsa and '
obtagncd much money for this, probably his remark is based on the wro:
reading [ Dhavaka for Bana, that is found in some of the Kashmiri:ﬁ
manuscripts | and on a wrong explanation of the passage in the Kavyapradipa.
Cf. Buh ler, I_nd. Studien 14, 407 [and Jackson. Introduction
to the Priyadaréikd and S. K. De, HSL, p. 255 ff.]. In the manuals of

oetics not seldom are the model examples taken from the dramas of Harsadeva

'I:hat Sriharsa was himself a writer of dramas is proved by the fagt thai
Damodara Gupta, in his Kuttinimata (ed. Km. III, 1887. pp. 98-99
104-105), written in _the gth century, mentions one Ratnivali Attriiuted tc;
H;arg:a., while Yi-tsing-(7th century)refers to dramatisation of the story of
Naginanda (T aka%usu, A Record of BaddhistReligion, p. 163-64) ].

3. Ed. by C.Cappellerin O. Boatlingk’s Sanskrit C i
3rd. Eé 1909, p. 326 fl.; by N. B. Goda bolg and K. P. Pt;r:s:ol;natil:leé
ed.. NSP. Bombay 1890, and with the commentary of Niriyanaéarm’an b
Krishnarao Joglekar, Bombay 1913, NSP. German by L. Fritz e}'
Chemnitz 1879. English by Wilson II, 255 ff. [ Ed. also by K.rishnana.th;

1:18%' :]).' apaficinana with the commentary of Sivarima, Calcutta

4. Edited by V.D.Gadré, Bombay 1884 NSP; i
namachariar, Srirangam 1906 ). Frei’l(ch gy Gl.” ?r eV;; 115 ; ll.;arhi;l
‘1488{;. (Bibl. Or. Elz. 58). [ Edition with English translation and m’Jtes b

.V.W.Jackson and C. ). Ogden, CUIS, New-york 1923 ]. 4
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well-known Brhatkattha-famcous Vatsa-king Udayana, who falls
in love with the maid-servant of his first queen and at last takes
her into his palace, after he comes to know that she is a prin-
cess. The motif is the same as that of the Malavikagnimitra of
Kilidasal. Even though the two dramas do not belong to the
first rate Indian poetry, we find in them many original and
beautiful scenes.

- . A cheerful picture from Indian life is the spring-festival
(vasantotsava) observed in honour of the god of love (Kama-
deva) in the first act of the.Ratnavali. There the girls sing and
dance. With them the jolly fool mixes up and flirts. The king too
rejoices the cheerful picture and strolls merrily in the lovely park,
where the queen too arrives instantaneously with her attendants
for worshipping Kama and to enjoy the spring. Among her
attendants the queen has one Sagarika (who is called also
Ratnavali, ‘““the pearl-garland”, after the garland of pearls,
by which her identification as a princess gets disclosed later),
the heroine of the drama, with whom the king falls in love,
and in whom she finds an incarnation of Cupid. In acts II
and III is described how the queen comes to know about the
love-affairs in course of events, when she finds Sagarikd painting
a picture of the king. This enrages the ‘jealous, but highly
haughty queen, who comes to know about the king as indulg-
ing in love. We are reminded of the style of Subandhu and
Bana, when the king tries to appease the queen with the

words:

prasideti briyamidamasati kope na ghalale

karisyamyevari no punariti bhavedabhyupagamah |

na me dogostiti tvamidamapi ca jidsyasi mysd

kimetasminvakturn ksamamiti na vedmi priyatame \
“In case I say, please be appeased,

That will not be proper, since angry you are not;

In case I promise, I shall not do it again,

This will amount to confession of guilt;

If I say even this: I am not at fault,

* 1. Bhdsas Svapnavasavadatta, that has the same theme as the Ratna-
vali, does not seem to have been known to Hargadeva. A different view has
been expressed by Lacdte, JA.s. 11, t. XIII, 1919, 523f.
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That too you will consider as false:

In this situation, I know not what to say’l.

In act IV the resolution of the difficulty takes
place through communication of a report on the political
events, with the help of messages, prepared from before
and through an original magical performance. A magician
enters, who first of all makes the gods Siva, Visnu,
Brahman, Indra Vidyadharas and Siddhas appear and
lastly shows the harem set on fire?. At this the king
rushes forth to save his beloved from burning and brings
her within his arms out of fire. Now she is identified as the
princess of Ceylon, who was lost in a shipwreck, and it
hecomes clear that all this had been done by the wise
minister who was induced to arrange for the marriage
of his master with Sagariki on account of a
prophecy3.

The Priyadar$§ika depends more on the Milavika-
gnimitra than does the Ratnivali. Historically Harsa,
however, is the first poet, who has first of all inserted *a play
within a play”’, and since then later poets have many a time
imitated him?*.

One of the interesting pieces of Indian literature although
it is a total failure as a drama, isthe Nagananda, (the

1. 1I, 1y translated into German by Fritze. Such aharmony
in the matter of style with that of Bana does not naturally go to prove that
he is the author of this drama. There is nothing astonishing in the fact
that both the king and his court-poet belonged to the same poetical
school.

2. According to Luders (SBA 1916, p. 711) this magical repre-
sentation was presented on a screen with the help of shadow-figures.

3. The poet Matrardja orAnanghaharsa, in his drama
Tapasavatsardajacarita, from which extracts have been given
by E. Hultzsch, NGGW 1886, 224 ff., has also dealt with the
theme dramatised by Bhadsa and Harsadeva. Since Abhinavagupta has
referred to this drama, it must have been written before the close of the gth
century A.D. Probably Matrardja followed the Brhatkathd of Gunadhya,
see Lscéte, JA s. 11, t. XIII, 1919, 508 f. His originality lies in the fact
that he makes Udayana become an ascetic in dispair after the death of Vasava-
datta.

4. The play covers the whole of the act III and has been composed
by a nun, named Samkrtydyani. The Indian dramaturgist calls this type
of “‘show-play within show-play’’ used also by Shakespeare, by the expression
garbhinka (embryo-act, i.c. an act that contains the embryo of a
dranfnra ). Cf.Jackson, in the American Journal of Philology 1g, 1898,
242 ff. :
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Drama of the) joy of Naga’” in five acts!, that like a mosaic
consists of three very much different parts.

The hero is the Vidyadhara prince Jimiitavahana,
who reveals his Buddhist ideas about the negation of
existence inthe very beginning of the first act. Once in
the company of the vidisaka, he listens to the fully
charming lute-music played by Malayavati, the handsome

\ daughter of the Siddha king, who offers her prayer
in a temple of the goddess Gauri. At this Jimuta-
vahana, notonly by sweet music, but also on account
of her beauty, in spite of his Buddhistic renunciation of
the world, gets so much charmed at the young damsel that
he begins to love her at the first sight. Although we know
that their marriage is already predestined by the goddess
Gauri and that it has been decided upon also by their
elders, we are told in two lengthy acts that the pair is
exceedingly love-stricken and melancholic, because each
of the two lovers has the feeling of not being liked by the
other. This istheir condition till upto the time when they
are united. In case it was meant to bc a comedy, the
drama should have ended here. But in act III it is
followed by a nonsensically violent scene, that we hardly
find anywhere else in the whole of Indian litcrature. The
marriage of Jimitavahana and Malayavati is solemnized
and drinking plays a great rsle in it. A drunken
courtier (vita) enters in an extraordinarily motely garb
with a cup in his hand, and he is escorted by a servant,
carryving a vessel of burnt wine on his shoulder.
Merrily be shouts aloud:

niccam jo pibai suram pidsamgamari ca jo kunai \

maha de do adhideva baladevo kamadevo a Wl

“There are two faultless gods, as I feel:
The one is Baladeva, who always drinks only wine;
The second is god Kama, whe, I think,

1. Edited by Govinda Bahirav Brah m e and Dhiravam Mahadeo
Paranjape, Poona 1893, and by Ganapati Sastriin TSS No.
59, 1917 with the commentary of Sivarima, translated into English by Palmer
Boyd, London 1872 and [Hale Wartham, London 1911] into
Frenchby A. Bergaigne, Paris 1879 (Bibl. Or. Elz. 27), into Italian
by F. Cimmino, Palermo 1903. ‘
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Unites men with their beloved!.”

He is waiting for the maid-servant, who had promised
him to meet. But in a drunken state he takes the vidi-
saka, who arrives just then, for the maid-servant and lets
him fall by the neck. Soon, however, there comes the
maid-servant in person and both of them crack jokes,
particularly with the vidisaka, in which they ridicule
his Brahmanism in a manner that nowhere else occurs
in the dramas of earlier ages. Whilst this scene is being
presented in a garden, there comes the loving married
Jimitavahana with his equally modest beloved young
wife, and the young husband indulges forth in verses
that remind us of the musical stanzas of Amaru, expressive
of his feeling of amiability for his young wife. It is beauti-
ful, when raising” her face up and gazing at it, he says:
“Darling, I have unnecessarily troubled you to see the
flower-garden on account of my carnal appetite—

etatte bhrilatollasi pataladharapallavam i

mukhari nandanamudyanamatonyat kevalam vanam \

“Your face alone is the garden of the heaven,

In which the eyebrows shine forth like creepers,

And the lips look like leaves of the patala-plants;

All other gardens are nothing but forests.”

Very dramatic it is when this amorous conversation
is prolonged through the joke of the maid-servant with the
vidasaka that is relished by the young married couple.
But all ona sudden this interesting scene gets interrupted
by the report that the enemies of the empire of Jimita-
vahana arc approaching near. And now, in a highly
remarkable manner our hero, a devout Buddhist, at once
bursts forth and says that he has nothing to do with these
affairs, since he knows a single enemy, the sin.

The two following acts are mere dramatisation of the
Buddhist legend. Jimitavahana appears as a Bodhisattva
in the sense of the Mahayana Buddhism, when he says:—

Sayyd $advalamdsanam $asisild sadma drumdnamadhah

Sitam nirjharavari panamasanam kandah sahayd mygah \

1. Retranslated from the German rendering of J. J. Meyer, who
roduced the whole scene in the introduction to the *““Altindischen Schel-

menbiichern” I (Leipzig, 1903 ), p. XXIV fI.
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ityaprarthitalabhyasarvavibhave dosoyameko vane
duspraparthini yatpardrthaghatana bandhyairvrtha sthiyaten
“Here one has the bed of hay,

The clean slab of stone his seat,

He has his abode under the trees,

He drinks pure cool water of the spring,

And lives on roots of trees, and

He has deer as his companions:

All these objects of enjoyment

Are available, without being asked for:

But the single defect that we find in the forest
Consists in the fact that here the needful

Are difficult to be found whom one

May render any help; so he passes a uscless life,
Devoid of getting a chance to assist others.”

On the sea-shore Jimitavahana’s glance fallson a
heap of bones and he comes to know that they are
those of the Nagas, the ‘snake-gnds’, who have been
killed and devoured by Garuda. There is anagreement
executed between the king of snakes and Garuda that the
former will everyday offer the latter voluntarily one of the
Nagas, so that he may not make the race of the latter
become extinct. Then there comes a loudly weeping
mother, who is escorting her son, a Naga-prince, upto
the place where he will be held up by Garuda. Now
Jimitavahana wishes nothing but to offer his ownself
to save the Nagas. He persuades him to be allowed to
be replaced.

The terrible giant-bird appears and drags Jimiita-
vihana up into the air at once. But soon the former,
after he has put the half-consumed prince on a-slab of
stone before his ownself, becomes aware of the fact that he
has erred and notices a peaceful grace on the countenance
of his victim and comes to know that here is a Bodhisattva
whom he has killed. He believes that he cannot atone for
this sin otherwise than by burning his ownself. But
Jimitavahana convinces him that the right form of atone-
ment for him will be to take the vow of never killing any
living-being.
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Then he dies uttering the real Mahayanistic con-
cluding words:
samraksata pannagamadya punyari
maydrjitah yatsvasariradandt |
bhave bhave tena mamaivameva
bhityatpararthah khalu dehaldbhah
“May I, as a consequence of the noble deed that I
have performed today by protecting the snake with the
sacrifice of my body, be born again and again in this
very way in order to be able to render service to others.”
His parents, Malayavati and the Nagas break into
tears and prepare themselves to enter into the funeral
fire. Malayavati, however, prays to the goddess Gauri,
who instantaneously appears on the scene and sprinkles
the liquid of ambrosia over the dead, so he comes to life
again. Garuda showers the liquid of nectar on the bones
of the dead Nagas, who too regain their lifel. But the
goddess Gauri explains that Jimitavahana, as a reward
for his noble deed, will become the ruler of the Vidyadharas
and he (who no more belongs to the class of Bodhisattvas,
it is strangely, praises the goddess and is very much grati»
fied at this favour?

Nagananda can hardly be considered to be a Buddhist
drama. Notwithstanding the introductory prayer offered to
Buddha, it is the goddess Gauri, who does everything and
brings the drama to a happy conclusion. And according to
the prelude the drama was staged not perhaps on the occasion
of some Buddhist celebration, but in the festival of Indra. Yet

1. Probably hence the title ‘“‘Joy of Naga”, see F. D. K. Bosch,de
legende van Jimitavdhana in de Sanskrit Litteratur, Leiden 1914, p. 181.

2. In an apparently accurate correspondence with the Niginanda,
the legend is narrated in Somadeva’s Kathasaritsigara 22 and go and in
Ksemendra’s Brhatkathamafjari 4, 49 ff. and 9, 766 ff. Bosch, ibid p.
go fI., has shown that Hargadeva knew and used the Kathasaritsdgara in both
the recensions in which it has come down to usin their original form (the
Brhatkathi of Gunadhya ?). In earlier Avadana literature the legend is
unknown. Upto this day we have not found within the region of the Buddhist
edifice the Jimitavihana-legend (sec Bosch, ibid, p. VIII f.). I-tsing,
however, tells us that the king Sildditya had rendered the story of the Bodhi»
sattva Jimitavihana in verses, and that the poetry of his time was tuned to
music and was staged by actors for the purpose of propagation. (Taka-
kusu, I-tsing, pp. LVI, 163 ff.).

Winternitz, History of Indian Literature, Vol. III, 17,
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the time of the drama falls within the period when Harsadeva
had fully become conversant with Buddhist ideologies under the
guidance of Hiuen-Tsang and was inclined towards Buddhism?.

When the Indians themselves speak about their greatest
dramatists, they mention next to Kalidasa first of all Bhav a-
bhati. He lived in the court of Ya$ovarman of Kanauj
in the first half of the 8th century A. D.2 He had adopted
the surname Srikantha and was born in an old Brahmana
family of Vidarbha (Berar, South India), where the Taitti-
riyaveda was studied. His grand-father’s name was Bhatta-
Gopila, his brother was Nilakantha and his mother was Jatu-
karpi. He himsclf wasa man of great learning, well-versed
in the Vedas, in the Upanisads, as well as in the philosophical
systems, Samkhya, Yoga and Vedanta. All his plays were
staged in the feast of the god Kalapriyanatha, whose famous
shrine at Ujjayini is mentioned by Bana and Kalidasa. He
knew the poetical works of Kailidasa and had utilized them.
Bhavabhti has carned the fame not so much on account of his
skill in dramatic technic, but on account of his mastery in the usc
of the Sanskrit language. From the linguistic point of view he
is the most prominent Indian poet. He brings in natural pathos
and knows to give expression, in an entirely particular way,
to violent emotions, great natural scenes and the sentiments of
heroism and furiousness. As against this he is lacking in humour.
To him dramatic art is such a serious affair that he fecls shy in
bringing into his dramas the joker /vidiisaka). The long

1. InactV Jimitaketu, the father of the hero, is devoted to the Sun-
god. The consort of $1va g_uides the destiny in the drama that contains a
Buddhist legend. This position strongly lends support to the authorship of
Hargadeva whose inclinations were divided between Siva and the Sun-god
?n oncfhand and the Buddha on the other, as we have already seen above

p- 51

[ 2. *“Bhavabhiiti has said nothing about the time when he lived. . . The
inference is possible that he had to struggle hard for fame and future ... In
view of this, it is surprising to find that the Kashmirian chronicler K 21 ha na
mentions Bhavabhti, along with Vakpatiraja, as having been patronised by
King Yasovarman of Kanyakubja. Obviously this Vikpatirdja is the author
of the enormous but unfinished Prakrit poem Gaiidavaha, which glorifies
Yaﬁoyz}rman, a_nc! in which the poet acknowledges his indebtedness to Bhava-
bhuti in eulogistic terms.  As this poem is presumed to have been composed
in 736 A.D., before Yafovarman’s defeat and humiliation by King Lalitaditya
of Kashmir, it is inferred that Bhavabhti flourished, if not actually in the
court of Ya§ovarman, at least during his reign in the closing years of the 7th
or the first quarter of the 8th century”. —S.K.De, HSL, p. 279.] !
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compounds used in prose passages go to prove that his poems are
rather more suitable for reading than for staging purposes. In
particular his two Rama-dramas are little dramatic. .

The Mahaviracarita or ‘“the Biography of the
Great Hero!” treats in its seven acts the subject-matter of the
first six sections (kandas) of the Ramayana, beginning with
Rama’s visit into the hermitage of Visvamitra upto his return
to Ayodhya. Tt is rather a free compilation of dramatic scenes
brought into one place, from the epics, than an actual drama.

Just a little more dramatic is the Uttararama-
carita, ‘the Second-part of the Biography of Rama?,
that (likewise in seven acts) narrates the story of Sita, discarded
by Rama, and corresponds to the Uttarakarda of the Ramayana.
Only in acts IV and VII, the poet has deviated from his model,
and it is only in acts T and VII that we have vestiges of some-
what dramatic life. The poet, however, in this drama finds
abundant opportunities for presenting the pathos in its real
perspective and in gencrating in an efficient manner in the
mind of his audience the feeling of the sentiment of pity
(karunarasa).

In act J, Rama, Sitda and Laksmana are reflecting
among themselves upon a numnber of paintings, in which
the whole story of Rama is presented upto Sita’s fire-
ordeal, brought by an artist. Laksmana explains the

1. Edited by F. H. Trithen, London 1848; [Anundaram-
Borooah (Calcutta 1877): critical edition based on important manuscripts
by Todar Mall, (Oxford-Univ. Press 1928, Punjab Univ. Publ.] Also
with the commentary of Viraraghava by T. R. Ratnam Al vyar,
S.Rangachariar and K. P. Parab, Bombay 1910, NSP (first
edn. 1892). Eng. trans. hy Joh Pickford (London 1871, recent reprint
1892). Table of contents in Wilson II, 323f.

. 2. Edited with the commentary of Virarighava byT.R.Ratnam
AiyarandV. L. Sh. Panasikar, 4th ed., Bombay 1971 NSP [ 1st ed.
1899]; [ with the commentary of Ramacandra Budhendra, Madras 1882 H
ed. with the commentary of Ghanasydma (1st half of the 18th century ), by
P. V.Kane (Bombay 1921); C. Samakarardmadastri with the
the commentary of Nariyana, Madras 1832; by S. K. Belvalkar (text
only), Poona 1g21; ed. S. K. Belvalkar, vol. I, containing English trans.
and introd. only (HOS 1915.)] English translation by Wilson I, 275 fI.
and C. H. Tawney, 2nd ed.,, Calrutta 1874. French translation by F.
Néve, Brussclles and Paris 1880 and by P. ’Alh eim. C. Bois-le-rois.
1906. Besides see Sc huyler in JAOS, XXV, 1904, prp- 18g1 for fuller
bibliography; see also Sten K on o w Ind. Drama. J- A scene from Act IV
translated into German by Oldenberg, LAIL, 278 ff. Cf. Senart y JA
1881, 5. 7, t. XVII, 562 f. [ There arc two recensions of the Uttara-
rimacarita,sce Belvalkar JAOS, 34, 1915, 428 . ],
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pictures, and while reflecting upon these, they are reminded
of the life that they have had led together. We mark the
sincere affection and tenderness with which Rama and
Sita hold fast to each other. On account of reflecting
upon the picture Sita feels tired and drowsy. Rama
addresses her in affectionate words and she lays her arms
about him.
Sita—piarvada, saissam )
Ramah—#kimanvestavyam 1
avivahasamayadgrhe vane Saisave tadanu yauvanc punah
svapaheturanupdsritonaya ramabdhurupadhanamesa te \
Sita— nidram natayanti) atthi edaiv ajjaiitia 1
althi edam (iti svapiti) 1
Ramah—katharii priyavacana vaksasi prasuptaiva )
iyam gehe laksmiriyamamrtavartirnayanayor-
asavasydh sparso vafrusi bahalascandanarasah 1
ayan kanthe bahuh Sisiramasrno mauktikarasah
kimasyah na preyo yadi punarasahyo na virahah 11
Sita—'"Flatterer, come, lect us sleep”.
Rama—*“My dear, what is it, thou art secking for ?*’
“Ever since the time of our marriage,
At home, in the forest,
In our childhood and youth,
What has been bringing thee to sleep,
And on which no other woman has ever reposed,
That arm of Rama is here, the pillow for thy head.”
Sita--{Sinulating sleep). It is so my husband; it is
so my husband.
Rama—How now, she, a speaker of agrecable words,
has fallen asleep on my bosom.
“She is the goddess of fortune at home, she is the nectar-
collyrium for my eves; to my body her touch is as agree-
able as that of thick sandal paste; her arms encircling my
neck is as cool and smooth as a necklace of pearls; what
is there, that is hers, which is not sweet, in case I do not
have the misfortune to suffer her unbearable separation.”
Through this picture the most tender conjugal affec-
tion is generated only to be merged into the tragedy of
conflicts in which Rama gets plunged as soon as he hears
that the people talk unkindly about him that Sita
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has stayed in the house of an enemy and yet Rima has
accepted her as his wife. And only in case we try to under-
stand the Indian standpoint with regard to the ideas about
the wife, we shall be able to appreciate the depth of
mental conflict and pain that Rama suffers, when he is
obliged to abandon sinless Sita on account of the
popular will.

Between the first and second acts, there elapses a

period of twelve years, and the acts II-VI merely describe
the well-known events of the birth of the son of Rama till
upto his meeting with Sita taken from the Uttarakinda
of the Ramaiyana.
All the subjects as well as the gods and the demi-gods are
present beside Rama and Laksmana and witness a
drama composed by Valmiki. The play within the play!
begins. In a very dramatic manner the drama and realities
are mixcd together. Rama becomes wholly unaware of
the fact that it is just a drama. The mother Earth and
Ganga take Sita under their care. At first Rima laments
that he has discarded his faithful wife but Ganga justifies
him, and the gods convince with facts and figures the
people, who are assembled, that Sita is chaste and sinless,
so that at the end she is the reunited with her husband
and children.

The most significant drama of Bhavabhiiti is the Mala-
timadhava, ‘“the Drama of Milati and Madhava?’
in 10 acts. In case Mahaviracarita isa hero-drama
(virarasapradhana), the Uttarardmacarita is a pathetic piece
(karunarasapradhiana) and the Milatimadhava is like-wise
a love-drama (§rngararasapradhana), in which love is extolled
with ardour and pathos, a thing that perhaps we do not find

1. See above p.253 and J a c ks o n, American Journal of Philology,
19, 1898, 244 f.

2. Edited by R. G. Bhandarkar with the commentary of
Jagaddhara, BSS No. XV, Bombay 1876, 2nd ed. 1905, with the comment-
aries of Tripurdri and Jagaddhara by M. R. Telang and W. Sh. Pansi-
kar, Bombay 1905, NSP; with English translation by M. R. Kale,
Bombay 1913. German transl. by L. Fritze (Reclams. Univ. -Bibl. No.
1844 ). French transl. by G. Strehly with a preface by A. Bergaigne,
Paris 1885. [ The NSP edition, in fact, contains the commentary by Nanya-
deva that was revised by Jagaddhara; one of the carliest editions is that of
C. Lassen, Bonn. 183:%.
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frequently in India, and here the principle that other sentiments,
such as the abominable (bibhatsa), the wonderful. (adbhuta),
the painful karuna) and the heroic (vira) should be presented
on the stage, as stated by the poet in the prebude, finds a powerful
expression.

In a very interesting prelude, in the dialogue of
the stage-manager and his assistant, the poct states his own
ideas about the dramatic art:

bhamnd rasanam gahanah prayogak

sauhardchrdyani vicestitani )

auddhatyamdyojitakamas iitram

citr@ kathd vact vidagdhatd ca 1)

“A drama should be full of depth with the presence
of a large number of sentiments; one ought to expect in
it a treatment where the feeling of friendship may become
highly manifest and love may appear stronger through
rude activities; its theme should be intercsting and there
should be clarity in expressionl.”

" \The poet, with his boastful self-conceit, makes the stage-
manager say that the drama that he wants to stage is regulated

- strictly according to his direction and his idea is:—

:
B

ye nama kecidiha nal prathayantyavajiian

Jananti te kimapi tanprati naisa yainah 1

utpatsyate mama tu kopt samanadharmd

kalohyayam niravedhirvipula ca prthoi 11

“Those persons, who slander us and do not under-
stand, I tell them that this work is not meant for them.
The space of time is endless and the world is wide; so a
person, who thinks and struggles like me, may not be
wanting.”’

Further he says:—

yadvedadhyayanam tathopanisadam sarkhyasya yogasya ca

JAananm tatkathanena kim nahi tatah kascidguno ndtake \

yatpraudhitvamuddratd ca vacasam yaccdrthato gauravam

taccedasti tatastadeva gamakar pandityavaidagdhyayol 1

“What rclevancy is there in speaking about scholar-
ship in the Vedas or about study of the Upanisads, of the

e Rendered into English from the German translation of
L. Fritze.



DRAMATIC POETRY—MALATIMADHAVA 263

Sankhya and of the Yoga, in case a drama derives no

advantage from all these. However, when in it, the

expression is perfect and noble and the theme is sober and

deep-thought that shows scholarship and culturel.”

Klein? has designated the Malatimaddhava
as ““the Romeo and Juliet drama of India with a happy termina-
tion.” But the comparison becomes inappropriate when we
find that the fathers of the loving couple are not implacable
villains, as Capulet and Montague; but on the contrary they
have agreed for the marriage of their children. Now since
Nandana, who wants to make Mailati his wife, is a favourite of
the king, her father is obliged to affiance her to him. But
when the two are found loving each other, their parents become
very much happy at the end. But the upholder of the whole
story is the Buddhist nun Kdmandaki®, who is the proper heroine
of the drama. She succeeds in persuading Malati and Madhava
to surrender to each other, and notwithstanding all obstacles the
two get married at the end and become a happy couple. This
splendid personality of Kamandaki, who has so little to do with
religion, so that we would not be able to recognise her as a
Buddhist nun, in case in the prelude she were not expressly
mentioned as such® and who possesses so much of worldly
wisdom that there is nothing concerning man that is unknown
to her, the motherly friend of both the lover and the beloved,
who, like a mother, sheds tears when her protege is married
to her husband, is probably the poet’s own creation. The
theme itself, to a great measure, appears to have been a
creation of the poet, while some of the topics must have been
taken from the stock of the Brhatkatha®.

1. The translation given here is according to the German rendering
by Fritze,

2. Geschichte des Dramas III, 135. Kleine (ibid I1I, 51)has
called Bhavabhiti “the Shakespeare of India”, but it is a case of exaggeration.

. The name has been selected intentionally with the idea of remind-

ing us of the author of the Nitisira. Since this nun is simply a lady diplomat,
who has a worthy counterpart in Yaugandhariyana of the dramas of Bhasa
and in Canakya of the Mudrirdksasa.

4. The assistant speaks to the stage-manager at the end of the prelude:
““the main réle, that is of the old Buddhist nun Kimandaki, has been p ;am’i’
by your ownself, boss, whilst I am ready with that of her disciple Avalokita.

5. Gf. Kathgsaritsigara 104.
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In this drama Bhavabhiti has understood more deeply
and more seriously the problems of erotics than has beendone by
most of the Indian poets. The act VI of our drama falsifies the
often-levelled criticism that the people of India were ignorant
of what the people of the West call “true love”.

Madhava and his friend see from a temple the proces-
sion of the marriage of Malati with a groom whom she
does not like. The procession stops just before the temple.
Malati, escorted by her friend Lavangika and the nun, enters
into the temple. Madhava and his friend hide themselves
behind a pillar and listen to the conversation of Malati
with her friend. She tells her that she will like to die,
since she has not the good luck of having the person whom
she likes to be her husband. She futher leaves a message for
her lover, who hears it from the place of his hiding and
this elicits from Makaranda the words ‘‘saisd parama simd
snehasya, this is the extreme limit of love.”” Madhava, at
a hint from Lavangika, comes out from his hiding and takes
her place. But Malati, in the dim-light of the temple
does not notice him at first and, further driven in love, she
embraces him (Madhava), thinking him to be her friend,
and lastly comes to know that it is her lover who is between
her arms—all this presents an extraordinary effect at the
time of reading and must necessarily be so on the screen.
Likewise dramatic is the entry of the Kamandaki, who
blesses the fortunately united pair, and while the
marriage-party with the undesired bridegroom is waiting
outside in the dark of the temple, she solomnises the
marriage of the realy loving couple with the words:—

breyo mitrami bandhutd va samagra

sarve kamah Sevadhirjivitam va )

strina bhartd dharmaddrasca purmsam

ityanyonyar vatsayorjiiatamastuy 11

“Let this be known to my two children, that the most
intimate friends, the whole group of relations as well,
fulfilment of all desires, the best treasure, life itself—all
this is the husband for a woman, and for a man a faithful
wife is all this.”

In the same manner as Bhavabhiiti has depicted the
highest spiritual love here, so ako in act VII, we find him
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describing sensuous love with equal force. He cites an
cxpression from the'Kamasitra':

kusumasadharmano hi yositah sukumdropckramah tasvanadhi-
gatavisvdsaih  prasabhamupakramyamanah samprayogavidvesinyo
bhavanti 1

“Women are like flowers; man should approach
them politely; he who comes close to them in a violent
manner, before he has gained her confidence, for him love
becomes odious forthwith.”

The poet reveals his accurate knowledge of ‘the
science of love”. In the impudent sleeping chamber
scene, where Makaranda, dressed as Malati, the bride,
lies on the bed and listens to what his beloved
Madayantika says about him in the conversation with
her friend, who narrates as to how she drcams about
her lover, how he approaches her violently in the
dream, and how she is hardly able to retort to his violent
solicitations in her burning amorous rapture,—and,
Makaranda, who is very much glad, uncovers his face and
rejoices the friendly services rendered by the god of love.

Further Bhavabhuti is able to find forceful expressions
also for describing the feeling of excessive pain.  Inact IX
we find Madhava mad with grief in his bereavement from
his beloved who 1is believed to be dead. He bursts into
violent bewailings and turns towards the animals of the
forest and the cloudsin thesky in the belief that they must
be sympathetic towards him in his grief.  Thus he has
certainly followed Kailidasa’s Meghadata and Vikramor-
vasiya. But we meat with real Bhavabhiti when Madhava
ends his grief in the following words :

* dhigucchvasitavaisasa mama yaditthamekdkino

dhigeva ramaniyavastvananubhavad vrthabhavinal 1

tvay@ saha na yasiaya ca divasah sa vidhvamsatam

pramodam gaiisnikanm dhigaparatra kamanuse 11

“‘Fic on the grief that has come to me and to me all
alone; fie on the bheautiful thing that you cannot rejoice
and so has become devoid of any use; but the day that is

1. The stanza, that is in Sanskrit, occurs in the midst of a Priakrit
dialogue. On Bhavabhiiti’s knowlcdgc of Kamaéastra sce aso Peterson,
JBRAS 18, 1891, 109 ff.
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not spent in your company is wasted, fic on the mirage of

pleasurc that you do not rejoice”.

Bhavabhiiti has special fascination for strong contrasts.

In act V he describes with high perfection the terrible
movements of the witches and goblins in thc grave-yards
and the terrible tantric rites performed for worshipping the
goddess Durgi, who asks for 2 human head. A real master-
piece is, notwithstanding long compounds, the description
of the dance of the terrible goddess Caimunda (Durga) with
her many arms, dccorated with snakes and her frightful
head performed for the entertainment of Siva. Tt has been
rightly said that this act V far surpasses the witch-scene in
the “Macbheth’ and the Walpurgis Night in the “Faust” in
respect of horribleness and vividness and is of importance
for history of religion?”.

Although many of the scenes of the Milatimadhava are so
dramatic, still this work of Bhavabhiti is merely a hook-drama.
It is since hardly thinkable that an audience, not consisting
purely of first rate scholars of Sanskrit, could ever have understood
the work mecrely by hearing it. The language of poetry is
highly elegant. The very large number of modcl examples,
quoted from the works of Bhavabhiiti, that we find in manuals
of poctics, prove the extent to which his dramas have been consi-
dered as pieces of classical ornate poctry.

The Venisamhiara, ‘“the Drama of Binding of
the Lock”3, of Bhatta-Narayana® is another drama
that is much quoted in manuals of rhetorics®.

The plot of the drama is taken from the Mahabharata-
story of the ambassadorship of Krsna till upto the fall of

Duryodhana in the mace-fight with Bhima®. Draupadi who

1. According to the German transl.of Fritze.

2. Cf. Fraser, Literary History of India, 288 fF.

3. Edited by J. Grill, Leipzig 1871, and with the comnmentary
of Jagaddhara by K. P. Paraband K. R. M3 d g vkar, Bombay, 1898,
2nd ed. 1905, NSP. An independent work, rather than a trans., is the work of
Sourindio Mohun Tagore (Calcutta 1880), who boasts to be a
descendant of this poet.

4 According to the prelude he had assumed also the epithet Mrga-

rija (i.e. simha). On his age see above p. 53.

5 Thus by Vimana, Anandavardhana, Ruyyaka, Nami, K semendra,
as well as in the Kivyaprakiéa and in the Dafariipa.

6. Mahabharata V, 72, IX, 58,
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is dragged by her hairs in the hall, is carrying her hairs

loose and will not fasten them till after the humiliation

suffered by her is avenged. Bhima takes the vow that he
will fasten her hairs with his hands coloured in the blood
of Duryodhana. This takes places in act IV, in which

Yudhisthira and Bhima indulge in most highly unusual

joke with Draupadi.

Most of the occurrences that take place in course of the
war are just narrated, indeed in a blossoming kavya-style,
but with unreal pathos, in which the force of the old epic is not
visible. The happy, almost severe, conclusion stands in incom-
patible contrast to the tragic end of the great war. The popula-
rity of the drama among the panditas is possibly based on its
language alone and not on the subject-matter. However, the
Indian rhetoricians have acknowledged the defects of this
dramal,

The Later Dramatic Literature

Rajasekhara? too is included among the most
eminent dramatists. He boasts to have amongst his fore-fathers
a succession of famous poets® and he is proud in respect of his
knowledge of language. Infact heis not a master of Sanskrit
and Prakrit only, but also of popular languages, as is evident
from many rare words and provincialisms used by him. He
shows extraordinary skill in the use of ornatec metres. Here and
there he also employs the rhyme borrowed from popular poetry.
At the same time he shows great predilection for proverbs and
proverbial expressions. However, he is not a first rate poet.
Probably he lacks in taste as well as in originality in addition.

Two of his dramas deal with epic materials. His
Balaramayana or ‘the Ramayana for Boys’4, that
narrates the whole story of the Ramayana in ten long acts

1. Cf. Kavyaprakdsa 7, 60 ff. and Sahityadarpana 406 ff. [ But
cven the Dadarlipa and the Sahityadarpapa are unable to find as proper
illustrations of the garbha- and vimarsa-samdhis from the Venis., as from the
Ratnavali, for instance”’—S. K. D e, HSL, p. 274, foot-note. ].

2. See above p. 53f. He is cited in the commentary on the Dasariipa
in Bhoja’s Sarasvatikapthdbharana by Ruyyaka, Ksemendra, Abhinava-
gupta and in Somadeva’s Yasastilaka.

3. He names Akilajalada, Surananda, Tarala and Kavirija.

4. Published in Pandit, Vol. IIL,[ also edited by Govindadeva
Sastri, Varapas 1869, Jivinanda Vidyasagara, Calcutta 1884.].
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(with 741 stanzas) is based not only on Vilmiki, ut also on
Bhavabhiiti. Following the model of Harsadeva and Bhava-
bhiiti he has inssrted a drama within a drama in act III, and
the act V is a tasteless imitation of act IV of Kalidasa’s Vikra-
morvasiya. The Balabharata or ‘“the Mahabharata
for Boys”, also called Pracandapiandava, ‘“theDrama
of Haughty Pandavas!” has not come down to us in a complete
form: may be, the poet left it incomplete or its first two acts are
lost for ever. The first one describes the marriage of the Pand-
avas and the second one describes the game of dicc and its
consequences till upto the banishment of the Pandavasinto the
forest. :

In his two natikds, thc Vidd ha$alabhafijika”
““the Statue?’ and the Karpiramafijari3, thatdeviate
little from their models provided in Kalidasa’s Malavikagni-
mitra and Harsadeva’s Ratnavali, Rajasckhara is not very
ingenuous. Notwithstanding this, the Viddhasalabhaiijika is
not wanting in comic situations, that find abundant number of
occasions, in addition to the fact that the heroine is a boy dressed
as a girl.

In contrast to this, the Karpiramafijari is more significant
and more original. Tt is one of the best comic plays of Indian
literature. It is the only available comedy that is wholly in
Prakrit®, It is often said that it is either the poet’s first work or
a work written at a time when he had not attained maturity—a
statement that seems to be without basis. On the other hand, we
are able to conclude from the remarks in the prelude that after
Rajasekhara had attained fame as a Sanskrit poet, he wanted

1. Edited by C. Cappeller, Strasshurg 1885 and Km. 4,
1887. Cf. Weber, Ind Stud. 18, 481 fI. Three verses have been borrowed
from the Mahabhirata ad verbatim. Probably the work consisted of ten
acts or it originally had the same volume.

2. Edited with a commentary in the Pandit, Vol. VI; [ with the
commentary of Vimanacarya ] by B.R. Arte, Poona 1886. English
transl. by L. H. Gray, JAOS 27, 1906, iff.

3. Edited in the Pandit, Vol. VII, with the commentary of Visu-
deva in Km. 4, 1887 and critically edited by Sten K onow, in addition to
an English translation by Ch. R. Lanman in HOS. Vol. IV, Cambridge,
Mass. 1got. [ Ed. Manomohan G hosh, Calcutta 1939].

. The technical expression for this type of drama is sattaka.
Rudradasa’s Candralekhd, ed. by A. N. Upadhye, Bombay 1945, is another
sattaka, that also is wholly in Prikrit.
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to prove by writing this that he was able to employ the most

complicated metres in Prakrit as in Sanskrit. But he seems to

have made use of not only the popular Prakrit,- but

appears to have been otherwise dependent also upon popular

plays. Many a time the somewhat naked humour and the

character of the song-play that appears in occasional songs
are vulgar.

Witty, but at the same time also blunt, is in act I the

dialogue between the vidiisaka, who boasts of being a

scholar, since the father-in-law of his father-in-law used

to carry hooks to the houses of his neighbours, and the

highly gifted maid-servant, who recited her poems in the

presence of the king and the queen, who praise her. This

makes the Brahmana very angry and vindictive, The

entry of the wizard and the tantrika priest Bhairavananda,

who very nicely caricatures the religion of the Saktas with

his filthy eloquence, is described with blunt humour.

A litide intoxicated, he, in rhyming four-lined stanzas,

praises the majestic religion of the Kaulas, for whom neither

hook nor word nor meditation is necessary for the purpose

of attaining salvation, but only wine, woman and meat.

Then he boasts swaggeringly at the efficacy of his magic

with which he can bring down the moon upon the earth,

can stop the chariot of the sun, can make gods visible

etc. The king expresses the desire that he should make a

beautiful woman appear. And at once there appears a

wonderful girl for enchanting the king. The girl is

Karpiiramaiijari, the heroine of the drama, and the king

immediately falls in love with her. The further treatment

runs almost according to the model of Malavikagnimitra.

In any case, new is the scene of the swing-festival, cele-

brated in honour of Gauri, in which a beautiful maid sports

on the swing before a picture of the goddess, and the king

gets an opportunity to sec his beloved again. The songs

5. So V. Sh. Apte, Rijaéekhara. His life and writings, p. 22ff.
and Konow. ibid p. 184.

In the prelude it is said that the difference between a rough unadul-
terated Sanskrit poem and a fine Prakrit poem is similar to that existing between
aman and a woman. The drama written in “‘cffeminate” Prakrit was (accor-
ding to the prelude ) staged at the desire of Avantisundari, the wife of the poet.
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in which the swinging of the beautiful young girls is
described arc really master pieces of syllabic decoration
with alliterations and internal rhymings thatin an excellent
manner give expression to the peaceful to-and-fro
movement of the girl in the swing. In act IV too we have
the description of a popular feast, that is of vatasavitri,
and in it takes place the mask-dance, that is exacting
and interesting at the same time.

If we take the works of Rajasekhara as a whole, we are
in agreement with the opinion of Pischel! who says:
“Rajasckhara was a master of language and his dramas are
extremely impertant for knowledge of Sanskrit and rather of
Prakrit. His verses are elegant and flowing, and in his terribly
dull and tedious Bilaramayana onc comes across many scenes
that, on account of their nicely sounding stanzas and idio-
matic phrases and allusions to the manners and customs, are
not devoid of intercst and pleasure. But as a dramatist
Rajasckhara’s position is not high.”’

With Bhavabhiiti the line of great dramatists in Indian
literature comes to an end. Bhatta-Narayana and Réjasge-
khara already belong to the category of imitators. This imitative
literature, however, has not come to its real end even upto this
day. Down upto our days new dramas, following old models
have been and are being composed. The old traditional stories
have throughout supplied the themes for the recent dramas. In
this connection the Rama-tale stands in the front line2.

One of the dramas that on account of its style and language
is much estcemed by Indian panditas is the Anargha-

1. GGA 1883, 1227 f.

2. On the Rama-dramassee L€ vi, 267 1. and Bh attanatha
Svamin, Ind Ant. 41, 1912, 139 ff. King. Ya$ ovarman’s Rimabhyu-
daya (quoted in Dhvanyaloka and in the commentary on the Dasariipa)
and Mayuridjas Uddattaraghava (quoted in the commentary
on the Dasariipa) have not come down to us. ’

[ His work has been cited in the Dasar@pa II, 58;I1II, 3, 24 (under the
name of its author ); IV, 13, 28. It was known also to Abhinavagupta (in his
commentary on Bharata, XIX) and to Kuntaka (Ed.S. K. De, Calcutta
1928, pp- 225, 244.) ] On Rama-dramas see also Konow, Ind. Drama
p. g6ff. [Other Rama- dramas mentioned by Abhinavagupta in his
commentary on Bharata and Kuntaka. They are of unknown dates and of
unknown authors in most cases. Their names are :—Chalitarima,
Krtydravana and Mdyapuspaka. Cf.S.K. De, HSL, p. 301.]
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raghava? of the poet Murari, who may have lived in
between 1050 and 1135 A. D.2 The Unmattaraghava
‘“‘(the Drama of the Angry Son of Raghu)”%, (called
preksanaka) of Bhaskarabhatta is a soliloquy of angry
Rama after the sudden disappearance of Sita, in imitation of
Vikramorva$iya. Very much esteemed by Indiansis the Prasan-
nariaghava?* of Jayadeva, the son of Mahadeva of
Kaundinyagotra. In the first-half of the 17th century Maha -
deva, adisciple of Balakrsna (who in 1637 wrote one Nila-
kanthavijayacampa (in 1636 A.D.) wrote the
Adbhutadarpana® in ten acts, in which the original
story of Rama is hardly recognisable. In about the same period
South Indian Ramabhadra Diksita, a disciple of
Nilakantha Diksita wrote his drama Janakiparinaya,”
“The Marriage of Sita”¢, likewise with stronger deviations
from Valmiki’s poem.

I.MI‘S;l-i—{chl—;ypi'?rcAm ac };rarn d_;a Tarkavigisa, Calcutta
1860 and] with the commentary of Rucipati in Km. 5, 1887. Extracts in
Wilson II, 375 ff.

2. So accordingto Bhattanatha Svamin,ibid; whilst Dur g a-
prasdda places him the middle of the gth century A.D. Mankha and
Ruyyaka knew Murari. He calls himself a son of Tantumati and of Varddha-
manabhaita, and in several places he is called ‘“Balavalmiki’’. The drama
is often called *“Murarinataka”. Konow, Indische Dramen, p. 84 considers
Murdri as older. [ ““The earliest citation from the Anargharaghava occurs in
the Dasardpaka 11 1 (14ma rdma...= Anargha. III, 21). Therefore, it may be
Justitiable to place Mutdri at the end of the gth century and in the beginning
of the 10t century. The position is not invalidated on account of occurrence of
theverse in the Mah#nataka, “which is notorious for its appropriation of
stanzas from most of the R&ma-dramas : cf. $. K. D ¢, HSL, P- 449.-]

3. Edited in Km. 17, 1889. According to the prelude the drama
was staged before an assembly of learned men, who had gathered for honouring
Vidyédranya. In case this Vidyaranya be identical with Madhava, the brother
of Sayaua, the drama would be attributed to the 14th century.

. Edited [by Govindadeva Sastri, Varanasi 1868) in the
Pandit, Vol. I, and a commentary thereupon by Gangénitha in the Pandit
N. 8. Vol. 26-28. It .s quoted in the Sihityadarpana, see Bhattaniatha
Svamin, ibid 143 note (edition also by S. M. Paranjape and N. S.
Panse, Poona 1894 and K. P. Parab, NSP; 1893 and again 1914.)
Fhe age of the work is not definite, but “probably it was written in the 13th
century”; cf. S. K. D e, Sanskrit Poetics, p. 215 f. and HSL. p. 462.) In
about 1390 Manika in Nepal wrote a drama A b hi navaraghava
(Lévi 268) and in about 1509 Sundaramiéra wrote a seven-act
drama Abhiramamani (Wilson II, 395), that is also quoted fre-
quently by the author in his Natyapradipa (sc¢ Eggeling, Ind. Of.
Cat. III, p. 347 £.).

5. Ed. in Km. 55, 1906.

6. Edited in Km. 1894. Lévi 286 gives the contents of the seven
acts. On the poetof. T. 8" Kuppuswami Sastri, Ind. Ant. 33,
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A most characteristic and literarily and historically most
important of the Rama-dramas is, however, “The Mahana-
taka, ‘‘the Great Drama’, that claims as it author, a persona-
lity not inferiorto Hanuma t, the monkey of the Ramayana-
fame, and hence known also by the name Hanuman-
nataka. Since it has already been referred to by Ananda-

- vardhana, its age cannot be later than 850 A.D. However, this
work has come down to usin two recensions that seemingly differ
strongly from onc another. In course of time the volume
of the drama has grown larger with interpolations to such an
extent that in it we find passages from other Rama-dramas,
like those of Bhavabhiiti, Rajesekhara and Murari. The differ-
ence is not only in respect of the number of verses, but also,
in that of the acts in the manuscripts. The western recension,
that is attributed to Damodaramiéra?, has 581 stanzas
in 14 acts, while in the Bengal recension?, attributed to Madh u-
siidana, there are 730 stanzas in 9 acts. However, the
division into acts is not important. The Mahanataka is hardly
amodel drama, hut somecthing between epic and dramatic
poetry. Like any proper epic, almost the entire work is full
of metrical lines. We come across just occasionally short
passages in prose and that only in a few unimportant places.
The stanzas contain partly the dialogue and partly they simply
narrate action in an cpical fashion In place of stage-directions
we find epical stanzas written in the kavya-style. There is no
dialogue in Prakrit, nor a vidisaka. In the beginning of the
drama the stage-manager does not speak about the performance,
but says, “I shall speak about the Ramayana™”. Then he says
also : “It appears that we arc the lucky actors (nartakah,

1904, 126 1. 176 ff. [Ed. also by Laksmana Sari, Tanjore 1906. 'The
same author wrote also one Srngaratilaka, (ed. Kedira-
nathaand Vasudeva L.Panasikara, NSP, 1g10. In this drama
the demons appear in the guises of Vi$vamitra, Rama, Laksmana and Sita
in a curious manner and this results in confusion. It is of little dramatic
value from the literary point of view. ]

1. Published with the commentary of Mohanadisa several times in
India, so Bombay 1860, 1868 ctc. [ According $. K. D e, HSL, p. 506 it has
548 verses. ]

2. [Edited ( with the commenary) by Jibananda Vidyasigara, 2nd

Ed., Calcutta, 18g0. [ According to S. K. D cy, gbid, following A u igr echt,

Bodl. Cat. p. 142 b, it has 720 verses. Editionalsoby Chandrakumara

Bhatticharya with the commentary of Chandrafekhara
lalcutta 1874. ]
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actually “dancers™), so it appears that the poem is meant to

be recited by one person, while other silent actors will

pantomimically represent the narrated events. Another

presumption is that the piece was meant tobe a Shadow-
playl

Not only the two recensions deviate from one another,

but likewise two different legends are current regarding the

origin of this work. In Mohanadisa’s commentary on

the Ddmodaramisra-recension it has been said asfollows:—

The divine apc Hanumat, the battle-companion of Rama,

composed this drama and copied it on stone-slabs. Valmiki

feared that the charm of this poem would completely

overshadow his Ramayana. Since thc monkey was

generous and without cgoism, he laughed at Valmiki

and threw into the ocean the stonc-slabs on which he had

written his drama. Several centuries later it so happened

that ccrtain parts of the poem were recovered and brought

to King Bhoja, who entrusted to Damodaramisra

the task of bringing together the stray parts of the poem, to

fill the lacunae and to make from them one unified work.

But at the end of the reccnsion of Madhusidana it is said

that this sublime Mahanataka was composcd by the higly

well-known Hanumat and was recovercd by Vikramaditya.

To describe this the commentator says:—Once Hanumat

wrote these verses on rocks and sunk them into sea-water.

Vikramaditya, however, got them taken out with the help
of fishermen?.

1. SoPischel, SBA 1906, 498ff. and KG 179 f.and Luders,
SBA 1916, 698 ff. Liiders, ibid 704 f. does not consider it as certain that
the smaller recension is also older, as we ordinarily assume. The statement of
Max Muller (Jahrbiicher fur wissenschaftliche Kritik 1846, p. 472ff.)
that the Mahéanataka may be considered to be the first rudiment of the real
drama, “‘the first experiment in: the dramatic art.. ., of an age, when it began
to be separated from the sphere of the epic, but had not”” *‘sull taken a
status independent of it”’, does not appear as probable. [Konow Indische
Dramen, p. 89 f, speaks with too much of confidence about the Mahanitaka
as a shadow-play, although it is still a mere presumption. ]

2. Edited in Km. 28, 18g1; translated into English by L. H. Gray,
JAOS 32, 1912, 58, fl. Cf. Eggeling, Ind. Off. Cat., p.1604, I.; C.Be nd all,
JRAS 1848, 229 f; P. E. Pavolini, GSAI 25, 1912, 315 ff.; Pischel,
SBA 1906, 494 ff.; Liiders, SBA 1916, 698.

Winternitz, History of Indian Literature, Vol. III, 18.
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The hypothesis that the Mahinitaka was meant to be
staged as a shadow-play finds support in the fact that it has great
similarity with the text of the Javanese shadow-play and that
Datangada, “the Drama of Angada’s Errand™?, of Subhata,
that is verysimilarto the Mahanataka, is expressly called a
shadow-play (chdyanataka)?. This drama describcs a single
episode of the Ramayana, namely the mission of Angada, that
proceeds the declaration of war against Ravana. The Datangada
too has come down to us in two recensions: one longer, the other
shorter; but manuscripts greatly differ from one another through-
out. In one of the recensions, not only the dialogucs in verses
but also narrative stanzas have becn inserted, so much so that
the work appears likewise as something intermediate between
an epic and a drama. Subhata himself admits to have brought
into his work verses by other pocts too, and a number of
stanzas are borrowed from the Mahanataka. The Dinangada
was staged under an order of the Caulukya king Tribhuva-
napala of Gujarat on March 7 of the year 1243 during the spring-
festival on the day of the swing-feast in honour of a picture of
Siva obtained by Kumarapala3.

The drama Gopalakelicandrika (“Moon-
beam of the Sports of the Cowherd’’), that is to say that like
the rays of the moon shines forth the sport of the cowherd

1. We are able to draw from these legends at least the chronological
conclusion with regard to the manner in which from certain anecdotes
literary works have got associated with King Vikramaditya or King Bhoja.

2. According to S. K. D e, HSL, p. 507, “there is nothing in the work
itself, in spite of irregularities, to show that the composition was intended
or ever used for shadow-pictures.” Continuing D ¢, ibid, p. 509, says: —"All
this presumption is perhaps more in keeping with the nature of the work and
the period in which the recensions  were redacted than the solution of an un-
warranted show-play theory or :uperficial lese-drama explantion, [ see also
S.P.Bhattacharya, IHQ, 1934, p. 492 f.].

3. [Rajendralal Mitra, Bikaner Catalogue, p. 251, suggests that the
drama is perhaps simply intended as an entr’acte.] ‘Lhere are yet other
shadow-plays of still later ages. So Vyadsa$ri Ramadeva wrote in
the first-half of the 15th century A.D. the shadow-play Fandavabhyu-
daya, that describes the hirth and marriage of Draupadi with the five sons
ofPandu. Riamabhyudaya (“Rama’sRise”) and Subhadra-
parinayana (“Marriage of Subhadra”, Krsna’s sister, with Arjuna)”.
Cf. Eggeling, Ind. Off. Cat., p. 1602 ff.and Bendall, JRAS 18¢8,
231 and British Museum Catalogue No. 271. A wholly modern shadow-
play isthe SAvitricarita insevenactsof Sankaralala that was
printed in Bombay in 1882 and perhaps was writlen in that very year; see
Laders, ibid p. 6gg.
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Krsnal!) of the poet Ramakrsna, son of Devajiti of Gujarat®.
It is written wholly in Sanskrit and is full of epical and lyrjcal
stanzas that do not sound appropriate in the the mouth of appear-
ing characters.  Probably lyrical portions, as also communi-
cations in prose, arc given seldom in the forms of the past tense
of verbs, as is the case with narratives. They arc intended to be
addresscd to the spectator by the reporter (siicaka)—so is called
once the stage-manager. Metrical descriptions and narrations
in the kivva-style often take the place of stage-dircctions.

In its contents the Gopalakelicandrika is partly
idyllic and partly mystic. Charming scenes from pasto-
ral life, in which Krsna with his convevance and his
beloved Radha with her friend cnter, are sometimes
extended by songs and sometimes by dialogues. Humour
t0o is not wanting. Jayanta, a cowherd, is the comic figure
who enters in the scenes, full of mirth®. On the other
hand, the religious and mythical background are appropri-
ately brought to light. It is clearly stated that this drama
is to be staged in some festival congregation of the
bhaktas, the faithful devotees of Krsna. It is also pointed
oul from time to time that Radha is the sakti of Krsna,
that really hoth of them arc one and that Krsna is the Best
of being (Purusottamn), who has come upon the earth in
the form of a cowherd (gopala). As in the Gitagovinda, so
here too, Krsaa is often mentioned as “‘forest-garlanded”
(vanamali). But this pastoral play has otherwise little
of common with the Gitagovinda. The latter is more a
lyric than a dramatic poem; while the Gopalakelicandrika
is something between an epic and a drama, like the
Mahanataka. Like the latter, it is probably mecant for
recitation. Silent actors, perhaps children, have to combine
recitation with gesture in music and dance.

1. Een onbekend Indish tooneelstuck (Gopalakelicandrika). Tekst
met inleiding door W. Caland. (Verh. der kon. Akademie van Weten-
schappen te Amsterdam. Afd. Lett. N. R. Deel XVII, No. 3) Amsterdam
1917. Cf. Hertel, LZB 1917, p. 1198 f. Winternii1z, ZDMG 74,
1920, p. 137 f. Sec also Kcith in BSOS, 1917, p. 126 {f. and Konow,
Ind. Ant. 4. 1920, 232 L.

2. About the age of the author we simply krow thai he knew the
Mahanataka an'! the Bhagavatapuiana and that he lived after Ramanujr (12th
century A.D.).

3. He is, howevel, essentially different from the Vi lizaka of the
classical dramas,
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Bhasa’s Balacarita goes to prove that the Krsna-legend
was dramatised in an already earlier age. But we do not possess
any of the Krsna-dramas of the golden age of Indian drama-
turgy. Like the Gopalakelicandrika, that belongs to a post-
Ramanuja age, there are other dramas of later periods that
are based on the Krsna-legends. In about the 15th century
Mathuradasa depicted the life of Krsna and Radha
in a small drama (natiki) Vrsabhanuja!. Caitanya,
who appeared as an incarnation of God Krspa in the 16th
century, seems to have commanded his disciples to adopt theatre
as an instrument for popaganda. Ripa Gosvamin, his
follower, wrote for glorification of Krsna the two dramas, the
Lalitamadhava (in10 acts) andthe Vidagdhamadhava
(in7acts)?2and one bhana Danakelikaumudi3. In the 16th
century, the scholar Se sa K r sn a, son of Nrsimha, too wrote
a drama Kamsavadha? in seven acts, that narrates the
story of killing of Karhsa by Krsna and the preceding events
according to book X of the Bhigavatapurana®. The drama
Pradyumnabhyudaya® of the Keral king Ravi-
varman (Born in 1265 A.D.), that depicts the victory of
Pradyumna, son of Krsna, over Vajranibha, the lord of the
daityas, belongs to the legendary regicn of Krsna.

1. Edited in the Pandit, Vols. IIT-TV, and in Km. 46, 1895,

2. REdited with a commentary in Km. 81, 1903. It was wiitten in
1533 A.D. Cf. Wilson Il 393 f.; Lévi 237 ff.; Eggeling, Ind. Off.
Cat. p. 1592 f; Nilmani Chakravarti, JASB, N.S. 3, 1907, p. 210.
| All these works were printed in the Bengali script at - Berhampur,
Murshidabad, respectively in 1924 and 1902, See S.K.De Introduction
to Padyavali, Dacca 1934 and HSL, p. 468].

3. Composed in 1509 A.D. according to Rajendralala
Mitra, Notices of Sanskrit MSS. g278. ¢

4. Edited in Km. 6, 1888, Cf. Wilson II, 400 f.; Lévi 237;
Eggeling, Ind. Off. Cat. p. 1591. [The author lived in the time of
Akbaé ?rid wrote the work for a son of Todara Malla—S. K. De IISL
p- 468 f.

5. The Sridamacarita of Samardja Diksita too treats
a topic selected from book X of the Bhagavata, sec Wilson 11, 404 ff. [ On
Krsna-dramas, sec Sten Konow, ibid P- 99.]

6. Ed. in TSS No. VIII. On the author see Kielhorn , Ep.
Ind. 4, 145 fl.

7. The same topic, according to the same source (Harivar$a,
chap. 150 f.), is treated by Samkara Dik sita, son of Balakrsna
Diksita, in the drama Pradyumnayv ijaya, that was written in the
first half of the 18th century (see Wilson II, 402 f.). In the same century
Prince Rimavarman of Kerala, who lived from 1755 till 1787 A.D.,
wrote his drama Rukminiparin aya, edited in Km. 40, 1894, that
depicts the marriage of Krsna with Rukmini.
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Individual episodes from the Mahabharata have often
been the subject-matter of dramatic trcatment. Thus
Kulasckharavarman, the king-poet of Kerala
(between the second-half of the 10th and first-half of the 12th
centuries A.D.) wrotc the dramas Tapatisamvarana
in 6 acts and Subhadradhanafijaya in 5 actsl.
The first one treats of the story of the Kuru-king Sarmvarana,
who fell in love with Tapati, the daughter of the sun-god.
She, with the help of the Rsi Vasistha, enjoyed the love of
her sweet’heart for twelve years. ‘It is rather a narrative
in a loose dramatic form of six acts, utilising the conventional
devices of the vision of the beloved in drcam, meeting
of lovers in the course of a royal hunt, the inevitable longing
and sentimentalities, union, abduction and final reunion,
with plenty of supernatural and marvellous incidents.” The
second drama describes how Dhanafijaya (i.e. Arjuna) obtained
Subhadra, the sistcr of Kysna®., In the vyayoga Dhanaii-
jayavijaya?*, the poct Kificana,son of Narayana,
describes the recovery by Arjuna of the cows stolen away
by Karna, as in the Virdtaparvan of the Mahabharata. A
poet Rudradcva wrotethedrama Yayadticarita®
in 7 acts that narrates the story of Yayati and Sarmistha follow

1. 'The two dramas with the commentary [ of Sivarama] have been
edited in TSS Nos. 11 and 13, 1911, 1912by T. Ganapati Sastri.
The age of these two dramas in the opinion of K. Rama Pisharoti
(IHQ) VII, p. 319ff. is the end of the 7th and beginning of the 8th century
A.D. The story of kidnapping of Subhadra is narrated also in the one - act
play Subhadraharana of Madhava Bha tta (edited in Km.
9, 1888); a MS of this drama is dated 1610 A. D.

2.’ [Sﬁ K. D e HSL, p. 466.]

3. Mahabharata, I, 171 ff.; 219 ff. The Subhadrdharana is staged
upto this day by the Cakkyaras, the native actors, on the Malabar coast (sec
K. Raimavarma Raja, JRAS 1910, 637).

4. Edited in Km. 54, 1895, Cf. Wilson II, 374; Lévi 251 f
The drama was presented under an order of King Jayadeya (another reading
Jagaddeva). One Jayadeva of Kanauj probably belongs to the 12th century
A.D. according to Wilson. Duff 285 mentions only one Jayacandra
(about 1170 A.D. ) in the list of Kanauj-rulers. 1n about 1286 A.D. there was
one Jayadeva ruling in Kintipura and Lalitapattana and one Jagaddeva
was ruling in Patti - Pombucchapura in the beginning of the 12th century A.D.
(see Duff 117, 140, 206).

* 5 Wilson II, 388 f. According to Krishnamacharya
103 the author might have been identical with Prataparudradeva, of Oratigal,
who ruled from 1268 to 1319.A.D. However, very frequently the name occurs
as Rudradeva.
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ing the Mahabharata (I, 78 fI) ends with the union of the pair
and appeasement of the queen Devayini. The rhetorician
Visvanatha (c., 1316 A.D.) wrote the vyayoga Saugan -
dhikaharana!. The drama has only one scene of 145
stanzas and contains a dialogue between Hanumat and Bhima,
who is in search of a lotus-flower desired by Draupadi?.
\ More seldom than Rama and Krsna, god Siva appears in
dramatic poetry. To the poct Bana, the court-poetof Harsadeva,
is attributed a drama the Parvatiparinaya, ‘“Marriage
of Parvati’”®. In almost a slavish fashion the author narrates the
story of the Kumarasambhava - the word “‘narrates’ has been
used, since nothing is remarkable in the whole drama. The five
tiresome acts describe how Kama, the god of love, is reduced to
ashes and Parvati becomes the consort of Siva. In this drama
we do not find any trace of originality or of any of the
requirements that Bana, in the introduction to his Harsa-
carita, lays down for the poets. This deficiency and the fact
that it has not been referred to in any text-book of poetics
strongly support the view that it was not written by Bana of
the 7th century A.D., but its authorship goes to some young
poet, who made himself known as ‘““New Bana’, perhaps to
Vamanabhattabana, who lived in the 15th century
A.D. and belonged to the same Vatsa-gotray in which the older
Bana was born, and who, many a time, is also designated as
““thc new Banal.”

The same position holds good also for the dima-type of
drama,the Manmathonmathana, ‘“The Destruction of

1. Ed. in Km. 74, 1902. The drama calls itself a pscksanaka,
but Viévanitha in his Sahityadarpana (514 ) bas mentioned it as an example
of vyayoga.

2. Mahabharata, 3, 146. f.

3. Vamanabhaftabana’s Parvatiparinayaniatakam, critically cdited
by R.Schmidt, AKM XIII, 4, Leipzig 1917. Cf. K. T. Telan g, Ind.
Ant. 3, 1874, 219 fl.; K. G lasc1, Uber Banas Parvatiparinayanataka, SWA
1883; Parvatis Hochzcit translated into German by K. G la s cr (Separ. from
the Jahresbericht des Staatsgymnasiums in Triest for tl_u:'ycar 1886 ), Triest
(1886; R. Schmidt, Ind. Ant. 35, 1906, 215 f. ; Uber die Srirangam
1903 erschiene Ausgabe von R. V. Krishnamachariar, who at
first of all, attributcd the work to Vamanabhattabina); Krishnama-
charya,gr; Winternitz, DLZ 1918, p. 470 ff. A comparison of
Viamanabhattabana’s Sragarabhisana with the Parvatibkisana rather
supports the hypothesis that this was written by a third Bana. On this and
other Siva-dramas sce K onow, ibid p. 103 f.

4. See also p. 2g3.
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Love-god”, of a poet R ama of the Kausikiyana-family and
of an unknown agel.

The well-known legend of king Hari$candra, famous for his
benevolence and truthfulness, taken from the Markandeya -
purana, has provided a favourite theme to later-day
drama writers. In the five-act drama Candakaus$ika,
“Drama of Terrible Kausika?”’, the poet Ksemi§vara?
has handled this story. It is a seriously gloomy piece; and the
scenes, in which are described the awe and horror of a funeral
place and the bloody cult of the horrible goddess Katyayani
have been depicted, remind us of the Milatimadhava. The
force of language and of pathos as well as the difficult kavya-
style with long compound words, to some extent, remind us
of Bhavabhiiti, upto whom Ksemidvara, however, could not
reach. The legend was once more in the 12th century A.D.
handled by the poet Ramacandra, the disciple of
Hemacandra, inhis Satyahari§candra, “Drama
of Truth-loving HariScandra4.

A versatile drama-writer, who worked on different types
of dramatic poetry was Vatsaraja, the minister of King
Paramardideva (1163-1203). He lived further under his
successor Trailokyavarmadeva, whose inscriptions are dated

1. Edited with a table of contents by R. Schmidt, ZDMG 63,
1909, 409 fI.; 629 ff. Perhaps it was written just in the year 1820 A.D. and
is preserved in a single MS.

2 Edited with a commentary by Jibananda Vidyasagara,
Calcutta 1884. Tiauslated into German by L. Fritze (Reclams. Univ.-
Bibl. 1926). Cf. Pischel, GGA 1883, p. 1217 ff. Kausika is the family-
name of Sage Viivamitra, see above I, p. 468 f.; trans. 560 ff.

3. Heis called Ksemendra too; but he is different from the
Kashmirean poet of the same name. He is the author also of one Naisa-
dhdnandanitaka, from which Peterson, 3 Reports, p. 340
ff. has given extracts. The Candakaus$ika is mentioned first of all
in th: Sahityadarpana. We are not in a position to decide whether Mabhipila,
under whose patronage this drama was staged according to the prelude; is
the same prince, in whose court Rijasekhara presented his Balabhirata on the
stage, and who ruled in about 910-g40 A.D.—that is the opinionof Pischel—
orhe,as Krishnamachary a, p. 100 believes, is identical with Mabhipila
Bhuvanaikamalla, of whom ws possess a panegyric inscription dated 1093
A.D. in a temple in the Gwalior Fort (SeeK'ielh'orn, Ind. Ant. 15,33 ff.)

4- Translated into Italian by M. Vallauri, Firence 1g13.
Popular adaptations of the Hariscandra - legend in the popular languages of
India are not seldom. One such Haricandranrtyam, an old Nepalese dance-
play, has been edited by A. Conrady, Leipzig, 18g1; Cf. Fritze's
translation, p. 9; Jackson JAOS, 23, 1goz, 317.
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Detween 1212 and 1241 A.D. Heis the author of a vyiyoga
Kiratirjuniya, in which is narrated the same tale as in
Bharavi’s epic bearing the same title. He wrote also one thamrga
Rukminiharana, adima Tripuradaha, a samava-
kira Samudramanthana, a bhina Karpiraca-
ritra and a prahasana Hasyacidamanil!. The
vydyoga Parthapariakrama of Paramara Prahla-
danadeva, whose brother Dharivarsa ruled in Gujarat
between 1163 and 1208, depicts the cattle-robbery from the
Virataparvan of the MahabharataZ.

Occasionally historical characters too have been made
heroes of dramas. So is the hero of the drama Karnasun-
dari (natika)® of the Kashmircan poet Bilhana, the
Calukya prince Anhilavad Karna, son of Bhimadeva,
who ruled from 1064 to 1074 A.D. The drama was per-
formed in the temple of Santindtha on the occasion of the
festival of JinaRsabha in Anhilvad and describes, after the model
of the Ratnavali, the secret love of the prince with a
Vidyadhari-princess.

There have been also poets, who have composed dramas
for the glorification of living rulers,and these dramas, thercfore,
can outright be taken as pra$§astis in a dramatic form. And
like the epics these dramatic prasastis too arc somectime carved
on stones. Thus in a mosque in Ajmer (Rajputana) have
been discovered two on two basalt-plates, on which extracts
from the second drama are engraved. That one of these dramas
is Lalitavigraharajanatika of a poct Soma-
deva, who composed it for glorification of his patron
Vigraharija IV of Ajmer. The second one is the Harakeli-
nataka that is dated 1153 A.D. and was written by King
Vigraharaja himself. This drama contributes towards glori-
fication of Siva. Here a ruler, who is also poct, has left evidence
of his poetical genious engraved on stones simply to make surc

1. The six dramas have been edited in the Gackwad’s Oriental
Series No. VIII. 1918.

2. The drama has been edited in the Gaekwad’s Or. Scr. No. 1V,
1917:see Hultzsch, NGGW 1921, 37 fl.

3. Edited Km. 7, 1888. Cf. Biihler, Hemachandra, p.83.
[OnBilhapa’s Karpasundari(Ed. Km. 1888)’; see Konow, I’ngiscl?c
]:l::mck B 1 ::B;O-Ig{olfth’ SD, p. 256. The age of the work is given as
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that through this it may come down to posterity. He could not
of his own accord presume that later Mohammadan conquerors
would be so unscrupulous that they would use these stones to
serve as pillars in a mosquel. Another inscriptionally preserved
drama, that too calls itself a prasasti, is the Parijata-
mafijari(orVijayas$ri) natikaofapoet Madana,
with the epithet Balasarasvatl. It was composed in honour of
King Arjunadeva, one of the successors of King Bhoja of
Dhara, in the 13th century A.D.2 The prelude begins with the
verse. ..

atha kathamcidalikhite Srutilekhyam likhyate Silayugale

bhojasyaiva gunorjitamarjunamdrtydvatirnasya U
“On these two stone-blocks . . . the might of the virtuous Bhoja
himself, who has appecared in the body of Arjunavarman,
is written”’.  The heroine Parijatamafijari, the daughter of the
Caulukya king of Gujarat, that was conquered by Arjunavarman,
has become the actual queen. The poct appears to have followed
the Ratnavali as his model. A panegyrical drama, written in
about 1310 A.D. for glorification of a living ruler, is the
Prataparudrakalyana or Prataparudraya$obhi-
sana, that was included by Vidyanatha in his manual
of poctics®. The nine-act drama Gangiadasapratapavilasa

1. The two plates were discovered duting the year 1875-76 from the
polished basalts in course of a repair of the mosque and were published by
F.Kiclhorn (Ind. Ant. 20, 201 fI., NGGW 1893, 552 fI. and “Bruch-
sucke indischer Schauspiele in Inschriften zu Ajmere,” Sonderabdruck aus der
Festschrift zur Feier des 150 Jahrigen Bestehens der Koen. Gesellschaft der
Wissenschaften zu Gottingen 1901, Berlin 1go1). On the Prakrit of this
drama, sce Konow, GGA 1894 479 {f.

2. The fust report about this dramatic prasasti (only the first
two acts are preserved; the second slab of stone, that contuined the remaining
two actsis lost ) was given by K. K. L ¢ le inthe year 1903. It has been edited
and published (Ep Ind. 8, 96), also separately on the basis of a proof-copy
by E. Hultzsch under the title. The Parijatamafdjari or
Vijavasri, a natikd, composed in about 1213 by Madana, Leipzig 1906;
acommentary upon it by Laksmanasari, Leipzig 1907. There are
inscriptions of Arjuna varman of the ycars 1211, 1213 and 1215. A, D.

See above p. 28. As Lévi (App. 45 f.) says : the poet has
succeeded in making a contemporary king the hero of his drama, without caring
in the least to bring in any actual historical moment. [ Pratdparudra was a
ruler of Warangal, and his inscriptions are dated 12g8—1314. A.D.—Keith
HSL p. 293]. The Hammiramadamardan a too of the Jaina poet
Jayasimha is a quasi-historical drama. It describes how the pride of
Hammira i.e. of Amir Shikar or of the Sultan Samsu-d-dunya (}1235 A.D.)
was shattered. Cf.alsoS R Bhandarkar, Report Il, p. 16 ff. 72 ff.
[ This work, that was written between 1219 and 1229 A.D., has been published
in the GOS, No 10, 1910.]
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of Gangadhara describes events from the life of King
Gangadasa Bhiivallabha Pratipadeva of Campakapura in
Gujarat. The act V was played in the court of Sultan
Muhammad (1443-1451) of Ahmadabad!.

We findalsodramatic gnomic poetry in Indian
Literature. The most famous amongst these dramas is the
Prabodhacandrodaya, “Rise of the Moon of
Knowledge?” of Krsnamis§ra, son of Vispu. He wrote
it for King Kirtivarman of Chandella, who ruled between
1050 and 1116 A.D.3. Asin the casc of the oldest Buddhist
dramas, (see above p. 119) here too almost all the appearing
characters are abstract notions.

From the union of God Siva (Iévara) with I1lusion
(Maya) there is born the son mind (Manas). He has
twowives: Activity (Pravrti) and Renunciation
(Nivrtti).  Irom the first was born King Confusion
(Moha) with his whole family and from the latter Kin g
Discrimination (Viveka) with his family. A
very fierce battle, like the once between the Kauravas and
Pandavas, breaks out between these two related families.
A rumour is spread that a terrible female demon (Vidya)
will be born with the Moonrise of Knowledge
(Prabodhacandrodaya*) from the union of King Discri-

1. Lévi, App.46; Eggcling, Ind. Off. Cat., p. 1608 ff.

2. Edited by H. Brockhaus, Lipsiac, 1835. Of the many
Indian editions, the only one that can be recommended is that of Pana
sikara Viasudevasarman, with twocommentaries, 2nd. Ed.,-
Bombay 1904, NSP. Translated into Germar (by Th. Goldstocker,
whose name is not mentioned on the title-page) with a foreword by K.
Rosenkrantz, Kbnigsberg, 1842, also by B. Hirzel Zurich 1846.
About translations into English, French, Dutch, Russian and new Indian
languages, see in M. Schuyler, Bibliography, p.64 ff. Cf. Schroe-
der ILC, 658 ff.; Lévi 229 fl.; Oldenberg, LAI, 282 f.

3. In its prelude the work mentions the defcat of Karna of Cedi
(1042 A.D.). Hence it must have been written after the ycar 1042, sce
Hultzsch and Kielhorn, Ep. Ind. 1, 217 fl., 325; V. A. Smith,
Ind. Ant. 37, 1908, 143. According to a tradition (Krishnamacharya
p- 100 f.) Krsnamiéra was an ascetic of the Harnsa-order, who instructed
scveral young people for propagating the Advaita—philosophy. Among
them was found one, who ridiculed philosophy as such and was devoted more
to dramatic and erotic literature. In order to change the course of his mind
Krsqamxéra composed this drama in which he taught philosophy in the guise
of secular poetry.

4. Hence it is called also briefly Probodha (Knowledge ), or Prabo-
dhodaya (Rise of Knowledge) or Prabodhacandra (Moon of Knowledge).
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mination (Viveka) with his wife Revelation (Upani-
sad), who will destroy the whole family of Confusion
(Moha). Moha (Confusion) and his adherents obstruct
this: his main followers are the Sexual Instinct
(Kama), his wife Sexual Pleasure (Rati),
Spiritual Conceit (Brahmana Dambha) and his
grandfather Egoism (Ahamkira), Anger (Krodha)
and Greed (Lobha) and his wives Injury (Hirhsa)
and Desire (Trsnd). The maid - servants of King
Confusion are Wrong K nowled ge (Mithyadrsti) and
Bewilderment (Vibhramavati). Among his
rcliable confederates are to be found Heterodox
Learnings, particularly Materialism (Lokayata)
of Carvaka. These mighty devils are opposed in the battle
from the side of King Discrimination (Viveka),
Peace (Santi)and Compassion (Karupi), the
daughters of Religion (Sraddha), and their friends
Love for Man (Maiuri) and Love for God
(Visnubhakti), too have joined hands. In the formi-
dable battle, that is described in act V, the two troops
of hcroes, with their elephants, chargers and foot-soldiers
push oue another in a bloody arena. Materia-
lism, that stands in the front row, is overthrown, so
that the contestants get hold of each other. The heretic
religions get scattered in the wind through the flood of the
ocean of True Dharma. Buddhism takes
shelter among the barbarious people, Digambara
Jainism, Kapalika Saivism and other
heretic tcachings flee towards the regions of Paficalas
Malavas, Abhiras ctc., all infested with fools.

At the end Old Wisdom is victorious. The
Revelation (Upanisad), through Divine Love
(Visnubhakti), becomes pregnant. From her womb
arc born a daughter, Science (Vidya), and a son
Rise of Knowledge (Prabodhodaya). A
voice from behind the scene announces that the terrible
Science (Vidya) has burst forth the breast of the Mind
(Manas) and that she has swallowed King Confusion
(Moha) with his rctinue. Immediately there appears
Rise of Knowledge (Prabodhodaya) and greets
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respectfully the Original Spirit (Purusa), who
with pleasure takes him within his arms:

mohandhakaramavadhiiya vikalpanidram

unmathya kopyajani  bodhatusararasmih \

Sraddhavivekamatisantiyamadi yena

visnvatmakam sphurati visnurahari sa ekak 1

““Ah ! Removed is now the veil of

Darkncss and it is morning;

He who dispels the darkness of Illusion,

The Night of doubt, he has torn asunder;

Born is the Rising of the Moon

Of knowledge,: with the help of

Faith, Discrimination, Pcace and Intellect.

In All is personified Vispu—and I am that.

Through the grace the exalted Love for God

(Visnubhakti) I am fully happy.”

The explicit aim of the work, as we have already scen, is
to glorify the orthodox Vedanta-theory from the point of view
of the Vaisnava cult in contrast to the heretic religious tcachings.
In case, however, one expects to find in this allegorical drama
nothing but pedantic artificiality of a scholar, he will be agree-
ably surprised. He will be simply impressed also with real
pieces of poetry in this work that does not lack in dramatically
exciting handling. Hcre the characters arce less stereotyped and
more vividly sketched than in several other dramas: and—what
should be probably most surprising—humour too comes into
play. Although there is no vidasaka, in act I11 the priests of the
heterodox sects are caricatured with blunt humour. Here a little
probe from these scencs, that are of interest also from the point
of view of history:—

Pity and Peace enter into talk with one another.

Suddenly Pity bursts forth : “Friend, a demon

(rdksasa), a demon !”

Peace:—“What a demon is there ?”’

Pity:—“Look there, look there, friend !

He, who has no clothing, is carrying a frather from
the tail of a peacock in his hand and has a terribly re-
pulsive appcarance on account of filth dripping from his
body, is coming this way.
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Peace:—Friend, He is not a demon; rather he is a

weakling.

Pity:—Then what can he be ?

Peace:—I1 fear, he is a goblin (pifaca).

Pity :—Friend, how can a goblin dare come out when
the world is brilliant with the net of the blazing
rays of the sun ?

Peace:—Then possibly he is a creature of the hill
that has come up from its den. (Marks him and
pondering) (Ah, I have found out the truth).
It is the Digambara-canon that has
been sct into motion by Confusion. Letus,
therefore, leave him the passage wide open.
(She turns about her face).

Pity:—Friend, wait a moment, till I look for Sraddha
in him. (So both of them stop. The Digambara
Jaina appears in the guise of a Jaina monk.)

Digambara:—Hail to Arhats. Hail to Arhats. In
the house with nine gates! the soul burns like
a lamp. Thisis the emancipation- and bliss-
bestowing highest truth uttered by the most
cxalted Jina. (Goes away). (From inside the
stage) Hear, Hear, O voung lay-men,

malamaapuggalapinde saalajalehim kelisi suddhi 1

appa vimalasahavo lisipalicalanehi janavvo 1

“How can the water of the whole world

Clean this body, the mass of filth ?

T'he soul, that by nature, is pure,

Can be known by no mcans,

That is different from devotion to sages.”

What do you say ? What sort of devotion to sages ?
Hear this—

diile calanapanamo kidasakkalan ca bhoanam mittharm

issamalam na kijjem lsmen dalam lamantdnan 1
“Bow before the holy-men from a distance,

Extend them all hospitability and

A swect dish, you must offer them :

While these holy-men be enjoying with your women,

Do avoid condemning them filthily.”

x.——"l‘_hat is in the bodv of human-being.
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Soon there enters the Buddhist Canon in the guise
of a monk, with a book in his hand. He recites a
Buddhist stanza and praises his religion in the words:—
aho sadhurayar saugato dharmo yaira saukhyari moksasca tathahi |
avdso layanam manoharamabhiprayanukild vanin-
naryo vanchitakalamistamasanam Sayya myduprastarah \
Sraddhap iirvamupdsikayuvatibhik klptangadanotsava-
kridanandabharam vrajanti vilasajjyotsnarikura ratrayah 1)
“How excellent is this Buddhist religion, in which
both pleasure and emancipation can be had. Thus :
‘(A Buddhist) has a pretty house for his abode;
Willing wives of traders remain at his command;
He is served with dainty dishes whenever he likes;
He is provided with a soft bed (to sleep upon);
Believing young beauties offer themselves for his
pleasure;
He passes moon-lit nights in revellings and sports.”
Pity:—Friend, who is coming there, the man, slim
like a young palm-tree, with down-hanging
brown mantel and a wholly shaven skull ?
Peace:—Friend, that is the Buddhist Can-
o n. Monk (from inside the curtain): hear, O
laymen and monks, hear the nectar of the word of
the Buddha. (Reads from a book): I see with my
divine eye the good and the evil of man. All things
of this world arc momentary. There is no eternal
soul. Hence do not grow zealous of the monks
meeting your wives. Zealousy is the name of sin.
It is followed by cxchange of words between the
Jaina and Buddhist monks. Each one of them declares
his religion to be superior, and while doing this they
ridicule each other in a most filthy manner. This scenc
reaches its climax with the entry of Tantricism in
thegarbofa Kapilika.
Kapalika (moving about):
nardsthimdldkrtacarubhisanal
$masanavdsi nrkapalabhojanal |
pasyami yogaijanasuddhacaksusa
jaganmitho bhinnamabhinnamisvarat n
‘““My ornament is a garland of human-bones,
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The funeral yard—my residence:

I take my food in a skull of man:

With my eye cleared through witchcraft,

I see the world and God,

Both as onc and different.”

The Jaina ascetic asks him as to the nature of his
religion and its principles of emancipation. At this the
Kapilaka describes the manner of his worship of God in
the words:

mastiskantravasabhigharitamahamansahutirjuhvatam

vahnau brahmakapalakalpitasurapanena nak parana \

sadyahkrttakathorakanthavigalatkilaladharojjvalair

arcyo nal purusopaharabalibhirdevo mahabhairavalh N\

“We offer to our God human-flesh mixed up with
brain, marrow and fat in fire:

We break our fast with drink of wine kept in the skull

of a Brahmana:

We worship the divine great Bhairava with offer of

human-flesh,

Looking bright with the strcam of blood flowing from

the hard neck just severed.”

Monk: (Listening attentively): O Buddha, Buddha ?
What a terrific religious practice !

Jaina Ascctic: O Arhat, Arhat ! How much has
this wretched fellow been under the influence of
some devil ?

Then the Kapalika angrily proceeds towards the two,
since they have accused God Siva of witcheraft and
thrcatens them with his terrible sword. Overwhelmed
with anxiety the monk and the ascetic yield before
him and request him to pardon them. Then he puts
back his sword into the sheath and takes upon himself
the duty of propagating his rcligion wider. One cannot
be happy without enjoyment of sensuous pleasure; without
cnjoyment therc cannot be spiritual emancipation: an
emancipated person should have the form of Siva, who
sports rejoicingly embraced by his loving wife Parvati.
Since both of them doubt about the correctness of the
principle that a being given to suffering canbe emancipated,
the Kapalika summons his religion, that enters in the
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guise of a Kapalini, resembling a voluptuous woman of
lowly origin. The Kapalika orders her to take hold of
the two spirits. Now she embraces the monk and the
Jaina ascetic one after another.  These two persons give
expression to their feeling of joy and quickly they get rid
of their religion and embrace the religion of the Kapalika,
whomn they recognisc as their teacher and master and let
themsclves be initiated with the drink of wine into the
great teaching of Bhairava—all this is described with
severc humour, that is hardly to be met with in
many places.

The great popularity of this allegérical drama among the
panditas is proved not only by the large number of its extant
manuscripts and printed editions, but also by the several imita-
ticns that it has found!. Thus in between 1229 and 1232 the
Jaina Yasahpala wrotca drama Moharajapara-
jaya, the “Defeat of King of Illusion”, in which the conver-
sion to Jainism of King Kumarapila and his marriage with the
princess Krpasundari (“Generosity, the Beauty”) arc presented
and Hemacandra is mentioned as the priest, who solemnises the
marriage in the presence of the Arhat?.  In the 13th or 14th
century the Vedanta - scholar (Vedantadesika) Venkata-
natha (or Venkates$a)* wrote a philosophical drama,
the Samkalpasiryodaya, ‘“Riseof theSun of Will”
in 10 actst. In the 16th century Kavikarnapira
(born 1525) wrote his allegorico-philosophical and quasi-

1. A paraphrase of the Prabodhacandrodaya is the Vijiianagita,
that was written after 1600 A.D. by the Hindi poet Kc§avadasamisra
(perhaps a descendant of Krsnamisra); see Grierson » JRAS 1408, 1136fT.

2. Cf. Biihler, Hemacandra, p. 4, 32, 55, 81; Kielhorn,
Report on the Search for Sanskrit MSS in the Bomnbay Presidency 1880-81
Bombay 1881, No. 50. The drama Moharajaparinaya has been  edited in
the Gackwad Oricntal Series. No. IX, 1918. In the same series have
appeared other dramas written by Jainas. A particularly successful drama-
writrwasRamacandra, a disciple of Hemacandra. Cf. Hultzsch ,
NGGW 1921, p. 39 ff., and ZDMG 75, 1921, p. 61 ff. Ramacandra wrote
together with Ganacandra a commentary on the Natyadarpana, a work on
dramaturgy. ‘The Jaindcarya Vijayadharmasiri had reported to
W. that he possessed a MS of this work.

3. On the author and his large number of works see Aufrecht ,
CC II, 142 f;; IIl, 126 and Krishnamacharya p. 123 f.

4. Published with a commentary in Pandit N. S. Vols. 28-34. On a
new cdition of the Sankalpasiiryodya (Srirangam 1917), sce JRAS 1921, n.591.
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historical drama Caitanyacandrodaya in 10 acts!
at the command of King Prataparudra. Kali (“Evil Age’)
and Adharma (‘“Disbelief”’) appcar in this piece and complain
that on account of the preachings of Caitanya their rule is losing
force. Immediately Caitanya himself (as a demi-god) appears
with his disciples for the purpose of propagating the right princi-
ples. By the side of the mythological and allegorical characters
(Bhakti, Maitri, Narada, Krsna, etc.) there appcar also human
beings like King Prataparudra and others. A very learncd
work is also the drama Amrtcdaya? in 5 acts of Gokula-
natha of Mithila. Itis attributed to the year 1693 A.D.
Here characters like Sruti, Anviksaki, Katha, Patafijali, Jabali
and others enter. In the first half of the 18th century Anan-
daraya Makhin3 wrote a philosophical drama Jivan-
andana in 7 acts®. It is likewise a text-book on Medicine
and an allegorical drama with religio-ethical (Sivaitie) tenden-
cics. It presents how King Jiva (Life) in his Capital
($arira), ““body” is besicged by the army of discases under the
leadership of yaksman (consumption) and at last attains
victory in the strife through the grace of gods.

An instructive composition of a different type is the drama
Bhartrharinirveda, (‘“the Drama of) Bhartr-
h a ri’s Disgust with the W irld5”’ of the Siva-worshipper Hari -
hara of Mithila It is a peculiarly dramatised legend that
belongs to ascetic poctry, of which we have found so many probes
in the epic, puranic, Buddhist and Jaina literatures.

1. Published in Bibl. Ind., Calcutta 1854 and in Km. 87, 1906. Cf.
Lévi 237 ff. To the 16th century belongs also the Dharmavijaya
(“*Victory of Religion™) of Sukla Bhideva , printed in the Grantha-
ratnamala III, Bombay 1889.; sec Eggeling, Ind. Off. Cat. p. 1596 f;
Schuyler, Bibliography, p. 89.

2. Published in Km. 59, 1897. Cf. Haraprasad, Report], 17 f.

3. According to Krishnamacharya, p. 112, his father was
a minister of Saharaja of Tanjore (1684-1711). See also Burnell,
Tanjore 172b-

4. Edited in Km. 27, 1891. Detailed index by C. Cappeller in
the Festschrift Windisch, p. 107 ff. Another allegorical drama of the same poet
is the Vidyaparinayana, ‘“Marriage of Knowledge”, Edited in Km.
39, 1893. :

5. Edited in Km. 29, 18g2. Translated into English by L. H. Gray,
JAOS 25, 1904, 197 ff. Harihara is mentioned also as the author of a drama
Prabhavatiparinaya (Gray,ibid 197). .

Winternitz, History of Indian Literature, Vol. III, 19,
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According to tradition Bhartrhari was a king. He loved
his wife Bhanumati very dearly. After a long period of
separation from her husband, who wanted to go on a
world-tour, once the queen said, that she would not remain
alive without him. The king wanted to get this statement
tested. He went on a hunt and got the rumour spread that
he had been killed by a tiger. The moment the queen
came to know of this she breathed her last. The king
returned back and heard the unhappy news. Now he was
wholly perplexed, burst into tears and reproached his
own-self:—

svayavin nirmayandhush bata hatadhiyasminnipalitarh
mayd yyadaydsyat svayamahipatescumbitamidam \
kipanena svena prahatamidamaimanyakarunar
svayarh suptvd sadmanyahaha nihito dvari dahanah n
“A fool, I am, who dug a ditch into which I myself
fell;
I myself opened the mouth of the snake that has
bitten me;
With my sword I have mercilessly struck my my
ownself;
Oh, T myself kept fire atthe door, while I was sleeping
inside the house.”
In unrestrained perplexity he enters into a funeral
pyre with the intention of burning himself with the corpse
of his wife. Then there comes the ascetic Goraksanithal.
The latter appears as aggrieved and laments seemingly
because his begging bowl is broken into pieces, in the
same way as the king does for his deceased wife, and thus
he makes the king feel that it is nonsensical to lament the
death of any person® and that real happiness consists in
renunciation of this world. But now the king does not
like to have anything to do with his kingdom, government
and worldly pleasures. But this helps him little and the

1. Gorakhnat, as he is usually called, the founder of the Sivaite sect

of Kapaphatas (“torn-eared’ ), perhaps lived in the first-half of the 15 century
A.D. Therefore, the drama must have been written sometime later. Cf.
Gray, ibid 198; A. Barth, The Religions of India, 2nd Ed., London
1889, p. 218; D.P.Khakhar and G.S. Leonard, Ind.Ant. 7, 1878,
47 ., 208 A,

2. Cf. the consolatory stories, above II, 115; transl. p. 143.
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yogin brings to life his wife through his magical power.

Bhanumati, who is awoke from her slumber of death, is

disdainfully rejected by the king. As the real ascetic

likes, he knows nothing about his wife. All her implorings
and coaxings are of no avail. Then the queen takes resort
to the last means. She brings her children before the
king and tries to arouse fraternal sentiment in him. But
even this meeting evokes little response from him. He is
convinced that this world is a lengthy dream, an illusion,

a fata morgana, and he renounces his throne and the

family, Then Goraksanatha praises him as the best of

the nirvana-seekers!.

Not only was philosophy taught in the drama, but there
exists also a drama that attempts to teach philosophy beside
grammar. This object of curiosity is Antarvyakarna-
natyaparisista? of Krsnananda Vaiacas-
pati. Here the verscs are to be explained as having two
meanings; on one side they mean rules of grammar and on the
other they tcach philosophy and moral.

Learned dramas of all types have bcen written in Sanskrit
upto our times3. Dillisamrajyat written in the year

1. In act V the verse :

citra_cit1amararigatdi ikemidam nibhittikar $ilpineh

sailalposya nikalpanairiiracitam cidiyomegatfe jagat \

dirghastapnamidani  vadanti suahiyah kepindrajalams punah

procuh  kecidathdniariksanagarimevipare menire 11

sddhu vatsa, sadhu \ saridnapi nuvdnasdaline

Jivanatisayya vartass, in which King Bhartrhari gives expression to
this feeling of renunciation of the world, partly reminds us of the Vairagya-
$ataka, but verbal correspondences are not to be found.

2. That is to say ‘‘appendix to the dramatic art with inclusion of
grammar’’, Published in Calcutta 1894; carlier editions 1840 and 1855 (see
Schuyler, Bibliography, p. 66).

3. On the attempts that have been made for revival of the classical
drama in modern India, see Lévi 401 ff., 466 ff. and Barth, Revue crit.
1892, 193, f. Amongst these dramas of the 1gth century are included also the
dramas having strong social bias,e. g. Kulinakulasarvasva (nitaka)
of R&manardyana Tarkaratna, written against polygamy and
amongst the Kulina Brihmanas. Umedacandra Mitra’s Vidha-
vadviviahanidtaka, for introduction of remarriage of widows. (The
purposive dramas Kulinakularpava and Vidhavavivaha are in Bengali
and not in Sanskrit). European dramas too have recently been translated
into Sanskrit : thus Shakespeare’s Midsummer-Night's Dream” by R.
Krishnamac hariar under the title Visantikasvapna,
(Kumbhakonam 1892).

4. Madras 1g12. The author had made a complimentary presentation
of the work to Winternitz. An analysis and partial translation by
Cappeller in Deutsche Rundschau, 39, 1913, p. 452 ff.
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1912 by PanditLaksmana Sdri in 5 acts describing
the coronation in Delhi, may be mentioned as one of the latest
written dramas, that is composed strictly according to the model.
Not less than 51 characters appear in the piece and among

them are also King George V and Queen of England, the
Arch-Bishop of Canterbury, Lord Curzon and others. A debate
in the House of Lords is presented almost in the same manner
as many centuries ago ministers discussed matters among them-
selves in the court of any Indian prince. By the side of the king
-and an Amcrican, who witnessed the coronation-ceremony from
an airbaloon, and had travelled in a motor car from Bombay,
an astrologer Dr. Perin was not missing. Without taking into
consideration the anachronisms, here we find all that is most
modern by the side of the oldest known Indian ornate pcetical

tendencies?.

Bhanas and Prahasanas.

It is understandable that only a few of the more popular
types of dramatic poetry of earlier ages have come down
to us. They were composed for particular occasions and
did not have enough of literary merits for the purpose
of being retranscribed and preserved?. Hence it comes that
the bhanas,dramas in monologue, and prahasanas,
farcical comcdics, that have come down to us, all are of
comparatively of more recent times. They are mostly of
unknown ages.

The bhana consists of a single act, in which a single person
actually appears on the stage; but this person holds conversation
with a large number of pcople, who do not appear before the
audience, but whose part is verbally repeated by the conveyor of
the drama before he replics to it.

1. However, it is instructive, since it shows that the old features can
occur even in whclly recent writings, as in India poems are always composed
on earlier models.

2. The popular farcical comedies on the whole were never  written
down. ‘“‘Rather the manager made his actors conversant with some plot, that
often was of his own creation, and left the work of detailed performance to the
improvising faculty of his troupe’’. (Fr. Rosen, Die Indrasabha des
Amainat, p. 4). The monologues (bhianas) and the farcical comedies, that
we possess, are probably just court-imitations in the kdvya-style and in Sanskrit,
of popular models in popular dialects. Now-a-days farcical comedies are
performed at the end of presentation of a long piece, that takes up the whole of
the night, towards the advent of the morning (R osen, ibid).
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For the purpose of giving representation to this type of
dramatic poetry we may here briefly state the plot of one
Sriagarabhisana, “Ornament of God of Love”l, of the
poct Vimanabhattabana (15th century A.D.%)

Matching with the plot of the drama, the introductory
prayer has a strong crotic colouring. After the usual prelude
in the form of a dialogue between the stage-manager
and his associate is over, there enters the worlding (vita)

Vilasasekhara and he remains all alone on the stage till

the end. From his monologue we learn that after he has

spent the night in the company of his beloved he gets
further intoxicated with the rapture of love under the idea
that he will stroll about in the harlots’ quarters during the
day for the purpose of heing present on the occasion of the
feast of puberty of the daughter of his friend Kamamafijari.
He begins with a description in ornate verses of the sunrise
and thc dawning morning. As in a cinematograph,
there pass beforc our eyes most colourful pictures of
life in the harlots’ quarters of the city, where harlots,
procuresses, worldings (vitas), court-fools (vidisakas)
and dance-master (pithamardaka) loiter about, and
love-revelling is associated with chanting of music and
song. His various encounters with the characters,
who are not made visible to the audience, offer to our

Vilasasekhara opportunities for more or less witty

and humorous conversations and poetical descriptions.

There he sees the beautiful Kamalavati at the terrace

of her mansion:

smaramrgayurvigurabhdnasitanavakirya nakhamukhairalakan \

tarunajanahydayaharinannisargataralan  grahitumudyuiikte 1

““With her fingers she is spreading her black hairs like
the net of Kima, the hunter, in order to entrap therein the
gazelles, the wavering hearts of young man.” He makes
his glowing declaration of love and adds to it a malicious
remark on the harlot’s mother. Proceeding further, he
meets the Brahmana-wordling (vipravita) Mandaraka, the
son of Miadhava, “who has misappropriated the amount

1. Edited in Km. 58, 18g6.
2. See above p. 278.
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that his father had left to his care for the purpose of per-
forming sacrifices and who has taken the vow of offering
the same to the god of love.” He makes himself full of
humour and he is comical in a seemingly heretic manner
towards young Brihmanas. One of his next meetings is
with Indumati, who is sporting with a ball. He describes
admiringly *her beauty and is envious of the ball, that she
strikes with her lotus-hands and which, while falling ugen
or falling down, rests on her breasts. The beauty invites
him to an idle gossip. But laughing, he remarks that he
fears to miss the feast of his friend and advances further.

Then he utters—

“The maiden, whom I see there at the summit of
the mansion, is awaiting her lover, who has been turned
out by the mother.
abhdati malayamarutd laralitasamyydnapallava taruni |
cdrutaranayanasaphara  Sambararipuvijayavatjayantiva \\
“This young girl looks like the victory-staff of Cupid; her

delicate mantle fluttering in the wind is the flag-cloth and her
wandering eyes are the $afara-fish set therein’.

(Having looked carefully). Here is Vasantika, the
daughter of Madhavi. (Approaching her) Friend Vasantika,
what are vyou, sitting on the summit of the mansion,
doing there? What do you say ? ‘I am gazing at the
majestic beauty of the grove that has become charming
with the advent of the spring:—

komalastabakanamra carupallavaragini 1

makandamika vdsanti sarityajya kimu Sobhate 1

“Does the jasmine-shrub, bent down on account of
clusters of delicate blossoms, shine forth after it has left
the mango-tree and longs for beautiful sprouts.?”

Smiling bashfully, why are you keeping silent ?
What do say ? I know your great affection for my
friend Mikanda.” Has he been expelled by the mother,

1. The god of love carries dapharas (small but very much moving

fish) in his banner.
2. The stanza has two interpretations and can also mean: “‘Does
Visantika rejoice her after she has deserted Miakanda (her lover), bent down

with the delicate tufts (of her mantle ), seeking the sweet pleasure of love?”
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greedy of money, overpowered with the devil of old age ?
What do you say ? “That your honour knows to read
the feeling of another person”. Friend Vaisantika, let
the crow caw and let the wheel of the water-mill move
along. See !

dkrandanam  kamukakdlaratrih

karotu tavajjanani pisaci |

tathdpi bhiyadiyamavyapaya

mdkandasarmbhogarasanubhitih 1

“Let the devil, of your mother, who is as unkind as
the night of death for the lover, just cry and bewail. Still
let this pleasure of union with Mikanda be incessant.”

Our vita advances further. One of his next meetings
is with a group of female dancers who are going to some
drama-hall. In order to enjoy their presence he visits
his friend the dance-master Gunadatta, praises his method
of dance-training and does not feel ashamed in giving
expression to his sentiment of love for a dancing girl.
Then an enchanting swing-song strikes his ear. His
friend Makaranda celebrates the spring-swing festival in
the company of his beloved. The vita comes nearer,
admires the beauty and repeats the swing-song that
she sings!. In the meantime it is noon and the vita rushes
forth into the garden of his girl-friend Candravati, on
account of heat. After he has some chat for a little
while, he moves further and meets a realistically described
old woman, for whom he utters the proverb : vrddha
varavildsini vanari bhavati, “‘an old harlot becomes a she=
monkey’’. She has in her grip a young man, ‘“who had
married’’ her daughter six months ago withoutdischarging
his monetarv obligations; she is dragging him to a court
of law. Our vita interferes in the quarrel as a mediator.
It is followed by a description of a ram-fight, of a cock~
fight, of a fight between two wrestlers, and of a bloody
fight that takes place between two rivals. Then he meets
one of his old beloved, who reminds him of his amorous
pleasure of the last night. Then he listens to the wonder-
ful and charming sweet tune of the harp of beautiful

1. Itisa Prakrit-song, theonly Prakrit passage found in the bhina.
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Mafijubhisini, till when it is evening. Now it is time to
attend the festival of his female-friend. He describes
the splendidly decorated hall in which his female friend
is celebrating the feast of her loving daughter. He praises
her beauty. His woman-friend hurls herself upon him
for embracing him. He wishes happiness to her daughter
and finishes with the usual concluding dramatic song that
is as erotic as the nindi in its content.

This monologue is not wanting in poetically beautiful
passages— at least according to the Indian conception of ornate
poetry—still the limits in respect of obscenity, the limits that can
be tolerated by western taste are transgressed more than once.

There are other bhianas, that are of the same type
and of similar contents, that have come to be known up to
this timel. Even the Mukundananda of Kdsipati
Kaviriaja?, [who lived in the early part of the 18th
century in the court of Nanjaraja of Mysore ], in which Krsna
has an unendingly long and mostly crotic conversation
in verse and prose with his male and female friends (who do

1. Such bhidnas arethe Vasantatilaka of Varadaciarya
(See Lévi, 255f. and Eggeling, Ind. Off. Cat.p. 1620f.[ The author is
known alsoas Ammaliacarya. It was written in the 14th century A.D.
and has been edited by DamaruvallabhaSarman, Calcutta 1868;
editions also by Vavilla Ramanujacharya, Madras 1872, and
also Jivananda Vidyiasdagara, Calcutta 1874; cf. S. K. De,
ibid, p. 4891, the Siradatilaka of a poet Sankara (contents in
Wilson II, 384 fI.; [ the author was a native of Varanasi—S. K. De,
HSL, p. 490], the very much ornate and seemingly extensive R asasadana
(published in Km. 37, 1893) of Yuvaraja of Kotilingapura in Kerala,
the Sragaratilaka (published in Km. 44, 1894 [it is called Ayya-
bhdana to distinguish it from Vasantatilaka which is called
Ammiabhina; cf. S. K. De, ibid, p. 489] of Rimabhadra
Diksgita (17th century), and the Sriigarasarvasva (published in
Km.78,1902) of Nalla Dikgsitason of Bilacandra Dikgita.
Nalla (apparently towards the end of the 17th and the beginning of the 18th
century) is the author of one Subhadriparinayanataka, as well. [ Some of
the others bhinas, that we have come to know of by now are:—
Karpiracarita (ed. GOS, 8, 1918, in the Ripakasatka)
of Vatsaraja of Kilanjara (end of the 12th century A.D.) the
Paficabanavijaya of Rangicarya (ed. V. Ramasvaimi
Sastrulu in Telugu characters, Madras 1915), Rasikarafijana
of Srinivasacdrya. Seealso Sten Konow, Indische Dramen, p.
r21-123 and S.K. D e—A Note on the Sanskrit Monologue Play in JRAS,
1926, 63 fI. ]

I. Published in Km. 16, 1889. Eggeling, Ind. Off. Cat., p.
1615 knows an edition brought out in Madras in 1882. [ On the author and his
datesee M.P.L.Shastry, NIA, IV, 1941, p. 150 ff. ]
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not appear on the stage), makes little distinction between
God Krsna and common worldlings such as appear in other
bhanas. .
Almost none of the prahasanas or comedies of earlier
ages has come down to us, and even of the productions of recent
days only a few have been printed!.

Sankhadhara of Kannauja wrote the comedy
Latakamelaka, “The Association of Scoundrels’?,
for the entertainment of his king and patron Gavindacandra
in a spring festival, probably in between 1113 and 1143 A.D.
The famous Dhiirtasama gama,’” ‘“The Meeting of
the Rogues™® of Jyotirisvara Kavisekhara, son
of Dhire$vara is a work of later years. The contents of this
picce may be summarised as follows:—

The student Duracira makes a confession before his
teacher,the mendicant Vigvanagara, that he loves the harlot
Anangasena, at which the teacher creates in him the im-
pression that he too is in love with the heautiful Suratapriya.
The teacher and the disciple both go in for common begg-
ing. This brings them into the house of Anangasend. The
teacher is so much charmed at her sight that he wishes

1. Many more may probably be existing in manuscripts. Ba hler
once told Winternitz that he had brought with him very many prahasanas
from India, but he was not thinking of publishing them on account of their
being too obscenc. To an earlier age (7th century A.D.) belongs the
Mattavilasa-prahasanaof Mahendravikramavarman
(edited by Ganapati in TSS, No. 55, 1917). Itis oflittle literary value.

2. Published in Km. 20, 188q.

3. Edited by Chr. Lassen in the Anthologia Sanscritica (Bonn
1838), pp. 66-96, 116-130, and by C. C appeller, Jena1883. According
toHaraprasad, Report I, p. 23, it was written in 1324 AD. Lassen
places it in the 2nd half of the 15th century... Cf. Lévi 252 f. [Keith,
HSL, p. 261 has given the following account about this work e of much later
date is the well-known Dhiirtasamagama of Jyotiri$vara Kavifekhara, son
of Dhane$vara, grandson of Ramedvara of the family of Dhireévara, who
wrote under the Vijayanagara-king Narasihha (A D. 1487-1507), though a
Nepalese manuscript makes his father Dhirasitaha and his patron Harasimmha,
who has been identified implausibly with Harisirhha of Simraon (A.D. 1324).
S K. De, HSL, p. 497:-—“The Meeting of Knaves” of the Maithila Jyotiris-
vara Kavidekhara, son of Dhanesvara, grandson of Rameévara of the family
of Dhiresvara, was composed under King Harasihha or Harisimha of the
Karnata-family, who ruled in Mithila during the first quarter of the 14th
century. But the relevant lines read: ramesvarasya pautrena tatrabhavatah
pavitrakirterdhiresvarasydimajena kavisekha) dcdrya-jystirisvarena visacitam dhdriasama-
gamam ndma ndfakam. So Jyotiriévara was a son of Rimefvara and a
grandson of Dhiresvara.” Cf. S. K. Chatter ji, Introduction to
Varnaratnikara, p. XV.] :
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to take her into his own possession and thus incurs the dis-

pleasure of his disciple. They fall in violent quarrel. With

the intention of getting rid of both of them the harlot
goes to a court of arbitration. They approach the Brah-
mana Asajjatimisra. who tries to arrive at a decision in

respect of this difficult case of arbitration. The act II

takes us into the house of this gallant Brahmana, who even

enters into a philosophical discourse with the vidiasaka
in which the former asserts that the essence of life consists
in the enjoyment of love, whilst the latter maintains the
view that theft of money belonging to another person is
not less heinous than enjoyment to another man’s wife. In
the meanwhile there comes the mendicant with his disciple.

They place before the arbitrator their points of difference.

Then Asajjatimisra is moved at the beauty of the harlotand

he orders that she must stay with him till he arrives at a

decision. While she is staying in his house, the vidiisaka

tries to obtain her. At this stage the barber Milana-
$aka arrives and asks Vasantaseni to clear the debt that
she owes to him. She refers him to Asajjati, who pays him
out of his pupils’s purse. Then the Brahmana requests
the barber to shave his hairs and pair his nails. But
the barber chains his hands and feet and runs away.

The Brahmana cries for help and the vidiasaka scis

him free.

A still worse company we mect with in the farcc Has-
yarnaval! of Jagadidvara. Here not only the
priests, but also princes, doctors and astrologers are ridiculed.
In the house of a harlot we find a Saiva mendicant, his disciple,
a quack, a police officer who reports with great satisfaction that
the state should be in the hands of thieves, a military officer
who overpowers a lcech, etc. In act II therc appears a Brah-
mana, who claims to have composed the Vedas and to have been
in the heaven, where he thrashed Lord Siva. At the end of
the 16th century Saint Samariaja Diksita wrote a

1. Edited by C. Cappeller, Jena 1883; also printed in India
(Calcutta) 18352and 1872. [and Ed. Srindtha Vedadntaviagisa,
with a commentary, Calcutta 1896.]; cf. Wilson II, 40 fl.; L éviassf.
Its age has not been determined.
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comedy Dhiirtanitaka 1, that ridicules the Saiva
ascetics, one of whom had fallen in love with a dancing girl2.
One Pandit Gopinatha is the author of the comedy
Kautukasarvasva, that was played on the occasion
of the autumn festival during the Durgapiiji in Bengal (we
know not when). The drama is rather a satire on kings and
their ministers than on religious men.

Another satire on the kings is the drama Kautuka-
ratnakara ®ofapoet, who calls himself Kavitarkika,
son of Vaninatha. He was the chief priest of King Laksmana
Manikyadeva [end of the 16th century A.D.]. The hero
is a silly king whose wife is kidnapped away and who
utilizes the services of all sorts of scoundrels and fools for her
recovery. Even the names of characters of this piece are comical.
Thus the chief priest’s name is Acarakalakita (“poison of disci-
pline’’), the name of a guard of the harem is Pracandcasepha,
the military general is Samarakitara (‘“‘terrified in battle’),
and the police officer is Susilintaka (‘“‘cnder of courtesy’’) and
the doctor is Vyadhivardhaka (“increaser of disease™).

Even these farces are composed in the language of ornate
poctry, and not unoften even in a bombastic style. It can,
however, be hardly doubted that these too have been written for
the purpose of offering amusements in courts and that on the
model of popular farces already present in popular dialects.

[Here a mention has to be made of the four one-act
monologue plays that were discovered and printed as late as
1922. They have been included in a single volume under
the title Caturbhiani4 The titles of these four bhanas

1. According to Wilson II, 407 the drama is not an attractive
production, but at the same time it is less vulgar than other prahasanas
what K 1e1..(Gesclichte des Dramas III, 371 f.) has described in the words:
“The farce has the merit of a bald-head that is frece from noxious insects and
hairs at the same time” [On Simardja Diksita’s age (latter part of
the 17th century) and his works, see S. K. D e, Sanskrit Poetics, I, p. 320
and P. K. Gode ABORI, X, p. 158f.]

2. Cf Wilson II, 410 ff.; C. Cappeller in the GurupUja-
kaumudi, (Festschrift A. Weber, Leipzig, 1896) p.59 ff. [Ed. Rama-
candra Tarkdlamkira, Calcutta 1828. Dacca University MS
No. 1580 D.]

3. Extracts in Cappeller, ibid 62 f. and Eggeling Ind.
Off. Cat. p. 1618 ff. [ and Dacca University MS No. 1821. ]

4. Ed. Ramakrsna Kavi aud S. K. Rimanidtha
Sastri, Sivapuri, Trichur. Edited again under the title Srngirahita by
Moticandra and Vasudeva$§arana Agravidla, Bombay
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are Dhirtavitasamvada, ‘“The Dialogue between
the Rouge and the Rake”, Ubhayabhisarika, “The
Drama of the Girl who meets two lovers”’, The Padma -
prabhrtaka, and the Padataditaka, ‘“The Drama of
the Kicked.” We know nothing about the authorship of any one
of the first three bhanas, and about the fourth we know from its
colophon that its author wasone Udicya Syamilaka,
son of Visve$avaradattal. The other thrce dramas are attributed
to as follows:—the Padmaprabhrtaka to Stidraka, the
Dhiirtavitasathvida to I$§varadatta and the Ubhaya-
bhisarikd to Vararuci. But this attribution is based on a
single traditional stanza? that is mentioned in the introduction
to the Caturbhani by its editors and said to have been found at
the end of Padmaprabhrtaka.

In the opinion of scholars the, probable age of these
bhanas falls in about the 5th century A.D., and in any case none
of them was written later than the 10th century A.D.3,
especially as the Padatiditaka is quoted by authors who, lived
not later than that century.

Except in the Dhdartavitasarhvada, the hero is not
the vita, but a friend of the vita. This friend-hero does not
appear before the audience, but all thathe does is reported
by the vita on the stage on which he alone makes his
appearance. In contrast to other monologue plays, these
bhanas give not only descriptions of amorous adventures
of the vita, but other tcpics of interest too are introduccd*
in them.

A mention may herc he made of the Bhagavajju-

1959. with introduction, Hindi translation and notes. Ubhayibhisarikd
translated into English by Sukumar Sen, Calcutta Review 1926, p,
127-147. The Padmaprabhrtaka, with English translation, etc.
by J. R.A. Loman, Awmsterdam 1956. For Bibliography see Appendix
Six, Ed. Moticandra.

1. See p. 150 and p. 259 of the Caturbhani, ed. Moticandra.
2. The stanza reads:
vararuciriSvaradatiah Syamilakah Siadrakasca catvaial
ete bhanin babhanuh ka Saktih kiliddsasya 1
S.K.De, HSL, p. 248 fI.; JRAS, 1926, p. 63 fl. See also F. W,

3. :
Thomas, JRAS, 1924, pp. 129-36 (Centenary Supplement); P. T.
Burrow, The Date of Syamilaka’s Padatadita, JRAS, 1946, p. 46. ff.

4. For detailed criticism see S. K. D e, (ibid).
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kiyam?! and the Dimakaprahasana? of unknown
authors and age. In the former Sandilya, a disciple of
a Buddhist saint, falls in love with Ajjuki, a prostitute, who
is bitten by a snake and dies. The saint’s soul enters into
the body of Ajjukd with the intention of setting the mind of
his disciple on proper line. The soul of Ajjuka is put through
mistake of Yama’s agent into the body of the saint., Now with
the soul of the saint Ajjuka behaves like the saint and the body
of the saint with the soul of Ajjuka behaves like the latter to
the greatastonishment of everybody. But Yama’s agent becomes
aware of the mistake, and the two souls are let re-enter into
their proper bodics. The Damakaprahasana is an imitation of
the usual type of the vidiisaka episode of a drama, and perhaps
it is part of another drama, and not an independent
work. The Natavataprahasana® was written by
one Yadunandana, son of Vasudeva Cayani. It is of
an unknown date. It does not conform to the requircments of
a prahasana and does not present any noteworthy literary
quality. ]

NARRATIVE LITERATURE
Tales, fables and stories belong to the best productions
of the Indian mind and they were elevated to the status of real
literature in India earlier and in a much greater ineasure than
among the other civilized countries. As we have already seen
ahove, they occupy not only a prominent position in respect of
religious books of the Buddhist and the Jainas, but also in

respect of ornate poetry, they are notof an inferior standing.

1. Editions—A. Banerji-Sastri, JBORS, 1924; with a
commentary by P. Anujan Achan, Cochin 925 Prabhidkara
astri Madras 1925.

2. Ed. K. Venkataramas$astri, Lahore 1926. See also
Jolly in Festgabe Garbe, Erlangen 1927, p. 115-121.

3. Ed. Granthamala, Bombay 1887.

We can hardly arrive at a decision as to whether the Buddhists
or the Jainas had contributed more towards development of the Indian narra-
tive literature and towards circulation of Indian stories. In any case it isan
cxaggeration to say, as assuned by Hertel, that we ought to be grateful
to the Jainas, ““due to whom we possess simple excellent prose of the type of
narrative literature” (Geist des Ostens 1, 1913, p. 185). It can never be true,
since we find the use of Sanskrit in Jaina literature first of all in the gth
century A.D., when Sanskrit prose had long before become fully developed.
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For the people of the West in many respects these tales, etc. are
more valuable than all other branches of Indian ornate poetry.

When one reads the court-epics, in which the same old
narrative materials are repeated again and again and the
. dramas, that, with a few exceptions, contain the same themes
over and again, with which we have already become familiar in
the epic, whilst in the comedies the same intrigues are repeated
with minor deviations according to certain pattern, one could
be led to believe easily that Indians lacked in creative genious
assuch. What a great difference in narrative literature ! What
an inexhaustible phantasy in creating wonderful intricacies in
stories !| How much of spirit and wit in respect of inventing
sober and comic scenes in the fable: what an abundance of
increasing new materials in stories, novels and fictions! | Unlike
other types of Indian poetical works, in this narrative literature
the tendency is not to delineate only the stereotyped figures, but
we meet here quite often several types of people—in fables men
in the guise of animals—that exhibit a distinct physiognomy.
And these men are not only virtuous kings or bold warriors,
or beautiful and loving princess=s and vencrable priests, as
in the epics and mostly in dramas too, but also people from
other spheres of life, viz farmers, manual workers, salesmen,
artisans, and all sorts of people like jugglers, swindlers, rascals,
selfish Brahmanas, hypocrite monks, harlots and procuresses.
Lastly, no branch of Indian ornate poetry has exercised so great
an influence on foreign literatures and has bhecome so much
important for world literature as the narrative
literature. It is most wonderful that the Indian narrative
material has passed from nation to nation in such a way that
we find in almost all the countries of Europe and Asia and
even among those of Africa, stories and tales of which the
original home was in India. And the fact is that not only have
individual stories, per hazard, found their way from India into
other countries through oral transmission by traders and tourists,
but the entire bulk of Indian books, as we shall see, have through
translations become common to the people of different countries.
For a long time it was generally believed that India was the

1. F. von der Leyen, “Das Indische Mirchen’ in the Preuss.

ja.hrbii‘chcrq, Bd. 99, 1900, p. 62 ff. sets down fine characteristics of Indian
narrative literature.
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birth place of all tales. But with advancement of our
knowledge of folklore and ethnology this theory has been com-
pletely exploded. But the fact still remains that m any tales
of different nations have had their original home in India.
Long before the existence of bigger narrative
works in Indian literature, it was possessed of all sorts of
tales and stories that offered amusement to the people. Besides
there were stray fables that were invented for teaching religious
or worldly lessons. Tales, swangs, anecdotes and stories that
were in circulation among the people for a long time and
the fables that were included in different places in literary
works formed partly the source and partly the model
for stories contained in narrative works. In India, as in
other countries, tales and stories have occupied in all the ages
the same place as the so-called light literature does during
the modern days!. Tales are different from myths, that
almost always try to explain something and satisfy some urge
for knowledge or a religious necessity in the same manner as
from the fable, that always tries to teach and follows the pada-
gogical objective in one or the other way. Hence it comes that
tales and stories had been in existence among the people long
before they found entry into literature and that they found
their place first of all in Prakrit literature?, whilst the fable
originated in literature itself, and in all probability it belonged to
Sanskrit literature from its very beginning. However, it is also
probable that the animal fable sprang upfrom animal
tales, and the former added to itself short gnomic stanzas,
that are instructive sentences. There are many gnomic
stanzas that at the same time contain fables in nuce. These
gnomic stanzas are very often placed at the top of the stories,
just like the titles in the narrative literature of the Westd,

1. Cf. Benfey, Kleinere Schriften II, 158; Jacobi, GGA
1892, 632.
2. Cf.Jacobi, ZDMG 48, 416.

. About Indian fables, the opinion of K. Miillenhoff éZeit-
schrift f. deutsches Altertum, N. F. 6,1875, p.1) on the German fables
literally holds good: “Many old German proverbs contain small animal-fables:
the heron scolds water, because he can not swim; if the mouse is fully fed
food tastes bitter, etc. Gnomic stanzas were enlarged poctically more than
once into fables, so conversely were many fables abridged into gnomic
stanzas.”’. The German word ‘‘Spruch” (saying) should be used for
“Sprichwort” (proverb) in respect of India.
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The fact that adages always constitute essential elements of
Indian fable-poetry should also point to its still earlier origin.

The characteristic form of narrative literature, therefore,
is a mixture of prose and verse, in which the latter are partly
metrical tales and fables! and partly gnomic stanzas. It is

_only of the later times that we come by works of narrative
literature written wholly in verses. Narrative works that are
written wholly in prose are rare, and in ornate novels too
verses have been intercalated within a limited range.

Thence it follows that the oldest tales and stories do not
really belong to proper literature, and any effort to trace their
beginning would be fruitless. Certain tale-like stories that we
have found in Vedic works belong to mythical, declaratory
and legendary poetry and not to genuine tale-literature?.
Likewise some animal-stories, that we find in the Upanisads,
such as the story of the dogs, who assembled around a white dog,
in order that he procures for them food through hymns,? or
the stories of Janasruti, who attracts the attention of pious
Raikva to the conversation of the two flamingoes, or the one of

1. Partly these are kathasamgraha-stanzas, that is
verses, in which the subject-matter of the story is abridged, (‘“Headline-
stanzas”), and partly they are &Akhyin a-stanzas, that is the stanzas
that themsclves form part of the narrative (tale-verses). Cf.Hertel, Das
Paficatantra, p. 37. Sometimes, however, many akhyana-stanzas are put
together in a ballad. Hence, there are (for example in the jatakas) several
stray fables and tales in the form of ballads, although elsewhere the ballad
is just the form of narration for myths, sagas and legends.

2. The storics of Puriiravas and Urvasi, of Sunahsepha, of the monkey
Visakapi and other Vedic akhyanas and itihisas, exactly as the monkey-stories
of the Ramayana, belong to a line of development different from proper
narrative literature., They are parrallel channels of narrative poetry and not
the forerunner of works like the jatakas or the Paficatantra. The stories that
were narrated in the preliminary ceremony (périplava)of the horse-sacrifice,
after a funeral celebration etc. (sce above I, 259 ff.; trans. p. 311), were not
tales and fables, but itihasa and puranas. When Amalananda (13th century)
in the Vedantakalpataru posits that stories of the type of Tantrakyayika
should be nariated in the Pariplava (see G. A.Jacob, JRAS, 1911, 511),
this evidence of so late an age proves nothing. Winternitz does not
consider as probable that there toock place an uninterrupted development
from Vedic literaturec down upto the Tantrdkhyayika and the ornate novels
(as assumed by Hertel, ZKM 23, 1909, 345; 24, 1910, 122f. and
pointed out also by Oldenberg, NGGW 1911, 457). The region in
which akyanas and itihasas were cultured in the form of ballads were
quite different from those in which tales, fables, fictions and novels had been
popular.

3. Chandogya-Up. 1, 12, that appeared, according to Indian view,
as correctly allegorical to Winternitz, isin the opinion of Deussen
“‘a satire on the activity of pricsts and their egoistic ulterior motive.”
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Satyakima, who receives by turn instructions from a bull,
from a flamingo and a swan?, can hardly be called fables.

In Indian literature we come by the earliest fables in-the
Mahiabharata, and in fact, in the epic proper, as also in book
XII2, The existence of fables in India in the 3rd century
B. C. is proved by the reliefs on the stipa of Bharhut (2nd
century B. C.3.) As regards their currency during the age of the
grammarian Patafijali in the 2nd century B. C. the. evidence is
to be found in learned formations like kdkataliyam *‘unexpected,
as in the fable of the crow that was killed by a palm-fruit fall-
ing down” and ajakrpaniyam “‘in the manner of the she-goat
and the dagger” or in ‘‘that of the she-goat killed by a dagger*.”

In case we now review the actually existing narrative
literature of India, we can divide it under the following
groups:—

1. A great mass of popular tales,stories and swangs,
that we now know in a larger number, meant only for spiritual
or worldly objective, that were originally circulating just
orally. They are found in popular languages, and not only
in Sanskrit.

2. Collections of stories that were gathered together for
religious propaganda by some compilator or compilators. To
this class belong the jatakas and other story-books of the
Buddhists and the Jainas, that were no doubt told for the
satisfaction of the people®.

1. Chandogya—Up. 4, 1; 5; 7; 8.

2. Cf. above, I, 349 f., trans. 405 fI; Mahabharata 8, 39 and 41;
Holtzmann, Das Mahabhirata, IV, 88 fl. Probably in the Mah-
abharata 12, 1-130 we may find the precursor of the Paiicatantra.

3. See above II, 13 and 102; transl. p. 17 and 127.

4. Mahabhagya, on Pan. 2, 1,3 and 5, 3, 106 f. Cf. Weber, Ind.
Stud. 13, 486. It is noteworthy that in the Kautiliya-Arthasastra, animal-
tales are not mentioned. “‘As,against this, throughout there abound political
maxims and epigrammatic expressions that bear comparison with natural
kingdom, living and not-living, in which we are to find the rudiments of
political fables (Hertel, WZKM, 24, 1910, 421).

In a more limited measure, the Brahmanas, the Brahmanical sects
and schools make use of this very method. Such is the way of teaching of the
Sarhkhya in respect of elaboration of basic principles by means of stories.
Therefore, the Sarmkhyasdstra contains a section on narrative (dkhyayi-
kdidhyaya), see Sankhyapravacanabhasya, translated from Sanskrit into
German by R. Garbe, (AKMIX, 3, p.25tff. and Jacobi, SBA
1911, (P. 270). .

Winternitz, History of Indian Literature, Vol. III, 20,
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3. Narrative works in Sanskrit that pursue the express
objective of teaching political principles and wordly wisdom.
Of this type is the Paficatantra in its numerous recensions and
redactions.

4. Narrative works, that offer crude entertainment
(didactical subsidiary objective excepted ) in the form of
‘fictions with intercalated stories, firstly in Prakrit and later in
Sanskrit too. To this class belong the Brhatkathda with its later
redactions, the Vetilapaficavimsati, Sukasaptati and others.
5. Fictions and novels in Sanskrit ornate prose (Dasa-
kumaracarita, Vasavadatta and Kadambari).

The works of the last three groups are not compilations
but compositions in ornate poetry, of which the authors try to
build their narrative stuff partly from the first two groups and
partly invent it independently. But in any case they have to
make efforts in framing and arranging them in the form of an
independent work. The popular and generally usual form of
narrative work is the so-called “intercalation!”.
In a frame-story are included stories in a small or large number,
and each of such stories can in turn serve as a frame for one or
more other stories: In every kind of Indian narrative work
we find tales, fables and stories beside one another. In the
middle of a narrative, that has purely the affairs of
human-being as the subject-matter, we always find also tales,
relating to the world of wonder and witchcraft of super-
human beings, and animal-stories, in which human
behaviours are carried over to the animal world2. In the
narrative works, that pursue some padagogical objective,
naturally the fa ble predominates, and the tale prevails in
works of light literature. Hence the latter too are far more
dependent upon popular narratives and tales than the former do.
Since the fables and stories, that are meant to inculcate a politi-
cal or wordly wisdom, are generally the creation of a poetical

1. In the epics and in the purdnas too, we find a certain type of

intercalation and also consequent narrative given in the first person (I-story).
It is just a refinement of this natural type of narration, when not only the hero
narrates his story, but some other persons as well retell their stories.
) 2. This too is wholly understandable, since according to the Indian
Gonception of the world the different forms of creation are essentially alike,
and between gods, demi-gods, spirits, men and beasts, the difference is not
qualitative, but merely quantitative, that is capable of being levelled in course
of repeated births.
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personality and - riot popular in the-real sense of the terml.
They: became popular in ‘coursé of time, as has probably been
the case with the stories of the Paficatantra and with the-
Aesopean fables. As against this, the tales have generally
been popular,inasmuch as they spring up directly from the
heart of the people, that is from religious ideas and myths,"
from popular belief in witchcraft and from the whim of story-
telling ‘'men and women, drawn from the common people. In
most cases there isrio objective other than to cause amusement
to one’s ownself or to others3.

The common name for all the different types of narratives
in Sanskrit is akhyayika “little story, small narrative”’
and katha, ‘conversation, entertainment, narrative’.
In manuals of poetics attempt is probably made to distinguish
between these two terms and to employ eath of them
for two different kinds of composition in prose; yet the
authors of these manuals are not all alone in the respect
of their used,

THE PANCATANTRA IN ITS OLDEST TEXT-FORM

No work of Indian literature has so long and eventful
a history as the Paficatantra. The credit of making its history
clear goes to the greatest extent to two researchers: Theoder
Benfey*, who has followed the course of history of this
work beyond India in its travel into different regions of world

1. Similarly already Benfey, Pantschataatra I, 103.

2. That does not stop even moral ideas incidentally finding
expression in these tales and stories, when they are turned into ornate poetry.
Down upto present times Indian poets have remained a particular class of
teachers of morality. .

. 3. Kavyddaréa 1, 23-28; Dhvanyaloka 3, 7 f. Pataiijali (on.Pagini
4, 3, 87 Virtt. 1) gives as examples of akhyayika the titles of works that are
probably fictions: Visavadattd, Sumanottard and Bhaimarathi. Biga calls-
his historical novel Hargacarita an akhyayikd, while he has referred to his
romantic fiction Kidambari as a katha. In the Paficatantra single stories are
called kathi. In the Kathasaritsigara, the stories are gencrally called
katha, and seyeral times also akhyayika. Ksemendra in the Kathasaritsagara
mentions katha as the chief narrative. and akhyayika, the intercalated stories
(See S. K. D ¢, in BSUS, III, p. 307f).

. 4» Pantschatantra, funf Bicher indischer Fab!cn, Marchen und
Erzhlungen. Aus dem Sanskrit Gbersetezt mit Einleitung und Anmer-
kungan 1. II Leipzig 1859.
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literature and Johannes Hertell, who has elucidated
the history of the Paficatantra in India itself through critical
editions of the most important relevant texts and with a large
number of scientific researches. [ Another scholar, who has
succeeded in going back tothe primary Paficatantra
.is Franklin Edgerton? who has further examined
in detail the different available versions of the workl.

It is just too easily understandable that the original form of
the text of a work that consists of a large number of single stories
and gnomic stanzas, in course of its long history, has undergone
alterations in a very strong measure. Thence it is evident that in
such a work new stories and new epigrams have got included ina
large number, that the stories, that did not please later redactors
have been replaced by others, and that some ambitious writers
have effected’” real or supposed improvements, refinements,
intentional alterations—new motifs. But in spite of all changes
that the Paficatantra has undergone in its centuries-long course,
it has not altogether obliterated its original character. It has
always remained, according to its original plan, a work of which
the objective has obviously remained to teach in a pleasing
style what the Indians call the niti§astra, ‘“the science
of conduct” i.e. the art of administration, and which is called
also by another name—artha$astra, ‘“the science of
worldly gains”. In other words, the Paficatantra has from
the very beginning been a work, that was meant to teach the
art of administration and wordly wisdom through fables,
stories and epigrams. In its original form it was used for
teaching of princes, as it is mentioned in the introduction
(kathamukha) found in all the extant versions. But in later-
day redactions, it has rather become a book of training mainly

1. Uber das Tantrakhyayika, die ka$émirische Rezension des Pafica-
tantra (CXXII. Bd. der ASGW), Leipzig 1904; Tantrakhyayika, the dlteste
Fassung des Paficatantra aus dem Sanskrit Gbersetzt mit Einleitung und
Anmerkungen I, 1I. Leipzig and Berlin 19og; the same published, Berlin
1g910; Paficatantra, seine Geschichte und seine Verbreitung, Leipzig and Berlin
1914. Cf. Winternitz, DLZ 1910, Nos. 43 and 44; 1914, Sp. 2430 ff. and
F.Edgerton in the American Journal of Philology, Vol. 36, 1915, 44 fF.,
253 ff. An *“‘editio minor” too has been published by Hertel in the %S.,
Vol. 14, 1915.

N [2. JAOS,XL,p.271f. Paficatantra Reconstructed,...
Text, Critical Apparatus, Introduction and Translation. New Havan 1924.}
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for youth, and not only for that of princes!. Purely moral
stories were added into later redactions, and there too not in
a considerable number.

The original text of the Paficatantra, commonly mentioned
as the ‘“‘primary work’’, is in fact no more available to us, yet
we are in a position to arrive at a well-grounded conclusion
with regard to its condition with the help of the still—extant or
deduced oldest redactions of the work. The redac-
tions are :

(1) the Tantrakhyayika, that is preserved
for us in an older recension and a younger onel. '

(2) The text that was translated into Pahlavi® in
about 570 A.D. Actually neither this text nor its Pahlavi
translation is available by itself. But we are able to
draw a conclusion posteriorly about the existence of the Pahlavi
translation and its Sanskrit original® on the basis of the transla-
tions into Syriac® and into Arabic® made from Pahlavi, as also
from the European renderings made from Arabic.

(3) An extract from the Paficatantra, that was included
in the Kashmirian Brhatkatha, that is now
lost to us and is preserved for us in the two metrical resett-
ings in Ksemendra’s Brhatkathamafijari and
Somadeva’s Kathédsaritsagara?. The stories of the
Paficatantra are narrated without interruptions in Ksemendra,
whilst Somadeva has added a fool’s story at the end of each book
of the Paficatantra. It is now clear that the stories in the Brhat-

1. Hertel (ZDMG 57, 1903, 640 ) mentions the different, versions
of the Paiicatantra straightway as ‘‘school-books’’. This has certain justifi-
cation now a day, when the Paficatantra and similar story-books are-included
among the books that are translated into modern Indian languages and are used
in schools. In many Sanskrit manuscripts is found the copyist’s remark, as
communicated to Winternitz by Hertel, that the owner of the work
had got it transcribed for the study of his children.

2. See above p. 308, note 1.

3. Made by Burzoe under the title Karataka wa Damanaka.

4. Details about these translations further below.

. [5. Made by Bid in about 570 A.D. under the title Kalilag wa
Dimnag), edited by Schulthess, Berlin 1g11.]

[6. Made by Abdulldh Ibnul “Muquffa”, under the title
Kalila wa Dimna, Ed. Cheikho, Beyruth 1923.] -

7., Brhatkathdmafijari XVI, 255 fl. Kathasaritsagara 60-64. Leb
V. Mankowski. Der Auszu% aus,, dem Paiicatantra in Ksemendras
Brhatkathamafijari, Einleitung, Text Ubersetzung und Anmerkungen,
Leipzig 1892. : .
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kathi have very much deviated from their original objective
and have been transformed into light literature, although the
original motif is not wholly forgotten; when Gomukha
narrates them to Prince Naravihanadatta for his education, he
-remarks that even in the case of animals wisdom prevails over
strength. Neither of the two versions has any independent value,
and both of them represent the old texts of the Paficatantra of
importance, and in fact Ksemendra’s version is of less value
than that of Somadeva.l

(4) A very abridged selection ‘‘for instruction of the
boys, who have learnt little”, that is available in South Indian
manuscripts and hencé called “South Indian Pafica-
tantra®’?. AsshownbyHertel, this goes to a North-
Western abridgement made after the 7th century A.D. Difficult
passages have been excluded. The importance of this text lies
in the fact that it stands so close to the Tantrakhyayika that it
can be utilized for reproduction of the original text. Further
there exist, in a large number, enlarged and popular recensions
made from it that have contributed much towards circulation
of the work. There are several extant recensions of this
abridgement;

(5 A Nepalese Selection of Stanzas
that stands very close to the “South Indian Paficatantra” and
goes back to a north-western text. Although preserved in a
unique MS it is of importance for the purpose of criticism*.

- 1. Cf. Speyer, Studies about the Kathisaritsagara, p. 36 f.
Hertel, Das Paficatantra, p. 30 ff.

[2. Ed.ofthe recension @ by Heinrich Blatt, Leipzig, 1930.
Ed. of  recension B by }J. Hertel, Leipzig 1906.]

3.. One of these recensions has been edited in_an incomplete form by
M.Haberlandt in SWA 107, 1884, 397-476. Hertel, Das siidliche
Paiicatantra (Vol. XXIV of ASW), Leipzig, 1906 gives a critical edition of
another recension. Cf. Hertel Das Paficatantra, p. 33 fl. (Hertel,
Das Pafi catan tra, seine Geschichte und seine Verbreitung, Leipzig 1914,
Index p. 451 f., registers 200 different versions 6f the work known to have
‘been existing in over 50 different languages of the world, and that spreading
from Java to Iceland. ¢ : . .
“** - 4. Cf,’Hertel Das sidliche Paficatantra, p. LXXXVIII ff;
ZDMG 64, 1g10, 58fF and Das Paficatantra, p. 37 f. According to Her«
‘tel, this and similar metrical redactions have had as their objective to serve
‘as foundations for new redactions in Sanskrit and popular languages. - It
1s also probable that the stanzas were copied ‘so that they could become aid
to memory for the purposes of oral narration. o, L d
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In respect of the text these five recensions agree among
themselves to such an extent that Hertel has rightly traced
them to a common single source, and from their correspondences
he has drawn the conclusion that the Tantrakhyayika—
the only complete Sanskrit text among these recensions—
providcs the best picture of the primary work, that is to say jt
stands next to the original Paficatantral. Hence
generally speaking, it also holds that whatever may be said
with regard to the Tantriakhyayika is equally valid also for the
primary work of Paficatantra.

The Tantrakhydyika is now just a work of Sanskrit
ornate literature. Its prose is ornate, and as such it is especially
replete with characteristic long compounds. Its verses comprise
of play of words, duplicity of meaning and linguistic subtleties,
that are peculiar to court ornate poetry. Besides many stanzas
are composed in fully ornate metres. Yet all this is treated
with moderation. Its prose does not have the artificiality of
language that we find in the novels of Dandin, Subandhu
and Bana as well as in the Jatakamila®; even in the case
of verses, the artificiality in respect of metresis considerably
seldom. However, the author was a man of taste who certainly
knew well the kavya-style, but did not adopt it for the simple

1. We are not in a position to decide the question whether the title
of this primary work should be called *‘Tantrikhyiyika’’ or ‘‘Paficatantra’.
In any case the fact remains that the work attained its highest peak of fame
in the whole of India under title Paficatantra only. The title Tantrakhyayika
(i.e. Tantrakhyayikam Niti§astram ) means: The Instructive Stories comprising
(of a manual of Wordly Wisdom and Art of Administration)’’ and the
Paiicatantra means ‘“‘The five Books’ or ““The five Instructive Sections or Books
(comprising of a manual on the art of administration)”. Cf. Hertel,
WZKM 20, 1906, 81 ff., 306 ff.; Tantrakhydyika, Ubersetzung I, 7 f and
Winternitz, WZKM 25, 1911 49 ff. F. W. Thom as_ translates the
title: as ‘“‘Authoritative Text (for Policy)in the form of an Akhydyikd and
““Authoritative Text (of Policy) in five (Books)”. Inaccurate is Lacodte’s
rendering (in Mélange Lévi, p. 269 ): “‘livre composé d’histoires’’ and too
learned is the explanation of Jacobi (GGA 1905, 383): ‘‘Sammlung von
akhyayikas in tantras”, ‘‘die in Biicher cingeteilte Erzdhlungssammlung.’

2. This does not refute the position that in a number of cases the
Tantrakhyiyika has not only some interpolated texts but also a corrupt text.
. 3. Jacobi, GGA, 1905 377, and Hertel, Tantrikhydyika,
Ubersetzung I, 22, compare the Jitakamalid. But this belongs to a different
type: it is a campi, in which narrative ornate prose alternates with ornate
stanzas composed in the kdvya-style. The Tantrakhyiyika is not a campi,

as here the verses serve a wholly specific purpose and have been inserted .and
employed in a quite special manner. ‘
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stories that he was going to narratel. He was certainly not a poet
of insignificant humour and wit. It will be wholly perverse to
regard this work as a collection of popular stories?. Probably the
author has made use of older materials as well, but he has re-
produced them in a free and independent manner. And above
. all, he has fashioned anew the peculiar class of this sort of narra-
tive works. Although the method of introducing stories within
stories and of mixing prose with verse had been in vogue from
a very early age in India, still the art of framing and intercala-
tion of stories, as we find in the Tantrakhyayika, and the art
of mixing prose firstly with instructive epigrams and secondly
with verses, that in a certain measure contain the whole story in
nuce, are characteristic of this work. It was also a new idea
to teach political wisdom (nif/) in this ornate manner. Besides
the poet has not made use of only the stories that were existing
from before, but he has also composed new fables and stories.
Likewise he has not increased the volume of his work just with
copious quotations of stanzas, but he has himself too composed
a large number of strophes that occur in it. The Paficatantra
became a popular book for the first time in its later redactions,
although it was originally not so, nor was it conceived as such®.
Even the refineness with which some of the stories are narrated
speaks against its popular origin. As regards the purpose of
the work, that it was written to serve as a convenicnt manual
of politics for sons of rulers, the introduction found in all the
recensions leaves no deubt.

After the poet has, in the preliminary stanzas, cxpressed
his veneration for the gods, the teachers and the masters

of politics—Manu, Vicaspati, Sukra, Parasara, Vyasa
and ‘““Canakya, the Great,” he says : Visnusarman too,
after he has gone through the essence of the arthasastras
existing in the world, has written in these five books a
thoroughly delighting book of lessons. Then it is said:

. 1. So for example is the comic story of “the louse and the bug” (I, 7)
deliberately written in a very flowery kivya-style. Contrary to this is the story
of the “blue jackal’’ (I, 8), in which too we find an ornate kavya-style,
apparently an interpolation.

2. So Mankowski, ibid p. LIVand Kirste, WZKM 23,
1909, 387 ff.; 29, 1915, 246 fF.

3. In India there are only a few and incomplete manuscripts of the
old text of the Paficatantra that is represented by the Tantrakhyiyika,
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In the city of Mihiliropya in South India, there
ruled a king Amara$akti, who was the wish-yielding tree
for the desire of all the needy people. His feet were
coloured with the mass of rays of pearls and diamonds of
highly exalted princes (who bowed down before him)”. He
was well versed in all the fine arts as also in arthaéastra,
He had three sons, none of whom had much interest in
these sciences. Then the king summoned his council
for the purpose of consulting them for deciding upon
the means by which knowledge could be imparted to
those boys. And one of his courtiers pointed to Brih-
mana Visnpu$arman, who was thoroughly conversant with
nitisastra and had studied into other branches of know-
ledge as well. The king permitted him to come near.
Visnusarman, an old man of eighty years, “‘caused his
lion-roar voice to be heard...”’, “the king may exile him
from his country, in case he does not in six months make
the boys expert in niti§astra”. The king and the ministers
got astonished at this inconceivable promise of the Brih-
mapa. However, the king put the princes into his charge.
“And Visnusarman invented a useful method and wrote
five books for instruction. And among beasts ormen there
is none who has not been brought within the reach of his
imagination in appropriate places!.”

Each of the five books that go to form the work,
probably in its frame story, was meant to teach the main
principles of nitiéastra. The frame of the first book
forms the story of the fruitful effort of the cunning jackal

. 1. Asin the introduction to the Tantrakhyayika, so also in all other
recensions of the Paficatantra, Vignu$arman is mentioned as the author of the
work, notwithstanding the fact that many of the later recensions have different
authors (Pirnabhadra, Nardyana). Benfey (ibid I, 29 ff) has already
posed the hypothesis that the name Vispu$arman has been brought in the

introduction only, just to recall Visnugupta, another name of Canakya.
[ But no direct influence of Kautilya’s Arthasastra can be traced in the Pafica-
tantra—S. K. D e, HSL, p. 86, note 1.] Her tel (Tantrakhyayika, Uber-
setzung I, 4ff; Das Paficatantra, p. 7) has corroborated this opinion. Though it
is not improbable that Viépu$arman had been the real author of the primary
work, in any case it is striking that it has been expressly said that he had written
the book and not just narrated or explained it to boys. Cf. Winternitz,
WZKM 235, 1911, 1911, 52 ff. Wheth_e.r the author was a Kashmirian or
not, as assumed by Hertel (Tantr. Ubersetzung I, 23; ZDMG 60, 1906,
%787 fI.), in the opinion of W., it is doubtful, asis also the case with F. W.
Thomas JRAS 1910, g74f.
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Damanaka to cause a rift in the friendship of the lion
Pingalaka and the bull Safijivaka. The twe jackals,
Karataka and Damanaka are the ministers of the lion,
the king of beasts; and in the dialogue between the two
ministers are discussed the basic principles of politics and
the relationship of the ministers with the king. This is
done partly with the help of citations from treatises on
politics and partly with fables and stories that are some-
times narrated by the one and sometime by the other.

Book 11, in its frame-story, shows how even the weak,
who are fast friends, are capable of saving themselves even
against a powerful enemy through mutual help. There is
an old fable that appears to be found in its oldest form in
the Mahabhiarata (V, 64) and has been rcpeated also in
the Jataka (No. 33) that shows the process in which man
can avoid danger through unity; whilst it is narrated how
the birds with their united strength flew away with the
hunter’s nest and saved themselves. This old fable has been
enlarged by the author of the Tantrakhyiyika and has
been very nicely written for the purpose of instructing
on the efficacy of friendship in the matter of success in
political affairs. Parallel to the bird-fable is narrated
how the Coloured Neck (Citragriva), king of the pigeons,
has Gold (Hiranyaka), the mouse-king, as his friend, and
the latter cuts through the stitches of the net and frecs
cach one of the birds. The crow Light-flying (Laghu-
patanaka), who has seen all this, seeks fricndship with
each of the two animals, and very soon they have two more
friends, the tortoise Slow (Manthara) and the deer Colour-
ed-body (Citranga). How the last one is caught in the
net of a hunter and how he is saved with the united effort
of the friends is narrated in a most charming manner.
Numerous proverbs and epigrams on wisdom in respect
of choice of friends and also on the advantages of friend-
ship and of mutual help bring life into the story. In
this book we find few intercalated stories, and this fact
significantly shows how the fable has sprung up from the
animal tales.

In the frame-story of Book III too, that is meant to
illustrate the political principle of War and Peace, the
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"author has an old fable, that we meet with for the first
time in the Mah3bhirata!, where it is told how the surviv-
ing Kauravas were resting under a tree, on which owls
had their nest and how at night crows came and killed
the owls. This is an occasion for making a reference to the
nocturnal attack on the camp of the Pandavas and to the
bloody killing of the whole of the epic. On the basis of
the highly simple story of the Mahabhirata, the author of
the Tantrikhyayika has worked out the tales of the fight
of the crows and the owls, of the slyness of the minister,
the crow, of the destruction of the fort of the owls and of
killing of their inmates with the highest skill, whilst he has
included a large number of lessons on the different types
of ministers, on their duties, on the relationship of the
king and his ministers, and on making of war as well on
the use of tricks and bravery in war. Closely connected
with the frame-story is the fable of the sclection of the
king of birds that has resulted in enemity of the owls
and the crows—an old well-kknown tale in world-litera-
ture. Other intercalated stories are the fables of the

_ass in the hide of a panther, meant to demonstrate the
harm of talkativeness, the fable of the hare and the elephant
meant to show that even a weak animal can defeat a
mighty master too through craft, the tale of the rat that
was transformed into a girl who did not consider even the
sun, the cloud, the wind and the mountain suitable to be
her husband and finally selected a rat for her groom, etc.

The frame-story of book IV goes to show how a
fool is deceived when he speaks about a business that he
has undertaken in responsc to false words. As an illus-
tration of it serves the fable of the crocodile and thie monkey,
who pretends that he has hung his heart on a tree.

The intercalated-story of the ass without heart and ears
tcaches the same moral.

The frame-story of the fifth book forms in the
Tantrakhyiyika the touching story of innocently killed
mongoose, that is meant to serve as a warning against

, 1. Parvan X, see above I, 312; transl. p. 368 and Benfey I, 336
‘. It is noteworthy that Kamandaki (Nitisira 1X, 40) refers to the fight of
the owls and the crows in the Mahabharata and to that in the Paficatantra.
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thoughtless action. The same moral is taught also by

the intercalated story of the Brahmana who was building

a castle in the air.

It may be doubted if the last two books, particularly the
fifth book, have come down to us in a complete form or if
many of the fables that entered into later recensions of the
+Paficatantra have been or have not been brought together in
these books. Likewise it is also possible that these later recen-
sions fabricated new narratives for the purpose of filling in
the gaps that the old texts required.

) Whilst in the first three books, at least in their frame-
stories, attempt has been made to express explicity the relevant
political principles, the 5th and 6th books contain merely
lessons regarding common worldly wisdom. No sharp line
of demarcation can be drawn between these two ‘‘sciences’.
For princes, gencral worldly wisdom is as much necessary
as knowledge of political principles in stricter sense of the
term. Hence we find among the epigrams many stanzas,
that teach political as well as wordly wisdom likewise!. Never-
theless the Tantrakhyayika has predominently the character
of a manual of politics. We find at different places of the
book big sections that have a purely technical theme: so is
the case both with prose and metrical passages, that have been
-gquoted partly verbatim from manuals of politics. At the
end of the first book is found the verse that is so unusual in the
Indian conception of politics:

na manusyaprakrting Sakyam rdjyanm prasdsitum \

ye hi dosa@ manusyanam ta eva nrpatergunak \|

‘A state is governed not by the customs prevailing among
common men:

For, what is a mistake for the people is of use for the
king.

A number of citations are taken from the Kautiliya
Arthasastra, Technical terms of the niti§astra too occur
frequently?.

1. Of the 451 adages of the Tantriakhyayika, 205 teach political
principles (rajaniti), 138, general worldly wisdom a.nd only 108 have moral,
philosophical or religious subject-matter.

2. Cf. A, Hillebrandt, Uber das Kautliyasastra and Ver-
wandtes, Breslau 1908, p. 9.f.; Her tel, Tantrakhyayika, chm:tzung I,
141 ff, and the edition, p. 169 fr.
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In case the history of the niti§astra had been
already clear, we would have a chance for determination
of the course of development of the Tantrikhyayika and of
the oldest recension of the Paficatantra. But unfortunately we
are not in a position to determine the measure in which Kau-
tiliya-Arthagastra is the genuine work of Canakya, the minister
of King Candragupta. All that we can say is that the
Tantrakhyayika did not originate before the age of Canakya,
that is the 3rd century B.C. Provisionally this only may be
stated that the Paficatantra had become a famous work
already in the 6th century A.D., that under an order of King
Chosru AnéGshirwan (531-579 A.D.) it was translated into
Pahlavi, and that as early as 570 A.D. a Syriac translation from
Pahlavi was ready. We would be able to arrive at the truth
at least approximately in case we could put the age of its writing
between 300 and 400 A.D. The Tantrakhyayika apparently
creates an antiquarian impression, and without doubt it is one
of the oldest works of Indian ornate poetryl. But since there
are doubtless interpolations even in older recensions of
the Tantrakhyayika, the age of the primary constituent of
the Paficatantra has to be placed earlier than that of the
Tantrakhyayika.

We are not in a position to arrive at a chronological
conclusion from the religious and otherwise cultural conditions
as presumed in the Tantrakhyayika. Among the religious
ideas we find nothing that could particularly be very old.
The general social life, as described, is Brahmanical with
Vaisnava tendencies. In respect of mythology we find the
common epic-puranic divine world, as it is commonly described
in ornate poetry. The minister is usually a Brahmana. Brah-
manas are fed on the full-moon and new-moon days. The

1. As the “‘oldest of _the extant work of Indian ornate poetry”
(Hertel, Tantrikhyayika, Ubersetzung I, 22), we need not point to the
Tantrikhyayika. The poems of Aévaghosa are older. The often recurring
word dindra (denarius ) proves that it was written after the 2nd century A.D.
The word riipaka that occurs once (text p. 157, line 5) is mentioned as a gold
coin for the first time in Aryabhatta (born 476 A.D.), but riipa, “picture” is
older; see Liiders, SBA 1919, p. 749 f. The author of the Tantrakhya-
yika considers the Mahabhirata as an authoritative work, since a number of
vetses, (for example II, 103-106) are quoted as of “Vedavyisa”.
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Brahmanical order has attained its perfection. Killing of a
Brahmana is considered a grave offence. In brief we find
ourselves in the Brahmanical world. Only in this sense the work:
can be said to be ‘“‘Brahmanical”, but not in any way in the;
sense that it has any kind of Brahmanical colouring or in the
sense that it aims at propagation of Brahmanical influence.
Religious ideas stand wholly far away from the author. Brahma-
nas and priesthood are not by all means spoken in very good
terms. A greedy wandering monk is the hero of the third story
of book I. The cat in the fourth story of book III is the type
of the sanctimonious ascetic. In the epigram IV, 13 the greedy
nature of Brahmanas has been alluded to :

dkarmamartham ca kamam ca tritayam yobhivafichati
soriktapanih pasyeta  brahmanam  nrpatim striyam

““He who is in quest of the triad;
Who strives in quest of religion,
In quest of gold and in quest of love,
Must not go empty-handcd
To the priest, to the king and to his wife.”
In the Tantrikhyayika there is no allusion to Buddhism.
This has been observed by Benfey. He has further
elaborated that the Paficatantra has a Buddhist origin. But
today this must be considered to have been fully refuted. The .
very nature of the book as a manual of politics shows that it
can never be a Buddhist work, since Buddhists have never
admitted the justification for any effort made for earthly
prosperity and for earthly power as presupposed in niti§astral.

1. Therefore, in the Buddhist recensions of the Paficatantra, some
niti-stories have been transformed into dharma-stories. Cf. Her tel, JA 1908,
Nov.-Dec. 399 f. A. B arth (Mclusine IV, 1888-89, 558 f.) and Biithler
(Verhandlungen der 42. Versammlung deutscher Philologen und Schulménner
in Wien 1898, p.504 ) have already refuted the theory of Buddhist origin of the
Paiicatantra. Hertel (WZKM 20, 1906, 113 ff) has raised objections against -
revival of this theory by Ed. Huber (BEFEO 24,707, 755). Benfey had
arrived at his decision with regard to the Buddhist origin of the Paificatantra,
because he could find many of the storics among Buddhist tales and stories, the
antiquity of which he very much exaggerated. In fact we come across many
of the Paficatantra-stories in the Jataka-book, but we can hardly state with
certainty that in such cases the Jataka-book depends upon the story existing
in some earlier recension of the Paficatantra. Thus for example the Jataka
Nos. 349 and 361 have been taken from the frame-story of the Paificatantra
L Cf.Hertel, WZKM 16, 269 ff. :
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The ethical standpoint of the Tantrakhyayika too is basi-
cally different from that of Buddhism. The virtues of the
common man are the same as those of a responsible head of a
family. Fidelity to friends and hospitability are particularly
esteemed high. But the real morality of chivalry, essentially
different from the morality of asceticism, holds good also for
“the king and the warrior. Their dutyis to fight inorder to enter
into the heaven. The pigeon-king Citragriva of book II is
the model cf heroes and princes - faithful, courageous, sacrific-
ing, but not peace-loving. Even the blessings of contentment
is praised, as in verses, II, 78 ff., or when in II, 83, itis
said: ‘“What is religion ? Kindness towards the being”, it
is not to be interpreted from the standpoint of ascetic - moral-
ity, but from that of the fighter, who is not obliged to save all
the animals (ahimsa), but only the weak, who have resigned
into his care and have been assured of protection and security
(abhaya).

Notwithstanding the fact that the Tantrakhyayika does
not deny that its aim it to teach administrative and wordly
wisdom, great stress is laid on the narration of entertaining
stories. In the matter of transformation of an animal-tale into
an animal-fable, there is still left behind much of the original,
that is not even touched by the didactic tendency!. The
stories are not always well-knitted together®. For the author
it is of much more importance to bring in a beautiful story than
to set nicely his interpolation. We must keep this thing always
before our mind when the question is raised whether a story in
a Paficatantra-recension is ‘‘genuine’” or ‘‘spurious,” 1i.e.
whether it belongs to the primary work or not. We should
not declare each story as has been inappropriately or forcibly
inserted into the collection as spurious. Above all we are not
in a position to differentiate between individual stories on the
basis of their being genuine or spurious. Generally speaking,
it may probably be taken as correct that the subject-matter and
the extent of the bisic work are capable of being deduced from
the whole of the oldest recension. Thus for example, if a story

1. Thus the story of Hiranyaka’s experiences (II, 1) has just quite
incidentally also the instructive tendency. Primarily it is an animal-tale. The
story of the courser-bird (I-,10), who humiliated the ocean, is more an animal-
tale than a niti-teaching fable.

2. Thus for example, I, 2 and I, 5.
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doés not occur in all the recensions, but only in some of the old
ones, it remains doubtful whether we can include it in the
text of the primary work. Reversely, it is not impossible that
an old story may have found place just in one of the younger
recensions of the Paficatantral,

In the case of epigrams it is still more difficult to determine
whether they belong to the original text of the Paficatantra or if
they have been interpolated later than it is in the case of the
stories. The various recensions of the Paficatantra strongly differ
from one another in respect of epigrams, and in later recensions
the epigrams occur not only more frequently, but also appear
in very inappropriate contexts. This is seldom the case with the
Tantrakhyayika. It is true that the epigrams as also the
narrative stanzas belong to the original text of the work. But
we are not in a position to believe that the narrative stanzas
that either introduce or conclude individual stories are taken
from the stories thatwere originally metrical?. It might have
been the case with some particular stories, but it is not so
in general. Then only in exceptional cases we find even in the
middle of the stories narrative stanzas here and there, and they
are more like tales in verses, that are inserted at random in
places of importance in the tales current in western countries
for the purpose of making the stories lively. As a rule the narra-
tive strophes serve merely a# introduction and conclusion; whilst
at the same time they allude to their moralsand in a few words
the subject-matter of the story.

We are hardly in a position to distinguish between the
epigrams cited from those written by the author of the Tantra-
khyayika. Since many of the epigrams occur only in the
Tantrakhyayika, (and in later recensions of the Paficatantra)
we can consider these in any case as based on stories invented of
the author. Many of the epigrams found in the anthologies that
are attributed to Cédnakya or to Bhartrhari might have their
original place either in the Tantrakhyayika or in the primary

1. Hertel, Tantrakhyayika, Ubersetzung, I, 98-126 gives a survey
of the general contents of the primary work. Cf. also Man’kowo ski, ibid,
p-LIII,andBenfey, ibidI,419f.and 340 ff. Hertel, inhis researches
on the Tantrakhydyika, has attempted to maintain a distinction between the
stories of doubtful genuineness and those of “‘doubtlessly spurious’ origin.

But many a time we ought to put a question-mark after *‘doubtlessly”. Cf.

notes of W. in DLZ 1g10, pp. 2759 ff.
2. So Hertel,’WZKM 25, 1911, 19
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work of the Paficatantra. In any case the epigram sconstitute
the essential part of the work, and many of them, on account
of their wit and humour are not less noteworthy than the fables
and stories. Here are some of the examples:—
rdjanamapi sevante visamapyupabhuiijate
ramante ca saha stribhik kusalah khalu manavah n (I, 27)
“The wise men serve the king,
They can swallow even poison,
They enjoy the company of women.”
yadaSakyari na tacchakyar yacchakyam Sakyameva tat )
nodake Sakaiam yati na ndva gamyate sthale w (11, 20)
“What is not possible is impossible;
What is possible is possible;
A cart does not move in water;
One cannot travel on a boat on land.”
sarvaf sampattayastasya samtustarn yasya mdanasam \
upanadgidhapadasya sarva carmavrtaiva bhak n (II, 79).
‘‘He who is mentally content,
For him everything is prosperity :
He who has covered his feet with shoes,
For him the entire earth is covered with leather.”

Later Redactions ofthe Paficatantra.

None of the old texts of the Paficatantra has been so
popular and has had such a wide circulation in India as the
so-called ‘‘Textus simplicior’’, that is the recen-
sion of the text that has been best known in Europe and that
for the longest time and up to the time of discovery of the
Tantrikhyayika was considered to be the Paficatantral. It is
wholly a new redaction of the old work, rather a completely
new work. A lage number of recently written stories and
stanzas have been brought in, whilst many of the stanzas
occurring in old recensions have been left out. The stories

1. The complete title of the ‘‘ Textus Simplicior”, as also of ‘‘Textus
Ornatior”, is ““Das Lehrbuch der Regierungskunst, Namens Paficikhy3naka,
mit anderen Namen Paiicatantra’. The ‘“Textus simplicior’ has been edited
by F. Kielhorn and G. Biihler, BSS I, III, V; translated
into German by L. Fritze, Leipzig 1884. Cf. Hertel, Das Pafica-
tantra, p. 70 f.

Winternitz—History of Indian Literature, Vol. III, a1.
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are narrated in a clearer and simpler language, mostly in a
better style, and always they are longer and more comfortable
than in the Tantrakhyayika. Particularly in books IV and V,
that contain only a few stories in the Tantrakhyayika, there
have been interpolated!, in a large number narratives, tales
and also pornographical stories, that certainly originated in a
wholly different region of stories and possibly have been taken
from other books or from popular oral tradition.

Of this text, according to Hertel, therc are two
recensions that ‘‘differ very little in respect of the subject-matter,
but almost throughout in respect of the language.” The
same researcher has proved that this ‘““Textus simplicior”
ultimately goes back to the same North-Western text, to which
goes back probably the Pahlavi translation, as also the redaction
from which has been abridged the Southern Paficatantra. This
text must have been current for a long time in North-West
India, before a redactor gave to it the present form?. Hertel?3
has also made it probable that this redactor, whose name is not
known, was a Jaina and had been living ir between the middle
of the 9th and the 11th centuries A.D. However, we must make
anotc of the fact that any Jainistic tendency is not positively
visible in the work, in which the stories are based on Brahmanical
back-ground exactly as in the old recension of the Paficatantra.
In this respect the new recensions differ as little from the old
text as in respect of the purpose of teaching the science of
administration and worldly wisdoms*.

In this recension too the fable-element dominates,
and among the twenty stories, that were ircluded in it later,
there are nine fables that might appropriately have occurred
in the old recensions. Among the rest, we find seven tales,

: 1. Reversely the Tantrikhyayika, in book III, contains many inter~
calated stories, whilst there are found only 4 in the “Textussimplicior”. It
almost appears that like the individual parvans of the Mahabhirata the
different books of the Paficatantra too had their indépendent circulation.

2. Cf. Jacobi, GGA 1905, 377 fI.
3. Hertel in BSGW . 62 ff.; cf. ii
1605, p= 380 B 1902, p. 62 fl.; cf. also Jacobi in GGA,

. 4. Wh_il_st the old recensions are associated with Canakya or
with the Ig,autl_ll‘ya.- Ar}haéistga, attributed to him, in later recensions the
Kimandaki’s Nitisastra is mentioned and cited as the main authority,
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one intrigue-story, a witty anecdote, one story about adultery
and one story of fools. One of the most famous tales is that ef
the Weaver as Visnu (I, 5), of which the subject-matter
is briefly reproduced here below:—

A weaver falls in love with a wonderfully beautiful

princess. His friend, a cart-wright, helps him to have a
meeting with her. He makes a wooden Garuda! that can
fly in the air. The weaver mounts him, having assumed
the form of God Visnu, and one night he enters into the
palace of the princess through a window. She takes him
to be God Visnu, who marries her in the Gandharva form.
After sometime marks of enjoyment of amorous-pleasures
become visible on the person of the princess. The king
is told about it, and he is very happy to hear from his
daughter that God Visnu Himself has become his son-in-
law. Proud of his powerful son-in-law, the king feels
cxtraordinarily courageous and annoys the ncighbouring
kings. They enter into war with him. His capital-city is
besicged and menaced by a powerful army. Then the
king, with his daughter as the intermediary, invokes his
divine son-in-law for help. In fact the city is saved by
the weaver who appears in the sky in the form of Visnu
mounted on Garuda. Since the real Vispu does not like
that man should losc confidence in Him, He is obliged to
enter into the body of the weaver and causes Garuda to
enter into that of the wooden bird2.

In a far greater measure than in the Tantrikhyayika,
in the textus simplicior, as in all later redactions of the Pafica-
tantra, the character of the work stands out as an anthology
of epigrams. Without or with little consideration either for
cohesion or for propriety and impropriety of occasions, a long

1. The bird Garuda is the conveyance of God Vignu.

2. Hertel (BSGW 1go2, p. 115 f.; Das Paificatantra, p. 72 f.)
has reproduced this story, that he has translated into German in “Bunte
Geschichten aus dem Himalaya”, p. 50 ff, as a proof in support of his hypo-
thesis that the author of the *‘textus simplicior” was a Jaina, since only a
heretic could speak about God Visnu in such a ‘‘contemptuous manner”,
Winternitz, (with Edgerton, American Journal of Philology 33,
1912, 273 f.), however, is of the opinion that it is very much probable that
this story may not have been wholly a “‘satire in reference to Vigpu. In
popular stories gods are spoken about with doubtful respect. The original
place of the story apparently was in_a wholly different narrative work,
perhaps in the Vikramacarita, where it occurs in several manuscripts,
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series of epigrams have been brought in. Nevertheless most
of these epigrams teach either science of polity or worldly
wisdom in the widest possible measure’.

The so-called “textus ornatior”ie. thePafica-
khyanaka orthe Paficatan tra,that was completed by
the Jaina monk Pirnabhadrain the year 1199 A.D. at
the command of King Soma, is based on the ‘““textus simplicior”,
with the later recension of the Tantrakhyayika too having been
utilized. This is the best of the available later recensiors?
‘Pirnabhadra himself says that he has revised the Paficatantra
“syllable by syllable, word by word, sentence by sentence,
story by story and verse by verse”. He has, however, partly
from unknown source, introduced a number of new stories
and epigrams3. Linguistic pcculiarities show that Parpabhadra,
has inter alia uscd also Prakrit works or stories in popular dialects®.
Among the lately interpolated stories are found scveral that
are known also from other sources, such are the tales of grateful
animals and ungrateful people (I, 9)%, the tale of the pious
pigeon and the hunter (II1, 8) based almost wverbatim on that of
the Mahabharata and the comical story of the two hen-pecked
(IV, 6) and others. Some of these stories are included also in
manuscripts of the “textus simplicior”.

Both the recensions made by the Jainas® have had the
widest circulation in India, and from them have sprung up

1. Of the 869 epigrams (found in the edition of Kielhorn and
Bii hler ) there are 381 that teach politics (rijaniti) and 388 general wordly
wisdom and only 140 are moralistic sentences.
2. It is presented also in a fine critical edition of Hertel in HOS
Vols. XI-XIII (1908 and 1g912). R.Schmidt in his German translation
Leipzig, Lotusverlag 1go1. Again Berlin and Leipzig 19og. W. had not used
the critically edited text. (A. W. Ryder, Chicago 1925 bhas translated
the critically edited text into English.). Cf. Hertel, Das Paficatantra
pP- 20, 76 ff.
3. Parpabhadra has 21 stories, that are not found in other recensions.
Hence Hertel (ZDMG 56, 1902, 324 ) was able to call the “textus simplicior’’
as the ‘‘textus ornatior” ?so Kosegarten). According to Hertel
(WZKM 17, 1903, 343 fI.; HOS XI%, p. 15 f.) Parnabhadra had utilized
Ksemendra’s selections.
ﬂg.. Gujaratisms and Prikriticism shown by Hertel, HOS XII
p. 29 ff.
Translated by Benfey, ibid, II, 128 ff. On the Buddhist
versions, see above 11, 104, 180 f.; transl. p. p. 129 f., 225 f.
. 6. Neither of the two recensions is characteristically *Jainite”. As
pratical people the Jainas too had enjoyed influential positions in courts
and consequently were interested in nitif3stra too. Some of the stories of
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numerous “mixed recensions’’ and ‘“new recensions’ even in

the popular dialects!.

A selection from one of these mixed recensions was made
during 1659-60 A.D. by the Jaina monk Meghavijaya
“for imparting simple instruction to boys’” under the title
Paficakhyanoddhiara?®  This text contains secveral
new stories, many of which are of importance for study of
comparative folk-lore and for discussion of the question of rela-
tionship of Greek and Indian poetical fables. The stories of
Ratnapila, added at the end, that does not occur in any other
recension of the Paficatantra, are Jaina-made legends that are
based partly on stories of the Hindus3.

The ‘‘South Indian Paficatantra’ too presents a very
much enlarged Sanskrit-text. In this text many stories, taken
from different recensions of the Paficatantra and prepared from
Tamil sources as well, have been recently added. Most of the
lately added stories are tales that have had their original in
popular literature. The language of this work has been called
““Cooked Sanskrit” by Hertel4.

The Tantrakhyana, that too is preserved in Nepal,
shows points of contact with the Jaina-recensions®, particularly

the Paficatantra are found also among the Ava§yaka-stories of the Jainas
that are attributed to the 7th century AD. by Leumann (OC XIII,
Hamburg 1902, p. 24 ff). But it is still open to question whether the stories
originated actually in the Paficatantia, or whether, as there, so here too
they have been construed rather from popular stories.

1. To this class of texts belongs the thoroughly uncritical edition of
J.G.L.Kosegarten (Bonn 1848) that has its importance even upto
this day on account of the fact that the well-known translation of Benfey
is based on it.

2, Hertel, ZDMG 57, 1903, 639ff; ZVV 1906, 249ff; Pafica-
tantra, p. 105 fl. The main source of Meghavijaya was a metrical Sanskzit
recension, that is based on the Paficikhyana-Catipai, an old Gujariti-recen-
sion made by the Jaina monk Vacchai1ija in the year 1591-92.

3. In one of these stories is found a passage that reminds us of
Biirger's hallad ““Det Kaiser und der Abt.”” The question that is put is
how much of water and how much of mud is in the sea. To this wise Dhana-
datta replies: “much mud, and little water is there in it. In case you do not
like to bclievc“this, dam the river and count the water of the sea.”

. “Uber einen siidlichen textus amplior des Paficatantra’, ZDMG
60, 1906, 769 fI., 61. 1907, 18 ff.; Paiicatantra, p. 304 ff. Since it contains not
less than g6 stories, it is the most copious of all the Paficatantra texts. This text
stands very close to that of the book “Le Pantcha-Tantra ou les cinq ruses”,
published by Abbé J. A. Dubois in 1826.

5. On the Jaina-recensions based also the Kathimygtanidhi
of Ananta and a recension by Dharmapandita. Cf Hertel,
Das Paiicatantra, p. 250 ff. and 3oy ff,
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with that of Piirnabhadra, as also with the “South Indian
Paficatantra”, particularly with the ‘“textus amplior’. Of this
Tantrakhydna there are three recensions: 1, that contains only
Sanskrit stanzas, of course narrative stanzas; 2, the one that
gives mostly stanzas and stories in Sanskrit; and 3, the one that,
in addition to Sanskrit stanzas, gives stories in the Nepali language
. (Newdari)l. We are not in a position to decide whether or not
the writer of the stories in prose is identical with the compiler
of the anthology. The Tantrakhyana was earlier considered to
be a Buddhist work®. But it has as little to do with the Buddhist
religion as with Jainism, even if of some the stanzas may have
been taken from some Jaina source. The compiler should have
been living in the 14th century A.D., and in no case he was
posterior to 1484 A.D., the date of one of the manuscripts.

The most important of the recent recensions of the Patfica-
tantra is the Hitopade$a, “the Wholesome Advice®”’, that
was compiled in Bengal and is best known both in India and in
Europe. In fact it is a wholly new work, of which the Pafica-
tantra, in all events, is the main source and that in its North-
Western Indian version, on which is based also the South Indian
Paficatantra as well as the Nepali collection of stanzas. In the
colophon the author mentions his namc as Narayana and that
of his patron as Dhavalacandra. On the antiquity of the origin
of the work we can say this much only that it was written
between the 9th and the 14th century A.D.4

In the introductory stanzas the author says that his work
is based on the Paficatantra ““and’ one other book.”” By the
latter is apparently meant a hitherto-unknown story-book. But
Narayana has gone very far in an independent manner . He

1. C.Bendall, JRAS 1888, p. 465 ff.; Hertel, ZDMG 64.
1910, 58 fI.; Paficatantra, p. 313 ff., where the first recension too is fully included,

2. So Bendall, ibid, Leumann in BSG'W 1902, p.132 and
Barth, Mélusine IV, 561.

8. Ciritical editions are those of A. W. v. Schlegel and Ch.
Lassen (Bonn a. Rh. 1829-1831) and of P. Peterson, BSS No. 33,
Bombay 1887. Besides the Introduction to the editions, 'cf. Hertel,
Uber Text und Verfasser des Hitopades$a, Diss., Leipzig, 1897, and Paiica-
tantra, p. 38 ff. On individual manuscripts of the Hitopadeasee Hertel,
ZDI\g‘G 55, 1901, 487 ff.; 64, 1910, 58 fI. and Zachariae, ZDMG 61,
342 ff. :

) 4. An old Nepalese MS was prepared in the year 1373 A.D. Hul t-
zsch has located quotations from Migha's Sifupilavadha in the Hitopa-

desa (seec Hertel, Tantrakhyiyika, Ubersetzung, I, 145 £). In the
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has reversed the order of the first two books and has divid-
ed into two the third book, that is called *“Fight and Peace’ in
the Paficatantra’l. He has included the contents of the fifth book
in these two books and has omitted the frame - story and the
intercalated stories of book V. Hence the work consists of only
four books: I Winning of Friends, II Dissension among Friends,
IIT War and IV Peace. The warring animals are not owls,
but a flamingo and a peacock with their followers. The fable
has been very much altered and the frame-story of book IV
has been constructed anew. Even individual stories have
been further extended or undergone alterations®.

Of the 17 stories of the Hitopades$a, that are not found in
other recensions of the Paficatantra, 7are fables, 3 are tales, 5 are
love- and women’s stories and 2 are religious narratives. One of
the last two (III,7) is the story of the servant who was faithful
to his master, that is of Rajaput Viravara, who offered to sacri-
fice one and every member of his family to Goddess Durga.
This story, as also the adulterine stories, and the stories of
pranks of women have been taken from different story-circles3.

Hitopade§a occurs the expression bhattdrakavira, ‘‘day of the Lord”, for
“‘Sunday’’, 2 nomenclature of this week-day, that is not found in India in any
inscription of a period earlier than the 5th century A.D., but had become
common in the gth century A.D.,from which Fleet (JRAS 1912, 1045 f.)
has concluded that the work was written for the first time after the gth century
AD.Winternitz believes that it follows also from the 7th story of book,
I, where Gaurl is worshipped with little girls, therefore, which presupposes
the tantric cult of Sakti. This cult is nowhere mentioned in older
Sanskrit literature. Hertel (Paficatantra, p. 39 f.) deduces from the
same story that Bengal was the original place of the Hitopadesa, since this cult
is indigenous there.

1. Hertel had drawn the attention of Winternitz to the
fact that Narayana alone had not altered the order of the first two books,but
this had already taken place in the arch-type of the Nepal-recension and in
the Hitopadesa. Sce Hertel, Das Paficatantra, p. 37 f.

2. The beginning and the end of each of these books contain the
conversation between the teacher Vignu§arman and the princes( that occurs
only in the Kathimukha in all the other recensions of the Paficatantra ), and
each of the four books ends in a benedictory stanza, in which Siva is honoured.
Nctwithstanding his name, (Nardyana-Vignu) the author must have been a
devotee of Siva.

3. The story of Viravara has probably been taken from the Vetila-
paficavirhiati 4. The story(II, 6 of the woman, who is attracted to the son
of a village-magistrate and whom with her cunning she hits in the presence of
his father, who too is her lover, and in front of her own husband, has its
proper place in the Sukasaptati. The story of the sly procuress(I, 7) occurs
also in the book of Sindbad. Cf. Benfey I, 331 who compares ald
Boccacciol], 5). . R
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The tale (IV, 5) of the rat, that was turned successively into
a cat, a dog and a tiger in order to save itslife by a pious
hermit, whom it then wants to kill, at which the hermit again
turns it into a rat, is probably just a story that is merely a variant
of the transformed dog narrated in the Mahabharata (XII,
116 f.), refashioned by the author himself. Even the recently
added fable might have wholly or partly emanated from
Narayana himself.

The nature of the work as a manual of politics i3 much
more marked in the Hitopade§a than in any other recension
of the original work. There are several long sections in it that
are not different from niti§astra-quotations in prose as well as
in verse. The verses have been taken from Kamandaki’s
Niti§astra There are numerous epigrams that have been
introduced on every appropriate or inappropriate occasion
and often form altogether long sections. The Hitopade$a is
equally a collection of epigrams as of stories. But even in the
epigrams the political character of the work is visible in a promi-
nent measurel.

The Hitopades$a is of Indian literature in Europe that have
been best known the longest period of time in Europe and it
has Ebeen repeatedly translated into European languages?.

We have seen that many a time even the stories com-
posed in popular dialects as also narrative works were utilized
as source-materials for later recensions of the Paficatantra.
Reversely the Paificatantra has been repeatedly rendered into
popular languages and these have become new recensions of the
work. A Hindi-translation of the old Paficatantra was already
known to the Arabic tourist Alberuni in the beginning

1. Of the 600 epigrams (that is to say that are neither narrative
stanzas nor benedictory verses ) 273 have political ideas, 222 concern common
worldly wisdom and only 105 have a moral or religious theme.

2. Georman translation of Max Miiller (Leipzig 1844), I.
Schoenberg (Wien 1884), L. Fritze (Leipzig 18883, f Hertel
Reclam. Univ.-Bibl. (1895). The earliest translation in European languages
London 1787) and into French by L. Langlés (Paris 1790). According
to Wilkins, Herder had translated a number of epigrams in the
‘Gedanken einiger Brahmanen”. Rt ckert has poetically reproduced the
fable of the out and out greedy jackal (I, 6) in the ‘“brahmanischen Erzih-
lungen”. On_the translations (and recensions H of the Hitopadeé a in
Weatern and Eastern languages, scc. Hertel, Das Pailcatantra p. 43 ff.,
and ZDMG 72, 62 §,; 74, 95 ff. and 75, 129 f.). ] .
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of the 11th century!. Since the Paficatantra-recensions redacted
by the Jainas originated in Gujarat, the main domicile of
the Jainas, and were mostly enlarged here, it is no wonder_that
there are numerous redactions in the Gujarati language. In
South India too there are numerous translations in popular
languages : Telugu, Kanarese, Tamil, Malayalam and Modi®.
The Malaya recension made by the Malayan scholar Abdul-
lah Bin Abdelkader Munshi® is based on the Tamil
version made in 1835 by Pandja Tandacram?3 The
Hitopade$a has been repeatedly translated also into modern
Indian languages; thus in Bengali, Braj Bhikha, Gujariti,
Hindi, Hindustani, Marathi and Newari‘.

The Paficatantra in World Literature

In the famous introduction to his translation of the Pafica-
tantra Th. Benfey has shown how this old Indian book
impregnated the literatures of three continents of the globe® for
many centuries and particularly influenced the European narra-
tive literature of the whole of the Middle Age in an extra-
ordinary measure. With his marvellous extensive study into a
large number of the differcnt languages of the East and the
West Benfey has combined his admirable sagacity, and
has succeeded in pursuing through the world literature the

1. Hertel, Paiicatantra, p. 69.

2. Hertel (Paficatantra, p. 121 ff.) treats in detail verses of the
Paficatantra found in Gujariti, in Marathi (ibid p. 254) and in South
Indian Languages (ibid, p. 291 fT).

3. Hertel, ibid p. 204 ff.

Hertel, ibid p. 48 ff. Many Paiicatantra-stories or parallels to
these are found also in the modern Indian folk-tales, e.g. B. M. Stokes,
Indian Fairy Tales, Calcutta 187g.

The Indian narrative themes (such as the fables of the donkey
without heart and ears, of the monkey and the sea-animal, of the crow and
the owls) are found even in the homes of the Suahelis in East Africa. Cf.
R.O. Franke, WZKM %, 1893, p. 215, 384f.,, and R. Kéhler
(Kleinere Schriften I, 514 ff. In W.H. J. Bleek, Reineke Fuchs in
Afrika, Fabeln und Mirchen der Eingeborenen (Weimer 1870), we find
also some Indian fables (for example the story of the jackal, who does not

o to the sick lion in the cave, because he saw only the trace of going
inward and not one of coming outward, p. 15 f ), but most of these
African stories are originally animal-tales, with which have been
mixed up here and there a number of animal fables, going back to

European, [gdiag and Mohammadaqg sources.
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history of a large number of Indian stories and motives!. He was
actually able to trace the Indian source of so many stories?, and
50 he candidly advanced the theory that India was the land of
tales and stories, whilst he believed to have found the home-
land of the fables in Greece and assumcd that the India
had borrowed them from the Greece. Since he believed to have
been able to prove further that the great majority of stories of
the Paficatantra had Buddhistic origin, he presumed that the
Buddhists had mainly contributed towards wide circu-
lation of thesc stories.

" All these conclusions of Ben fey, in the form, in which
he has stated them, deserve to be rejected outright as untenable.
It has already been shown that the storics of the Paficatantraare
not of Buddhistic origin. However, now-a-days nobody considers
India to be the home-land of all tales and stories or in any
case, speaking generally, nobody regards any one particular
country as the home of all tales and storics. As fantasy is a
common property of mankind, so is the fancy for hearing and
narrating stories common human nature. Today it is like
struggling against the wind to attempt to prove that all tales,
fables and stories, that we know about the different nations of
the East, originated in India®. But this common human fancy

1. Max Koch, the founder of the ‘“Zeitschrift fiir vergleichende
Litteraturgeschichte (I, 1887, p. 6) too admits that Benfey laid the
foundation of ‘‘the comparative literary history’” with his ‘‘Pantscha-
tantra”. On Ben fey’s Paficatantra, sce also F. Liebrecht in the
Jahrbuch fiir romanische und englische litteratur 3, 1861, 74ff., 146 ff.

. 2. F. von der Leyen, Das Mirchen, Leipzig 1911, p. 103 ff.
gives a resumé of narrative motives, that are certainly or apparently of
Indian origin. Leyen, p. 125 has precisely established that Grimm’s
tales are wholly or partly of. Indian origin.

3. It is amazing that not only J. Béd ic’r ( Les fabliaux, études de
litératur’c populaire, Bibl. de I’ Ecole des Hautes Etudes, t. g8, Paris 1893
3 éme Ed. 1911), but W. Wundt ( Vélkerpsychologie, II, 1, 340 ff. and
A.Forke (Die indischen Miarchen und ihre Bedeutung fir die
vergleichende Mirchenforschung, Berlin 1911) tco should have believed to
be carrying this struggle against wind. In any case we will have probably
to distinguish between animal-tales and animal-fables, as probably on the
whole between tales and fables. Animal-tales, that is to say wonderful
narratives about animals, certainly belong to the common heritage of man-
kind. The animal-fables, that is to say, those animal-storics, that
have been invented for the purpose of giving moral lessons, as ‘‘examples” or
as “‘similes”’, however, may have probably originated in s om e particular
country. In fact we find animal-fables in homes of the uncivilised people of
Africa, but of course only in such homes in which contact with Indians,
Christians or Muhammadans is partly not prohibited, and partly proved:
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for fabulisation directly brings with itself the idea that all
nations and all men are determined to adopt willingly and
quickly strange stories, to hear them and to circulate them
further. So much more this is the case that there cannot be even
a doubt that the capacity of manto invent stories stands in
no relation to his desire for hearing and narrating them. The
human power of invention in this respect is limited, and all
persons do not have it in equal measure, whilst the pleasure
of narration is unlimited. Hence it comes that a good story
once told acquires such a vitality, that throughout centuries
it continues to be repcatedly ever told and spreads over wider
and wider geographical regions. This too is possible that the
circumstances for invention of storics are more favourable to
the people of one country than those of the people cf other
countries, and that in respect of exchange of stories on a mass
scale, that took place between the peoples of different centuries,
one race might have contributed more than another. And since
it seems undoubtful that in India there was an especially favour-
able soil, particularly for invention of fables, animal-stories and
tales. We may refer only to the Indian theory of transmi-
gration of soul, that directly obliterates the distinction bet-
ween man and animal, and this seemed so natural that animals
were made the heroes of stories!. We may refer further to the
exceedingly luxuriant Indian phantasy that was never satisfied
in introducing in stories sub-human and under-human beings
—even in the creative art toc—knew no limits or measure.
Lastly it may be pointed out that in India there were in all
times numberlcss idlers. Thousands of ascetics, mendicants
and pilgrims have been wandering there throughout cities and
villages since centuries ago, and they have always liked to
attract the pcople towards themselves by telling them stories
and to while away their own time in narrating among
themselves stories, that have not always been religious.

Yet another fact, that might have bcen the cause, is that
hardly any people have sucha rich story-literature as the
Indians have and that actually Indiannarrative works as
a whole, not mercly individual storics or individual motif, are

1. Hertel (Bunte Geschichten vom Himalaya, p. XVIII f)
decidedly goes too far, when he means “that animal-stories could develop

0

only on the soil of this way of thinking about the world”.
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found in literatures of other countries. And this too is a fact
that very often we are able to trace the way through which
Indian fables and tales have in course of their journey entered
into the world. Although many of the statements of Benfey
stand be refuted today, still many of the results of his researches
there remain correct, and in reference to many of the points
even now we cannot go further than Benfey!.

But the most important work of the Indian narrative lite-
rature, in any case, is undisputedly the Paficatantra
for the literature of the world. As stated above, the fame of
this work had already in the sixth century A.D. spread
as far as Persia. Then a North-Western recension of the work,
with certain other Indian téxts, was rendered into Pahlavi, the
middle Persian literary language under a command of the
Persian king Chosrau Anéscharwin (531-579 A.D.) by Arzt
Burzde. Unfortunately this translationis lost to us, but
an old Syriac version as well as an old Arabic rendering
from Pahlavi is still preserved, and they allow us to draw our
conclusion with regard to the Pahlavi text. Already in about
570 A. D. the famous Syrian pricst and writer, B d by name,
actually translated the book under the title “Kalilag and
Damanag” from Pahlavi into Syriac. Unfortunately this
translation is preserved with long gapsin it and that incompletely,
particularly the beginning is wanting. More than full, that is
to say enlarged by interpolations is the Arabic transla-
tion written in about 750 A. D. by Abdallah ibn al-
Mogqaffa with thetitle “’Kalilaand Dimna?’. This

1. F.von der Leyen (Festschrift Kuhn p. 404) says that it
confirms ‘“the irrefutable cognition that the tales that are often narrated
even today and which circulate most widely are available in their original
form in India”. The researches of Gaston P aris and especially of Antti
Aarneand Emmanuel Cosquin have once more proved that the oldest
of these tales are best preserved in mostly finished forms in India,
and there tradition is the richest...... The theory of Benfey, that is so
hasty and often so unintelligibly disputed, assumes their revival and their
currency till modern days in refined forms’’. He believes in many cases to
have been able to trace their “original form” in the Indian tales, which can
no more be proved to be existing among the tales of other countries. How-
ever, it is doubtful that the science in regard to this ‘‘original form” will
ever come to be more than a vague presumption.

2. “Kalilag and Damnag” or ‘“Kalila and Dimna” are corrupt
forms of the names Karataka and Damanaka, the two jackals of the first
book of the Paiicatantra (see Benfey I, 34 f.). In all probability this
first book this special bore title, which was made the appellation of the
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Arabic translation was the source, from which have sprung
up numerous translations in European and Asian languages so
much so that Ph. W 01ff, the German translator of the book,
was able to remark that it was “probably next to the Bible,
translated into the largest number of languages of the world”
and called it a book “that inspired the entire mankind and
which was held in respect by kings and princes and to which
they lent their attention!. So rightly Max Miiller? says:
“The history of march of Indian tales from the East towards
the West is indeed wonderfu), more wonderful and more
instructive than many of the stories themselves.”

Benfey had alteady admitted that the Pahlavi trans-
lation stood closer to the original recension of the Paficatantra,
the “primary work” than the only Sanskrit text known in his
time. However, he went too far when he tried to derive from it
his conclusions with regard to original volume of the “primary
work.” The Pahlavi-translation comprehends, of course, not only
the five books of the Paficatantra, but also other five of the ap-
parently further eight chapters, that contain other Indian stories,
and two more chapters, of which the one contains the story of
Biirzoe’s cxpedition?® and the other the introduction by Burzdet.

whole book by the Pahlavi translation. The Syriac translation was first
translated and published by G. Bickell (Leipzig 1876) and has recently
been brought out by F. Schulthess (Berlin 1911). The old Arabic
translation has been published by Silvestre de S a cy (Calilah et Dimna ou
Fables de Bidpai en Arabe, précédées d’un mémoire sur Porigine de ce
livre, Paris 1816). On this edition is based the German translation of
Philipp Wolff (Calila und Dimna oder die Fablen Bidpais, das Buch des
Weisen in lust-und lehrreichen Erzdhlungen des indisches Philosophen Bidpai
aus dem Arabischen, 2. Aufl., Stuttgart 1839). Other translations from
the Arabic text into German, Danish, English, French and Rassian are
mentioned by Hertel, Paficatantra, p.393. On Ibn Moquaffa
see also Th. NO6ldeke, ZDMG 59, 1905, 794 ff.

1. Victor Chauvin has given a complete list from almost un-
surveyable literature on the translations and translations of translations of
the ““Kalila and Dimna’’ in vol. II of his “Bibliographie des ouvrages arabes”
(Licge and Leipzig 1897). Here he gives inter alia a list of 40 languages
into which this work has been translated. See also Her tel, Paficatantra
p. 357 ff. Accordingto Her tel (p. 451 f.) there are translations of the
Paficatantra and ‘Kalila and Dimna” in 15 Indian, I5 other Asian, 2
African and 22 European languages.

2. Essays III, 303 fI.

3. From Arabic translated by F. Schulthess in Hertel,
Tantrakhydyika, Ubersetzung I, 45 ff.

Cf. Benfeyl, 74 ffand Th. Nd1deke, Burzdes Einleitung
zu dem Buch Kalila wa -Dimna ibersetzt und erldutert, Strassburg 1912.
All sorts of Indian parables, those of the “man in the well” have been
assimilated in this introduction.
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found in literatures of other countries. And this too is a fact
that very often we are able to trace the way through which
Indian fables and tales have in course of their journey entered
into the world. Although many of the statements of Benfey
stand be refuted today, still many of the results of his researches
there remain correct, and in reference to many of the points
even now we cannot go further than Benfey?.

' But the most important work of the Indian narrative lite-
rature, in any case, is undisputedly the Paficatantra
for the literature of the world. As stated above, the fame of
this work had already in the sixth century A.D. spread
as far as Persia. Then a North-Western recension of the work,
with certain other Indian texts, was rendcred into Pahlavi, the
middle Persian literary language under a command of the
Persian king Chosrau Andscharwén (531-579 A. D.) by Arzt
Burzde. Unfortunately this translationis lost to us, but
an old Syriac version as well as an old Arabic rendering
from Pahlavi is still preserved, and they allow us to draw our
conclusion with regard to the Pahlavi text. Already in about
570 A. D. the famous Syrian priest and writer, Bid by name,
actually translated the book under the title “Kalilag and
Damanag” from Pahlavi into Syriac. Unfortunately this
translation is preserved with long gaps in it and that incompletely,
particularly the beginning is wanting. More than full, that is
to say enlarged by interpolations is the Arabic transla-
tion written in about 750 A. D. by Abdallah ibn al-
Mogqaffa with thetitle “Kalilaand Dimna?’. This

1. F.von der Leyen (Festschrift Kuhn p. 404) says that it
confirms ‘‘the irrefutable cognition that the tales that are often narrated
even today and which circulate most widely are available in their original
form in India”. The researches of Gaston P aris and especially of Antti
Aarne and Emmanuel Cosq uin have once more proved that the oldest
of these tales are best preserved in mostly finished forms in India,
and there tradition is the richest...... The theory of Benfey, that is so
hasty and often so unintelligibly disputed, assumes their revival and their
currency till modern days in refined forms”’. He believes in many cases to
have been able to trace their ““original form” in the Indian tales, which can
no more be proved to be existing among the tales of other countries. How-
ever, it is doubtful that the science in regard to this ‘‘original form” will
ever come to be more than a vague presumption.

2. “Kalilag and Damnag’ or “Kalila and Dimna” are corrupt
forms of the names Karataka and Damanaka, the two jackals of the first
book of the Padcatantra (see Benfey I, 34 f.). In all probability this
first book this special bore title, which was made the appellation of the
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Arabic translation was the source, from which have sprung
up numerous translations in European and Asian languages so
much so that Ph. Wo1ff, the German translator of the book,
was able to remark that it was ‘“probably next to the Bible,
translated into the largest number of languages of the world”
and called it a book “that inspired the entire mankind and
which was held in respect by kings and princes and to which
they lent their attention!. So rightly Max Miiller? says:
“The history of march of Indian tales from the East towards
the West is indced wonderfu), more wonderful and more
instructive than many of the stories themselves.”

Benfey had alteady admitted that the Pahlavi trans-
lation stood closer to the original recension of the Paficatantra,
the “primary work’ than the only Sanskrit text known in his
time. However, he went too far when he tried to derive from it
his conclusions with regard to original volume of the “primary
work.” The Pahlavi-translation comprehends, of course, not only
the five books of the Paficatantra, but also other five of the ap-
parently further eight chapters, that contain other Indian stories,
and two more chapters, of which the one contains the story of
Birzoe’s expedition® and the other the introduction by Burzdes.

whole book by the Pahlavi translation. The Syriac translation was first
translated and published by G. Bickell (Leipzig 1876 ) and has recently
been brought out by F. Schulthess (Berlin 1911). The old Arabic
translation has been published by Silvestre de S a cy ( Calilah et Dimna ou
Fables de Bidpai en Arabe, précédées d’un mémoire sur P'origine de ce
livre, Paris 1816). On this edition is based the German translation of
Philipp Wolff (Calila und Dimna oder die Fablen Bidpais, das Buch des
Weisen in lust-und lehrreichen Erzdhlungen des indisches Philosophen Bidpai
aus dem Arabischen, 2. Aufl,, Stuttgart 1839). Other translations from
the Arabic text into German, Danish, English, French and Rassian are
mentioned by Hertel, Paiicatantra, p.393. On Ibn Moquaffa
sce also Th. Noldeke, ZDMG 59, 1905, 794 fi.

1. Victor Chauvin has given a complete list from almost un-
surveyable literature on the translations and translations of translations of
the ““Kalila and Dimna” in vol. II of his “Bibliographie des ouvrages arabes’
(Licge and Leipzig 1897) . Here he gives inter alia a list of 40 languages
into which this work has been translated. See also Her tel, Paficatantra
p. 357 ff. Accordingto Her tel (p.451f.) there are translations of the
Paficatantra and ‘‘Kalila and Dimna” in 15 Indian, 15 other Asian, 2
African and 22 European languages.

2. Essays 111, 303 ff.

3. From Arabic translated by F. Schulthess in Hertel,
Tantrakhyayika, Ubersetzung I, 45 ff.

4. Cf. Benfeyl, 74 ffand Th. N31deke, Burzdes Einleitung
zu dem Buch Kalila wa Dimna ibersetzt und erldutert, Strassburg 1912.
All sorts of Indian parables, those of the “man in the well” have heen
assimilated in this introduction.
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According to him the whole work had ten chapters, that were
contained in the Syriac translation, but apparently from 15
chapters, that must have been really taken from the 22 chapters
of the Arabic translation. Probably Burzde had before him a
codex, in which, to the Paficatantra, were added other similar
stories, or he, with the help of his Indian friends, following
whom he had translated the Paficatantra, added a number of
chapters from other Indian books. There his intention seems
to be to collect in his book not only the stories that might serve
as suitable “mirrors for princes”, for teaching them the art of
government and worldly wisdom, but also to include in it a
number of moral stories. Thereupon the sentence contain-
ing a statement about the intention of Burzde indicates that
Andsharwan passionately wished that this book should be not
only the root of all culture and sum total of all wisdom and a
guide to every kind of profitable work’’’, but would serve also
as a key in the pursuit to the other world and as instrument of
saving oneself from its horrors’’?, and would be so potent that
kings would utilize it in administration of their kingdoms and
thereby they would lead their life in the right direction”3,
Although the Pahlavi translation has its importance for the
history of the text of the Paficatantra, itschief credit lies,
however, in the fact that it was th> starting point for enlarge-
ment of the Paficatantra and that the contents of its stories were
set according to the methods of the West. The Arabic trans-
lation of the Pahlavi text was the source, from which sprang all
the subsequcnt translations and adaptations in the languages of
Europe and Asia either directly or indirectly. The book was
directly translated from Arabic (probably already in the 10th

1. Thereby the character of the work is strictly paraphrased as
that of an arthadastra.

2. This does not take any notice of the contents of Paficatantra,
but probably it hints at some of the Buddhist stories contained in the
Pahlavi text.

.. 3. Therefore, the book is appropriately considered also as the
“piti§astra”, a work on “rajaniti”’. The Syriac as well as the Arabic
translation adds to the five books of the Paficatantra three chapters from the
Mahabhidrata (XII, 138, 13 f; 139, 47 f; 111, 3 ff), that too contain
nitisastra-stories (see Benfey, I, 541 ff.). On the chapters of the Pahlavi
translation not belonging to the Paficatantra, see Hertel, Paficatantra,
p- 366 ff. and Benfey I, 6f., 57 ff. 74 ff, 585 fI.
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or in the 1 century) once more in Syriac'. At the end of the
11th century Sym e on, son of Seth, translated the book from
Arabic into Greek, under the title = wpavimf kad "ovpame : The
Protector and the Investigator (based on a wrong interpreta-
tion of the Arabic name Kalila and Dimna). On this Greek
text are bised the Italian translation of Giulio Nuti (Ferrara
1583), two Latin,one German and several Slav. translations. Of
the highest importance is the old Hebrew translation of Rabbi
Jo &1 (beginning of the 12th century), that is unfortunately
preserved in a single incomplete manuscript?. A Latin trans-
lation of this Hebrew text was done by Jew Johannes von
Capua, a Christiin cnvert, under the title “Liber Kalilae et
Dimnae, Directorium vitae humanae®?® between 1263 and 1278
A.D. Inabout1480 A.D. there appeared two printed editions
of this text, that were based on a bad manuscript. On a batter
manuscript is based the famous German translation of Anton
von Pforr, who under orders of Count Eberhart at Barte
in Wiirttemberg translated it from Latin. Under the title “Das
Buch der Beispiele der alten Weisen’’ is the work that has been
repeatedly printed in Germany since 1483, and for a long time
this translation has contributed the most towards our know-
ledge of this work. It has not only influenced German literature
in many ways¢, but it has been also translated into Danish,
Islandic and Dutch. Benfey praises it for its merits as “‘the
most reliable mirror” of the Arabic translation®.

1. Kalilah and Dimnah or the Fables of Bidpai, being an account
of their literary history, with an English translation of the later Syriac
version of the same, by J.G. N. Kieth-Falconer, Cambridge 188s.

2. Edited by J. Deren bourg with French translation (1881).
The tenth chapter has been edited and translated into German by A.
Neuba uerin Benfey’s ““Orient und Occident” I, 481 ff., 657 fF.

3. Editedby J. Derenbourg, Paris 1887.

Hans Wilh. Kirchhof has borrowed almost complete stories
n his “Wendunmuth”, and some of them have been taken into “Schimpf
und Ernst” of P auli. According to Benfey (I, 107, 139f, 179 1T, 224(?)
the popular epic “Reineke Fuchs”, in case it does not owe its origin to
“Kalila und Dimna.’, was at least influenced by it. Likewise O. Keller,
( Untersuchungen ibsr die G -schichte der griechischen Fabel, Leipzig 1862,
p. 320 ff.) and Miillenhoff (Zeitschr. f. deutsches Altertum N.F. 6,
1875, p. Iff). J. Grimm (Reinhart Fuchs, Berlin 1834, p. CCLXXII
ff., CCLXXIX) explains the correspondences between the German animal
epics and the Indian fables as “‘an irremovability of the residue of the
akinness of the German and the Indian people’”. . .

5. On the merits of the German translation in comparison with the
original Latin sce Benfey, 1, g6 and ““Orient und Occident” I, 1860, 138 ff.
Winternitz knew about the *“Buch der Weissheynt der Alten weisen’’, in the
editions Strassburg 1545 and Frankfurt am Mayn 1565 and 1583.
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Based on the Latin text of Johannes von Capua along with
the German translation of Pforr is the Spanish translation?,
printed in 1493 A.D. at Saragossa. A free Italian imitation of
this Spanish translation is the “Discorsi degli animali
ragionanti tra loro” of Agnolo Firenzuola, thatappeared
first in 1548, and was translated into French in 1556. In 1552
was published the Italian translation of Doni in two parts.
The first part was translated into English under the title “The
Morall Philosophie of Doni” (London 1570 and 1601) by
ThomasNorth.

A second Hebrew translation from Arabic by Jacob
ben Eleazar belongs to the 13th century A. D. Only the
first half of the work is available?. More important is the pro-
perly set Persian translation under the title Kitab Kalila
wa Dimna of Abu’l - Maali Nasrallah ibn
Muhammed ibn ‘Abdal-Hamid made in about 1142 A. D. On
this translation are based several East Turkish translations and
adaptations, but the one that is known under the title Anwari
Suhaili® acknowledges the Persian rendering by Husain
ibn ‘Alial-Wa ‘iz [1470-1505]. Itisa well-known work
of Persian ornate poetry. Its style is extremely artificial and
ornamented, although Husain says that his intention is to
simplify the style of the original work. This work is the source
from which have sprung up the numerous retranslations into
European and Asian languages. In the East it has been trans-
lated into Turkish, Danish Georgian, Icelandic and in several
modern Indian languages. In Europe it came to be known
through the French translation of David Sahid and Gaul-
m in, that was published for the first time in 1644 in Paris
under the title “Livre des lumiéres ou la Conduite des roys”
and was very soon rendered into Swedish, English and several
times into German. The book Anwiari Suhaili got wider

1. The Czec translation of Nikolaus Kond& (1540) was prepared
on the basis of the Latin translation of, Johannes von Capua .«f. Hertel,
Paiicatantra, p. 399 f., and V. L esny in WZKM 30, 1917-18, p. 338 ff.

2. Edited by Derenbourg, together with Jotl's translation.
Cf. M. Steinschneider, ZDMG 27, 1873, 553 ff.

. Translated from Persian into English by E. B.East wick R
Hertford 1854.. Cf. Benfey, I, 84 ff and Kleinere Schriften II, 42 ff. The
title means ‘‘Lights of Kandpus”. The work is so named, according to Ahmad
Suhaili, Wazir of Sultan I;ﬁsam Mirza of Khurdsin (1470-1505).
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circulation through its Turkish translation under the title
HumiayinNameh, “the emperor’s book!” by ‘Ali-bin
S alih and was dedicated to Sultan Sulaimin I ( 1512-1520).
Galland and Cardonne translated the book into French
from Turkish, and this French translation has further been trans-
lated into German, Dutch, Hungarian and also into Malayan.

Directly springing from to the Arabic translation of
the “Kalila wa Dimna’® is also the old Spanish translation
(probably dated 1251 A.D.), The Liber de Dina et
Kalila of Raimundus de Biterris (Raimonds de Bézier)
is partly based on the Liber Kalilae et Dimnae of Johannes
von Capua and partly on this Spanish translation. The author
says that he has written the book at the command of Queen
Johanna of Novarra on the basis of the Spanish manuscript
and has added to in it verses, epigrams and other things. Most
of the fables of in ‘“Novus Esopus” of the Italian Bald o, who
wrote them in the first half of the 12th century A.D., go back
to an unknown recension of the ‘“Kalila and dimna’2.

Partly on the “Kalila wa Dimna’ and partly on the
South Indian recension of the Paficatantra are lastly based also
two Malayan books of fables, whilst the other Indo-Chinese and
Indonesian recensions are directly based on the Paficatantra3.

When, therefore, we see how through the ‘Kalila wa
Dimna” the Paficatantra found its way, towards the West it is
no wonder that we find traces of Indian fables and tales

1. Fabeln und Parabeln des Orients, der tiirkischen Sammlung
Humajin nameentnommen und in Tiirkische iibertragenvon Souby
Bey, Mit einem Vorwort von Rieder Pascha, Berlin 1903.

2. Hertel, Paficatantra, p. 363 ff., 400 f,, 412 f.

3. On Tamil-Malay versions of Pandja Tandaram and
AbdullahBin Abdelk ad er Munshi,see above p.329. On the Siamese
Nouthuk pakarana, see A. Basti an in ‘““Orient und Occident III,

79 ff., on the Laotion Mulla Tantai, see J. Brengues and J.
il ertelin]A 1908,Nov,Déc. 357ff. The Siamese Paksi Pakaranam,
‘Book of Birds”, is an imitation of the Paficatantra (cf. Bastian, ibid 171
ff.and Hertel, Paficatantra 338 ff. ). The Siamese books of fables do not
contain fables from the Paiicatantra alone, but also from the Vetalapafica-
virh§ati and other works, See A. Bastian, GeoTra.phische und ethnolo-
fische Bilder, Jena 1873, p. 248 ff. Also in the collection of the Malayan
ables and tales of W. Skeat (Fables and Folk-tales from an Eastern Forest,
London 1go1; cf. Winternitzin the ‘“Globus”, Bd. 83, 1903, p. 113)
we find 2 number of tales that are known also in the Paiicatantra. "

Winternitz, History of Indian Literature, Vol. III, 22. -
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in the most popular narrative works of the middle ages!, like
the “Gesta Romanorum?, in the French Fabliaux, in the main
narrative classics, like Boccaccio and Straparola, Chaucer and
Lafontaine? and also in the children and domestic tales of
Brother Grimm. As in India, so also outside India, these tales
of the Paficatantra and with them other Indian tales and motives
too have repeatedly penetrated from literature into society and
again have entercd into literature from popular traditions,
naturally not having often remained unaltered in course of
transmission. By the side of the litcrary tradition, the oral
transmission has not played an insignificant réle, in which
intercourse of the Christians of the Western countries with the
Muhammadans and with their Oriental co-religionists during the
period of the Crusade and also during the period of the Arab
rule in Spain, likewise the roéle of mediation played by the
Jews between the Arabs and the people of the West® have had

their parts.
In any case, we can become sure about the Indian origin

of a tale only when we have actually gone through the transla-
tions of the Indian work like the Paficatantra and its out-lets.
And it is often very interesting to be able to point to the Indian

1. The first book of the Middle Ages, that shows the influence of
oriental narrative literature, is the “Disciplina clericalis” of Petrus
Alphonsus (bornin about 1062 as a Jew, and in 1106 converted to
Christianity ), see A. Wesselski, Ménchslatein, Leipzig 1909, p. XIX f.
The year of birth of Petrus Alphonsi (to be so read, scil. filius spiritualis) is
not knewn, the year 1062 is wrong. (communicationby Zachariae ).

2. In the second edition of his fables, that appeared in the year
1678, Lafontaine, in his foreword says that he was indebted to the greatest
extent to the “Indian Philosopher Pilpay” for the new tales that were added
into the second edition.

. Cf. Benfey I, 26.H.von Wlislocki, ZDMG 41, 1887,
448f; 42, 113 f. has proved the Gypsies to be the intermediary between the
Indians and the people of the western countries; E. K u h n, in the Byzanti-
nischen Zeitschrift 4, 1895, 241 ff., has proved the part of the intermediary
played by the Byzantine literature between the oriental and occidental fiction-
materials. Benfey (I.S. XXIV) has also assumed that the Mongols had
contributed towards circulation of the Indian, particularly the Buddhist, tales
in the West, partly in their campaigns for conquest and partly in their way to
Russia. This had been indeed disputed byE. C o s q u i n ( Les Mongols et leur

rétendu réle dans la transmission des contes indiens vers I'occident

uropéen, Niort 1913, Extrait de la Revue des Traditions Populaires, Année
1912), but it has not been yet fully set aside. The assumption of Benfey:
holds good ngt only to limited extent he believed. Cf. also Wlislocki.
in ZDMG 41, 1887, 460, [H. Warren, Het indische origineel van den
Grickschen Syntipas; Hertel, ZDMG LXXIV, 458ff., and Kieth, HSL, -

p-359f. ].
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origin of tales, notwithstanding the fact that the respective
stories have already become so deeprooted in Europe that they
have assumed the unmistakable local colouring of their new
homes. A pair of examples may suffice to prove this statement :

When several years ago W. was travelling in North
Wales and was going about the place known as Beddge-
lert, surrounded by rings of wonderfully beautiful hills,
he was struck in an unusual manner, when he read the story
in his ““Fiihrer”, that had provided the name of the place
and in it he found again the well-known Indian story. It
is the tale of Llewclyn (c. 1205) and his little pet dog
Gelert. One day when he returns home from the hunt, the
dog comes to him rejoicingly waving his tail, but his sncut
is besmeared with blood. Llewelyn anxiously rushes forth
into his house, finds the cradle of his baby turned down
and sces blood-marks near about. He at once comes to
believe that the dog haskilled his child, takes out his sword
and strikes him. Thereupon he turns the cradle up and finds
his baby fast asleep and a dead wolf by his side—that had
obviously been killed by his dog with the intention of saving
the child. Full of remorse Prince Llewelyn gets his dog en-
graved and gets a monument constructed there : hence the
name Beddgelert, i.e. ‘“the grave Gclert”. *There is the
proverb still current in Wales that means : “He regrets like
the man who killed his dog.”

Who will not believe that here we have before us an
original tale ? However, it isnothing but the Indian story
that has travelled from India to Wales, that forms the frame
of Book V of the Paficatantra, only with this alteration that
here we have a mongoose in place of the dog and a snake in
place of the wolf, and it is not a prince, but a Brihmana,
who kills his innocent mongoose. In a Mongolian version
the unfortunate animal is a polecat, but in the Syriac
“Sindbad’’%, a dog has already come into its place. Again
the French monk Jean de Haute-Scille has reset
poetically the legend in his ‘‘Dolopathos sive de rege
et septem -sapientibus” 'of a Latin redaction of ‘the
Soven Wise Masters”. Etienne de Bourbon, a

1+ Sindban, Syrisch und Deutsch by Baethgen, p. 25f.
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Christian priest of the 13th century A.D., who narrates that
in the Diocese of Lyon many women, after a sermon about
superstitions in confession, admitted that they had taken
their children to St. Guinefort, proves the depth which
the legend had got scated among the people in Europe.
On inquiry, however, he came to know that it was simply
an innocent hunt dog, who was killed and was honoured
as a martyr by peasants, and at whose place of burial the
mothers had the tendency to take their sick or weak children.
The legend reported by him is the same as the one of
Llewelyn and his dog!. The oldest datable version of
the story, however, secms to be found in the Vinay a of
Mahasanghika, translated into Chinese in 416 A.D.?
and this substantially agrees with the Paficatantra.
Another example of a widely circulated story is the
already referred to interpolated story of air-castle-builder,
the “father of Somas’ arman ” in the Tantrakhyayika:
A Brahmana very often gets as sacrificial fee some barley-
flour from a shop-keeper. He keepsit in a jar with care,
and in course of time that becomes full. He hangs the
jar to a peg near his bed. One morning he wakes up and
goes into reveree: ‘The flour, I shall sell for twenty rupees,

1. Cf. A. Wesselski, Monchslatein, p. XXVIIIff.; Benfey
I, 473 ff., 479.; Bloomfield, JAOS 36, 1916, 63. The Mongolian
version in Bergmann, Nomadische Streiferien I, 103, and Benfey,
Kleinere. Schriften II, 39 ff. On venerable St. Guinefort cf. also K. von
H a se, Handbuch der protestantischen Polemik, p. 362, cited by Hir tel
Hitopade$a- Ubersetzung, p. 171A.

2. Translated fiom the Chinese Tripitaka by Chavannes,
Cing cents contes 1I,p. 300 ff. Mr. A.Wesselski invited the attention
Winternitz to the story that was narrated by Pausanias (Graeciae
descriptio X, 33, g). F. Liebrecht (Jahrhuch fir romanische und
englische Litteratur 3, 1861, p. 156), Aug. Marx ( Griechische Mirchen von
dankbaren Ticren und Verwandtes, Stuttgart 1889, p. 119), E.S. Hart-
land (Folklore 3, 1892, 127 ff.) and J. G. Fraser (Pausanias Transl.,
London 1898, vol. 5, p. 421 f.) have already pointed to this position. But
the only thing that is common to the Greek and Indian stories is that both of
them has an animal, that has saved a child, for whose killing he is accused and
killed. In all other versions the snake is attacked, whilst in Pausanias the sav-
ing animal is hurt. In Indian and in all other stories the child remains alive,
but in the Pausanias he is killed with it. Since the book X of the ¢ ‘Beschrei-
bung Griechenlands’’ was written in between 166 and180A.D.(Fraser, ibid.,
vol. I, p. XVII), it is chronologically older than the Indian stories, But the
European stories are closer to the Indian stories than to the Greek. So in
case the Indian stories were taken from the Greek stories, even then the
European stories go back to the Indian.
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with which I shall purchase twenty chickens. They will
grow up, and I shall have a flock of hens. With them I
shall buy a cow, a horse and a big arable plot of land and
lastly T shall get built a beautiful house. Then some
Brihmana, when he will see great wealth, many male
and female servants, will surely offer me his daughter to be
my wife. From her I shall have a long living healthy boy
as my heir. Ishall name him a Soma$arman. And when
the little boy runs about, the Brahmani will be all-busy
in her work at the time of home-return of cow. Then I,
with my heart full of love for my son shall call for her
saying : ‘you will not be mindful about the care of the
boy’ and I shall strike her with a stick.” At this he strikes
with such a force against the jar that it breaks into hundreds
of pieces. Covered with flour, all white, he lies there and
is laughed at by the people. Who does not find in this
story the model of Lafontaine’s comic story of the
“milkmaid”, to which goes back the English proverb; ‘“‘count
not chickens before they are hatched !

One more example of wide circulation of the
epigrams that contain fables in nuce is given below. It
sounds as cent per cent German when Fischart in the
“Geistlichtsklitterung’’ says; “why do you not lie like the
wren, holding its paws above its head, lest, the sky may
not fall upon it ?* This expression goes back to a fable that
was already narrated by Odo von Ceritona (in between
1219 and 1221 A.D.) : “St. Martin’s bird in Spain is called
a bird, that is small and is of the species of the wren; it
has thin long legs that resemble the stalks of reeds. Now one
day when it was going to attend the feast of St. Martin,it so
happened that in the rays of the sun it fell down near a tree,
with its face turned towards the sun and the legs stretched
high up in the sky, and said : “by-by, if now the heaven
falls down, Ishall hold it up on my legs”. Then a leaf

1. The form, in which the story is narrated in thatof Lafontaine
is seen for the first time in the 13th century A. D. in the Christian ““Dialogus
creaturarum optime moralizatus”. Cf. BenfeyI, 499 ff.; MaxMiller,
Essays III, 303ff. and M. Bloomfield, JAOS 36, 1916, 62f. The
Indian story seems to have been very much chaanged in the storyof
“faulen Heinz” (No. 164 of Grimm’s ‘‘Kinder-und Hausmérchen). The

Indian version is closer to the story of the “BC%gat with three jais” of South.
Hungrian Gypsies ( Wlislocki, ZDMG 42, 1888, 136 f.). ’ : :
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" dropped down beside it, and frightened at this, it exclaim«
ed :“Saint Martin, why do you not come to help your
bird?’. This bird is found also in the Syriac “Kalilag and
Damnag” in an epigram, where four animals are counted
that rejoice where there is no ground for rejoicing. The
first one is “‘the bird that flies about in between trees and,
when it'sleeps on its back, with its feet raised high up,
saying, “If the sky falls, I shall hold it up on my feet”,
Although this passage is found also in a chapter of the
“Kalilag and Damnag”, it does not agree with the
Paficatantra; it certainly goes back to the proverb, contain-
ed in several recensions of the Paficatantra of the tittibha-
bird, that kept itslittle feet high up, so that it might not
let the sky fall down3.

Whilst we stand on a2 more solid ground in case where
we can pursue the course of transportation of Indian
stories into the literature of the West through translations of
works like the Pzficatantra and ihe‘’Kalila and Dimna’’, in
other cases, where we find the same or similar stories, as
those found in Indian narrative works, we can, however,
Jjust guess whether India is the lender or the borrower.
This holds especially good for such fables as Indian and
Greek literatures have in common. The fact is that there
aresuch fablesin a big number. Yet the figures are mani-
fold over-estimated. Whether all the fables of Aes op
are found in India or if all the Indian fables are met with
also in Greece : that is no point at all for argument. The

1. Wesselski, Maonchslatein, p. 172 (No. CXXXVII).
Almost word for word alsoin Pauli’s “Schimpf und Ernst” (edited by

Osterly, No. 606) where only the moral of the story is added: ‘‘Also
sein vil menschen, die meinen wan sie nit weren, so kiint man nit hausz
halten, etc., there are many people, who think, if they were not their one
could not manage his affairs etc.” ‘

. 2. So in the Hebrew translation of Rabbi Joel (“Orient und.
Ogc{dent I, 671). So also till today in Northern India (See F.
Licbrecht,Zur volkskunde, Heilbronn, 1879, p. 103).

.3 The passage docs not occur in the Tantrakhydyika, but pro-
bably in the textus slmplicior (I, 314) and in Pargabhadra I, 329, and
indeed a3 a warning against unfounded arrogance. But apparently it is
associated with the fable of the bird tittibha, who threatened the ocean.
and sought the asistance of Garuda (Tantrakhydyika I, 10), that wé
are reminded of also by the story of the Saint Martin’s hird, =~ .

IR IR



PANCATANTRA IN WORLD LITERATURE 343

number of fables, such as those of the “Donkey in the Lion’s
Skin”, of the “Donkey without Heart and Ears”, of the “Wolf
and the Crane” etc., about which we are in a position to
safely assert, that once upon a time they originated either in
India orin Greece, is limited?.

With regard to the place of origin of these fables scholars
are widely divided in their opinion. There are some, who assert
with strong confidence that Greece alone could be their home-
land. Besides there are others who likewise affirm that it was only
in India wher: they originated. A. W ag e n e r? had derived the
Greek fables from those of India.Th.Be n fey® andA.Webert
have pleaded for mutually opposite views, whilst Otto Keller?®
refutes the theory of Indian origin of the fables on the whole,
but he with Benfey admits that many fables might have inlater
ages been first taken from Greece to India. Recently Hertel®
has advocated most firmly the theory of Indian origin of the
fables. But all thcse researchers have depended on certain
basic grounds, that are not sufficient for arriving at a decision
with regard to the question. They have either attempted to dis-.
tinguish out as to which recension of the fable is “‘more natural”,
“more naif”’, “simple’’ (so Weber ), or have taken the posi-
tion (as Benfey) that the more incomplete form may have
been the original: against them there are others who have, on
the contrary, held the view that such a form of a fable has the
claim to be considered original as is consistent or suits more to.
the nature of animals that appear in it (so Keller).
is clear that axioms of this type can lead us only to purely sub- .
jective conclusion. But the circumstances go against_this sort

1. Whilst Joseph ] ac obs (ERE Vol. 5, 676 f.) maintains that
56 of the approximately 260 fables, thatare found in Latin, are Indian in,
origin, so he often admits a connection even where one does not exist at all.’
The remote similarity of a motif or of a story is not sufficient for the
purpose of deriving a conclusion of a common origin. .

2. Essai sur les rapports qui existent entre. les apologues de I'Inde:
et les apologues de la Gréce (Mémoires couronné et meém. -de sav. :
étrangers, publics par I'academie roy. de sciences...de Bclgxquc, t, XXV)
Brussells 1854.

3. Pantschatantra I, p. X f XXI, 1oz ff, 170 f,, 336 ., 347,
373 ﬁ' 381 f., 429 ff., 463 etc.

4. Indische Studxcn 111, 327-373. ’

. Untersuchungen iber die Geschichte der 1ec!mchen Fabel |

(}ahrbﬁch,cr far Klassische Philologie, (Bd. 4), Leipzig 1862, 309-418.

*6.”7 ZzDMG 57, 1903, 659 ff.; W 16, xgrs, x49 ﬂ'., 253 L AW
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of argumentation, inasmuch as in these fables we have before us
only productions of ornate poetry and not those of popular
poetry?.

Unfortunately the question of chronology is not capable of
ready solution. Only a few “Aesopean’ fables are accurately
dated. The beginnings of the Greek animal tales point to
Hesiod than in greater extension to Archilochos and to Simo-
nides, whilst their blossoming age is associated with Aesop, who
lived in the 5th and 6th centuries B.C. and whom Herodutus
calls a fable - poet 2 But whilst on one hand the type of the
fable, as a means of teaching and training, points to have
been used in Greece earlier than in India; on the other hand
this type appears to have been shaped in an ornate style in
India, and particularly in India alone the fable has been used
as a means of teaching a wholly definite science of statesman-
ship and administration. The oldest Indian fables pre-
sumably go back to the 4th and 6th centuries B.C. and only a
few certainly to the 3rd century B.C. But thence it does not
follow that the fables that are common to both Greece and
India belong to the oldest Greek fables of the 6th or 5th contury
B. C. The good majority of the ‘“‘Aesopean”, like the Indian,
fables belong to an age in which the Greek and the Indian were
briskly exchanging their ideas®, and it is like-wise possible that
in the very beginning Greek fables came to India and Indian
fables went to Greece.

A strong argument in favour of Indian origin of the fable
seems to be that the jackal, thatin the Indian fable plays the
rsle of the fox, follows the track of the lion, in order to while

1. Quite correctly remarks J. J. Meyer (Dasakumairacarita-
Ubersetzung, Einleitung, p. 118), that the greater or smaller completion
of a story does not lend any support to any matter concerning the
question of determining whether it occurs in its earlier form here or there,
since ‘‘certain stories in course of time are smoothed into faultless dia-
monds, whilst others that were very beautiful originally, crumble away,
get disintegrated and deformed with increasing antiquity.”

2. H. Flach, Geschichte der griechischen Lyrik, Tibingen
1883/84, II, 577 fl. Cf. Keller, ibid, 381 ff.; u. v. Wilamowitz-
Méllendroff in Kultur der Gegenwart I, 8, p. 34.

..3- Babrius lived in the grd century A.D. According to G.
Theile §“Dxe' antike Tierfabel” in “‘Geisteswissenschaften”, 1, 433 ff.)
the beast-fable indeed goes back to Homer and Hesoid, but it was during
&:m age of the Roman ¢mperors that a class " of literature sprang up from
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away the superfluous part of his meal-time, and thereby
casily declares himself to be a companion and minister
of the king of beasts, just like the fox of the Eurbpean
fable - a fact that has bzen stressed by Keller. According
to Indian niti§astra the minister has to be a model of the
cunning. And the cuaning of the jackal in the fable would
be explained from th: fact that in Indian fable-poems he
is a typical minister. The fox of the European fable had the
same status. So when he com:3s to occupy the place of
the Indian jackal, he owes his wisdom to him!. This argu-
ment certainly holds good only for the fox-fables and the
same cannot be proved in the case of other fables. Hertel
has advocated the theory that the political fables are of
Indian origin and that they were imported into Greece already
at an early age. But in the first place the Aesopean fable is in
no way expressly or even essentially ‘“political”’ fable, and
secondly in case Hertel iscorrect, this will be valid only
for the political fables and not for all the fables in general. So
Hertel has gone too far when he says that it is certain
that greater part of the bzst Greek fables have been taken from
India?”’. The hypothesis of E. R ohd e, that notwithstand-
ing the fact that although these wisdom-poems did not have
their earliest source in Greece, still that country had begn their
place of domicile in any case, that at least such beast-fables
found in the G r € e k version that recur alsoin Indi a n collec-
tions are extant almost completely in G r e ec e in their original
versions and were just thence taken to the oriental countries?
likewise is of little validity. In the opinion of Winternitz the
problem really cannot be solved as a whole but it might have
been so for only some such individual cases and in many cases
we are obliged to leave it unsolved. Comparison in general can
hardly lead us to any conclusion different from this that for
centurics together there took place reciprocal and continual

1. Actually neither the jackal nor the fox is particularly wise; see
Brehms, Tierleben, 3. Aufl. by Pechuel-Loesche, Sdugetieres II, 42 ff.,
172 f. In the Mahdbhdrata XII, 111 the jackal appears as the minister of
the tiger, who has the status of the king of beasts.

2. ZDMG 62, 1908 113 ff.; cf. WZKM 24, 1910, 421.

3. ““Uber griechische Novellendichtung und ihren Zusammenhang
mit dem Orient®’ in the Vo::handlungen der 3o0. Versammlung deutscher
Philologen und Schu)miinner in Rostok 1875, p. 57 :
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exchange of fables, tales, and stories between Greece and India,
as also between India and West-Asia, that the first abode of
many fables might have been in India and that of others in
Greece!, and that they have travelled from one place to another
like commodities of traders. Although U.von Wilamowi tz-
Moellendorff?has hypothesised that the real home of the
stories that have spread in the Wast and the East might have
been “Hellenised East”, that in the “Hellenic sca” flew together
all the streams of the East and the West and the opposition
between the East and the West has got dissolved in
“Hellenism’’, it will be correct only if it is admitted that into
this “Hellenic sea’ there have flown many strcams and
rivers, whose source is to be sought in India.

Gunadhya’s Brhatkatha?
and the works derived from it

The poets Dandin, Subandhu and Bana testify that there
existed in the 6th century A.D. a work of interesting narrative
literature, that was known and had become famous by the
name “Brhatkatha”, a great noveld”, of which the author
issaid to be Gunadhya, who is mentioned in a rank of
writers like Vyasa and Vailmiki. The language of this work
was not Sanskrit, but the Pai$ici dialect, that is not
used in literature. Unfortunately this work has not come

1. Itis a pure presumption on the basis of which many scholars
believe that the real home of the fables is either Egypt or West Asia, and
that they were thence taken to Europe or to India. We cannot deny that
this may be probable. But upto the present time evidence in support of
this has not been brought forward. Cf. Flach, ibid 1, 245 ff.; A:
Erman in Deutsche Rundschau 31, 1882, 145; G. Ebers, ibid 2?,
1880, 286 f.; Lévi, JA 1g0g, s. 10, t. XIV, 534; Schulthess, Kalila

und Dimna, Ubersetzung, p. XVIII.

2. Kultur der Gegenwart I, 8, p. 119 f. Cf also his “Griechische
tragbdien”, I, 106 ff. Sec also Aug. Hausrath in Pauly-Wissowas
Real-Encyclopidie der klassischen Altertumswissenschaft VI, 1724 ff. and
Philologische Wochenschrift 24, Sept. 1921. oo

3. Félix Lacdte, Essai sur Gunadhya et la Brhatkathd, Paris
1908 Cf. J. Charpentier, JA s. 10; t. XVI, 19106, p. 600 fi'; F. D. K.
Bosch ,Bdeﬁ}cgendc van Jimdtavdhana in de Saaskrit-Litteratuur, Leiden
1914, p. 65 iI. '

4. That the word kath2 is used in the sense of prose novel is
clear from Dandin’s Kavyadaréa I, 38, as also from Subandhu’s Vasavadattg
(ed. F.E. Hall), p. 110. Soalso L ac&te, Essai,p. 282 ff. and Mélanges
Lévi,p. 253 ff. Hertel (Tantrakhydyika I, 41 f., Paiicataitra, p. 30)
calls the Brhatkathd a ‘“‘tale-epic” that contained also a. “metrical” extract

fromthe Paficatantra, .. ..

i
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down to us in its original form, butit has been transmitted only
in its Sanskrit versions, that are probably separated from the
original by many centuries. We are able to draw merely
probable conclusions in respect of its subject-matter from these
later works. An introductory story presumptively describes the
life and adventures of Udayana, a king of Vatsa, and those of
his wives Vasavadattd and Padmavati and the birth of his son
Naravahanadatta. Then the main story describes the adven-
tures of Naravihanadatta, how he gets a large number of wives
and how he becomes the lord of Vidyadharas-half -divine beings,
who participate in prosperity and adversity of man more than
other divinities dol. On the basis of works derived from it,
we are able to assume that this story formed the frame in
which were fitted many other tales and stories?. It is doubtful
if the stories of the Paficatantra and of the Vetalapaficavimsati
that we find in later redactions of the Brhatkatha belonged or
not to the original work®. If the Brhatkatha contained also
the story of Udayana, most probably the poet Bhasa had
taken the plot of his famous work of drama from Gunadhya$, and
in that case Gunadhya would have certainly been older than
Bhisa and he would have lived in about the 3rd century A.D.
or still earlier.

There is no doubt that there was a poet Gunadhya,
since the tradition about him is so defimte. But we know

1. On the Vidyadharas, see Lacé te, Essai. 276 ff.

2. This is already pointed to by the title Brhatkathi. It might
have been a great comprehensive novel, i.e. to say of the type
in which many small stories were includ=d.

3. In the opinionof Lacdte, p.229 it is true that they did
not belong to the old Brhatkathd. Bosch ibid, p. 43 ff. tries to prove
that the Vetdlapaiicavithdati had these already. Subandhu found in the
Brhatkatha, the stcries of Vikramaditya, since Vasavadatta (ed. Hall, p. 110)
contains one sure reference to the story in which a girl was transformed
into a statue (sce Kathasaritas. 123, 132 ff.).

4. The argument advanced by Hertel (Jinakirtis “Geschichte
von Pila und Gopala”, p- 153 ff.) against this cannot be praved. Dhanaiijaya
(Datariipa I, 129) advises authors of dramas to fashion their plots on the,
model of the Rim3yana, the Mahabhirata and the Brhatkathd. Bhisa had
already done it several centuries earlier. Kalidisa (Meghadita 1, 30):
describes Avanti, as the city where old people narrate the story of Udayana,
a thing that is already quoted by Vallabhadeva, the oldest commentator
of the Brhatkathi. Even the Uldenavatthu of the commentator of the .
Dhammapada (see above, II, 155, transl. p. 194) might have been taken,
from the Brhatkathd, since the story is so little Buddhistic, that it would.
have hardly originated on the Buddhist soil,
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nothing about the poet himself, and a colourful net work of

myths has surrounded this name. He possibly was born in

Pratigthana. There was a city of this name on the Godavari in

the Deccan, and that was the capital of the Andhrabhrtyas or )
of the Satavahanas. Consequently the poet has been made by

tradition a minister of one King Satavihana. Now Saitavihana

is not the name of one king, but the common name of all the

rulers of the Andhra dynasty!. Therefore, it would not be of
much help to us in respect of determining the age of Gunadhya,

even if the tradition that has made him a minister of Satavihana

had a historical background. In the opinion of Winternitz,

nothing historical can be attributed to these stories, that were
narrated for the first time in the 11th century A. D. Probably,

however, there was one different Pratisthina on the confluence

of the Ganga and the Yamunai, situated in the neighbour-hood

of Kaus§ambi or of Ujjayini, that had been the actual home of
the poet. Since the geography of the Brhatkatha (inasmuch
as the events are laid not in the region of the heaven, as often

is the case) does not point to the South in any way, but to

the neighbourhood of Kausambi?.

From the tradition, that is not contradicted, we learn
that Gunadhya wrote a work in a.language called “Pai$aci’3?
Dandin has taken this term to mean ‘‘the language of goblins™.
However, the opinions of researchers in regard to the dialect
meant by this name are greatly conflicting. The strongest
probability is for the hypothesis that it was a North-Western
dialect®. But still the doubt remains with regarding to the

1. See above, p. 114 f.

2. Cf. Lacote, Essai, p. 26 fl. The traditions that make
Guniadhya a contemporary of the grammarian Pinini and Vararuci and
of Canakya do not at all have any historical value.

3. In the Kamboj-inscription of the gth century Gugidhya is
mentioned as a ““friend of the Prikrit lamguage’” (S. Lévi, JA 1885, s.
8 t. VI, 412).

4. Pischel (Deutsche Rundschau 36, 1883, p. 3€8) believes
that the people speaking the ‘language of the demons’ came to be so
called because of its roughness or crudeness and that the language stands
in close affinity with the Gipsy-dialcct and the Dardic languages of the
North-West India; sec also Pischel, Grammatik der Prakrit-Sprachen,
§ 27, and Grierson, Ind. Ant. 30, 1901, 556; ZDMG 66, 1912, p. 49
ff., 67 ff., 74 ff.; Festschrift V. Thomsen, Leipzig 1912, p. 138 fl. Against
this Konow ZDMG 64, 1910, 95 ff.; Lacdte, Essais p. 4o ff,
201 ff. (iiber die sparlichen Fragmente der Paificl Brhatkathd, dic in
Hemacandras Prakritgrammatik erhalten sind ).
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meaning of the word “Pai§aci”. It has not yet been possible
to say definitely whether it meant the dialect of the Pifacas,
either a class of people, who were so called or were nick-named
as ‘demons’, or if it had been named as the “dialect of the
demons’ either on account of its harsh tone or in opposition to
the literary languages. We are not in a position to assume that
the Brhatkatha either originated or became famous among the
wild or half-wild people. In the opinion of Winternitz
it is futile to struggle to restore the original work from out of
the hitherto known versions' and we are able to deduce
this much that the Brhatkathd was a poetical work that just
originated in some circle of finely cultured people and could
get appreciation there.

Upto the present day two recensions of the Brhatkathi
have come to be known: one Kashmirian, that has come
down to us in two versified versions (Ksemendra’s
Brhatkathamafijariand SomadevasKatha-
saritsdagara)and the other Nepalese that has been
transmitted to us (unfortunately incompletely) in a free poeti-
cal redaction by Buddhasvamin. There are other
recensions mentioned now and then, but till now they have not
been examined closely?2.

There are many points that go to suggest that the

1. One such attempt has been made by Lacéte, Essai 219
ff. In the opinion of W. , his effort deserves as much of consideration as
those made earlier by Mankowski, ibid and J. S. Speyer (Studies
about the Kathasaritsdgara, p- 27 ff.). This is a research made with in-
sufficient materials. In case it be correct that in the 17th century A.D.
the grammarian Mairkandeya had possessed the Paidaci Brhatkathd
(Grierson, JRAS, 1913, p. 391), it too may be possible that someday
the original may actually is recovered and not deduced.

2. King Durvinita of the Ganga dynasty probably had alreadyin
the 6th century A D. made a Sanskrit translation of the Pai$dci Brhatkathi
(see. R. Narsimhachar, Ind. Ant. 42, 1913, 204 a.nd.JRAS 1913,
389 f. But since the inscription on which he depends for fixing the date
of the Ganga dynasty belongs to the class of forged inscriptions, it remains
doubtful whether the one found by Narasimhachar has any stronger claim
to genuineness than those other inscriptions in which the name of Durvinita
occurs. (Cf. Fleet, Ind. Ant. 30, 1901, 222, Kielhorn, Ep. Ind.VII,
App. p. 21; VIII, App, II, p. 4 note). Winternitz says that heis
sceptically against the statementof A. Krishnaswami Aiyangir
(JRAS 1906, 689 ff. and Ancient India, London 1911, p. 328, 337) ona
Tamil work Udayanan Kadai or Perungadai, that was probably a_literal
translation of the Brhatakath# and written in 2nd century A. D. On this
Tamil version and the Persian version of the Brhatkathd see Lacote,
Essai p. 197 ff.
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Nepalese recension, that has come down to us just in the forni-
of atorso of the Brhatkathda-Slokasanigraha of
Buddhasvamin? stands closer to the work of Gunadhya
than its Kashmirian version does, even though the
difference in time existing between Buddhasvimin and Gura-
dhya possibly was very great®. The nature of ths main story
in Buddhasvamin creates a stronger impression of the work
being original than that in the Kashmirian recension. Thus
for example Gomukha, who in Buddhasvamin’s work is an
interesting character, is just a story-teller in the Kashmirian
recension, and it is probable that he has undergone such an
alteration, since in this recension the subsidiary stories become
more and more important, and the main story of Naraviahana-
datta goes into the back-ground. In the Nepalese representa-
tion, according to which Kalingasena, a harlot, and her
daughter Madanameficuka, therefore, of an inferior st. tus for
Naravahanadatta, is much more artificial than the correctly
twisted narrative of ‘the Kashmirian recension. Also when
in the 5th sarga of the Slokasangraha so much has been
said about the artists and the G reek are outright praised
as expert artists, who could build the so-called flying machines,
which Indian artists could not do, and when in the 18th-
sarga we hear about the salesman’s diughter, whose mother
was a Greek woman, they point to the time when Greek artists
had become very much famous in North India. In case this
was not the age of the Gandhara art, the period of the Ist
century A.D. was the time in which probably Gunadhya’s
work was written3.

1. Thatisnamed ‘‘the great novel, a small compilation in verses”
The work was discovered by Haraprasad Sastri (JASB 62 1893,
245f.); cf. L évi in ComptesRendusde I’ Académie des inscriptions
et belles lattres, 1899, pp. .78, 84; Hertel, Sidliches Paficatantra, p. XII
ff.; LXXXVIIf.; Speyer, Studies about the Kathasaritsdgara, p. 56 ff.;
Lacéte, JA19o6,s. 10,t. VII, 19ff. and Essaip.146 ff. F. Lacbte
has edited with French translation the first nine of the extent 28 cantos (Paris
1go8).
9°8) 2. We do not definitely know the time of Buddhasvamin. The hypo-
thesis of Lac 6te placing him in the 8thor the gth century is a crude
presumption.
On the other hand we must not forget that Buddhasvimin’s
work is just a small compilation in verses and on account of the versification
it has assumed the form of an epic (in sargas), whilst the Brhatkathi of
Gupidhya was a prose novel, divided into lambhakas. It is completely
impossible to draw a conclusion aboutthe extent of the old Brhatkathi,
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It is a matter of deep regret that we do not possess the
complete work of Buddhasvimin. There are few books in
Indian literature in which humour and mirth in life are so
dominent as in the Brhatkathi-Slokasanigraha. The actual
life of the people is seldom painted in such a gay colour as in
this work. Religious festivals and yatris are described again and
again. We meet with remarkable saints like the kipalikas in
canto XXII and descriptions full of instructions taken from the
life of the Jainas in canto XXIV. Canto V contains interesting
scencs from the life of artists. In canto X graceful Gomukha
takes us into thc harlot’s quarters and into the palace of the
famous harlot Kalingascnal.

It is very much striking that Buddhasvimin’s work differs
so widely from the Kashmirian recension, not only in respect
of arrangement of the subject-matter, but also in that of the
contents, that in many sections it appears as an entirely differ-
ent work. It is also remarkable that the title Slokasangraha is
correct just partly. In many places the narrative is so short
that it scems to the anticipate in the reader a good knowledge
of the story from before. But there arc many that are narrated
broadly in detail, in a way that it apears as if the poet was more
particular about versification (sloka) than about compilation
(samgraha). The composition leaves much to be desired for, in
which there are episodes that have been put side by side
without any consideration of the context.

The introductory stories on Gunidhya found in the
Kashmirian rec:nsion is missing in the Slokasarhgraha. The
name Gunadhya occurs only at one place in the extant portion
of thc work, whilst at one place it issaid about a king:
“Gunadhya could not sing in his own praise?”’. It is a thing
that could hardly be written by an author, who had chosen to

since we have before usonly a small portion of Buddhasvimin’s work and
probably its beginning is missing (sec Speyer, Studies. p. 56 ff.).
Hertel (Jinakirtis “‘Geschichte von Pala und Gopala”, p. 152 ff.) is
rather over-confident when he assumes as wholly certain that the Sicka-
samhigraha presents a faithful picture of the Brhatkatha.

1. According to Lacéte, Essai, p. 290 the description of the
palace of Vasantasena in the drama Mrcchakatika corresponds to that of
the house of Kalingasena in the Brh.-Slokasangraha (X, 60-163) passage
by passage. B

2. Lacdte, Essaip. 20.
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reproduce the work of Gunadhya in a crude abridged form.
This single remark goes to indicate that Buddhasvimin
had become rather an independent poet, who made the work
of Gunddhya the basis of his own poem.
The Kashmirian recension of the Brhatkatha has come
down to us in apparently two different versions, that in a word
. originated on: after the other. The older of the two is the Brhat-
kathamafijari, “Bud (of the tree) of the Brhatkatha” of
Ksemendra, written apparently in about 1037 A.D.! As
nothing better can be expected from this voluminous writer,
he exhibits little taste in his reproduction of the Kashmirian
Brhatkatha. Though his real intention is to give an abridged
version of the work, on one hand he has many a time made
his story factually so short that it becomes almost unintelligible,
and on the other he is often garrulous and especially delights
in painting erotic scenes and in making the religious section,
longer and longer—no matter whether it then relates to
Saivism or to Vaignavism or to Buddhism. Since the primary
work is not known, we aré not in a position to say whether
Ksemendra or Somadeva presents a more faithful picture of the
Brhatkatha, thatislost to us®.. Butit is most important
for us that neither Somadeva has copied from Ksemendra, nor
the latter from Somadeva, but both of them go back to the
same primary work, namely to a Brhatkatha-recension that was
in circulation in Kashmir and had “its volume very much
increased with later additions®.

1. See above, p. 81, note 2. Edited ( badly) in Km. 69, 1got. Cf.
Bithler, Ind. Ant. 1, 1872, 302 ﬁ'.;' Lévi, JA188s5,p. 8,t. VI, 397 f.;
422; 1886, s.8,t. VII, 216ff.; Man kowski ibid; Speyer, Studies
p.-9ff; 27ff.; Lacéte, Essaip. n1f.

‘ 2. Lacéte thinks that Kgemendra, though unimp‘ortant as a
poet, presents a picture that is more faithful to his model. Ma nkow ski
believes that Somadeva has reproduced a more faithful picture of the sub-

ject-matter than has been done by Kyemendra. Cf. Manhkowski, ibid 167 f.
and Her tel, Tantrakhydyika, Ubers. I, 42. oW, ol 7

3. Bosch, ibid 85 ff refates th: correctness of the assumption
of a Kashmirian recension and assumes that the Brhatkathimaijari and
Somadeva are directly based on Gupadhya’s Brhatkathd. But since the
Brhatkathd and the Saritsdgara have so muchin common that they absolu-
tely go back to the same source, but the Brh.-slokasui:graha differs ver
widely from both the works, that we can hardly find a connecting lin
between them. In case Grierson be right, Paificl stands sufficiently
close to the dialect of Kashmir, so that the Igashmirian recension may be
designated as the **Paifici Brhatkathd. On Paifici see also Konow, JRAS
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Since Som ad ev a , wrote his work in between 1063 and
1081 A.D.1, therefore, about 30 years later than Ksemendra,
he might have utilized the work of the latter. But he surpasses
his predecessors in respect of poetical talents so powerfully that
probably he knew just to cast them aside scornfully.

The Kathasaritsagara? “Oczean of Streams of
Stories” is probably the current title that can be assumed forthe
work of Somadeva3. In factitis a sea in which all the
rivers of stories have fallen, and the main story of Naravihana-
datta forms merely a frame for the rivers of stories, that having
sprung out from all possible sources flow into this one
ocean. The Kashmirian primary work had already this
character, and it was according to this that Somadeva worked.
We know from the author himself that he makes no claim to
having invented the storics, but he explains (I, 10-12):

My this book is just like its primary work. I have not
allowed myself to deviate in the least. I have merely

1921, 244 fl. and Grierson, ibid 424 ff; S.P.V. Ranganathaswami
Aryavaragun, Ind. Ant 48, 1919, 211 ff. and Grierson, Ind. Ant.
49, 1920, p. 120.

1. Somadeva wrote his book for diverting the mind of Siryamati,
the grandmother of King Harsa of Kashmir, see above p. 56, note 1.

2. Books Ito V edited with a German translation by H.Brockbh aus,
Leipzig and Paris 1839; from book VI upto the end (Sanskrit text only)
by the same in AKM Iland IV (1862 and 1866). Textual criticism with
excgetical notes on the same edition by H. Kern JRAS III, 1, 1867, p.
167 fl. Recent and better edition by Durga prasad, Bombay, NSP
1889 (2nd ed. 1903). Contents of the first five books reported by H. H.
Wilson (1824)in his works ITI, 156-268. Complete English translation
by C H. Tawney in the Bibl. Ind. 2 vols. Calcutta 1880—1884. [ The
same reprinted with notes etc. by N.M. Penzer in 10 vols. London
1924-28]. Selections from the German translation by J. Hertel, Bunte
Geschichten aus dem Himalaya, Miinchen 1903, The first volume of the
complete German translation (from Sanskrit) by A. Wesselski has
been published (Berlin 1914-15). The book X has been translated into
German by H. Schacht, Indische Erzahlungen, Lausanne and Leipzig
1918. Text criticism and literary researches have been provided by J. S.
Speyer, Studies about the Kathasaritsigara (Verh. der kon. Akademie
van Wetensch to Amesterdam, Afd. Lett., N. R. V1II, 5) Amsterdam 1908.
Cf. C.H. Tawney JRAS 1908, go7 ff. and Lacéte, Essai, p. 67 fl.

Winternitz does not believe that the real title of the
work was Brhatkathasaritsigaradlokasarhgraha, as suggested by Locdte
Essai p. 63 ff. In the introduction the author merely says that in his
opinion the title of his work Kathasaritsigara means a collection of the
essence of the Brhatkathd” (Brhatkathasdarasarhigraha). It is not improba-
ble that the dialectical Kashmirian recension had the title or undertitle
Kathdsaritsigara or Brhatkathasaritsagara (see Lacdte, ibid).

3

Winternitz, History of Indian Literature, Vol. III, ag.
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abridged together the big volume of the work, and the
lahguage is different. I have skilfully exerted myself to the
task of resetting the expressions and to keep true to the
context (of the stories) on one hand and to introduce
into it an element of ornate poetry on the other without
letting the (original) sentiment of the story suffer in the
least. I have not made this endeavour for the purpose
of satisfying any desire to become famous for my intelli-
gence, but simply to (impress easily) the colourful
net of stories upon the mind of the readers!.

Really the Kathasaritsagara is a work of ornate poetry
that combines all the excellences of popular poetry in a
certain sense, with the excellences of ornate poetry, such as
must have been the Kashmirian Brhatkatha?. The nice, fully
ornate, but never artificial language, the moderate use of
figures of speech like puns and similes and likewise the choiced
use of ornate metres are suitably set in the whole work3.
Whilst in the novels like Subandhu’s Vasavadatta and Bina’s
Kiadambari have a gross disparity between the simple narrative
theme and the artificial form, Somadeva has realised this,
and he has always tried to make the form suitable to the
theme and nowhere has he allowed the form to become his
main objective. Undisputedly he is one of the most pleasant
and first rate ndian poets.

When Somadeva assures us that he has most faithfully
followed his model, we should not only believe him, but also
attribute even the obvious short-comings found in his work
to this situation. One such short-coming is the arrangement
of the subject-matter. In the Kashmirian basic work itself

1. The Different interpretations of this stanza have bee t toge-
ther by Lac 6 te, Essai, p. 123 ff. 7 put toge

2. As in the strict sense of the term the word ular poetry ¢
hardly designate the Brhatkathd. The work has neverl-m ll:;t:cn ap(::ol!I'thi:;:
of popular tales (_son:lewl;at like Brother G ri mm’s Tales for children), but
from its very beginning it has had been an independent work of poetry in
which stories after stories have been gradually added, many of which may
have been in circulation among the people, whilst others may have had
their origin in different literary works. In course of time the work had
become popular in the same way as the Mahdbhirata and the Rémayapa.

Of the 21388 stanzas of the Kathasaritsigara, there are only
761 that are written in ornate metres, the remaining ones are all written in
the cpical dloka. Cf. Speyer, Studies about the Kathis. p- 174 f£.
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we find the main story overrun by the rest of the narrative
stuff, and probably this is the reason that very often we find
stories in places where they are badly misplaced and that
sometimes the stories in different versions occur twice even
thrice in different places in this extensive work. Besides the
main story of King Naravahanadatta, selected to become the
chief of Vidyadharas, having become far less interesting than
most of the intercalated stories, too may be attributed to the
primary work itself!. It is basically somewhat tiring, when we
are told, how the king of the story, who is just a little of the
nature of Don Juan, wins one woman after another. Since all
these women from the beginning are meant for him, all of
them throw themselves with all their force about his neck. And
the difficultics that present themselves in the way to union or
to reunion signify nothing. However, this is not the case only
with the main story, but also with many of the subsidiary
storics as well - at least from the European point of view - that
much of the charm gets lost when it is found just in the begin-
ning of the story that everything is predestined either through
a curse or through some prediction?.

But there can be no question that Somadeva was not
so much concerned over the tale of Naravahanadatta as over
the ““colourful net of stories’ that were interwouen into this
fiction. More interesting than the stories of Naravahanadatta
are the stories, anticipated as introductory narratives, of his
father Udayana, his faithful and wise minister Yaugandhara-
yana and his two wives Vasavadattid and Padmavati. Although
in many respects the Udayana-stories correspond to Buddhist
narratives?, still the deviations in individual stories are very

1. Both of these shortcomings were probably not to be found in
the recension that formed the basis of the work of Buddhasvamin.

2. Many a time we hear about this predestination first at the
end of the story that suits in decidedly better. It is also correct what
has been said by Hert el (iiber das Tantrikhyayika; ASGW 1904, p.
124) that Somadeva has little consideration for the nature of the tales,
and frequently when something appears to him as unbelievable he tries
to give ita realistic explanation. )

3. Cf. Lacote, Essai p. 247 ff.,, besides A. Schiefner,
Mahakityiyana und Konig Tschanda-Pradyota (Mémoires de I'Acad.
imp. des sciences de St. Petersbourg, t. XXII, No. 7, 1875). Here we find
also ( p. 35 ff.), as in the Kathasaritsdgara 12, the story of the Wooden
Elephant corresponding to the “Trojan Horse’; see above II, 155, transl,
P. 194 and III, p. 220.
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great, and as a fiction the version of Somadeva was distinctly
different.

The (approximately 350) intercalated stories are
partly such as may be considered to form the episodes of the
main story and stand in somehow natural relation to it
or rather may, more or less, be brought within the context;
but in a great measure they are such as have been inter-
laced into the frame of the main story or do not stand in
any internal relationship with it. There is hardly any
class of stories whatsoever that we do not see to have
found entry into the Kathasaritsigara. Fictions and
fiction - like tendencies like meetings with heavenly
damsels, the interferenccs by gods and demons in the
affairs of man, the gifts of wonderful things of the
type of a “magic table”, etc., wizards and witches,
money-seeker, wealth-digger, transformation of man into
animals, magic locks and keys etc. are to be found
among the stories that do not properly belong to the
category of tales. But in the more colourful admixtures,
such as we have already seen also in the jataka-books, we
find by the side of proper tales also novelistic stories, the
stories of boatmen by the side of those of shipwreck and
wonderful palaces under the bottom of the seas, stories
on advantageous travels on the earth, romantic love-
stories, in which love is often aroused through dreams
and portraits, stories of thieves, stories of scoundrels,
fools’ stories, witty anecdotes, stories about men who are
out and out wise, but also stray mythological narratives,
epical expressions and Buddhistic, Jainistic and Brahmani-
cal legends. The whole of the books like the Paficatantra
and the Vetilapaficaviméatika have been taken into this
“ocean of streams of stories”, and likewise there are
independent big novels in which other smaller stories
have been included, such the Padmavatikatha in book
XVII and the Vikramidityakathd in Book XVIII,
Probably it has also a book of “fools’ story” (mugdhakath)
and one book of ‘‘wife-stories”® (strikath@) that have
been worked into in our book.

In a very appropriate manner, either our poet or his
predecessor has inserted a number of fool’s stories
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in between the niti-stories of the Paficatantra! for the
purpose of drawing a line of contrast, hardly with the
idea of teaching his own political (niti) wisdom. They
might or might not, as has happened in all times and
among all the nations, set the muscle of risibility into
motion. Somadeva did not pursue any other goal
Many of the fool’s jokes narrated here are well-known not
only in India but elsewhere too in world-literature. Such
are the story of the hungry traveller who eats seven cakes
till he becomes satisfied and observes that he would have
been equally satisfied had he eaten the seventh-cake the
.first, or that of the servant, who removes the door from
the hinge over which he is to keep watch and goes with
it to the theatre, or that of the fool who boasts that his
father maintained his celibacy during his life-time, etc.
So as all these stories are told mainly for the purpose
of exciting laughter - many of which end with the words
““even the stones burst when they heard the story’’-so also
inthestories of knaves, in which the knaveries of
a master-thief, of a gambler or elsewhere of some scoundrel
leader are narrated in a witty manner. Very remarkable
is the story of the rogue, who bribed the king, and
t'hrough this he began to have a talk with him every-
day. At this the ministers began to treat him as an
important and influential person and bribed”him in order
that he might speak to the king in their favour. In this
manner he hoarded a great treasure with which he lastly
appeased the king so much so that the latter made him
his chief minister (66, 110). One of the nice knave-stories

1. Kathas. 60-63. The fool’s stories in the Brhatkathdmaiijari
are placed after the Paricatantra-section, all put together, XVI, 568-584.
Some fool’s stories occur also in the Kathias. 65, 140 ff. J. Hertel (Ein
Altindisches Narrenbuch, BSGW 64. Bd. Leipzig 1912) has shown that
at least half of the sketchings of fools narrated in the 11th century by
Somadeva have been taken from an old Indian fool’s story-book, that was
written in about 492 A D. and was compiled about the same time by a monk
Arya Sarhghasena, to which go back the fools’ stories translated in 492 A.D.
into Chinese by his disciple Gunavrddhi. ( From the Chinese Po Yu King
has been made the French translation ‘“Cinq cents contes” by E. Cha-
vannes). That stories of this sort existed at least in the 2nd century
A.D. is shown by arelief on the stipa of Bharhut (see above, II, 108;
trans. p.134) belonging to the jataka No. 46.

2. Against this Hertel, ibid, who considers the fool’s book as
a niti-work.
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is that of the master rascal Miilad eva and of his cunn-
ing wife, who begot him a son, who surpassed his father in
cunning and wit'. Inmany of these rogue-stories religion
and still more their champions are badly ridiculed.
Apparently harmless is the story of the gambler who
deceived the godof death. On account of his evil deeds
he must live in the hell till the end of creation (kalpa).
But because he is sure to become Indra for one day as a
consequence of his gift of a piece of gold to a pious man,
Yama, the god of death, gives him the option of chosing
to have one first : either residence in hell for the duration
of the kalpa or have the status of Indra for one day.
He wants to be Indra first. No sooner he becomes Indra,
he permits his all male and fcmale friends to enter into
the heaven and rejoices their company and with them he
is taken to diffcrent religious places on the earth by the
gods. On account of this his sins get exhausted and he
remains permanent Indra (121, 188 ff.). Mischievous
is the story of the two rogues, one of whom calls him-
self Siva and the other Madhava (Visnu). One of them
plays the part of a Vaisnava ascetic, and his comrade
that of a Rajput. With false gold and false diamonds
they excite the greed of a greedy purohita and carry away
his all wealth (24,82 f.). Ascetics are not seldom swind-
lers and robbers. One such ascetic is himsclf cheated
once. With the intention of taking into his possession a
beautiful girl he reports to her father about her birth
under the influence of an evil star and advises him to
discard her. The father packs her in a hox and casts her
off. A prince finds the beautiful girl and the ascetic gets
a monkey that takes out his eyes and tears off his ears.
The number of women’s stories is quite
large. Among them the stories of faithless and wicked
wives prevail'. For example, a king has a wonderful

1. 124, 132 ff. translated into German by F. von der Leyen in
Preusz. Jahrb. g, 1900, p. 88fF. Miladeva appears as a famous wizard in
Kap._Bg(Vetalap. 15).Cf.Bloomfiel d, The Character and Adventures
of Miladeva (Proceedings of the American Philosophical Society Vol. LII,
No. 212, 1913) on this wholly tnique character in Indian literatare. He
ll: awnztardgb:i. masteélthxef,da tcadl:cr of the art of theft as well of the art of

Ve, a terrible gambler and on the whole a lively and amiab! e. See
also P.E. Pavolini, GSAI g, 18956, p. 175 ¥f, e amiable rogu
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white elephant, who gets hurt and falls down. A divine
voice makes the announcement that the elephant will get
well when a chaste woman will touch him. Each of nearly
80,000 wives of the king and all the women of the town
come and touch the elephant, but he does not stand up.
Only one poor woman is found, who is so piqus and chaste
that the moment she touches the animal he stands up.
Now the king marries the sister of this pure lady and
shuts her inside a palace in a lonely island, but is lastly
deceived by her as well (36,9 ff). The chapters 58, 64
and 65 contain a whole series of such stories!. Amongt
this sort of world-wide current stories are found those
of the water-spirit, who goes about with his wife within
his body and is deceived by her? who is not faithful to
him? etc.

As against the stories of wicked and unfaithful wives
there are also a small number of stories of honest and
faithful wives. For world literature too, the story of the
wise and faithful woman Devasmitid, who assures the
young men who intend to seduce her away to meet them
at a fixed place just to let them go away with a stigma
on their facest. An idyll, that is rightly mentioned as a
suitable antethesis to the story of Philemon and Baucis®,
is narrated in 27, 79 ff, .

There was once a king, Dharmadatta by name, the
ruler of Kosala. He had a wife who respected her husband
as a god. One day all of a sudden she came to remember
of her former birth and spoke about this to her husband.

1. See also 34, 182 ff.; 60, 3ff.; 61, 193 ff. (at the same time also a
fool’s story) ; 66, 29 fI.; 71, 22 ff.; 77, 48 ff.; 124, 140 ff.

2. 63, 6 ff. Cf. 64, 154 ff.; jataka 436 and Chavannes, Cing
cent contes, I, XIII ff., 377 ff,; Tausend und eine Nacht I, 8 (Weil).

3. 65, 2 ff. Cf. jataka 193; Benfey, Pantschatantra I, 436 fI.;
Gaston Paris, ZVV XIII, 1g03; Pavolini, GSAI XI 1897-8;
JRAS 1898, 375.

4. Hertel, Bunte Geschichten, p. 73 ff. A partially doublet
is the story of Upako§a ( 4, 28 ff.; Hertel, ibidp. g5 ff.). Winternitz
in the “G{obus”, Bd. 92, 1907, p. 78 f. has shown that a parallel to the
story of Devasmiti, who is a replica of Portia, in a South Arabian
narrative (in D. H. Mitller, Die Mehri- und Soqotri - Sprache III,
Vier&na 1907, p. 30 ff.; 78 ff.; 162). See also 56, 171 fI.; 61, 300 ff.; 64,
34 1. .
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O king, I am just reminded today of my former birth
not far away hence. It will be unpolite on my part if
I do not narrate the same to you : in case I tell you this
I am sure to die. It is said that in case one is reminded
suddenly of his former birth and if he speaks it out he is
sure to die. On this account, O my royal husband, I am
wholly unnerved.” The king retorts that he too has just
come to remember of his former birth and asks her to
narrate it, whatever be the consequence. At this the
queen narrates : “In this very land I was a dutiful maid-
servant of a Brahmana, named Madhava. The name of
my husband was Devaddsa. He was an obedient servant
in the house of a trader. There in our own home that we
had established we were living on the food that each of us
used to bring from our employers. We were threc pairs :
water-tub and pitcher, broom and bed-stead, I and my
husband. We were living happily in the house; there was
never a quarrel and we rejoiced and ate the little that was
left over after we had made our offerings to gods, manes
and guests. In case either or both of us had some
spare piece of cloth and if some poor person cime, it was
given to him. Now there was a famine. Therefore, the
quantity of food necded for maintenance became less day
by day. When our bodies had become emrciated with
hunger and our spirit had already by degrecs lost all hopes,
one day there came a tired Brihmana at meal-time.
Although we were ourselves dying for food we gave him
the last quantity of food that we still had. When he had
eaten it and gone away, the spirit of life left my husband,
as if out of anger that he had taken care of that
beggar and not of it. Then I erected a pyre of wood for
my husband, put his body on it and burnt myself with
him, and so my ill luck too left me. After this I was
reborn in the palace of a king and became your wife. The
tree of noble work bears the never-perishing fruit for the
pious.” When the queen had thus spoken to Dharma-
datta, the latter said, “come, dear, I am your husband
of the former birth. I was Devadasa, the servant of the
trader. Today I too have come to remember of my that
former life”, Therefore, after the king has said this and



NARRATIVE LITERATURE—KATHASARITSAGARA 361

disclosed his identity, he goes to the heaven, mourns, but
immediately rejoices there the company of his wife!.

The stories of faithless wives mentioned above, at
least partly, had originated from Bu d d hi st sources®.
‘But Buddhist stories are found even elsewhere in the
Kathésaritsigara not in a small number, although
B enfe y’s hypothesis® that “almost all” tales in Soma-
deva’s work are Buddhistic is certainly not correct. For
the purpose of accuracy, it is significant that although
Somadeva was not a Buddhist, he has faithfully follow-
ed his source and fully maintained the Buddhist character
of the stories. For example Buddhistic* are, in chapters
27 and 28, the scries of karman-stories, besides the stories
of the trader’s son who is converted for fear of death,
of the prince, who becomes a monk and takes out his one
eye for the sake of a woman, whose beauty he admires
etc. A complete chain of Buddhist stories is narrated
in chapter 72 for the purpose of elucidation of the 6
paramitas. Even the Vetilapaficaviréati-stories signifi-
cantly exhibit Buddhist influence5. Allusions to Buddhist
canons occur elsewhere too®.

Notwithstanding this the religious atmosphere that
permeates the work of Somadeva is quite different. It is

1. Other stories about faithful wives and actual former life
are narrated in 56, 171 fI.,; 61, 300 fI., 64, 34 fl.; 111, 24 ff.; 112, 111 R
The story about a Brahmana and his two wives who were united with a
clover-leaf is narrated in 73,417 ff. We learn from 38, 3 ff. and 58, 2 f.
that fidelity is not unknown even among harlots.

2. Such undoubtedly are all the stories narrated in chapter 64,
where the heroes, after the experience that there was no faithful woman,
became monks. In the stories 63, 2 ff., 45 ff., the hero is expressedly said
to be a partial incarnation of Bodhisattva.

3. Pantschatantra I, 148 f.

It is not clear why Hertel, Bunte Geschichten, p.1 55ff.,
translated sau gat a (common designation for “Buddhist™) by “Jaina’.

. Thus the mention of Mira in the Vetéla-stories 10 and 17. In
the Vetala-story 20, the behaviour of the boy is that of a Bodhisattva. Other
Buddhistic stories are 33 and 36 ff. ;41, 9 ff;; 63, 53 fI.; 65, 132 ff. (a cloister
anecdote of a foolish monk); 56, 14t ff. (variant of the Mittavindaka-
jataka, see above II, 106, trans. p. 132). Probably Buddhistic is the story
of unmadini (15, 63 ff.) 33,62 ff,, 91, 3 ff. Vetdlap. 16 ), that corresponds to
the jataka No. 527 (see above II, 114, trans; p. 140). In Rijataraagini
4, 17, asimilar story is narrated about a historical king ;cf. Zachariae,
Bezz. Beitr. IV, 1878, 360 ff.

6. So65,46; 117, 32; 755 120, 50; I116.
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the glorification of Siva and his consort (Parvati, Gaur,
Durga, Devi etc.) that prevails throughout. Whenever
a miraculous relief from some need or danger is required,
there appears in person either Siva himself or his wife.
Bodhisattva Jimiitavahana himself goes into the terhple
of Gauri to worship the goddess’. Unusually frequent is
the mention of sacrifices of human-being, that is either
brought to Durga or is (more frequently) offered to
her for the purpose of success of some witchcraft or for
begetting a child or for fulfilment of some other desire.
The wild robber-like Bhillas, who live in forests, as a
rule make offerings of human-being to the goddess, and
for this purpose they attack people and bring them to
the temple?. The Lifiga-cult toois pretty fre-
quently mentioned. Women and girls who offer their
prayers in temples are particularly frequent®. The
Mother-cult and the Tantric rites play a role in many
stories. So inthe witch-stories, that arenot
rare and do not imitate the wild pantomime of European
stories of this type. The activities of witches are often
described in a very neat manner®. Although Siva is the
supreme deity, other gods too appear and all of them are
worshipped. So for example Naravahanadatta himself is
taken to Svetadvipa, the heavenly abode of Visnu and
sings a hymn addressed to this god®.

Somadeva in all probability found this colourful admix-
ture of these secular and religious stories in the Kashmirian
Brhatkathd. His work is of beautiful and amiable type,
in which he narrates the stories in a fine language, full of
witty turnings and poetical descriptions. The praiseworthy
simplicity of language that greatly suits the plain stories,
necessarily elevates the position of Somadeva higher than

1. Bosch, ibid. p. 143 fl. has shown that the Jimitavdhana-
legends (22, 16 f.; 9o, 3 ff.) in their original form were not essentially
Buddbhistic, but in them a Brahmanical pious hero was transformed into a
Bodhisattva; (see also above p. 258)

2. Inthe Rama-tale 51,59 ff. Lava is caught by Lakgmana for a
human-sacrifice that Rama will perform. g By Lak

3. So 37,3 fT; 43, 158 fI.; 51, g5 fI. etc.

4. So for example 56, 76 ff.; 121, 72 ff.; 123, 207 fI. etc.

5- In 54, 19ff.,, 29 f. Also 71, 67 ff.; 92, 23 ff. Vignu is honoured.
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does the kavya-style over which he certainly possesses mastery.
Many stories, for example in the Vetilapaficavirsati-section,
are narrated in a very ornate stylel. And wherever the
subject-matter so requires his language very often becomes

flexible.

Thus above all, when he speaks about his country
Kashmir, as the “head-jewel of the earth (prehvisiromanik)? :
himavaddaksine desak kasmirakhyosti yar vidhih
svargakaut dhalari kartum martyandmiva nirm-me N

In the south of the Himailaya, there is the country
Kashmir, that was made by the creator as if for the purpose of
satisfaction of the mortal’s curiosity to enjoy the heaven? etc.

In respect of employment of similes and puns, Somadeva
ranks amongst the best poets. Here is given only on e
example (87, 29 ff.) :

bhramyatasca jagamdsya bhimo grismorukesari i
pracandadityavadano diptatadrasmikesarah N
priyavirahasantaptapanthanisvasamdrutaih 1
nyastosmana ivdtyusnd vanti sma ca samirandh I
Susyadvidirnapankasca hrdayaih sphutitairiva \
jaldsaya  dadrsire  gharmaluptambusarnpadak 1
ciricitk@ramukharastapamlanadaladharah \
madhusrivirahdnmargesvarudanniva  padapik Ut
Harisvimin, a Brahmana, who has lost his wife,
goes about in all the places where one can reach
while searching for her. “And while he was thus going
from one holy place to another there came the summer,
the horrible lion, whose jaws were the terrible sun and
whose manes were the burning rays. Scorching hot
winds were blowing as if in them the warmth of groaning
of the wanderers, separated from their beloved, had
got accumulated on account of weeping. The tanks
with their water dried up and their drying clay
rent asunder were lying there as if with broken heart.

The trees standing along the paths appeared with their

barks sobbing on account of separation from the friendly

t. The story 55, 26 ff. is written wholly in the kiavya-style, so also
the (prasdasti), the concluding stanza (missing in Ed. Brockhaus).

2. 63, 53 ff; 65, 214. 73, 79 ff.
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spring, whilst their leaves, like their lips, were wither-

ing on account of heat (pain)”.

The Kathasaritsigara of Somadeva has the greatest
importance for the history of Indian literature also on account
of the fact that in it there are several stories which have been
worked upon by several other poets!, of course, not only on the

. basis of Somadeva’s work, but also on that of Gunadhya or on
that of some older recension of the Brhatkatha, not available
to us elsewhere so nicely as in Somadeva. The work is of the
highest importance for the history ofthe World Litera-
ture too, inasmuch as not a few stories that we find in
Somadeva, nay that are still older and perhaps have had their
source in the Brhatkathd, are the most popular and most
familiar ones of the West. The question, as to whether the
relevant stories are of Indian origin, does not permit of a
definite answer in all cases. Often there are only a few passages
that the Indian stories have in common with literatures of
other countries, thus for example the story of the smiling fish?
or that of the princess and the thief? etc. Other stories, with
minor deviations are current among other nations, such is the
story of Hari$arman, the Indian ‘“omniscient doctor”?. 1In
many cases it may be doubtful to say whether we have
before us passages taken from the fables that originated in
different countries independently of one another, or if these
passages have been borrowed. To this class belong the tales of

I. To this_ category belong the thrilling stories 140,17 fl., of which
the fable is the basis of Bhavabhiiti’s Malatimadhava,_and the story of King
Sumanas and the learncd’parrot (59, 22 fI.), on which is based Bana’s
“Kédﬂ.ambari;” of. Mankowski, WZKM 15, 1901, 213 ff; 16, 1902,
147 ff.

2. 5,14 fL Cf. F.Li ¢brech tinthe Orient und Occident I, 341
ff; Pentamerone 36; Straparola IV, 1.

3- 64, 43 fI. already compared by H. H. Wilson with the tale
of Rhampsinit narrated by Herodotus. From the Indian version the story
was translated into Chinese as early as 516 A.D.;see E. Hu ber in BEFEO
4, 1904, 698 fI. A variant in the Tibetan Kanjir too. Cf. Forke, Die
Indischen Mirchen, p. 66 ff. J. C. Fraser, Pausanias, Vol. V, p. 176 fl.
(on Paus._I?{, 37,3) has given a review of the story of the treasure of
Rhampspinit and its parallels in the world-literature; sce also R. K& hler,
Klem.erc. Schriften I, 198 f.; Chavannes Cing cents contes 3, 146 ff.; Gaston
Paris in RHR t. 55, 1907, 151 fI, 267 1.

4 30,92 fL.Cf Grimm, Kinder-und Hausmirchen, No. ¢8;
Benfey, Orient und Occident I, 374 ff; Th. Zachariae, ZVV 15,
1905, 373 ff.
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witchcraft, like that of the poet, corresponding to the “magic-
table” that fills by itself, the magic stick and the wonderful
shoe ‘‘seven miles deep’!, or the often repeated motif of men
who are swallowed by a big fish and again come out alive? or
the motif of the wife of Potiphar?, etct.

Lastly we must not forget to mention the extent to
which our knowledge of Indian culture is based on the Katha-
saritsigara of Somadeva. We have already seen that we
learn from this work much about Indian religions and know
about the position of women in ancient India. But we get from
Somadeva’s work abundant amount of information also about
the caste-system, about ethnographical conditions, about art,
artists and artisans, about court-life, about gambling, about
drinking booths and other things about the actual life of the
Indian people.

The Kashmirian edition of the Brhatkathi contains the
whole of the Vetadlapaficavim$a tika, “the
Twenty-five (stories) of Vetala”, an Indian story-book that
like the Paficatantra has got wide currency in world-literature.
This work too had to share the fate of other Indian works
that became popular and its old text is entirely lost to us and
it has come down to us in different recensions made in later
ages. The versifications of Ksemendra and Somadeva are

. 1. 3,47 £ CIL J. J. Meyer, Daéakumiracarita-ﬁ'bersetzung,
Einlcntung,él- 67 ff; Forke, Dic indischen Mirchen, p.55ff.;Hertel,
Jinakirtis *‘Geschichte von Pala und Gopala, p. 60, 67, 76, 110.

2. 25, 47 fF, 74, 192 ff., 123, 105 fI; cf. Rajatarangini IV, 5043
WeberinAKMI, 4, p. 32 (Satruiijayamahatmya X);Hertel; ZDMG
65, 440. In the story of Jona H. Gunkel (Kultur der Gegenwart I,
VII, p. 56) has assumed a Phonecian tale of a boatmen.

3. 49, 4 ff., like 33, 36 fl. Also in the book Sindbad. Cf.
Tawney, I,464n, Hertel, Jinakirtis ¢‘Geschichte von Pila und
Gopila”, p. 141, 48f ; Temple, Legends of the Panjab, I, XIV,
11-13; II, XV, 396 ff. On a similar story in Firdusi’s Shihnimeh, sce
{?vmji Jamsh.-dji Modi, JBRAS 18, 206 fl.; on the Greek story see

.v.Wilamowitz-Moellendroff{, Griechishe Tragédien I, 108f.;
on the ?_iblical story see H. Gunkel, Internat. Monatsschrift 12, 1918:
P. 442 1.

4. Tawney has collected together a large number of
to the stories and motifs in the Kathés. in the notes to his tramlag::lﬁ:]
a few also in the Journal of Philology 12, 1883, 122 ff, See also above
p- 359. notes,and p. 364 notes. .
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in respect of chronology older! than the two different recensions
by Sivadisa? and Jambhaladatta3 But it is Sivadasa
who has passed on to us the story in its original form—an
admixture of prose and verse?.
“The Twenty-five Stories of Vetala” derive their title
‘from the frame in which they are set :
A vyogin brings to King Vikramasena® a fruit every-
day about which he says that it contains a diamond.
He pursues this course just to move the king agree to assist
him in a corpse-witchcraft, by which he is sure to obtain
the help ofa v etala ¢ for success in his witchcraft.

1. Brhatkathamafijari IX, 2, 19-1221, Kathisaritsigara %5-99.
Approximately about half of the vetila-stories from the Kathas. have been
translated into German by F. von der Leyen (Indische Mirchen, Halle
a. S. 1898) who has, in the appendix, traced the course of these stories
in  world-literature. On the vetila-stories, see also S. Lévi in JA
1886, s. 8, t. VII, 1go ff. Ksemendra deviates little from Somadeva, but
he had used also some recensions of the Brhatkatha, other than the
Kashmirian (sce Sp e y e r, Studics about the Kathas. g7 f.). On Somadeva’s
version sce Brockhaus in BSGW 1853, p. 181 ff.

2. Die Vetilapaficavirhéatiki in den Recensionen des Sivadisa
und eines Ungenannten mit kritischen Kommentar, edited by H. Uhle
(AKM VIII, 1), Leipzig 1884. The prosc text of the recension of the ano-
nymous author is an abridged rendering of the verses of Ksemendra. In
many manuscripts of Sivaddsa too verses from Ksemendra have been
inserted. H. Uhle has edited the text with a critical apparatus along with a
table of contents in BSGW, Bd. 66, Leipzig 1914 on the basis of a manu-
script. Cf. Hertel, DLZ 1918, 257 fl. Sivadasa’s Recension has been
translated into Italian by V. Bettei in GSAI, 7, 1893, pp. 83-157; 8,
1894, p. 187 ff. and SIFI I, 1897, The first five stories have been translated
into German by A. Luber, Gorz 1875.

g. :Published in Calcutta in 1873. This recension does not have
metrical epigrams, and in respect of contents it stands closer to the
Kashmirian recension. The language (according to Aufrecht, Bodl
Cat. I, 152 f.) is more elegent than that of Sivadiasa. On an abridged
version of the Vetdlap. by Vallabhadiasa see Eggeling, Ind.
off. Cat. VII, p. 1564 f. Even in case Jambhaladatta himself was a younger
author, his recension too goes back to a very old source and he knew
the stories in their original form - a thing that has been shown as probable
by Bosch, ibid, 62 ff.

Bosch, ibid p. 22 ff., tries to prove that the recension of
Sivadisa, as also that of the ‘“‘anonymous author”, goes back to a metrical
version. But this statement, as also the hypotheses of Charpentier,
Paccakabuddhagceschichten, p. 142 ff. hansgs in the air so long as we do
not know whether or not Buddhasvamin’s Slokasarngraha and Gunadhya’s
Brhatkathid do not contain also the Vetidlapaficaviméati-stories.

In Somadeva, he is called Trivikramasena. First of all the
new Indian translations have carried the story to the famous king
Vikramaditya. The yogin is mentioned as a Digambara in Sivadasa, as
against a Bhiksu in Somadeva and a Sramanain Kgemendra.

6. The vetdlas are the ghosts, who carry their evil designs in
corpse-burning places and make in the corpses their abode. Like all other
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The king agrees. One dark night he starts for the place

of burning corpse, where the yogin is waiting for him,

The latter asks him to go to a distant lonely place, where

a corpse is hanging from a tree. He will have to take it

down and carry it back. The king goes to the tree, brings

down the corpse and carries it forth back. In the
corpse there is a vetala, and he proposes to tell the king

a story in order to while away his time along the path.

At the end of the story, the vetila asks the king a question,

that he must answer. Hardly the king has replied and the

corpse disappears and hangs itself on the tree again. The
king returns, cuts off the corpse and begins to carry it
back again; but the vetila again begins to tell a story,
asks a question, and this he does twenty-four times.

When the vetila has narrated the twenty-fourth story

and put the question, the king is not able to answer,

at which he wavers. But the vetila, is very much pleased
at the king on account of his courage and tells him that
the yogin bears an evil design towards him and puts
into his hand a trick with which he will be able to over-

_ power the wicked wizard and he will himself possess
the power of witchcraft.

This frame, in which the stories are set, already shows
that the “Twenty-five Stories” originated on the soil of Tant-
rism, so much so that they can be associated with religion.
Most of the narratives, however, are tales, novels, comic and
tragic stories, in which witchcraft plays a powerful réle, and
there is no theme construed from any religious point of view.
The seed of the work lies neither in Buddhism nor in Jainism?,

spirits they are capable of assuming all possible forms. They are mis.
chievous; but he who has the courage can through corpse-witchcraft make
vetdlas even serve him. In the Mahabhirata the vetilas do not appear
before the Harivam$a. One of the mothers of Skanda is called ‘vetila-
matd” (scc E. W. Hopkins, Epic Mythology, p. 46 note, 220 note).
Benfey (Kleinere Schriften II, 13 A) has tried_to assign thc vetila-cult
to Buddhism, but it certainly belongs to the Saiva-Tantrism, whence in
any case it might have been taken over to Taatric Buddhism. A descrip-
tion of the vetdla-magic is given in the Tantrasira (see Aufrecht, Bodl
Cat. p. 94 f.).

1. The fourth and the sixth stories belongto the religion of
Durgi-cult. In the r4th story Siva brings about thggmiracle inh%omadglv:
and Devl in Sivadasa. The story No. 19 of the son of the thief, who is born
of a Brihmaga and is adopted by a king and outspreads his three hands
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Even the e pi g rams, thatoccupy in the Vetilapatica-
virhfatika as much space as in the Paficatantra, are relatively
justin a few cases Buddhistic or Jainistic, and most of them
belong to common ascetic poetry. The rest of the epigrams
partly contain rules of life and partly belong to the didactic
stuff of dharmasastra, of niti§astra and also of kamagastral. In
addition to the epigrams, we find in Sivadasa’s recension also
a number of narrative and descriptive verses that give to the
work the character rather of a campi.

The stories of the Vetalapaficavimsatikda have equal
importance for the history of Indian narrative literature and
for the history of world-literature. Some of the stories have
found their way into different other narrative books of India
and also in literatures of other countries of the East and the
West.

Well-known in world literature is the story of
Madanasena, who is betrothed and has promised her
ardent lover that she will meet him on the night of her
marriage, before she is given over to her husband. She
keeps her promise with the consent of her husband.
On her nocturnal journey to meet her lover she is
overtaken by a thief to whom she narrates her story and

for receiving from him his offerings to the manes, can be understood only from
the standpoint of Brahmanical death-cult. The stories Nos. 16, 17 and 20
might have been Buddhistic. In Sivadasa, the story No. 11 has as its introduc-
tion an apparently Jaina missionary story, but that is not at all associated
with the story itself. The wvetila-stories, have found entry into the Jaina
literature too; see Charpentier, Paccekabuddhageschichten, p. 135ff.

1. Most of these verses are probably to be taken as quotations and
not as composed by Sivadisa himself. Many of the verses are found also
in other books of stories and in anthologies of epigrams. 23 verses are in
Prakrit. Hertel (BSGW 1902, p. 123) has given an index of the
epigrams that the Vetdlap. has in common with the Jaina version of the
Paiicatantra. But that is not certain. The epigrams here, so also there,
might have had the same source as the mass of epigrams of unknown
authorship and age that have been current as unowned commodity among
learned men and authors and partly also among the common people. Since the
manuscripts differ from one another in respect of language, and even the
occurrence of a stanza in Rudrata is no sure proof of Sivadasa being
younger than him (see Pischel, Rudratas Sragaratilaka, p. 26). On
other grounds it is apparent that in all events Sivadiasa did unot write it
before the 12th century (cf. Weber, Indische Streifen III, 514 ff.). On
some stanzas in the kiavya-style see Aufrecht, ZDMG 36, 1882, 375 ff.
Hertel wrote to Winternitz: “The dependence on the Jaina
Paficatantra is certain, because the question is not of an individual stanza,
but of a group of borrowed verses, that were for the first time collected in
the Paficatantra itgelf”’,
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he leaves her to go free. She comes to the lover and
when the latter hears about the consent of the husband,
he returns-home unnoticed. Now the question is which
of the three persons is the nicest! ?

To the world-literature belongs also the fifth
story of the girl with three suitors. The daughter of
the minister Harisvamin takes the vow that she will
marry that man only who will surpass others either
in heroism or in knowledge or in witchcraft. The father
goes on a journey and offers her to the Brahmana, who
is a great wizard and overpowers through his craft
an air-vessel. In the meantime the elder brother of
the girl promises her to a highly learned Brahmana, and
the mother to an excellent shooter, without any one of
them having knowledge of the promise made by the other
two. The marriage is fixed on one and the same day. That
very day a demon robs away the girl. The scholar finds
out the place where the girl is staying, the magician
takes the air-vessel close by and the shooter chases the
demon, kills him and brings back the girl. Now the
-vetala puts the question as to who of the three should
have the girl as his wife, to which the king replies that
she should be married to the shooter, since the other
two have been merely his assistants in getting her?.

We may make here a mention of the sixth story too. A
dyer’s eye catches sight of the daughter. of the royal dyer;
he is enamoured of her so much so that he promises to
the goddess Bhattarikd to offer her his head in case the
beautiful girl will become his wife. He gets the girl as
his wife. One day he starts with his young wife and

1. The story (translated also by J.J. M e y er, Dadakumiracarita-
Ubersetzung. Einleitung p. 73 ff.) is found also in the Turkish Tutinameh,
in the “‘Forty Viziers” (in Thousand and one Nights), in Dschami,
in Gaelic tales and Boccaccio’s Dekamerone. Cf. Oesterley,
Baital Pachisi, p. 198 f. and F. von der Leye n, IL:idishe Miérchen, p. 153
ff. Chinese in Chavann e 3, No. 117. A jainistic versionin Leupann,
ZDMG 46, 606. .

2. Taken into world-literature by Benfey, Kleinere Schriften
II, g6 ff. Shown among the Gypsies and Romanies in Siebenbiirgen by
Wlislocki, ZDMG 41, 448 fI. i

- Winternitz—History of Indian Literature, Vol. III, 2¢. - = .\
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friend for his father-in-law’s house. They arrive at
the temple of the goddess. The dyer asks his
young wife and friend to wait outside, enters into the
temple and cuts his head off to appease the goddess.
The friend goes to search for him, finds him dead and
fears that he will be held guilty for the murder and
cuts his own head. The wife goes there, and finding
the two persons dead, she is about to commit suicide. But
the goddess is pleased; she prevents her from committing
suicide and offers to grant her a boon that she will
ask for. She asks for getting both of them come to
life again. The goddess asks her to put together the
heads and the bodies, In haste the young wife changes
the heads of the two. Now vetdla asks the question
as to who will be her husband. The king replies, he who
has the head of her husband, since
“Of all remedies food is the best,

Of all drinks, water is the best,

Of all friends of man, wife is the best,

Of all members of the body, head is the bestl.
The “Twenty-five stories of Vetila” has been very often

translated into popular Indian languages? and is found also in
a strongly changed form in the Mongolian Ssiddi-Kir?

1. The motif of error about heads is found also in a South Indian
legend, that has been taken over into Sonnerat’s ‘‘Reise nach
Ostindien und China”. This is the source of Gothe’s Paria legend ;
see Th. Zachariae, Kleine Schriften (1920) 118 fI.

2. During the period of reign of Muhammad Shih III (1720-
1747) the work was rendered into Braja-Bhakha, whence it was retrans-
lated into Hindi in 1805. The Hindi translation, that differs little from

ivadisa’s version, is best known through European translations. Winter -
nits knew : the Baitil Pachchisi, or the twentyfive tales of a Sprite,
translated from the Hindi by John Platts, London 1871. The German
rendering made according to the English translation of Barker by H.
Oesterly, Baitila Pachisi oder die fiinfundzwanzig Erzahlungen ecines
Dimons, Leipzig 1873.

3. Ssiddi-Kiir is formed with Sanskrit siddhi combined with
Mongolian kiir and means “the dead endowed with supernatural powers”.
See die, Midrchen des Siddhi-kiir, kalmukischer Text mit deutscher Uber-
setzung, edited by B. Jiilg, Leipzig 1866. Wholly wrong is Benfey’s
statement ( Pantschatantra I, 410 ff. and Kleinere Schriften II, 10 ff.)
based on a superficial knowledge of the work. He knew in addition to
the English translations of the Braj-Bhiakha recemsion and the Tamil
version only t’hc Mongolian tales of Ssiddi-kiir according to Benjamin
Bergmann's ‘“Nomadische Streiferercien im Lande der Kalmiken I,
247 fl.). He expressed the opinion that the Mongolian version contained



NARRATIVE LITERATURE—SIMHASANADVATRIMSATIRA 371

A’younger work, but likewise containing similarly enlarg-
ed and popular stories of a similar character, isthe Simha-
sanadvatrim§atika (or Simhasanadvatrim¢atikaths,
“‘the Thirty-two Throne Stories™), also called Vikramacarita,
“Life and Deeds of Vikrama’’l. The popularity of this work is
proved by the large number of its manuscripts that differ from
one another greatly and represent the text in different recen-
sions. There are recensions that are in prose or in prose
and verses mixed up together or in verses only. Apparently
the South Indian recension stands closest to the original text.
Beside it there is one versified South Indian recension that
on one hand appears to be in some places very much abridged
and on the other very much enlarged in others. There exists
a third North Indian recension, in which only the skeleton of
some stories is preserved, whilst the moral is greatly enlarged.
In the Jaina recension that is very much enlarged and best
preserved and is full of moral lessons, the stories are strongly
influenced by Jainistic tendencies, and the proper stories have
not only been abridged, but here very often they appear ina very
much worsened form. The special characteristic of this recension
consists in the fact that either in the beginning or at the end of
each story there occurs a verse that summarizes the essential
points of the story2. This recension was probably compiled
by Muni K sem arm kara, who appears to have done this
on the basis of the text contained in the Miaharastri-dialect.
The Bengali-recension®, attributed to Vararuci isjust
a Brahmanical adaptation of the Jaina version.

the original form of the work. Ssiddi-kiir, however, has only 13 stories,
which have little correspondences with the Indian stories excepting the
frame-story. Cf. Forke, Die indischen Mirchen, p. 17 ff. and E.
Cosquin, Les Mongols, Niort 1913. On a Tibetan form of the Vetila-
paficavimiatika see A. H. Francke, ZDMG 75, 72 ff.

1. Cf. A.Weber, Ind. Stud. XV, 185-453; F. Edgerton,
American Journal of Philology, 33, 1912, 249-284. The manuscripts have
also the titles Simhasanadvatrithéatputtalikivartta or -putrikavarta, “Story
of the 32 Statues of the Throne”;see Aufrecht, Bodl. Cat. 1523
Eggeling, Ind. Off. Cat. VII, p. 1566f.

2. Perhaps they are imitated Kathisarhgraha-stanzas of the Pafica-
tantra. But unlike the latter, they do not form the connecting link between
the frame-story and intercalated stories. Besides they do not contain .the
moral of the story as in the Paificatantra.

3. Weber, Ind. Stud. 15,188 ff.; Eggeling, Ind. Off. Cat.
VIIL, p. 1566f.; Edgerton, ibid 252, 270. A recension of the work
is attributed also to Kiliddsa; see Weber, ibid 196, 233, 204 N
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The apparently voluminous introduction begins
(according to the fashion of the purapas) with the
request of Parvati to her husband Siva to tell her some
interesting story; the god grants her request and
narrates the story of the “Deeds of Vikrama”!. In
the city of Ujjayini—so he begins—there lived a king
Bhartrhari. Once a Brahmana brought to him a
wonderful fruit that lent eternal youth and immortality.
The king loved his wife so sincerely that he did not like
to survive her and passed on the fruit to her. The queen
gave this to her lover, the stable-superintendent, who
sent it as a gift to a harlot. From her it reached the hands
of the king. So the king had in this way come to
know of the wickedness of his wife, he renounced the
world and left his kingdom to his brother Vikrama-
ditya?2, This mighty king distinguished himself through
his heroism and generosity. (The different recensions
differ from one another although they narrate episodes
about Vikramaditya in greater or smaller details). Once
the king paid a visit to the heaven of Indra, and the god
presented to him as gift a wonderful throne fitted with
32 female satues, that he carried to his capital. When
king Vikramaditya is killed in the fight against
Salivihana, the throne is dug into earth under the
command of the god, since there is none to be found
who may be worthy to sit upon it. Many many years
later it is found by King Bhoja of Dhira in a field
near his capital, that was established at the site of
Ujjayini and the throne that is dug there is carried to the
city and is installed in a majestic hall decorated with a
thousand pillars. But when he is to sit on the throne one
of the statues utters forth in human voice:—King Bhoja

. t. This introduction is lacking in the ‘Jaina version. It begins
with the story of King Bhoja, in which the stories of Bhartrhari and
Vikramaditya an inserted.

. 2. The story of the wonderful fruit is found also in many of the
versions of the Vetalapaficavirm$atika and has been carried into different
western literatures and also in “Tausend und eine Nacht”;sec Oestrley,
Baitdl Pachisl, p. 13 ff. and Weber ibid, p. 212 f. The stanzas that
partly occur in Vairagya§ataka of the poet Bhartrhari have been put here
Into the moyth of Bhartyhari. See also above p. 139 on Bhartrhari.
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If you are, in not ideas, heroism, generosity and other
noble qualities, like Vikramaditya, you will not be able to
sit on this throne. At the request of the king the statue
narrates a story that will describe the nobility of

thought of Vikramaditya and concludes it by saying :

elat sahajamaudaryar S$rivikramanrpasya tavdgre kathitam
evarhvidham audaryam yadi tvayi syat taddsmin simhasane tistha
“I have described this natural magnimity of

heart of King Vikrama. In case you have in you such a

nobility of heart you may sit on this throne”. The king

then tries to sit on the throne, but he is addressed by
the second statue in the same way as by the first, and this
second statue tells another story, and so on. At the end
we came to know that the statues are wives of gods that
are transformed into stone-statues on account of a curse.

By meeting King Bhoja they are freed from the effect of

the curse and return back to the heaven.

The 32 stories in themselves are indeed very fantastical,
and by far are not so lively as those of the Vetdlapaficavir$a-
tiki. And in fact they are outright partly childish, and very
often they possibly are the contribution of the Jaina redactor.
Originally, -this was in no way a manual of morals and in
the least a manual of Jaina morals. The original character
of the stories significantly appears to have begome different
under the Jaina guise or distortion?. The stories, that are
meant to describe the nobility of the heart of the king are now
outright altered, so much so that they make him appear as

1. Edgerton, ibid, tries to show that like the Paiicatantra this
work too was intended to be a niti$astra ( so it is indicated in one of the manu-
scripts), although, not in the scnse of a ““manual of politics, but rather gf
a ‘““manual of (ethical) conduct of life”. Winternitz believes that this
idea was far away from that of the original writer. In all cases the stories
were meant to represent Vikramaditya as a model king, inasmuch as the
work is as instructive as the Rijatarangini of Kalhana. But the character
of the work is esséntially different from that of the Paficatantra. First of
all those who prepared the later recensions tried particularly by inserting
epigrams to make it appear to like the Paficatantra. SeeHertel, in BSGW
1902 p. 127 f. . .

2. This expression is modxﬂed' whex} for example we take into
consideration the inappropriate manner in which the legends of the Jaina
Saint Siddhasena are mentioned in connection withthe stories of Vikrami.
ditya, the crude manner in which the Jaina religion is glorified here(see
W eber ibid 282 ff., 285 ff.,) and the manner in which the saintly redactor
has removed some of the stories (for example III, V, VI) wholly from his
own point of view.
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a Jaina saint, who cannot refuse a request of any beggar and
is always ready to sacrifice himself for others. In a directly
stereotyped manner, however, first of all it is narrated how the
king showshiscoura g e , through his courage he obtains
a boon from some divine being and he presents this with great
courage to the first beggar. This conclusion, the giving away
of the boon, creates the impression of an interpolation, since
stories are so planned as to show Vikramaditya as a fearless
hero, who is always ready to leave his life to chance. The
episode is frequently repeated that Vikramaditya, for ful-
filment of his some desire and for worshipping a goddess for
it, tries to cut off his. own head, but is prevented by the goddess
from doing this, and his desire is fulfilled. This head-cutting
for worshipping a goddess, however, is never Jainistic and be-
longs to Tantra and to the cult in which Durga is offered
a human being!. That the original plan of these stories was
to depict heroism and not the generosity as the best
quality is proved best by the story No. XXXII which probably
is the wittiest of all. It is reproduced here in a few words:—
In the city of Avanti, when Vikramaditya was

ruling, the citizens were very good people. Whatever

they ever brought for sale to the market, was
purchased by the king, in case anything remained unsold

till the evening, so that nobody could complain against

the metropolis that no buyer was to be found for any-
thing that was brought for sale. Then a rogue got built

an iron-statue f Poverty, broughtit to Avant

and asked as its price one thousand dinaras. Naturally
nobody wanted to purchase it. So in the evening the
people of the king purchased it for the high price and

put it into the treasury-hall. Now when Laksmi,
“Fortunc”, saw Poverty there, she went to the king and
complained: “King, I will go away; since in your treasury-

hall, Poverty has come.” The king requests her to stay,

but she says : “Where there is Poverty, I can in no case
stay”. But the king is unable to recede back from

the promise that he has once made and permits Laksmi

1. Similarly in the Kathisaritsagara, sce above p- 362. In case
Aufrecht (Bodl. Cat. p. 152)speaks of a “recension tantrica’, that is
wholly unauthorised ( notwithstanding We be r 207 f.).
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to go away. Soon Discrimination (Viveka) comes
in and says : “O king, we cannot stay in the place where
there is Poverty. Fortune has gone away and I too must
depart.” The king allows him too to go away. After
a short while Courage (Sattva) appears and says:
“Lord, we cannot stay at the place where there is
Poverty. Fortune and Discrimination have already
left before me. I have come here just to bid you farewell,
since I have enjoyed your long association. I will go”.
At this the king shudders and thinks: “Ah, when Courage
has left man, what remains then”’,
prayatu  laksmis  capalasvabhavi
gunah vivekapramukhah prayaniu
pranasca  gacchantu  krtaprayana
ma yatu sattvam tu nypam kedacit
“Let Laksmi, thatisfickle by nature, go;
Let the virtues, with Discrimination as chief, leave:
Even Life itself may forsake him,
But Courage, may itnever desert man”.
Then hesays: “O Courage, letall others go away.
You at least do not go !” Then Courage says : *Sir,
where thereis Poverty, I canin no case stay”. But
the king says : “So now she deprives me of my Head !
Without you what will be life to me ?*” Now he wants to
cut his head off. Courage prevents him from doing this.
At this Courage remains with him and his Fortune and
Discrimination that have left him come back again.
Since in all the recensions the frame-story makes reference
to King Bhoja and Dhard, the work could not be of an
age earlier than the 11th century A.D. Probably it was
written in honour of Bhoja, during the period his reignl,
In about 1574 A.D. this work was translated into
Persian under an order of Akbar the Great.? It has been

1. Cf. Weber ibid2o2; Edgerton, ibid 251. Sincethere
is a reference to the Vetalapaficavirhdatika in the introduction it must be of a
later age. No definite conclusion with regard to its antiquity can be drawn
from quotations found in it (from the Bhigavatapurdna, the Mahinataka,
the Prabodhacandrodaya and Himidri's.DinakinJ; ), since itis not known
whether these citations were in the original work or if they had been
included in some of its later recensions.

2. This translation had been rendered into French by Baron
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rendered into many new Indian and Siarmese languages!
and has been tiken also into Mongolian literature under
the title “Story of Ardshi Bordshi Chan’’2,

King Vikramaditya is the hero of many other narrative
works too. One such workis, the Madhavanala-
Kimakandali-katha® of Ananda, a disciple of Bhatta
Vidyadhara. It belongs to the most popular stories of India
and is still current in popular literature. Itis an interesting

story of love of a Brahmana Madhavanala with a dancing
girl Kamakandala, who, after a long period of separation,
"are at last united through the efforts of King Vikramaditya.
The story is narrated in simple and unartificial prose, in which
numerous Sanskrit and Prakrit stanzas are inserted!, many
of which occur also in the Vetilapaficavirh$atiki. The con-
cluding stanza shows that Vikramaditya is honoured here :

“There is no king who takes pleasure in doing good (to
others), gives charity and is so fearless as Vikramaditya;
nor has there been any”.

Vikramodaya, a collection of stories written in
verses, with King Vikramaditya as the hero, is preserved in a
single manuscript. It has been translated into popular Indian
and English languages. In this book Vikramaditya appears in
the form of parrot as a wise talker. In the fifteenth story is
found the ‘Salomonic decision’ by the side of other narratives on

D.Lescallier (New York 1817) ; see S. d’Oldenburg, JRAS 1888
p- 147;and Th.Zachariae, Kleine Schriften, 1920, p. 162 f.

1. The Bengali version of the vwork has been prepared by Mrtyufijaya
and the same has been translated into French by L. F e er, Contes indiens,
les trente-deux recits du trone (Batris Sinhasan) ou les merveilleux exploits
de Vikramaditya traduits du Bengal, Paris 1883. It is found in Siamese
undea. the title Sib-songlieng; see Bastian in ‘‘Orient und Occident III,
171, ff.

2. Ardshi Bordshi is Raja Bhoja. Cf. A. Schiefner in the
Bulletin hist. - phill. de I’Academie:de St. Pétersbourg XV, 1858,p. 63 ff.;
Benfey, Pantshatantra I, 22 f. and Kleinere Schriften II, 84 ff. and B.
Jtlg, Die neun Nachtragserzidhlungen des Siddhi-kiir und die Geschichte des
Ardschi Bordschi Chan, aus dem Mongolischen iibersetzt, Innsbruck 1868.

The Madhavinala-Kathi, published from three London and three
Florentive MSS with a Translation of the Prakrit Passages by P.E. Pavolini
in OC IX, London I, 430-453. Edited and translated by Pia Guerriniha,
Pisa 1908 (that was not made available to W.; see Pavolini, GSAI 22*
313 f.). There are several manuscripts and two recensions, a smaller one
and a bigger one.

4 Cf. H. Schdhl, Die Strophen der Méadhavinalakathd ( Diss
Miiunster ), Halle a. S. 1914.
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wisesayings!. Paficadandachattra-prabandha,
“The Story of the (Vikramaditya’s) Umbre'las, having five
Sticks”, is a later work prepared by a Jaina compiler who did
not live before the 15th century?. Itis a book containing
stories of magic and witchcraft, full of wonderful adventures,
in which Vikramaditya plays the réle of a powerful magician.
With one stanza in the beginning and one stanza at the end the
compiler has inserted Jaina moral that passes before our vision
like Faust. The language is not pure Sanskrit, but Sanskrit
mixed up with the popular Marwari-dialect spoken in Marwar.

A work, that in form is indeed an epic, but in respect
of its contents stands close to the book described here, is the
Viracaritra® of Ananta. Itdescribesin 30 adhyayas
the struggle of Silivihana against Vikramaditya as a kind of
introduction, in which the adventures of Stidraka, an associate’
sovereign of Salivihana and later of his son Saktikumira are
spoken about mainly. Later, however, he enters into conflict
with him and unites with the successors of Vikramaditya
and other heroes and defeats his enemy. Notwithstanding
these apparently his:orical names, the epic is full of mythologi-
cal legendry passages and numerous stories have been inserted
into'the main story. A similar work is Salivahanakaths,
a poetical biography of Salivahana, by Sivadasa.
Although it is an epic (in 18 cantos), it is partly written in
prose’.

To the most famous and popular narrative work of India
belongs the Sukasaptati, “The Seventy-two Stories
of a Parrot”. This book is not better than other works of
narrative literature and has received a great many interpo-
lations. Of this work we have before us many manuscripts
of many recensions that differ widely from one another, trans-

1. CI Eggeling, Ind. O Cat. VII, p. 1501 ff. and Th.
Zachariae in ZVV 1906, 135 fl.; Kleine Schriften 152 f., 166 ff. A
cycle of stories, in which Vikramaditya appears in the from of a parrot, is
found also in the Jainistic PAr§ vanathacaritra and has been
translated by M. Bloomfield, An art of Entering Another’s Body :
A Hindu Fiction Motif, in Proceedings of the American Philosophical Society,
Vol. 56, 1917, p. 21ff.

2. Edited and trzm§l'atcd by A. Weber, ABA 1877.

3. H. Jacobi, Uberdas Viracaritram, Ind. Stud. 14, 97-160
mit einer Textprobe.

4. Cf Eggeling, Ind. Off. Cat. VII, p. 1567 fI.
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lations in popular Indian languages and redactions in several
foreign languages: but the original must be taken to be irrecover-
ably lost. The Sanskrit text that we possess is of a very late age,
and we are in a position to prove that the original work
must have been older by many centuries. Through the edition
and translation of Richard Schmidt!' the two recen-
sions have come to be known to us, one of which contains a
textus simplicior and the other a textus ornatior. Both of
these texts are in no case related as earlier and later revisions;
but the textus simplicior is just an extract from a more com-
plete text, that is lost to us. This lost text must have been
closer: to the textus ornatior. Although the latter, in course
of time, has removed far from the primary work and contains
numerous decorations and interpolations, still in it, the stories
are throughout narrated in a better manner than in-the textus
simplicior, that in many cases has become obscure on account
of brevity and tastes as partly devoid of humour. Such
is likewise the frame-story, where the textus ornatior, in spite
of all alterations and additions, has in essence remained
faithful to the original version. Below is given in short the
frame-story :—

The merchant Haradatta has a son Madanasena,
who has wholly yielded to sensuousness and always
indulges in, pleasures of love, to which he with wife
Prabhavati surrenders, and both of them completely
neglect the other aims of life concerning both the worldly
affairs and their religious obligations. Haradatta is very
much perturbed on account of the activities of his son.
Then Brihmana Trivikrama, his friend, comes to his
help. The latter procures a wise parrot and a wise crow
(the two are really a Gandharva-pair, who are changed
into birds on account of wrath of Siva for some omission),
which the father keeps in a cage and puts inside the
chamber of Madanasena. Now the parrot gives him
wise advice, by telling all sorts of stories full of instruc-

1. Vier Erzdhlungen aus der Sukasaptati, Sanskrit und Deutsch,
Kiel 1890; Anmerkungen zum textus simplicior der Sukasaptati, ZDMG 48,
1894, 580ff. Textus simplicior, edited in AKM X, 1, Leipzig 1897
and translated into German, Kiel, 1894, Textus ornatior, edited in ABayA
XXI, 2, 1901 and translated into German, Stuttgart 1899; a smaller recen-
sion of the textus simplicior edited in ZDMG 54, 1900, 515ff. and 55, 1901, Iff.
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tions, one of which is that of the holy hunter (dharma-
vyadha!). Through these instructions the young man
becomes aware of his duties to his elders. But when he
starts on a business-tour, he entrusts his two birds to the
care of his wife, before he takes leave from her. Prabhavati
spends a few days in agony caused by th= separation
from her husband, but sh: is very soon persuaded by her
friends to send for a lover. When she is decorating her-
self to meet him, the wise crow reproaches her. But be-
fore the woman is to able to strangle its neck it manages
to fly away in the right time. The wise parrot, however,
approves apparently of the evil intention of Prabhavati.
He says that she is perfectly justified to make her life
happy provided she is also as smart as Guna$alini.
Then the woman becomes further curious, and as desired
by her, the parrot narrates the story of a woman who
was caught while committing adultry, but succeeded
in extricating herself from the snare. At the climax of
the story the narrator stops and says : “what will she do
now ?’ Prabhévati ponders over it for a long time forget-
fully so that in the meantime a greater portion of the night
has passed away. Then the parrot concludes his first story3.
In this manner for 69 continuous nights he continues to
begin each evening a story, in which some clever person
enters, who with some trick or through some clever
word or through some crafty turning knows to overcome
the difficulty.

Whilst the introduction is preserved better in the textus

1. According to the Mahabharata III, 207-219; see above I, 358;
transl. p. 581.

2. The parrot-pair, that wants to arouse the feeling of virtue in a
woman, is met with also in the jitaka No. 198, (cf. also 145), see above
I, 102; trans. p. 127. Cf. Benfey, Pantschatantra I, 271 fl.; Gray in
WZKM 18, 1504, p. 42 and M. Bloom field, On Taking Bicds in Hindu
Fiction, in Festschrift Windisch, p.349ff. In Bapa’s Kidambari too
there appears a clever parrot as a story-teller.

So unconditionally in the textus ornatior. It is ingenuous in respect
of framing that the parrot that wants to prevent the woman from adultry
apparently approves of her intention and advises her to go to her
lover, but actually prevents her from carrying out her design by narrating
stories. In the textus simplicior the parrot fails in his part, when he by
mistake speaks to the woman that he will continue the story on condition
that she will not go to her lover that night.
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-ornatior, the original conclusion appears to be missing in it,
though pro! ably it exists in the textus simplicior. On the whole
both the texts present mixed recensions. Notwithstanding this
we are in a position to draw a picture of the original work
on their basis. So far as the form of the work is. concerned,
it was probably not different from that of our text : a plain
and simple prose!, that alternates with verses, of which the
most are epigrams. Narrative verses are found in the beginning
and at the end of the stories. The epigrams are partly in
Sanskrit and partly in Prakrit. Many of aphoristic stanzas
recur in other narrative works as well, particularly in the
Paficatantra®. Some of the stories, especially fictions, have
been taken from one or the other version of the Paficatantra,
apparently from its Jaina recensions®. On the other hand
many of the stories on adultry have entered into younger
recensions of the Paficatantra from an older version of the
Sukasaptati®.

Since 52 of the stories are common to the two
recensions, we may perhaps assume that they constitute
the primary stuff to the greatest extent. Half of these
stories are on adultry, and most of them are of the type
in which a beautiful clever woman cheats her husband
who takes her unawares while she is with her paramour,
but she is able to free herself from the difficulty through
one or other trick. Others of these stories are of the
type in which a woman who has not preserved chastity
receives either an injury or disgrace, whilst the man,
who commits adultry with her is cunning. The second-
half of the stories are pornographical narratives of

1. It isalso possible that m any of the stories (for example 14, 23,
41, 57) may be going back to their original metrical version. Winternitz
does not believe that the whole of the textus simplicior has sprung up from a
metrical source, as assumed by Her tel (Festschrift Windisch, p. 141).
Likewise it is also possible that many of the stories may have been taken from
popular language. But we are not in a position to deduce from the Prakrit-
stanzas occurring here that the work was originally written in Prakrit.

2. Cf. Hertel in BSGW 1902, p. 125 ff.

3. Cf.Hertel, WZKM 17, 1903, 343ff. and Paficatantra, p. 234 ff.
245ff.; Benfey, Pantschatantra I, 246 ff.; 275 ff.; 283 f.

So perhaps the story of the deceived husband who carries over
his head the cot on which his wife is rejoicing the company of her paramour
(Sukas. simpl. 24, ornat. 38), or the story mentioned above in note 3 p-327;
cf. Benfey, Pantschatantra I, 372f., 163 f.
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all sorts of tricks and pranks of women (adultry excepted ),
thief’s stories, stories of clever judgments or of solutions
of riddles?, and lastly some stories of other sorts of clever-
ness. The stories on adultry and on harlots often verge
to pornographical stories and some of them are out-
right obscene. However, it will be simply wrong to brand
the whole book as a work on pornography. The work
must not be measured with the standard of the West,
but first of all we ought to make a comparison between
it and th~ corresponding works of European literature
of earlier centuries. Frequently striking in these stories
is the misuse of religion for the purpose of cheating. So
(in the third story) the goddess Ambika lends the form
of Vimala to the cheat Kutila with the inteation of
helping him in committing adultry. In other narratives
the woman who has violated her chastity makes cash-
payment towards performance of some religious ceremony
for the purpose of happiness of her husband, or in which
she persuades her husband that her lovers expelled from
the house are the people of the landlord, etc. It isnot
seldom that the meeting takes place in a temple and
there is a verse in which wedding feasts, procession,
temples, places of visit and opera-feasts are enumerated
among the places and occasions for beginning of
love-affairs.

It is not possible to decide with certainty as to who
was the author of the orig'nal Sukasaptati or when was it
written?. The work has been often translated into modern popu-
lar languages®. The famous Pers'on translation Tutinameh

1. For example the storics, in which a magistrate has to decide as to
whom does a woman belong, when her real husband and an imposter lay
claim on her (3, 4), or those of Miiladeva, who has to decide in a quarrel
between two devils as to who of the two has a more beautiful wife of the
two similarly appearing women (30, in the text ornat. 42).

2. The author of the textus simplicior was pethaps a Svetimbara
Jaina, whose name is not known, and that of the textus ornatior, a Brahmana,
Cintamanibhatta by name. Cf. Hertel, Paiicatantra, p. 240 ff.
According to Hertel the textus ornatior was fashioned out ofthe Paficatantra
and, therefore, must have been written after 1199 A.D. On the other hand
the Yogadasira of Hemacandra, written after 1160 A. D., mentiors the ‘70
stories of a parrot” ( Hertel, ibid 234 ff.).

3. Hertel (Festschrift Windisch, 138 ff.) has studied into an
interesting translation in an Eastern Raéjasthani dialect, the Suvibahuttari-
kathd. This translation has been made from a Sanskrit rendering, that has
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has become of the greatest importance for world-literature.
Already in the beginning of the 14th century A.D. there was
a Persian translation of the Sukasaptati, but that was crude
and clumsy. This imperfect translation induced N a ¢ h s c-
habi, a contemporary of Hifiz and of Sadi to prepare an
ornate work!. On Nachshabi’s ‘“Parrot-book’ is based the
‘Persian rendering by K a diri made in the 18th or in beginn-
ing the 19th century?, and one hundred years after Nachshabi
was prepared the Turk ish version®. Nachshabi has, as he
himself states, omitted many of the inappropriate stories and
has substituted for them other Indian stories particularly from
the Vetalapaficavimsati. Through the Tutinam h many
Indian stories have gained currency in West Asia and in
Europe?. No story has become so famous in world-literature as
the 15th one of the Sukasaptati (text simpl.®) of the falsified
divine judgment, that has attained great fame in the “Tristan
and Isolde”® by Gottfried von Strassburg.

as its outhor a poet Devadatta, son of Purusottamadasa. It contains a fine
version of the ‘“Salomonic jurlgment”, in which the deciston is pronounced
by a wise girl (see Benfey, Kleine Schriften II, 156 ff. and above II,
112; transl. p. 138). The stories of this version have been translated by
Hertel, Ind. Mérchen, p. 320 ff. Of little interest is the Marathi-trans-
lation that has been rendered into German and published by R. Schmidt
( Leipzig 1897, AKM X, 4),

1. In the yé¢ar 1330 A. D., according to P. Horn, Geschichte
der persischen Litteratur, Leipzig 1901, p. 212 f.

2. See Hertel, Das Paniicatantra p. 244.

3. On Nachshabi’s Tutinameh, see Pertsch in ZDMG 21, 1867,
505-551. The version of Kadiri, thai contains only 35 stories, had been
translated into German by C.]J.L. [ken in 1822 A.D.Guethe was
full of admiration for this translation and commended it as a tasteful compo-
sition in respect of the translation of the Sukasaptati promised by Kose-

arten (simtliche Werke, edited by Goedeke, Bd.8, 364 ). A new
impression of Iken’s translation of the ‘“Persischen Papageienbuchs” with an
introduction by R. Schmidt has appeared as vol. .21 of the “‘Kulturhistori-
schen Liebhaberbibliothek”. The Turkish version of the Tutinameh (with 73
stories) has been translated into German also as vol. 17 in the “Bibliothek der
Romane”’ in the Inselverlag by George Rosen (Leipzig 1858). Cf. also
Hertel, Paficatantra 239 ff.

. There are also two Malayan versions of the Parrot-book; see
Pertsch, ZDMG 22, 568. Many of them have been taken into the
Mongolian collection ‘‘Ardshi Bordshi® too.

5. In the textus simplicior the same story occurs as No. 24, but
without the judgment of the god.

6. The oldest datable form of this story, that takes us back at least to
the sth century A. D., is the one in which a paramour is mad and takes hold
of his beloved within his arms, so that she can swear that she had not the
occasion of having any person other than this fool in between her arms;
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Like other famous works of Indian literature the Suka-
saptati too has repeatedly been imitated by later-day writers
and indeed both in Sanskrit and in popular languages!.
One such imitation, composed in $lokas in the fashion of the
purdnas, is the Dinalapanikasukasaptati,
“the seventy stories of a parrot in daily conversation?’. A
remarkable version of the Sakuntali-legend is narrated as the
story of the 16th day.

A famous book of world-literature that with a high degree
of probability can be considered to be going back to an original
Indian work, that is not available and stands in close relation
to the Sukasaptati in respect of its subject-matter, is the Book
of Sindbad. The Arabic writer Masidi, who died
in 956 A.D., says about the Kitab el Sindbad that it had come
from India. In essence this work is the same as the Persian
Sindibad-nameh, a version included in Nachshabi’s Tutinameh,
the Syrian book, Sindban, the Arabic version, that is found
under the title “The Seven Wazirs” in many manuscripts of
“Thousand and One Nights”, the Hebrew version, under
the title Sindabar, the Greek book Syntipas and lastly the
“Seven Wise Masters” of the region of European literature,
that ‘depend on them?® The introduction, ‘that is very like
that of the Paficatantra, is Indian. In the Sindbad too a king
makes over his son to the care of a wise man, who promises
to make him in six months so wise ‘“that on the whole of the
earth no wiser man will be found”. Indian is also the idea
that stories are to be told for the purpose of saving'some person’s
life, here that of a prince, who is condemned to death. Most
of the stories are retold in one or the other Indian narrative

it has been translated by Chavannes, Cing Cents Contes I, No. 116 from
the Chinese Tripitaka. The motif has been inapropriately used in the jataka
No.62. Ona Mongolian version see B. Jilg, Mongolische Mirchen,
Erzihlung aus der Tristan und Isolde, monogolisch und deutsch, Innsbruck
1867. Cf. A. Pfungst, Aus der indischen Kulturwelt, Stuttgart 1go4,
115 ff., Zachariae, Kleine Schriften 282f., and particularly J. J.
Meyer, Isoldes Gottesurteil, Berlin 1914, p. 74 ff.

1. A list of such imitations has been is given by R. Schmidt,
Vier Erzihlungen aus der Sukasaptati, p. 6 ff.
2. Specimens with German translation by R. S chmidt, ZDMG
48, 1891, 629 f.; 46, 1892, 664 ff.
. 8. On the whole of this literature see V. Chauvin, Biblio-
graphies des ouvrages Arabes, t. VIII.
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work, so the story of killing of the innocent mongoose in the
Paficatantra, but especially the stories of adultery and over
all the stories of wickedness of women. It almost seems that
in this respect the work was meant to be a supplement to
the Paficatantra, a book of lessons, with which young men
could be appraised of the trickeries of women and be warned
against them?.

Less certain is the Indian origin of “Thousand and
One Nights”, although this work in its framing shows great
similarity with works like the Vetalapaficavimsati, the Vikrama-
carita and Sukasaptati and th- contains other stories that
are doubtlessly Indian2. J. Charp entier? has, in a Jaina
commentary of the 1lth century A.D., found as frame of a
series of narratives, the story of queen Kanayamafjari, who
will like to have the king devoted to her exclusively and there-
fore, every night before going to sleep she asks her maidservant
to begin a story that she should continue the next evening.
By this curiosity is aroused in the king, so that for six months
he discards all other women and always sleeps with Kanaya-
mafijari alone. Charpentier sees in this the model of Sheher-
zade and presumes that the Pahlavi original of the Arabic
collection may have been translated from an Indian popular
language. About the frame of the ‘“Thousand and One

1. Comparetti (Ricercheintorne al Libro di Sindbad, Milano
1869) and Th. Ben fey (Pantschatantra I, 12f., 23, 38 ff., 503 ff. and
Kleinere Schriften II, 27 ff.) have already pointed to the Indian origin of
the book of Sindbad. This evidence has been ma-le completeby S. Warren
(Het indische origineel van den Griekschen Syntipas. Verslagen en Medev.
der kon. Akad. van Wetensch., s. IV, t. 5, p. 41 ff), who has shown that
many distarted and unintelligible passages in Greek syntipas are not different
from the unfortunate translations of famous Indian epigrammatic stanzas.
“In case a conclusion can at all be allowed to be deduced from analogies, it
will appear that the original Arabic text is a faithful reproduction of the
Pahlavi text and this one goes back to the Indian original”, NO6ldeke,
ZDMG 33, 524. Cf. also Hertel, ZDMG 55, 1901, 488. On the Indian
origin of the book of Sindbad, cf. Hertel, ZDMG 74, 1920, 458 ff., who
has traced the story of the ‘cheated cheat’” in a Jaina Sanskrit textofa

oem of 548 stanzas, Ratnacidakathda of Jiidnasagara
middle of the 15th century A.D.) and in a poem in old Gujarati.

2. We have a great number of stories and motives in the “Thousand
and One Nights” that are doubtlessly of Indian origin and the whole lay-
out of the work like Schachtelgeschichte, is not of minor Indian origin
August M it 11 er, Bezz. Beitr. 13, 1888, 225 ff., 239 ff. Ind. Stud. 15, 212 ff.;
Gray, WZKM 18 ,1904, 39 ff. and ERE VI, p. 3.

3. Paccekabuddhageschichten 134, 146 ff. see above II 321, Trans.
P- 433-



BHARATAKADVATRIMSIKA 85

Nights’ E. Cosquin! has shown that all the chief
constituents rest on Indian motives. But the facts do not warrant
the statement that the Pahlavi basic work was wholly trans.
lated from some Indian language. It will be prudent to assume
that a Persian poet had planned the frame and the series of
stories in imitation of some Indian original®’.

Many Sanskrit works of narrative literature have been
probably taken recently from popular languages into Sanskrit.
Apparently of this typeisthe Bharatakadvatrim$ika?,
“Thirty two stories of the Bharatakas” (a class of beggar-
monks). They are stories of foolish and wicked people meant
exclusively for ridiculing the priests.

For example here we find the story of the mendi-
cants, who build a chain for the purpose of reaching the
heaven, and the first of them firmly fastens the chain to the
tail of the heavenly wish-cow (Kamadhenu),and when he
wants to show to his companion the dimensions of pan-
cakes that they will be offerel in the heaven to eat, he
loses hold of the tail of the Kamadhenu and all the
mendicants fall on the earth. Another famous story is
of a simpleton, who cuts the branch ofa tree on which
he is sitting and takes the man, who tells him that he
will fall down, to be a great prophet, and gives so
much credence to his talk that he lets himself die‘.

1. La Prologue Cadre des milles et une nuits etc. (Extr. de la Revue
biblique), Paris 1909.

2. However, it is noteworthy that even the stories of Sindbad and

Ahiqar (see above II, 111; trans. p. 137) taken into the *““Thousand and One
Nights” have so many parallels in Indian narrative literature.

3. Individual stories from this work communicated by Aufrecht,
ZDMG 14, 1860, 569 fl.; and Festgruss Roth r29ff.; Weber, Indische
Streifen I, 245ff; P. E. Pavolini, SIFI 1, 1897, s51ff; Hertel,
Indische Mirchen, p. 148 ff. According to Hertel, (ibid 376 f.) the book
conceals ‘‘under the harmless form of popular fools’ stories opposition of the
Jainas against the Saiva monks, whom they hated moston account of the
bloody sacrifices practised by them”. In the stories neither about Jainism nor
about a “polemic writing’’ much is to be found. Probably they were collected
together by a Jaina for ridiculing the Bharatakas. J. Hertel has edited
the Bharatakadvitrirh§ikd (Séchsische Forschungsinstitute in Leipzig, Ind.
Abt. No. 2, 1921) and in vol. 5 of the “Indischen Erzibler” ( Leipzig 1922),
and he has translated it with Somadeva’s fools’ stories into German. Supple-
ment to the edition, ibid p. 194 ff. Probably the author is Munisundara,
(1359-1446 A.D.).

4. This story has alarge number of parallels in world literature; see
R. Kdhler in Orient und *“Occident” I, 431 ff.; 765 ff.

“Winternitz—History of Indian Literature, Vol. II, 25, - .. -




386 ORNATE POETRY -— HARIBHADRA

A similar work is Katharnava, “Sea of Stories”
of Sivadasa, with 35 stories, in which occur also the stories
of fools and thieves!. The legends of the Mahabhirata and
the Rimiyana have been caricatured in Haribhadra’s
Dhirtakhyana, thatis written in Prakrit stanzas?
Purusapariksa® (“Test of Man” by the poet
Vidyapati4 acollection of stories written in the second
half of the 14th century, too betrays its popular origin. There
are 44 instructive stories (in prose with intercalated epigrams)
that are meant for the purpose of teaching and are set in a
‘frame-story. The apparently sober frame is as follows :—

A king has a wonderfully beautiful daughter, whom
he wants to give in marriage. He asks a Brahmana
as to how he will be able to find a worthy husband
for her. The latter describes to him the different
ty\pes of noble and ignoble persons (the ‘“‘hero of
generosity”, the “hero of kindness”, the “hero of battle”
the “hero of truthfulness”, the thief, the coward, the
greedy, the worthless, etc.), and for each type an example
is added in the form of a story. Most of these stories
are not particularly interesting. But a beautiful story
is the example of the man who has distinguished himself
in wit (hasavidya). IV. 13:

Four burglars are caught while committing theft
and they are ordered to be put to death. After three
thieves have been impaled, the fourth one escapes by
speaking to the hanger that he wants to communicate to
the king the formula a powerful magic. The king becomes

1. Cf. Aufrech t, Bodl. Cat. p. 153f.; Weber, Indische
streifen I, 251f; Pavolini, GSAI g, 189 ff.

2. Cf. E. LEUMANN in the deliberations of the 46th convention
of German philologists and teachers in Strassburg, 1891, p. 193.

3. Cf. Brockhaus in BSGW 1857, p.22 ff.; Aufrecht,
Leipzig, No. 406. Editions with Gujarati translation, published Bombay
1882. An English translation of Kalee Krishun Bahadoor, Calcutta 1830. The
work has been translated also into popular languages, so in Bengali. [ The

best edition with Maithili translation is by Shri Ramnatha Jha.Patna 1960. ]

4. The poet had received the grant of a village from King $ivasimha
of Mithila in 1399 A.D. (when the latter was still a crown-prince). The
copper-plate grant is not existent. Vidyapati is the author cf the Durgabhakti-
tarangini, a hand-book of the Devi-cult, too. He is more famous as a writer
of religious hymns in the Maithili language of Bihar. Cf. Griersoxn, Ind.
Ant, 14, 1885, 182 ff,
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curious and allows the thief to be brought to him. He
reports that he knows to grow trees of gold : gold seeds
are sown on the earth. After a month a shrub grows up,
of which the leaves are of pure gold. The king provides
him with facilities to grow gold. The thief is given a
lump of gold that is cut into smallest pieces. He ploughs
a piece of land and says: “Since now the field and seeds
are ready, kindly let a man be brought to sow the seeds”.
The king enquires from him as to why he himself does
not sow. He replies : a thief cannot sow gold ; this can
be done only by a person who has never stolen any-
thing. Now it so happens that neither the king nor
his minister nor the chief judge is able to assert that he
has never stolen. At this the burglar says : “why then of
all persons, am I alone to die ?”’ At this the king is so
much pleased that he not only grants him his life but
also makes him the gate-keeper of his court!. )
Lastly we must include under narrative literature some
works that contain stories on historical personalities, but cannot
be considered to form historical literature in any sense, since
they contain all sorts of anecdotes, without any consideration for
historical truth and without any scruple with regard to anachro-
nisms. The works of this type are the Prabandhacintia-
mani of Merutunga and Prabandhako$a
of Riajasekhara® The Bhojaprabandha?
of Ballala too belongs to the same class of work (end of
the 16th century A. D.). In these works the life and activities
of courts of Indian princes, particularly literary parasitoriums,
are described very nicely in a simple style in prose and verses
(of which most are epigrams). But the contents are only
stories that are associated with the names of the famous king
Bhoja and of the poets and scholars, who are presumed to have

1. Text and translation in Brockhaus, ibid 34 ff., German
alsoby J.]J. Meyer, Dasakumaracarita, p. 69 ff. A similar story in the
Katharpava; see Weber, Ind. Streifen 1,251 f.

2. See above I, 332 f., Transl. p. 520.

3. Edited by Th.Pavie in JA 1854-55,s.5. t. IIL, 185 fl.; t. IV
385 ff.; t. V, 76 ff. with exitacts translated into French byK.P. Parab,
Bombay NSP 1896, by Viasudevafarman, Bombay NSP 1913. The great
popularity of the Bhojaprabandha is proved by its large number of manus-
cripts and different recensions, see L. Oster, Dle Rezensionen des
Bhojaprabandha, Diss. Darmstadt; 1gr11. . .
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lived in his court. So for example Kilidisa is made a contem-
porary of Bhojal. This work can in no case be considered
as historical. It is unhistorical to the highest degree and has
misled many of the researchers of former times?.

ORNATE FICTION

It has already been mentioned above, that according to
Indian rhetoricians metre does not constitute an essential
component of poetry, rather a “kiavya” can be composed
‘equally well in either verse or in prose or in admixture of
prose. and poetry®. “Kavyas” in prose are the Sanskrit
fictions. Of the ornate court poetry, they possess all the
characteristics -excepting the metre : descriptions overrun
with ornate pictures and similes, unending long compounds,
puns and other embellishments. However, the plot of the
fiction is not taken as in the epics, or from the legends of gods
and heroes, but mostly from fable-literature.

In thismannerthe Da§akumiaracarita, “the
Adventures of Ten Princes”* differs from works like Gunadhya’s
Brhatkathd more on account of perfection in the style of
ornate court poetry than in the matter of the subject-matter.
Dandin’s work too is a cycle of tales and stories that are set
in a common frame. The frame-story, in brief, is as follows :—

The kino of Maoadha is defeated in a battle by

I. pf the beautiful translation of the story by Hertel, Tantra-
khydyika - Ubersetzung I, 13f. Sec also R. Pischel, Furst und Dichter
im alten Indien ( Deutsche Revue 29, 2, 1904, p.-5t1ff.and Quackenbos,
The Sanskrit poems of Mayiira, p. 42 ff.

.2 L assen, Ind. Altertumskude III, 836 ff., has treated the story
of king Bhoja of _Dhird with the use of Bhojaprabandha and of similar
Bhojacaritra. This wotk too has a tale-like character, but many historical
conclusions are deducible from it. ‘

3. See above p. 13f.

. Editedby G.Biihler and P. Peterson, Bombay 1887 and
1891 (B%S Nos. 10 and 42); an earlier edition by H. H. Wilso a , Loadon
18«26. German translations by J. J. Meyer, Leipzig, Lotus-Verlag o.
J. (1902) with a valuable introduction, and by H. Haberlandt (with
abridgements) ,Miinchen 1903. Cf. H. H. Wilson, Works III, 342 ff;
Weber, Ind. Strexfgn I, 308 ff; Talub-ul-Ilm. Ind. Ant. 4,187s,
l'.:57-P fl. Winternitz states that the edition of N. B. G odabole and
- P. Parab, Bombay, NSP. 1883 and that of M. R. Kale, Bombay
i9’7 were not available to him. A new German tianslation of the Dasa-
e.“mi'i ;faﬁm had been just published by J. Hertel (Die Zehn Pringen,
xm ndischer Roman von Dandin, Vollstindig verdeutscht, 3 vols., Indische
rzébler Bd. 1-3, Leipaig 1g22). ;
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the king of Milava and flees away into the forest, where.
his wife gives birth to a son, Prince Rijavahapa. At
the same time a son is born to each of the four minister
of the king, and shortly after him five different princes
are brought in a wholly wonderful manner to take shelter
under the former king. These ten boys, princes and
ministers’ sons, grow up together and are trained in all
crafts and sciences in a similar manner. When they grow
up, the prince with his companions starts for ‘“victory of the
world” (digvijaya). One day, in the Vindhya-mountains he
meets a Brahmana Mitanga, whom he renders some help in
achieving certain magical power for acquisition of mastery
over the nether-world. After different adventures the
prince resumes his own journey. In the meantime his com-
panions, searching for him, go out into the world. Since
the prince does not find them, he too begins to stroll about
and at last comes to a park, where he meets some of his
companions. One by one all the ten princes are reunited,
and each of them narrates the story of his adventure, that
he has experienced during the intervening period.
The stories that are narrated within this frame have
very colourful contents. J. J. Meyer?! has called the
Dagakumairacarita a ‘“Schelmenroman (knaves’ fiction)”
and Pischel? a ‘“Sittenroman (moral fiction)” and
likewise one may call it also a “tale-fiction”. Some of the
stories of are knave’s fictions, so the stories of Apaharavarman,
Upaharavarman and Arthapila, that are full of intrigues,
knaveries and scoundrel’s activities, Her tel callsita
“political fiction”, and in his opinion it is a narrative work
meant for instruction, like the Tantrikhyayika. But this does
not appear to be correct. Although the poet has occasionally
shown his knowledge of artha$astra, still he has planned his
work as a light literature.

Prince Apaharavarman is a master-thief and
scientifically schooled burglar. He speaks about larceny
as a wholly honourable profession. Therein he is not
a person devoid of moral grounding. He plunders a

1. In the title to his translation.
2. DIZ 1gog, Sp. geen,
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city for the purpose of helping a2 man ruined by a harlot,
s9 that he m»yy regain his fortune, s'nce he has
heard that the city is full of rich miserly fellows : for
this he is resolved to follow “the instruction prescribed
by Karnisuta! in order to make them realise the perishabi-
lity of wealth and to bring them to senses thereby”.

Even Upahiaravarman, the hero of the second story, in

his turn, who has no scruple either in respect of falsehood,

or cheating or killing in his activities directed for getting
possession of a queen, is declared ‘“‘moralist” by Raija-
vahana, who says :

. pasyata  paratalpikamupadhiyuktamapi  gurujanabandhavya-
sanamuktihetutayd dusiamitrapramapanabhyupdyatayd rajyopa-
labdhimilatayd ca puskalavarthadharmavapyariradhat \

“See , even by sinful mounting the nupti 1 bed of another
person he has earned abundant profit (arthe) and
merit  (dharma) inasmuch as the main purpose has
been to secure release from arrest his venerable elders
and it has been the means of killing a wicked enemy
and that of the root of attainment of a kingdom.”

All the stories are full of tale-like branches and rare
adventures.  The complication of treatment sometimes
reaches to such a degree that the reader often gets tired in
loosening the thread of the story. In all the stories miracle
plays such a great réle that it significantly interferes with
suspense. Everything , for example, is ordained from before.
All happens as it must happen. But this takes place, not on
the ground of some internal necessity, but as a sequence to
some curse, a predestination, a dream, a prophesy, etc. The
arbitrary nature of tales prevails everywhere. When there is
something bad with the hero, the reader has no fear about him,
since it is known from before that he will somehow be relieved
of it. Everywhere strong eroticism prevails. With predi-
lection the poet tarries when he describes the beauty of
women and when he paints love-scenes. Many of these
places do not only prove Dandin’s thorough knowledge of the
kamaéastra, but also of real poetry. Full of thoughtful colour-
splendour is, for example, the description from the beginning of
the fifth chapter, where Pramati narrates, how he falls asleep in

2. Author of a work on theft.
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the forest and suddenly wakes up in the company of beautiful
women and finds himself close to the most wonderful princes
Navamaliki, the most beautiful of all of them. )
That our poet does not lack in humour is demonstrated
by the story of Rsi Marici and the harlot Kimamafjari:—
One day the harlot rushes forth into the hermitage
of Rsi Marici after declaring that she is determined to lead
a forest-life. The mother of the harlot follows her and
protests against her adopting this course. The sage de-
cides that she may live in the hermitage for a day, know
the forest-life, return back to her mother and then again
follow her profession. But the harlot serves the sage with
great love and attention, and she does not take a
long time to make the sage begin to love her fully. To a
harlot’s talk on virtues he retorts with a talk about the
love-god. Lastly she invites him to the town on the
occasion of the love-feast where she appears with the age,
who is entirely captivated by her, in a royal park, where
it is promptly declared that the harlot had made a
bet that she would allure Rsi Marici with her charms.
After she has won the bet, she bids the sage farewell, who
returns back to his hermitage ashamed and full of
remorse. Through this lesson he finds again the path
to attainment of peacel. .

In respect of language Dandin shows himself as a
master of the kavya-style overburdened with e nbellish-
men!s that of course alternate with the simple language
of the plain narrator. Here is an example of the poet’s
metaphorical language :—

After th's the above-mentioned sage Marici to whom
Apahirvaman has narrated his story, tanmanas cyutatama-
hsprasabhiyevdastam raviragat rsimuktasca - ragak sandhyatsena-
sphurat tatkathadattavairagydniva kama'avanani samakucan.

1. That this story of Marici is a transformation of the legend of
Rsyadrga, as meant by Luders, NGGW 1897, 109, is not believed by
W. Cf. also J. J. Meyer, Das Weib im altindischen Epos, p. 407 f. The
story may be compared also with the legend of Saint Martinianus, but
Garbe (Indien und das Christentum, p. 116 f. A) rightly considers the
similarity as accidental. In both the stories, there is a harlot who bets that
she will allure a sage, but the rest is wholly different. But the stories of
alluring holy men ae so frequent in Indian as well as in Christian literature
that we can hardly think of dependence of the one on the other.
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“The sun set as if out of fear of touching the dark
that had leaked out of his mind. And the lustre of
love discarded by the sage shone forth as the evening-
glow. The lotus-forests folded themselves as if they had
been given freedom from passion™!,

The entire chapter VII is a stylish ornate
work, in which there occurs not a single labial sound?,
since the lips of the narrator Mantragupta have been
wounded by his struggling beloved in their amorous
sport. It is no wonder that there the language has be-
come very bombastic, so when Mantragupta narrates:
niaksatrasantanahdrayastyagragrathitaratnam  ksanadandhakara-
gandhahastidaranatkakesarinarh  kanakasailasrigararnigaldsyali-
lanatam gaganasdgaraghantarargarajilarighanaikacakram
karyakiryasaksinarn  sahasrdrcisam  sahasrdksadiganganarnga-
rdgardgiyitakiranajalam rakiranirafijalimaradhya nijaniketa-
tanam nyasisriyam; ‘‘I'returned home having worshipped
the sun, the jewel strung at the top of the garland of the
line of the stars, the lion, who alone tears asunder the
elephant in rut of darkness, the dancer who dances at the
peak of the mountain of gold, the o n 1y crocodile who
traverses the surface of the thick waves of the ocean of
the sky, who is a witness of noble and ignoble activities,
who has thousand rays, whose net of rays is painted with
the sandal of the body of the lady of the direction of the
thousand-eyed god “with offerings of red lotuses'”.

As regards the height of the creative talents of Dandin
it is hardly difficult for us to arrive at a decision as to how
far the stories have been composed by his own-self or have
been worked upon some older sources. Probably the writer
took the motif of the frame-story from the Brhatkathi of

1. Translation from the German rendering of Meyer, p.212 (text
ed. Godabo le, p. 8g).

2. In the Kdvyddarsa 3, 83 Dandin himself states that this ornate
piece is particularly difficult. “In fact, when somebody hears the seventh
chapter read aloud he has actually the impression as if somebody is reciting
it with wounded lips (Jacobi , ZDMG 4o, 1886, g9 f.).

3. So also Ratnavali, Act III, V, 49. J. ]. Meyer (p. 324), follow-
ing W., appears to have read ¢kanakram for H-cakram. Peterson (text
II, p. 46) does not give a variant reading for nakram.

4. Thatis Indra, the defender of the Bast, The quarters are of the
female sex. '
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Gunadhya, since in the Kathasaritsigara (chapters 69-103)
we find the story of a prince, who had ten ministers’ sons as his
companions, who were separated from each other as a sequel
to a curse and after their reunion each of them narrated his
own experience. In other stories as well we find many
parallels and harmonies between the Kathasaritsagara and
the Dasakumiracarita. They make it apparent - that the
poet knew the Brhatkathi and had utilized it. Since many
of the stories occur also in the jataka-books, in any case, it is
certain that Dandin had not composed all the stories himself?.
The Das$akumaracarita is of great interest for cultural
history. In particular we get an insight into the life and
activities of unworthy people, rogues, buffoons, thieves, gamb-
lers, and harlots. We see here amongst others a presentation -
of buffoons, over whose head stands a Brahmana. Here we
are able to know about the life in a gambling den and we can
see the practices of a poison-doctor being ridiculed. We find
here described the fight of cocks and a detailed picture of the
ball-dance of a princess. We obtain a thorough knowledge
about the condition of life of harlots. The profession of
harlots is as ordained by the creator and is under the protec-
tion of the king. The story of Nimbavati in chapter VI throws
remarkable]sidelight on sexual relationships and on the position
of women in society. The story of Virabhadra in chapter
VIII is important (also for the history of niti§astra), where
the daily course of king’s life is described more minutely and
in apparent agreement with the Kautiliya-Arthadastra.
Unfortunately the Da$akumiracarita has not come
down to us in an intact form. The original work must have
been developed from an introduction and the stories of ten
princes. But the beginning and the end got lost early, so that

1. The vetdla-stories are included in the story of the sixth minister
in the Kathasaritsagara. Similarly in the Dafakum. in Mitragupta’s story
of the sixth “kumara” are included four stories, of which the 4th one, that is
of Nitambavati, that has the common tendency with one of the vetdla-stories,
in which the hero attains his goal through the crude trick that he practises
on his wife under the suspicion of her being a witch, Cf. Charpentier,
Paccekabyddhageschichten, p. 143 ff; Lacdte, Essai sur Gupidhya
289. Here we find also the story of the ungrateful wife (also in the Kathi-
saritsigara 65, 2 fl. and the jataka No. 193, see above II, 104; transl. p. 180)
and of the ideal wife who can prepare a dainty dish out of paddy-straws
(in the jktaks No. 546 marrated with much wit and humour).
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the genuine text contains only seven stories and the beginn-
ing of the eighth one. But our text begins with a section
(pairvapithika) that contains not only, as might be expected,
the introduction (on the birth and early youth of the ten
young men), but also the stories of two princes and also the
beginning of the story of Rajavahana. This parvapithika is
- the composition of a later writer, who has attempted to imitate
the style of Dandin. The last story has remained incomplete!.
As a master of ‘“‘crooked speech’™ (vakrokti), Subandhu,

the author of the fiction Vasavadatta? enjoys high
reputation in India. Bana says that before the ¢ Vasavadatta”
pride of poets sank down?. A century later Vakpati (Gaiida-
vaha, verse 800) says about himself that he enjoyed the
poetry of Bhasa, Kalidasa, Subandhu and Haricandra. And

1. In many manuscripts the parvapithikd is wanting, a thing thatis a
strong pioof for its not being genuine. Another attempt made to complete the
work of Dandin isone Dasakumarcaritapirvapit hik ain verses
of Vindayaka and yet anotheris the Dad§akumara kathasara,
likewise in verses, of Appayya Mantri n (or Appayimitya). More-
over,the Dasakumarakathasesa, in5 ucchvasas, of Diksita Cakr a-
pani is a continuation of the work of Dandin. Lastly Maharajadhiraja
Gopindathainhis Dasakumarakathi claims to have improved
upon Dandin’s work, but in fact he has, under insignificant alterations and
additions, mercly added his own introduction and his own conclusion; see
Eggeling, Ind. Off. Cat. VII, p. 1551 ff. Meyer, Inttoduction to
his translation, p. 134 ff. has tried to defend the authenticity of the pirva-
pithika. R. Schmidt ( ZDMG 64, 1910, 476) is satisfied with one “non
liquet”. But most,of the researchers are unanimous in declaring it as
spurious. Cf. A. Gawronski, Sprachliche untersuchungen iiber das
Mrcchakatika und das Dasakumdiracarita, Diss. Leipzig 1907, p. 45 ff;
Charpentier, Paccekabuddhageschichten, p. 144 f.; Lacdte in
Meélanges Lévi, p. 267. Hertel (Dic zehn Prinzen, Bd. 3) has now with
the help of documents proved that the plirvapithika is spurious. He believes
(vol. 3, p. 46) that Dandin never completed either its beginning or the end.
As regard the beginning W. says that he does not think this opinion as
probable. It is, however, possible, that the work was never completed.

2. Standard edition of Fitzedward Hall with the commentary of
Sivarama Tripathin in the Bibl. Ind. Calcuita 1859, translated into English
by L. H. Gray (with reprint of the transcription of tue Telugu edition,
Madras 1862) New York CUIS, Vol. 8, 1913. CI. Weber, Indische
Streifen [, 369 ff.

3. Bapa (Harsacarita v. 12) does not mention Subandhu as the
author of the “"Vasavadatia”.It is not probable that he means Bhasa’s “Visa-
vadatta”, because Bhasa has been mentioned in v. 16. However, there was
a much older dkhydyika with the title “Viasavadatta” that has been referred
to by Patafijuli (on Pin. 4, 3, 87), and materially it cannot be concluded that
this is meant by Bana. But the researchesof W. Cartellie r ’i (WZKM
1, 1887,155,f1.), Thomas, (ib. 12, 1898, 21 ff.) and Mankowski
(ibid 15, 1901, 246 f.) have shown that Biapa had imitated Subandhu and
had tried to surpass him, and it can hardly be doubted that in this verse he
means the *‘Viasavadattia” of Subandhu.
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still in later centuries Subandhu is mentioned among the carliest
poets!. We know nothing about the life of this writer and we
donot find his any other work mentioned anywhere. Subandhu
has nothing in common with the drama of Bhisa except the
name of the heroine. It is not known what was the source
whence Subandhu took the plot for this fiction. He has hardly
created it himself. But even if he himself has composed
the story he has in any case utilized a long series of current
tale-motives: love in dream, talking bird, magic horse, trans-
formation into a stone-slab etc. But it is clear that it did not
occur to the poet to invent adventures and to narrate them, but
rather he wanted to show his mastery in respect of the kavya-
style. His style is Gaudi rit, that is the kavya-style over
burdened with long compound words, accumulated puns,
antitheses, hyperboles, ornate similes and all other possible
figures of speech. A brief survey of the contents and a few
probes of the style can hardly be of any use, since the style
is garbed in such a different language that is totally untransla-
table, a fuller representation from this little delightful work
is given below :—

Kandarpaketu, the son of King Cintamani, sees
in a morning-dream a young girl of wonderful beauty
and begins to love desperately this dream-picture.
With his friend Makaranda, he goes out,in search of his
beloved. They pitch their night-tent under a tree in a
forest. At midnight the prince is aroused from slumber
by a conversation. He watches and listens to the talk of
a parrot-couple and thence learns as follows:—The
king of Kusumapura has only one daughter Vasavadatta
who refuses all suitors, although she now is of marriage-
able age and her father has already arranged for
selection of a husband by her ownself. Butin a dream
she sees a young man who possesses all the beauty and -
perfection that she likes and learns that his name is Kanda-
rpaketu. She is overtaken with burning love for this youth.
A preacher-crow is sent in search of the beloved. The
latter eventually sits on a tree and immediately hands

1. Vamana quotes the ‘‘Visavadatta” in his poetics. The author
of an inscription of the year 808 A. D. tiies to imitate the style of the Visa-
vadattd; see Kielhorn, Ep. Ind. 6, 239 ff. '
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over to Kandarpaketu a love-letter written to him in verse
by Vasavadatta. Under the guidance of the love-messenger
they immediately start for Kusumapura. The two lovers
meet in a pleasure house in a garden and each of them
begins to love the other at the very first sight: they fall
into swoon, and recover fully at once. The friend,
of Viasavadattd describes to Kandarpaketu the torture
of love that her mistress has undergone and in the
meanwhile she says :—tvatkrte yanaya vedaninubhitd sd
yadi nabhalk patrayate sagaromelanddyate brahma lipikardyate
bhujarigapatirva  kathakayate tada kathamapyanekairyuga-
sahasrairabhilikhyase kathyate va : “The agonies of this
young girl on your account can be described only if the
sky becomes a leaf, the ocean, an inkpot, Brahman
himself becomes the scribe, Sesa, the world-snake, the
narrator; and still the time that will be taken to do
this will be many thousands times of the age of the
world™’1,

But Vasavadatta is to be given in marriage
the same day to the king of Vidyadharas according to
the decision of her father. So Kandarpaketu runs
away with her on his wonderful horse and returns back
in a moment into the Vindhya forests. They pass the
night in a hiding grove. In the morning they are tired
and fall fast asleep. When Kandarpaketu wakes up
he finds that Vasavadatta has already disappeared. He
searches for her in vain, and is so much perplexed that
he wants to commit suicide. But a heavenly voice, that
promises to unite him with her, prevents him from doing
this. For many months he lives in the forest. There
one day, while strolling about, he sees a stone-bust, that
looks like his beloved, embraces it—and Vasavadatta

. I. AsZachar iae (Gurupljikaumudi, p. 39) has shown that
this passage (ed. Hall, p. 238 fI.) goes back to an old verse. The same
idea recurs also in the Talmud and in the Koran, in the German folk-song
(“Und wenn der Himmel Papiere wir” ctc.) and in songs of many other
nations, as shown by R. K6hler (Kleinere Schriften III, 293 ff.) and
A. Herrmann (Ethnologische Mitteilungen aus Ungarn I, 1887, p.
12 ff.,, 211 ff., 319 ff.; supplement by R. K8hler, ibid p. 312 ff.), Zacha-
riae (ZVV 11, 1901, 331) shows a passage in Ph. Baldacus in his
book on India (1672) where the deeds of Kygna are doscribed with the
same hyperbele.
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lovingly stands before him. She has gone away to
collect fruits for her beloved and is knocked down
by two mutually fighting heroes, who in the fight not
only strike one-another but also destroy the hermi-
tageof a sage. The sage mistakes Visavadattai to be
the cause of the mischief and curses her to be trans-
formed into a slab of stone, but he tones down the curse
by saying that she will regain her real form, as soon
as she is touched by her lover.

Much more important than this tale for Subandhu
is the description of persons with unendingly lengthy
high epithets, descriptions of the night, of the moon, of
the sunrise, of the sunset, of the spring, of the rains etc.
He possesses mastery in the use of words and expressions
having two meanings. For example Kandarpaketu is
described as one ‘““who like the spring has distributed
pleasures to many thickets”, that may be rendered also
as: “who like the spring has offered much pleasure to
different beautiful women. The beauty of Visavadatta,
as seen in dream by the prince, is sketched in ornate
pictures in which the poet manifests his accurate know-
ledge of kamasastra and does not omit a single physical
charm of the beautiful woman!. The swelling breasts,
the slender body and the heavy hips are especially
described with bold similes: for example, “she is ornamen-
ted with a look that has become quite small with anxiety
that she (the look) can not see her moon-like face that
has become curved under the weight of her high breasts, or
likewise on account of the fatigue caused by the pressure
of the tough round hips and the pitcher-like breasts......
she is sparkling with her golden breasts that resemble
coffers filled with diamonds of love, that are visible seal-
like nipples, or that they are fixed in the spike-like nipples
for fear of tumbling down on account of their extra-
ordinary growth,...... and they are like little houses in
which the god of love, tired in course of his conquest of
the three worlds, has taken his abode, etc.”

The beauty of Viasavadatta, as it is actually seen
for the first time by Kandarpaketu, is described in a multi-

5. He occasioually mentions also one Kamasiitra of Mallaniga.



398 ORNATE POETRY — SUBANDHU

tude of puns, that may appear to the people of the West
so tasteless, but probably they charm the Indian panditas
the most, since they prove the poet’s knowledge of all
sciences. For example, it is said: ‘“she has painted her feet
red (raktapada) like grammar”, (since raktapida may also
mean “underlined in red for analysis”); “she has beautiful
joints  (suparvans) like the Mahabharata” (the sections
of the Mahabhiarata too are called parvans); “she is like
logic because of her shining beauty (uddyotakarasvaripi),
since it is said in respect of logic that it attained its final
form through Uddyotakara, the famous author” etc.

In the description of nature Subandhu has an
inexhaustible syurce of similies: so the stars are like
the froth of the foam, emitted by the sun’s panting horses
tired on account of their journey in the sky; they raise
the doubt, whether they are not white lotus-blossoms in
the great lake of the sky; they look like zeroes that the
creator has written on the ink-black antelope - hide,
namely the dark for the purpose of expressing the abso-
lute voidness of the samsdra at the time of calculation
of creations ... and they are comparable to the tear-drops
of the residents of the heaven who are weeping on account
of disappearance of the sun.” The rising sun is red ““as if
with the blpod of the elephant of darkness killed by the
lion of the morning crimson with his paws...like a vessel
of melted iron......like the red the ante-curtain of the
great actor time”, etc.

The descriptions in unendingly long passages
with endlessly long compound words are often inter-
cepted by very small expressions that are meant to
describe some sentiment. So for example in a des-
cription of the night the dialogue...wholly small passages,
full of expressions having two meanings reproduce the
nocturnal activities of the lovers.

The large number of extant commentaries on the Visava-
datta! on one hand prove great popularity of the work, espe-
cially in scholarly circles, and on the other they show how
difficult it is.

1. They have been enumerated by Hall, Preface. p. 43. . Oa.
Sivarima’s commentary see Gray, JAOS 2¢,:1go3, :57 8.
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The author of the second famous fiction is B ina
(Banabhatta), the first poet, about whose life and age
we know more surely. He lived in the court of king Harsa-
vardhana of Thanesar (606-648 A.D.), and as his court-poet
wrote his main work the Harsacarita (Life and Deeds
of Harsa)l. It is a historical novel in prose with only a few
verses scattered here and there?, In the introductory stanzas,
that form a kind of foreword, he praises Vyasa, the poet of the
Mahabharata, as the highest of all among his predecessors,
the prose-writers Subandhu and Haricandra, the poem-writer
Satavahana (Hala), the epic writer Pravarasena, the dramatists
Bhisa and Kalidasa and the story-teller Gunadhya, the author
of the Brhatkatha. Then he generally speaks about poery.
He requires in poetry a new subject, fine judicious expressions,
unusual play of words, a clearly expressed sentiment and
an elegant language”. These requirements are actually ful-
filled in his work. In the matter of style he competes
with Subandhu?, whom he hardly reaches in respect of play
of words and artifices, but still stands far above him in real
poetical genius. His plays of words in fact often are witty,
his pictures and similes are not artificial, but indeed poetically
fashioned. Fortunately the admixture of poetry and truth
occurs both in the narrative and descriptive parts4, in which
we cannot easily distinguish between poetry and truth. Above

1. Edited with Sabkara’s commentary by A. A. Fiihrer,
Bombay 1909 (BSS). Translated into Englishby E.B. Cowell and F. W.
Thomas, London 1897. Cf. Bhau Daji in JBRAS X, 1871, 38 ff;
Fiithrer in OC VI Leiden III, 2, 199 ff.; RW. Fraser, Literary
History of India, p. 255 ff. The English translation is based on the edition
published in NSP, 1892. On the two recent editions of the Harsacarita
(by P.V. Kane, Bombay 1918,and by S.D.and A. B. Gajendra-
gadkar Poona 1919)sec FW. Thomas, JRAS 1920, p. 384 ff.

2. In the main colophon the work is mentioned as a mahdkduya, but
in the introductory verses (20 f.) Bana himself calls it an dkkydyiké. So
all the manuals of poetics. Cf. Lacdte in Mélanges Lévi 268 f.

3. See above p. 394, note 3.

. 4. As a work of history the Harsacarita is of limited value. It is
significant that Bana tells us that his hero was born *‘in the month of Jyaistha,
on the 12th day of the dark fortnight, at the moment when the tula (libra)
was in ascension, immediately after the time of the dusk, when the baby night
had just begun to rise up”, but the year of his birth is not given. Yst many
of the statements of Hiuen-Tsiang and of the inscriptions are supplemented
and corrected by the valuable information given by Banajsee Biu hlér,
Vikramankadevacarita, Introd. p. 4 f; Ep. Ind. 1, 67 ff; 4, 208 ff; and
Rapson, JRAS 1898, 448 ff. .
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all true are the numerous descriptions of the life in the court,
the usages, customs and religious conditions of the age.
For the latter in particular the Harsacarita is of unestimable
value. Biana comes of a Brihmana family, in which religious
ceremonies are strictly observed. Hence he is perhaps
thoroughly conversant with all the religious practices and he
never misses an opportunity to describe the religious cere-
monies, that are observed on the birth of a child, at the time
of a marriage, after death, at the start on a sujourn, on home-
coming, while marching into the battle and on all other possible
occasions. On each such occasion the presents that are made to
Brihmanas are mentioned. In respect of cults, however, the
offerings and ceremonies in honour of Siva, Durga and the
Mother prevail. Often the topic is about the Saiva sect
and ascetics. Astrology and favourable and unfavourable
omens as well as the means of protection against the latter do
not play an insignificant réle. But numerous other cults and
sects are mentioned. Harsa’s father was a sun-worshipper.
Harsa himself appears in chapter VIII as a distinguished
friend of Buddhists and direct adherent of Buddhism. Interest-
ing is, however, the enumeration of the followers of diffe-
rent sects and mendicants who crowd a forest-hermitage
described here'. The poet speaks about all the religious sects
with equal veneration. However, he is still sufficiently worldly
and does not miss the opportunity to hurl unkind criticisms
at the mendicants of the different sects; so for example in the
beautiful enumeration of the beings that are difficult to be
found in the world?:
yadyapi ca vibhuranabhimano dvijatiranesano munirarosanah
kapiracapalah  kaviramatsaro vanigataskarah  priyajanirakuhanih
sadhuradaridro dravinavanakhalak kinafonaksigatah mrgayurahimsrah
pdrasari brahmanyah sevakah sukhi kitavah krtajiiah gopyak priva-
vagamdtyah satyavadi rajasanuradurvinitasea. ................ :
‘A prince having no pride, a Brihmana, not seek-
ing any gain, a sage, who does not ge: angry, a monkey,
that is not unsteady, a poet who has no jealousy, a

1. Ed. Fihrer, p. 316, English translation, p. 236. —vitardgairdrhatair-
ma_skaribhilz Svstapataih  pdndurabhiksubhirbhdgavatairvarpibhih........ «oeanyaisca
svan sodn siddhantdiichynvadbhirabhiyuktaiscintayadbhil. ...........

2. Ed. Fdhrer, p. 249, English translation p. 171 f.
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trader, who is not a thief, a husband who is not vindictive,
a noble man, who is not poor, a wealthy person, who is
not wicked, a niggard, who is not a thorn in the side, a
hunter, who is not ferocious, a Pariasarya monk, who
may be a pious Brahmana, a servant, who is happy, a
gambler, who is grateful, a mendicant, who is not a
ravenous!, a slave, who gives friendly advice, a minister,
who speaks the truth, a king’s son, who is not dis-
courteous.”...... »
In the first two chapters Bana tells his biography that
contains extraordinarily valuable statements about his life.
The poet begins with the statement that he narrates a
legendry history of his family of the Vatsyayanas?, wholly
in the style of the puranas.-- But after this he reports
in a wholly historical fashion about his birth, his early
education and lastly his vocation in the court of King
Harsa. He was a son of a Brahmana Citrabhanu and
of the Brahmani Rijadevi. When still a boy he lost
his mother, and in the 14th year after his birth also his
father, who had become his second mother and whom
he loved cordially. In the beginning he bemoans on
account of the bereavement, but soon he finds himself in a
bad company and commits many heinous crimes, due to
which he attains notoriety. In fact it was a remarkable
Bohemian, about whom young Bana, according to his own
story, used to move about : there were poets, amongst
whom there were also such ones as composed in popular
languages, musicians of all types, begging mendicants of
different sects and all classes of nuns, a snake-charmer, a
young doctor, a reader, a goldsmith, a scribe, two singers,
a painter, an actor, an actress, a chamber-maid, a
magician, a buffoon, etc. His parents had left to him
a handsome heritage, but his lust for adventure carried
him to foreign regions, where he made great travels for

1. This is wanting in Fihrer's edition.

2. We are obliged to leave the question of deciding whether we have
here a tradition curtent in the family or if it is purely a fabrication of the
poet in imitation of the purana-legends. Winternitz@considers the latter
as probable.

Winternitz—History of Indian Literature, Vol. 111, 26.



402 ORNATE POETRY — BANABHATTA

the purpose of seeing foreign countries. After he had
whiled away his youth in such an unrestrained manner, by
and by he learnt about the life in court and in society of
clever and wise people and got trained in traditional and
spiritual practices prevalent in the family of the Vatsya-
yanas. And when in course of years he returned back
to his native land he was greeted by members of his
family “as if on some feast.” After he lived at home
with his relations for a long time, there came one day a
message from his friend Krsna, king’s brother, that the
*latter asked him to come to the court of the king, since it

was not right that he passed his life away from the court,
“like a fruitless tree far away from the rays of the sun”.
After some deliberation he resolved to follow the vocation.
He quits his native place and joins the court of King
Harsa, whose love and confidence of the highest degree
he wins very soon. After he has spent some time in
the court'; he goes to meet one of his relations in his
native land. He is received, honoured and greeted. A
reader is ready to read from the Vayupurana. On this
occasion a singer compares the deeds described in the
puranas with those of Harsa, that induces a cousin of the
poet to request him to narrate the story of Harsa. After
some modest hesitation Bana agrees to abide by this
request.

In many places the narrative itself is as interesting as the
description of persons. So the descriptions of localities and situa-
tions as well as the descriptions of nature occupy much space,
in which bold pictures and similes are as little wanting as puns.
Only a few probes from Bana’s style can be given here?

The panegyric description of Harsa, when Bana sees

1. With this begins the third chapter and the transition to the life
of Harsa. This introduction corresponds to the usual introductions found in
the puranas, that usually begin with the statement that a ysi appears in the
assembly of curious people and after a short or prolonged request he begins
the story. Bana has dcvclofpcd in an original manner, this purina-type of
introduction into a piece of autobiography.

2. Itisin !ny case impossible to present an accurate account of the
style of this ornate prose, since the compact Sanskrit construction (parti-
ciples, compounds, locative ahsolute) is as unimitable as the numberless
‘puns and alliterations ‘are,



NARRATITE LITERATURE — HARSACARITA 403

him for the first time, occupies not less than ten printed pages!,
that make a single sentence. “He saw Harsa” (all that
follows is expressed in participles)...
kayyakathdsvapitamapyamrtamudvamantam...  arunapidapalla-
vena sugatamantharorund  vagrayudhanisthuraprakosthapysthena
vrsaskandhena bhasvadvimbadharena prasannavalokiteni candra-
mukhena krsnakesena vapusa sarvadevatdvatiramivaikatra darsa-
yantam.. vikacamukhakamalakarnikakoSena anavaratamapiyama-
nasvdsas- urabhamivadhomukhena ndsdvamsena...harsamadraksit-
“who was vomitting fort the nectar, that he had not drunk
even in the discourses on poetry” ( that is, he was reciting
the poem, that he had not heard from anybody else, but
had composed himself),...... who was appearing, with
his body with his reddish shoot-like delicate reddish foot
(with the sprout of feet of Aruna)?, with his beautifully
slowly moving thighs (with slow thighs of Buddha),
with his forearm, that was as hard as the weapon
of thunderbolt (with strong arm of the holder of the
thunderbolt i.e. Indra), with his shoulder of a bull
(with the shoulder of the god Dharmat), with his bri-
lliant lower lip (with the lower-lip of the sun-god), with
his pleasant look (with the pleasant look of Avalokita)
with his moon-like face (with the face of,the moon-god),
with his black hair (with the hair of Krsna), like the
incarnation of all gods in one body...... who with his
nose, that resembled the bud of a fully blossomed lotus,
extending out of his face, was inhaling the fragrance of
its smell etc.”

About Prabhidkaravardhana, the father of Harsa,
it is said that he was a quarrelsome man so much so that
even the sight of his own reflection in a mirror in the
sheathe of his sword that he had in his hand was painful
to him*. “For him hostility was a present, fight, a

1. Ed. Fihrer, pp. 110-120, (English translation, pp. 56-64). .
Fiihrer, p. 175 (Eng’lish translation, p. 101 f.). pp- 56-64). 3 Ed
2. Aruna was born without legs. He is the chariot-driver of the sun-

god. The second meaning of each of the double-sensed compounds is given
within the brackets. ,

. 3. . So according to the commentary : Vrsan may be an epithet of
. Agni, Visnu or Siva.

\ 4. karadhrtadhautdsiprativimbitendtmandpyadiyata,
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favour; beginning of a battle, a festivity; the enemy, sight
of treasure; excess of foes, a good luck; call to fight, a
boon; an accidental fall, a great favour done by fate and
striking with sword, shower of wealth'.

The early bringing up of Harsa is beautifully des-
cribed. His lotus-like face shining with little teeth looked
like sprouts of pleasant smile pushing up as a consequence
of wetness caused by the sprinkles with the pitchers
of his mother’s breasts.

In chapter V the scene of death of King Prabhikara-
vardhana 1is . described 1n an attractive manner.
Among the king’s physicians there is one who is only 18
years old, but he is particularly clever, who loves the
king sincerely and when he sees that the condition of the
latter has become hopeless, burns his ownself. Whilst
at this Harsa is wholly perplexed, a maidservant of the
queen comes and reports to him that his mother has made
up her mind to die by burning herself in fire. Harsa
rushes forth into the female apartment. Then he is
struck with the cries of the queens, who are resolved to
die with their husband. They touchingly take leave of
even the trees of the garden and of the birds in the cages
and of maidservants. As he enters, he sees his mother,
who is ready to die. In her hand “she is holding a picture
of her husband so firmly, as if she is determined
to die.”  She is decorated by her servant and by her
devotion to her husband; she is fir.nly supported by a
swoon and an old woman, both of whom are well-trusted
by her; she is embraced by a friend and agony who
are united with her in her trouble; she is surrounded
by an attendant and pain, that have taken possession of
all of her limbs; the sons of the high royal family and
strong breathing are by his side and behind her are

1. yadca vairamupdyanath vigrahamanugrahamh samaragamarm mahotsavam
Satrurh nidhidarSanam aribahulyam abhyudayam dhavahvdnar varapradinamavaskanda-
padtarh distavrddhin Sastraprahdrapatanath vasudhdrdmamanyata.

Ed. Fithrer, p. 175, (English translation, p. 101f.)

2. janan ipayodharakalasapayahsikarasekddiva jdyamanairvilisahasitankurair-
dasanakairalankriyaménemukhakamalam : Ed. Fihrer, p. 191 (English
translation, p. 116).
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standing the very old chamberlains and agonies’”!.

Harsa falls at the feet of the queen and implores her

not to forsake him and to abstain from the decision. But

she replies that she, as daughter, wife and mother of
heroes, does not mind anything else so much as not to
live as a widow. For her it is life, not death that is the
greater evil. Harsa is obliged to accept her argument
as correct, so unfortunately it is with him too. Yasovati

burns herself on the bank of the river Sarasvati, and a

little after this the king dies. The corpse is burnt and

death ceremonies are performed. The servants and
ministers of the deceased partly die and partly become
ascetics or monks of different sects.

Bina is a master in the description of personalities. So
the military events of Field-Commander Sirhhandda (in
chapter VI) are described with greater prudence and with
much more ornate puns. Splendid is the description of the
commanding officers of the elephant-troups, “whereof the
bridge of the nose (ndsavamsa) is as the family-tree of his
own king (nijanrpavamsa)”.

With the description of the crimson red setting sun and
of the rising moon—the sunset indicates the bloody battle
and the fall of Harsa’s enemies, the white moon the brilliant
fame of Harsa—ends the chapter VIII, and for us the whole
work. It is not probable that this is the actual end of the
work or that the poet left the work incomplete. Rather we
are to assume that the end is lost to us.

The Kadambari? a novel,is the second work of the
poet. It remained incomplete on account of death of Bina
while he was working on it. It was continued and completed
by the his sons Bhisanabhatta or Bhatta

1. dhdtryd bharitrbhaktya ca nijayd prasidhitam mircchaya jaratyd ca nija- |
samstutayd dharyamanam sakhya pidayd ca vyasanasanigatayd semalingitar parijanena
santdpena ca grhitasarvdvayavena paritas  kulaputtrocchavasitaisca mahattarairadhis-
thitam kafcukibhirduhkhaiscativrddhairanugatan............... mdtararn dadarsa (Ed.
Fidhrer, p.229).

2. Edited by P. Peterson, Bombay 1883 BSS; translated with
occasional omissions by C. M. Ridding, London 1896. Index of the
contents by Peterson in the introduction to the edition of Weber,
Indisché Streifen I, 452 and Lacdte in Mélanges Lévi 259 fl.
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Pulina! in the style of his father. This novel rests on a
tale, that we find in Somadeva’s Kathasaritsagara (59, 22-
178) and in Ksemendra’s Brhatkathamafijari (16, 183 f.), and
from this we have to assume that Bina knew the Brhatkathi
of Guniadhya?. The work consists of a series of intercalated
stories in the style of narrative poetry. The story itself is of
little interest. The style is similar to that of the Harsacarita,
only with this difference that corresponding to the context
pain on account of love and yearning for love are the basic
motif of the poem—the sentiment is a different one. In
the Harsacarita the pathos prevails and in the Kadambari,
quietism and love. Here too we find big descriptions, far-
fetched similes and puns, unendingly long compounds and
endless sentences. “The story”, as W e b er says®, “proceeds
in high-flown bombasts, under which (or at least the patience
of the reader) often gets disturbed...... This prose is a real
Indian forest, where progress is impossible through the under-
growth until the traveller cuts out a path for himself, and where
even then he is confronted by malicious wild beasts in the shape
of uncommon words to terrify him.” However, it is remarkable
that the monstrous words and atrocious sentences are capable of
being cut into small sentences in simple and natural prose.
However tiring the reading of the novel may be for the people
of the West, we must keep in mind that for an Indian reader it
presupposes that he has a thorough knowledge of Sanskrit and
for him the work has its own charm. But when we find in a
modern Bengali novel published in 1871 that the heroine in
her boudoir reads the ‘“Kadambari”, it certainly does not
reflect the actual condition of life, but it merely shows that the
Bengali author wants to prove his knowledge of Sanskrit
literature. The ‘‘reading of this book” has never been easy,
nay even for the learned Indians, so a novel that ladies read

1. So heis called in a manuscript of the year 1647 in M. A.Stein
Catalogue of Sanskrit MSS at Jammu, Bombay 1894, p. 299.

2. Ksemendra knew the work of Bina. Bina has probably changed
the names of persons and places and has introduced into the story more of
complications. The concluding portion, particularly the one completed by
the son of the poet, contains many deviations. Hence he must have known the

plan of his father. Cf. Mankowski in WZKM 15, 1go1, 213 ff. \
3. Ibid 353, Against this Lacdte (ibid p. 259) praises as “le

charme de cette oeuvre tout imprégnée de tendresse, de mélancholic et
d’espérance en une seconde vie”.
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in their boudoir for diversion could not be this. A few probes
about the style and character of the work may be sufficient.

The love between Kadambari, the heroine, ad Candra-
pida originated at the first sight as follows :—

“Sesendriyanyapi me vedhasa kimiti locanamayanyeva
na krtant \  kitwanena  krtamavadatam karma  caksusd
yadaniv:ritamenam  pasyati | aho citrameladutpaditarn  ved-
hasa  sarvaramanipanamekam dhdma | kutah ete ripatisaya-
paramanavah samdsaditah \ tannianamenamupdidayato vidheh
karatalaparamarsaklesena  ye vigalitda locanayugaladasrujala-
bindavastebhya  etani jagati kumudakamalakuvalayasaugandhi-
kavananyutpannani’’ ilyevam cintayala evdsya t syd nayanayu-
gale nipapata caksub | tadd lasyd api...cintayaniya riapatisaya-
vilokanavismayasmerarh ~ niscalanibaddhalaksam  caksustasmin
suciram papata | locanaprabhadhavalitastu kadambaridarsana-
vihvalocala  tva  tatksanamardjata  candrapidah | drstvd
ca prathamarn  romodgamah ) tato  bhasaparavah tadanu
kadambari samuttasthau | atha tasyik kusumdyaudha eva
svedamajanayat | sasambhramotthanasramo yyapadesobhavat
urukampa eva  gatim rurodha |\ niapuraravikrsiaharmsamanda-
lamapayaso lebhe | nisvisapravyitir evamsukarm calari cakara |
camardnilo  mimitlatarn  yayau 1 antahpravistacandrapida-
sparsalobhenaiva nipapata  hrdaye hastah \ sa eva karah
standvara:-ayyijo babhiva | ananda  evasrujalamapatayat
calitakarndvatarmsakusumarajopyajamasit \ lajjaiva  vaktur
na dadau | mukhakamalaparimalagatalivrndam dvaramagat |
madanasaraprathamavedanaiva  sitk@rmakarot | kusumaprakara-
ketakikantakaksatih sadharanatamavapa | vepgthureva karatalama-
kampayat |\ nivedanodyatapratihdrinivarazam kapatamabhit
lada ca kadambarim visato manmathasyapi manmatha iva-
bhaddvitiyak taya saha yo vivesa candrapidahrdayam

“When the prince saw the beauty of the moon-
like face of Kadambari, his heart began to throb
violently with pleasure like the nectar of the ocean
(when in the whirl the moo. and Laksmi see each other).
And he thought within his own self - “Why did the
creator not convert all my other limbs into eyes ? Or
what noble action was performed by my eye (in an
earlier birth) that it has found the oportunity of seeing
her uninterruptedly ? : Ah ! what a wonder that the
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creator has made her an abode of all lovely objects !
Where did he find the atoms for making this exquisite
beauty ? Certainly all these fragrant lusters, clotuses and
water-lilies, that are in the world, originated from the
drops of tears from her two eyes on account of the fatigue
caused by the touch of the hands of the creator while
making her”. —While he was thus thinking his eye fell on
her two eyes. Then even her eyes, that were smiling with
astonishment caused at the sight of excessive beauty,
remained motionless gazing at him. But Candripida,
shining under the rays of her eyes, bewildered at the sight
of Kadambari, was at that instant looking like a moun-
tain. After she saw him, her hairs got erect; then there
ensued the sound of her ornaments and then there stood
Kadambari. Then the god with flower arrow (i.e. god
of love) himself caused sweat (on her body)—exertion
caused by sudden rising was the pretension. Trembling
of the thighs prevented her movement, but the swarm of
bees attracted at the tinkling of her anklets were held
guilty for this. Her garment was set into motion due to
heavy breathing, but the wind of the deer’s tail passed for
the cause. Her hand fell on her heart on account of desire
for touching Candrapida, who had entered within it, but
that very hand became the object with which she covered
her breasts. Pleasure caused tears to drop from her
eyes, but the pollens of flowers of the ear-ring passed for
its cause. Bashfulness prevented her from speaking,
but the swarm of bees that had arrived on account of
fragrance of the lotus of the face was taken to be the
instrument. The pain caused by the wound of the first
arrow of love-god caused sigh, but pricking of the thorn
of the ketaki in the heaps of its flowers passed for the
cause. Tremor caused shaking of the palm of the hand,
under the pretext of the stopping the messenger, who was
ready to deliver a message. And when the god of love
entered into Kadambari, there was born a second Cupid,

~and yvxth her he entered into the Heart of Candraplda.”l

Very characbcnstlc of Bana’s {as 'ih Subandhu’s)

o style are' the dialogues -mserted m the tmddle of a dwcnp-

5. Ed. Peteraon,p 189f.., Ed NSPP ﬂﬂ-ﬂ'
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tion or a narrative in quite small sentences for the purpose
, of giving lively expression to some sentiment. So Kadam-
bari sends the following love-message to her lover :

kim va sandiSami : atipriyositi paunaruktyam |

tavdharh  priydtmeti jadaprasnah \ tvayi gariyananuraga iti
veyalapah | fwayd  vind na  jiwimityanubhavamrodhah
paribhavati mdmananga  ityatmadosopalambhak | manobhave-
naham bhavate dattetyupasarpanopayah | baldddhrteti bandhaki-
dharstyam | avasyamdagantayyamiti saubhigyagarvah | svayamd-
gacchamiti  stricapalam | apanyinuraktoyar  parijana  iti
svabhaktinivedanalaghavam 1 pratyikhyinasatikayd na
sandisamityaprabuddhabodhanam \ anapeksitanujivitaduhkhadirund
Syamityatipranayitd | jfidsyasi maranena pritimityasambhayyam |

“What message can I send to you ? ‘You are
very dear to me’—will be tautological. ‘I am yours’—
will be a silly p-opo ition. ‘I have deep affection for you’—
will be the talk of a prostitute. ‘Without you I cannot
live’—will be a contradiction to actuality. ‘I am over-
taken by Cupid’—this will be impertinent. ‘I have
been forcibly abducted’—this will be impudence of a
captive girl. ‘You must come’—this will be expressive
of pride on account of good luck. ‘I come of my own
accord’—this will be fickleness of 2 woman. “This slave is
not devoted to anybody else’—this will,be my meanness
to report my own devotion. ‘I do not send message for
fear of refusal’—this will be bringing to tense a senseless
person.—‘I shall suffer terrible pains in case I lead an
undesired life’—this will be excessive familiarity. ‘You
will come to know of my love through (my) death’—
this will be an impossibility’!.

Though not to the extent as the Harsacarita, the
“Kadambari” too is of much value through many-fold
allusions to the manner and customs of the time, in parti-
cular to religious life in the Saiva circles.

1. Here (ed. NSP. p. 414 ) comes to end the story composed of
Bma himself. It is followed by the second part (Uttarabhiga) with its
introductory verses, it which the.son of Bana states that he wants to complete
the work of his father; not on "account of his pride for composing poetry, but
because the incompleté work-of his father will bé painful to the noble.
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Thus for example all rites and sacred ceremonies
that childless Vilasavati performs and gets at last a son,
are narrated in detail. She sleeps fasting and wearing
white dress in the temple of Durgd on a bed of reeds
covered with grass; she bathes in the cow-shed, offers
rich presents to Brahmanas on every fourteenth day of
the dark-half of the month she performs religious baths,
visits the temple of the Mother, worships holy trees,
etc. In another place the Saiva ascetics are d:scribed
in a very lucid manner: with fore-heads marked with
white ashes and rosary in hands, in red garments and hold,
a staff; they have matted hairs or according to their vow;
‘they wear either the animal hyde or the bark of a tree!l. A
very interesting passage is the one in which the po-:t avails
of the opportunity to firmly decry the custom of burring
of widows?.

Elsewhere we have already spok:n about the Jaina
novels that were written on th= model of “Kadambari®”.

Indian and Greek Novels

Apart from the question of relationship existing between
Indian and Greek Fables in verses, treated abov:, we
should discuss here the problzm as to whether or not the Indian
and Greek fictions have influenced each other. Relatively fiction
appears in Greek literature in a later period, but in all events
earlier than {the times when Dandin, Subandhu and Biana
wrote their fictions. Hence the presumption that Indian
novels originated under the Greek influence. Peterson?t

1. Ed. Peterson, pp. 64, 208,

2. Ed. Peterson, p. 1753 f. Cf. Winternitz, Die Frau in den
indischen Religionen ( Archiv fiir Frauenkunde 1917, Sond. 1920) p. 64 f.

3. Above II, p. 336; transl. 534. :

4. Kadambari, Introduction p. g8 ff, Weber, Ind. Stud. 81, 456
agrees with Peterson. So also Horovitz, Spuren griechischer
Mimen im Orient, Berlin 1905, p. g6 and with him H. Reich, DLZ
1915, 553 ff. derive Indian fiction from Greek. Reich (ibid 594 f.)
will like to prove that the story No. 834 of the “Thousand and One
Nights” is a Greek story in an ‘‘Arabic garb’; but all the parallels
referred to by him—dream-life, ship-wreck, frequent Change of fortune,
accurate descriptions of love at first sight, heroines of wonderful beauty—hold
good even for Indian fiction; and in case Reich is correct in respect of
the Arabic novels, hisopinion will be so also for the Indian novels.
H. L u c a s(in the Philolozus, N. F. 20, 1907, p. 29 ff.) ““in der Verteidigung
der Originalitdt des griech' . hen Volksgeistes und der Abwehr unberechtiger
Anspriiche der Tndologie” .13 shown his over-enthusiasm on little pertinent
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had first of all given expression to this hypothesis and on its
basis he believed to have discovered in the “Love-story of
Kleitophon and Leukippe” of Achilles Tatius all sorts of
echoes of and parallels to th: Indian fiction. But the single
really striking parallel is a lengthy explanation on the life
and marriage of plants!. In case here is an actual continuity
of marriage of trees with creepers, that is more often mentioed
by Indian poets, we shall be obliged to accept with L a c 6 t e?
that this idea in India is original and that it has been borrowed
by Greek writers and developed by them. L ac 6te points
also to other characteristics that are found in Greek fictions
and go back to well-known Indian presentations. So in the
“Ethopian Stories” of Heliodor is mentioned a mysterious herb,
that like the Indian plant Vranasarirohani cures a wound
in three days, and at another place in the same novel it is said
that gods are to be recognised by the staring eyes and by the
feet not resting on the earth?, a current Indian representation.

E. R o hd e* has already pointed out that the motif
of love in d eam and following it the selection of husband by

arguments. F. Lacéte, Essai sur Gunidhya (1908), p. 284f., refutes
the hypothesis that Indian novles, especially the Brhatkathi, originated
under the Greek influence; but he repeats the same hypothesis in 1911 (in
Meélanges Lévi 250 note 2) and (p. 272ff. ) and supports the contrary view. On
the relationship between Indian and Greek fictions, see G. N. Banarjee
Hellenism in Ancient India, p. 218 ff. He comes to the conclusion that the
difference is far greater than agrcement and that we are not in a position to
assum: the dependence of the one on the other. See also Keith, JRAS,
1915, 784 ff. (against Lacdte).

1. Here it is said that in the opinion of philosophers, a plant loves
another. In particular there are male and female palm-trees. “The male
loves the female’’, and when they are widely separated, the former withers.
A farmergoesto a raised up place and notes there a tree b:nding itself.
As soon as he knows it, he is cured of his illness : he takes a branch from the
female palm-tree, grafis it into the heart of the male one and thereby they
rejoice. The decayinz stem comes to life again and eaj»ys the company of
his beloved” Liebesgeschichte des Klitophon und de Leucippe, aus dem
Griechischen des Achilles Tatius tibersetzt, Lemgo 1772, (towards the end of
the book I). That is however, diffcreat from the marriage of the mango-
tree and the jasmine-creeper, for example in act IV of Kalidasa’s “Sakuntala”
or of the small mango with the Madhavi creeper in the ‘“‘Kadambari”
(p. 567 NSP Ed.).

2. Mélanges Lévi, p. 302 ff.

3. But even in the artistic representation one concentrated on the

sovereignty of the swinging stride of the supernatural being : see K. Sittl,
in the Handbuch der klassischen Altertumswissenschaft VI, 812.

4. Der Griechische Roman, 2. Aufl., Leipzig 1900, p. 47 ff.
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sclf, through which the lovers are united first of all ina
dream, has been repeated in the story of Zariadres und Odatis
too, that Athenacus (XIII, 35) narrates according to the
report of Chares of Mytilene, a courtier of Alexander the
Great as in Subandhu’s Visavadatti. In Firddsi’s Shihnameh,
the daughter of the king of Rim, Katiiylin, meets her lover
Gustav, first of all in a dream, and then she selects him as her
husband. It is apparantly sufficient to prove that the stories
are associated together and that Subandhu has borrowed his
motif from a very old story, that was taken to Persia already
earlier, where it was heard by the Greek'. It is much less
probable that here one should assume the influence of the
Indian novel through Greek, especially when even the Greek
narrate the story as oriental, glittering on the Persian soil®.
But characterist'cs of this type can only prove that a
number of Indian tendencies found way into Greek novels,
but this cannot prove that the whole Greek family was borrowed
from India. The characteristic form of the Indian novel
is the insertion of stories in a frame story. Lacdte?® now
points to the fiction “Die Wunder Jenseits Thule” of Antonius
Diogenes, where the entire story of the hero is told in the first
person in the form of his biography. But the essence of an
Indian narrative work is that its frame is an independent
story in which other stories are inserted in an ornate manner.
But when a person narrates his own experiences, it is obvious
that probably a Greek writer could have planned it in the same
way as an Indian. Besides the fact that in Indian as well
as Greek fictions travel-adventures and love-stories are
interlaced in one-another can hardly be the ground for
making the hypothesis of their mutual dependence probable.
It is remarkable that in the wonderful adventures in the whole

1. The self-selection of husband ( svayamvara) is prevalent also amon8
other nations (see Rohd ¢ ibid, p. 52 note 3), but it is above all usual in
Indian poetry.

2, Certainly it is going too far, when Weber (Ind Stud. 18, 458)
writes : The story of Vasavadatta is in substance already found in Athenaeus.
The destruction by one another of the two parties of thiefs in Subandhu’s
novel reminds Weber of the Greek novel and of thc animation of the
statue though the emkracing m the’ Pygmahon

3. JIbid 283 ff.

< e g
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of the fiction of Antonius Diogenes1 we do not find a single
parallel to Indian stories. It is most improbable that the Greek
could have ever known that work of the type of the “Visava-
datta” or of the,“Kadambari” or that they were able to under-
stand it. The Indian fiction is so ornate a composition, 2 work
of court poetry, suiting so much the Indian taste and its origin
from the popular Indian literature with the use of particular
style of ornate prose is so fully clear, that the hypothesis about
its origin on some Greek model does not at all come into
consideration®. It can in no case be proved that an y
Greek fiction whatsoever had come into India or
an Indian fiction had reached Greece. Only this much is
probable that some individual stories, tales, swangs, witty
anecdotes and above all individual motives had been taken
from one country to another. Even in that case this occur-
rence took place rather through oral transmission than through
any literary influence.

The Campiis

The campis form a particular type of kivya. They are
poetical compositions, in which verses in ornate metres and
ornate prose are mixed up together without letting either
metrical or the prosaic form prevail. Since even in prose
fictions we find interspersed verses, snd especially wh-n even
narrative works like the Paficatantra etc. contain a large
number of stanzas, they too can be designated prose works,
in which verses are brought in always with some particular
objective : they are either epigrams or brief synopsis of
a story, or they serve to bring an important moment of a
story into prominence. On the other hand the campi is a
particular type of literature, in which verses do not serve any
purpose other than what is served by prose. Hence they

1. Cf the Table of Contents in Rohde, ibid p. 277 ff. In the
“Babylonian Stories” of Jamblichus (Rohde, ibid, p. 393 ff.) too no Indian
tendency is found in the enormous number of adventures.

2. Cf also L. H*Gray, Visavadatti. Introd. p. 35 .

3. Cf. Colebrooke, Misc. EssaysII, 135f; Krishnama-

charya, p.146ff; Eggeling, Ind. Off. Cat. p. 1537 ff. The word
empd is not explained,
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can neither be called epic nor prose fictions. The Buddhist
Jatakamala' proves that the campi is quite an old
type of ornate poetry. But even Harisepa’s panegyric
(prasasti) on King Samudragupta, contained in an inscription
of about 345 A. D., can be referred to as an old example of
campi.? Nevertheless the campiis, that we possess, are
mostly recent works of little poetical value.

Probably the most famous work of this type is the
Nalacampio orthe Damayanti katha?® of
the poet Trivikramabhatta, from whomwe have
an inscription dated 915 A.D.%. Here the Nala- story has
has once more been narrated in an ornate style. The two
great epics have been reproduced in the campiis. There is
one Ramaiayapa campid (or Campiramayana® )
of king Bhoja and. Laksmanabhatta and on:
Bharatacampa® (in 12 stabakas) of the poet
A nanta. In the 16th century (under Akbar the Great) a
poet Krsna or Sesa Srikrsna wrote one Par ij a-
taharanacampid and one Mandaramaranda-
campa? A “swift poetry” isalsothe Svahasudha-
karacamp q, written in the 16th century, in which the
poet Narayanabhatta tells thelovestory of the

1. Sce above II, 212 ff.; transl. 273.

2. Sec above, p. 41 and Bihler, Die indischen Inschriften und
das Alter der indischen Kunstpoesie, p. 31ff. According to Gawra nski s
The Digvijaya of Raghu and connected problems, p. 15ff., this inscription
had served as a rx'lodcl for Kalidasa’s Raghuvarhéa. In Festschrift Windisch,
p- 170 fl.  Gawronski has tried to determine its date.

3. Edited with commentary in Bombay NSP 1885.

4. He is the scn of Nemaditya of the Sandilya gotra. Cf. D. R.
Bhandarkar, Ep. Ind. g, p. 28. There lived one later Trivikrama,
who was also of the same Sindilyagotra, who was a forefather of the
astronomer Bhaskara; see Kielhorn, Ep. Ind. 1, 340.

5. Edited with commentary in Bombay NSP 1go7. Cf. Peterson,

~

3 Reports 361 f.; Burnell, Tanjore, p. 161. »

6. Printed in Madras and popular in South India, sce Burnell,
“Tanjore p. 160.

7. * Edited in' Km. 14,' 1889 and 52, 1895.
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Moon with Svaha, the wife of Agnil. Further in the 18th
century in the Sankaracetovilisacampi of
apoet Sankara, the deeds of king Cetasimha have been
described?.

1. Edited in Km., Part 1V, pp. 52-58. Pischel, HL., p. 29,
compares Homer’s description of the love of Ares and Aphrodite (Od.
p. 266 f.). The same Nérayana is also the author of Narayaniya, see above
p- 140. On ““Quick Poetry” i.e. the poetry in which events take place very
quickly, is written in a harriedly short time. See Pischel, HL. p.26f.
Many poeticians say that they have composed their manuals ‘as best” as
‘“quick poetry”.

2. According to Aufrecht, Bodl. Cat. 121 {. the poem may
have been written in between 1771 and 1778 A.D. One Ananda-
vrndivana-campid of Karnapara has been edited in the
Pandit, Vols. g and 10 and N.S. Vols. 1.3, One Srinivdsa campa
of Venkate4a (with acommentary) has been edited in the Km. 33, 1893.
On the Jaina campa Yasastilaka of Somadeva and Jivandhara.
campi of Hemacandra, seeaboveIl, 336 f., trans. p. 534.






INDEX OF NAMES*

A

Aarne, Antti 332 n!

Abdallah ibn al Mogaffa 309 n®, 332
Abdullah Bin Abdel Kader Munshi
329, 337
Abenteur des

209 n
Abhayatilakagani 102 n®
Abhiméana 25
Abhimanyu 207
Abhinanda 82
Abhinavabhatta Bana 86
Abhinavagupta 20 n%, 22, 24, 540,

87 nl, 139, 267 n%, 270 n?.
Abhinava-Kilidasa 49 n!
Abhinava-Righava 271 nf
Abhinayadarpana 6 nl
Abhira 204
Abhirdma 239 n
Abhiramamani 271 n*
Abhisekanitaka 204, 205, 212
Abhijfiznasikuntala, see Sakuntala
Acala 10 n3, 82 n
Achilles Tatius 411
Adbhuta 10, 25, 262
Adbhutadarpana 271
Adigrantha 142 n3
Adikavi 3, 62
Adigira 53 nb
Adhyraja 51 n?

Knaben Krischna

Aesop 344
Aesopean Fables '3'44
Agashe, G.I. 11 n®on 12

Age of Kilidasa, see Kilidasa: age of-
AGGW 116 n3, 248 n!

Agnimitra 248 n?

Agnipurdna 11, 33

Agnivarna 66

Agrawila, Visudeva Sarana 299 n#
Agamnra 25

Ahavamalla 94

Ahigdr 385 n

Ahladaka 87 n?

Ahmad Suhaili Wazir of Sultdn
Husain Mirzi of Khurisin 336 a3

Aihole 48 n*

Aiho}e Inscription 50 n3, 70

Aitareya Brahmana 150

Aiyangir, S. Krishnaswami,
Krishna Swami Aiyangar

Aja 62, 63, 65

Ajmir 102

Akabariyakalidasa.
Akabariya

Akilajalada 267 n®

Akbar 49 n!, 68 n2, 102, 178 n?, 375

Akhyana 180 nl, 304 n?

Akhyina stanzas 304 n

Akhyana hymns 180 n!

Akhyayiki 1103 on 12, 307, 307 0®,

sce

see Kilidasa :

399 n
Akhyayikadhydya go3 n®
AKM 178 n3, 395 n®, 353 n? 365 n?,
378 nl.
Aksepa 17
Alaka, Rajanaka, 23 nS, 118
Alamkara 4, 11, 16, 26, 28
Alammkira, King 102 n?
Alarikira, Minister of Jayasirhha 86
Alarhkiracidamani 26
Alarhkiramafijisda 31!
Alamikaraniripana 30
Alarhkirasamigraha 19, 19 n%, 22,
78n?
Alarkirasarvasva 26
Alamkarasastra 4, 5, 39
Alarhkaradekhara 31 n®
Alberuni 328
Alexender, the Great 412
Alheim, P. 259 n?
‘Ali-bin Saleh 337
Allahabad 94
Allahabad Stone Pillar 41
Allata (Alaka) 23 n®
Alphonsus, Petrus 338 n!
Altesten Hindui-Gedichte 142 n3
Alt-Indien 178 n%, 179, 248 n?

Entries for foot-notes have been shown by superior figures with page numbers.

*,

The words have been arranged in Roman alphabetical order.

2. The diacritical marks have been ignored.
3. The present-day names of places and persons have been retained in
the form generally used by authors.

Winternitz—History of Indian Literature, Vol. g, 27
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Alte Indien 166 n®
Altindischen Prosa 180 n!
Altindisches Narrenbuch 357 n!
Altindische Schelmenbiicher 169 nl,
170 nd, 255 n!
Amala 82 n!
Amalinanda 3o4 n?
Amaracandrasiiri 81, 81 nd
Amarakoga 36 rl, 177 n!
Amarapandita 81 n’
Amarasithha 46
Amarayati 81 n3
Amaru 35, 50, 126, 128
Amaruka, see Amaru
Amaru, King 127
Amarufataka 126, 127, 131, 154
Ambigtaka 138 n2
American Journal of Philology 194
nd, 253 n4, 261 nl, 308 nl, 323 n?,
Amorican Phil. § iety 358 nl
merican . Society 358 nl, 377
Amir Shikar 281 n3
Ambibhina 296 n!
Ammilicirya 296 nl
Amoghavarsa 54 nt
Amrtabhinu 76
Amrtalahari 141 nd
Amrtodaya 289
nahi}lapura 102
Ananda 376
nanda Coomaraswamy 6 n!
Ananda Kaul g7 n!

Anandalahari 138

Anandamandakini 140 n®

nanda Mettaya, see Metteya
nanda

Anandariya Makhin 289
Anandasdgarastava 141
Anandavardhana 4 nl, 20, 21, 28,
52 n3, 61 nl, 72, 78 n?, 116 n3,
139, 139 n2, 161 n%, 266 n5, 272
Anandavrndivanacampi 415 n?
Anangaharsa 253 n3
Ananta 56 nl, 325 n5, 377, 414
Ananta, King 98
Ananta Krishna Sastri 22 n?
Antani 233 nd
Ananta Pandita 134 nt
Anargharighava 271
Anderson 78 nl
Andhra 114, 115
Andhrabhrtya 114, 348
Andhra Dynasty 348
Andhra Kings 115 n4, at 116
Anfange der Kunst 179 n?
Atguttaranikdya 152
Aghilvada 81, 102
Anhilavida Karpa 280
Animal Fables 303, 329 n®
Animal Stories 3of, 329 n®

INDEX

Annales du Musée Guimet 5 n,
168 n5 200 n®

Annals of the Bhandarkar Oriental
Research Institute 67 n!, 219 n?
at 220.

Andsharwin 334

Antarvy3karana-nitya-parifista_ 291

Anthologia Sanskritica 297 n®

Antike Tierfabel 344 n®

Antonius Diogenes 412, 413

Anton von Pfunn 335

Anujan Achan, P. gor1 n!

Anukramanis g1

Anundoram Borooh 18n3at 19, 259n!

Apuogadarasutta 107

Anwiri 8uhaili 336

Anyiﬁadeiaiataka 163 nt

Anyoktimuktadlatd 163

Anyoktimuktivali 178 n?

Anyoktifataka 163 n¢

Anyoktivilisa 165 n?

Apabhrama 192

Apabhram$a Dialect 116

Apijibhatta 178 n?

Aphorism 113

Appayya 30 n?

Appaya Diksita 30, 162 nt .

Appayiamitya, see Appayyamantrin

Appayyamantrin 394 n!

Apsaras 8

Apte V. S. 54 nl, 268 n® at 269

Arakan 200 n

Arbuda 211 n?

Archilochos 344

Archimimus 194

Archiv fir Anthropologie 182 n!

Archiv fitir Culturgeschichte 178 nt
at 1

Archiv fir Frauenkunde 410 n?

Ardshi Bordshi 376 n2, 382 n%

Ares Aphrodiles 415 n!

Ariel 132 n3, 133 n!

Arisirhha 103

Aristotle 20 n8

Arjuna 191

Arjunavarman 126 nf, 281

Arjunardvaniya 79 :

Arnold Edwin 134 n3, 142 n!

A.R.S. Ayyar, see Ayyar, A.R.S.

Arthilarhkira 11, 1

Arthaéistra 40, 40 nd, 150, 196, 204

Arthadistra : Biarhaspatya 204

Arthasistra of Kautilya 305 nt
308, 334 nl, 389

Artists 350 f,

ﬁrundh.at.i 58 .

runpagiri 57 . n
Arupagirindtha 61 n®

Aryaka 226 nl, 227, 232 n®
Arya Samghasena 357
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Aryasaptadatl 134
Aryadira 3g
Arzt Burzoe 332
Afadhara 30
Asaf 31 n
AS.G.W. ?55 n?
Asiatic Qtly. 194 n2
Asiatic Qtly. Review 5 n? at 6
Asiatic Researches 142 nl
Afoka 42, 89, 96, 97
Agstaprisa 141
Astrology, 40, 47
Astronomy 195
ﬁgvadll:iﬁ Kg.vya 166 .
._,,zag oga 38, 39, 59 n*, 117, 198,
s I, 204, 205 n%, 239, 239n,
170!
Athg.gZu'h, Raja Bahadoor of 88
Atharvaveda 2n2, 3nl, 106
Athenaeus 412, 412 n?
At-tortusi, see Tortusi
Aucitya, see Aucityaviciracarca
Aucityilahkira 24, 50 n!, 161 né
Aucityaviciracarca 24
Aufrecht, Th. 6 nl, 17,22 nl, 26n?,
a7 nl, 31 n}, 34n?, 36nl, 390,
£ nl, 50 nl, 54 nl, 54 05, 55 nl,
7 n3, 82nl, 83 n?, 105 nf, 107,
12t n}, 125 nl, 140 nl, 141 nd,
148 nl, 154 nY, 174 n4, 17641, 2, 3,
177 ni, lg8 n?, 20r n4, 272 n,
288 n3, 366 n3, 366 n® at 367,
368 nl, 371 nl, 3;74:11 385 n3,
386n1,3, 415 n3.
Avadina 197 n3, 257 n2
Avadinagataka 77
Avalokita 263 n4
Avalokitesvara 174
Avalon, Arthur 137 n®
Avantisundari 269 n
Avantivarman 20 n?, 22 n’, 54, 77,
233 n
Avadyaka Stories 324 n® at 325
Avatiras, Ten 81
Avimiraka 204, 205, 221
Avimiraka di Bhdsa 221 nd
Ayyibhiina 296 nl
Ayyar, A.R.S. 69 n!
Ayyar, AV.V. g3 n®

. B

Babrius 344 nd

Babylonian ?torics 413 n!

Bachrich, S. 243 n!

Bacteria 192

Baethgen : Sindban, Syrisch und
Deutsch 339 nl

B:gulu 10
Bahada 26 ?1‘
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Baitil Pachisi 158 né, 369 nl, 372 n%,
see also Vetilapaficavirhfati

Baitila Pachisi oder die fiinfund-
zwanzig  Erzdhlungen  eines
Dimons 370 n?

Bilabhidrata of Amaracandra 81

Balabhdrata of Rijadekhara Diksita
268, 279 nd

Bilacandradiksita 296 n!

Bilacandrasiri 104

Balacarita 204, 205, 209, 209 n!

Baladitya 43

Bilakrgpa 271

Balakrsnadiksita 276 n?

Balarima 135, 181

Bilarimiyana 267, 270

Balasarasvati 281

Bilavalmiki 271 n?

Bal, B. G. 164 n3 at 165

Baldaeus, Ph. 3¢6 n!

Baldo 337

Ballads 1, 179, 180 n!

Ballila 45 n3, 53 nl, 387

Ballantyne, J. R. 29 n®

Ballini, A. 31 n3

Bapa 11 n3 at 12, 13 n?, 48, 50,
sint, 52, 67 04, 77 nt, 83, 95, 114
132, 136, 140 n?, 201, 236 nl,

251 n%, 252, 253 nt, 278, 307 n3

346, 354, 364 n', 394, 394

n3, 399 n?, 399n%, 400, 401, 408,

10.
Bigtbhatta, Abhinava, see Abbinava
Bhattabana

Bipa : Kadambari 364 ol

Bana : Third 278 n3

Banerji, G. N. 193 n!, 4ron*
at 411

Banerji-$astri, A. 202 nl, gor n!

Baniss 89

Barhaspatya Arthagdstra 204

Bard Singer 180 n! at 181

Barker 3&0 n

Barnett, L. D. 13 nl, 22 n$, 23 n%,
70 nl, 157 nl, 202 nl, 205 n3

Barth, A. 42 n?, 176 n3, 178 nt at
179, 180 nl, 184 n?, 247 nl,
290 nl, 291 n3, 318 nl, 326 n?

Barua, Anundarama, see Anundarama
Borooah

Bastian, A. 337 n3, 376 n!

Raston, A. 214 n!

Beccarini-Crescenzi, E.
221 n®

Beckh 122 n!

Beddgelert 339

Bédier, J. 330 n® :

BEFEO 200 nd, 318 nl, 364

Beggar with Three Jars 341 nt

Begriff, Ueber Begriff und wesen der

a1z nl,
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poetischen Figuren in der indis-
chen Poetik 5 nl
Beitrdige zur dltern Geschichte des
Alamkarasistra 5 nl, 11 n8
Beitrdge zur altindischen Rasalehre
193 n!
Beitrige zur indischen Erotik g n!
Beitrag zur textkritik von Kilidasas
Meghadiita 122 n!
Bekh, H. 122 n!
Belloni-Fillipi, F. 31 n3, 69 n4, 7; n?
Belvalkar, S. K. 102 n3, 223 nl at
224, 239 1, 259 n?
Benary, F. 69 n
. Bendall, C. 4.; n2, 273 n2, 326 nl
Benfey 307 nl, 313 nl, 318, 324 nf,
325 n!, 327 n%, 329, 330, 332,
333, 334 n%, 335 n4, 336 n°, 338 n3,
343, 359 n3, 361, 364 nf, 366 n?,
at 367, 369 n?, 370 nd, 376 n?,
3%9 n2, 380 n3, 381 ud on 382,
4 nl.
Benfey, Theoder 307, 343
Benimddhava 141
Bergaigne, A. 164 n3, 254 nl, 261 n®
Bergmann, Benjamin_ 340 nl, 370 n3
Bernheimer, C. 13 nl, 26 n2, 77 n?
136 n?
Beschreibung Griechenlands 340 n?
Bettei, V. 366 n2
B. G. Bal 164 n3 at 165
Bhadrabihu 39 nl!
Bhagavanta g7 n!
Bhigavata 55
Bhagavatapurana 140, 276, 375 nl!
Bhagavajjukiyam 390
Bhagvinlil Indraji 41 nl
Bhaimarathi 307 n3

Bhaktas 275
Bhaktamila 142
Bhaktamild 142 n, 2, 3, 147

Bhakti 147, 289

Bhallata 161, 161 n
Bhallatadataka 161 n4, 161

Bhimaha 11, 11 n3, 26, 28, 39, 79 n!
Bhimahavivarana 1 ;
Bhiminivilisa g1 nl, 141 n3, 164,

16
Bhandsarkar 27n3, 31n2, 47nl, 69 nl, 5,
8o n!, 82 nb, 8;{ nl, 89 n3, 148 nl,
163 nl, 174 nl, 175 n%, 178 nf,
204 n?, 3,

’
Bhandarkar Com. Vol. 5 nl
Bhanda;'kar, Iz Pg. 365 nl, 51 nl,
2 n8, n 6 nb, 414 n4.
Bhandarkas B | R, o HET
Bhandarkar, R. G. 36 nl, 38 nl,
40 n!, 42 03, 114 n% ‘191 nd,
261 n?

Bhandarkar, S. R, 281 n8

INDEX

Bhina 185, 197 nl, 276, 292, 301

Bhinudatta 29, 1;.8 nl

Bhanukara 29 n

Bhanumati 290

Bhiradvija, V. S., see V. S. Bhira-
dvija

Bharata 6, 6 nl, 7, 8, 10, 10 n8, 19,
23 n8, 39, 182, 196 n%, 205 n

Bhirata 180 nl, 181

Bhiratacampl 414

Bharatacandra 133 n!

Bharatakadvatriméika 385, 385 n®

Bharatamalliki 78 nl, 83 n®

Bharatamaiijari 81, 81 n?

Bharatamuni 6, 10.

Bharatanatyasastra 186 n3, 187 nl,
192.

Bhirati 114

Bhiratiya Natyadastra 5, 5 n2, 6,
gn2at 10, 11,2205, 23, 33, 182 n?

Bhéraavi 50, 70, 71 0, 73, 77, 84,
2

o.

Bharhut, Stipa of 305, 357 n!

Bhartr 79

Bhartrhari 50, 50 n3, 79, 132 n3,
153-158, 159, 161, 162, 290, 320

372 n,

Bhartrhari, King 372

Bhartrmentha 50

Bhartrharinirveda 158 n%, 289

Bhartrhariataka 154 f., 161 n!

Bhartrsvimin 79 n!

Bhisa 10, 39, 41, 49, 117, 177n%
188 nl, 18?, 191, 192 nl, 201,
202, 202 nl, 203, 205, 209, 242
225, 227, 228, 253 n, 347, 347 n'
394, 394 0’ 395 L

Bhisa : adaptations of 224 n

Bhasa : age of 203

Bhisa :a study 201 n!

Bhisa : Prakrit 202 n!

Bhisa Studien, ein Betrag zur Geschi-
chte des altindischen Dramas
201 n!

Bhisa : Thirteen dramas of 205

Bhasa : Translations of 224 n!

Bhasa : Works of 201 nl!

Bhiaskara 178 n?

Bhiskara, Astronomer 414 u#

Bhiaskarabhatta 271

Bhitas 89

Bhitagadgkar, Krishaa Sastri 149 n$,
178 n

Bhattabina, Abhinava, see Abhinava-
bhattabina

Bhattabhauma %9 n®

Bhanichizrya, Chandra Kumira

272 n
Bhattichirya, D. C. 52 n® .
Bhatticharya, S. P. 61 n?, 274 n®
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Bhattichirya, Vidhusekhara 121 n!

Bhattagangana 24

Bhattagopdla 258

Bhattajayanta 82

Bhattanarayana 53, 53 n®, 237, 266,
270

Bhattanitha 223 n!

Bhattanathasvamin 30 n3, 54 n?
202 nl, 205 n%, 270 n2, 271 n?, 4

Bhattandyaka 21

Bhattapulina 406 -

Bhattdrakavira 326 n¢ at 327

Bhattarika 369

Bhattasvamin 79 nl

Bhattavidyadhara 376

Bhatta, Viresvara,
Bhatta

Bhatti 50, 50 n3, 77

Bhattikivya 78, 78 n2, 79

Bhatti : time of 79 n!

Bhattotpala 33

Bhiau Daji 45 n, 399 n?

Bhaumaka 7q

Bhiva g, 163n!

Bhavabhiti 10 n?, 53, 92 n?, 110 n?,
237, 246 n2, 258, 264-266, 268,

see Vire$vara

270

Bhavabhiti : Milatimadhava 110n2,
261-265, 364 n!

Bhaviis 183 nl!

Bhavanyastaka 138

Bhivasataka 163

Bhavisattakahi 33 n?

Bhavisattakahi von Dhanavila g n®
on 10, 174 nl, 248 n

Bhavasimha 105

Bhayanaka 10

Bhiksdtanakivya 141

Bhillas 362

Bhimadeva 280

Bhitari 43

Bhoja 24, 25, 28, 29, 49 nl, 53 nl,
54, 63, 80, 387, 388, 414

Bhojacarita 388 n?

Bhojadeva 142

Bhoja, King 273

Bhoja, King of Dhira

388 n?

Bhojaprabandha 45, 45 n8, 53 nl,
387, 387 n®, 388 n

Bhojaprabandha-Rezensionen 387 nd

Bhojarija 376 n?

Bhramaradiita 105 n3

Bhramarasandes$a 121

Bhideva Sukla 289 nl

Bhiima 79 n3

Bhiimaka 79 n®

Bhiiganabhatta 405

Bhuvanpila 114 nd

Bibhatsa, see Vibhatsa

372, 375

48t

Bibl. Ind. 174 nt
Bibliographies des Oeuvrages Arabes
333 nl, 383 nd :

Bibliography of Sanskrit
178 n* at 179

Bibliothek der Romane 382 n3?

Bickell, G. 332 n? at 333

Biedermann, W. v. 241 n?

Biharilal 135

Bilhapa 55, 93, 95, 99, 132, 132 n%,
133, 134 nl, 162 n3, 146, 280,
280 n3

Bilhanacarita 132 n®

Bilvamangala 140

Blatt, Heinrich 310 n2

Blau, A. 178 nd

Bleek, W. H. J. 329 n®

Bloch,8 'll“h. 47 n, 181 n2 1g3nl,

Drama

248n

Bloomfield 340 n!, 341 n!, 358 nl,
377, 379 n?

Bloomfield, M., Festschrift 3 n®

Boccaccio 327 n3, 369 n!

Bodhisattva g6, 255, 362 n!

Bodhisattva Jimitavihana 362

Bohatta, H. 182 n!

Bohlen, P. von 122, 122 n?, 125 n3,
132 nd, 134 nd, 153 nd, 154 nl,
156 nl, Isgn”, 161 nl, 164 n® on
165, 166 n

Bohme, R. 242 n#

Bohtlingk, O. 13 n2, 128 n2, 149 nl, 5,
151 nl, 159 nd, 164 nl, 175 n4,
178, 224 n! 226 n?, 237 nl, 239 n
244 nl

Bois-le-rois, C. '2519 n?

Bollensen, F. 247 nl, 248 n2,3

Bolling G. M. 151 n!

Boorah, A. 24 n®

Borooh, Anundoram, see Anundoram
Borooh

Bosch, F.D.K. 257 nl, 346 n3, 347 n83,
352 n%, 362 nl, 366 n3, n¢

Boyd, Palmer 254 n!

Brahman 7, 8

Brahmanas 1, 2 n?, 31

Brahmana Bhataghati 89 n3

Brahmanen, Gedanken einiger 15gn8,
328 n?

Brahmasvadasahodara 28

Brahmanpical world 318

Brahme, Govinda Bhairava 254 nl

Brahmanical Death Cult 367 n? at
368 '

Brahamanischen Erziihlungen 328 n?

Brehms 345 n!

Brengues, J. 337 n®

Brhaddevati 173 n?

Brhannali 191

Brhaspati 8
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Brhatkathda 37, 41, 205, 214, 218,
218 n3, 219 n? at 220, 236 n?,
253 n% 300, 346, 347, 347 n’
347 n%, 348, 349, 354 n?% 364,
388, 392, 393, 406. .

Brhatkathd : great comprehensive
novel 347

Brhatkatha

\. 354, 362 . .
Brhatkathi : Kashmirian recension

352

Brhasl);katha : Lost 352

Brhatkathimajari 257 n2, 349, 352,
357 n', 366 n!

Bthatkathamaiijari : Ksemendra go¢

Brhatkatha : Paifaci 349 n!, 352 n

Brhatkatha Pai$aci : Sanskri{ Trans-
lation 349 n2

Brhatkatha : prcse novel 350 n3

Brhatkatha-Saritsdgaraélokasarhgraha

n
: Kashmirian 309, 350,

353 n® )

Brhatkathaélokasarngraha 218 n3
350, 352 n®

Brhatkatha : Tamil Translation 349 n2

Brhatkatha : Works derived from it

346
Brhatsarmhitd 14, 33
Brhatsarnhitd : Varahamihara g5
Brockhaus, H. 34 n?, 35 nl, 166 n?,
353 n? 363 nl, 366 nl, 386 nd,
87 nl
Brother Grimm 338
Bruchstiicke Buddhistischen Dramen
n
Brunnhofer, H. 108 n2
Brown, W. Norman g 1i2
BSGW 322 n3, 323n2 326nl,
357, 366 nl, 2, 368 nl, 733 nl,
380 n, 386 nd
BSOS 70 n%, 201 n!, 202nl, 307n®
Buch der Beispiele der alten Weisen

335
Buch der Weissheynt der Alten weisen
335 n
Bud 309 nb, 332
Buddha 2n2, go, 112, 197-200
Buddhacarita 59 n?
Buddhapurina 89 n?
Buddhasvimin 349, 350, 350 n?,
n%, 352, 355 D
Buddhasvamin: Slokasargraha 366n4
Buddhivatira 8o n®
Buddhism 367
Buddhism in Tibet 200 n®
Buddhism : Mahiyina 255
Buddhist AkhyZinas 180 n! on 181
Buddhistic story 347 n*
Buddhistische = Dramen aus
klassischer Zeit 199 nl
Buddhist Sanskrit Drama 197

vor=-

INDEX

Buddhist Sources 361

Budhagayia 46 nl

Bithler 22 n5 23 n3, 24 nl, 26 n?%
34 nj, 870}, 38 18, 42 b, 47,
48 n%, 50 nl, 51 n%, 54 nl, 54 n5,
56 nl, 3, 82nl, 8? né, 86 n3, 87 nl,
91, 92 n4, 93 n1, 3,3, g5 nl, 102 né
103 nl, 3, 126 nb, 132 n3,134 n},
176 n8, 178, n!, 251 n3, 280 n,
288 n?, 297 nl, 318 nl, 321 nl,
324 nl, 352 nl, 388 p4, 399 n%,
399n4, 414 nZ.

Bunsen, Marie v. g5 nl

Bunte Geschichten 359 nt

Bunte Geschichten aus dem Himalaya
323 nd, 331 nl, 353 n?

Biirger, Ballades of 325 n?

Biirgess, J. 103 nl, 193 nl

Burkhard, K. 239 n, 244 n!

Burnell, A. C. 26 n#, 146 nl, 289 n?,
414 nb

Burrow, P. T. 300 n3

Burzde 309 n%, 333, 334

Burzoes : Einleitung zu dem Buch

Kalila wa Dimna, iibersetzt und
erliulert 333 nt

Burzoe : Expedition 333

Byzantinischen Zeitschrift 338 n3

G

Cahumana r1o2

Caitanya 23 n, 289

Caitanyacandrodaya 289

Cakkyar 180 n! on 181, 221

Cakrapani Diksita 394 n!

Cakravarti, M., see Chakravarti, M.

Caland, W. 275 nl

Calukya 55 n%, 93

Cilukya, see also Caulukya

Campi 311 n3, 368, 413, 414

Campi Ramaiyana, sce Rimayana-
Campii

Canakya 150, 151, 234, 235, 263 n3,
312, 320, 322 n%, 348 n

Canakyaniti 151 n!

Canakya-niti-darpana 151 n!

Canakya-niti-sira 151 nl!

Canakya, Original : Kressler 151 nl

Canakyardjaniti 151 nl!

Canakyasirasarhgraha 151 nl

Canda 133 n!

Candakausika 279, 279 n3

. Candanadisa 235

Cangl 136
Candikucapaficadikd 141
Candisataka 136, 137
Candistotra 77
Candraciidacarita ‘56 nt
Candradisa 200 n
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Candradatta 142 n®

Candradeva I

Candragomin 39 nl, 200, 200 n?
Candragupta 40, 150, 233 n3, 236,
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Candragupta I 41

Candragupta II 42, 43, 46-49, 51 nl,
67 n#, 233.

Candrag:rta Maurya 234

Candrakalid 133 n?

Candrakalanitaka 29 nb

Candralekhd g4, 133 n!, 268 nt

Candralekhdakti, Bilhanakavya
133 n

Canc?riloka 30

Candradckhara, 25 n% 272 n?

Candipandita 83 o

Canpaka 95

Capotkatd 133 n!

Cappeller, C. 17 n%, 711!, 72 n?,
176 n3, 239 n, 248 n®, 251 nd,
268 nl, 289 n%, 291 n%, 297 n?3,
289 nl

Cardonne 337

Caritrasundara 103 n!

Caritrsavardhana 83n3,
11

Cartellieri 394 n3

Carucaryasataka 173

Carudatta 226 n®

Catakistaka 167

Catakdigtaka
167 n?

Caturbhini 299

Caturvargasarigraha 172

Caturvimsati-Jinendra-Samksipta-
Caritani 81

Caulukya 102, 103

Caura 132 n3, 133

Caurd 133 n?

Caurapalli 133 n!

Caurapaificidiki 132 n®

Caurlpaiicidika 133 nl

Caurisuratapaficiiki 132

CC I 6 n!

C. D. Dalal, see Dalal, C. D.

Central Asia 198

Ceritona, Odo von 341

Cetasimha, King 415

Ceylon 42, 121

Chakravarty, M. 29 n5, 48 n3, 56 n®,
121 nl, 147 nl, 174 04, 175 n?

Chalitarima 270 n3

Chandah g

Chandabkosa 33 n?

Chandabsiitra, %1, 33

Chanda, Rima Prasiid 56 n®
Chindogya-Upanisad 304 n%, 305 n!
Chandonuddsana 34

Chandoviciti 13, 33 n3

117n% on

Parvaand Uttara

443

gharcs of Mytilene 412 s .
harpentier, J. 37, 225 n3, 233 n3,
346 n3, 366 n‘,, 367 n? on 368,
384, 303 nl, 394 »
Chatterji, . 79 n
Chatterji, S. K. 146 n3, 297 n3
Chattopidhydya, Nishikanta 146 n!
Chaucer 338
Chauvin, Victor 333 nl, 38? nd
Chavannes 340 n¥ 357 nl, 359 n%,
369 nl, 382 n® at 383
Chavanne;: C inq Cents Contes 340n?,

364 n

Chézy, Ai L. 125 nl, 238, 239 n,
244 D

China 200; Geschichte der chine-~
sichen Litteratur 182 n?

Chinese Tripitaka 382 n® at 383

Chintdmani, T. R. 105 n

Chosru Andshirwan g17

Chosru  Andschirwan @
King 332

Cidambara 83 n?

Cilhana, see Silhana

Cimmino, F. 5 n® at 6, 251 n3, 254 n!

Cinq Cents Contes 357 nl,

Cinq Cents Contes I 359 n3, 382 n®
at 383

Cingq Cents Contes II 340 n

antimax;i, Bhatta 381

Cippada, Jayipida, 77

Cippata, Jayapida 54

Citrabbanu 71, 401

Citrabhirata 55 n3

Citramimiams? 30 n2

Citramimarmsikhandana 30 n?

Citraiatha 244 n?

Classical period 53

Clouston, W. A. 194 n?

C. 0. ]. 169 n!

Colebrooke 31 n3, 34 n3, 154 nl,
189 nl, 413 n3

Collins 13 n

Comparetti 384 n!

Compounds 4 f., l?, 38, 67

Conrady, A. 279 n

Cooked Sanskrit 325

Cosquin, Emmanuel 332 nl, 338 n®
370 n® at 371, 385

Courage : Dhairya 374

Corpus Ilnscript.ionum Indicarum III

2 n
Cotttillier, G. 142 nl, 146 n!
Court Epic 8, 14, 57-87, 117, 146,
2

30
Court Poetry 3 ff.
Court Poetry, see also Ornate Poet?'
Cowell, E. B. 167 n%, 247 0!, 399 n
C.U.L.S. 251 14, gg4 n
Cunningham, A. g5 n

Persian
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Daksindmarti 163 n

Dakgindvartanatha 117 n?

Dalal, C. D. 22 n?, 104 n2

Dalberg, H. v. 147

Dalberg, F. H. v. 142 n!

D’Alwis, J. 70 nl

Damaka-Prahasana gor

Damaras g6

Damaruballabha Sharma 296 n!

Damayanti 69

Damayantikathi 414

- Diamodara 97 nl, 175 nl

Damodaragupta 169, 170, 251 n?

Damodaramisra 272, 273

Dinakinda, Hemadri 375 nl

Dinakelikaumudi 276

Dandin 11, 1108 at 12, 13, 25, 33
nd, 38, 40, 50, 67, 71 nl, 115,
226 n?, 346, 348, 390, 391, 392,
392 n2, 393, 394, 394 1, 410

Dandin : Kavyadara 364 nt

Dara Shah 31 nl

Dardic Languages 384 n4

Daridracarudatta 223, 224

Daridracarudatta of Bhasa 225 n!

Diridrya : Poverty 374

Darpadalana 172

Dasahara Festival 183 n!

Da$akumiracarita 11n3, 12, 13 n%
50 n® 66 nl, 155 nl, 306, 387 n!
388, 389, 393 .

Dasakumairacaritapirvapithikd 394 n!

Dasakumaracarita-Uebersetzung 365
nl, 369 nl!

Dasakumaracarita-Uebersetzung, Ein-
leitung 344

Dasakumarakatha 394 nl

Dasakumarakathisira 394 n!

Da$akumirakathidesa 394 nl!

Dasaratha 62, 67 n!

Dasaratha Sarma 169 al

Dajaripa 5 n?, 9, 23, 53 n?, 184,
187 n, 191 nl, 233 n3, 267 nl,
270 n?, 347 nt

Dasaripaka, see Da$aripa

Dajavatiracarita 8o, 81 n2

Datum Candragomin und Kalidasa
200 n?

David Sahid 336

Dekamerone 369 n!

Delarimakathasira 87 n®

Derenbourg, J. 335n%, 3 336 n?

De, S. K. 202, 3 n2, 29, 47 n3, 50 n?,
62 r2, 70 n!, 71 0!, 72 n%, 77 0%,
78 n?, 79 n4, 86 n4, 101 nl, 103 nl
106 n%, 122 n3, 126 nd
136 n}, 146 0%, 155nl, 178 n2
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203 nl, 205 n?, 226 n8, 233 o3,
239 n, 244 n?, 250 n® at 251,
267 nl, 271 nd, 272 nl, 294 nt
276 n?, 276 né, 277 n2, 2g6nl,
299 nl, 300 n3, 307 nd, 313 nl

Deussen, P. 243 n2, 304 nd

Deutsche Rundschau 3846 nl

Deutsche Sakuntald 242 nt

Devadatta 381 n3 at 382

Devadhara, C. R. 203 nl, 233 n!

Devajiti 275

Devapila 82 nl

Devasamkara 31

gevzsmiténgf,g

evi, see Durga 137 f., 141 f., 31

Devi Cult x4xg 37 et by 317

Devisataka 139

Devyaparadhaksamapana 137

Dhammapada 347 n*

Dhanadardja 162 n4

Dhanadatta 325 n3

Dhanaiijaya 23, 23 n4, 82, 347 n

Dhanaiijayavijaya 277

Dhanavila 33 n?

Dhane$vara 297 n3

Dhanika 23, 23 n¢

Dhaavantari 46

Dhara 54, 67 nl

Dharma 96, 149

Dharasana of Valabhi 503

Dharavarsa 280

Dharmadatta 359

Dharmakirti 11 n3 at 12

Dharmanibha 72

Dharmanatha 72, 77

Dharmapandita 325 nb

Dharmasarmabhyudaya 77

Dharmaéastra 150, 368

Dhaimasiitras 368

Dharmavijaya 289 n!

Dhitukavya 8o n3

Dhatupatha 8o nd

Dhavaka 251 n2

Dhavalacandra 326

Dhirasihha 297 n3

Dhire$vara 297, 297 n3

Dhoi 56, 120, 174

Dhoyi, see Dhoi

Dhoyika, see Dhoi

Dhrtarastra 208

Dhruva, H. H. 5n20n 6, 183 n2

Dhruva, K. H. 77 nl, 233 nl, 248 n!

Dhundhir3ja 233 nl

Dhiirtakhyana 386

Dhiirtanataka, also Dhiirtanartaka
299

Dhirtasamigama 297 n®

Dhiirtavitasarhvida 300

Dhvani 20-22, 30

Dhvanigéthéapafijika 77 n2
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Dhvanikéra 20 nl, 29

Dhvanikarikas x%

Dhvanyiloka 4 nl, 20, 61 nl, 116 n?
126 n3, 139 n3, 270 n?, 307 nd

Dhvanyaloka-Locana 22

Dialogue de Suka et de Rambhi sur
Pamouret la science supréme :
Texte 168 nb

Didactic Poetry

Didda 97

Digambara-Jaina 283-85

Dighanikdya 107 nl

Digvijaya 48 n?, 63

Digvijaya of Raghu and connnected
problems 414 n

Dikshit, Balachandra, see Balacandra-

148

diksita
Dikshitar, V. R. R. g9
Dilhi 102
Dillisimrajya 291
Dilipa 62

Dima 185, 278

Dinilipanikdsukasaptati 383

Dipasikha-Kilidasa 63 nl

Dinara (denarius) 317 nt

Directorium vitae humanae 335

Disciplina Clericalis 338 nl

Discorsi degli animali regionanti tra-
loro 336

Divyavadana 39 nl, 197

DLZ 170 n!, 308 nl, 320 nl, 366 n2,
10 nt

Dolopathos Sive de rege et septem
sapientibas 339

Doai : the Moral philosophy 336

Don Juan 355

Don Juan, Indian 66 n!

Douldour : Aqour and Toven-
houang 200 nl

Drama in Sanskrit Literature 178
nt at 179

Dramatic Element in the Popular
Ballad 179 nd

Dramatic Poetry 178

Dramatugy
Drama, Uber ein morgenlindisches

Drama 237
Dramatic Art, Bhavabhiti on
262

Drama 2, 28 f., 32 n, 178, 301
Types «f--8f. 11, 28, 184-188;
Languag.s and Dialsctsin 8, 15f.

190-92, 193;
Prose and varse in—1gof., 193;
Song-stanzas 116, 191;
Early history of—198, 200;
The best poetry—178 f., 239;
Religious origin of— 181ff.
Charactiristics of-—187-192;
Indian and Greek—192-197;
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Indian and Shakespearian— 195;
Buddhist—38, 196, 197-200,257;
Jaina—281 n3, 288; .
Alegorical—i1g7 f., 282-87;
Latin dramas—267-292;
Bhipas and Prahasanas—292-301;
Inscriptional—280 f.

Drink-song 107

Drstanta 19

Drstantakalika 163

Drstantasataka 163

Drsyakivya, 30

Dschami 87 369 n!

Duggirala, G. K. 6 n!

Dubois, Abbé, J. A. 325 n

Duff, M. 50 n3, 55 n2, 277 nt

Durga 77, 125, 135, 137, 266, 327,
367, 374, 400, 410

Durgiabhaktitarangini 386 n4

Durga-cult 367 n!

Durgaprasida 95 nl, 176 n3, 271 n?,
353 n?

Durgapija 183 n!

Dursch, G. M. 125 n3

Durvasas 105

Durvinita , King 349 n?

Ditaghatotkaca 25, 208

Ditakivya 121

Datavakya 204, 205, 207

Dutangada 274

Dvisandhanakivya 82

Dvyadrayakidvya 102

Dya Dviveda 173

Dynastic History of Northern India
82 nl

Dyroff, A. 20 n®

E

Early History : Smith 38 n2, 42 n!

Early History of the Deccan 114 n®

Eastern Monachism 200 n®

Eastwick, E. B. 336 n3

Eberhart at Barte, Count 335

Ebers, G. 346 n!

Edda, 223 n!

Edgerton, F. E. 132, 308, 308 nl,
323 n%, 371 n}, 3, 373nl, 375 n!

Eggeling, J.V. and A. 10n3, 30 n3, 34
n?,34n8 35n!,121n%,12503, 1270
133, 141 n?, 148 nl, 170 n%, 233 n,
271 nd, 273 n#, 274 n3, 276 n?, 4,
289 nl, agﬁ nl, 296 n?, n3,
371, 371 0%, 377 n', 3770 394 nt,
13 8.

Egypt : Home of fables 346 nl

Ekévali 27, 27 n®

Elizabeth, Queen of England 194

Embryo-Act 253 n*

Embellishments, Sub-types-of 17
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Entzauberung, Lehre der Braminen
166 n?2

Epigraphica Indica 38 n3

Epic Mythology 366 n® at 367

Epigrams 368

Epigrammatic Poetry : Epigrams and
Proverbs 2, 88, g7, 113, 127, 148,
166, 172f., 228 f., 342 :

Epigrams in nuce 341

Epigrams in Narratives 303, 312, 316,
320, 371, 371 nt

ERE 178 nt at 179, 233 n3, 343 n!

Erman, A. 346 n!

Erotic sentiment 24 n?

Erotics 4

Essays und Studien by Meyer 242 n?

Essai sur Gunddhya et la Brhatkatha
346 n3, 393 nl, 410 nt at 411.

Etienne de Bourbon 339

Ethopian stories 411

Ethnologische Mittei
Ungarn 396 n!

Ewald, H. 34 n2, 167 n?

F

lungen aus

Fabeln und Parabeln des Orient 337 n!

Fables and Folktales from an Eastern
Forest 337 n3

Fable element 322

Fables in verse 410

Fables, Political 345

Fables of Bidpai 335 n!

Fabliaux, études de litérature popu-
laire 330 n3

Faddegon, B. 142 n!

Fa-hien 42

Father of Somafarman 340

Faulen Heinz 341 n!

Faust 241 n3, 377

Faust, der Tragoedie, 4 n2

Feer, L. 376 nl

Festschrift Kuhn 332 nl

Festschift Windisch g8o

Festgabe ehemaliger Schiiler zum
70 Geburtstag des Professor,
Ernst Mehliss in Eisleben 170 n?

Feuchtwanger, L. von 224 nl, 251 n

Filippie, F. Belloni 31 n3

Firdusi 412

Firdusi : Shdhnimeh 365 n®
Firenzuola, Agaolo 336
Firmicus Maternus 47
Fischart 3%

Fitzedward Hall 23 n?
Flach, H. n2, 346 nl!

3
Fleet 42 nl, 1& nl, 48 n$, 54 n?, 88 nl,
97 nl, 191 n3, 326 n% at 327,
349 n?
Florenz 17 n?

INDEX

Florenz, K : Geschichte der japanis-
chen Litteratur 182 nl

F. L. Pulle g1 n3

Fool’s Stories 356, 386

Forke 330 n%, 364 n3, 370 n3 at 371

Forster, Georg 237, 237 n3, 244 n!

Fortune : Laksmi 374

Foucaux, E. 251 n

Fouche, H. 142 nl

Foucher, A. 80 nS, 197 nl

Francke, A. H. 370 n% on 371

grankchG.' 0. 329 n®

raser, J. G. 236 nl, 266, 340 n3, 364 n3

Fraser, R. W. 399 n1’34 304

Frau in den indischen Religionen
101 nl, 410 n?

French Fabliaux 238

Fritze, L. 117 0%, 119 n2, 149 n¢
178 n3, 224 nl, 233 nl, 244 n},
247 nl, 248 n?, 249 n3, 251 nl, 3,
253 nl, 261 n2, 262 nl, 263 n},
279 n%, 4, go1 nl, 328 n3

F1uit, Story of the Wandring 371

Fihrer, A. A. 339, 3929 nl, 400 nl},
401 nl, 404 nl,

G

Gadre, V. D. 251 nt
Gaclic Tales 369 n!

Gajendragadkar, A. B. 399 n!

Galanos, D. 81 n4, 151 nl, 159, 164 n3
on 165

Galland 337

Ganapati Sastri, see Sastri, Ganapati

Ganapati : Commentator 133 nl

Ganga 349 n?

Gangicandra 288 n?

Ganadasa 249

Gananitha 29

Giandhira 43

Gandharvaveda 6 n!

Gangadasa 35

Gangadasa Bhivallabha Pratipadeva
of Champakapur 282

Gangadasapratipavildsa 281

Gangadevi 104

Gangédhara 94, 175, 282

Gangiadharabhatta 108 n?

Gangialaharl 141

Ganganitha 271 né

Gangianitha Jha, see Jha, Gatigdnitha

Gatigavatarana 87

Garbe, R. 243 n?, 305 nb, 391 n!

Garbe, Fertgabe 301 n?

Garrez, G. 115 n*at 116

Garbhianka 253 nt

Garuda 208, 256, 323 n!

Githi (musical stanza) 115 nt

Gaéthikoga 192 n?



INDEX

Githanukramaniki 114 n3

Gauda 15, 92

Gaugabhinanda 82 nl

Gatidavaho 53, 54 n%, 77, 89 n?
92, 95 n%, 201, 394

Gaugl Riti 395

Gaulmin 338

Gauni 25

Gauri 92

Gauthier 243 n!

Gawrotiski, A. 42 nl, 48 n?%, 122 n3,
224 nl, 225 n?, 226 n?, 394 nl,
4141

Geiger, W. 45 03, 121 nb

Geistlichtsklitterung 341

Gelert 339

Geographische und Ethnologische
Bilder 337 n3

Geschichte der chinesischen Litteratur
182 nl!

Geschichte der griechischen Lyrik

n .

Geschichte der persischen Litteratur

382 n

Geschichte der Sanskrit Philologie
48 n%, 193 nl, 237 n®

Geschichte des Dramas 263 n?

Geschichte von Pila und Gopila
201 n!, 205 nd

Geschichte Romanarum 338.

GGA. 23 n?%, 178 n% on 179, 192 n?,
195 nl, 201 nl, 311 n?

Gesta Ramanorum 33t

Ghanadyama 259 n

Ghantamagha 74 n!

Ghatakarpara 16, 46,

Ghazipur-Bhitari 43

Ghosh, Manmohan 268 n?

Gildemeister, J. 117 n2, 124 n!

Girnar 38 n?

Gitadigambara 148 -

Gitagangadhara 148 n!

Gitagourifa 148 n!

Gitagovinda 56, 142 148, 275,

Gitagovinda : Literature 142 nl

Gitaraghava 148 n!

Giulio Nuti 335

Glanneau, C. 193 n

Glasenapp, Otto von 106 nd

Glaser, K. 278 n?®

Globus 337 n3, 359 né

Godabole N. B. 117 n?, 224, 239 n,
251 n3, 388 n4, 392 n!

Godavari 115, 348

Gode, P. K. 299 nl!

God : Flower-arrowed 2 n?

Goedeke 382 n?

Goethe 1320, 147, 147 r3, 237, 241,
370 ni, 382 nd

Goethe 1 Works of 237 n3, 238 n!
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Gokulnitha 289

Golden age of Ornate Court Poetry 41

Goldschmidt, P. 67 n3

Goldschmidt, S. 67 n3 :

Goldstiicker, Th. 148 n?

Golonbew, V. 193 nl

Gomukha : Character 350

Gonanda g7 n!

Gopilabhatta, see Bhatta Gopila

Gopilsakclicandriki 274, 275, 27501,
27

Gopilalila 8o n’

Gopiniatha : Kautukasarvasva 299

Gopindtha, Maharajadhirdja : Dasa-
kumarakathi 394 n!

Gorakhnatha 2go n

Goraksanitha 158, 290

GOS 82 nl

Gottfried von Strassburg 382

Gottschall 246 n®

Gottschall, R. 179 nl, 229 nl

Gourisankara 77 n

Govardhana 56, 134, 135

Govinda, name of Krsna 142; author
of Kavyapradipa 24 nl, 251 n®

Govinda Bhairava Brahme, see
Brahme Govinda Bhairava 254 n!

Govindacandra 297

Govindadeva Sastri 267 n4, 271 nt

Govinda Satikara Sastri 78 nl

Gnomic Poetry 148, see also Epigrams

Gnomic Stanzas 303

Graf von Schack, Ad. Fr. 62 n!, 6gn!

Grammatik der Prikrit Sprachen
68 nl, 174 nl, 192 n?

Grimya 19

Grandjean, J. M. 168 n®

Gray, J. 13 n, 158 n%, 178 n3, 226 n3,
2go nl, 379 n?, 398 n?

Gray, L. H. 1867 n2, 21g, 268 n?,
273 n?, 289 n%, 394 n?, 413 n?

Greece 195, 345

Greek go, 345, 350

Greek Astrology 47

Greek Fables 345

Greek Influence 193, 195, 410n¢ at 411

Greek lyric, history of 344 n?

Greek mimes 195, 197

Greck Mimus 192, 195

Greeko-Buddhist Sculpture 197

Greek Syntipas 384 n!

Greek version : Beast Fables 345

Griechen in Indien 192 né

Griechische Einfluss im Indischen
drama 193 n!

Griechische Roman 411 n®

Griechische Trag8dien 346 n3, 365 n3

Grierson 45 n%, 135, 14208, 178 nt at
179, 180 n! at 181, 191 _n®, 348
né, 349 n!, 352 n%, 352 n®atgs3
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Griffith, R.T.H. 57 n?

Grill, J. 266 n3

Grimm 364 nt

Grimm, J. 335 n4

Grimm’s Tales : 354 n?

Grimm’s Tales : Indian Origin 330 n?
G. % l\lrlandargikar, see Nandargikar,

Grosse, E. 179
. Grosset, J. 5 n2, 182 n?
Grube, W. 182 n!

GSAI gn’ on 6, 201 nl, 209 n3,
238 n3 358 nl, 359 n3, 366 n2,
386 nl

Guérinot, A. 117 n®, 178 n?

Guerriniha §76 nd

Gujrat , 192

Gujratism and Prakritisin gd4 n?

Guleri, S. C. 102 n

Gumani 163

Guna 28

Gunadhya 37, 41, 205, 214, 218,
253 n® 346, 347, 348, 350-352,
364, 388, 393, 399, 406

Gun%dhya : Brhatkatha 37, 346, 366

n

Guniddhya, Friend of the Prakrit
languages 348 n3

Gunasagara 133 n

Gunavrddhi 357 n!

Gune, P. D. 219 n? at 220

Gunkel, J. H. 365 n2, ¢

Guptas 40

Gupta, Chandrabhinu 148 n4

Gupta Dynasty 44

Gupta Empire 43

Gupta Princess g1

Gurupijikaumudi 101 nl, 299 n2
396 n!

Gustav 412

Gwalior Fort : Inscription 279 n®

H

at 179

Haack, A. g3 n3, 103 n?

Haag, F. 248 n®

Haas, G.C.O. 23

Haberlandt, M. 71 3, 310 n3, 388 n?

Hafiz 382

Hila 37, 41, 108 n2, 113, 114, 115,
115 nl, 116, 127, 134 n4, 399

Haliyudha 31 n5,80, 80 n!

Hale Wartham 254 n!

Hall, F. E. 5 n?, 85n% 175 nf, 347 n3,
394 n?, 398 n!

Hammira 105, 175 n

Hammirakidvya 105

Hammiramadamardana 281 n3

Hamsadita 121

Harhsavijaya Gani 178 n?

Handbuch der klassischen Altertums-
wissenchaft 411 n3

Handique, K. K. 83 n3

Hanumannitaka 272

Hanumat 272

Haracaritacintdmani 8y

Haradatta Sharma, see Sarma Hara-
datta

Haradatta Sti 83

Harakelinataka 280

Haraprasad Sastri 5 n? at 6, g n?,
38 nl, 51 nl, 82 n3, 105 n8, 148 nl,
174 n3, 181 n?% 289 n2, 297 nd,
350 n!

Harasimha 297 n3

Haravali 178 n?

Haravijaya 53, 76, 77

Hardy, R. Spence 200 n®

Hari 178 n2, see also Visnu

Haribhadra 386

Hari Canda 5 n!, 11 n®on 12, 21 nl,
22 n%, 23 n8, 26 n4, 44 nl, 50 nb,
120 5, 122 n%, 239 n

Haricandra 77, 394

Hariddsa Sastri 70 nl

Harihara 8o, 289, 289 n’

Harihara : Commentator 239

Harihara Sastri 71 n!, 105 nl

Harihara Subhasita 178 n2

Hariharavali 44 nl, 49 nl, 178 n2

Haripila g2 n

Harifcandra 279

Hariécandranrtyam 279 n4

Harisena 41, 42, 49 nl, 414

Harisithha of Simraon 297 n

Harisvamin 363, 369

Haritamrapitimbara 108 n2

Harivamméa 3 nl, 197, 276 n?, 366 n
at 367

Harivarsa 82 n!

- Harivilasa 22, 80

Harivilisa : Lolimbarija 8o
Harlot 350, 391

Harris, Ch. 45 n4

Harsa 51 n?, g9, 100, 402 nl, 404
Harsga : (1081-108g A.D.) of Kashmir

55 .

Harsa : King g9

Harsacarita 51, 51 n?, 67 n4, 106 nl,
136 n3, 201 n3, 236 nl, 307 nd,
399, 399 nl, 399 n#, 400, 406, 409.

argadeva 51, 52, 52 nl, 53, 53 n,

162, 163 n3, 200, 237, 251, 251 nf,
252 nl, 268.

Hargadeva (108g-1101 A.D.) : Kash-
mir 163

Harsavardhana : Thanesar 51, 399

Hartland, E. S. 340 n®

Hase, K. von 340 n

Hastipaka 50, sec also Mentha
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Hasya 10

Hasyacudiamani 280
Hasydrpava 298

Haithigumpha 37 n!
Hauptmann, Gerhard 243
Hausrath, Aug 346 n2?
Haute-Seille, gcan de 339
Hayagrivavadha 50

Heimat des Puppenspiels 195 n!
Heliodor 411

Hellenic influence 195

Hellenic sea 346

Hellenised East 346

Hellenism in Ancient India 193 n?,

10 n* at 411
Hellenistische ~ Wundererzihlungen
187 n

Heller, L. 80 n!

Hemcandra 22, 26, 26 n3, 34, 34 n®
80,81, 102, 107, 116, 219 n? at
220, 279, 280 n3, 288 n?

Hemacandra : Jinavardhanacampi

415 n

Herders J.G.V. 159 n?, 166 n%, 237,
241, 328 n?

Henry, V. 148 nl, 164 n3 at 165,
233 nl, 237 nl, 250 n? at 251,
251 nl

Herodotus 9o, 344, 364 n®

Herrmann, A. 396 n!

Hertel 1 n2, 87 n2, g2 n? 106 n®
107 n2, 128 n2, 154 nl, 178 n?
180 n!, 201 nl, 205 n%, 275 nl,
304 nl, %, 305 n%, 308, 309 nl,
310,310 nl, 3, 311, 31103, 318nl,
320nl, 2, 322,323 n?, 324 n%, 3, 4,

325, 325 n2, 325 nb, 326 nd,
326 nf on 327, 327 nl, 328n?, 329
nl 2 3 4, 331 nl, 333 n8, 334 n?,
336 nl, 337 n%, 340 nl,” 343,

355n% 357 nl, 2, 359 n, 361 n4,
365 n3, 366 n?, 368 nl, 373 nl,
380 nl, 381 n?, 3, 382 n2, 385 n3,
388 nd, 389

Hertel : Jinakirti’s Geschichte von
Pila und Gopala 365 ni, 3

Hertel : Paficatantra 382 n?

Hesiod 344, 344 nd

Het Indische Origineel van den
Grickschen Syntigas 338 nd

Heymann, W. 5n

Hillebrandt, 5, 39 n3, 44 n%, 67 nl,
122 n3, 178 nt at 179, 181 nl,
192 n?, 224 nl, 233 nl, 248 n?,
316 n

Himalayas

Hindu Law of Partition, Inheritence
and Adoption 225 n?

Hira 56 nS, 83

345 345 n%, 347 n4, 350n!, 352 n2,
38
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Hirilal Harhsrdj 103 nl

Hirszbant, B. A 172 n!

Hirzel 238, 248 n®

Hitorical Literature 88

History of Buddhism—Téaréanith 45n!

History of Sanskrit Litetature, see
HSL

Hitopadesa, 326, 326 n%, 327, g.8

Hitopgdeéa : Individual Manuscripts
26 n

Hitgpadeﬁa : Recensions 328 n2

Hitopades$a : Translations 328 n2

Hitopadesa-iibersetzung 340 nl

Hitopadesa, iiber Text und Verfasser
des 326 n?®

Hiucns-Tsiang
258, 399 n

HL 215 ng

Hoefer, Aé 2% n;, 619 nd, 122 ;13, 125n3,
134 n%, 138 n!, 164 nd at 1

16% n%, 167 n? 4 65,

Hoefer, K. G. A. 248 n?

Hoernle 42n? 45,4503, 4805, 51 n!

Hofdichter des Laksmanasena 56 n3

Hoffmann, P. Th. 120 nl, 238 n2

Holtzmann 46 nl, 305 n?

Homer 344 n3, 415 nl

Hopkins, E. W. 181 n?, 366 n® at 367

Horn, P. 87 n? 382 n!

Horovitz 410 n%

Horse Sacrifice 225

HOS. 308 nl, 324 n 2, 3

Hrdayadarpana 21

HSL 18 n%, 21 nl, 25n4%, 108 n3,
201 nl, 205 n? 233 n3

Huber, E. 31§ nl, 364 n3

Hultzsch, E. 50 n3, 54n2, 72 n2, 73nl,
76 “lg 95 nlé 117 “:’ 121 n:,
139 n% 192 n%, 253 n%, 280 n
281 n2, 288 n?, 3526 n ’

Humayiin nimeh 337

Humboldt Alexender v. 120

Humboldt, W. 148 n?, 238 n?

Humour 269, 284, 288, 351, 391

Hussain ibn *Alial Wa‘iz 336

Huns 120,

Huth, G.1 13 nl, 44 n3, 45 n%, 12201,
151 n

Hyperbole (atiayokti) 17

2‘3, 51, 52, 52 nl, 89,

Thamrga 186

THQI, 201 n!

Iken, C. J. L. 382 n3

Tliad 69

Indian Antiquary : 5 nl, 1103, 24nl
178 n4 at 179, 201 nl, 202 nl
205 nt, 233 n%, 290 nl, 388 nt

Indian Drama 194, 205 n
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Indian Fables : date 344
Indian Fairy Tales 329 nf
India Office Catalogue 148 n!
Indian Studies 104 n3, 371 n3, 410 n4
Indian Theatre 198 nfat 179
Indian Thought 18 n3 at 19
India, What It Can Teach Us 38 n!
Ind. Gedichte 167 n?
Indien in Wort und Bild 18on! at 181
Ind. Litteratur-geschichte 192 n
Indien und das Christentum 391 n!
Indische Altertumskunde 188n%, 388n?
Indische Dramen 248 n3, 2g6 nl
Indische Dramendichter Bhisa 202 n!
Indische Essays 183 nt!
Indischen Drama, iiber die Arfinge
des—178 n* at 179 .
Indischen Erzihler 385 n%, 388 nt
Indischen Inschriften 42 n
Indischen Inschriften und das Alter

der indischen Kunstpoesie 38 nl,

4rt n?
Indischen Mirchen 180 nl, 36% nd,
365 nl, 366 nl, 369 nl, 385 n
Indischen Mirchen und ihre Bedeu-
tung fiir die vergleichende Mir-
chenforschung 330 nd

Indischen Spriichen 151 n!

Indischen Warterbucher 46 n!

Indische Origineel van den Greeks-
schen Syntipas 338 n3

Indische Spriiche 164n!

Indische Streifen 368 n!, 387 u,
388 nt, 394 n%, 405 n?

Indische und deutsche Geist 238 n?

Indo-Scythian kings 38 n3

Indra 7, 8

Indra’s drum g3

Indradatta 89 n3

Indradhvaja 181 n?

Indrasabhi des Aminat 109 nl,
183 nl, 292 n?

Indumati 63

Indurija 22 nt

Inscriptions 40, 83

Intercalation 306

Intercourse bstween India and the
Western World 193 n!

International Monatsschrift 201 nl,

n

Investigation on Some of Kilidasa’s
Views 45 n

Isanadeva 83 n3

Isoldes Gottesurteil 382 n® at 383

I:lampurkar, V. S. 92 n?

4vara Chandra Sastri 151 n!

T4varadatta 300

Itihdsa 304 n2

I-tsing 50 n% 51 n%, 156-158, 200,
200 n?, 257 n?

INDEX

Itivptta 11

J

‘A 318 nl, 366 nl
ackal in Fables 344
'aavallabham 174
abali 289
sackson, A. V. W, 45 n8, 158 .,
194 nl, 194 n%, 226 n3, 243 n?%
251 n%, 251 né, 253 n$, 279 n¢
Jacob ben Eleazar 336
Jacob, G. A. 13 nl, 19n3, 22 n? on
23, 26 n%, 86 n%, 117 n?, g04 n?
Jacobi, H. 4 nl, 5 n}, g n3 at 10,
11 n3, 20 n"i 22 n?, 23 n%, 26 n$,
27 n!, 33 n?, nd, 35 n2, 40 n3,
46 n?, 52 n3, 57 n% 73 nl, 76 n?,
77 nl, 77 n%, 92 n3, 108 nl,116 n3,
126n8,13303, 134 rl,139 n3,161n4,
174 nl, 193, 201 nl, 211 nd
21 nl, 225 n%, 233 0%, 237 nd,
248 nl, 303 n, 2, 305 nf, 3110},
311 n8, 322 n?, 322 n3, 377 nd,
Jac3k Joseph 343 ot
acob, Joseph 343 n
Jagaddhara 1394n", 261 n?
Jagadahar Zadoo g7 nl!
Jagadish Lal Sastri 108 n?
“agadidvara 298
‘agadd 104
‘agadiicarita 104
Jagannitha 141, 141 .3, 166
Jagannitha Panditarja 30, 30 n?
Jaganndtha, Temgle of—147
Jaggadeva, see Jayadeva
Jagirdar, R. V. 178 n* at 179
Jahrbuch fiir romanishe und englische
Litteratur 330 nl, 340 n
Jahrbiichc; fitr Classische Philologie
n
Jaina Amaracandra 81
“aina Atminanda Sabhd 103 n®
‘ainism 367
aina Literature
ainollibdin 177 nl
aina : Paiicatantra 368 nl!
aina-Rajatarafigini 101
Jaina legends 324f., 367, 371, 3850
Jayasimha of Aghilvid 25 né,
211 n?
Jalhapa 22, 36 n?, 102, 102 n?, 173,

175

Jambavativijaya 3
}ambhaladatta 3665, 366 n3

amblichus 413 n!
Janaka, Ri3ji 2 n?
Janakibarana 70
Jinak!dparinaya 271
Jandrdanabhatta 162 né
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Anafruti 304
Zn(\)rgr, E. P. 207 nd ' .
3 nd, 4.5 n3, 194 nl, n
:} ASB 5 n8 at 6, 181 nt 398
Jataka & 238 na 304 n}, 2,
359 n? » 393 o
[ltaka?mali 197 n’, 3u, 414
‘Atukarni 258
‘aavallaharh 174
‘avanese Shadow Play 182 n!
'ayacandra 56, 277 nt
"ayacandra of Kannauj 56 83

107.

fayadeva 30 n 56, 132 n3, 134 nl,
135, 140 nl, 142, 147, I74; 271,
277 nf

‘ayadeva, Piyulavai-;a 30
‘ayamangala 78 n
‘aydnaka Jayaratha 102 nd
‘ayanta Bhatta 82
‘aydpida see Cippada
‘ayapida, King 18, 169
‘ayaratha
‘ayaratha Rajanaka 87
{ayata.ﬁkara 83
'ayadekhara, Jaina 61 n®
“ayasimha of Kashmir 25 n4, 56, 86
‘ayasithha, the Jaina poet, 281 n?
‘ayasirhhibhyudaya 955
ayaswal, K. P. 114 n%, 233 n®
ayavallabha 174
‘ayyata 23 n
‘BRAS 98 nl, 82 n%, 201 nl, 365 n3
‘BORS ‘114 n°, , 301 1
chingir 68 n?

‘ewels, Nine 46
J!;w Johannes von Capua ;;35

Ganginitha. 18 n 19,
nb, 179 nl, 271 n‘
Jha, Bgéminitha 178 n?, 239 n,
386 n3
Jibinanda 272 n?, 279 n?
Jimitavdhana, Bodhisattva 2 n?,
254f., 362 n!

:}ma 6
inadattasiri 81
Jina har;a 104
Jinakirti : Geschichte von Pila und
Gopala 87 n2, 201 nl, 205 n3,
347 n?; sce also Geschichte
:}milamkira
inardja 83 n
Jina Rgabha 81
Jinasihhasiri 103 n!
inendrabuddhi 52 nd
Jivananda 83 n3, 267 n%, 2g6 n!
Jivinandana 289
}lvandha.ra Campil 415 n?
#finddhirdja, Suganaka 140
~{iﬂmuigara 384
oél, Rabbi 335, 352 n?
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. N. Tarkratna 98 n!
Jogalekar, Krishna Rao
251 n®
Johanna, Queen of Novarra 337
Johannes von capua 336, 336 nl,

37

Jc.\hn3 Pickford 259 nl

Jolly 101 nl, 225 n?, 301 n?

jona.rgja 86 n3, g5 ol o1, 177 nt,
17

Jones, W. 12z n?, 142 nl, 143 n3,
147, 166 n® 237, 239 n, 244 nl’

Journal of Oriental Resecarch, Madras
201 n!

}oumal of Phxlology 365 nt

108 n3,

oyser, G. R 25 n3

JRAS 5nl, 181 n 326 nl, 326
n* at 327, 399 nl, 399 nt

Jubildumsausgabe von  Goethes

Werken I 237 n3
Jiilg, B. 370 n® 376 n?, 382 nS at

383
Jyestha-Kalasa 55, 94
Jyotiridvara,  Kavisekhara

297,
2970
Jyotirvidabharana 46 nl
K
Kiadamba 83

Kadarhbari 11 n3 at 12, $55> 67 nf,
82, 114 n3, 306, 307 n3, 354, 405-
410, 410 nf, 413

Kadambarisira 82

Kadiri 382

Kadri 180 nl

Kailasa Hill 118

Kaiser und der Abt 325 n3

Kaiyata 23 n6, 139 n2

Kalapnyanétha 258

Kalada 55, 98

Kalavilasa 170, 172

Kale, M. R. 233 n!, 261 n?, 388 n¢

Kalee Krishen Bahadoor 386

Kalhana 50, 50 nl, 55 n s 56, 77, 95-
99, 101, 169, 258 n2,

Kalhana : Ra_latara.z‘zglgi 373 n!

Kailidasa 2 nl, 10, 21 nl, 22 nS, 34,
35, 36, 44, 45 46, 47, 48, 49, 57,
62, g 69, 70, 84, 94, 117,
120n°, 121 :24,158n y 175, x76
nl, 177 nd, 202 nl, 203, 204, 20
205 n?, 225 n?, 226, 233, 233 n
237, 241, 247, 249, 250, 250 n?,
on 251-252, 258, 265, 268,347 n$,

371 n%, 388, 394.

Kailidasa, Abhinava, see Abhinava

Kaiidase, age of 44 o

alidasa, aiko 44 n®,

Kaliddsa, Akbarlya 49 n x78 n?
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Kiliddsa and the Padmapurina 239 n
Kalidasa : Commentaries on 67
Kalidasa, Dipasikhd 63 n!
Kalidasa et ’art poétique 44 n!
Ki!idisla et r’art poétique de L’lnde
5 n
Kalidisa : Hillebrandt 44 n2
Kilidasa, Life of 45 n
Kilidasa, Nava, see Navakilidasa
Kilidasas Sakuntali und ihre Quelle
238 n® at 239
Kalidasae Sakuntali Recensionibus

239 n
Kalidasas, three 49 n!
ﬁillidisa, Zci; des 44 n?
ali, grace of 44
Kilikigr 133 nt
Kalila and Dimna 332
Kalilag and Damanag 332
Kalilah and Dimnah 335 nl
Kalila und Dimna 346 n!
Kalila wa Dimna 309 n8, 337
Kilipija 183 nl
Kalingasena, the harlot 350
Kalividambana 168
Kalyina g5, 148 n!
Kalyiana Some§vara 93
Kima 57
Kamadi 127 n?
Kamedeva 83, 252
Kamandaki | 0ka) 263
Kimandakiya Nitisastra 322 n%,
328
Kamaéastra 4, 77, 368, 189 n?, 390
Kimasitra 265
Kambodia, Inscription of 48 nt
Kamboj, Inscription of 348 n?
Kampanna of Kanjeeveram 105
Kamsavadha 276
Kanaphatas 290 nt
Kanauj 51, 94, 277 n®
Kaiicana 277
Kafci 105
Kane, P. V. 5 nt, gn 3 at 10, 11 n3,
13 nl, 25 n%, 27 nl, 33 n%, 78 0%,
19nt, 259 n?, 399 n’
Kanika 150 n
Kanjir : Tibetan 364 n®
Kant 3t
Kanthibharana 164 n?
Katipura 277 n?
Kiaayakubja 258 n?
Kapadia, H. R. 81 nf,
Kinalika 287, 351
Kapphina Z‘7
Kapphinibhyudaya 77
Karambhaka 29 n®
Karman, Theory of 96
Karikisa 9, 27, 29 f. 33
Karma Stories 361

né
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Karnabhira 192 nl, 202 n! at 203,

205, 208

Karpa of D3hala g4

Karnpapiira 415 n?

Karnasundari 280

Karnisuta 390

Karpiiracarita 296 n!

Karpiiracaritra 280

Karpiiramaiijari 54 n2, 67 n, 115 n3,
191 n2, 268

Karuna 1o, 262

Karupilahari 141 n3

Karunarasa 259

Kashmir 67 n® at 68, 95-99, 395

Kashmirian Version : Brhatkathid
349-350

Kasika 71 nl, 79 n?

Kadikavrtti 70

Kasipati Kaviraja 296
Kitavema 244 n?
Kitayavema 247 n!, 248 n3
Kathi 11 n® at 12, 307, 307 nd
Kathaka 180 n! at 181
Kathdkautuka 87
Kathimrtanidhi 325 n®
Kathi : Prose novel 346 n#
Kathirnava 386, 38] n!
Kathisarhgraha 304 nl, 371 n2
Kathasaritsigara 56, 13 n2, 218,
236 n?, 257 n2, 263 nb 307 n3,
347 n3, 349, 349 nl, 353, 353 n%,

354 354 n’, 356, 361, 364
305, 3006 n% 393, 393 n
Kathisaritsigara’: G’crman Trans-

lation 366 n!
Kathasaritsagara : Somadeva 309
Kathasaritsdgara, Studies about 310,

Kathavate, A. V. 102 n% 103 n%
2
127 n
Katiylin 412
Kityayana’s Anukramanis 31
Katydyani 279
Kaulas 267
Kauéimbi 348
Kautilya 40, 234
Kautily : Arthasistra 313 n!
Kautiliya-Arthaéastra 150, 305 n4,
316, 322 né
Kautilya-Sastra, iiber
verwandtes 233 n
Kautukaratnikara 299
Kautukasarvasva 299
Kavi 40
Kavibhattakrtala 198 n2
Kavikanthibharana 24, 81 n2, 82 n?
Kavikarman 21 }
Kavikarnapira 288
Kavindrasamuccaya, see Kavindra«
vacanasamuccaya : -

das......und
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Kavindravacanasamuccaya 36 nl, 174
Kavirahasya 8o, 80 nl
Kavirija 56 n5, 83, 83 nl, 267 n3
Kavirdjapandita 83 n!
Kavisira g1
Kavitarkika 299
Kivya 1, 4, 13, 187, 388
Kavyidarsa 3 n?, 11 n® at 12, 13,
17 nl, 33 n3, 50 n% 307 n3, 392 n3
Kivyadarsa in the Tanjir 13 n
Kavyidarfa: Tibetan Translation 13n!
Kivyakalpalatd 3 n?
Kavydlamkara 12, 13, 36, 179 n!
Kavyalamkiravytti 18, 53 n5, 83 nl,
225 n
Kivyalinga 19
Kivyamimimsi 3 n?, 22
Kavyinusdsana 26
Kivyapradipa 24 n!
Kivyapradipa by Govinda 251 n?
Kavyaprakisa 10 n3, 23, 24, 25, 26 nf,
27, 6t nl, 85, 1610 179 nl,
226 n3, 267 n!
Kavyapraki{adarpana 29 n3
Kivyaprakisasammketa 26 n*
Kiavyariksasa, see Rikiasakivya
Kavyasamgraha 106 n3, 130 n!
Kavya Style 3, 39, 44, 272
Kavya Style, Origin of 2
Kivyavimardéa 22
Kayyata, see Kaiyata
K. B. Pathak, see Pathak, K. B.
Kedarabhatta 34, 34 n!
Kedaraniatha 271 n® at 272
Keith, A. B. 3 nl, 13 n?, 18 n% on 19,
21 nl, 29 n5, 47 n!, 69 n?, 70 n! 2
73 0%, 79 nl, 80 n*
85nl, g2n? 108 n2, 12203, 142 n!
146 n3, 162 nl, 173 n?, 178 nt
181 n¥, 192 n%, 193 nl, _,, .7,
275 nl, 280 n3, 297 n3, 338 n3,
Kel 10 r(n)‘ atqrr
eller, Otto 335 nf, 343, 345.
Kellner, H. C. 224 nl, 244 nl >
Kenduli 147 n!
Kenyogen 17 n?
Kerala 140
Kern, H. 353 n2
Kern, Album 176 n?
Kefavaddsamiéra 288 nl
Kefavamifra g1 n?
. G. 146 nd
Khakhar, D. P. 290 n!
Khapdana-Khagpda-Khidya 56 n®
Khapdaprasasti 136 n3
Khiravela 37 n!
Kl:iste8 Narayana Sastri 117 n? at
1t

438

Khonamukha g4
Khyals of Rijasthini 180 n! at 181
Kielhorn, F. 10 n3, 36 nl, 37.nl,
ga nay 48 nl’ ‘: 52 na: 54 n’,
7n8, 122 n3, 173 n3, 175 nl, 27608,
279 n3, 28t nl, 288 n3, gat nl,
324 nl, 349 n?, 414 nt
Kicth-Falconer, J.G.N. 335 n!
Kinder und Hausmirchen 341 nl,
4 n
Kindubilva 142
King Jayipida, sce Jayapida
Kiranivali drama 205 n'
Kiratarjuniya Epic 71, 73, 280
Kirditirujuniya, drama 280
Kirchhof, Hans Wilh. 335 n4
Kirste 312 n?
Kirtane, N. J, 105 n®
Kirtikaumudi 103
Kirtivarman of Chandella 282
Kitab el Sindbad 383
Kitab Kalila wa Dimna of Abul-
Maali Narsrallah ibn Muhammad
ibn Abdal Hamid 336
K. K. Handique 83 n®
Klatt 52 n3
chixé, J 2L. 178 n%, 194 n?, 263,
3 n
Kleine Schriften 370 nl, 375 n? at
346, 377 nl, 381 n2 on 382, 382 n®
at 383
Kleiner Schriften 340 n!, 364 nd
366 n® at 367, 369 n?
Kleinere Schriften 303 nl, 329 n®
336 n® 396 n!
Kleitophon and Leukippe,
story of 411
Kohler R. 329 n5, 364 n% 385 n,

Love

396

Konée, Nekolaus 336 n!

Konow, Sten 10 nl, 29 n® 49 n%,
53 n3, 67n%, 11503, 178 nb at
179, 184 n3, 192 n%, 193 nl, 202 nl,
205 n2, 225 n?, 233 n 1, 3, 239 n,
247 nl, 248 n3, 259 n?, 268 n3
270 n%, 271 n2, 273 nl, 278 nd,
281 nl, 296 nl, 348 nt

Koran 396 n!

Kosegarten J. G. L. 324 n3, 325 nt,
382 n®

Koul, Ananda 97

Kosmos, II 120 n2, 148 n?

K. P. Parab, sec Parab, K. P.

K. P. Trivedi, see Trivedi, K. P.

Kramadivara 78 n3

Kressler, O. 151 n!

Kreyenborg 122 n?

Krpasundari 288

Winternitz—History of Indian Literature, Vol. III, 27..
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Krsna 76, 414
Krsnabhatta 44 nl!
Krsnacandra 133 n!
Krsnacandra of Navadvipa 106
Krgnakarnimrta 140
Krsna, King (1247 A.D.) 175
Krsna, King’s brother 402
Krsnalilimrta 140 nl
Krspimacirya 22 n% 34 n!, 49 n!,
53 n% 56 n® 8on4, 102n3, 121 nd,
122 n, 134 n?, 139 nl, 140 n!
141 nl, 163 n%, 175 nd, 148 n®
eog nf, 277 n8, 278 n3, 279 n3,
. 288 n3, 413 n3
Krsnamicirya K. V. 117 n? at 118
snamiciriar, R. 291 n®
Krspamiciriar, R. V. 251 n4, 278 n3
Krsnamisra 282
Krsninanda 8
Krsniananda \;icas}:ati 291
Krsnanataka 146 n
Krsnanitha Nyapaficinana 251 n3
Krsnapadankadita 121 n
Krgnarija III, King 80
Krsnadankaravarman 54
Krsnasarman Sirvabhauma 121
Krsnasvimi Aiyangar, A. 349 n®
qugsasvimi Aiyangar, S. 67 n® at

Krtyirnava 290 n2

Ksapanaka 46

Ksatrapa 42 nd

Ksatrapa Rudrasimha 205 n?

Ksemarija 139 n?

Ksemendra 24, 24 n8, 34, 50 nl, 54 n?
555 79, 79n%, 80,81, 81 n?, 82 n?,
169, 170, 172, 257 n%, 266 nS,
267 nf, 279 n% " 307 n, 309,
309 n’, 310, 349, 352, 352 n?,
353, 365, 366 n!, "366 n?, °,
06 n

4
Ksemendrabhadra of Magadha 89 n3
Ksemendra : Brhatkathdmaiijari 406
Ksemi¢vara 279
Ksemkara Muni 391
Ksiti§avaméavalicarita 106
K. T. Parab 178 n?
K. T. Telang, see Telang K. T.
Kithnau 34 n
Kuhn, E. 226 nl, 338 n3
Kuhn, Festschrift 49 n?, 208 n!
Kuladekhara 139
Kulafekharavarman 277
Kulinakulasarvasva 291 n3
Kultur der Gegenwart
365 n?
Kulturhistorischen Liebhaberbiblio-
thek 382 nd
Kumira 61
Kumaradisa 50

346 n?,

INDEX

Kumiradisa, Ceylonese prince 45

Kumiragupta 48

Kumairgupta I 43

Kumsigapila 102, 103, 211 n3, 274,
2

Kumirapilacarita 80, 102, 103 n!

Kumirapilapratibodba 219 n? at
220

Kumaérasarhbhava of Kilidasa 1g, 49,

57
Kumadrasarhbhava Commentaries 67

Kumirasaarhbhava Jayaéekhara

61 n

Kumairasathbhava Translation
etc. 57 n?

Kumairasarhbhava Udbhata, 19,
61 n2

Kumirasvimin 28 n!

Kumbha, King 142 n!

Kunhan Raja, C. 67 n!

Kunjilal Nag, see Nag, Kunjalal

Kuntaka 21, 21 nl, 20, 270 n?

Kuntala 21 n!

Kuntala, King of 22

Kuppuswami Sastri, T. S. 271 n®

Kusana 41, 42 n3

Kusgana Rule 199

Kuilava 40, 180 n! on 181, 183

Kusumadeva 163, 163 n®

Kuttanimata also Kuttanimata 169,
251 n

Kuvglayinandakiriki 30

Kuvalaya§vacarita 29 n®

L

Laber J. 174 n!

Lacéte, F. 38 n!, 205 n3, 218 n3
252 nl, 253 n3, 311 nl, 34i6 nd
347 1%, % 348 nf, 4, 349 nl, 1
350 0%, %, 352 n'.3, 353 nf, 354 0.
355 u3, 303 nl, 394 nl, 399 n?
405 n%, 406 n3, 411, 412

Lafontaine 338, 341, 341 n!

Laghucinakya 151 n
LAI g n3, 155 n2, 259 n?
Laksana 25

Laksanaratnavali go
Laksmanabhatta 168, 414
Laksmanabhatta Ankolakar 198 n3
Lakgmanacarya 141

Laksmana Maigikyadeva, King 299
Laksmana Rimacandra Vaidya 164 n3
Laksmanasena, 56, 121, 142, 174
Lakgmanasiiri 271 n® at 272, 281 nf,

292
Lakgmidisa 121
Laksmidhara 175 n®
Laksmideva 175
Lakgmilahari 141
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Lalitaditya g2, 258 n?

Lalitaditya Muktapida 53

Lalitamadhava 148 nl, 276

Lalitapattana 277 nt

Lalitasuradeva g2

Lalitavigrahardjanitikd 280

Lalitavistara 197 n?

Lamas 200 n'

Langlés, L. 328 n?
man, R. 268 n®

Lassen Ch. and A. 95nl, 142 n!, 146,
188 n?, 261n?, 297 n3, 326 nj,
388 n?

Lasya 191 n!

Latakamelaka 297

La Terza, B 157 n?

Laugh, Whiteness of—118 n?

Livanyavati 55 n®

Lavanaprasida 103

Lefmann 197 n

Legende van Jimitavihana in de
Sanskrit Litteratur 257 nl, 346 n3

Legends f the Panjab 180 n?, 183 n?,

247 nt
Lehrbuch  der  Regierungskunst,
Namens PaiicikhyZnaka  mit
anderen Namen  Paificatantra

321 n
Lele K. K. 281 n?
Lenz, R. 247 n!
Leonard, G. S. 290 n!
Leo V. Mankowski, see Mankowski
Lescallier, D. 375 n2 on 376
Lesebuck : Hoefer 166 n?
Lesny, V. 205 n!, 20g nl, 3'136 n!
Leumann, E. 62 n!,” 70 nl, 151 n},
3'24é n® at 323, 326 n3, 369 nl,
386 n?

Lévi, S. 5 n? at 6, 9 n?, 11 n?, 23 n%,
67 n$, 81, 81 n%, 142 n!, 178 o,
180 nl, 184 n?,186 n?, 193,197 n%,3,
200 n?, 201 n}, 214 nl, 233 nd,
244 nt, 246 n?, 271 n‘f 276 n?,
277 nt, 281 n3, 282 nl, 291 nd,
296 nl, 297 n3 346 n!, 346 n%
348 n3, 350 nl, 352 n', 366 n!

Leyen, F. von der goz n!, 330 n%
332 nl, 358 nl, 366 n!, 369 n'

Liber de Dina et Kalila of Raimundus
de Biterris 337

Liebe und Ehe in alten und modernen
Indien 66 nl, 168 né

Liebich, B. 44 n3, 48 n3, 200 n?

Liebt;cht, F. 8o, 330 nl, 342 n?,
304 n

Life, Three objectives of (artha,

. dharma, kima)—174

Life of Kalidasa : Seneviratne 45 n?

Li?hts of Kandpus 336 n?

Lilaguka 140 n!
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Lendach, H. 128 n?, 131

Lindenau, Max 10 n%, 193 nl,
197 nl, 201 nl, 205 n?, 208 n3,
209 nl

Linga Cult 362

Literary History of India :
266 n?

Litteraturblatt fiir Orient 226 n?

Litteratur und Sprache der Singha-
lesan 45 n

Livre des Lumiéres ou la Conduite des
roys 336

Livy go

Llewelyn 339

Llewelyn and his dog_ 340

Lobendanz, E. 244 n!, 248 n?

Lokdnanda 200

Lokoktimuktavali 163 nt

Lolimbardja 8o

Loman, J. R. A. 299 n¥ at 300

Love Songs, Love Lyrics 32, 35,
107-148

L. R. Vaidya, see Vaidya L. R.

L. Scote 253 n®

Luber, A 366 n?

Lucas, H. 410 nt

Liiders H. 37 n?, 108 nl, 178 n* at
179, 195 n' at 196, 197 nl, 198,
199, 233 n%, 273 nl, 273 nl, 273 n?,
274 03, 391 n!

Lyon, Diocese of—340

Lyrie Poetry 3, 35, 37, 88, 106-148;
in single stanzas-127 f.; Religious
Lyrics 135-148

LZB 15¢ 0, 275 n!

M

Fraser

Macbeth 266
Macchiavelli 150 n?
Macdonell 120 n®, 149 n3, 173 n?
201 n
Madana 281, 281 n?
Madanabhirama 133 n!
Madanamaiicukd 350
Madgavkar, K. R. 266 n?
Midhava 105 n$, 121
Maidhavabhatta 82
Midhavinalakimakandala-katha

76
Mighavinala-kathi 376 n3
Madhavarao I 31
Madhuravini : Poetess 87
Madhurivijaya 104
Madhusiidana 272, .273
Madhusiidana of Mithild
Madhusidana Sarasvati 140 n
Madhyamavyiyoga 205, 207
Magadha 43
Magadhas (singers) 40
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Maigadhi 192
Migha 52, 70, 72, 73, 74, 77, 84
Migha, Ghanti-Migha 74
Migha : kivya 78 nl
Migha : Sifupilavadha 326 n4
Mahibhirata 1, 1 n%, 3 nl, 35, 3
40 nl, 55, 71 nd, 82, 89, 89 nf,
90, 93, 99, 149, 154, 183, 196,
196 n3, 204, 205, 206, 238, 239 n,
266, 266 n8, 277, 278, 278 n?,
305, 305 n? 328, 334 ¥, 345 n',
347 nd, 354 n?, 366 n® on 367,
. 379 nl, 386, 399
Mahibhirata :abridgement of the 81
Mahabhisya 37, 94, 156, 305 nt
Mahibhigya : Pataiijali 196
Mahicandra Nyidyaratna 226 n?
Mahideva 30, 271
Mihadeva bhatta 277 n!
Mahikityidyana und Kénig Tschanda
Pradyota 355 n3
Mahikivya 14,78 f., 104, 117; see

Ornate Epics
Rudradiman,

Mahiksatrapa
Rudradiman
Mahilinga §astii, Y. 30 n?
Mahimad Sahi (Mahamad Sih) 87
Mahianitaka 271 n?, 272, 273, 274,
275, 375 nl
Mahirigtra 115 né
Mahirastri 115, 115 n4, 192, 371
Maiharagtri, 115 Ausgewihlte Erzih-
lungen in—40 n3
Mahasatta Candra 200
Mahasattva-Candra 200 n?
Ll\gll::mna 2208
vagga 1
Mahivamsa 939 nl
Mabhiviracarita 259, 261
Mahiyina Buddhism 255
Mahendrapila 54, 54 n?
Mahendravikramavarman 297 nl
Mahimabhatta 22
Mahipila 54, 279 n3
Mahipilabhuvanaikamalla 279 n3
Mahilapattana 133 n!
Majer, F. 142 n
Majumdar, B. C. 48 n3, 79 nl
Malabar 180 nl at 181
Malabar Brahmagas 180 n! at 181,
Milatimiddhava 110 n?, 261, 266, 279
Milaviki;nimitra 1on3, 49, 248,
250 n? at 251, 253, 268
Milaviklfnimitra : Translations
248 n'

Malayaketu 235
Malaya Magic 182 n!
Malayan Books of Fables 337

Mallaniga 397 n?
Mallaniga : Iumuﬁtra 397 n!

see

INDEX

Mallinitha 27 n3, 34 nl, 61 n,?
62 nl, 67 le, »1 nl, 72 n%, 78 nl,
79 n, 83 nd, 117 nf, 780, 79 nd,
83 n3, 117 n%, 217 n? at 18,

Milwa 42 n3, 43

Maimalladevi 53 n%, 83

Mammata 23, 23 nS, 26, 20,
85, 85 n3, 169 n?

Minatunga 140 n®

Minaviyadharmaéistra 204

Mindalika, S. V. N. 115 n?

Mandapa 211 n?

Mand4ramarandacampii 414

Mandasor 47

Mandasor Inscription 79 nl, 122 n?®

Manen, J. van. 151 n

Maﬁgaligtaka xa;,

Maniciada 200 n

Manika 271 n*

Mainikyacandra 24 n!

Manirima 122 n?

Maiijari 81 n®

Maniz.d, D. R. 178 n* at 179 .

Mankad, D. R. : Types of Sanskrit
Dramas 178 nt at 179

Markha 50 2, 56, 86, 95 n#, 102 n3,
163 n3, 177, 271 n

Mankhaka 86 n3, 102

Mankhuka 26 n*

Maiikhuka 26 nf

Mankowski 309 n?, 312 n?, 320 nl,
349 nl, 352 nl, 364 nl, 394 nd,

06 n?

Manmathonmathana 278

Manodiita 121 n3

Manu 150, 189 nl, 312

Manuai of Histrionic Art; Bharata
6n

Mira 2 n?, 197, 361 nf

Marazzi, A. 233 nl!

Mirchen 330 n? .

Mirchen des Siddhi-kilr, kalmukisher
Text mit deutscher Ohersetzung :
Julg, B. 370 nd

Marici 391, 39« n!

Markandeya 349 n!

Markandeyapuraga 279

Marwiri Dialect 180 nl at 181

Martiniaus, Legends of—3gr n!

Marx Moller 242

Mask-dance 270

Masadi 383

Matha 89

Mattavilasaprahasana

Mathuri 42 n3, 34

Mathurdadasa 27!

Maitraceta 39, 117 .

Matygupta 10, 49, 50 0

Mitrardja (Anahgahargja) 218 n%,
253 nd :

61 n!,

297 n!
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Matsyapuréna 245 !

Maudgalyéyana 198, 199

Max Koch 330 n!

Max Miiller 38 nl, 117 n2, 119 nl,

157,173 0% 273 0, 333, 341 nl

Max er : Hitopade§a, German
Translation 328 n?

Maiyipuspaka 270 n?

Maurya, Chandragupta 234

Maurya dynasty 40

Maurya King : Candragupta 150

Mayiira 52, 52 n?, 132, 132 nl, 140n?

Mayiira, see also Qpackenbos

Mayurija-270 n?

Maiyiragiri 10,

Mayiira : Sansfrit Poems of 388 n!

Mayiirastaka 132

Ma;unglar, B. C., see Majumdar

M. Chakravarti, sce Chakravarti, M.

Megati Temple 38 nt

Meghadiita 11 n® at 12, 45, 49, 117,
122, 265, 347 nt

Meghadiita, Imitations of—120

Meghadiita : story 118

Meghavijaya 325, 325 n?

Mehendale 225 n?

Mechendale, K.C. 223 n! at 224

Meier, E 117 n3, 159 n3, 244 n!

Mélanges Lévi 346 n%, 394 n?,
399 n% 405 n?

Méiusine 326 n?

Memorial verses, see Kairikas.

Memoirs of the Asiatic Society of
Bengal 82 nd

Mentha 49, 50

Merututiga 53 o', 158, 387

Metaphor (rapaka) 151

Metres, Metrics 13, 108; mystical
harmony of —31; Names of metres
2

Mel?teya, Ananda 200 nd

Mewatis 89

Mexican festivals 182 nl

Meyer, G. 108 n?, 110, 120

Meyer J. J. 66 nl, 80 n®, 106 nd,
108 n®, 130, 155, 169 nl, 170 n%,
344 nl, 365 ni, 369 n!, 382 n® on
382',3878 nl, 38§n , 389, 391 0,
92 N7y °y 394 1 .

MiimmmerNsights Dream : Sanskrit

Mihiragula 43
Miller, G. Morey 179 nd

Mimic Dances 182

Mimus, 193

Misc. Essays : Colebrooke 154 nl,

189 n
Mittavindaka Jataka 361 n®
Mitbhild 2 n?
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Mitragupta 393 n!

Mira, P?amadidisa 29 n®

Mitra, Rajendralal, see Rijendralal
Mitra : .

Mittavindakajitaka 361 n®

Mitteiliingen der Anthropolog 182n!

Mixed form, see Prose

M. L. Nagar 93 n

Modi, J. J. 365 n3

Mohammad iah IIT (1720-1747)
370 n®

Mohamudgara 166

Mohanadasa 272 nl, 273

Moharijaparajaya 288

Mohar3japarinaya 288 n®

Monastery 89

Monchslatein 338 n!

Mongols et leur prétendu rdle
dans la transmission des contes
indiens vers Ioccident Européen
338 n®

Mongols, 370 nd at g71

Monier-Williams 239 n, 244 1, 247 n?

Monmol’xan Chakravarty 29 n°

48 n

Morall Philosophie of Doni 336

Morgenstierne, G. 223 n!

Morison, J. 102 n

Mother Cult 362

Moticandra 299 n

M.P.L. Sastry 26 n?

Mrcchakatikda 191, 224, 225 nd,
226, 228 231, 232, 234 .

Mrcchakatikd, tber das Verhiltnis
zwischen Carudatta und Mrccha-
katikd 223 n!

Mprgardja 266 nt

Mytasamhjivani 31n®

Mytyuiijaya 376 n!

Mudriraksasa 158 n?, 191, 232,
233 n!, 233 n’, 236, 263 n®

Mugdhakatha 856

Mugdhopadesa x7§

Muir, John 151 n

Miika 139, 139 n'

Muktipida, King 82 n!
Muktavali 55 n3
Mukula 21

Mukundamila 139
Mukundamuktavall 140
Mukundinandabhina 296
Mukhyd 25
Miladeva 358 .
Mulla Tantai : Loation 337 n®
Milllenhoff 303 n®, 335 n
Miiller, August 384 n?

Miiller, Berthold 238 n® at 239
Miiller, D. H. 359 0

Miiller, Max, sec Max Miller
Muni Bharata, scc Bharata
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Munisuvrata Kivyaratna 81 n?
Muiija 23, 54

Muntzberg, R. 103 n?

Murari 271, 271 n®
Muririnitaka 271 n2

Music and Song 9, 181 n!

N

Nabhaji 142 n3

Nachlese, Friedrich Riickerts 244 nl!

Nachlese, Riickert 244 nl

Nachschabi 382

Nachschabi : Tutinameh 382 n3

Naga, King 93

Niginanda 2 n?, 162, 200, 251, 253

Naga-Pingalaniga 32

Nigarija 162, 163 n!

Nagaraka 2n?

Nagar, M. L. g3 n®

Nigas 256

Nag, Kunjlal 78 n?

Nigojibhatta 251 n?

Naisadhacarita 56, 83, 85

Naisadhdnandaniataka 279 n3

Naksatramili 8o n3

Nala 69, 245 n2

Nalabhyudaya 86

Nalacampi 414

Nala-legend 86

Nalli Diksita 296 nl!

Nalodaya 6g, 6g nl, 2, 8, 125

Nalopakhyina 24;, n?

Nami 23 nl, 266 n

Namisidhu 23 nl, 36

Nanda 235

Nandat%ikar, G. R. 45 n%, 62,67 n?,
70 nl, 117 n3, 240 n!, 251 n!

Nandi 30, 182, 188, 202

Nandibharata 6 n!

Nandibharata—Saﬁ%itapustakam 6 n!

Nandike$vara 6 n

Nindi, Sandhyikara, see Sandhyakara
Nandi

Nanjardja of Mysore 296

Ninyadeva 261 n?

Narahari 83 n3, 162 nt

Narasirhha 297 n3

Narasimhachar, R. 11 n3, 50 n%, 349n,

Narasithha II : King of Orissa 27
29 n

Narasithha, King of Vijayanagara
297 n

Narasithha Sarma, G. R. 126 n8

Narasithhavarman II of Kaiichi 50 n®

Narasihhavijaya 29 n®

Narasirhhiengar 22 n8, 22 n? at 23,
23 n%, 45 nl, 87 nt

Naravahanadatta : Story 350

Nariyana 83 n?, 259 n?, 277, 326,

327 nl, 328, 415 n!
Nirayanabhatta 140, 414
Nardyanabhattahari 80 n3
Nardyanadiksita 87 n3
Nardyana Gapapati Sastrf 57 n?
Nirdyaninanda 104
Narayana Shah 105
Nirdyaga-Visnu 327 n?
Narayaniyastotra 140, 415 n!
Narrative literature go1
Nagralldh, etc. p. 336
Nata 180 n! at 181, 182
Nataka 28, 182, 184, 187, 188
Natasitra 6
Natavataprahasana 301
Niatayati 182
Natesa Sastri, S. M. 45 n3
Natika 186, 251
Nityadarpana 288 n?
Nityilocana 22 n®
Nityapradipa 10 n3, 271 nt
Nityadastra 6, 10 n3, 39,

188, 190, 234
Natyaveda 7, 8
Navakilidisa 49 n!
Navadvipa 106 n2
Navasahasiankacarita g2
Navasahasankadevacarita g2 n*
Nayacandra 105
Nayaka 11
Nayikd 11
Nemaditya 414 n?

Nemidiita 121
Nemikumira 26
Neminirvana 25 n#
Nepathya 193

Neubauer, A. 335 n®
Nerval M. et G. de. 224 n!
Néve, F. 166 n2, 259 n?
Newari 326

50 nl,

NGGW 5 nl, 2, 122 nd, 173 n,
180 nl on 181, 233 n!, 253 nd,
288 n?, 304 n?, 391 n!

Nidansiitra

Nikolaus Konde 336 n!

Nildcala, Raja -of—147

Nilakantha 168, 178 n2, 258

Nilakanthadikgita 87, 141, 163 n4,
168, 271

Nilakanthavijayacampi 271

Nilamapi Chakravarty 30 n2, 31 n%,
173 n3, 276 n? .

Nilamatapurana 97

Nirmalata 72

Nisikanta Chattopadyaya 183 n!

Niti, Leading, Wordly wisdom,
Politics-220, 233, 312

Niti-Epigrams 149

Niti (Moral) storics 334, 847

Nitimafijari 173
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Nitipradipa 164

Nitiratna 164

Nitisira 125 nb, 164, 263 n?
N!tiiggtra 77, 150, 308, 313, 345,

3
Nltiﬁgta.ka. 153, 154, 156, 158, 1590,
101.

Nityasvariipa Brahmaciri 83 n®

Nobel, Joh. 5nl, 1rn3, 25n!,
122 n
Néldeke, Th. 332 n® on 333, 333 n*,

4 N
Nomadische Streiferveien im Lande
der Kalmitken 370 n3
North, Thomas 336
North Western Dialect 348
Nouthukpakarana 337 n3
Novels 14, 150, 302, 306 ;—Historical
90, 103
Novels ; Greek and Indians 410
Nuns 191, 249 f., 263
Novus Esopus 337
Nuti Giulio 335
Nrysirhha 276
Nyayabindu 11 nd at 12
Nyidyadastra of Medhatithi 204
Nyayaviacaspati Rudra 105

o

OC 178 nl, 183 nl, 324 n® at 325,
376 n’ 399 nl

OCV. 57 n!, 193 n!

ODBL 146 n3

Ocstcrlcy,'H. 158 n4, 369 nl, 370 n?,

72 n

Ogden, C. J. 251 nt

Ojbi, G. H. 102 n?

OIdcnbcrg, H. 5nl,95n!, 155, 180nl,
229 nl, 241 nl, 259 n, 304 n?,
375 n? at 376

Oldenburg S. de 375 n! at 376

Oliver, R. P. 224 n!

Orient und Occident 335 n%, 337 n3,
342 n3, 364 n?, 4, 376 n!, 385 nd

Orissa 88, 147 .

Ornate Epic 57fT.

Ornate Fictions 388

Ornate Postry (Kivya), Characteri-
stics or meridies 1-5; in verses or
in prose

Oster, L. 387 n3

Otto, Keller 343

Outlines of the History of Alarhkidra-
Literature : Kane 5 n!

Oxus 42

P
Pabbeka 34 n!
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Pccccka.bulddha.geschichten 384 n3,
93 n

Pida, quarter g1

Padaikadiita 121 n3

Padataditaka 300

Paddhati 176

Padmagupta 54. 92

Padmanibha, Brahmana 159

Padminanda 81

Padmaprabhrtaka 300

Padmapurina 238, 238 n2 at 239

Padmasirhha Sarmi 174 nt

Padmaivalikatha 356

Padyakadambari 82 n2

Padyamrtatarangini 178 n?2

Padyaracani 178 n

Padyasarhgraha 178 n?

Padyavali 126 n%, 178 n3, 276 n®

Pahlavi 317

Pais’ci dialect, 192, 3

Paksipakaranam 337 n

Pialaka 227 '

Panasikar 142 nl, 259 n2, 261 n3,
271 n® at 272

Paificabinavijaya 296 nl

Paficadandachatraprabandha 377

Paiicila : King 133 nl

Paficikhyanaka 324

Paficakhyina Caiipai 325 n®

Paficikhyanoddhara 325

Paficaritra 191, 205, 206

Paficasati 139

Paiicasiki 133 n!

Paficatantra 41, 232, 304 nl, 3 305
n?, 306, 307, 307 nd 308, 309,
309 n’, 310, 311, 312-323, 3230,
324, 324 n%on 325, 325, 325 n%,
326, 326 nl, 327, 328, 330, 333,
334, 337 n%, 347, 356, 357, 365,

68 nl, 371 n% 373 nl, 380,
380 nd, 383, 384, 413.

Paificatantra Benfey 330 nl, 380 n¢

Paiicatantra Buddhist Origin of—330

Paficatantra Circulation 332

Paficatantra Hertel 310 nl, 328 n®

Paficatantra Hindi Trans, 328

Paficatantra Gain 368 n!

Later redactions 321

Nepalese Selection 310

Pal}:lavi Translation 309,

317, 333

Primary 308, 333

Recension 3 exdg

Reconstructed 308 n®

Redactions, Oldest gog

Southern 322

South Indian 310, 325

Ten Chapters 334

Text form 307

Title g1

> 349
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& 'Translations 328 n3
Paficatantra, Uber das Tantri-
khyayika, die Kasmirische Rezen-
sion des—308 n!
Paficatantra, iiber einen siidlichen
textus amplior des—ga25 nl
World Literature 329
Paficatantra books : different inde-
pendent circulations 322 n!
Pancha-Tantra ou les cing ruses
325 n
Pantschatantra 343 n3, 361 n3, 380 n#
Papdavabhyudaya 296 nl
Pandavas eoz
Pandita 23 n® 30 n?, 57 n2, 61 n3,
8on4,81 nt, 117n2, 136 n3, 267 nd,
,271 n4, 288 n4, 415 n
Pagdlita, S. P. see S. P: Pandita
Pandja Tandaram 329, 337 n®
Pandya Ter Miaram Raijasimha 205 n?
Panegyrics 2, 35, go
Panini 6 n, 19, 33, 35, 196, 348 n?
Panjab 192
Panna Lall 214 n!
Pantcha-Tantra, ou les Cinq Ruses
see in Pancatantra
Pantschatantra, see Paficatantra
Parab, K. P. 23 n%, 69 n%, 117 n?,
153 07, 224 nl, 239 n, 244 nl,
248 n3, 251 n3, 259 nl, 387 n
Parab, K. P. 178 n?
Paramiananda 1 3;,
Paramira 92 n
Paramira Prahladanadeva 280
Paramardideva 279
Paramitmaprakiasa: Upadhye 248 nl!
_ Paramitas g61
Paranjape, D.M. 254 n!
Paranjape, Sivarama
164 n® at 165
Paradara 312
Parasarya Monk 401
Para$urama 81
Pargiter, F. E. 89 nl, 114 n4
Paria-Legend 370 nl
Parijataharanacampi 414
Parijatamaiijari 281
Parimala g2
Pariparévika 188 n2?
Pariplava 304 n?
Paris, Gaston 332 nl
Paridigtaparvan 107
Parrot as wise counsellor, talking
parrot-book, see Tutinameh 375,
:178 f.
Pars'vabhyudaya 121
Pars’vanithacarita 377 n!
Parthapardkrama 280
Paruga 19 .
Parvati 57

Mahadeva

INDEX

Parvatibhiisana 278 n3
Parvatiparinaya 278
Parvatiparinayandétaka, iiber Binas—

278 nd
Parvatiparipayanitaka : Vimana-

bhattabiga 278 n®
Pirvatirukminiya 83 n?
Patilavijaya 35

Pataliputra 235

Pataiijali 2n2, 32, 37, 107, 156, 189gn!,
196, 196 n%, 305, 307 nd, 394 n®

Patankar, P. N. 239 n, 244 n

Pithak 117 n2, 154 n!

Pathak, K. B. t&n’, 50 nb, 82 nS,
83 nl, 157 n

Pattavali 8g n2

Patti-Pombucchapura 277 n!

Pavolini, P. E. 5 n3, contd. at 6,
106 n3, 207 n3, 238 n3, 273 n3,
358 nl, 359 n3, 376 n3, 385 nd,
86 nl!

Pauli 335 n*

Pauli : Schimpf und Ernst 342 n!

Paurinikas 4o

Pausanias 340 n?

Pavanadita 121

Pavie, Th. 45 n3, 387 n3

Pavyeka 34 n!

Pechuel-Loesche 345 n!

Peep into the Early History of India
38 nl, 42 nd, 47!

Pelliot 200 n!

Pentamerone 364 n2?

Penzer, N. M. 353 n?

Perin, Dr. 292

Persian carpet 193 n?

Persischen Papageienbuchs 382 n3

Persischen  Litteratur, Geschichte
der—382 nl

Pertsch, W. 106 n2, 382 n¢

Perunigadai 349 n?

Peterson 11 n3 at 12, 22 n?, 24 n!,
3on® 36 nl,37 0, 39 nl, 49 nl, %
53 0% 54 0% 56 n% 67 nt,
at 68, 70 nl, g5 n%, 114 n3, 136 n3,
143 nd, 162 n%, 163 nl,
175 n2, 4 176 n3, 178 nl, nd,
265 nl, 279 nd, 326 n3,
388 n%, 392 n%, 405 n®, 410 n?,
410 n%, 410 n%, 414 nb

Peterson, F. G. 67 nt at 68

Peterson J. D. 143 nd

Petrys Alphonse 338 nl

Pforr, Anton von 336

Pfungst, A. 382 n® at 383

Philemon and Baucis 359

Philologische  Wochenschrift 346 n?

Philosophy, Philosophical literature

26, 13
Pickford, Joh. 259 n!
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Pilpay : Indian Philospher 338 n?

Pifigala Pingalaniga 31-33, 37

Pischel, R. 5 nl, 6 nl, g n3, 25 n?,
27 nl, 29 03, 47 n!, 51 0%, 55 n?,
56 n3, 68 nl, 69 nb, 83 nl, 114 nd,
115 n* at 116, 116 n3, 121 nl,
mg n3, 134 n4, 142nl, 146 nl, 3,
148 nl, 162 103, 178 n?
178 n® on 179, 192 n3, 193, 195
195 nl, on 196, =201 nl,

2:3 n?, 226 n2, 239 n, 243, 24§n1,

246 n?, 247 nl, 248 nl, 250 n% on
251, 270, 273 nl, %, 279 n?, 3,

. 348 1%, 368 nl, 389, 415 n!

Pisharoti, A. K. 201 nl

Pisharoti K. R. 80 n3, 201 nl, 277 n!

Pithamardaka 293

Platts, John 370 n?

Plot : epic 14

Poetesses, see women

Poetical devices 18

Poctics 5-35, 39f., 71, 76 f., 83 f.,
88, etc.

£
Poetics : Aristotle 193 nl
Poetik 179 n?, 229 n!
Poetik und Acsthetic der Inder 5 nl
Poetry, see also Ornate Poetry
Poetry, Three Types of 21
Pohl, E. 224 n!
Political Fables 345
Popular Plays 183
Pornographical Stories 380, 391; P.
songs. 111 Pornography 55, 168,
8o3 f.
Portia 359 n
Potiphar 365
Powys-mathers, E. 134 n3
Po Yu King 357 nl
Prabandha 144
Prabandhacintimani 53 nl, 115 n3,
158 n?, 387
Prabandhakoéa 56 n%, 387
Prabhikara 148 n!
Prabhikara Sastri gor nl!
Prabhdkaravardhana 403, 404
Prabhdvakacarita 52 n3
Prabhavatiparinaya 29 nS, 289 n’®
Probodhacandrodaya 282, 375 nl
Pracandapindava 268
Pricetasa-Sraddhakalpa 204
Pracinalekhmila 92 n!
Pradhan, V. G. 78 n!
Pradyota, King 220
Pradyumnidbhyudaya 276
Pradyumnavijaya 276 n®
Prahasana 185, 292, 297 n!
Prijyabhatta g5 nl, 102
Prakarana 185, 186, 187, 193, 214
Prikrit 22, 368 n!
Priikrit Period 38 n!

Prakrita-Dvyasrayakivya, see
Dvyaérayakivya

Prikrtapitigalasiitra 33 n3

Pramadadas Mitra 29 n®

Prasannarighava 132 n3, 134 n!, 271

Prafasti 41, 91, 280

Prafastipattas 89 n2

Pradastiratnavali 29 n

Prastivani 30, 188, 202 n! at 203

Pratiparudra 28, 281 n3, 289

Pratiparudradeva 147 n!

Pratiparudradeva of Orangal 277 n®

Pratdprudra, Inscription of 29 n

Pratidparudra Kalyina 28, 281

Prataparudrayadobhiisana 11n3, 12
nl, 28, 281

Pratiaparudriya 28

Pratihirenduraja 19, 21, 22 nt

Pratijiidyaugandhardyana 192 nl,
204, 205, 219 n? at 220, 233

Pratiminitaka 201 nl, 2, 204, 205,
210, 212

Pratiminitaka of Bhisa 240 n®

Pratigthdna 115 nt at 116, 348

Pravarasena 67 n4, 68, 399

Pravarasena II 50, 67

Praves$aka 187 n

Prayaga 52 nl

Preksanaka 271, 278 n!

Premacandra, Papdita 83 n3

Premacandra Tarkavigiéa 271 n!

Preuss, K. Th. 182 n!

Preusz. Jahrb. 358 nl!

Printz, Wilhelm 202 nl!

Priyadarsika 251, 251 n?, 532

Proceedings and Transactions of the
first Oriental Conference 223 n!
at 224

Prologue Cadre des Milles et une
nuits 385 n!

Prose mixed with poetry 13, 15, 304,
311, 366, ctc.

Prose Literature 15, 38, go2, 306

Prosa, Altindischen 180 n

Prosody 5, 9, 13, 31

P. R. Subramanya Sarma 30 n!

Prthvipala 211 n?

Prthvirdja 102

Prthvirajavijaya 102

Prthvi Vallabha 54 nt

Pulakeéin II 70

Pulinabhatta 406

Puppet Play 195 n!

Purina 89, go, 135, 180 nl, 238, 401

Purinic Sutas 180 n! at 181

Pirpabhadra 324, 324 n%,326, 342 n?

Pirpabhadra, Narayana g13 n

Pirnakalas’agani 102 n®

Piarnasarasvati 117 n?

Puriiravas 180 nl, 304 n?
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Purusapariky 386
Purugottama 168
Purugottamadisa 381 n3 at 382
Parvapithika 394

Parvaranga 9, 30, 182, 188
Pusalkar, A. D. 201 nl
Pusyamitra 248 né
Pygmalion 412 n?

\ Q
Quackenll)os, G. P. 52 n?, 136 nl, 2,

137 n
Quackenbos : The Sanskrit Poems
136 nl, 2

of Mayiira
R

‘

Rabbi Joel 335, 342 n?

Riaghavabhatta 239 n, 244 nl

Riaghavadeva 175 n®

Righavan, V. 25 n3

Raghavanaisadhiya 83

Righavapandaviya 82

Raghavapiandavayadaviya 83 n?

Raghavavilasa 29 n®

Raghu 62

Raghunitha, the poet 105

Raghunithabhyudaya 105 n4

Raghunathaji, K. 151 nl

Raghunitha, King of Tanjore 87,
105 n

Raghunitharao 31

Raghuvarhéa 2 nl, 48 n4, 49, 57, 62,
70, 94, 177 n® )

Raghuvaraéa : Commentaries 67

Raghuvarhda : Geographical data of-
13 n

Raikva 304

Raimund 243

Raimundus de Biterris 337

Raimonds de Bézier 337

Rija Bhoja 376

Riajadevi, Brahmani 4o1

Rijakavivarnaga 49 nl

Rijinaka Alaka 76 n?

Rijanaka Bhatta 87 n®

Rajanaka Jayaratha 87

Rajanaka Ratnikara 53, 76

Rijinaka Ruyyaka, see Ruyyaka

Rajinaka Tilaka 26 n¢

Rajaniti 151f., 316 nl, 324 nl, 334 n3

Rijanitisamuccaya 1 51 nl

Rijanitisastra 151 n

Rajapradasti 87

Rajapurl 102

Rajasekhara 22, 36, 36 n2, 50, 54,
54 n%, 70, 70 nl, 164, 201, 203,
246 n2, 267, 268, 269 n, 270,
279 n%, 387

INDEX

Rajasekhara : His Life and Writings
54 n!, 269 n :

Rijasithha 203, 205 n2

Rajataraagini of Kalhaga 19n?2, 50n?,
53 n%, 54nl, 350% 95, 95 n*, 11,
161 n4, 169 n?, 361 n®, 365 n?

Rajatarangini of Gonarija 1o1

Rajavali-Patiki 102

Rajavarman 50 nb

Rijendrakarpapiira 163 n3

Rijendralal Mitra 151 nl, 274 n3,
276 nd

Rijputs 89

Rakrilgomin 11

Rikgasa 235, 236

Raksasa-kavya gg

Rama 29, 62 f., 78, 145, 141 f. ete.

The poet g1

Ramabinastava 141

Ramabhadra 141, 141 n!

Ramabhadradiksita 141, 271, 296 n!

Rimabhadramba 105 nt

Ramabhatta 148 n!

Riamaibhyudaya 53, 270 n3, 274 n3

Ramacandra 168, 279, 288 n?
Ramacandra budhendra 153 n3,
259 n

Ramacandra of Tailanga 80 nb

Ramacandra Tarkilarmkira 2gg n?

Riamacapastava 141

Ramacarita 82 n

Riamadisa 67 n3, 67 n% at 68, 68 n?

Ramadeva, Vyasasri 274 n3

Rima-dramas 267, 271-275; of
Bhasa 210-214; of Bhavabhiti
259-262

Ramagitagovinda 148 n!

Rama Hill 118

Rama Kavisvara g1

Ramakrsna 275

Ramakrgna Kavi 299 n*

Ramakrgnakivya 140

Raminandanitha 126 n’

Ramaniriyana Tarkaratna 291 n3

Ramaniétha Jhi, see Jha, Raméinitha

Riamanatha Sastri, S. K, 2gg n#

Réaminuja 275 n

Ramanujacarya, Viavilla 296 n!

Ramapalacarita 82

Rama : poet 279

Rama Prasada Chanda, see Chanda,
Rama Prasad

Réamarsi 69 n

Ramarudra 126 n®

Ramagtaprasa 141

Ramasvami Sastri Siromani 82 nl

Rima-Tale 362 n3

Rama Tarkavigifa Bhatticdrya 133nl

Ramavarman, Mahdrija 121 n®

Riamavarman, Prince 276 n®



INDEX

Ramavarman Riji, K. 146 n!, 18on!
at 181, 277 nd

Rimidvatira Sarmi 174 nt

Ramayana 1, 3, 30!, 35, 39, 40 nl,
55s 62, 65) 795 ‘82’ 99, 196 nﬁ,
210, 239 0, 347 n%, 354 n?, 386

Ramaiyanacampii 414

Ramaiyanamafijari 81

Riamiyanasira 87

Rambhi-Suka-samvida 168

Rameévara 297 nd

Ramila 49

Ramalal Kanjilal g7 n!

Ranacchoda 87

Riniaditya g7

Rangicirya 296 n!

Rangacariar, S. 252 n!

Rangandthaswdmi Aryavarguru, S.
P. V. 161 n?, 352 n® at 353

Rantivarman 233 n

Rapson 47 nl, 178 n4 at 179, 191 nd,
233 n% 399 n%

Rasa g, 10, 20

Risa dance 182

Rasagangiadhara 30

Rasild 180 n!

Rasamaiijari 29, 142 n!

Rasaratnahira 31 n?

Rasasadana 296 nl

Rasatarangini 29

Rasiapadsana 161 n?

Rasikamarana 105

Rasikapriya 142 nl

Rasikaraijana 168, 296 n’

Rasikaratna 201 n!

Rigtrakita 8o

Rastraudha ro5

Rasgtraudhavarhsa 105

Rati 57

Ratisatnbhoga 61 n!

Ratnaciidakatha ;84 n!

Ratnadeva 174 n

Ratnikara 77, 77 n%, 95 n®_

Ratndkara Rijanaka, see Rajanaka
Ratndkara

Ratnam Aiyar, T. R. 259 n?, 2

Ratnaéekhara 33 n3

Ratnavali 169, 187, 205 nt, 251, 251
n2, 252 n?, 267 n!, 281, 392 n?

Ratnapila 325

Ravana 67, 70

Ravanirjuniya 79

Ravanavadha 77

Ravapavaha 67, 68 n?

Ravicandra 126 n%, 127 n?

Ravideva 69

Ravivarman of Kerala 276

Raudra 10

Rawlinson, R. G. 193 n'

Rayamukutamagi 36 n!

448

Ray, Siradi Ranjan 244 n!

Real-Encyclopiddie der klassischen
Altertumswissenschaft, Pauly-
Wissowas 346 n? -

Reconnaissance de Sakuntalad : V.
Henry 237 n!

Reden und Aufsitze 159 n3, 194 n?

Regnaud _5 nl, 29 n3, 159 nd,
224 nl

Reich, Hermann 193, 194, 195,
410 n

Reineke Fucbs 335 n#

Reinhart Fuchs 335 n*

Reise nach Ostindien und China
370 nl

Reitzenstein, R. 187 n?

Relationship between Greek and
Indian Dramas 196

Religions of India 290 n!

‘‘Renaissance of Sanskrit Literature”
38 nl

Révue Archéologique 193 n!

Revue Critique, 176 n3 178 n at 179

Rewa 105 n

Rczeéxsionen des Bhojaprabandha
387 n

Rgveda 180 nl, 225, 245

Rgvedapratif§akhya 31

Rhampsipinit 364 n

Rhétorﬂique Sanskrite by P. Regnaud

5n

Rhys Davids, T. W. 45 n?

Rhys Davids, Mrs. C. A. F. 136 n?

Ridding, C. M. 405 n®

Rieder Pascha 337 nl

Riemenschneider, A. W. 142 n!

Riti 16, 18 nd at 19

Réer, E. 29 nS, 83 n3

Roger, A. 159 n!

Rohde, E. 345, 411, 412 n!

Roth 385 n3

Roman go

Roman Emperors 344 n

Romgeo and Juliet-Drama of India
203

Rosen, F. 109 nl, 146 n2, 292 n?

Rosen, George 382 n

Rosenpranz, K. 282 n®

Roy, H.C. 82 n!

Rgyaéranga 391 n!

Rtusarhhira 49, 122, 124 n!

Rucaka 26

Rucipati 271_n! -

Riickert 58 n!, 71 n%, 96, 125, 128,
143 n3, 144 n, 145, 159 0%, 328 n?

Riickert, Friedrich 64, 69 n%, 128,
142 nl, 244 nl .

Riickert, Heinrich 244 n!

Rudra 27

Rudrabhatta 22 n?, 27
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Rudraddman 38

Rudradasa 268 n4

Rudradeva 277, 277 n®

Rudrakavi 10

Rudradeva 123 n’

Rudrasirhha, see Ksatrapa Rudra-

R éi T 7 6 1
udrata 22, 22 n‘, 23, 26, 27 n*,

36, 226 n3, 368 nl

Rudrayamalatantra 189 n!

Rukminiharana 280

Rukmig!icparir,xaya 88, 276 n’

Riim, King 412

Riipadeva, Vidyabhiisana 140

.Ripagosvimin 121, 140, 148 nl,
178 n2, 276,

Ripaka 16, 17, 28, 30, 186, 187, see
alsdo Metaphor .

Riapakrti 42

Ruyyaka 22 n®, 26, 26 n¢%, 28, 29,
30, 36 n, 54 n? 78 n?, 86, 86 n4,
92 n%, 136 n3, 169 n%, 266 nb,
267 n? 271 n?

Ryder, A. W. 224 nl, 324 n2

Sabdailatkira 11, 16
g:ghi 86
rudigya 32

Sid:gu 382 4
Sadrtuvarnana 122 n3
Saduktikarnamyta 39nl, 174
Sagarika 252
Sagarika : Princess of Ceylon 293
Sagen-Stoffe des Rgveda 173 n
Saharaja of Tanjore ¥684-1711 28gn®
Sahasafka of Ujjayini 22
Sahid David 336
Sahityadarpana 3 n, 11 n?, 25, 29,

186 nl, 187 nl, 191 nl, 2, 267 nl,

271 n4, 278 nl, 279 n®
Sahityakaumudi 23 n®

aya 20 nl

Sahrdayalild 26 n*
Sahrdayinanda 86
Sailisa 183
Saint Martinianus 391 n!
Saint Martin’s Bird 342 nd
Saiva Tantrism 366 n® at 367

aivism 352
Sakarhbhara 175 nb
akiri 42 n3
aktas 137, 269

aktikumira 377

aktisvimin 82 nl

akuntald 49, 188, 237, 238-241,
250 n? at 251

$akuntala : Adaptation 242

Sakuntald, Deutsche 242 n#

INDEX

akuntald enactment 243 nl
akuntald : legend 383
akuntaldrahasya 238 n3® at 239
akuntald Text Reconstruction

1/:%7,%7,%7,

243 1
Saligrima Sastri 29 n®
Saliviahana 114, 372, 377
Silivihanakatha 377
Salomonic Decisions 376
Salomonic Judgment 381 n® at 382
Samarajadiksgita 276 n%, 298
Samavakira 186
Samaveda 225
Samayamatrka
Simba 137 nl!
Sambapaicadiki 137 n!
Samba-Upapurana 137 nl
Sambhalimata 169 n!

Sambhu 163, 163 n3

Samhdesa 121

Sarikalpasiiryodaya 288, 288 n*
arhkararama Sastri, C. 28, 259 n®
Sarkrtyiyani 253 nt

Sarhkhya 305 n

Samkhasistra 305n!

Samsthanaka 231

Samudragupta 41, 42, 414
Samudramanthana 280

Saniaq 151 n!

Sanatkumairacaritam 116 n3, 211 n?
Sandhimati g8

Sandhy3karanandi 82

Sankara 127, 137, 138, 139 nl, 167,

239 n, 41
Sankaracetovilasacampi 415

ankara : Commentator on Harga-

carita 399 n!

Sankaradigvijaya 127
Sa.ﬂkaradiﬂita 276 n?
Satkaralila 274 n®
atikaramiéra 142 nl!
Sankaran 20 n
Satikarapandit 89 n2
Sarikara : poet 296 n!
Sankara P. Pandita 45 nS, 62n!, 67nl
safikarasarhhitid 61 n
yafikaravarman 161
ankhadhara 297
Sankhyapravacanabhigya 305 n®
Siﬂkhyiganairautasﬁtra 31
Sanku 4
Sanna %0 nl, 136 n3
Sanna Sastri, P. H. M. 224 nl
Sanskrit und Deutsch : Indische
spriiche 178 n3, Sukasaptati 378n1
Sanskrit Chrestomathie 251 n3
Sanskrit Drama 178 n at 179, 193 nl,
S 220 naD Bibl h
anskrit Drama, Bibliography, see
Bibliography, Sanskrit Drama

169

17,37,%7,9



INDEX

Sanskrit Drama : Keith 193 n!
Sanskrit Drama : Types of 178 nt at

179
Sanskrit novel and Sanskrit Drama

187 n
Sanskrit Philologie, Geschichte der...
see Geschichte der...
Sanskrit Poems of Mayiira 136 n2
Sanskrit Poetics : S. K. De 103 n%,
.. 271 n*
Santa 10 n®

Santarasa 19

Santinitha 280
ntiataka 162, 162 n3

gantiﬁlgsas 168

aptarsi

Sapta&ataia 108 n?, 134 nt

Saptafati 108 n?

Saradiranjan, Ray, see Ray, Sarada-
ranjana

Saraditilaka 296 nl

Siradvatiputraprakarana 198

Sarangadhara 82 nl, 175, 175 n®

Sarangadharapaddhati 44 nl, 175, 177

Sarasamuccaya 95 n

Sarasvati Goddess g1

Sarasvatikanthabharana 24

Sarasvati : River 405

Sarasvatistotra 125

Sarda, Harbilas 102 n¢

Sargabandha 14

Sariputra 198, 199

Sariputraprakarana 198

Saritsigara 352 n3

Sarkar, Viharilal, see
Sarkar

Sarma, Hardatta 29 n® 164 n® on
165, 174 n%, 239 n

$arngadharapaddhati 44 nl, 175

Sarvabhauma, Krsnadarman 121

arvilaka 228

Sarvinanda 177 n!

Sagadhara 82 n®

Sasikald 133 n!

Sagiprabha g3

Sastrakivya 79

Sastri, Carudeva 247 n!

Sastrl, Ganapati, T. 11 n3, 21 nl,
22 n8, 23 n%, 61 n?, 71 nl, 86 n?,
117 nd, 140 n% 201 nl, % 202,
204, 205 n4, 221 nl, 254 nl, 277 nl,

297 n
Sastri Govinda Sankar, see Govinda
ankar Sastri
Sastri, Haraprasad, sce Haraprasada
Sastri

Sastri, K. L. V. 83 n’

Sastd, P.S.P. 83 n?

Sastri, C. Satikararima, see Samkara-
rima Sistri, C,

Viharilal

445

‘$atananda 22 n?, 27 nl, 82 n!

atapathabrihmana 180 nl, 245
Sataloki 167
Sitavihana 22, 108, 114, 115 n3,
348, 399
Sati

9

Satrap 38 n3

$atrufijayamahitmya 365 n?

Sattaka 268 n* o8

Sattasai 7, 41, 108, 113, 1I1I
114 nd, %xG, 116 nl, 2 3 b

Satyaharifcandra 279

Satyakdama

Saubhikas, ein Beitrag zur Geschichte
des indischen Dramas. 178 nt
at 179

Saugandhikdharana 278

Saugata 361 n

Saumilla 49

auraseni 192

Saurikathodaya 69 n!

Savitricarita 274 n3

Savitri-Poem 149

Siyana 271 n®

SBA 192 n#, 195 nl, 305 n®

Scenic apparatus lga,

Schacht, H. 353n

Schack 66 n?

Schack, Ad. Fr. Graf von-62 n!

Schachtelgeschichte 384 n?

Schelmen Roman 389

Schiefner. A. 45 nl, 89 n3, 153 nl,
355 n°, 376 n*

Schimpf und Ernst 335 n*

Schiller 238 n2, 241

Schlagintweit, M. 200 nb

Schmidt, R. g n!, 76 n%, 87 n?,
163 n!, 168 nd, 170 n?, 172 nl,
278 n3, 279 nl, 324 n?, 378, 381 n?
at 382, 382 n3, 383 nl, £, 394 nl

Schmilinsky, G. 244 nl

Schnaderhiipfel 107

Schoenberg, I. 328 n?

Schéhl, H. 376 n*

Schénberg 24 n3,8 2 n?

Shonfeld, K. 162 n?

Schroeder, L. 106 n3, 120, 124 n3,
128 n?, 129, 130, 134 n®, 146,
155 n3, 159 n3, 180 ni, 181 n3,
182 nl, 193, 194 n%, 240 n3,
242, 251 n

Schubring, W. 33 n3

Schulthess, F. 309 n5, 332 n? at 333,
333 0%, 346 n!

Schuetz, C. 71 n!, 72 n%,78 n}, 117n®

Schuyler, M. 178,n‘ at 179, 239 n,

244 nl, 259 n
Schuﬁcr M  Bibliography 289 n?,
29I n

S. D. Gajendragadkar 3gg n!
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Schagintweit, E. 180 n! at 181
Schlegel, A. W. V. 326 n3
Senart 259 n®

Sen, Dinesh Chandra 133 nt
Seneviratne, I. E. 45 n®

Sen, Sukumara 299 n* at 300
Sesagiri Sastri, M. 49 nl
Sesakrsna 276, 414
Setubandha 50, 67, 67 n4, 68

* Seven Wazirs 383

Seven Wise Masters 339
Sevya-Sevakopade$a 172
Shadow Play 273

Shah Jahan 31 nt!

Shahnameh 412

Shakespeare 194, 195, 249, 253 n

Shama ‘Sastri, R. 40 n&
Sharma, Haradatta, see Sarma
Haradatta

Sherriff, G. 214 nl

Shroeder 129

Sib-songlieng 376 n!

Siddha-poets 52 n3

Siddhartha 200 n4

Siddhasena 373 n?

Sieg, E. 173 n®

SIFI 366 n2, 385 nd

Sikhi 235

Siladitya 51 n?, 25] n?

Silhana 162, 162 n

Silvestre de Sacy 332 n? at 333

Simile in Ornate Poetry 16f,, in
(‘%namic poetry 153; in Samadeva

303
Simhanada 40
Sirhhdsanadvatriméatikd 371
Sithhidsanadvatrith$atputtalikarvarta

371 n
Sirhhisanadvitrimsika 158 nt
Simon 127
Simon, R. 126 n?, §
Simonides 344
Sindabar 383
Sindbad 365 n3, 383
Sindbad, Book of 383
Sindban 383
Sindban, Syrisch und Deutsch 339 n!
Sindhurdja Navasidhasinka 54, 93
Sindibadnameh 383
Singhalese language and literature
45 n?
Siparium 193
Siraj-al-muluk 151 n!
Sisupila 73
Sisupalavadha 52, y2-93, 76, 77, 78 n!
Sitd 67
Sittenroman 389
iva 92, 95
Sivadasa 141, 366,

66 n?, 8
367 n!, 368 n, 377, 383 !

INDEX

Sivarahasya 61 n?
Sivarima 251 n3, 277 nl, 398 n!
ivarama Mahadeva Panjape, see
Paranjape, Sivaram Mahadeva
Sivaramatripathi, see  Tripathi,
ivarama
Sivasithha : King of Mithila 386 n*
ivasvamin 77
Skanda 366 n® at 367
Skandapurina 61 n?
S. K. De, See De, S. K.
keat, W. 182 nl, 337
lega 17
slokasamgraha 350, 351
Smith 37 nl, 42 nl, 51 n3, ¢ n4,
92 n?, 114 n®, 201 nl, 248 n
Solf, W. 132 n8, 134 n!
Soma 25
Somadeva 54 n?, 56, 56 nl, 218,
257 n?, 267 n%, 280, 309, 310,
349, 352, 352 n%, 353, 354, 355 n?,
356, 357, 357 n!, 361, 364, 365,
366 n®, 367 nl, 385 n%, 415 n
Somadeva : Kathasaritsigara 406
Somadeva : Lalitavigraharija 280
Somadeva, Ueber das Zeitalter des
Kaémirischen Dichters 56 n!
Somadeva : Ya$astilaka 267 n2?
Soma : King 324
Somapila 102
Somapalavilasa 102
Somaprabha 219 n? at 220
Somayidjin, G. J. 117 n? at 118
Somesvara II 93
Somegévaradeva 103
Somilla, see Saumilla
Sonnerat 370 n
Sonnwendfeste in Altindien 181 nl!
Souby Bey 337 nl
Sourindra Mohun Tagore 266 n3
Sovani, V. V. 5 nl, 22nl,
Speyer 310 nl, 350 nl, 352 nt, 354 03,
s 366 n} s . .
peyer, J. S. 349 nl, 353 n
S. P. Pandit 92411’, 95 n!, 195 n! at
196, 247 nl, 248 nl, 3, 249 n
Sprachliche Untersuchungen
des Mrcchakatika und das Dasa-
kumdracarita 226 n?
Sraddhakalpa 212
ravasti 77
ridimacarita 276 n®
Sridharaddsa 174
Sridharasena 50 n3, 79 n!
Sridharasen of Valabhi 50 n3
ridharasvimin 769 nl
riharsa 51 n?, 56, 83, 84, 85, 85 nd
Srikantha 258
Srikanthacarita 50 n2, 56, 86 né, 95
2 3
n? 163 nd, 177

[7,47,%7,}
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%riméla 52 n3, 53
rinathavedintavagia 298 nl
Srinivasacampi 415 n?
rinivasicirya 296 nl!
rinivasa Sastri 105 n!
rivallabha 54 nt
Srivara 87, g5 n, 101, 178
Srhgara 10
Srhgirabhiisana 278 n3, 293
Smgadrahdta 299 nt
Smgdirajiidananirnaya 168
Srigara prakisa 25
Smigararasistaka 124 n!
Srhgarasaptasatika 135
migdrasarvasva 2g6 n!

Smgaragataka 153-156
Srmnggrasataka : Janardanabhatta
162 n

$mgirasataka : Nigarija 163 n!

Srogaratilaka 10 n#, 22 n?, 27, 124,
271 n® at 272, 296 nl, 368 n

Spngaratilaka : Narahari 162 n

$mgaratilaka : Rudrata 22 n!

Srutabodha 34

Ssiddi-kiir 370, 370 n3

Stavamala 140

Stein 50 nl, 54 nl, g7 n!

Stein, M. A. g5 n!, 406 n!

Sten, Konow, see Konow, Sten.

Steinschneider 336 n?

Stenzler, A.F. 62 n!, 117 n?, 224 nl,
232 n!

St. Guinefort 340

Sthiapaka 188 n2

Sthipani 202 n! at 203

Sthapati 188 n2

Stokes, B. M. 329 n%

Stories of Knaves 357

Story of Ardshi Bordshi Chan 376

Stotravali 139

Straparola 338, 364 n2

Strehly, G. 251 n4, 261 n2

Strikatha 356 )
Strophen . du Madhavanalakatha

4

76 n ‘

Stugies about Kathasaritsagara 310
n!, 350 n

Studies in Sanskrit Literature 126 n’®

Styles, Types of 15, 18

Stiimcke, H. 242 n*

Stutikusumadijali 139 n*

Suali 201 n!

Subandhu 13 n2, 50, 55,7 51 n:,
83, 252, 346, 347 n®, 394, 394 n°
395, 397, 408, 410. .

Subandhu : Vasavadattd 346 nt,

Vasavadattd 412

Subh, see Subhasitavali

Subhadradhanafijaya 277

Subhadriharapa 277 nl
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Subhadriparinaya 274 n3

Subhadraparinayanitaka 296, nl

Subhasitamuktivali 36 n2, 195

Subhasitanivi 163 nd

Subhagitaratnabhindagira

Subhisitaratnikara 166 nt!

Subhagitatrifati 153 n3

Subhigsitdvali 22 nl, 49 nl, 53 n%,
149 nl, 163 n% 136, 177 nl,
178 n?

Subhagitavali : Srivara 178

Subhasitavali : Sumati 178 n!

Subhata 274

Subramagya Sarmi, P. R. 30 nl

Siicaka 275

Sudina 200

Sudhalahari 141

Siidliche Paficatantra : Hertel 310 n3

Sadraka : 49, 50, 201, 223 nl, 224,
225, 227, 232, 300,

Stdraka, Epithet 225 37

Stdraka’s Grammar 226 n3

Stidrakakathd 49

Suganakajiianadhiraja, See Jiidna-
dhiraja Suganaka

uka 102
ukasarhde$a 121
sukasaptati 306,

178 n2

327 nd, 377, 380,
384

382 n%, 383,

ukra 312

Sukrtasamkirtana : Arisimha 103,
103 n

Sukthankar, V. S. 23 n% 201 nl,
202 n

Saktikarnamrta 174

Siktimalikd 195 n?

Siktimuktavali 22, 175 n?, 178 n?

Sultan Muhammad 282

Sultan Shamsu-d-dunya 281 n3

Sultan Sulaiman 3;7

Sumanottard 307 n

Sumati 178 nl

Sundara 133 nl, 1 3¢ n!

Sundaramiéra 10 n3, 271 n%

Sunga Dynasty 248 nt

Sunahsepha 304 n?

Sunah$epha-legend 150

Suparnadhyiya 180 n!

Supargakhyana 180 nl!

Suphan, B. 237 n®

Suphan, P. 166 n?

Suprabhadeva 52, 72

Sura 39 n!

Surinanda 267 n3

Surathotsava 103

Sirya (Aryadiira) 140

Stiryadeva, see Siirya

Siryamati 56 nl, 98

Sdryamati : Grandmother of King
Harga of Kashmir 353 nt
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Siitas 1, 40, 180 n! at 181
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Tagore, S.M. 53 n®
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200 n3, 236 nl, 251 n?, 257 n2
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Tantra 374
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158 n?, 232, 233, 236, 304 n2,
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Tantric rites 362
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Tantumati 271 n?

Tapasavatsardjacarita 218 n3, 253 n3

Tapatisathvarana 277

Tarala 267 n3

Tiranitha 45 n!, 89 n3
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278 n3
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376 n

Thakore, B. K. 243 nt at 244

Thanesar 51, 399

Théanarhga 152
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Théatre Indien 67 n*, 178 n#, 180 n!

Theile, G. 344 n3
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Thieves Stories 386
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at 23, 36 nl, 47 0, 49 nl, 510,
51.n2, 70 nl, ]ns, 125 nf, 13
n%, 17‘1-1 174 0%, 178 n% 191 n3,
202 n, 300 n%, 311 nl, 3g4 n?,
399 n

Thomsen, V 348 nt

Thousand2 and One Night 383, 384,

395 n

Thousand and One Truth go

Tibet 121, 200

Tilaka Rijinaka 26 nt
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Tocharian 200

Todaramalla 259 nl, 276 nt

Tormiapa 43

Tortusi 151 n!

Trailokyavarmadeva 279

Treatment of Love in Sanskrit Lite-
rature : De S. K. 155 n

Tribhuvanapila of Gujrat 274

Tree Maul'ia.gc : Baga’s Kidambari
411 n

Tree Marriage in Kilidasa Sakuntala
311 n!

Tripathi, Sivarima 31 n?, 8o n3,
304n%

Tripitika, Chinese 340 n3?

Tripuraddha 280

Tripuradahana 69 n!

Tripurdri 261 n?

Trisagtiéalakipurugacarita 219 n2 at
220

Tristan and Isold 382

Trithen, F. H. 259 n!

Trivedi, K, P, 11 0% 27 n3, 78 nl,
79n? o
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Trivikramabhatta 414

Trivikramasena 363 n®

Trojan Horse 197 nl, 355 nd

Trotaka 186

Troyer, A. 95 nl, 198 n3

Trumpp, E. 142 n3

TSS 57 nf

Tullberg, O. F. 248 n3

Tullu, R. Vasudeva 45 n!

Tunga 98

Turfan 198

Titinameh 369 nl, 382

Tﬂtixéimeh of Nachsh
393

Types of Sanskrit Dramas 178 nt
at 179
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Ubhayabhisiriki 300

Udayana 252

Udayana Kadai 349 n?

Udayana, King 197 n!

Udayana Story of 347, 347 nt
Udbhatz; 11, 19, 22, 23, 26, 30, 61 n?,

78 n
Udbhataviveka 26 n%
Udattaraghava 270 n?
Uddhavadiita 121
Uddyotakara 11 n? at 12, 398
Udenavatthu 347 nt
Udicya Syamilaka 300
Ujjain 343 n?
Ujjayini 42 n3, 118, 348, 372
Ujjvaladatta 107 n2
Uhle, H. 366 n2
Umi 57
Umapatidhara 56 nt
Umesacandra Mitra 291 n3
Unidisiitra 107 n?
Und wenn der Himmel Papiere wire
396 n!
Unmattardghava 271
Untersuchungen iiber die Geschichte
der griechischen Fabel 335 nt
Upade$asataka 163
Upadhye, A. N. 268 nf
Upagupta, 197, 248 nl!
Upakosa 259 nt
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Upanidgarikd 19
Upanigad 2 n®
Upariipaka 184 n3, 186, 187
Urubhahga 205
Urvadl go4 n?
Usas-hymns 106
Utpaladeva 139

Utpalar@ja 54 né
Ut;rck;lval?abha 141
Utsystanka 186
Uttarajjhayana 180 n!
Uttararimacarita 10 n2, 261
Uvata 23 n®
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Vicaspati 312

Vaccharija 325 n®

Vidicandrasiiri 121 n!

Vigbhata 22, 26, 26 n?

Vigbhata, Jaina 25

Vigbhatalarhkira 18 n3 at 19, 26

Vigbhitas 26 n?

Vaghela kings 103

Vaidarbha 15, 38

Vaidya, C. V. 89 n?

Vaidya, L. R. g1 n!

Vaidya, R. L. 141 n3

Vairagyasataka 153, 154, 156, 372 n?

Vairégya&ataka of Appayadikshita
162 n

Vairagyasataka of Janardanabhatta
162 n
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Vajjilagga 174

Vakataka 67 nt

Vakpati 77, 92 n?, 201, 3094

Vikpati II 54 n

Vakpatiraja 23, 53, 92,

Vakrokti 17, 83, 394

Vakroktijivita 21

Vakroktipaicasikd 53, 77

Vikyapadiya 156

Valabhi 50 n3, 79 n!

Vallabhadisa 366 n®

Vallatéhadeva 77 nd, 1
176, 177, 347, 347 n

Vallabhadeva, %ilgmiraka 177 n!

Vallauri, M. 279 n*

Valmiki 3, 3 nf, 47, 50, 62,268, 273,

258 n?

117 n3, 163 nb,

3
Vamena 11, 18, 19, 26, 33 0%, 5208,

53, 61 nl, 70, 72, 83 n’, 177,

179 nl, 225 n?, 266 n% gos®
Vamanabhattabina 86, 27
Vamanicarya 268 n?
Varh$amani 148 n!
Varnfivadana 83 n®
Vimuka 22 n?, 27 n!
Vanamili 275
Vanibhiusana 384
Vanindtha 299
Varadicirya 296 nt
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Varadhamihira 14, 33, 16, 50, 95

Vararuci 34, 46, 134 n!, 164, 300,
n%, 371

Vaiaruci und Hemacandra 248 n!
Vardhaminabhatta 271 n®

Varmala 72
Varmalata 52, 52 n3, 72
Varnamalastotra 141

Varnaratnikara 297 n3

+Vasanta 57, 183 nl

Vasantasena 191

Vasantatilaka 296 n!

Vasantavilasa 104

Vasantikdsvapna 291 n3

Vasantotsava 252

Viasavadatta 13 n!, 17 n2, 51 nl,
85n%, 175 n¥, 306, 307 03, 347 n%,
354, 394, 394 n®, 395 m', 413,
1 n

413

V. A. Smith, see Smith.

Vastu ( plot) 10

Vastupala 103

Vastupalacarita 104

Viasudeva, 69 nl, 69 n3, 8o n3, 121,
268 n’

Vasudeva Sarana Agrawila,
Agrawila, Visudeva Sarana

Viasudeva Sarman 387 n3

Vasudeva Cayani 301

Visudeva Tullu, R. 45 nl

Vasudevavijaya 80 n

Vatasavitrl 270

Vatsabhatti 79 nl

Vatsala 25

Vatsaraja 279

Vatsardja of Kailifijara 296 n!

Vitsyayana 401, 402

Vatudasa 174

Viyupurana 402

Vedanga 31

Vedintade$ika 163 n?

Vedantakalpataru 304 n?

Vedische Mythologie 181 nl

Vemabhiipila 126 n®

Vemabhiipalacarita 86 n?

Venidatta 178 n?

Venisarmhira 53 nS, 266

Venkatidhvarin 83 n?

Venkata First of Pennakonda 30 n2

Verikatanatha 163 n4, 288

Venkataraman, S. 137 n?

Venkatarama Sastri 301 n2

Vernkate$a 415 n?

Vessantara-Jataka 200

Vetila 366, 366 n®

Vetilabhatta 46, 164

Vetalamati 366 n® at 367

Vetilapaficavimsati 306, 327 nJ,
337 n% 347, 347 n®, 363, 368 nl,
382’ 384,
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Vetalapaficavit$atiki 158 nf, 356,
363, 366 n?, 368, 375 nl,
37

Vetalapaficavirh$atika ; Tibetan Form
370 nd at 371

Vetalapaficaviméati-stories
nb, 366 nt

Vetila-stories 3861 nb, 393 n!

Vibhisi 192 n?

Vibhatsa 10, 262

Vidagdhamidhava 276

Viddhasalabhafijiki 268

Vidhavavivihanataka 291 n 1

Vidasaka 188, 190, 194, 195 N,

. 198, 199

Vidya 133 nl!

Vidyabhiigana 23 n®

Vidyabhusana H. M. 45 n2

Vidyadhara 27, 28, 83 n®, 347 n!

Vidyadhari g3

Vidyadhari Princess 280

Vidyanitha 28, 281

Vidyaparinayana 289 nt

Vidyapati g5, 386

Vidyaranya 271 n3

Vidyasundara of Bharatacandra
133 n .

ViergErzéihlungcn aus der Sukasaptati
378 nl, 383 n!

Vigrahardja IV of Ajmer 280

Viharilal Sarkar 238 n3

Vijayacandra 56, 83

Vijayadharmasiiri 288 n?

Vijayanagara, King of 297 n®

Vijayasena 56 n'

Vijayaéri 281

Vijiidnagita 288 nl

Vikrama 42, 94

Vikrama of Calicut 80 n®

Vikramacarita 323 n?, 371, 384 s

Vikramiditya 42, 43., 45, 48 n,
49, 49 nt, 51 nl, 55, 95, 115 n3,

361, 361

125 nb, 158, 273, 347 n%, 366 nf,
372, 372 nl, 373 nl, %, 374,
376, 377
Vikramaditya VI 55
Vikramaditya Puriiravas 244 n®
Vikramaditya’s Umbrella 377
Vikramankadevacarita 54 n%, 55,

55 n?, 93, 95, 132 0% 399 n*
Vikramodaya 376
Vikramorvasiya 10 n?, 45, 49, 187,
1%5 nl at 196, 244, 248, 265,
268

Vikramorva §iya : Trans. 247 n!
Vildsadekhara 293
Vilomaksarakivya 140
Vimala 211 n

Vinatd 180 n!

Vinéyaka 394 nt
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Vinaya of Mahasafighika 340

Vinayapitaka 198

Vira 10, 25, 262

Virabhiniidayakivya 105 nt

Viracarita, iiber das \?iracatitam
377 nd

Viracaritra 377

Viradhavala 103

Virakampariyacarita 105

Virarighava 259 n!

Virasimha 133 n

Virasimha of Mabhilapattana

Virata 191, 206

Virataparva 277

Vireévarabhatta 163 nt

Viéikgadatta 50, 158 n2, 201, 233,
23

Vidakhadeva 233 n?

Visiladeva 81

Vischer, Fr. T. 4

Viskammbhaka 187 n!

Visnu 23

Viggubhakti 283

Visnubhaktikalpalata 168

Vispudasa 121 nd .

Visnugupta 313 n

Visnupurdna 6 nl, 181

Visnuéarman 312, 327 n2

Visvajit 63

Vidvanitha 29 n® 186, 278, 278 n!

Vidvanathadeva 87

Viévanitha Kavirdja 29, 29 n®

Viévintara 200, 200 n?

Visvesvara 20 n3, 21 n?, 83 n8

Visvedvaradatta 300

Vita 190

Vithi 186

Vitthaladastri

Vitastd 67 n

Vivasvin 62

Viveka 375

Vélkerpsychologie 182 n!, 330 n3

Vragasarhrohani 411

Vraddhacinakya 151 n!

Vrddhavyasa 69 n8

Vrajanatha 121 n3

Vreese, J. M. de g7 n!

Vrsabhanujanatika 276

Vrsdkapi 304 n®

Vrttaratnikara 34, 34 n!

Vrtti 19

Vrttikira 20 n!

Vrttivartika 30 n?

V. S. Bhiradvija 93 n®

V. S. Islampurkar, see Islampurkar,

S

V. 8.
V.S. Sukthankar, see Sukthankar,
A\
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67 nl

Vulgata 114 n®
Viyakarapa ki Itihdsa 49 n!
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Vyasa 117, 154, 312, 346, 399

Vyésaérs, Rimadeva, see Ramadeva
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Vyayoga, 186, 277, 278 n!, 280

Vyosd 79 n?

Vyosakavya 79 n?
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Warangal 281 n®

Warnecke, B. 189 n!

Warren, H. 338 n3
Warren, S. 384 n!
Weaver 323
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134 n%, 151 nl, 158 n%, 192,
243, 248 n3, 249 nl, 251 nl,
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365 n2, 368 nl, 371 nl, nd, 372n2,
373 n%, 375 nl, 377 n% 385 nd,
38 n*, 394 n?, ‘$05 n? 406, 4!01’1‘,
410 n%, 412 n
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Weller, Hermann 126 n% 128 n2,
201 nl, 209 n

Wendunmuth 335 n?

Wesselski, A. 338 nl, 340 nl, 342 n!
353 n

West Asia : Honle of Fables 346 n!

Wilamowitz-Moellendorff, U. von—

346, 365 nd

Wilbrandt, A. 108, 108 n?, 109, 110

Wilkins 46 n!, 328 n®

William, Jones, see Jones, W.

William, M. 85 n

Wilmot 46 nl

Wilson H. H. g5 nl, 117 n2, 120, 142n3
178 n%, 194 n?, 224 nl, 232 n2,
233 nl, 240 n?, 245 nl, 248 n?,
271 nl, 4, 226 n%, 277 n%, B,
298 nl, 209 n!, 353 nf, 364 nd,
388 nt

Windisch 48 n3, 88 nl, 193, 237 n3,
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Windisch, Festschrift 62 n!, 193 nl,

/379 n%, 414 n?

Winternitz 17 nf, 44 n?, 66 nl, 70 nl,
88, 9o, 95 nl, ror nl, 132 nd,
173 n2, 178 n® at 179, 180 n!, at
181, 181 n2, 193 n, 195, 196 n!
197 n% 202 nl, 203 nl,
209 nl, 239 n!, 275 nl, 278 o
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304 n?, 3, 308 nl, 311 0}, 323 nd,
326 n' at 327, 337 1%, 345, 348,
349, 349 nd, 353 n3, 350 n4, 368 n”,
370 n%, 373 n°, 380 nl, 388 n"
401 nd, 410 n?

Witch Stories 362, 117 n

Wiistocki H. V. 338 n3, 34! n,
369 n
Wogen 142 n!

Wolff, Philipp 332 n? at 333

Wolzogen A. v. 242

Women 101, women-Pocts
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Woolner Com. Vol. 201 nl

World Literature 302, 36

Wortham, B. Hale 159 n

Wundt, W. 182 nl, 330 a8

Wunder Jenseits Thule 412

WZKM 22 n? at 23, 52 nd
70 nl, 73 n, 76 nl, 77 n4, 95 nl,
131 nl, 151 nl, 154 nl, 178 nd,
180 nl, 187 n?, 197 n?, 233 nd,
304 n®, 311 nl, 320 n?, g24 n’,
329 n% 336 nl, 345 n2, 364 nl,
380 n?, 394 n3, 406 n?,
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Yadava 75

Yadavarighavlya 83 n?

Yadunandana go1

Yaksa 118

Yamaka 18

Yamapattiki 236 n!

Yamuni 135

Yaminipirnatilaka 133 n!

Yadahpila 288

Yasastilaka 53 n%, 54 n?, 267 n3,
415 nd

Yadodharman 43, 48 nf

Yasovarman 53, 53 n%, g2, 258 n?
270 n?

Yafovarman of Kannauj g2, 258

Yadovarman of Kinyakubja 258 n?

Yafovatf 405

Yates, W. 69 nl, 3, 83 n3
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Yi-tsing 251 n?
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Yudhisthira T g8

Yudhisthira Mimirhsaka 49 n?, 50 n3

Yudhigthiravijaya 69 n?

Yusuf and Zuleikh3, story of 87
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296 nl!

Zachariae, Th.V., 46nl, 3, 54n3, 70 nl,
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136 n3, 151 nl, 326 n%, 361 nf,
364 n%, 370 nl, 375 0%, on 376,
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ZDMG 4 nl, 11 n3, 13 nl, 17 n!
20n3, 21 nl, 2208, 57 n?, 69 n'
73 nl, 77 n%, 178 n3, 181 n'
196 n?, 201 n%, 233 nl, 309 n!
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Zehn Prinzen 394 n!
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deutscht 388 nt
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Zuleikha, story of Yusuf and—87
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Prosa 180 n! at 181

Zur Volkskunde 342 n2
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