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FOREWORD

Dr. C. Kunhan Raja has performed a rare feat of compressing
the history of Sanskrit literature in this readable and instructive
book of less than 400 pages.

Sanskrit literature is unequalled in richness, varety and conti-
nuity., From the second millermium before Christ, or possibly ear-
lier, to the 18th century of the Christian Era, it has produced a
wealth of literature, sacred and profane, poetic and scientifie; philo-

sophie and jurisﬂt;?

It has made Imdfan culture the mighty phenomenon in history.
It has also been the medium, direct or indirect, which influenced
thought and life from the Middle East to Japan in the north and
Cambodia _in the south. It has contributed to the Arab literature
and science in some respects and given a new inspiration to modern
European thought and literature.

[n beauty, it is scarcely excelled by the Greek literature. In
variety, it can stand comparison with Arab literature, And in pro-
fundity of thought or intensity of emotion, delicacy of touch or erotic
exuberance or in expressing the joy of life, some parts of it can stand
comparison with the best in modern literature,

It is unfortunate that Sanskrit is treated as a dead language and
its literature no more than a relic of the past, even by some enlight-
ened Indians. In fact, however, il created the bhakti renaissance of
the 16th and 1Tth centuries which is still a living influence, and
under the impact of the West, it produced the efflorescence of modern
Indian renaissance which is shaping the new life in India,

I would have only wished thal the learned author had treated
the chapter on ‘Miscellaneous Literature’ more fully, for philoso-
phical literature in the Upanishads and the Bhagavad Gita has
passages of rare literary beauty and power; law texts like Mitakshara
have passages of pregnant expressiveness, and even a scientific
treatise like Charakesamhita contains passages of great literary
charm, all of which the modern mind can thoroughly enjoy. 1 hope
in the next edition the author will bring out these features.

The Bhavan is indebted te the author for contributing this work
which, 1T am sure, will be a useful and instructive addition Lo ils
series of publications,

MNew Delhi:

August 8, 1962, K, M. MUNSHI



PREFACE

The earnest books on the history of Sanskrit Literature are the
Ancient Sanskrit Literature of Max Muller and the History of Sans-
krit Literature by Weber. Then Macdonell wrote his History of
Sanskrit Literature, and Winternitz too wrote his History of Sanskrit
Literature in two volumes covering the Vedic period and the [tihdsa
and Purdna type and the Buddhist Literature. A third volume deal-
ing with Classical Sanskrit came still later. Keith wrote two books;
The Sanskrit Drama and the History of Sunskrit Literature dealing
only with the Classical period. S. N. Dasgupta and S, K. De jointly
wrote another book on Classical Sanskrit and so did M. Krishnama-
charys. There are in the field some smaller books, meant mainly
for students to prepare for examinations. Mahamahopadhyaya P. V.
Kane and Dr. S. K. De have written comprehensive treatises on the
Alamkara $dstra. Books on other aspects like Law and Philosophy
are also available.

There is a general complaint that most of the books about
Sanskrit Literature are mere catalogues of books, with lists of
authors and works and dates, mere inventories of facts and figures.
They may be of interest to the specialists and they can be understood
only by them. But there is a very wide reading publie, and such
people coming within this category, have education and culture, but
neither the leisure nor the training to devote their time for a de-
tailed study of the subject from the books that are now available.
They want something that is simpler, that deals only with general
principles, that is in the form of a rapid survey in which are present-
ed such aspects that will interest a cultured reader with sufficient
education and intellectual equipment. The present book is not a
history. It is just a survey of Sanskrit Literature, to satisfy the
needs of the general reader. It is planned to be simple, dealing with
only the generalities, free from all technicalities. The main epochs,
the main types and patterns, and the main specimens in such types
and patterns are taken up to illustrate the general points,

Although the main body of the book is planned with such a pur-
pose in view, I cannot ignore completely the eritical students who
want also facts and figures, names and dates. At the same time, I
cannot allow the needs of such critical students to come as a barrier
on the path of the general reader with only a cultural interest.
Therefore T am adding at the end of the book some Notes and an
Appendix. There are many points in the main body of the book on
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PREFACE

which 1 have given my own views, and the explanations are given
on such points in the Notes and in the Appendix. The critical
students may read the main body of the book along with the Notes
and the Appendix.

Ini the books now available, there is no consideration given to
the people in the country among whom the literature developed,
just as there is no consideration shown in meodern times for such
general public who too may want to read and understand the sub-
ject. There is too much of priests and brahmins and kings and the
poets eager to receive rich presents from the kings, in the books that
are now available relating Sanskrit Literature. Certainly, there
were Brihmanas, not Brahmins, who were scholars, philosophers.
artists and writers who planted and nourished the culture of the
people, who gave the right orientation to the civilization of the
nation, who moulded the national character, who developed the
genius of the nation, who guided the people and who represented the
people. There is no specimen of a Priest noticed in Sanskrit Lite-
rature: there are some members of the Religious Order. But they
are not Priests, when they appear as characters in Sanskrit Litera-
ture; they are, even with a vengeance, brought into the picture to
assist the common people in their full life of married life, or to
counsel the heroes to be active in the world and to fight where a fight
is necessary, The case is the same whether they are the ascetics
living in the forest or whether they are the members of the Monas-
tic Order wearing yellow robes. The kings are kings because of
their culture, because of their intellectual attainments, because of
their interest in, and patronage of, learning. Not one of them is de-
tached from the general public. They have their position in Sans-
krit Literature because the literature relates to the publie,

In evaluating [ndian culture and Indian literature, there is
noticed an over-emphasis on religion and philosophy, and the art side
is more or less completely ignored. Another Iactor that has
infiucnced the evaluation of Indian culture is in the form of foreign
notices. But the literary art in India has a different story to tell
from what the foreigners have noticed. It is the poets—who repre-
sent the true life of the people, their ideals and their aspirations,
their joys and their sorrows, their achievements and their failures,
their homes, their villages and their cities. their avocations, and their
diversions and amusements and sports. What is called philosophy
is the literature that has developed in cloisters, and they do not re-
flect the life of the people at large.

If a4 new history of India and a new account of Indian culture
are prepared on the basis of the literary art of India, the judgement
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about the contribution of ancient India to the world would be some-
thing different from what the judgement now is. The realistic and
practical outlock, the proper sense of values, are completely over-
looked in the present-day judgement about ancient India culture. It
is for this reason that in the history of the world, India's contribu-
tion to the world culture in the matter of sciences, political theories,
economic problems, mechanical devices, social organisations and
legal systems does not find any appreciable place at all; civilization
of man is supposed to have started only with the Greeks. But there
is a long stretch of time prior to the beginning of the Greek civiliza-
tion and there is a wide stretch of land to the east of Greece, when
and where there had been flourishing a very advanced civilization
which has not yet been surpassed. Various problems that agitate
the minds of man in the present age had been agitating the minds of
man in ancient India also. Thus the literature left behind by the
Indians in ancient times has a great human interest, and also a great
practical value. It is to show this human interest and this practical
value that some time back 1 wrote and published two books, one on
the Vedas and the other on Kilidasa. My purpoese in writing this
Survey of Sanskrit Literature is also the same. 1 am uncompro-
mising in my conviction that, considering the spirit and the standard
of the civilization, Sanskrit Literature is far closer to modern life
than Greek Literature or the literature in any meodern Eurgpean
language prior to the last century.

It is not enough if a literature had been admired in ancient times.
It is also necessary to show that the literature contains factors
that will evoke the admiration of modérn man. No one in the pre-
sent age will take interest in something that has no sort of relation
to modern life and modern problems. Thus it is necessary that the
ancient literary wealth is presented with a modern garb, in a modern
setting. In this way, the problems relating to the common man and
to the kings and to the women and to the religion and philosophy, as
conceived in modern times, must be taken note of In dealing with
ancient Indian literature.

There are various matters that require close thinking. India is
he only country in which the culture was founded and developed
by poets and not by priests and conguerors. In India of ancient
times, all the communities in the body politic were subordinated to
the poets, Everyone who counted in the affairs of the nation was a
poet; thus there are kings and their ministers and their military
officers and civil officers and many people following different avoca-
tions who were also poets contributing to the real wealth of the
nation, the wealth of culture, There are many women also, starting
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PREFACE

from the most ancient times, and continuing to the latest stage, who
have made their contribution to Sanskrit Literature.

| have to moot some pertinent questions in this context. Where
is the country and where is the civilization in which a citizen could
suy, “To us the world and ourselves are enough and we want no God",
without any fear of political or religious persecution? Where is the
nation and the civilization in the world in which the thinkers took the
world and men in the world as realities without owing their origin and
continuity to a God? Where else is the legal system in the world
in which Law was recognised as an objective reality instead of its
being accepted as a gift from God? What other nations have abstain-
ed from aggression on another country for such a long period of
powerful domination in the world without a deviation from this
noble and high principle of man’s freedom and international rights?
In which country has a new religion been allowed to grow and deve-
lop without any opposition from an established church and from the
rulers? Which other country has exhibited the phenomenon of two
ethnical units, like the Aryans and the Dravidians, amalgamating
together to form a single nation ? Which other country has given an
asylum to the refugees from another land fleeing to save their life and
their religion from invaders, besides permitting the adherents of all
religions to follow their own religion and to predch and propagate
their own religion? Which other nation has allowed full civic equa-
lity to all the people without any distinction of profession and wealth?
Which other nation has given full civie equality to women along
with men, asserting that no one can have a full civie life without a
family life also?

Has not the literature of a people with such a record of unparal-
leled achievements some real value to the modern people? And does
not the literary art of such a people have at least the same value, if
not a superior value, as the literatures of other nations in the world,
and also as the other patterns of literary heritage like religion ‘and
philasophy in India itsell ? It is with such thoughts in my mind that I
have taken up the work of writing this presentation of the picture
of Sanskrit Literature in this book.

In 1958-59, 1 had to handle the History of Sanskrit Literature
in the B.A. Hons. classes of the Andhra University. | divided my
lectures into two series. In one I explained some general matters
relating to Sanskrit Literature and in the other I gave details relat-
ing to the epochs, to the types and patterns and to authors and
their works and their dates and such details. When 1 finished my
talks on the general principles, I always wrote out the lecture each
day., For the details also T had accumulated much material. In
1959-60 also T had to repeat the lectures and | carried out the neces-
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sary revisions. In the summer of 1960 I wrote out the entire matter
of the general talks in the form of & book and I informed the Bhara-
tiya Vidya Bhavan about it. The book was readily accepted for
publication. At that time I fell ill and matters became serious by
the end of 1960 and I had to resign my position in the Andhra
University and to retire.

It is a great privilege that I have been permitted by Shri K. M
Munshi to dedicate the book to him and that he has also agreed
to write a Foreword to it. Shri K. M. Munshi iz a great scholar
and the Bharativa Vidya Bhavan, founded by Shri Munshi in Bom-
bay, which has not yet completed its twenty-fifth year, has deve-
loped into one of the biggest Institutions in the country, with vari-
ous departments of activity and also with Branches in other centres
in India. The Samskrta Viéva Parisad is another notable achieve-
ment of Shri Munshi. T take this opportunity of recording my
sincere gratitude to the great scholar for the favour he has done
to me,

The matter could be taken up by the Press only by the close
of 1061. At that time I had settled down in Bangalore without
enough resources for study by way of a library; 1 had to depend
on my own private library. Dr. K. Kunjunni Raja, a former student
of mine and now a member of the Sanskrit Depariment of the
Madras University, has always been helpful o me by giving me in-
formation on points on which T had to refer to him since my own
library was not quite adequate. He has been associated with me
in all my recent literary aetivities, and I record my thanks to him
for all his help. The Notes and the Appendix were written out at
Bangalore with his help. But I am responsible for all the facts in-
cluded in the book.

When the book was taken up by the Press for printing, there
was quick progress and the printing was finished in a very short
time. The work of the Press has been very satisfactory in the mat-
ter of the general get-up and also in the matter of proof correction,
My own labour in this matter was made considerably light on ac-
count of the excellent arrangement at the Bharativa Vidya Bhavan
and at the Press for correcting the proof. T express my apprecia-
tion and my thanks for the publishers and for the printers in this
respect. I take the liberty of specially thanking Shri S. G. Tolat
who is in charge of the Publications, for the way in which he has
handled the book and seen it through the Press.

Naoimigham,
Dr. C. Kunhan Rajn Academy: C. KUNHAN RAJA
Bangalore, A

15th March, 1962,



Dedicated
o
Shri K. M. MUNSHI
as a Token of Reverential Gratitude

for his Services to the Cause of Sanskrit Literature






=

=

VIL
VL,
. 8

CONTENTS

Foreword by K. M. Munshi

Author's Preface
Detailed Contents
Introductory

The Vedas

Itih@sas and Purdnas
The Classieal Age
Kalidisa

Mahiakavya

Drama

Prose

Minor Types
Miscellaneous Literature
Notes

Appendix

Index

Page

Vi

xiv

80

05
128
156
190
221
243
283
300
da1



DETAILED CONTENTS

|Figures refer to the pages]

I. INTEODUCTORY

FEarliest literature; no break—1. Even earliest stage shows
ardvanced stage: arl and intellect and variety of patterns—2. Cul-
tural values; not for kings; by people. for people and about people—
3. Kings only as cultured men; meaning of the intellectual atmos-
phere—4, Not properly presented now; India led the world when
Sanskrit was the national language; early influence in Western Asia;
later in North and East—5. Not a Buddhistic, but an Indian expan-
sion of culture; now, only Greek and its continuation accepted as
civilization; need for a new approach—& Sanskrit and Modern
thuoght; no conflict; my purpose in writing the book—T7. Sanskrit
not of Gods, but of man and of man—38.

IT. VEDAS

Vedas, relative age with other ancient civilizations; four Vedas
and the four strata; Rgveda and its divisions—9. Authors the
poets—10, Metres—11-13. Eaphonic combination and the influ-
ence of poetic art; line is the unit—14. Pragdthas; a long antece-
dent for the metrical patterns; types in poetry—odes, lyrics, ballads
etc.—15. Drama and dialogues; poetry recited before the Altar
(Vidatha)—16. Essentially a collection of prayers; not at all pasto-
ral poetry—I17. India not a mere political unit; held together only
by culture; religion, not anthropomorphism; communion with gods;
universal Law—18, Gods are companions of man; identity of some
gods with aspects of Nature; real poetic genius found in description
of Maruts and Dawn—19, Sun-gods; some gods were mortals; ani-
mals ete. as gods—20. Nature poetry, love poetry; religion condu-
cive to Nature poetry—21. Ocean of stories; the only real poetry
from ancient nations—22. Atharvaveds: meaning of Atharvan; no
conflict with other Vedas; an integral part of the Vedas—23. Real
poetry; arrangement—24. Metrical mainly; no relation to rituals,
no witch-craft—25. High-class poetry; some powers of Nature
glorified, that brings misery and also happiness—26-27. Different
contents like politics and philosophy—28. No mystery-mongering;
Mother Earth; first-class poetry; no poetry in the world is s0—29,
Meaning of charms; they saw some powers in the universe and sang
of them, both in the Rgveda and in the Atharvavede—30. Different
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strata in culture; poetic vs. ritualistic Vedas—31. Divisions of Sdma-
veda—32, Recensions of Yajurveda; prose; contents of Black and
White Yajurpedos—33, Literary value as prose—34 Aranyakas;
Sasmhiti and explanation; main topic in Bréhmanes—35. Prose of
Brihmanas; contents of Brahmanas—36. Variety, sciences; literary
value as prose—37. Upanayana and Upasadana, latter for higher
studies; practical and esoteric wisdom—38. Continuation of ritualis-
tic texts; nature of Upanisadic texts—38, Prose and metrical por-
tions: no “Forest Wisdom"”—40. Wisdom of the people for the
people, no renunciation—41. Literary value; distinction between
Vedas and Vedingas—12 Different Vedangas; a new prose style;
Sitras—43-44. Max Muller’s theory; astronomical ealeculations—43.
Relation to Awesta:; Indus Valley—46. No internal evidence of a
foreign home: Kali Era—47. Literary beauties: literary criticism—
48. Poetic language in the Veda, distinet from ordinary language;
value of poetry in man’s life; only later stages of Vedas in the
available texts—49. Now, mainly for philology; but originally only
as literary art; need to retain philological interest—50. Influence of
Vedas on modern life in India—351.

I ITIHASAS AND PURANAS

Vedic literature a complete unit—52. [tihdsas and Purinas
mentioned in the Vedes; same material for both types—53. Very
long ones with no parallel in another language; differerice in hand-
ling material; Veda Vyasa, author of the Mahabhdrata and the
Puadnas—354. His parentage; second land-mark in the history of
Indian culture—55. No great poet after the Vedas till the Ifihasas;
shift from Yigas to Temples; kings became more prominent—3586.
Change in outlook, advent of other-worldliness; adjustment to the
changing conditions; poets' attempt to restore Vedic culture—57.
Unity between various Purdnas and the Mahibhireta; language and
style of the Mahdbhdrata; story of the Pandavas and Veda Vydsa's
relation to them: recitation of the Mahdbhirata by Vaisampiyana
before Janamejava and again by the Bard at Naimisaranya—oi.
Predecessors of the Pindavas—39. Real epic till the War—60
Various kinds of material during the narration of the main story:
Nature poetry—61. Artistic unity of the whole poem: not for kings:
heroes fought for their rights; world is enough and no escape——62.
Ascetics assume a new role; women had their position restored—83.
No development; work of a single poet; story ancient—64. A great
poet wrote the poem, using old material: means for national revival
__§5. Krsna; Avatdra vs, deification of an individual—66. The pre-
sent form of the Mahdbhdrata as a dialogue-and the valye of the
dislogue form—~67. The Ramdyana; first poetry, recitation before
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the hero; shorter and more compact than the Mahidbhdrata—68,
Main story; sequel—689. Prelude to the composition of the poem;
presents eternal truth—70. Divinity of Rima and His human nature;
no conflict: active life, no renunciation—71. Nature poetry; metres
of the two Itihiisas; both contemporanéous—72. Epic given as con-
temporanéous with the event; this is not possible; slight difference in
technique as dialogue; but the dramatic situation is in both—73.
Many of the Purdnas sung by the Bard at Naimisa; difference bet-
ween [tihdsa and Purana. Purdnas as supplements to the Muahd-
bhirata; poets ve. kings and priests—T74. No revolution; only ad-
justments; mythological herces and historical dynasties till Gupta
times—75, Puripas in Buddhism and in Jainism; Purdnas contem-
poraneous with the Itihdsas; not religious texts—76. Not to please
kings; langusge and metre—77. High-class poetry with all the con-
stituents of poetry; no sectarianism—78. Upepuranas; the Purinas
with the [tihdsas prevented disruption through regional and linguistic
separations—T79.

IV. CLASSICAL AGE

Sanskrit influenced by foreign language; Dravidian ele-
ment in Sanskrit; néw religion and philosophy change the life:
language too changed; difference between lterary and spoken
language—80. Same language for the common people and the
learned people; wide and popular education; assimilation of the
foreign; spirit remained; adaptation; new Classical Literature pre-
served the Vedic spirit; continuation of the Vedic gods in the Classi-
cal Age—81, Changes in the gods; spirit of the gods remained:
heroes, with a house-holder's life and rich ornaments and weapons;
gods as theme for poetry; freedom for peets to describe gods as
men—82. No priests, no fanatic kings to persecute the poets; domi-
nation by poets; gods must move among men freely, otherwise no
need for god; little of love poetry in the Vedos; heroism the chief note;
Classical Age, love more prominent; calmmess only as an ornament
of herolsm and not an independent trait; Visnu and Siva, heroes and
lovers; incarnations of Visnu; no gods that were not human; mo
theory of “One Man'—83. Later Rsis, ascetics according to changed
outlocks; no Missioniary work, no Orders to which all were admitted.
They helped man in life and counselled kings on the throne; ascetics
as mediators (including women ascetics) and helpers in bringing
about union in wedlock; caste system—84. Poets corrected caste
rigidity—85. Women equal to man in the Vedic age; a new out-
look of women being seats of sin; women again given prominence in
national life—86. Union of the Dravidians and the Vedic people
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intv a single religion and a single nation; throne and other new em-
blems of royalty—87, Banner emblems—88. Monslers; span of
life; change only in man’s lore and tradition; they were not ln the
sctunl life—89. Man's powers and Mantras; unity, this new lore
being perhaps Dravidian, incorporated into the Vedic tradition—90.
A gap in poetic production—81. Not complete break; grammar, ete.
preserve memories of literary activities—92. Old spirit of hervism
and love of full life restored; assimilation of foreign nations—83.
Bharata; Srigira and Vira and their real meaning; inclusion of
Sinta; literature dealt with the real problems of man—24.

V. KALIDASA

Date and personality—95-97. Malavikagnimitro; perhaps earli-
est: plot—98-100. Hero and his double personslity; variety of
characters; various characters noticed—101-102. A drama of plot
and action; Vikramorvasiya, second play; Vedic origin of the plot;
contrast to Milavikdgnimitra; plot sketched—103-105. Little ac-
tion; supernatural; Nature—106. Sdkuntala, last drama; epic hero
and characters known even in the Vedas—107, Plot—108-108. Not
much of plot complication; Nature—110. Characters and their
contrasts—111-113. Supernatural; unity in variety—114. Raghu-
wamsa; earlier work; story—115-117. A happy end after the eight
cantos—118. Characters and their varieties—119. Human touches
with realism: Kumdrasembhava; not complete; poet wanted to com-
plete; indications in the Raghuvansa; plot—120-121. Philosophy of
life—122. Nature and descriptions; Meghadiita; sketch; Nature and
personification—123. Rtusarithara; perhaps not his—124.  Observa-
tions; kings only great men; contrast of Kilidasa’s kings with kings
and priests who dominate religion; heroes who defended the country;
worked for the people and their culture—125. Gods In Kilidasa—
126. Nature and philosophy of life; aesthetic theories; greal one,
in o trio—127,

V1 MAHAEAVYAS

Agreements and contrasts with the epics ol other languages;
unique wealth in Sanskrit; differences from [tihisas and Purd-
nas—128. Origin; rich growth at a later time; theme and its
concord with the nature of the Grand Epic; metre and its concord—
129, Asvaghcsa—130. General remarks; Buddhacarita—131. Saun-
darananda: comments; artificialities and technigues: great reverence
shown by the poet to the Vedic traditions; teaching; the one
difference from Kalidasa—132-133. Direct teaching of Samnyase and
Moksa: contrast of Buddhacarita with the Mahabharate and the
Rimiyuna regarding the construction of the plot, and the final posi-

xvii



SURVEY OF SANSERIT LITERATURE

tion—134. Kumadradasa and his Jdnakiharana—135. Bhiaravi and
his Kiratarjuniya; story—136-138. Characterisation; date; allusion
to the story of Rama Gupta and Saka king and Dhruvasvimini—139,
No direct teaching as a priest; his philosophy of patriotism and free-
dom in national life; worship of martial heroism—140. Contrast
with Asvaghosa; agreement with Asvaghosa, in style, ste—141;
Contrast with Kalidasa in the matter of Nature; a close student of
human nature—142. Bhaiti; relation with Bhamaha—143. Purpose
of the poem; Magha story—I144. No story; descriptions; allitera-
tions and other features—145. Sri Harsa; general—146. Philosophy
and scholarship in poetry; end of the poem—147. A really grand
poem; Mentha, Bhima—148. Sivasvamin; Ratndkara—149. Mai-
kha—150. Hundreds and hundreds of Grand Epics; each has an indi-
viduality; Maedhurdvijoya of Gangadevi—151. Not written to please
the kings; they pleased kings beause they were scholars; intellectua-
lism shows the general educational level and width in society; no
king as a king—152. Common man is the theme; artificiality; this
is found in dancing and music and all arts; further artificialities in
Mahdldvyas—153. Glorification of their great past; ancient themes
presented to suit changed conditions—154. If modern man does not
find joy, the fault is in the modern man and not in the art; he must
change—155,

VIL. DRAMA

Greek and Indian drama; no drama in the Vedas, though
the elements are found there; terms for drama not seen, though words
from rool Nrt are there—156. Bharata had an immense dramatic
lilerature; date of Bharata; Pinini and dramatic art: not later than
Greek tragedies: dramatists earlier than Kilidasa; Bhasa, references
to Bhasa—157. Only Svepnovasapadatta referred to in literature as
Bhasa's; Svepnavasavadatta; plot; beautiful drama—158-159.
Pratijfid-yaugandhardyana; no evidence for Bhisa; plof—I160. Full of
action; characters—161. Remaining dramas; Sidraka—162. Mrecha-
katika: author; date—163. Plot—164. Political plot; name—165.
Could easily have been made a tragedy; relation with Merchant of
Venice—166. Vidigaka; other characters—167. All grades of life; a
great drama—168, Harsa; tradition about Harsa and Dhiivaka; unfor-
tunate—169. Priyadarsikd, Ratnavali; plot of Prigadarsiki—170. Plot
of Ratnarali—171. Similarity between the two; Priyadarsikd inferior;
my own view about the story of another poet—172. Niginanda;
one of the best; plot 173-174, Name and the original source of the
story—175. Philosophy of life—176. Visdkhadatta; Mudrirdkgasa;
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I. INTRODUCTORY

Sanskrit literature is unique among the literatures of the world,
ancient or modern. It preserves the earliest specimens of the literary
art of humanity. There might have been well-developed langusges
in the world prior to the time when Sanskrit began its literary growth;
historians generally hold that Sanskrit is only one of the later
languages of ancient nations and that there were many languages
of which we have records that had been in use among earlier nations
prior to the development of Sanskrit as a literary langusge. The
relative antiquity of Sanskrit and the other ancient languages has
yet to be finally settled. Whatever the final conclusion on this
question might turn out to be, there is no possibility of a doubt about
the position that Sanskrit is the earliest among the Aryan languages
to develop a literature and that Sanskrit is also the earliest language
to develop a truly literary art among any of the ancient nations. In
the other languages that are held by historians to be earlier than
Sanskrit, there is no literature developed as an art; the literary re-
mains of those languages are in the form of historical records about
kings and empires, wars and treaties, and administrative art. The
earliest poetry of humanity is preserved in Sanskrit.

From the time when Sanskrit made its appearance as a literary
language there has been a continuous development of literary pat-
terns in the language and even now it claims to be one among the
modern, living languages of the werld. The language has present-
ed various phases during the development through ages to be calcu-
lated in millenniums, and yet there is well-marked unity between
the earliest phase now known and the most modern phase seen. In
comparison with the great change that has taken piace in the case
of the other languages, the change in Sanskrit from its earliest phace
to its modern phase is practically negligible, The two phases are not
so wide as, say, between Chaucer and the English of the present
century. The language has come into contact with various other
languages and has adapted its vocabulary and its modes of expres-
sion to the new situation arising out of such contacts, with practical-
ly no change in its own individuality. Everything that came into
the language simply nourished it and helped its organic growth. A
certain phase of the language, what is called Ppikrt or the popular
phase of it, has undergone marked changes; only a philologist can
trace the stage of the present day back to the earliest times. What
is unique in the case of Sanskrit is that Sanskrit itself as a language .
has preserved its individuality and its life while other later
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languages have developed out of it and had been undergoing great
changes. The fact that the changes brought about by the growth
in the languages originating In Sanskrit did not produce any decay
in the original Sanskrit language itself, shows the vitality with which
it had started its literary career.

The earliest specimen of literature in Sanskrit reveals a very
advanced stage in the development of literature as a polished art.
A view was held in the earlier stages in the study of Sanskrit in
modern times that the first specimens of literature in Sanskrit,
known as the Vedas, are only pastoral poetry of a simple nomadic
people attempting to appease the powers of Nature in order to avoid
their wrath and to get favours from them, Even now there are
gcholars who are not able to detect any highly developed literary
art in the Vedas. But opinions changed gradually and scholars in
general began to recognise a highly polished art in Vedic poetry,
and some specimens of poetry in the Vedas are accepted as what
have not been surpassed later by Sanskrit itself or by any literature
of other nations, At present Vedic poetry needs no pleading or ad-
vocacy: its poetic standing is what practically all scholars accept as
an approved fact.

We cannot deal with a literature bifurcating it into two parts,
what is poetic art and what is only the presentation in language
form of the intellectual activities of a nation without any element
of art. The border line is difficult to fix; there are many specimens
of truly poetic art with profound intellectualism and there are many
records of intellectual activities with an unmistaksble artistic touch.
Such is especially the case with Sanskrit. Such a combined satis-
faction of the intellectual needs and of emotional appeals is very
prominent in Sanskrit literature, perhaps more than in any lite-
rature of the world ancient or modem.

The variety in literary forms and in content is another note-
worthy feature in Sanskrit literature. In the matter of form, we
have to recognise both the structure and the metrical patterns, The
number of metrical patterns found in the Vedas ‘is something
astounding. ‘There is also an imposing variety in the matter of poetic
structure. In the actual specimens now available, which can be
nothing but a small part of what was being produced in those days,
there are found practically all patterns of literary form that are
found in other literstures of the world, ancient and modern, and
many more that are not found elsewhere. Long epic poems in two
patterns, many varieties of dramas, short poems like lyrics and odes
and ballads, romances in prose, tales and didactic poems. poems in
which love and religious fervour are harmoniously mixed up, lite-
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rary patterns in which prose and verse are interwoven, themes that
are serious and comic, handling of subjects in such a way that even
abstruse philosophy and theoretical science also take up = literary
form—these are some of the many literary forms that have to be
counted as art. Then there are works dealing with all sorts of sub-
jects imaginable—religion and philosophy and various sciences, law,
social organisation and political institutions, art of love, preparation
of wines and cosmetics, medicine and astronomy (including astro-
logy), agriculture and water-divining and so on. The total number
of works in some of the patterns runs to thousands, so far as known
works are concerned, and if we take into consideration the various
works that are to be presumed through citations and allusions and
implications in them, the number will run beyond five digits.

The long period of unbroken civilization unknown in any other
country, the long period of unbroken development of literature in a
language with practically no change in the language, and similar
features found in the Sanskrit literature are matters that deserve
investigation to find out the reason for this unique phenomenon. The
presentations of the literary specimens in Sanskrit thal are now
available are more or less descriptive catalogues giving authors and
works and general contents and dates, The general spirit of the
literature, the relation between the literature and the life of the
people, the artistic beauty and cultural value of the literary speci-
mens and such factors are skipped over or even perverted. Thus

the study of Sanskrit has become an intellectual pursuit without
any practical value.

It has been said that the literature had developed in royal couris
and was written by literary people to propitiate the kings and re-
ceive rich presents and similar favours, Tt has been asserted that
Sanskrit has been the language of the few intellectual people and
has no relation with the people at large. It has been maintained
that in Sanskrif literature, even in what goes by the name of lite
rary art, there is teo much of intellectualism to deserve the apoella-
tion of the art of the people and for the people. Remarks have also
been made about the monotony in the form and content of the literary
patterns. The approach to Sanskrif in recent times has been entirely
different from the approach to the problems relating to, and the pre-
sentation of, Greek literature and the literatures of the modern
languages in the West. In the case of Greek and the modern Western
languages, there is an attempt to polish up the hright side and to cover
under a coat of varnish any phase that may be unpleasant. But in
the matter of Sanskrit, bright sides are not taken note of and there-
is an inventory of all articles that have to be discarded on, account
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of their worthlessness. The true facts must be properly presented
in the case of Sanskrit.

It is true that the royal courts were the great centres for lite-
rary and cultural activities. The fact is that the kings were educat-
ed and cultured and were the true representatives of the national
culture. They did not keep themselves aloof from the popular life
in the country. They directed all popular movements for the ad-
vancement of the national welfare including eultural advancement,
Kings were also among the pecple and represented the people, and
the ordinary pecple were elevated to the high levels, freely finding
access to the presence of the king and honoured by the kings. The
literature does not present the kings as separated from the people;
on the other hand we find people from all stations in life and follow-

ing various avocations introduced on the stage along with kings and
the intellectusls,

It cannot be that such a vast literature in a variety of patterns
that satisfy a variety of tastes and aptitudes was produced for the
pleasure of a few royal personages and intellectuals. The litera-
ture must have developed for the enjoyment of the people at large,
end this shows also that the people understood the language in which
the literature grew. It may be that the people did not speak the
language with that standard of purity in the matter of grammar,
which is found In the literary aspect of the language; there is evi-
dence to show that even the intellectuals, the learned people, also
did not speak at home and in their ordinary social life the same
lunguage which they used in literature, but a language which is simp-
ler and differing considerably from the literary language. What is im-
portant is that the people knew the Sanskrit that is found in the lite-
rature, that this Sanskrit was the language of the people and that
there was no separate language of the people differing from the
language of the intellectuals The literature developed among the
people and for the enjoyment of the people. The culture of the people
and the general tendencies in the life of the people are reflected in
that literature.

It is true that there is a high standard of intellectualism in the
literary art of Sanskrit language., That does not mean that the lite-
rature developed among the few who were intellectuals and that the
people had little or no connection with that literature. What it
means is that the standard of intellectual attainment among the
people in general was high, that education maintained a high stan-
dard and spread among the people and went down to very low strata
of the social organisation. If there is a high standard of intellec-
tualism in literature there is the other side of the question. In what
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is called science, including philosophy, and in such literatures that
are not associated with any element of art like ritualism, there is a
high standard of artistic finish both in language and in the mode of
presentation, From the earliest times it has been found that metre,
the usual medium for poetic art, has been adopted for scientific pur-
poses, for grammatical works and for works relating to indices, and
in the field of Vedic exegesis, and this practice continued throughout
the history of Sanskrit language and continues even now. There
was never a mutual divorce between intellectualism and emotiona-
lism, between science and art, in Indian life, Both went together
and each coniributed to the other.

Sanskrit literature has not been presented with fairness in re-
cent times. Sanskrit is studied only for philological purposes and
also as an aspect of ‘the record of what may be called primitive civi-
lization and never as a cultural training for the mind. A study of
Greek literature and the literature in the modern languages of the
West is recognised as having a high cultural value; but that is not
the case with Sanskrit literature; a study of Sanskrit is not recog-
nised as sufficient for a cultural training for the mind. The fault
is with the way in which Sanskrit literature has been presented to
the world in modern times,

When Sanskrit was the national language of the country, India
was leading the world, flashing the illumination of wisdom on all
the countries of the ancient world where there was some sort of
civilization, and this cultural influence exerted by India on the sur-
rounding countries continued till very recent times, till Sanskrit
ceased to be the national language of the country, till the contents
of Sanskrit literature ceased to have any influence in the mental
training of the people and in the national life of the country,

The influence of the Vedas in Asia Minor in the second millen-
nium before Christ is fairly well known. India continued to exert
that influence on the countries to the West till a few centuries after
the Christian era; even when Arabic became the language of the
Western countries in Asia on account of the spread of Islam from
Arabia in those regions, the literature that developed in the Arabic
language shows signs of Sanskritic influence, especially in the fields
of astronomy and medicine, and even the literature of modern Per-
sian shows reflections of the influence of India on the thought of
Western Asia.

Sanskritic influence spread later to the north, to Tibet and to
China, and also to the east in Cambodia and to the south-east in
Indonesia. It is not a spread of Buddhistic influence; it is a spread
of Indian and Sanskritic influence to those regions. Hindu epies,
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Hindu religious works, Sanskrit poetry and many types of literature
are found reflected in the literary and archaeological remains of
those regions along with the Buddhistic literature and Buddhistie
thought. In modern times, Sanskrit is having its influence on the
West in the matter of religion and philesophy, in the matter of lite-
rature and alse in the matter of general problems of life. But
the influence of Sanskrit on the modern world is practically
4 zero in comparison with the influence which Sanskrit exert-
ed on humanity in earlier days in the history of the world. Yet
the influence is there with immense possibilities if Sanskrit is pre-

sented to the world in the way in which it should be as a cultural
influence,

Greek civilization is presented to the world in modern times as
the starting point of modern civilization, and modern civilization
is recognised as the first civilization which humanity has
developed in the world. It is assumed that from the time of
the Greek civilization there has been a continucus and unbroken
growth of civilization in the West, with perhaps some occasional
retardation. Cultures beyond the Greek culture are relegated to
the background as *“primitive”, both in point of time and in point
of geographical area on the surface of the earth. Chinese and Egvp-
tian and Babylonian civilizations are only primitive civilizations
with perhaps a scientific content, and Indian civilization is not given

any place in tracing the development of human civilization from the
earliest times.

Considering the long period of growth in the history of Indian
civilization and Sanskrit literature and considering also the influence
which they have exerted on other nations, there is a case far present-
ing Sanskrit literature in a way different from what has been done
till now and what is being done even now. Iis relation to world
civilization and its value to modern life must be recognised and made
known to humanity. What has survived for such a long period and
what has exerted such an influence on humanity during such a long
period cannot be devoid of value in modern life. There was mutusl in-
teraction among the Semitic languages of Hebrew and Syriac and later
of Arabic on one side and Greek on the other side. Indian thought
and Sanskrit literature have contributed much to the development
of the literature in the Semitic languages, As such the influence of
Indian thought and of Sanskrit literature on Greek is a possibility
that cannot be ignored, In the Middle Ages from the time of the
Crusades, the literature of the Middle East has influenced the deve-
lopment of science among the modern Western nations. In this way,
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the relation of SBanskrit and Indian thought to modern science is
something that must be taken note of.

The most important point is the relation of Indian thought and
Sanskrit to modern sciences and modern thought and modern ways
of life. There is a view that modern science and modern thought
and modern ways are incompatible with ancient Indian thought and
ancient Indian ways of life recorded in Sanskrit literature. On a
close and impartial examination, it will be found and it can be esta-
blished that there is nothing in Indian thought or Indian mode of
life recorded in Sanskrit literature that is incompatible with modern
thought and modern ways of life; on the other hand, among thé
ancient civilizations, Indian civilization is the closest to modern ten-
dencies, The differénces are only on minor points, and in the matter
of fundamentals there is nothing but agreement between them. As
a matter of fact, ancient Indian thought and modes of life recorded
in Sanskrit can very well be a supplement to modern thought and
modern ways of life; they can be mutually complementary,

In the following pages I propose only to mzake a rapid survey
of the field of Sanskrit literature noticing the various patterns, in-
terpreting their spirit, drawing attention to their artistic values and
bringing out their relation to modern life, This is not a complete
record of the literature in Sanskrit; it is mot a catalogue of authors
and works and dates. 1 take note of only chief specimens in each
pattern, and dates are introduced only to survey the growth of the
literature.

Certainly, there are defects in the literature; and no literature
reaches to perfection in its artistic finish. We admire the beauty
and ignore the defects which, in most cases, are sunk into and assi-
milated with the merits. It is the merits that really come into promi-
nence, and the defects come into the fore-front only in the case of
those who are blind to the beauties in the literary specimens.

My purpose is to enable the readers to take an interest in the
literature in Sanskrit and to help them to understand and appre-
ciate the value and utility found in that literature. T want to make
out a case that it is worthwhile to study the literature, that the
labour Involved in it will pay; as a matter of fact a stapge will come,
as in the case of many, when labour spent on such a study will turn
aut to be the greatest enjoyment.

There are people who extol Sanskrit as the language of gods;
if that had been the case I would be the last person to look at it,
and T would simply have left it for the gods in heaven and looked
for something that is for men on earth. It is because of my convic-
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tion, after devoting a whole lifetime on it, that the language is the
language of men on earth for helping men to live a noble life on
earth, that I have spent my time on it. There is no divine sanctity
attached to Sanskrit. Its literature has helped man to live on earth
without drawing his attention to some unattainable goals elsewhere,
and it will be of the same help to modern humanity and to posterity,
If we do not present its real values and conceal it from humanity on
the plea of its having some divine origin and sanctity, that will be
playing the role of a miser who does not show his wealth to others on
the plea that it is guarded by some divine agency and that any one
locking at it or touching it will incur divine displeasure. Sanskrit
must be brought into contact with the other ancient literatures and

also with modern literatures. This is my purpose in writing the
boak.



II. THE VEDAS
(i) GENERAL

The Vedas form a group of literature of a miscellaneous nature,
being the earliest literary specimen that has come down to us from
ancient times in India and that represents the earliest form of Sans-
krit literature. The Vedas are also the earliest literary record of
the whole Aryan race that has now spread practically over the whole
of Europe and over considerable portions of Western Asia like Arme-
nia, Iran and Afghanistan, and India. The exact date of this lite-
rature which is also the beginning of Indisn civilization, has not
yet been finally settled. |If the view of some scholars who assign
a very early date for the beginning of the Vedas is accepted, then
the Vedas are also the earliest literary record of the human race:
if some other views are accepted, then the records of Egypt, Asia
Minor, Mesopotamia and China are earlier than the Vedas, and the
Vedas form one of the later products of the human race in the early
periods of the history of man, with only the Avesta, the basic textis
of the religion of Zoroaster, and the Greek literature coming after
the Vedas.

The Vedas are divided into four groups, namely, the Rgveda,
the Yajurveda, the Samaveda and the Atharvaveda. Each one of
these four groups has an original text portion and a commentary
portion, called respectively the Mentra and the Brahmana portions.
The latter again is of two kinds, one interpreting the rituals of the
original texts and the other interpreting the philosophy of the original
texts. Tt is the portion interpreting the rituals of the original texts
that is now called the Brahmanas, and the portion that interprets the
philosophy of the original texts is known as the Upanisads, Besides
these two strata of the Vedas, there are later works that are of an ex-
egetical nature, texts that are auxiliary to the interpretation of the
texts and are hence called Vedangas (limbs of the Vedas). They are
also of a miscellanecus nature and extend over a very wide period,
coming much later than what is known as the Vedic period in the
history of Sanskrit literature. The whole of this vast group of lite-
rature is known as the Vedic literature.

(ii) MANTRA (ORIGINAL TEXT)

(a) Rgveda
The Rgveda is a collection of 1017 poems, mostly in the form of
prayers addressed to various gods. There are also 11 poems which
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are included in this collection, but which are not recognised even
traditionally as an integral part of the Rgveda text, but only as an
interpolation, and Siyana, a commentator of the Vedas of compara-
tively recent times, does not comment on these 11 poems. These
1017 poems altogether contain slightly below 15000 verses, and are
grouped into ten Books called Mandalas (Cycles). Each poem is
known as a Stukta {Well-said), and each verse is called an Rk
(Prayer).

There are many poets as authors of these poems. There are six
great families of such poets, and the six Books from the second to
the seventh contain poems by the poets whose name the families
bear and by the other members of the families, Most of the poems
belong to the chief member of the family from whom the family de-
rives the name, and only a few belong to the other members, Butin
the fifth Book, the number of poems from the chief poet is not so
many, although the family bears his name, not more than the num-
ber of poems by the other members, and In the seventh Boaok, all the
poems are by the chief poet whose name the family bears, with no
poem from any other member of the family. In the eighth Book,
the first half is by a chief poet whose name the family bears and
also by members of the family, and the latter half is from another
chief poet and the members of his family. For this reasom, these
seven Books from the second to the eighth are known now as Family
Books. In the ninth Book, all the poems, by a variety of poets, are
addressed to one single Divinity, the Soma Plant that plays a very
important role in the rituals of those days. In the first Book, the
poems are of the same nature as the poems in the second to the eighth
Book, namely prayers to various gods, and are by poets belonging
mostly to families that are not included in the seven Family Books,
though a few of them belong to one or the other of those families.
In the tenth Book, there is a predominance to poems of another
type, most of them having a secular calour; there are dialogues,
presentations of certain philosophical doctrines like the origin and
creation of the world, descriptions of situations like wedding and
funeral rites, the wailings of a gambler who was defeated in the
gambling den and was ruined and so on.

The poems are by a variety of poets. They can be grouped
into families, and yet there remain some who do not come into this
scheme, Then there are poems that cannot be assigned to any par-
ticular poet; their assignment to a poet is purely artificial, and that
is especially the case with the dialogue poems where the person into
whose mouth the verse is put is the poet and the person addressed
to is the theme, according to traditional assignment. We do not
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kriow who the author of the whole poem was. In such dialogues, it
is not indicated who the speaker is and to whom it is addressed; that
has to be determined from the meaning; the traditional indices also
help us in this matter. It is not unlikely that such dialogues were
meant for presentation on the stage, though there is no evidence of
a dramatic performance on the stage at that time, found in the texts
gither directly stated or indirectly implied. In the case of some
poems, both the author and the theme are identical; that is the case
with the poem addressed to the departed fore-fathers at the time
of funeral ceremony, Yama being given in the Indices as both theme
and the poet, and a poem on creation assigned to the Creator as
Hiranya Garbha (Golden Womb) and another on creation assigned
to Viévakarman (All-maker). The poem on the Purusa | the Supreme
Person) and another on the state of the world prior to diversifica-
tion and manifestation are assigned to fictitious authors, namely,
Niriyapa and Paramesthin; the former has become the synonym of
the great God Vispu in the latter-day mythology of India and the
latter word means “Sitting in the Highest™. There is a poem about
the wedding of Siry#, the daughter of the god Savitar (the Sun),
and this poem is also assigned to that bride as author. In the case
af a poem about the evils of gambling, the authorship is assigned to
a poet by name Kavasa Ailisa and alternatively also to the dice
themselves with which they gamble.

The sbove facts show that there are a large number of poems
for which we have no definite information about the author. They
must have been very ancient poems of which only a small propor-
tion had been preserved at the time when the major part of the
preserved portion of the Vedic literature had been composed and
later compiled into a text. The authorship had been forgotien at
that later time, and some artificial method was devised to assign
some authorship for the poems. We do not know how long prior
to the composition of the major part of the Vedic literature, they
eould have been composed. But most of such poems of unsettled
authorship appear in the first and the tenth Books of the present
collection, and in modern times they are taken to belong to the
latest strata in the Vedic period.

The poems are composed in a variety of metres. The metres
were analysed and classified by ancient interpreters on a very arti-
ficial basis. The metres, according to the traditional classification,
fall under fwo main groups namely, the normal and the longer
metres. Fach of them is grouped under seven heads. They speak
of another seven above these two, that are longer still, as having
vanished from among men. The shortest metre has twenty-four
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syllables and the further metres rise above this by four syllables;
the seventh and last of the normal group has thus forty-eight sylla-
bles. Then begin the longer metres with ffty-two syllables and
end with 76 syllables. They may be shown as:

A, Normal Syllables B. Longer Syllables
1 Gayatri 24 1 Atijagati 52
2 Usnih 28 2 Sakvari 56
3 Anustubh 32 3 Atisakvari 60
4 Brhati 36 4 Asti 64
5 Pankti 40 5 Atyasti 68
6 Tristubh 44 8 Dhyti T2
T Jagafi 43 T Atidhrti 76

Then there are seven more starting with 80 syllables and end-

ing with 104 syllables. No examples for such metres are now pre-
served.

Normally a verse has four lines (pddas); it is on this basis that
the metres are classified as rising by syllables on the whole from
group to group, there being one more syllable in each line. But
this latter fact is not strictly adhered to in the actual examples.
Thus, Gayaetri has three lines of eight syllables and in the next,
namely, Usnih, one of these three lines has twelve syllables. Anug
fubh has four lines of eight syllables and in the Brhati, which follows,
one of the four lines has twelve syllables. Pasikti has four lines of
ten syllables, Trigtubh has four lines of eleven syllables and Jagati
has four lines of twelve syllables. Thus it will be found that ex-
cept the first two, all the five following groups have four lines of
varying length.

There are various other ways in which the total number of syl-
lables is made up. The above scheme is only given as a normal.
For example, Padikti of forty syllables can be five lines of eight sylla-
bles also, Under each of these seven groups there are various sub-
groups according to the way in which the total number is made
up. They are given separate names within the groups by ancient
interpreters of the Vedas. The classification does not take note
of the quality of the lines, but only the total number of syllables in
the whole verse, This is not a scientifie way of classifying metres.

In the longer metres, there are more than four lines; they are
made up of lines of eight and twelve syllables. . Such lines are put
together as intermixed in the same verse. The real variety in me-
tres is made up by the number of lines and the number of syllables
in such lines and the order in which the two kinds of lines are inter-
mixed in the verse, In the normal metres also, although the typi-
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cal verses have more or less uniform lines composing the verses,
there are many cuases where lines of different lengths are arranged
in some order within the verses, and where this gives the variety in
the metres.

Generally it may be stated that there are three kinds of lines,
lines of eight syllables and lines of eleven syllables and lines of
twelve syllables. Sometimes half of such an eight-syllabic line is
also added; such instances are stated as lines of twelve syllables,
though they are one and a half lines of eight syllables, distinet from
lines of twelve syllables. The combinations are between lines of
eight syllables and lines of twelve syllables and the lines of eleven
syllables form a separate class. At this stage, it is not possible to
say definitely whether the twelve-syllabic lines are all, in origin,
combinations of eight-syllable lines with another half added to it
Lines of ten syllables are few and so are lines of other length, though
they too appear. All such lines of lengths other than the normal
of eight, eleven and twelve, may be survivals from an earlier date,
when metres were far more complicated and when poetry was far
more original and artistic with greater variations snd greater free-
dom for handling. Most of them must have died out at a later stage
when metres became standardised. In the available text, such
standard metres, verses of four lines with eight, eleven and twelve
syllables, predominate. The fact may be that what we have now
preserved is only specimens of a later stage in the development of
poetry in the Vedic stage and that the real Vedic poetry of an earlier
date, with greater artistic varieties, has been lost to us.

We do not know the exact features that distinguished the poetic
lines from prose passages besides the number of syllables in a line:
The sequence of short and long syllables is one such distinguishing
feature in all sorts of poetry in the world. But there is nothing to
indicate this feature in the Vedic poetry as a regular factor. The
feature is seen, but net in a strictly regular and systematic way.
We notice some sort of ITambic cadence in the latter part of the lines
in the various metres, with a pause in the middle of the lines. But
the former part of the lines has no such regularity in the sequence
of short and long syllables. There are languages in which, for the
gake of metrical needs, short syllables in many cases have to be re-
cited as long. We do not know whether syllables that were gram-
matically short were recited in the metrical lines as long. Some
such cases are preserved where, even in the text that we have, some
short syllables are given as prosodially long. But such cases do not
help us in forming any rules regarding the sequence of short and
long syllables.
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Sanskrit language has developed a certain phonetic feature in
a way not seen in the development of any other language, though
the feature is met with in the other languages also in a very elemen-
tary way. This is the feature of combining two separate words in
such a way that the final of the first and the initial of the second are
glued into each other so as to afford a euphony between the two
words; this Is known generally as euphonic combination. This
feature is also worked out in the matter of combining the different
elements of a word together, such as the preposition, the root, the
suffix ete., so that the whole word forms a euphonic unit. Gene-
rally two vowels cannot be pronounced in immediate sequence with-
out an intermediate consonant. When a word ends in a vowel and
when the next word starts with a vowel, either the two vowels to-
gether form a single long vowel or they form a diphthong or one
vowel is changed into 2 semi-vowel, or some such device is adopted
so that there are no two vowels in immediate suceession. Similarly,
& hard consonant is changed into a soft one in the vicinity of a soft
sound, a dental becomes a palatal or a cerebral in the vicinity of a
dental or a cerebral, and a consonant is nasalised in the vicinity of &
nasal.

There are various other devices worked out to bring about
euphony in the matter of recitation of passages. It is on account of
the dominance of poetry in the literature in relation to prose that
this scheme of euphonic combination has been so systematically
worked out in the language. This shows that poetry has been in
the genius of the nation who started and developed the civilization
of India even from the earliest times, as indicated by the poetry of
the Vedas. This scheme of euphonic combination is seen fully
worked out in the poeiry of the Vedas. As a consequence, the text
of the poetry of the Vedas has come down in two recensions, cne
in which the words are so euphonically combined and the other in
which the words are kept separate. ‘The former is called the Som-
hitd (what is joined together), the other being kmown as Pada
(words). :

Each verse is a separate syntactical unit, there being a com-
plete stop in meaning at the end of a verse. Even within the verse,
each line is a semantic unit, as well as a metrical unit. As far as
possible, the words within a line have to be taken together syntac-
tically and there is no euphonic combination between the end of a
line and the beginning of another line; a line ends with a complele
word and not with a part of a word. At present, it is found that,
as handed down in the tradition of recitation, each verse is divided
only into two units and not into lines, though the ends of the lines
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are also kept distinctly clear in the tradition of recitation, without
a complete stop; at the end of each half within the verse, there is a
complete stop.

Various devices have been worked out in the matter of hand-
ling the metres, over and above the few noted above like combining
lines of different lengths and combining different numbers of lines
to form a verse. Two verses in two separate metres are sometimes
formed into a single unit for recitation, though in meaning each is
a distinet unit; such combinations are called Pragdthas (superior
songs). In some of the poems, each verse ends with a refrain
passage. Sometimes, poem after poem are found to have a refrain,
which may be a line or even & half verse. Sometimes at the end of
a Tine within a verse, the same combinations of a few syllables are
repeated; this feature is distinetly seen in a special metre in which
there are five lines of eight syllables.

There are various other devices found introduced into the poetry
of the Vedas and they show a long development of the art of poetry, In
the available text of the Vedas, there is frequent allusion to the
poets and to the poetry of olden days. Perhaps it may be that in
the available text we have mostly the imitations of the original
poetry of the great artists of an earlier age, very little of such origi-
nal art of an earlier day having been preserved. There is also very
frequent reference to the composition and recitation of new poetry:
They compare the composition of poetry to the construction of a
chariot by an artisan and to cutting the sacred grass into equal lengths.
In the available Rgveda, what we find is perhaps the specimens of
a declining age of poetry and not the specimens of a starting and
growing period in the art of poetry. Even the available poems are
of @ very high order from the point of view of artistic workmanship
showing a real talent for poetry, a real genius for poetry, and from
the available specimens, we can only have same faint notion of the
nature of the really original poetry of the early stages of literary
developments in India, though we do not have such specimens them-
selyes in any large numbers,

The name Rgrveda means the Veda of Adorations, and this indi-
cates the general nature of the contents of the Veda; the Veda con-
tains mostly adorations of gods. Such adorations are either direct-
ly addressed to the gods or form the poetic flow of the feelings in
the hearts of the poets when they have the form of the gods shining
in their hearts. In the traditional interpretations, the former variety
is termed Pratyaksa-krta (what are made directly) and the latter are
termed Paroksa-krta (what are indirectly made). The former come

15



SURVEY OF SANSERIT LITERATURE

near to what we now have as Odes and the latter can be approximated
with Lyrics,

There are various patterns of poetry found in the Rgreda. Some
may be styled ballad songs. From the form of the metre, some may
be designated as sonnets. There are various poems that are of a
dramatic nature, perhaps meant originally to be presenied on the
stage. We see only the passages spoken by two or three persons to
one another, without any direction as to who spoke and to whom
it was spoken; this feature has to be known from meaning and also
from the Indices prepared in the early days and passed on to us
through tradition, The very fact that such directions are missing
is an evidence that such blanks were filled up in the presentation
on the stage; it is only if the poetry is merely to be recited that
there is need for the express statement of the speaker and the
person addressed to. Most of the dialogue poems are of a secular
nature. Other poems of a secular nature consist of descriptions of
situations like the wailings of a gambler who lost everything at the
gambling den and became wiser through ruin and despair. There
is the deseription of a wedding, how the bride was proceeding to
the house of the bridegroom, how people assembled to have a view
of the couple and how they were greeted with blessings when they
reached the new home for the bride. Many poems are of a philo-
sophieal nature.

The poems were generally recited by the poet sitting against
the altar at the time of the national festivities associated with grand
religious ceremonies that were periodically held in big cities; at
such festivities, people from all parts of the country assembled in
large numbers, and there were tournaments and sports also held on
such occasions, Men and women, young and old, all assembled and
found opportunities for merriment, and girls even took advantage
of such occasions to become friends with young men and even to
secure their life's companions.

The learned people assembled in the halls where the religious
ceremonies were conducted and poets who had composed new poems
were allowed to sit against the altar and recite them to the sudience,
I the learned audience approved a poem as of the high class, such
poets were given the title of Rsi (poet with vision). Such an assemb-
ly is very often mentioned in the Rgveda; the term is Vidatha, from
the root Vid “to know", in which the word Veda also has its origin.
The poetry must be the expression of the truth as it is, describing
the true nature of the gods in their reality. The poets must have
had a correct vision of the real nature of the gods and must have
given expression to that nature in true poetic language without any

e



THE VEDAS

limitation of the poet's individuality and views and habits. Such
a language expression of the real truth is what they considered true
poetry, and it is only such a poet who is known as the Rgi. There
are innumerable references to events when the poets were given
such a recogmition. Only such poetry was included in the Vedas.

That was the highest honour coveted by any one in those days,
Such a poet became one among the greatest personages of the time,
and his fame also continued through generations; even persons born
in the family were the objects of honour and veneration. Kings and
wealthy persons paid homage to such poets or Rsts. It became such
an object to be coveted by the people that the term “to address a
learned assembly” became synonymous with ‘“reward with high
honours", and there are many places where there is the prayer or
the blessing that one may be enabled “fo address a learned assemb-
ly’'; this means only to become the recipient of high honours,

All the poems. that are of the nature of philesophical specula-
tions, dialogues and descriptions of secular situations put together
form only a very small part of the text of the Rgveda that has come
down to us now. The real Rgvedic text as it stands today is of
the nature of adorations of the gods. Such poems of adoration ad-
dressed to gods were utilised during the grand religious ceremonies
of the nation and also in smaller ceremonies and in domestic cere
monies. It is those few families that continued the performances
of such ceremonies, when through some sort of cataclysm, there was
a decadence of the Vedic culture, which also preserved the text of
the ancient Vedas, and that is the reason for the preponderance of
the adorations addressed to the gods in the Vedic poetry that has
come down to us; that does not mean that even st that ancient time,
the poetry was mainly of the nature of such adorations addressed
to the gods. The poetic literature of those days must have had a
far wider extent in the matter of theme and purpose. The few poems
that do not conform to the main pattern form the testimony for
such a thesis. At present we have to treat of the Rgveda as essen-
tially a collection of poems of the nature of adorations addressed to
the various gods. Who are these gods, what are they?

It is not correet to say that the people in thg times of the
Rgveds were primitive and pastoral, wandering about from place to
place in search of pasture for their cattle and water for their agri-
culture, afraid of the powers of Nature, trying to propitiate them
for the sake of their blessings and for avoiding their wrath, singing
their simple poems for this purpase, They had a settled home,
where they had been living for a very long time, developing their
culture, forming their modes of life, They lived an active life, ex-
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tensive and varied in content, with their social organisations and
social customs, with their amusements and arts and pastimes and
sports, with their avocations, with their problems of politics and
economics, with their troubles and their successes. We do not know
the exact extent of their country. It must have covered the whole
of the western part of North India, extending to a good part along
the Gangetic valley to the east, and also extending to the west and
north far into the countries that are now outside of India, like Af-
ghanistan, Turkistan  Asia Minor and Iran: at least such must have
been the extent of the zone of influence covered by the Vedic cul-
ture,

The country was divided into a large number of political units,
as is clear from the names of a large number of kingdoms and kings
found in the Vedic texts; They could not have been like the very
extensive countries of modern times; there were no empires in those
days. The people were held together by the bond of a common
culture and common ways of life and not by any political power.
There must have been rivalries and even quarrels between king-
doms and kingdoms, But the bond of culture nurtured by the poets
and by the wise men of the days was stronger than the rivalries and
petty quarrels, so that they did not get disintegrated nor did they
become an easy prey for foreign invasions,

The religion of those days cannot be designated as Nature
Worship or as Anthropomorphism. There was neither a greed of
any gain by worshipping the gods nor was there any fear of them.
It is not also true to trace a growth from simple Nature Worship to
Polytheism and Monotheism, with the intermediate stage of Heno-
theism, postulated by Max Muller, in which each god in turn be-
comes the great One God, What we find in the religion of the
Rgveda is an intimate communion between the wise men with vision
and some powers in Nature. The world was in the form of a grada-
tion from the grossest world around of us to the finer and finer as-
pects of this world seen by and known to only the few wise people
with vision, the Rsis, the great poets. The whole world moved ac-
cording to a Law; this movement was due to the function of the Life
Force pervading the whole Universe, and this Force ean funection
only through the matter in the world in various gradations. Man
is one such aspect of the Universal Force functioning in the world,
and there are other aspects of the same Force functioning in other
gradations of the world, and they are the gods. The common man
cannot see the gods, nor can he see their abodes, namely, the finer
gradations of the world. Tt is the privilege of the few wise men
with vision, the Rgis, the great poets.
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Man und the gods are companions in the working of the World
Order. They function together, they help mutually. In so far as
the gods too are the companions of man, and in so far as the common
man can understand only what come within his own experience, the
great poets who had a direct vision of such gods could sing of them
in language only in certain forms known to the common man, and
so there is the description of such gods in the form of man. They
are all endowed with human forms and human emotions; they move
about like men, riding on chariots drawn by horses, and sometimes
by other animals. They have their handsome bodies and attractive
features, they don fine robes, they wear weapons, they adorn them-
selves with ornaments, Some of them sing: the Dawn is compared
to a dancer. The Maruts, a group of gods, are spoken of as being
charming like bridegrooms.

In the case of some of them, their identity with some aspect of
Nature is quite clear; this is especially the case with the Fire God,
Agni. When we read the poems about this god, we can see the
flaming fire in the altar during the religious ceremonies, kindled
with fuel and also with butter. The flames and the noise are com-
pared to the tongue and to the noise of a bull. In contrast to this
god, there is the great warrior, Indra, a hero riding in a chariot
drawn by two horses, smiting the enemies with his thunderbolt, the
Vajra. The identity of the god in Nature is impossible to determine,
while his close relation to some aspects of Nature is not at all diffi-
cult to be traced in the descriptions. The water clouds with light-
ning and thunder and smiting the clouds and the flow of water are
features closely associated with this god; but the god himself is
nowhere in this picture in Nature. Yet the picture of a great hero
is always before us when we read the poems about Indra. The Fire
and this god, Indra, cover about two thirds of the text of the Rgveda,

There are various other gods described in the Rgveda in the
songs of adorations addressed to them. There are the Maruts, seven
brothers of the same age and of the same appearance, sons of God
Rudra, their mother being called Préni (the spotted cow). They are
also spoken of as having a cow as mother. They are handsome,
wear weapons of gold and decorate themselves with various orna-
ments, look like bridegrooms, are singers. Their relation to the
storm, felling trees in the forest, accompanied with showers of rain,
is quite clear. The poetic genius of the wise people of those days
is. most clearly manifested when they sing of these terrible and
howling storm-gods as the most hendsome and as singers. The
Dawn is a lovely maiden; besutiful as if dressed up by the mother,
locking like a dancer. The Aédvins are a pair of gods always going
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together in a chariot of three wheels. They leave behind them &
ruddy streak of light when they go in their chariots; they are also
the physicians. They heal various ailments. The Rbhus are three
gods, brothers, sons of Sudhanvan, artisans working great wonders,
Rudra is & god with arrows in his hands, also a great physician.

There are some Sun-gods. Savitar Is the rising sun and Sirya
is the sun at noon, Vispu is also a sun-god with his three-fold strides,
Mitra is the sun prior to rising; there is only one poem about him,
and as such his exact nature cannot be determined. Varuga is.a
great god living in a palace with a thousand pillers, who can see
everything in the world and who watches everything, who sees the
movements of birds in the heavens and all actions of men. His
identity in Nature cannot be determined; there is the Greek Quronos,
which can be compared with this word, and perhaps he was origi-
nally the sky-god.

Some of the gods are definitely spoken of as having been origi-
nally mortals, who later became gods. Such are the group of gods
named the Maruts and the Rbhus. They became gods and partakers
of the divine drink of Soma at the religious rituals. Yama isa man
who for the first time saw the Path, went to that Beyond followed
by others, and attained to the region where was Varugpa, the great
God, and alse became the ruler of those regions. He is spoken of as
Rdjd, the king, along with Varuna. Various ancient Rsis, the wise
poets, also had gone to that region beyond and had their lives along
with the gods, and they too came down to the earth at the religious
rituals and partook of the divine drink of Soma; they never became
real gods.

There are various kinds of gods to whom poems are addressed.
Some animals like the horse, features of Nature like Rivers, mental
traits like Devotion (Sraddhd), agencies like Creator |Dhiter) and
various implements like mortar and pestle that are used at the reli-
gious ceremonials, are deified, and poems are addressed to them.

The authors of the Rgveda were great poets of deep vision, who
could see far below the surface which alone the ordinary men see,
who could vision some lustres in such depths beyond the sight of men
and who could have direct communion with such powers. They sang
of those powers and those illuminations in languages that were
known to the ordinary men and in pictures that could be seen and
understood by ordinary men. They were the founders of the civi-
lization of India, they developed and propagated the culture, they
guided the nation, Since they saw and realised the truth which
ordinary men cannot see and understand, they understood some
eternal factors in the world, and the nation guided by such leaders
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developed a certain spirit which enabled the nation to survive vari-
ous vicissitudes that ruined other nations. The grest poeis never
led the nation along paths supposed to lead to certain. goals beyund,
promised and tempting, but at the same time unattainable in truth,
abandoning the facts of the world; they also guided them clear of
aimless meterialism, making life noble and purposive, That is the
great value of the Rgvedic poetry. Here we find a balanced life,
4 life with a high purpose and at the same time & life that did not
look for unreal and unattainable goals.

As poetry, the Rgveda reveals certain features that are not
seen in the recorded remnants of other ancient civilizations. Love
of nature is one such feature that is very prominent in the poetry
of the Rgveda, There is no ancient nation that has developed a
poetic literature comparable to the poetry of the Rgveda. No
nation in the ancient world that has developed a rich poetry, like
the Greeks, has developed any Nature poetry, The Rgveda is essen-
tially Nature poetry, dealing with certain powers in Nature and also
embellished with allusions to the familiar objects of Nature like
rivers and animals and birds, Among the objects of Nature, cows
and rivers form the most prominent objects that attracted the atten-
tion of the poets of those days. We see little of mountains and
oceans. We do not see gardens and flowers and moonlight. The
stars, though present, are not very prominent. Next to cows and
rivers, there is the Natural phenomencn of the brilliant Dawn, des-
cribed like a handsome maiden; the rising sun is another phenome-
non that has roused the poetic fervour in the people: There are
also the storm with strong winds and dark clouds and thunder and

lightning and showers.

The religion and philosophy developed by the Vedic people
was conducive to the development of Nature poetry also, As a matter
of fact. the founders of religion, the philosophers and the poets were
the same. There was no God; for this reason there is no subordi-
nation of man to any higher Power. Nor are the fauna and the
flora creations of a God for the sake of man; they are factors in a
unitary world in which man and the fauna and the flora form equal
parts and equal partners. In this way, there is a companionship bet-
ween man and the fauna and the flora. Gods also are not superior
beings, different from man; they may be superier, but only as superior
companions. Man may be superior, in the same way, to the fauna
and the flora, as superior companions. God, Man and the animals
and the trees and the flowers and all the phenomena of Nature form-
od a unit. This Is the origin of the Nature poetry in the Rgveda.

=1



SURVEY OF SANSERIT LITERATURE

Man's pride, man's love of freedom, man's attachment to his
cpuntry, man's realisation of the values in life and such features
are very prominent in the poetry of the Rgveda, Man never sur-
rendered to a superior Power nor to a foreign invader; the people
defended their country and also respected the freedom of other
countries. There was never an invasion into the country nor from
the country. They exerted themselves to lead a free life and let
others also lead a free life. They were content with their lot in
the world and never thought of life in the world as a suffering with
a Path for escape from this world into another world beyond. There
are various prayers found in the poetry of the Rgveda; there is sel-
dom, or even never, seen a prayer for escape from this world to
another world of true happiness, there is seldom, even never, found
a complaint about their lot in this world. They found their highest
ambition within the scheme of this world. Life can be made happy,
life is happy, in this world, Such is the general spirit of the poetry of
the Rgveda. Both these facts, the love of Nature and the tone of
Optimism, are unique in the Vedas among ancient literatures. The
fact is that the nation was led by poets and not by conquerors and
priests.

The Rgveda is an ocean of stories. There are very few stories
actually narrated in the Rgveda; there are only allusions and refer-
ences to stories that must have been current among the people and
understood by the people from such allusions. If people were not
conversant with such stories, no poet would have made such allu-
sions to the stories in their poetry. The stories relate to gods and
men, how gods came to the rescue of men in their difficulties in res-
ponse to their appeals, The largest number of stories centre round
the twin gods Advins; evidently they must have been the most popu-
lar among the gods. Then there are stories about Indra, how he
helped men against their enemies in battles. Even women tock up
arms and fought in battles. Many stories have grown round some
of the great poets; that shows that such poets must have been popu-
lar heroes among the people generation after generation so that
stories began to gather round their personalities. Martial heroism is
the key-note of most of the stories. It is not at all correct to speak of
the Vedas as religious poetry; a better and really appropriate way to
state the faet is that in the Vedas we find poetic religion.

No ancient nation has developed such a poetic literature as the
Vedas. We see little of poetry in the remnants of Babylon or Egypt
or Asia Minor or China or the Indus Valley, There are the Gathds in
the Avesta, the foundation of the religion of Zarathushtra; we see also
the Psalms in the Bible. But they are small in proportion to the whole
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of such religious books and come incidentally. But the Rgueda, the
book of poetry, forms the most important and the largest text among
the Vedas, given the first rank in enumeration in ancient times and
given the same rank in modern times also. It is no wonder that such a
nation and their language and literature and their eivilization have
endured for such a long time, when other nations have disappeared,
with their languages preserved only in a few inscriptions and
their civilization remaining in modern times only as an antiquarian
curiosity,

(b) Atharvaveda

By the side of the Rgveda which is the most important and the
most voluminous poetic literature in the Vedic language and among
the languages of the ancient world, there remains another import-
ant poetic literature of ancient India, the Atharvaveds, The name
comes from the ancient poet Atharvan, and the word “Atharvan”
has become a synonym of “wise". The name appears in the Iranian
tradition as the designation of the wise section of the four-fold
Iranian nation, the Athruvans. The Veda is also termed Atharva-
Asngirasa, associating the name of another great poet of ancient times,
the Angiras. Both of them are very prominent in the Rgveda as
ancient poets who had attained to divinehood, living in the celestial
world along with the gods and with the departed forefathers, coming
down to the earth to partake of the oblations of Soma offered at the
religious rituals. The names appearing in the Veda cannot be any
later interpolation; they are genuine, and the relation of the Athar-
paveda to the two great poets of antiquity, the Atharvan and the
Angirss, cannot be questioned.

Yet in recent times, it is held that the Atharpaveda did not origin-
ally form a part of the Vedas and that it was only after some seri-
ous struggle that the text received recognition as a Veda. But the
question has not been either raised or answered, who undertook
the struggle and against whom and for what purpose. They could
have remained outside the Vedas. Those who undertook the strug-
gle cannot be the descendants of Atharvan and Angiras, since they
were among the most revered among the Vedic poets, and they need-
ed no struggle for recognition to have their own poems, or poems in
which they were interested, included among the Vedas It is also
held that the Atharpaveda shows a more primitive culture in rela-
tion to the Rgveda, though later in age; perhaps the Atharvaveda
originated and developed smong people different from the people who
developed the Rgveda, and it was at a later time that it was
admitted among the literature of the people who developed the
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Rgvedo, But it has been shown that the Vede had intimate relation
to the most honoured of the poets who developed the Rgveda.

The Atharpapeda is as much a Veda as any other Veda, a litera-
ture handed down from the most ancient times by the very people
who developed the Rgveda also. It is as good and as interesting a
text of poetry as the Rgvede and stands second only to the Rgreda
in point of grandeur as poetry. Usually, it is the Yajurveda and
the Sdmaveda that are enumerated after the Rgwveda, the Atharva-
veda coming as the fourth. But here I am not following the tradi-
tions, in which ritualism has a strong hand; I am writing a book on
literature, and from the point of view of literary value, it is the
Atharvaveda that should come after the Rgvedn. I will designate
these two as the poetic Vedas and the Yajurvedn and the Sémaveda
as ritualistic Vedas, though these latter two also have a high lite-
rary value, even poetic value.

The Atharvaveda, like the Rgveda, is poetry. But when the
whole of the Rgveda is in poetic form, there is a small portion in
the Atharvaveda that is in prose. The text contains about six
thousand verses, while the Rgreda has above ten thousand verses.
These six thousand werses form into 731 poems, while the Rgveda
has 1017 poems. These poems are grouped into twenty Books.
There are a large number of poems and verses that are common
between the Rgveda and the Atharvaveda, and this is the case with
the Yajurveda and the Sdmaveda also, which too contain verses that
are also found in the Rgveda. Of the twenty Books, the twentieth
Book is almost entirely in common with the poems in the Rgveda.
On the whole, about a seventh part of the Atharvaveda text is also
found in the Rgreda; mostly such common portions are found in the
tenth Book and a good part of them are also found in the first and
in the eighth Books of the Rgveda.

While the text of the Rgveda has been arranged after classi-
fication, on the basis of the authors, the arrangement of the Athar-
vaveda iz on another basis. The first Book has poems of four verses,
the second Book has poems of five verses, Book TIT has poems of
six verses and Book IV has poems of seven verses. Such is only
the general form and not an invariable form. In the fifth Book, the
poems are between a minimum of eight and a maximum of eighteen
verses. Al this stage there is another scheme coming in. In the
sixth Book there are 142 poems mostly of three verses each, and in
the seventh Book. there are 118 poems mostly of single verses or of
two verses each. In Books VIII to XIV and EVII and XVIII there
are very long poems, the shortest being the first poem in Book VIII
with 21 verses and the longest coming at the end, with BS verses,

24



THE VEDAS

being the last poem in Book XVIIL The fifteenth and the sixteenth
Books are in prose. '

Although some such scheme based on the number of verses in
the poems is noticeable in this arrangement of the Books, the con-
tents also come in as & factor in the arrangement of the Books.
Poems of similar content are put together in many cases. In some
Books, the first poem deals with some theosophical or philosophical
topic. The fourteenth Book contains only prayers used at the wed-
ding ceremony and the eighteenth Book contains passages used at
the funeral ceremony. In this way some factor based on the
subject matter also comes in as a basis in the arrangement of the
Books. The last two Books contain poems taken from the Rgveda
in the majority of cases, and scholars hold the view that these two
did not form a part of the Atharpaveda in the beginning, that they
are later additions to the text.

The metre is fairly identical with what is found in the Rgveda,
though we do not see in the Atharvaveda the same systematic hand-
ling of the metres which is noticeable in the Rgveda; sometimes it is
even difficult to distinguish between certain rhythmic prose passages
and certain metrical passages where the handling of metre is not very
successful. The whole of the Atharvaveda is metrical in form ex-
cept the fifteenth Book and portions of the sixteenth Book which
are in prose. The language too-in many places approximates more
to the later Sanskrit than the language of the Rgveda.

The Atharvaveda has very little relation to the religious rituals
of the Vedas, and for this reason the Atharvaveda is not counted
among the ritualistic Vedas, which are three. But including the
Atharvaveda also; the Vedas are four in number. In the Atharva-
veda itself, the other three Vedas are mentioned together without in-
cluding itself among the Vedas. The gquestion whether the Vedas
are three or four in number and whether the Atharvaveda has a place
ameng the Vedas must be decided on the basis of what is meant by
a Veda; if a Veda is related to the religious rituals, there are only
three Vedas while, if the literature of those sarly days is taken as a
unit by name the “Vedas", there are four Vedas.

The Atharvaveda is generally spoken of as a text of witcheraft
and magic. There is supposed to be contained in it both white magic
and black magic. The former is employed to bring some benefits
and the latter is employed to do injury. It is generally eaid that
the Atharvaveds was originally outside the scope of the Vedas em-
ployed for religious rituals and that the text has been later adapted
to the ritualistic Vedas and to the culture of the people who em-
ploved the Vedas for religious rituals; in this redaction, eonsider-
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able new matter also was introduced into the text by way of eulogy
about the people who performed the religious rituals. Just as we
are not ahle to determine the age of the Rgreda and also the rela-
tive chronology of the different portions of the Rgveda, in the case
of the Atharvaveda also, there are older and later portions and it
is not possible to say which are really older and which are later and
what their chronological relation is to the Rgveda. Many late
portions of the Atharvaveds may be later than even the latest por-
tions of the Rogreda and it is equally possible that in the text of the
Atharvaveda there are portions that are earlier than any portion in
the available text of the Rgreda.

Here we have to confine ourselves to the literary value of the
Atharpvapeda, though in a history of literature, chronology cannot
be kept out. When there are no specific data to determine the dates,
it is better to leave off the point saying that the Atharvaveda forms
a part of the earliest heritage of literature that we have received
from ancient India. From the literary point of view, the poetry con-
tained in the Atharvoveda stands on a high footing in relation to simi-
lar literature of the ancient world, what are known as the magic spells
and incantations of the primitive nations of the ancient world, Just
as the poetry of the Rgveda is not at all religious literature, the
poetry of the Atharvaveda is also not at all a magic poetiry; it is first
elass poetry coming from highly gifted poets with vision.

Most of such poems have diseases and their healing as the theme.
In the Rgveda there are songs about the various powers in the world
related to the different gradations in this world where matter be-
comes finer and finer, powers that appeal to the poets as some kind
of illumination. In the Atharvaveda, the theme is taken from some
powers in the different gradations of the same material world where
matter becomes finer and finer from gradation to gradation, powers
that are the causes of the various ailments in man’s life. The powers
dealt with im the Rgveda give happiness while some of the powers
dealt with in the Atharpaveda bring suffering to man. The poetry
consists of appeals to such powers; here also some are addressed
directly and others are about them, but not directly addressed to
them. There is poetry in both of them, in the Rgveda and in the
Atharvaveda.

There are poems in the form of glorifiestions of the curative
powers of herbs and water; in this Veda we find the oldest stages
in the development of medical science in India. 'The symptoms and
the nature of various diseases are very clearly described in some
of the songs of poetry. Fever, coughs, jaundice and other diseases
are dealt with profusely. They are also personified and they are

26



THE VEDAS

addressed to as if they are persons, In many cases the descriptions
are very realistic, poetical and beautiful There are sometimes
some very enigmatic statements also about such diseases, which
enigmatic statements we find in the Rgveda about the gods also,
In so far as worms are found growing in diseases and petrified orga-
nic bodies, the diseases are supposed to be brought about by worms.
They need not be identified with the modern theory of microbes.
Such worms are conceived of as manifestations of some evil powers
in the world. There are their kings and their governors, there are
male and female worms that bring about the diseases, they have
various colours and various shapes.

Besides the powers that bring about diseases, there are also
powers that bring about other forms of suffering to man, known
as goblins (pisicas) and demons (Rdkgasas). Such demons are also
male and female. There are some other beings, the Gandharpos
that are male and the Apsaras that are female. They live in forests
on trees and in the rivers. The Apsaras are definitely water nymphs
and the beloved of the Gandharvas, It is not at all correct to
designate either of them as evil spirits. It is true that they enter
the bodies of men and women and that there are poems in the Athar-
vaveda relating to the driving away of such beings from the body
of human beings to their own homes in the forests and the rivers.
There is also mention of some plants that emit a sweet smell which
have the efficacy to drive way such spirits from the body of human
beings. These beings are also spoken of as moving about in the
world in the form of dogs, apes and other animals and also in the
form of birds like owls.

Many a poem relates to long life with good health, They might
have been recited on occasions of domestic rituals. They speak
of a long life extending over a hundred years, and this is one of the
most frequently occurring wishes in such contexts of songs about
long life and health. Besides herbs for curing diseases, we find
also mention of amulets to save men from diseases and also to ward
off diseases that may affect man. There are also poems relating to
the prosperity and happiness of peasants and cowherds and she-
pherds, and of merchants. Poems also relate to the ploughing of
the field and building a house; there are also references to sowing
the carn, growth of the corn, harvest, dangers from field insects for
fhe corns and also from fire, and rain for the peasants. There are
also poems about cattle and their prosperity, dangers from thieves
for the cattle, dangers from wild animals and so on. Success in
business for the merchants, dangers on the way from robbers, and
other matters relating to trade are also found dealt with in the poems
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There are also poems relating to sins and violations of the moral
law, errors in the performances of rituals and various forms of what
may be termed as mistakes in a good life. There are expiatory acts
for such errors and they are all found as themes for the poetry of
the Atharpaveda. Here it Is not merely what may be called reli-
gious errors that come in; errors in civie duties like neglect in pay-
ing back debts, gambling and ruins therefrom, marriage and other
acts that are against the prescribed law, and various other mistakes
in a civic life also find a place in the contents of the Atharvaveda,
References also are found to evil omens like the flight of some birds,
birth of twins, birth under an unlucky star and also to dreams and
accidents; there are also acts of expiation preseribed in all such cases
of i1l luck in man’'s life. Family discords, rivalry between co-wives,
wrath of masters and such other forms of unhappiness in civic and
damestic life also form themes for the poetry included in the Athar-
pavede, Success in pleading in a court of law, ability to address an
assembly and such other forms of success in life also find a place
in the poetry of this Veds. Harmony among the people, freedom
from mutual hatred and loyalty to the State, polite and sweet
language in mutual dealings among the people, and such virtues are
also dealt with in poetic form and included in this Vede Love
between hushand and wife is another very frequent topic in the Veda,

There are also poems that may be styled political in the matter
of content, Kings were consecrated when they ascended the throne,
There are wars and the sound of battle-drums and cries of victory.
There are also benedictions to kings for security on the throne, victory
over enemies and success in the government of the State with the
loyalty of the people and harmony among the nation. There are
also references to weapons used in battle and also protections
for the body from such weapons used by the enemy.

Another class of poems in the Atharvaveda belongs to what may
be related to semiphilosophical and philosophical topies, Cosmo-
logical poems and poems relating to the Absoulte Reality
in the Universe. Here we find the profound thoughts of the
thinkers of the time, their yearning for understanding the
mystery of the Universe, their search for realising the ultimate truth
in the world of phenomena. Most of such ideas found in the philo-
sophical poems, not different from the philosophical poems of the
Rgvede, are found fully developed in the Upanigads. In the Athar-
vaveda we find, as in the Rgveda, the reflections of the deep philo-
sophy of the times, the pocts' presentation of the philosophical truths
developed by the thinkers of the day. They speak of the Immu-
table (Skambha) end of Time (Kdla), as the Absolute.
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There are many ideas that strike us as mystery-mongering as
opposed 1o true philosophy. The fact is that to the people of thosa
days, they were simple facts known (o the cultured and educated
class among the people; and not at all mysteries even to the people
at large. We have lost the clue to untying the knot which alone
has come io us. There are many ideas found in the Rgveda and
also in the Athdrvaveda thal are connected with certain numbers
and certain colours; we find only the mention of the numbers and
certain colours without the basis for the ideas with which they are
related. It is unfair to say that the people in those days were deli-
berately confusing the minds of hearers by talking in enigmatic
languages. There are also comparisons with animals in the case of
gods and others, Certainly we must distinguish between real phi-
losophy and philosophical ideas made use of by others in composing
poems; such philosophical ideas must have become popular and the
readers must have been familiar with them and with their import.

There is one poem in the Atharyaveda thet stands out far higher
than any other poem in the whole text, that can compare with any-
thing in the Rgveda and that can find a place among what may be
styled the best poetry in the world; this is the poem on the Mother
Earth, If just this one poem had come down 10 us from the Atharva-
veda collection and if all others had been lost to us, even then we
would have worshipped the Atharpuveda as the great poetical heri-
tage from the past. It is really a very beautiful poem full of grand
ideas. It is-a fairly long poem in sixty-three verses, and that starts
the twelfth Book of the Atharvaveda. The Mother Earth is invoked
to bestow lustre on man, to grant power in the loftiest domain, to
pour out milk being a mother to man; the poet sings of the hills and
the snow-elad peaks, of towns and villages, of paths for chariots and
for carts and for pedestrians, about battle, about victories; he speaks
about dance and music on the Earth; he sings of the many nations
living on the Earth, having different customs and speaking differ-
ent languages, but who live together without any over-crowding
end mutual enmity. There is the picture of the happy humanity
living on the Earth on account of her Grace as a loving Mother.

No one will claim that in the Atharpaveda, and also in the
Rgveda, we have only what can be classed as “First Rate” poetry.
Who is the poet in any language about whose compositions we can
say that they are all of same excellence and that every line Is the
best specimen of poetry? We judge a poet by what can be called
excellent poetry in his collections, by estimating whether such select
pieces are of & sufficiently high proportion to call him a great poet;
if the best pieces are not by accident, if such best pieces are found to
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be normal in the poetry of any poet, we rank him among the great
poets, That is the only rationsl test for estimating the value of any
literature. From this standard, certainly the Atharvaveda, just like
the Rgveda, deserves a high place among the literatures of the world.
No ancient nation in the world has produced such a literature.

The Atharvaveds is not witchecraft, it is not magic. It is just
high-class poetry. The theme may have much in common with
witcheraft; but what gained currency as witcheraft among the other
netions of the ancient world became suitable subject for high-class
poetry in India, and Indians were essentially poetls-and saw poetry
everywhere. I am not able to give an answer to the guestion
whether there was witcheraft in the Vedic Age and whether people
claimed the ability to cure diseases and bring about happiness
through the recitation of spells and incantations, If they did, that
must have been a great achievement, If they could not and at the
same time they claimed the powers and made the people at large to
believe in their sbilities, that is not a guestion that can be intro-
duced into a history of literature; it must be: discussed in a book
relating to culture. All that I can say is that in ancient India, cures
were effected 'through three methods, namely, medicine, spells
(Mantra) and surgical operations. The last is seldom seen men-
tioned, though that too was practised to some extent; in later stages
of the development of the science of medicine also, surgery was not
an important factor, and it was medicine and Mantra (spells and in-
cantations) that formed the chief items in the science of curing
diseases. The Mantras (spells and incantations) were also used for
many other purposes, besides curing ailments. The practice con-
tinued and that with great success, till recent times; it is doubtful
whether there is any one at present who can perform the feat. But
this is not the topic of the present book.

The poets were able to vision some powers of nature that are
concealed from the view of ordinary men and the poets sang about
them in high-class poetry. Most of such poems are included in the
Rgvedu. Such powers, which came within the vision of the poets,
are pictured in the form of illuminations, and they are called Devas
(what shine). 1 cannot answer the question whether by the recita-
tion of such poetry and by the performance of various religious
rituals, people actually attained wvictory in battles, whether they
secured wealth and happiness in their lives and whether they could
gain long life; they are given out as the fruits of such recitations of
the Vedic poetry and of the performance of such rituals. What we
know is that such a religious atmosphere was found to be very suit-
able for the growth of a wealth of high-class poetry which is pre-
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corved for us in the Rgveda. In the same way, I do not know
whether through spells the people were able to cure diseases and
attain happiness and secure their wishes. But in such an simos-
phere, there grew up also & wealth of high-class poetry with such
points as theme. We find in the Atharvaveda, which preserves the
latter sort of poetry, a wealth of poetical literature of a high order.
The literature is full of very beautiful similes and of fascinating
imagery, charming methods of language expression of such ideas
and conversion of everything that struck their imagination as beauti-
ful objects however ugly and terrible the things may in their own
nature be. Thus when in the Rgveda, the terrible storms became
handsome bridegrooms, as in the case of the Maruts, the group of
seven gods, in the Atharvaveda, when there is a bleeding, the flow
of blood becomes beautiful like handsome maidens moving about.

The people among all nations, both ancient and modern, belong
to different strata, so far as cultural advancement is concerned.
There might have been some fear of the objects of Nature in the
minds of the common peaple in ancient India, as in the case of other
nations: but there were also the advanced section of the people who
saw in Nature only certain powers that shone like illuminations to
their vision. Similarly there might have been people who professed
to cure diseases and bring about happiness through the recitation of
some spells, in the same age; but there were the advanced people
who saw fit themes for high-class poetry in such practices and sang
about them, This latter is found in the Atharvaveda, Do we not
see people in modern times who bathe st the time of an eclipse and
do we not also see at the same time scientists trying with success to
hit a rocket on the Moon? When science declares that the world is
here and that it evolved from within itself, are there not people who
still go to temples and churches and mosques and pagodas and syna-
gogues to pray to the God who created the world and who is pro-
tecting humanity? We never confuse religion with science in modern
times: we know that science grew up in an atmosphere of religion and
grows side by side with religion. In the same way there was per-
haps some primitive religion also in ancient times in India and some
primitive practices too. But there is the higher aspect of civiliza-
tion found in the poetry of the Rgveda and the Atharvaveda, which
are mot primitive religion and primitive practices. They deserve
appreciation and admiration as high-class poetical literature inher-
ited from ancient times.

(¢) Samaveda and Yajurveda

The Rgreda and the Atharvaveds form what may be styled the
poetic Vedds. In both we have a collection of what was best in
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poetry contributed by the poets of that age, In the Rgveds, we have
mainly the adorations of the various gods; the world is divided into
gradations of finer and finer matter and the whole world is moved
by, and the whole world functions on account of, some Life-force,
which permeates the whole world. This Life-force appears in differ-
ent forms on account of the difference in the medium in which it
functions. That is the difference between god and god and between
god and man. It is a description of this great Life-force in the world
as seen by the great poets that forms the main theme in the Rgvedic
poetry. Man's life forms the main theme in the Athorvaveda.
Here also the same Force operates in different forms. The poets
see such Forces operating in the different states of man's life and
they express their reactions in the form of poetry.

There are two other Vedas which are more intimately connect-
ed with the religious rituals of the time and they ave the Simaveda
and the Yajurveds, The Samaveda, in a way, stands between the
poetic Vedas and the ritualistic Vedas. In content and form, it
is poetry of the highest order, while in arrangement and purpose
it is ritualistic; it consists of selections that are made use of in the
rituals, and are arranged also in the order in which the poems have
to be made use of in the rituals. There is little that is original in
the content of the Sdmaveda; mostly the selections are made from
the Rgveda and grouped together and arranged for ritualistic pur-
poses. What is original, is only a small part of it, and this part
agrees with the Rgveda in content and in form. In a work on the
history of Sanskrit Literature, the Samaveda has little scope. Tt
finds its proper place in a history of Art, the Art of Music, in India.
The Simaveds Is a collection of poetry, mainly from the Rgveda,
with also some original matter of the same farm, meant to be sung
at the religious rituals in cerfain tunes.

The SGmaveda text consists of two parts, the Pirve-Arcike or
the First Adorations and the Uttara-Arcika or the Latter Adora-
tions. The first Book consists of verses grouped into decades or
groups of ten verses, in different metres and addressed to the thres
geds, Agni (fire), Indra (the warrior hero) and Soma (the divine
plant whose juice is extracted and offered to the gods at the rituals).
The metres are what are suitable for singing. In the printed texts
we get only the verses in their original form; they are to be sung in
different melodies. They recognised seven notes and various tunes.
There are various kinds of songs. All are found in the two Boaoks,
especially in the second where it is that the songs are given in their
complete form with all kinds of extensions, repetitions, additions
and so on, of syllables, In the actual form, the words lose their
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syntactical relations and grammatical forms. There are different
song groups bearing different names. The S@émaveda is thus a song
book in the Vedas.

The Yajurveda is entirely a work of rituals. The word comes
from the root Yaj (to worship). In the Rgreda we have worship in
which the adorations addressed to the gods form the chief element
while in the Yajurveda there are the acts of worship like oblations
thrown into the Fire. This Veda has come down to our times in
two main Branches, what are known as the Black and the White
Yajurveda (Krspa and Sukla Yejurvedas) and each has its own re-
censions. The main recension of the Black Yojurveda is called the
Taittiriya and there are also the Kdphaka, the Maitrdyani and the
Kapisthala. In the White Yajurveda there are the two recensions
af Madhyandina and Kénva, The main difference between the
Black and the White Branches is that in the former there are the
original Mantras or incantations to be recited at the rituals along
with many explanatory portions while in the latter there are only
the original Montras.

The great interest of this Veda from the point of view of liter-
ary values iz that this is mainly a work in the form of prose, and
here we find the earliest specimens of literary prose in Sanskrit.
Very eleganl prose styles had been developed in many an
ancient language, as seen from the inscriptions preserved in the
sites of ancient civilizations, especially in Mesopotamia and Asia
Minor. The Awvesta, the Sacred Book of the Zoroastrians is also
mainly in prose.

The main content of the Yajurveda is in the form of Mantras,
which are short prose passages addressed to the various objects
that are made use of in the rituals, also to the various acts that
constitute the rituals, In the White Yajurveda, the entire text is
of this nature, while in the Black Yaojurveda, these original Mantras
are mixed up with explanatory passages. The prose is very rhyth-
mical and sometimes the prose passages become really poeticsal in the
matter of style and cadence, in the matter of the music in the prose.
There are some occasional metrical passages also of this nature, being
addressed to the various objects and wvarious acts constituting the
rituals; but they are rare and are mostly taken from the Rgveda.
We may ignore them in considering the literary values of the Yajur-
veda. Some samples of such prose formulas are: “Thee for Agni
{Fire)”, “Thee for Indra" and so on. There are also passages like
“Hail for Agni"”, “Hail for Indra” and so on. Other types of passa-
ges are like “Agni is Light; Light is Agni; Hail"; “Strya (Sun) is
Light; Light is Surya”. The Veda starts with the passage, “Thee

a3
BSL—a.



SURVEY OF SANSKRIT LITERATURE

for Food: Thee for Vigour”, This is when the performer of the rituals
cuts the branch of a tree for keeping the calf from the mother cow,
so that the cow may yield milk for the next morning’s rituals, When
the razor is taken, there is the passage addressed to it, “Oh Razor,
do not hurt this person”. The stones on which the Soma is to be
pressed are addressed as, *Oh Stones, listen.” When the Sacrificial
Cake is being prepared and when the dough is put into the pan there
is the address, "Spreadst Thou wide” The entire Yajurveds proper
consisis of such short passages,

In this context, the main interest of the Yajurveda is iis liter-
ary value as prose. The words are short, the sentences are brief
and expressive and the cadence very sweet. Certain juxtapositions
of words give it also a value as poetry, though without metre. Be-
sides the short passages so addressed to the various objects, there
are the explanatory passages that appear in the Black Yajurvedo
recension. Here also we find a very elegant mode of narration and
explanatory discourses, A large number of stories and anecdotes
are introduced to explain the value of the various objects and the
various acts that come within the rituals. In such explanations we
find interpretations of the sounds and of the words and of the metres
that appear in the Vedas, Many may appear to be insipid fabrica-
tions, meaningless fancies. Yet no one can miss the prose style
which is flowing and elegant. Their simplicity cannot be surpassed
and yet the sentences do not fall into tiring monotony. There is
plenty of variety in the style, in the modes of expression. No other
ancient language has preserved such a wealth of very highly deve-
loped literary prose as the Vedic Sanskrit. It is this prose litera-
ture that continued without any break in Sanskrit in India, and the
poetry had a temporary set-back so far as the available literary speci-
mens in early Sanskrit are comcerned. There was no such break
in the development of prose literature in Sanskrit.

(iif) BRAHMANAS

The text of the Vedas has eome down to us in two layers; the
first is the original text portion and the second is the commentary
portion, It is the original text portion that has been called the Man-
tra, and the commentary thereon is called the Brihmana. Such a
distinetion between an original text and its commentary is found
in the basic hooks of other religions also. Al present the Mantra
or original text portion has come to be called the Samhitd portion.
Really Samhit® means only "“what is recited t{ogether'" without the
words being kept apart from one another and released from the
euphonic combinations and other features of the text to be recited
together, This basic text iz also called Brahman, the high-class
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poetry, what relates to the real truth of the Universe, which alone
is the true theme of such poetry. Brihmana is a derivative word
from this Brehman and means “what is related to the Brahman”,
and this is related to the original texts as commentary, That is
why the commentary portion is cilled the Brdhmana, The authors
of Brahman are also related to the Brahman and they too are known
as the Brahmanas, In the present context, a Brilmana is the com-
mentary on Brahman or original text.

I{ has already been stated that in the Black Yajurveda recen-
sion, there is an admixture of the original passages to be recited at
the various rituals and also their explanatory texts. It is such an
explanatory text that is called the Brilmane, and in that recension
of the Yejurveda there is such an admixture of the Original Text
(Mantra) and the Explanatory Text (Brihmana), All the Brih-
manos are of this nature, being explanations of the Original Text.
Every Original Text, classified into four as the Rguveda, the Yajur-
veda (with its various recensions), the Samaveda and the Atharva-
veda, has its own Brdhmana portion also.

Such an interpretation takes the form of an interpretation of
the ritualistic side and an interpretation of the philosophical side.
Although both of them come within the scope of the generic term
Brahmana, a distinction is drawn, and it is only the explanatory
text relating to the rituals that has come to be known as the
Brahmana,; the explantory text relating to the philosophy of the
original text is known as the Upanisad. In some of the Vedic Branches,
there is a small portion in between the interpretation of the rituals
and the interpretation of the philosophy, called the Aranyaka. This
term is generally translated as Forest Texts. Aranpi is the fuel which
they use for kindling the Sacred Fire at the rituals, and Aranya is the
place where such fuel is obtained, which is really the garden attach-
ed to the home; it is not at all what can be termed the forest. Aranya-
ka is what is related to such Aranyas or gardens. The instruction in
philosophy is given in the peaceful, secluded gardens attached to the
homes, and not in the homes themselves where there is always
hustle and disturbance.

tal Brihmana (Ritualistic Text)

Each branch of the Vedas, including the two main sub-divisions
of the Yajurveds, has its own Brdhmana, and some of them have more
than one, In all such Brihmanas, the main topic is the deseription
of the ritual so far as that branch of the Veda is concerned. Each:
of such Vedas is to be made use of by a particular set of persons who
take part in the performance of the ritual. The Rgveda is handled
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by persons known as Hotar (invoker) who invoke the gods to the
ritual by the recitations of the adorations contained in the Rgveda.
The Yajurveda is handled by the persons known as Adhvaryu (the
performer of the ritual) and they actually perform the various items
in the ritual, reciting the short passages contained in the Yajurveda
and addressed to the various objects and various acts that form part
of the ritual. The persons known as Udgdtar (those who sing out)
sing the verses set to tune and collected together in the Samaveds.
The text of the Atharveveda has no direct relation with the ritual
The persons known as Brahman (poet) are supposed to form a part
of the group of the persons who perform the rituals. Such persons
have mo direct part to do nor any passage to recite. Vel there is
the Brihmana or commentary texts relating to this Veda also.

The part to be played by each of these four classes of persons
who participate in the ritual and the occasion for the use of the
passages contained in the various branches of the original text form
the chief topic of the Brahmana or commentary texis. Incidentally
various kinds of interpretation of the passages in the original text and
also of individual words and of the various metres come into this
commentary text. There are also laudations of the various rituals and
stories are narrated in support of such laudations. In interpreting
the importance of the rituals, the text enters into philosophical,
theological and other discussions besides the grammatical and ritual-
istic considerations which latter form the chief theme of the inter-
pretation texts of the Vedas, called the Brahmanas.

The Brihmanas are in prose, with occasional metrical passages,
mostly reproductions from the original text of the Vedas with some
independent metrical passages added to them. The prose is the
same that we find in the portions of the Black Yojurveda other than
the simple Mantras or passages addressed to the various ohjects and
various acts constituting the rituals, The same simple language,
elegant style and cadence are met with in the Brihmanas also, which
are found in the briginal text of the Yajurveda, There are no com-
plex sentences; all are simple sentences. At the same time the
sentences are not insipid or monotonous. 1In the narrations of stories
found in the Brahmana texts (commentaries), there is a movement
in the language, which is effective and forceful. The standard of
prose style has been set in the Brahmanas (started in the Yajur-
veda), and the same standard continued through the later stages of
sciences and philosophieal literature,

The Brihmana literature itself is a very vast one; and this lite-
rature reveals the existence of an immense literature that is now
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lost fo us, to which references and allusions are found made in the
course of the interpretations of the original Vedic texts in the Brih-
manes. There must have been some semi-religious and secular lite-
rature growing up in those days, The secular literature must have
been in various forms, There must have been literature relating
to the stories about, and to the adventures of, the great heroes of
old and also chronicles interspersed with discussions on a variety
of topics, The former must have been what developed into the Itih4-
sas of the later times, the Ramdyana and the Mahabhdrata which
relate respectively to the great national herces, Sri Rama and Sri
Krishma, the latter being the divine helper of the five brothers, the
sons of Pandu, who are technically the herces of the work. The
latter must have developed into the Purdnas of the later days, which
deal with a variety of topics besides narrating the stories and anec-
dotes sbout the great heroes.

There is reference to a large variety of literary patterns made
in the Brihmapas. There must have been a large variety of popu-
lar litrature in the form of stories about gods and heroes and the
general public, presumably in the form of poetry, current in those
days; they are Kathd (Stories) and Akhydnas or Akhydyilkas {Narra-
tions) and others. There must also have been Fables about animals
and birds and other beings. Ghost stories and stories about Fairies
and Goblins and other kinds of Supernatural Spirits too must have
been familiar literary varieties.

Another variety of literature that must have been developed in
those days relates to the sciences and professions. The Science of
Language had been developed in India in those days to an extent
unknown in the history of any other nation. It included general
grammar, phonetics, etymology, semantics and prosody, Astronomy
and medicine had also attained a high degree of advancement, Astro-
nomy included the science of Omens and other aspects also.. The
science of medicine included surgery and various kinds of “Magic”
processes through the recitation of incantations and through rituals

also. Mathematics, including geometry, had also attained a high

development. No one can doubt about the development of philo-
sophy, and in those days, there was no distinction drawn between
philosophy and the various sciences, both physical and biological.

The Brihmana literature has a great interest to us as a store-
house of what can truly be called literary art, especially in the form
of prose literature, with a very elegant and melodious style, simple,
thythmic and flowing, clear and attractive, The varlous kinds of
stories. actually found in the literature and references to popular be-
liefs and the common ways of life in its varied aspects prove that it

ar




EURVEY OF SANSERIT LITERATURE

was a literature of the general public and not of a narrow and exclu-
sive community. The available specimens are admirable and what
is more worthy of admiration is the fact that it preserves the recollec-
tion of a vast literature developed by a nation of intense activity in
life, wide in compass. Much is lost, but what has been lost has not
lost its value.

(b) Brahmana (The Upanisad or Philosophical Text)

According to Indian tradition, and also according to the real
nature of the contents and form, the Upanisads are not a distinct
class of literature in the Vedic period. They form the final portions
of a unitary text called the Brihmanas or Interpretations of the
Brahman or Mantras (the original texts) bearing the alternative
name, the Upanigads, on account of its special contents of & philo-
sophical nature, what may even be called the “Esoteric Teaching™.
The interpretation of the original texts was taken up for instruction
by the teachers in their homes, and the students were brought to the
home of the teachers by the parent. This is a ceremony that was
performed by the parent when the son attained a particular age,
generally about eight years. The ceremony is known as Upanayana
(Upa—near; nayana—bringing). After this ceremony, the student
received instruction from the teacher in the latter’s home. After com-
pleting the general course in the form of the study of general litera-
ture and various sciences, along with the study of the Original Text
of the Vedas, the student started on a study of the ritualistic interpre-
tations of those original Texts. At the termination of this side of the
interpretation, the student approached the teacher for instruction in
the philosophical interpretation of the Vedic Texts.

In this second stage of instruction received by the student from
the teacher, the teacher chooses the garden separated from home as
the place best suited for the purpose, In the first stage, the students,
perhaps many in number, sit together in front of the teacher who
sits against them and facing them, for imparting the instruction. In
the second stage; the group becomes very small and sometimes it is
a single student. There is more intimate personal contact between
the student and the teacher; the student sits close to the teacher and
that is the reason for designating the text as Upanigad (Upa—=near;
ni—down; sad=sit). The text is also called the Vedénta (Anta—final
part; of the Veda). The instruction given in the prior stage is also
called Gramya (what takes place in the Grama—=Village Home) as
distinet from the instruction in the second stage which is designated
Aranyeka (what takes place in the Aranya—=Garden). This method
of giving instructions in the Garden, removed from the every-day
life and noise of the home, was an ancient institution in India, start-
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ing from the Vedic times, which are the earliest known epochs in
the History of India.

The texts known as the Upanigads are the final chapters in the
Brihmana or interpretation of the Mantras (Original Texts). Bet-
ween the chapters that close the interpretation of the ritual side and
the chapters that start the interpretation of the philosophy side, there
are, in the case of & few Branches of the Vedas, some chapters devoted
to an elaboration of the disciplines attached to the teaching given in
the garden, and hence those chapters are called the Aranyokas, what
relate to the teaching in the Arapya or Garden. In some cases there
is a slight difference in marking the close of such Aranayake Chap-
ters and the beginning of the Upanisad Chapters. This shows that
the whole text of what relates to the rituals and what relates to philo-
sophy of the Original Texts has been considered as a strongly held
together unit; and this unity is both in the form and in the content.
The ritualistic text is permeated with philosophy and the philosophi-
cal text is a continuation and an expansion of ritualism, with a good
element of ritualism within it. '

The Aranyakas need not be dealt with separately in this context,
as they do not appear in all the Vedas and as they are very brief also.
In comparison with the Brihmana texts, the Aranyaka texts are
negligible in size, and even the Upanigad texts are rather brief. They
do not contain any elaborate treatment of philosophical problems.
They contain only very brief notes on some philosophical points.
While the Brahmana texts dealing with ritualism and the Aranyaka
fexts relating to the disciplines associated to instruction of the Mys-
teries in the Gardens, are both in prose with only some stray metri-
cal passages appearing here and there, the Upanisad texts can be
classified as prose texts and metrical texts. The latter are fewer in
number and such texis are also relatively very short. In the texts
taking up a metrical form, the topics of philosophy are dealt with in an
impersonal way, while in the prose texts we get discussion among
people, with a strong subjective element in them. A disciple appro-
aches a teacher for instruction in the Mysteries and there is the
instruction given in the form of a dialogue between them. Some-
times there may be more than one disciple in the situation, asking
questions and receiving replies by way of clarification of the points
in philosophy. Sometimes the discussion takes place in the court
of a king and the king himself takes an active part in the discussion.
In nearly all the cases, what we find in the Upanigad is a treatment
of a philosophical point in an impersonal way, without any one to
explain the point specifically mentioned, or we find a discussion
among some philosophers and thinkers, sometimes in the royal court,
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or & dialogue between a disciple or a few disciples on one side and a
teacher on the other side. 1In one, whichis one of the most important
Upanisads, the entire teaching is given by Yama, the first mortal in
the Rgveda to see the Path to the other world, to a young boy who
was handed over to Yama by the boy's father in a fit of anger, and
who had to depart from his home and from this world to the region
of Yama. Tt contains a philosophical teaching included in a mythi-
cal story. This Upenigad is in the form of a metrical text, and yet
is a dialogue with a prelude,

The metres found in such treatises have become very simple and
regular in comparison with the metres found in the Rgveda and the
Atharvaveda. They are all verses of four limes, and each line is
normally made of eight syllables; sometimes there are verses that
have four lines of eleven syllables each, Verses of four lines with
more than eleven syllables are rare, The four-line scheme has be-
come a regular feature in the metrical set-up of poetry. The lines
have a very sweet cadence, the language being simple and clear,
with short words and easy construction. In spite of the simpli-
fication of the metrical pattern, the literary merits have not suffered.

The prose is a continuation of the prose of the Brihmanas and
of the earlier Yajurveda texts. The prose style keeps up the same
simplicity and elegance, with a poetical beat and rhythm, with a large
variety though simple in the scheme of sentence construction, avoid-
ing complex sentences. The Upanigads also contain many narra-
tions of stories to illustrate the points of philosophy discussed and
explained in the texts, sometimes as a prelude to the explanation of
the philosophical point. It is the abundance of such stories, more
than any other point, that establishes the popular nature of the text.
The Upanisads, like the Otiginal Texis of the Vedas and the Brih-
manes, interpretations of the ritualism, form the literature of the
people, for the people and about the people. Its philosophy does
not alienate the texts from the people among whom the philosophy
developed.

Sometimes the Upanigads are spoken of in modern times as con-
taining the “Forest Wisdom" of India, It is a mistake due to wrong
semantics, wrong assignment of a fancied meaning to a word. It is
true that the Upanigads contain what is technieally termed Aranyaka-
Vidyd, which is the Vidya or wisdom of Aranya or Garden. Aranym
1in later Sanskrit came to have the meaning of forest; but that is a
later meaning and not the meaning of the word in the Vedic times.
Aranya is only the place where the people gathered Arani or Sacred
Fuel for their rituals, and that is only the Garden near about the
‘homes. It is said that the place where the Secret Wisdom contain-
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ed in the Upuniﬁdsismbeimpanﬂdshuuldbasepnntedﬁum the
homes in such & way that from that place the roof of the house can-
not be seen. It need not be that every home in the village had such
a parden attached to it; it can quite well be that there were exten-
sive gardens near about the villages and that the teachers used such
open places in common where they could go and impart the secret
wisdom to the disciples.

The wisdom contained in the Upanisads is known by various
terms. It has already been said that the wisdom is known as the
Aranyaka-Vidya or the wisdom of the Garden, as distinct from the
Grima-Vidya or the wisdom of the Village home. The Upanisadic wis-
dom is also known as the Rehasya Vidyd or the Secret Wisdom or
the Wisdom about the Mysteries. It is also known as the Pard Vidyd
or the Supreme Wisdom or the Ultimate Wisdom. But nowhere in
the Upanisads is there a hint that it is cut off from the affairs of the
world. It is the same teacher who gave the instructions on the
common matters to the disciples and also the instruction on the
Mysteries. The only difference is that the former was imparted in
the home fitself while the latter was imparted in the gardens out-
dide. The discussions and the expositions reported in the available
Upanisadic texts were conducted not only in the homes or the Gar-
dens belonging to the teachers; it was also conducted {and mostly
that was the case) in the royal courts in the presence of the kings
and with the kings themselves actively participating in it. No-
where in the [panisads is it hinted that the wise people, the thinkers
who discussed such matters, came to the royal courts from the forests
and that they retired to the forests after such discussions. All of
them were normal citizens living in the cities and in the villages,
the only dfference between them and the common man being that
the former were wiser in relation to the latter.

The Upanisads record the wisdom of the age developed by the
people and among the people. The problems discussed by the wise
people are not detached from the problems facing man in his nor-
mal life; the problems arise out of the problems of normal life and
the solution of such problems ended also in the solution of the pro-
blems of life. It is this human interest that makes the Upanisads
important for us. It is not at all implied that a man must have
severed his cormection with the affairs of his life if he is to take to
the study of the Mysteries nor that those who had given instructions
in the Mysteries had renounced their place in civic life and formed
themselves into a separate Order. They, like the common people,
thought of the affairs of life, the only difference being that they
searched deeper and wider than the common people, that they pro-
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bed into the finer and finer aspects of the external reality than what
come within the sphere of the activities of the common people. It
is this close association of the Upanigads with the life of the com-
mon people that enabled the literature to come down to the present
age; otherwise the Upanisadic, and even the whole of the Vedic
literature would have had the same fate that befell the literature
of other ancient nations like the Assyrians and the Hettites, nay,
of the people who built up the civlization of which remmnants have
been preserved in the Indus Valley. All those civilizations, all their
literature, were developed by the Emperors assisied by Priests, and
with them the literature and the civilization also disappeared. But
the Indian eivilization and the early Indian literature were developed
by the people and among the people, and dealt with the life of the
people; the result is that the ecivilization and the literature like the
nation, continued and survived many a change and many a cataclysm
that the nation had to face.

As literary remants from the ancient times, the Upanizads have a
great value as literary art, In the poeticasl Upanigads that have
adopted a metrical form, there is real poetry, showing high dexterity
in handling the language, in introducing similes and imageries in the
poetic presentation of profound philosophy. The two poetic Upanizads,
the Idvdsyoponisad and the Kathopanisad, deserve a high place
among the specimens of poetic art both of India and of the world.
They are not the productions of hermits who have escaped from the
world into the forests; they are the compositions of people with high
imagination who could see faets in the life of the nation that are be-
yond and beneath the reach of the common man and his language,
and who presented such truths in the language of the common man
and in a way that could be followed and understood by the common
people. The prose Upanigads too have their value as specimens of
literary art, with an elegant style and lucid and pleasing presenta-
tion.

(iv) VEDANGAS (Exegetical)

The two groups of literature, consisting of the Mantras and the
Brahmanas (the Original Texts and their commentaries), the latter
being again divided into the Brilimana proper and the Upanisads
(the ritualistic and the philosophleal commentaries), form what is
called the Vedic Literature. There was a time when only the
Original Texts were classed as Vedie literature, and when the Com-
mentaries were held as a separate class. Thus in a text of later
date purporting to give the etymology of Vedic words, there is the
reference to “Vedas”, designated as Nigama and other terms when-
ever there is a citation from the Original Text of the Vedas, and
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when the citation is from the Brihmana or Commentary portion, the
reference is given as “Thus is recognised”. But, in later times, the
Veda is taken to be the combination of the Original Texts and .the
Commentaries.

The commentary of the Vedic texts had its extensions and
branched off in various directions. Generally there are recognised
six systems of exegesis, and the texts relating to these six systems
are known as Veddiigas or Limbs of the Vedes, being auxiliary texts
for the proper interpretation, understanding and application of th
texts. The six systems relate to Phonetics (Sikga), Grammar
(Vyakarana), Astronomy (Jyotisa), Prosody (Chandas), Etymology
{Nirukta) and Ritualism (Kalpa). Besides these six items, there
have been other systems also relating to the exegesis of the Vedas.
There is a group of texts known as Pritisdkhyas, which term means
“what relate to the various Branches”, namely, the Branches of the
Vedic Texts, Each of the two Vedas namely, the Rgveda and the
Yajurveds in two Branches, has its own Pratisdikhya. The text
deals with the way in which the Vedas are to be recited, and comprises
the various branches of grammar like phonetics, phonetics being the
most important factor in these texts. They form a different set of
exegetical texts, distinet from the phonetics treatises enumerated in
the list of the Veddigas or “Limbs of the Vedas”. Then there are the
Indices of the Deities, Metres and Authors of the different parts of
the Vedas, and they are called the Anukramanis (Indices). In this
way, & vast literature has also developed round the Vedas.

The great interest of these Exegetical texts, from the point of
view of literature, is that they developed a new prose style in Sans-
krit, which continued in the later stages in the development of Sans-
krit Literature. It has already been said that in the Black Yajur-
veda, there are two portions intermixed, one consisting of short prose
passages to be recited during the rituals and the other of running
on prose passages of the nature of a commentary. It is the latter
that has been developed in the Brihmanas. The former style of
prose was developed in some of the Vedangas, the auxiliary texts
for the study of the Vedas, Those short passages in the Yajurveda
cannot be understood without the running on prose commentary also.
Thus a passage like, “Spread wide” has not any meaning without the
explanation, “With this passage one must spread the Sacrificial Cake"'.
This system of short prose passages with a commentary developed
into a nmew mode of dealing with a subject in 2 work. The main
headings into whch the subject could be analysed, what may be
called the section-headings or paragraph-headings, are given in the
form of a work dealing with the subject, and there is also a running
commentary on it. Since the short passages hold the subject matter
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together, while it is the commentary that presents the actual form
of the subject matter; they compared these two sets to a string of
gems held together with a thread. They could not think of any-
thing in the world except as an arl. The short passages are called
Sitras or threads. Many of the Vedangas or auxiliary texts for the
study of the Veda are of this nature.

The Veddnga texts or auxiliary texts present three distinet
modes for presenting a subject, and all of them continued and deve-
loped in the later stages in the growth of Sanskrit literature, One
mode is to present the whole subject in the form of & metrical text.
What has been adopted in the other languages for poetry, the metri-
cal form, has been used in Sanskrit even from the earliest times for
the presentation of a subject, for scientific purposes. The Prati-
s@khya or phonetic and grammatical treatise relating to the Rgveda
was written by Saunaka and is in the form a metrical work. So is
also the work called the Brhaddevata or the Major Index of Deities,
giving the names of the gods to whom the various poems and verses
in the poems are addressed from the beginning to the end in a conti-
nuous way, also by Saunaka. Saunaka has also written some other
shorter indices relating to other topics in Vedic exegesis.

There is another mode of presenting a subject. in which the
whole matter is explained in a running on style in prose. The Nirukta
or Etymology of the Vedic words by Yaska is of this nature. Here too
thereisanurisinaltextofnhaslcnatuxeunwhichthis]samm-
mentary; but that basic text is not of the nature of what was termed
Sufra or Thread. Here the basic text is in the form of a list of words,
what is térmed the Nighanfu or lexicon, a list of words where in
the beginning synonyms are collected together, and later many rare
words are grouped, with a final section where the names of the vari-
ous gods are given., On this basic list, Yaska has given a rumning
commentary giving the etymology of the words, along with various
other matters related to his main topic.

The largest number of works on Vedic exegesis come under
the third mode, where the subject matter is given in the form of
short prose passages called the Sitra or Thread. The authors who
formulated these passages must also have given their own commen-
taries, which may not have been committed to writing or to a regu-
lar system of codification into & book. The interpretations conti-
nued from generation to generation and at some later stages, such
commentiries were written out in the form of a book. The works
on Metre, on Grammar, on Astronomy and on Rituals are of this
nature. 'We have only the collection of the short passages as the
original text, and their written commentaries are of a much later
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date. What was called the ritual texts, Kalpes, come under three
heads of what relate to the great rituals like the Soma Worship, to
domestic rituals and sacraments, and to the general conduct of indi-
viduals. The original texts on these three sections relating to the
various Vedas all come under this mode of Sitra or Thread

(v) ANTIQUITY

In & book on the history of Sanskrit literature, one is bound to
give some dates to make it a history. Chronology claims a greater
share in a history at present than the facts of history themselves.
But in ancient India, they gave greater importance to the facts of
history than to the chronology relating to the facts. In the matier
of determining dates, the evidences available in Sanskrit literaturs
are very scanty, Nothing is definitely given and practically every-
thing has to be deduced from the facts of history as they are pre-
sented. This is the case with the Vedas and &lso with the warious
poets of a later time that will be discussed in this book.

Max Muller was the first to try to settle the date of the Vedas,
He took the date of Buddha at about 500 B. C. as the starting point.
The whole of the Veda with its three chronological divisions of the
Mantra (original texti), Brahmana (ritualistic commentary) and the
Upanisads (philosophical commentary) had been completed prior to
the time of Buddha. Thus, we can work out the date backwards
from 600 B.C. He assigned a span of two centuries for the develop-
ment of the three stages and thus arrived at 1200 B.C. as the date
of the beginning of the Vedic literature, He calculated this period
of two centuries on the basis of the time taken for a similar change
in the Greek language during its development through various
stages. He allowed another two centuries for the very beginning
of the Vedas, since what we have is only later additions and not
the earliest compositions. According to this, the earliest stage in
the development of the Vedic literature must be put to about
1400 B.C.

Some scholars were prepared to accept the Vedos as contem-
poraneous with the civilization of Babylon and assigned the Vedas
to the third or even fourth millenmium before the Christian Era.
But Max Muller's date was challenged on astronomical calcula-
tions by Hermamm Jacobi in Germany and Bal Gangadhar Tilak in
India. They found indications of the recollections of a time when
the Vernal Equinox was in the constellation Orion. Now it is in
the beginning of Piscus, On this calculation, the Vedas must be
put to the fifth millennium Before Christ. But few scholars have
accepted this computation; they do not believe that at that early
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stage in the development of human ecivilization, calculations of the
positions of constellations could be accurate enough to provide a satis-
factory basis for determining dates. The two scholars who have
depended on astronomical data have presented many other astrono-
mical caleulations in support of their position, If the Vedic people
knew a time when the Vernal Equinox fell at the time of the posi-
tion of the Sun in that constellation, then the date of the beginning
of the Vedas must be considerably pushed back from the date gene-
rally assigned to that event

Another calculation has been made on linguistic basis. There
i5 the Avesta, the Sacred Book of the Zoroasirians; that book is put
to about 1000 B.C. The language of this Avesta is very close to
the language of the Rgveda, and it is held that the separation of
the two groups of Aryans into the Iranians with their Avesta, and
the Indians with their Vedas, could not have been much earlier
than the date of the Avesta, If the separation had been far earlier,
then the similarity of language between the Rgvedn and the Avesta
should have been far less than what is found. This ealculation also
supports the date ealculated by Max Muller, that is about 1400 B.C.
About 1812, evidence for an earlier date for the beginning of the
Vedas was found in the Hettite ruins in Asia Minior where in the
records of a treaty, the names of some Vedic gods were found, in-
voked as witnesses to the treaty; it is argued that there must be
some long time allowed for the names of the Vedic gods to migrate
to such a distance. The date of the treaty is not much later than
the date assigned for the beginning of the Vedas, and as such the
beginning of the Vedes must be pushed back much further, But
this is not accepted by most of the scholars: they argue that the
gods need not be recognised as Vedic and that they can as well be
pre-Vedic gods of the Aryans at a time when the Iranian and the
Indian Aryans had a common home to the west of India. The date
af 1400 B.C. is therefore accepted by most of the scholars in spite
of this discovery.

About 1922 AD. some remnants of an ancient civilization were
discovered at two sites along the valley of the Indus River. This
civilization was found to be far different from the civilization of
the Vedas and was nearer to the civilization of Babylon, and for this
reason, this Indus Valley civilization was accepted as more or less
contemparaneous with the Babylonian civilization, that is, about the
fourth and third millermiums before Christ, It is believed that the
Vedie civilization started in India only after the destruction of the
Indus Valley civilization, and it is also held that the invasion of the
Vedic Aryans was one of the causes for the destruction of the Indus
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Valley civilization. This calculation too is in support of the date of
the Vedas as about 1400 B.C. But there are many people who do not
accept the priority of the Indus Valley civilization in relation to the
Vedas. There are many who accept them as contemporaneous and
even as two aspects of the same eivilization. There are others who
hold that the Indus Valley civilization is posterior to the Vedas.

ATl scholars have admitted that within the Vedic literature itself
there is no hint of any migration of the people from & foreign land.
What we find is that the people had been settling down in the country
for a very long period, developing a motherly love for their country,
calling the Earth the “Mother", venerating some rivers like the Indus
and the Saraswati and the Ganges and Jumna and also the regions
near them. Other rivers like the Sutlej and the Beas also play a
very prominent role in the lore of the people, many important events
having taken place on their banks, that have become the common
tales among the people. They sing about their ancient forefathers
who had founded their civilization. All such facts found within
the literature favour an assumption that the people had been deve-
loping their civilization within the country itself for a very long
period and that if at sll they had come into the country from some
foreign home, that must have been so far back in history that it has
no sort of value for determining historical dates. But there are
various evidences based on ethnelogy, linguistics and geographical
features that make it necessary to accept an event in the history of
man’s civilization called the Migration of the Aryans, and on such
evidences it also becomes necessary to hold that the Indian Aryans
could not have come to their western regions long before 2000 B.C.
and that they could not have crossed into the Indian soil long before
1500 B.C.

The Indian tradition itself, which is ancient and which is un-
broken, is that there was a very ancient civliization in the country
which began to decline and that at about 3101 B.C. a great king ruled
the country, who arrested this downward fall in the civilization of
India. This necessitates the acceptance for the Vedas of a date far
earlier than 3000 B.C., and the beginning of the civilization must
be pushed back much further. There must have been some histo-
rical event of great importance which enabled the people to begin
an Era from 3101 B.C., which is the standard Era of India. The above
are the various theories about the beginning of the Vedic eiviliza-
tion, which is also the beginning of the Indian civilization as it con-
tinues to-day. All accept that the eivilization must have started at
least as early as 1400 B.C.
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(vi) CONCLUSION

¢ What is called the Vedic literature is a vast and wealthy heri-
tage for modern India from old and is also a great heritage for the
present-day humanity) No ancient nation has produced such a rich
literature. It is rich not merely for its size but also for its variety
and its artistic quality. (There is practically no field of thought in
which they have not given us their own views, and their views are
very scientific and rational, showing an advanced civilization and
an active life. Noble art, realistic religion, rationalistic philosophy,
applied sciences and also pure sciences, speculations on very deep
problems in linguistics, treatises on practical arts and many other
subjects find a place within the Vedic literature | What we have actu-
ally got at present is itself very valuable, what we have actual-
ly secured is only a small part of what must have been produced.
Even this remnant of a large literature surpasses all that the other
ancient nations have contributed to humanity.

It is for the literary value of what they have contributed that
the Vedic literature has been introduced here; it is accepted that
whatever has been written is not literature, though in a wider sense,
and in a rather loose way it is possible to apply the term literature
to whatever has been written in language form. The various modes
of literary expression, the different literary patterns, that have been
developed in ancient India have their literary values. They have
also formed the foundation for the later developments of literature
in Sanskrit, and also in the later languages of India, The very terse
prose formulas, the fluent prose style and the metrical mode of treat-
ment in the case of subjects like science that do not form usual
theme for poetry—these are all unique in the development of the
literature in Sanskrit. Even the general prose style adopted for
the treatment of sciences and other subjects has always been asso-
ciated with a literary beauty, showing the inseparable combination
of the intellect and the heart of the people. This combination, start-
ed in the Vedie times, has never been broken up at any future tfime in
the history of Sanskrit literature. In scientific works, there has
been always an element of artistic beauty, and never was poetry
written which did not carry with it some strong element of intel-
lectualism.

In the Vedic literature, what we find is not merely a highly deve-
loped art but also some highly developed theories about literary
art. They distinguished the language of popular use from the
language of poetic art, They speak about language as capable of
being divided into four parts, of which only a fourth part is current
among humanity at large for practical, worldly uses, the other three
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parts being concealed from the common man in what may be term-
ed caves, unmoving, known only to the great poets with imagmation
and intuition. Opbe may gaze and see something; but that is not
the poet's language. One may lend his ears and hear something;
but that is not the language of the poet, Language presents its real
beauty, its real form, only to the poet, like a loving wife showing off
her charms only to the husband, wearing beautiful robes. They
draw & distinction between a shallow lake and a deep lake; people
can go and bathe in both. Yet there is a distinction. There is the
same distinction between the common language and the language of
the poets. The language of the poet presents the truth of an object,
while the language of the common people present only their views
and beliefs about things and not the things themselyes. There are
hidden truths transcending the sphere of the ordinary man,

In an ordinary language one may change the words, one may
change the order of words and one may pronounce the word with
any accent or with no accent, paying no attention to intonations,
cadence and other features of language. But such liberties cannot
be taken in the case of the language used by a poet. The words
themeselves, their order, their accent, their pronunciation with all
features like prolongation, open and closed, nasalisation and stops—
all have a value which will be lost if any liberty has been taken
with the language. This is a great difference between the ordinary
language and the language of the poets. The Vedic literature forms
also the foundation for the theories about literary criticism that had
been developed in later times in Sanskrit literature.

The Vedic poets had a very high conception of the position and
value of art and poetry in their national life. To them poetry was
the strongest force that moulded and developed and preserved their
civilization. They were victorious over the ememy who tried to
ruin their civilization, on account of the power of their poetry.
Gods had been helping them in their life, in their wars against their
enemies. But the gods themselves derived their power from the
poetry of the great poets of the times. The gods loved poetry; they
took delight in listening to the recitation of their poetry. The gods
were able to win victory over the Dark Forces of the world on
account of the power they derived from their poetry. Thus what
ruled the world and what controlled the life of man in the world
was the poetry of the nation.

The poetry of the Vedas that we have is only the record of a
relatively late stage in the history of the ancient Indians, and the
poets of that late age remembered only their ancient poets as the
founders and protectors of their civilization. There must have been
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ancient kings; there must have been ancient people who amassed
immense wealth, But their names were not preserved and no one
in later times remembered them, What they remembered was the
names and the achievements of their ancestors who were poets. All
the ancient personages mentioned by the poets whose poems have
been preserved, were poets and their poetry was the most valuable
heritage they had from their ancestors. The gods also loved poelry
in ancient times and such poets were the favourites of the gods
because of their sweet poetry.

In modern times, the Vedic literature forms the subject matter
only for philological studies; they speak of the etymological, original
meaning of words and the changes in meanings that came about gra-
dually in the language and the causes for such changes. The Vedie
literature has been ignored simply as primitive literature of a noma-
dic people. When the Vedic literature has been subjected to scientific
analysis and tested as source for philological studies, the result has
been wonderful; the Vedic literature itself has preserved a fund of
philological information. If now the angle is changed and if the
Vedic literature is handled as specimens of high-class poetry, as
examples of grest literary art, the result will be of far greater value
to us, -

The Vedic people composed the Vedic poetry only as literary art;
the wrong procedure was started in India itself. At a later stage,
the Vedas were honoured by Indians as an accessory for the perfor-
mance of various kinds of rituals and also as & source book for the
philosophy about the Absolute, The rituals secure Heaven for man
and the philosophy of the Absolute secures final release for man
from this world of sin and suffering. Thus religion stepped in where
at ome time there was only art and life. In the modern age of science
and rationalism neither the Heaven nor the Final Release has any
value in life and so they were thrown out and what remained was
only the shell in the form of the language, At the time when Sans-
krit, along with its earliest stage of the Vedas was taken up for
study in modern times, everything that wemt beyond the civiliza-
tion of Greece, either in time or in geographical area, was considered
as primitive; it was in Greece that culture and civilization first made
their appearance, and that culture and civilization developed in the
West. The result is the theory that whatever came [rom the East,
including India, was primitive, outside the sphere of civilization
Thus the interest in Sanskrit language was confined to antiquarian
studies,

It is not at all necessary to leave off the philological side in the
study of Sanskrit. In the Vedic times too there has been an intense
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study of philological questions; but the study was not confined to
philology. Art and the life of man played its very important role
in the study of subjects in the Vedic age. What is wanted is a re-
version to the Vedic approach to the study of literature. Literature
must again be studied as art with a very intimate relation to man’s
tife. If such a new approach is made, which is only a going back
to the Vedic traditions, then the Vedas would be found to be some
of the best specimens of poetic art in the world and also as high-
class specimens of various artistic patterns in literature. It will
bring a new wealth to India and also to the world.

1f the Indisn nation continues today, if the Indian nation can
be proud of an unbroken history of civilized life, if the Indian nation
still holds certain high ideals in life in all its aspects, if the Indian
nation is able to remain in the forefront of the modern nations, which
position India had all along held, it is because of the fact that the
Indian Civilization was the work of poets, as against the civiliza-
tions of other nations that were built up by Conquerors and Priests.
Poets saw far off into the future; what we see now had been within
the sphere of the vision of the Vedic poets and also of their ancestors
who too were poets. Conguerors and Priests see only their imme-
diate surroundings and their immediate present, and when such
Conquerors and Priests vanish, their civilization too crumbles down.
But the civilization built up by poets continues, It is only the civiliza-
tion of India that has been built up by poets and that is the only
ancient civilization which continues as a modern civilization also.
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II1. ITTHASAS AND PURANAS
{Epics and Chronicles)
(i) GENERAL

Sanskrit literature is divided into two broad divisions; they are
the Vedas and the Classical Literature. The literature described in
the last chapter was, from very early times, taken as a single group,
which came to a close at a very early time in the history of Sanskrit
literature, and no later literary production was allowed to be admit-
ted into that group. Whatever literature came in as continuations
of the literary works described in the last chapter was taken as com-
mentaries on such works and never as an integral part of that
ancient literature. Most of the texts described in the last chapter
had been explained by later commentators; but such commentaries
form part of the later group of literarure, now designated as Classi-
cal Sanskrit literature,

The Vedic literature spreads over a very long period, and yet
the original material along with the continued additions were to-
gether taken as a single whole. But the additions of a later stage
were kept separate, as commentaries on the Vedic texts, not inclu-
ded in the Vedic texts and texts of an auxiliary nature for the study
of the Vedas, This may indicate that after the time when the texts
belonging to the class of auxiliaries for the study of the Vedas, there
had been some break in the Vedic tradition and later additions were
made only after such a break. At the end of this break in the con-
tinuity of Vedic literature, new additions must have been made
with the old stock counted as a distinct group.

There must have been gaps between texts and texis belonging
to the totality of the Vedic literature. There must have been some
interval between the original texts of the Vedas, what are known
as the Manires, and the commentary portions known as the Brih-
manas, including the Upanigads. But such an interval did not mark
any break in the continuity. It has been accepted that the entire
Vedic texts, consisting of the Mantras or original texts and the
Brahmanas or the commentaries, including both the ritualstic and
the philosophical interpretation (the latter being known also as the
Upanisads) must have been completed by the time of Buddha,
the great founder of the religon known by his name, and that is about
500 B.C. About the auxiliary texts that are of use in studying the
Vedas, nothing definite can be said on the point of date. Some of
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them may be later than Buddha and some may be earlier. They
cannot be much later than the time of Buddha since these texts found
a place among what are known as the Vedas. Their authorship is
also assigned to the Vedic Teachers and not to the Teachers of a
later date.

The poetry of the Rgveda and of the Atharvaveda is something
that is unique in its artistic value. For a very long time similar
poetry had not been produced in Sanskrit, though there was no break
in literary tradition. All the texts included in the Vedic literature,
other than the Rgveda and the Atharvaveda, are not really poetic
literature though they contain some poetic touches and high literary
merits. The true poetry of the Rgveda and the Atharvaveda re-
appeared in Sanskrit literature only with the two great Itihasos
(Epics), the Raémdyana and the Mahidbharata. Along with these
two, there also appeared a wealth of literature known as the Puré-
nas, Ancient Chronicles. They belong to a literary pattern for which
there is no parallel in any other langusge, ancient or modern.

The names [tihdsa and Puréna appear in the Vedic literature
itself. We do not know the real content and the real nature of
such literature, though there must have been a wealth of literature
coming under the two classes, as can be determined by the very fre-
quent mention of these two sets of literature very prominently in
the field of the Vedic literature. The term I[tihdsas may mean Iti-
(thus)-ha(verily)-dse (was). They may be ancient tales about
great heroes. That is what we find in the Itihdsa literature
of a later date, and there is no reason to assume that the
term had changed its meaning. The term Purina means what is
ancienit, The texts of this name belonging to a later stage contain
what may be called generally as “Ancient Wisdom". They deal
with the problems of Creation and Dissolution of the world, about
the various periods in the histery of the world, about the dynasties
of kings and about the kings. They contain geography, law, poli-
tics, various sciences and systems of philosophy, various doctrines
about man and his relation to the world and his origin and his desti-
nation, about gods and different strata of beings above man and
below man, including demons and goblins and fairies, and about all
sorts of wisdom so to say.

Both the [tihdsas and the Purdnas contain the same material.
From the texts of a later date that are available, we can say that in
the Itihdsas, there is the central story about a great hero, and that
all materials relating to religion, philosophy, sciences, law and other
subjects come in only ineidentally introduced intc the narration ot
the story of the great hero in various contexts. Similarly, In the
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Purdnas we find that the main subject matter is the accumulated
wisdom on all the topies like religion, philosophy and sciences: here
incidentally the stories of great heroes also come in as introduced in
a variety of contexts. What is main in the Itihdisas becomes sub-
sidiary in the Purdnas and what is subsidiary in the Itihdsas becomes
the main topic in the Purdnas.

Thewnrl:s,bnththemh&mnnﬂthnhﬂﬁm,ueverylmg aones
running on to many tens of thousands of lines. They are mainly in
the!urmnipnetry,prmmminginonlymmrely. The metre
employed in the works is the Vedic metre called the Anustubh, with
four lines in a verse, each line containing eight syllables. Longer
metres with eleven syllables and with other lengths also appear for
a change. But the number of lines in a verse has become definitely
fixed as four. Such a fixation of the number of lines in a verse has
been done even during the period of the Rgveda, which is the earliest
stage in the development of poetry in Sanskrit, so far as available
literary records go. But the Rgveda continued the other earlier
structure patterns with three and with more than five lines in a
Verse.

In spite of the similarity of the contents between the various
works coming under the pattern of Itihdsa and Purdna, there is an
individuality for each one of them. Each presents the same facts
in its own way. That constitutes the originality of the works called
the Itihasas and Purinas. According to the tradition of India, the
Itihdsa known as the Mahdbhdrata and all the Purinas, given as
eighteen in number, are by the same author; his name is Veda Vyasa,
ﬂmhmuKmaDwipﬁrmandasBﬁdarﬁm His neme
does not appear in the Vedic literature. But he is connected with
the authors of the Rgveda, according to tradition, It has been al-
ready said that the Books of the Rgreda from the second to the eighth
are by some chief poet and by the members of the family bearing
the name of that poet; the chief poet of the seventh Book is called
Vasistha, and as a matter of fact, there is no poem in that Book by
any members of his family. Vasistha's son is Sakti (and the nams
appears in that Book of the Rgveda), and Sakti's son is Pariara.
Parasara is one of the poets of the Rgveda, though his poems do not
appear in the Book of Vasistha in the Rgvedn. Although we find
mention of Vasigtha and the two generations following him, in the
Rgveda itself, there is absolutely no hint in the Vedas about this
great personage, the great-grand.son of Vasistha, who is the most
prominent personality in India in the post-Vedic times.

Veda Vyasa is directly related to the heroes of his great poem,
the Mahé&bharata, and although the Mahdbhdrata cannot be called
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his autobiography, it contains his reminiscences of the events that
took place in his lifetime, in which he had played a very prominent
part. He is the founder of the post-Vedic civilization of India, which
was a revival of the Vedic civilization with proper adjustmenis to'the
environments that had undergone a great change through the passage
of time. ‘This great founder of the post-Vedic civilization of India is
the son of a Vedic poet, Parasara, through & girl belonging to the
fishermen community. The poet had to cross a ferry and a girl was
taking the passengers across the waters in a boat. Parasara fell in
love with that girl and they had their secret union; the result was
the birth of a boy who became the wisest man of the age and the
founder of a mew eivilization in the country and among the nation:
He was not a Congueror; he was not a Priest, | He was by his low
and illegitimate birth what the Priests would have condemned. to
eternal perdition. But the nation, not dominated by Conguerors and
Priests, accepted him as the leader for his own internal worth.

Through the personality of Veda Vyasa, the mew civilization
was joined on to the Vedic civilization, which was facing some de-
cadence. His father was a poet of the Vedic time and he played
an important part in restoring the civilization of the country with
proper adjustments, He wrote out his own reminiscences in a grand
epic known as the Mahabharata. His time is about the beginning
of the Classical Era of India, which started in 3101 B.C. Historians
will not accept this chronological relation of the poet who composed
the Mahabharata with the Vedas. As a matter of fact, Indlan tradi-
tion too does not accept the beginning of the Classical Fra as follow-
ing the Vedas by a generation or two. There is a long span of time
separating the Vedas from the Mahabhdrata and from the beginming
of the Classical Era.

We need not lay much emphasis on the chronological data here;
what this relation actually means is only this much that there was no
break in the current of civilization between the Vedas and the later
stage. ‘There was & decadence and the volume of the current had
thinned down and the pace of movement had also slowed down. But
the current continued and atisined volume and speed again with
the new flood of civilization for which Veda Vydsa was the chief
agent. The Vedic literature, especially the Rgveda, is a prominent
landmark in the history of Indian civilization, the first that is known,
and the next landmark is the collection of literatures known
as the [tihasas and the Purdnas. ‘The two Itihasas, the REmdyana and
the Mahdbhirata, are more prominent than the Purdnas, and the
Mahdbharata Is especially so; for this reasom, the Mahabharata is
cslled the Fifth Veda, adding one more to the four Vedas of old. :
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The Vedas represent the literary record of a great national move-
ment. They built up a great civilization, and when there were
strong enemies attempting to destroy their civilization and when
there was also some internal disturbance on account of the defection
of strong people from within also, who were favouring the enemies
and even joining them, they started this strong movement to pre-
serve their civilization; the poets of the age, as must have been the
case all along previously also, were the leaders of this movement.
In the same way, the Itihdsas and the Purdinas represent the literary
record of a national movement when the civilization began to decline
again, and when the great poets, headed by Veda Vyisa, were the
leaders of this movement for restoring their ancient civilization.

Between the poets of the Vedas and the poets of the Itihdsos and
the Purdnas, we do not see any great figure as a prominent poet. We
do not know the actual length of this interval between the Vedic age
and the age of the Itihdsas and Purdpas. All that we know is that
by the time of Buddha, the three layers of the Vedas, namely, the
Mantras or original texts, the Brihmanpas or the ritualistic commen-
taries and the Upanisads or the philosophical commentaries, have
been completed. Historians also say that the I[tihdsas had their
origin, though not in their present form, at about 400 B.C., that is,
about a century after the death of Buddha. In between the Vedas
and the Itihdsas, great changes had come over the eclvilization of
the country in its various aspects. It is very doubtful whether the
span of two centuries, between the close of the Vedas about 600 B.C.
and the beginning of the Ifihdsas about 400 B.C. is sufficient for such
a great change to come over the whole phase of the life of the nation.
Since the Itihdsas started about 400 B.C. the only possibility is to push
back the age of the Vedas to a much earlier time, perhaps by a millen-
mium or even two.,

The changes were many-sided, immense and substantial In
the Vedic age, the great Ydgas or rituals like the Soma ritual, were
the occasions for the national festivities. It is frue that only a few
persons could have actually participated in the rituals; yet they were
national in character. There were no Priests; the persons who parti-
cipated in the rituals were no more Priests than the Ministers in a
Democratic form of government can be called autocrats. The gods
were invoked through poetry accompanying some rituals. This
changed into the worship of the gods in temples through some sym-
bols like jdols. There arose a special class of people who performed
this temple worship,

Kings became more promiment in the life of the people, In
the life of Buddha, it is noted that a king offered him his kingdom,
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which Buddha declined as lesser than what he was looking for. In
the\’edicagelti:mﬂdﬂhbl&thltnk!n;mmhnwm;
kingdom to a poet. The kings and their powers and privileges were
aiwnyskepl,hnhinﬂ,lnﬂthepoehdmimteﬂthﬂﬂhﬂflhepwph.
Bﬂﬂﬁmm:mﬂgﬁmmwdmﬂblﬁw,vhlhﬂmmhgim
utthe?eduwas:reﬁgimnfthgpeuph.withpoﬂantheiudm
of religious thought.

Some other-worldly outlook on life problems became very noti-
cesble. To the Vedic people the world in which man lived was prac-
tically everything; they never cared for another region or another
condition. The world was resl and afforded everything that is neces-
sarrhsatiﬂythene&dsnfmanhtﬂsﬁfe. The highest goal is with-
in the reach of man in this world. A belief that the world is a place
nfsuﬂ.’erlng,thntlﬂelnthewnrldisamhnofwihmdm’:gml
i outside and beyond the world and in another condition, caught
the minds of the people. The world was held to be an insignificant
accident, what is real and permanent being something which the
world is not.

The changes were there; they could not be eradicated. But
they could be adjusted. That is what the poets of the [tihdsza age,
headed by Veda Vyasa, attempted to do and what they achieved,
though only in a partial way. The prominence of the kings became
g fact in the view of the people. But the kings could be presented
nssuhordimtetuthepoetsmdwthawisepmplewhaﬂmluﬂ
the nation. Agmtgodmarbethmundaainglemmhnw
been raised to the level of a god. But the poets of the Itihdsas made
thegrmtgodstnmmeasmenmﬂﬁuammgmnastheir
companions, as was the condition in the Vedic age. So the theory
of Avatdras (Incarnations of the gods) was propounded, A single man
mnotliﬂedmtheimlufngod.sepnmtedimmthegmml
humanity, The reality of the world and the value and importance
of the life of man in this world was again emphasised. There were
many prominent people who had renounced the world and who re-
liredtnthahmﬂhcmes.weaﬂngpmulhrmbﬂmdleadingpew-
Ha:waysuflifedistinctfmmthﬂnormalwlrsdthegmﬂﬂpenph
They were introduced into the [tihdsas as the propagators of the
new doctrine of the reality of the world and the value and impor-
tanee of life in the world,

Edictsa!ktngaandmmoipﬂeshmmphudhyﬂm
pnveﬁrdlhewisepmpleut&mnsteﬁmﬁumyo!rmhingm
people and moulding their life. The Itihdsas and the Purdnas are the
literary records of the nttemptnfthepmts.thetrunludmuflhl
nation, to restore the Vedic civilization in the country and among
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the nation. There are two Jtihdsas and eighteen. Purdnas. One of
the Itihdsas, the Mohabhdrata, and the eighteen Purdnas are sup-
posed to be the work of a single poet, Veda Vydisa. The other Itihdsa,
the Ramdyana, is the work of another great poet, VElmiki. When it
is said that the eighteen Purdnas are the work of the author of the
Muhabhérata, what is meant is only this that they represent the
literary records of poets who.attempted to give the teachings of the
author of the Mahdbharata. The unity is only in the spirit and not
in the actual authorship. Each author presented the theme in his
own way; there was his individuality in his own presentation while
the main line. was kept up following the teaching of Veda Vyiasa
The variety and volume of the different works on the same central
theme shows only the width and depth and intensity of the national
movement in the matter of the restoration of the Vedic civilization
in the country through the medium of poetry, which was the medium
adopted by the leaders of the Vedic age, replacing the newly intro-
duced royal edicts and priestly sermons.

(il THE MAHABHARATA

The Mahabhdarate is the largest work in any language in the
world, so'far as its length is concerned. It contains about a hundred
thousand verses of four lines each; the major portion of the text is
covered by the verses having eight syllables in each line, and the
number of verses with a larger numbér is comparatively small. There
is & small portion in prese. This prose portion, practically negh-
gible in ‘comparison to-the extent of the whole work, preserves and
eontinues the style of the Yajurveda and the Brihmanas: The
language of the whole poem is akin to the language of the Vedic
poetry. in its simplicity and lucidity, in its 8owing style and in its
easy expression. But the language had undergone a considerable
change from the Vedic times. Yet we find an attempt at imitating
some Vedic forms, perhaps to give it an antique touch. Whatever
deviations there are in the grammar from the grammar of the Classi-
cal Sanskrit Language, must have been deliberately introduced to
bring about this antique colour. Tt ecannot be said that the work,
as all the other works in this category of Itihdsas and Purdnas, re-
presents a stage between the Vedas and the Classical Sanskrit,
~The author of the work is Veda Vyasa, son of the Vedic poet
Paragara through a girl belonging to the fishermen commumity. The
king of those days named Santanu met that girl at the same place
and he fell'in love with her and wanted to marry her  But he had
alresdy a queen and also & son, and the father of the girl refused
her hands to the king unless that gir] could become the real queen,
with her son as heir to the throne. So his son, named Bhisma, re
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nounced his claims to the throne and also took & vow not to marry,
50 that there would be no possibility of any rival to the throne when
the newly married wife would have-a son. Such a son was born.
named Vicitravirya, who became king in due course. But he died
young without a son born to him. His mother, who was also the
mother of Veda Vyasa, asked Veda Vyéisa to beget children by the
two queens who were his sisters-in-law. In one queen was born,
through this union, & son named Dhrtarastra and in the other, another
son named Péndu, Dhytardstra was blind and so when the sons came of
age, the younger son. Pindu, became the king. Péindu had five sons
and Dhytaristra had a hundred sons. Yudhisthira was the eldest son
of Pindu.and Suyodhana was the eldest son of Dhriarasiza.

Pindu also died young and there were only ‘the children to
succeed him. During their minority, a regency was constituted with
'he elder brother of the deceased king, ‘'who was blind, as regent
and a few among the wise people of the time as counsellors, The
most important among them was the grand-uncle of the regent him-
self, Bhisma, who had renounced his claims to the throne in order
to enable his father to marry that girl of the fishermen commumnity,
On aceount of his vow, he could not sit on the throne himself.

The children grew up. Each side claimed succession to the
throne. Y ira had the claim that he was the eldest among
them all and also that he was the son of the previous king. Suyo-
dhana had the olaim that he was the eldest son of the ruler who
was on the throne. The children had their proper education and
were &1 trained well in the use of weapons and in all the arts"of
war, The regency council did not desire to provoke a quarrel on
the guestion of suceession, snd so it was decided that the kingdom
be divided and each side be allowed to rule over that half of the
kingdom: Suyodhana, the eldest son of the regent. was placed on
the throne in the ancestral capital and Yudhisthira his rival was
given the other half with = new eapital built Tor him.

The rivalry among them grew and Suyodhana always felt that
he should have been made the king of the whole kingdom, With
the assistance of his own counsellors, he managed to bring the other
half also intp his own hands through some guile and the rival cousin
with his brothers and queen had to retire to the forest for a stipulated
time. The agreement was that the half of the kingdom would be res-
tored to Yudhisthira at the end of that time if he returned from his
exile, The time éame, and Suyodhana ‘would not surrender whal
he had enjoyed for so many years. All methods of conciliation
failed and @ war became inevitable. All the kings in the country

joined one side or the other, and in a fierce battle Suvodhana was
59
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defeated and he and all his brothers were killed. Yudhisthira ruled
the kingdom for a long time and he too retired to the forest, leaving

eame king, through a snake bite, and his son Janamejaya succeeded
him. Thisprinmwmtedtuhnwaremgennthemrpﬂmfurthu
death of his father and arranged a big serpent-sacrifice, where through
spells and magical rites the snakes were drawn into the fire.

At this time, Veda Vyésa had composed & grand Epic giving his
own reminiscences of the great events of his time, and he taught it
to his disciple, VaiSampa . This disciple also went to the great
Sacrifice and casually mentioned the composition of the grand Epic
to the king, who desired to have the whole Epie recited in the royal
assembly. In that assembly there was a bard named Ugraséravas who
listened to the recitation of the Epic, and after the festivity, he went
to the forest called Naimisa where lived many sages headed by Sau-
naka. Hmitmyhemnﬂﬂnudthnt&amhhnn&uf:hamm
important poets of the Vedas, who had written many indices of the
Vedas also, Ontheruquutufthea:emh]edsagm.thismdm
cited the whole poem to them. This is the form in which we have
the Epic at present, as recited by the bard who had heard it recited
by Vaisampiyana to king Janamejaya.

'I'lm.rei.sthenimphmreufthﬂnory. The princes belonged
to the Bharata dynasty, and so the war is ealled the Bhirata War,
i.e., the war related to the Bharatas. The Epic is also called by the
Same name as the war. Thus, the author himself meant the Epic

The author himself says that whatever there is elsewhere is what
1s in that epic, and that whatever is not in the epic is nowhere else
to be seen. According to the poet himmlf,thisisthegtutﬂtpnem
ever composed and whoever listens to the recitation of this poem
cannot take delight in anything else and this poem is the source and
inspiration for zll other poets. It deals with vietory, and kings
desiring victory should hear this poem sung, and they will conquer
the whole earth and will triumph over all enemies. Thus, it is a
War Epic. It is unfortunate that it was converted into a religious
epic in the public view.

Thnep&eisdividedhutueightmﬂmh The main story is
preceded by a long and detasiled deseri n of the ancestry of the
hmsh:ﬁng!mmtheﬂmn:forthismthndymﬁyisﬂﬂed
the Lunmar Dynasty. Manyfammkingsprmd:dthulumm
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thehernestortbhmmo!thdramﬂtryhmmﬂimhjmm
a grand epic. Hercmymudhl}mthemofthel[mnmdm
ravas was the son of Budha. The story of PurGiravas and his consort
Urvﬁtomthethmfnrapoeminthaggwda,mdismm
theme for a drama by Kilidasa of a later age. Many of the earlier
Hngammedpm?wmhminmvmmdpr&vedicngu
and their names are mentioned in the Vedic literature. As a matter
of fact, Santanu the great-grand-father of the herces is known in
MVEJH,Sanththeﬁngwhumuﬁedmprlmmmmme
fishermen community. All the great ancestors were valiant warriors
undhﬂmﬁdmﬂfﬂne!plﬂit.ﬂhﬂthﬂhﬂﬂlﬂﬂfthﬂ&picmdﬂr
eribed as worthy descendants of such great ancestors.

Tharﬂlupici&[romthehirthofthehemﬁﬂllthggxﬂt War and
the coronatiom of Yudhisthira after his victory in the War, Imme-
diately after the description of the War, there are two Books in which
various subjects are brought in for detailed presentation, and form
instruction given by Bhisma, the grand-uncle of the herces of the
epic. Then the epic loses its great interest, and in & few Books there
hthe&mﬁpﬁﬂnu!thereignonudhjahiumdhhﬁmldw
to the forest and his ascent to the Heaven with his brothers.

In the description of the ancestors of the heroes, there are many
stories introduced about the exploits of those ancestors who have also
become heroes of India. In the course of the narration of the main
story also, many side stories are introduced to illustrate a point or to
substantiate a thesis. Discourses on the rules of good life, which con-
tain much of practical wisdom, delineation of characters, descriptions
u!Hahuﬂ,philmnphiuldiscnmmandnﬂmtsdfmhjmﬂnda
place in the epic. The character delineations are superb, each cha-
racter keeping up his individuality. Their feelings and emotional
manifestations and their experiences and reactions to various situa-
tions, and the large variety of characters that come together in the
field—all such festures make the work a study of human nature,
The number of women characters is something unthinkable in any
other literature of the world. The heroine of the epic, Draupadi, is
atypebyhmua:ﬂlherelsmpnraﬂeltnhﬂtmd in the work
of any other poet in any language.

As Nature Poetry, it ranks very high in the literatures of the
world, ununtaimmdrivmudmmmmdﬂnwm,
mymsm,thed:yswuhthnhm-ningmmdthenighhwim
the c0o0l moon and the sky studded with stars, birds and animals—
all come together along with men, all distinctions of animate and
mmimntemﬂn!hwrnudhigharmminmﬁmheingm
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pletely eliminated. Each responds to the feelings of the other,
and there is nothing in the Universe that has no life and feelings.

The artistic unity and symmetry, the harmony and the right pro-
portion of the various parts and the natural way in which events
follow events and items are introduced in various contexts—all these
make the epic a work of real art. In spite of all such extraneous
material introduced into this simple story that forms the core, every
such part fits into it and the main story is never missed in spite of
such a mass of accretions, 'The heroes are such grand personalities
and their exploits are 50 appealing that nothing can conceal them
from the attention of the reader.

It is not an epic written to please the kings sitting on the throne.
If that had been the case, we would have seen in the epic much of
kings sitting on the throne and their palaces snd their paraphernalia
and emblems of imperialism and their pomp, But we find the heroes
out of their palace. Their palace and their short span of activity
in the palace form only a fitting prelude to their life in the forest
after their exile. They are all very happy In the forest in the com-
pany of Nature and also of the wise men inhabiting the forests.
Even on the most precarious occasions, we find the heroes as great
poets and artists sdmiring Nature and enjoying the beauties of
Nature. ;

The heroes had some adversities in their early childhood and
later they ruled the kingdom. But their real grandeur is manifested
only when their sufferings started, Sufferings have their remedies
within man and also around man. Sufferings are due to the lack of
proper adjustment of man and his life with the surroundings and
not an innate feature of the surroundings in which man has his life,
and man need not abandon the world and withdraw from his acti-
vities in the world for becoming really happy. The heroes never
thought of renouncing the world and not one of the wise men ad-
vised them 1o retire from life and look for release from the sufferings
of life by finding an escape from the world. They saw beauty in the
world in all its aspects, both in the palace and in the forest, and
more so in the forest; they fought in the world and overcame the
sources of sufferings in life. Man's journey is within the world and
his goal and his destination are also within this world. The method
Is to'work within the world. This is the culture of the Vedic people;
this is the culture which the herces and the poet of the epie in-
herited from the days of the Vedas. This is the culture which ‘the
epic presents to the world, 1o ledd men into a useful life of intense
activity with a goal and & purpose; when new codes of life like fo.
nouncing the world and seeking a goal of absolute happiness outside
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and beyond the world, were being preached by priests patronised by
kings. In the life of Buddha and in the history of the spread of
Buddhism, we find frequent allusions to kings baving joined the
Order of Monks after renouncing the world, also of crowds ol men
juiningthesmordnrintha-hupenimpeﬁnmthiﬂwwmm
arrival at o state of absalute happiness in another region and in anc-
ther condition. Here we find a poet showing to humanity how kings
worked within this world and fought their way in- this: world and
securedthakgualndfhmthhwormudwithinm&irlﬂeinthu
world. -

Ascetics who had renounced the world and who bad taken to
angwmndeotliiewithspm_i&lmhﬂandneﬁwaysulphyaiﬁl
make-up, had become such an important feature in the national life
at that time that no poet could eliminate them or even ignore them.
So-the sages who had taken their abode in the forests are also in-
troduced into the epic as chief characters; but they mever mislead
the credulous humanity, they never convert them and-admit them
into-any new Order. They help humanity in leading a really useful
life with a purpose instead of searching for unattainable goals, not
worthy of keeping even if they are attained. .

A new culture was finding its way into the life of the people;
women began to be condemned as seats and sources of sins and
sufferings, and avoidance of women became a virtuosity according
to the new codes, which are absolutely against the Vedic culture.
Here in this epié women are again introduced as equals, helpers and
companions of man in a full life. In the new culture, learning was
becoming the monopoly of a few people who formed themselves
into a special Order, and the general public were being kept outside
of learning, and being compelled to depend on the few people be-
longing to the Order for the proper understanding of the rules of
good life, In the Vedic times, those who participated in the rituals
were not members of any special Order; they weére all common
eitizens lving in their homes and leading a normal life along with
the other citizens. There werée demarcations of human capacities
and aptitudes, but no classifications of the people into permanent and
hereditary groups.

In the Mohabharata we find a revolt against this dangerto huma-
nity and an attempt to revive the doctrines of the equality of men
and thei# equal oppertunities. Women' come into active life, ‘with
fheir'own wisdom and with their own ghilities, without being com:
pelled ‘to be dependent on men and without being condemned by
men. The mew culture was a men’s culture, a culture ‘patronised
and 'adopted’ by kings and developed by priests who were all meh
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There is introduced into the epic a spirit of revolt against the heredi-
tary caste system that was taking root in the social organisation
following the mew culture. Kings again become wise, discoursing
on philosophy; persons with the bheredity of learning snd wisdom
become grest warriors. Others kept outside the field of learning and
wisdom are brought in as the most learned and the wisest. Drona
and Asvatthimi were Brahmins according to family traditions and
they fought like great heroes in the War. Saiijaya and Vidura were
outside the pale of learning according to the tradition, and they
come in as the best counsellors of the kings, as the wisest, with the
best form of practical wisdom. When the newly brewing spirit was
limiting learning to a certain group, the Vedic culture of learning
being the common property of the people is being revived in this
grand epic,

Students of historical criticism speak of the development of this
Grand Epic from a small and simple form into its present complex
and immense size through a few centuries. They say that the ori-
ginal form must have been constituted about 400 B.C. and that the
present form must have been completed about the 2nd or 3rd cen-
tury after Christ. From the point of view of literary criticism there
are difficulties in postulating such a development of the grand epic
from a small central poem, through accretion of matter, during the
centuries that follow, so that at a certain stage it has assumed the
form in which we find the epic at present, Various questions arise,
Were the additions made by a single person or were additions being
made in different places by different persons at varying times? In
such a state of gradual development we cannot explain the unity
in the whole epic; we should have had many epies in many places
and at different periods. But the epic that we have at present s
substantially the same. There are variations in recensions as cur-
rent in different places, and even these recensional variations are
not many in number, There are only two or three recensions. There
are the North-eastern, the Western and Southern recensions. These
recensional variations are due to alterations made in the epic in its
original form by certain schools that can be classified as the North-
eastern, the Western and the Southern. But there must have been
some one who had put the epic in a specific form, which cannot be
much different from the texts that we have in the présent recensions.

The story as we have it in the extant Mahabhdrata must have
been current four or five eenturies prior to Christ, perhaps earlier,
But it is doubtful if the text existed in its present form earlier than
the second century before Christ. The great grammarian Patafjali
of the second century before Christ does not cite any passage from
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the Mahébhdrata, though he alludes to events found in the Maha-
bhiraie and also mentions the names of persons who play a part in
the epic. But there is the difficulty in so far as Pagini, whose work
Patanjali comments on, who must have lived about five centuries
before Christ, refers to the accent of the compound word Mahd-
bharata. If there was a Mahabhdrata prior to the grammarian Panini,
then that must be different from the present Mahdbhdrata, not re-
cognised as & great poem by Patanjali who should have known such
& work. There must have been some great poet about the first cen-
tury B.C. or first century A.D. who had worked out the present poem
called Mohdbharata.

According to Indian tradition, the Mahabhdrata War took place
about 3000 B.C. or slightly before that, 3101 B.C. being the begin-
ning of the Classical Era of India; and the Mchabharate War having
taken place a little before this. No one will assert that Veda Vyasa
who lived at that time composed the Mahébhdrata that we have at
present, Veda Vyasa must have been a historical person who lived
at that time, and he might have composed some poem giving an ac-
count of the great events that had taken place in his time. Some
such work must have been current through the ages and at a certain
stage, about the beginning of the Christian Era, there must have
been a great poet who composed the present Mahdbharata. Certainly
he did not create his material; the material was already there. He
did not merely collect the materials; he consiructed a grand edifice
out of the material which he gathered. No poet shows his criginality
in the creation of his material; he takes the material and his origi-
nality is in the arrangement of the material in an artistic form. And
in this arrangement he has shown great originality in the matter
of construeting the edifice known as the Mahdbhdrata epic. What
were dry narrations were made lively and interesting, Characters
were illumined. Desecriptions of Nature were added. The parts
were joined together with a sense of proportion and with propriety
in location, The whole presentation after such an arrangement is
the original contribution of the poet who compesed the Mphabharata,

After Chandragupta and Asoka of the Mauryan Dynasty, there
was a nafional decay in the country and the revival was undertaken
in the second century B.C. by the founder of the next dynasty,
Pusyamitra. Some great poets and statesmen must have lived in the
time of Pusyamitra and his immediate successors. A political revival
was possible on account of this occasion for a cultural revival also,
The author of the Mahdbhirata must have been one of the great
poets who flourished about that time. His name and his whole per-
sonality have vanished. His contribution alone survives. From the
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time of the Vedas, it had been a peculiarity of the Indian genius
that personslities counted nothing to them, and the principle alone
is what mattered with them:. Thus, the religion is greater than the
prophet and the poetry is greater than the poet. What he gave was
the artist’s presentation of an ancient material, which material came
down from the time of Veda Vy&sa, and so the epic came to be known
as the composition of Veda Vyisa, Certainly, Veda Vyasa could not
have written the portion containing the episode of the Snake-sacri-
fice of Janamejaya where the epic of Veda Vy&sa was recited by
the disciple of Veda Vyasa before the royal assembly, and also the
subsequent episode of the bard, reciting the whole epic before the
assembly of the sages in the Naimifa Forest.

At the time when the Mahdbhdrata War took place, there lived
another great personality named Krsna. He belonged to a branch
of the Lunar Dynasty, and the heroes of the epic belonged to an-
other branch. Krsna was also the cousin of the five brothers who came
out triumphant in the war between the two groups of cousins. In
the story about his life as has been handed down to us, there were
many miracles worked out by him during his life in a8 cowherd
settlement to which place, as soon as he was born, he was carried
to save him from his maternal uncle who wanted to kill him. When
he came of age, he killed that uncle, put the rightful heir on the
throne, himself built a2 big palace and lived his whole life in roval
style. He helped his cousins in all their adventures and in all their
calamities. He was present at the Mahdbharata War as the chariol-
driver of Arjuna, the third among the five brothers, to whom he
was particularly attached.

In the epic, he comes in only as one among the many heroes that
had taken a part in the events that took place at that time. Consider-
ing his great personality, a supplement was added to the epic giving
a succinet account of his life and his achievemenis, in three Books.
The historicity of Krsna does not come in for consideration for a
literary critic, There must have been some such great man, just as
there must have been such a great poet like Veda Vydsa. That was
the time when individual persons were segregated from the common
people and exalted as a god, and others too detached themselves
from the generality of the people and claimed to be the custodians
of the wisdom of such a divine person and also the teachers of the
Law propagated by that divine person. They formed themsslves into
a separate Order, cut off from the people. Such a line is entirely
opposed to the real genius of the Indian nation, starting from the
Vedic times. When kings and priests lifted a person to the heights
of @ god, the poet saw in another great man the god himself in
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human form, living among people and moving among the people.
The idea of a god had taken such a deep root in the minds of the
people that it could not be plucked out, and so the poet could only
temper the god. According to the changed spirit of the people, there
was need for a divine element in a truly great person, and accord-
ing to the traditional genius of the nation, there cannot be any
one person who belongs to a separate eategory. The poet kmew how
to handle the situation and Krspa was presented as god in human
form, living like any other man. In the epic itself, be was kept on
the back-side of the scene, the herves, his cousins, forming the main
characters on the front of the stage. While kings and priests were
making man subordinate to a god, the poet brought down that god
to the level of man

The Mahdbhdrata is unique among the literary specimens of
the world on account of its size. It is about ten times as big as both
the epics of Homer put together, In the whole world there are very
few epivs, and if all of them are put together, they may not be much
bigger than this one epic. It is an artistic unit, well planned and
well executed by & true and great poet. In form also it has its own
features not seen in the epics of other languages. It is in the form
of a dialogue, There is the dialogue between the Bard and the Sages
in the Naimiéa Forest. and when the Bard starts his recitation of
what he had heard recited by Veda Vyasa's disciple Vaifampiyana,
in the presence of king Janamejaya, the recitation by the Bard takes
the form of a dialogue between the king and the original poet’s
disciple. Within this narration too, whenever stories are narrated,
then the whole conversations between characters are given in
the form of direct dialogues; there are no such statements like “such
and such a person said” within the poetry, and such statements are
given outside of the narration in poetic form. Even such stories and
various other parts of the story are introduced during dialogues
between two persons, and so the narration too is in the form of a
dialogue, the hearer asking questions during the narration and the
narrator continuing the narration.

This form gives a dramatic touch to the epic. Further we are
always in the midst of people and not in a dreary, solitary place
listening to a dry narration. We always know that we are in this
world peopled by men and women with all the phases of Nature
in communion with the men and women. This brings to the epic
a human and also a realistic colour. We see the various characters
moving and talking in front of us when we read the epic: we never
feel solitary with a book in our hand. First we are carried to the
assemblage of the sages in the Naimisa Forest and then we are
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carried on to the assembly of the king. When the situations change,
Wwe are transported to the various situations in which the narrations
take place. We take part in the events that are narrated. This is
4 very ancient literary device found even in Vedic literature. The
communion is not between the poet and the reader nor between the
reader and the book; there is a communion between the reader and
the characters that play their parts in the events that are narrated
in the epic, Either the events are brought to us or we are trans-
ported to the events.

fiii) THE RAMAYANA

The Ramayana is by tradition, the first secular poetry in Sans-
krit. Prior to that there was only the Vedic poetry. The medium
for secular communication was enly prose. Such a tradition could
have started only if there had been a long break in the tradition
of poetry in India, after the Vedic age. The question whether the
Raméayana or the Mahdbhdrata is older cannot be settled with the
material that we have now In our possession. All that we can say
is that after the Vedic age, there had been some bresk in the tradi-
tion of poets in India and these two works form the first in the age
of the revival of the declining cultures of the country. The epic s
known as the “First Poem” (Adi Edvya).

The author of the Ramdyona is Valmiki, who is known as a
coniemporary of the events described in the poem. He composed
the epic towards the close of the life of the hero and had it recited
before the hero during a great festival which the hero was con-
ducting. There is some sort of identity between the Mahibharata
and the Ramiyana in this respect. While the Mahdbhirata was re-
cited on the occasion of a great festival by the author's disciple in
the presence of the great-grand-son of one of the herces, and this
recitation was reproduced by a bard in the assembly of the sages in
the Naimifa forest, the Rimayapa was recited by two diseiples of
the author in the presence of the hero himself during a festival. This
is the only difference.

The epic is a compact unit even in the theme, in contrast to the
Muahabharata which is an immense assemblage of material, the unity
being essentially in the artistic construction and not in the theme.
There is the story of the hero Rama, and in the course of the narra-
tion of the story of the hero, some other materials are introduced,
like various stories and various subjects relating to religious and
philosophical problems. The ancestry of the hero is also included
in the epic. Thehembelnngedmthef‘mhrdynnsly,mwhichthm
had been many great kings previously. Dasaratha was one of the
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kmgsﬂmem;hemmmeqmmmtheaﬂmtqum
he had a son named Rama and in the second, who was also his
favourite, he had another named Bharats. In the third queen there
were two sons Laksmapa and Satrughna. Laksmena was always
more attached to Rama and Satrughna was more attached to Bharata,
They all grew up and they were all married, Rama's consort was
Sita. daughter of King Janaka of Videha.

Dadaraths desired to formally install Rima on the throne as
Heir-apparent and the whole arrngement was ready when the
second queen who was his favourite managed lo extract & promise
from the king that her son would become the heir and that Rama
would be sent to the forest. Réma and Sitd with Laksmana went to
the forest, where a demon named Ravana managed through some
guile to draw away Rama and Laksmana from Sita and to abduoct
her. Rima secured the friendship of a loeal king mamed Sugriva
and the latter's minister Haniman went in search of Sita and found
her out in Lanka, the island kingdom of the demon; he brought back
the news; a large army was collected for attacking Ravana and, mak-
ing a bridge across the sez, they invaded Lanks, killed Révana and
took Sita back, During this exile, king Dasaratha had died and
Bharsta refused to sit on the throne, but ruled the country as re-
gent till Rama would return after the stipulated period of exile, Rama
returned to the kingdom and sat on the throne. This is the main
story of the epic.

There is a sequel, People began to gossip about the possible
loss of chastity in the case of the queen who was in the custody of
‘a demon, and so the king had to abandon her. At that time she was
pregnant. She was under some pretext taken to.the forest and left
there. Two sons were born in the forest. At that time the sage
Valmiki had taken care of her and brought her to his hermitage
where the two sons were born. The identity of Sitd was concealed
from all both by herself and by the Sage. The two sons received
their education in the hermitage.

At this time Rama was performing a great religious festival
cilled the A$vamedha (Horse-sacrifice) which all emperors were per-
forming. At this festival the queen was represented by her effigy
made of gold, as' Rima refused to marry a second time and as a
queen was necessary for the performance of any religious festivity.
It was at this stage that Valmiki the sage had composed a grand
epic with Rama himself as hero; he taught it to the two princes born
in his hermitage and brought up there and educated under him.
They, in the guise of two bards, visited the king during the great
festival and recited the epic in his presence. Towards the close of
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the recitation, the identity of the two boys was revealed. Sita was
brought back along with the two boys. After the time of Rama,
the elder of the two boys, named Kuéa, ascended the throne. The
other son of Rima was called Lava,

The poem started with an episode ‘describing the circumstances
that led to the composition of the poem. Vilmiki's mind was full
of thoughts about writing a grand poem. He asked another sage
named Narada, who the hero of such a grand poem could be. He
enumeraied the gualities which such a hero should possess, After
enumerating various gualities like virtue and valour and sense of
Law, he closed the enumeration with the quality that when the
hero was in a state of fury in a battle, even the gods should quake
before him in fear. He wanted 8 warrior hero with all the good
qualities of a great soul and not a mere conqueror. Narada sug-
gested the name of Rima himself as the only appropriate hero for
such an epic poem. Valmiki's mind was full of poetry and his mind
became poetry itself, so that he could see nothing but a proper theme
for poetry in the external world.

He went to the river for his ablutions and there there was a
hunter who shot an arrow on a male bird in the company of his mate,
The female bird began to wail, This touched the imagination of the
Sage and his feelings came out in the form of poetry. The literal
meaning of that verse in which his feelings expressed itself is one of
curse due to his anger, but there is the suggested and implied mean-
ing of deep pathos, of pity and remorse at the break-up of such a
happy union. He saw in that verse some beauty and rhythm, some
melody and music, some symmetry and proportion, some sweetness
which only the Vedic poetry had possessed before. He was himself
amazed. Then the Creator himself appeared before him and nar-
rated the story in outline for him to compose a grand epic poem,
and he saw the whole theme as clearly as & berry held in his hand,
as a single unity., He knew that he had become a poet and he com-
posed the whole of the poem narrating the events in the life of
Rama up to that point, and then he narrated the rest in future tense
as what would happen, since as a poet he could see not only what
had already happened but also its conclusion, Without that conclu-
sion there is no completion and unity in the theme, and the comple-
tion and unity in theme is the essence of poetry. His diseiples learned
the poem and had it recited before the hero himself,

As a true poet, following the traditions of the poets of the Vedic
age. Valmiki knew that poetry alone presents the eternal truth,
the reality of the world, Kings and conquerors, and prophets and
priests see and know and achieve only what are ephemeral, As a
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poet, Valmiki pro thﬂuionguth&mmummrmain:md
the rivers flow on this earth, so long will his poetry also continue.
No prophesy by another has come out so true as the prophesy of
this poel Vilmiki's Rémédyana continues and will ever continue in
the world.

The hero of the epic, Rima, is given there as a divine incarna-
tion, at & time when the world was being afflicted by the enemies
of culture. But in the epic he is described as functioning only like
o man and not like a god. If Rama had lived like a god, the whole
purpose of the epic would have been frustrated. Man is supreme in
the affairs of the world and man works out his destiny; god never
interferes with the progress of the world or with the movements
of man. If god functions in the world among men, it is only as a
man. For this reason, though there is a specific statement that Rama
is god as man, the whole presentation of the story, the entire delinea-
tion of the charactear, keeps the man element in the front and the
god element is kept in the back-ground.

This divine element in the hero is introduced with a purpose;
without that, the epic cannot be complete, cannot serve the purpose
of the art. In the Mahabharata, there was Krsoa, who stood behind
the scenes and controlled the movement of the whole story; thereby
he gnided humanity regarding right conduct for men in the world,
how to lead 2 full life of intense activity and reach the right goal.
Here, Rama, also an incarnation of god, showed by his own life what
right conduct for man should be. Veda Vyasa and various sages
came on the scene in the Mohdbhdrata, and here too there are many
such sages appearing on the scene. The poet Valmiki himself, un-
like Veda Vyasa, appears only at the close of the story in the Rama-
yand, But Vasisgtha, Agastya and many other noted sages appear
very prominently here.

It was the sage Vasistha who instructed Rama in the use of
weapons of war along with instruction in all subjects of an intellec-
tusl and emotional character. Viévamitra, another sage, also gave
him, at a slightly later stage, some instruction in the use of some
weapons. At a much later siage, the sage Agastya gave him a divine
weapon and also instructions in handling various divine weapons.
Rama lost his throne for some time; he had to go to the forest for
some time. But neither remunciation nor life in a forest hermitage
was the ideal chosen by the hero. Both in palace and in forest, his
life was uniformly active, engaged in showing his martial heroism,
not as a conqueror but as the protector of humanity against evil
He was never an aggressor. He never surrendered.
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Like the Mahabhdaraty, the Rimayana too is a Nature poem.
We seldom see the herc in the palace. The important part of the
epic consisis of the narration of the story of the hero outside the
palace, in adventures; but he was all along in the midst of Nature,
Bow and arrows and valour was mixed up with mountiins and
rivers, trees and forests and creepers and flowers, animals and hirds,
seasons and the various luminaries—sun and moon and stars, dawn
and sun-set, hot noon and dark midnight. The hero was a great
man, great in valour and great in appreciation of the beauties of
Nature. Forest life was never a suffering to him, not that he consi-
dered it as a door for escape from the sins of this world, but that
he was in tune with the surroundings that were beautfiful appeal-
ing to the heart of a man with imagination and with a sense of art,
In the early morning with its chill the hero enjoys the beauty of
the lake in which he goes for his morning bath. During his separa-
tion from his consort, he finds beauty in the seasons and enjoys such
beauty. Even sufferings become a source of joy to one who finds
beauty in this world.

The Rdmdyana is much shorter than the Mahabharata. It is
only about a fourth of the Mahabhdrata. Tt is divided into six Books,
with a supplement. From the birth up to the victory over the enemy,
Ravaps, and return to the capital and coronation, form the main
text. The gossips about the possible stain on the character of the
heroine during her stay in the ememy's control. the abandonment
of the heroine, the composition of the Ramayana and its recitation
by the two sons of the hero before the king and the final identifica-
tion of the twins and return of the heroine form the main story of
the supplement.

The metres employed in the Ramdyana are identical with the
melres used in the Mahabhdrata, namely, verses of four lines each
with eight syllables. Each Book is divided into many cantos and the
cantos end with a new metre. One finds the same simplicity and
lucidity of the language, the same rhythm and cadence, the same
elegance of style, the same ornamentation in language and ex-
pression, which one finds in the Mahdbharata. Tt is a first class poetic
art, known as “the first poem."” This is true of it in point of merit,
After the poetry of the Rgveda and the Atharvaveda. the lsnguage
has not seen a poet of the calibre of Valmili. The Mahdbhdrata is
the anly other work of the post-Vedic age that can be placed by the
side of the R@mdyana. Both are more or less contemporzneous, The
exact date cannot be determined. It must be during the age of re-
vival of the Vedic culture after some set-back, which may have been
only a potential danger which did not really break the continuity
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of the Vedic currents, which could only threaten such a break. Just
as many great poets appeared who started the Vedic civilization,
at that time also, many great poets made their appearance for the
preservation of the Vedic culture, and one of them is Valmiki, the
other being Veda Vyasa. There must have been many others.

The epic is given as contemperaneous with the events. Valmiki
is the author. This is only the chronology of the literary critics and
not of the historians. There must have been some great poel con-
temporanecus with the hero and he must have left behind him some
greal poems describing the events of his time, in which he himself
took some part. That tradition must have continued; when the pre-
sent epic was composed with that same theme, the epic was given
out as the composition of the original poet. According to tradition,
the events of the Ramayana took place many millenniums prior to
the events of the Mahabhdrate; it cannot be that the epic that we
have was the composition of that past age. We do not know who
the real author was. If Valmiki is the real author of the epic, he
was not a contemporary of the hero; if Valmiki is a contemporary
of the events, he is not the author of the epic that we have. The
chronological associations of the epic with Viilmki and the events
of the epic is only the poet’s association and not a historical fact.

The Mahibharata is in the form of a dialogue, The Ramayana
is a pure narration, Statements like “Thus said Rama" and “Thus
said Vasistha” do not appear between verses; they are all included
in the poetic narration. Yet the dramatic touch and the realistic
colour are there. For one thing, the proportion of external matier
to the main story is much smaller than in the Mahabhdrata, So the
main story is never missed from the readers’ view on account of
such external matter. Further, there are always the characters
introduced, and the story moves through dialogue between the cha.
racters. The difference between the Mahdbhdrata and the Ramayena
is only one of technique, and not in artistic value.

{(iv} THE PURANAS

The Mahdbharata and the Rémdyana form a group, and they
are designated [tihdses. There is a central theme in both, and all
other matier is brought round this central theme by the poet, In
the Mahabhdrata there is the story of the five brothers, assisted by
Krsna, their adventures and their final triumph. In the Ramdyana
there is the story of Rama and his adventures and his final triumph.
But there are many other long poems of the same type which do
not have any such central theme. They are all known as Purdpas,
“Ancient Lore”, The word means only “what is ancient”.
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The Rémayana was sung by the disciples of the author, the sons
of the hero, in his presence during a great festivity. The Maha-
bharata was sung by the disciple of the poet in the presence of the
great-grand-son of one of the five brothers, the heroes, during a
great festivity. But here, there is one more step, what is not found
in the Ramayapa. The Mahabharata as it was recited by the disciple
of the poet, was again recited by a bard who was present at that
recitation, before the sages assembled in the Naimisa Forest, The
Purdnas have also a similar association with a bard and the sages
and the forest. In that way, there is another classification possible,
the Ramayana being one and the Mohdbhdrata along with the
Purdnas being the other. It may even be said that the Purdnas sre
supplements or extensions of the Mahdbharata. All the Purdnas are
also the work of the same author who is the author of the Maha-
bharata too, the great poet Veda Vyasa, All that it means is that
the Purdnas present the teachings of Veda Vydsa,

The entire material that is contained in the Purémes is found
in the two lithases, and the materisl found in the Itihdsas is found
in the Purdpas. The difference is in the form which the material
assumed in the presentation of the theme. In the Mahabharata and
the Ramayana, there is the central core of a main story around which
the material generally found in the Purdnas is brought in. In the
Purdnas, the central core of the Itihdsas is introduced in the midst
of the main theme. In the Mahdbhdrata, the main story is, in com-
parison with the additional matter brought round it, very small; but
in the Ramdyaena, the central story has relatively a bigger size. In
the Mahébhirata and in the Rimayana, the tales of the great heroes
form the main theme, and in the Purdnas, the culture of the ancient
times forms the main theme. In the former, the culture is held to-
gether by the main story, while in the latter, the story is contained
in the presentation of the culture.

By culture I mean the entire stock of intellectual and artistic
achievements of the people, This includes also the civilization, the
practieal attainments of the people. The purpose of the [ltihasas
and of the Puripas is to present the entire culture and civilization
of the ancient people, as a contrast to the new line of thought and
of life that was being introduced into the country and that was
getting stronger and stronger among the people, The new lines of
thought and of life were known to the people from the sermons of
priests and the edicts of kings, and the poets presented the culture
and civilization of ancient times. The result was that the poets won
a decisive victory over the priests and kings.
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The revival movement found reflected in the Itihasas and the
Purinas is neither fanatic adherence to the old nor an unscrupulous
attack an the new modes of beliefs and conduct preached by priests
and patronised by kings. The Indian mind has ever been realistic
and practical. Thmwmnhnngﬂ,udwhathndchmgedmuldmt
revert to the old mould. The revival movement was one of adjust-
ment, of assimilation and adaptation. The new beliefs and the new
codes of conduct were brought into the old moulds and there arose
a harmonious culture, in which the new form and material and the
old spirit were amalgamated.

Though, in content, the Purdnas appear to be a supplement to
the Mahibhirata, the Mahdbharata presupposes Puranas. We do not
know which are the Purdnas thus presupposed by the Mahabhdarata.
One of the Puranas, named the Vayu Purina, is mentioned in the
Harizamia supplement of the Mahdbhirata, and elsewhere in the
body of the Mahdbhdrata, 2 Purdna spoken by Vayu (the Wind God)
is alluded to. The Mahabharata, as the text now stands, contains an
enumeration of all the Puranas according to the traditional enume-
ration. The Muahdbhdrata was recited in the presence of the sages
assembled in the Naimiéa Forest by a bard whose name was Ugra-
iravas. Saunaka, the leader of the sages, greets that bard with
words of welcome, saying that his father, Lomaharsana, had been
reciting various Purdpas in their presence. As a matter of fact,
some of the Purinas are given as having been recited by that very
bard, Lomaharsana, father of the bard Ugrasravas who recited the
Mahabhdrata, The Mahibhdrata speaks of itself as a Purdna; many
events and episodes contained in it are spoken of as having been
well-known in the Purdnas and many parts of the Mahabharata are
also spoken of as Purinas. The Purdnas also enumerate all the
Puranas, eighteen in number.

The Puranas give the dynasties of kings. Usually they are all
the mythological dynasties before the time which comes within his-
tory. When we come to the historical period, which starts with the
tirne of Buddha about 500 B.C.; it is noted that the enumeration stops
with the Gupta dynasty, and nothing is known after about 500 A.D.
Names of kings that are famous in history are mentigned in such
dynastical lists; but famous kings after 500 AD. are not found men-
tioned, names like Harsa of Kanauj in the beginning of the seventh
century AD. After the enumeration of the dynasties and of the
kings known in history, there is a prophecy of a coming decadence
in the eulture of India under wicked kings, like the Mlecchas (really
those who do not speak good langusge), ¥Yavanas (Greeks), Sakas,
Tusiras, Himas and so on, By Mlecchas, they meant perhaps Indians
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themselves who did not speak Sanskrit or foreigners on the border
who spoke another language. Yavanas are identified with Ionians.
Sakas or Scythians and Himas or Huns sre well-known in Indian his-
tory. Certainly Greeks and Scythians and Huns were in India long
prior to the time of the Guptasin the fourth and fifth centuries A.D.
Greeks and Scythians had been absorbed into the Indian nationality
prior to the time of the Guptas. The Huns had finally disappeared
as an invading tribe during and soon after the Gupta period, and
got merged into the nation.

Many of the texts belonging to the Northern Buddhism and
many texts belonging to the Jain religion bear strong resemblance
to the Purdnpas in content and form. Many Jain works are known
as Purinas. Some Buddhistic works are also known as Puninas, like
the Lalitavistara. Great authors in Sanskrit belonging to the cen-
turies after the fifth are very familiar with the Purana literature.

The probability is that the Puninas are contemporaneous with
the Mahabhirata and the Rimdyana; they were composed by the
great poets who flourished in India after the period of decadence
in the latter part of the Maurya Dynasty, during the second half
of the third century and the beginning of the second century. B.C.
At that time there was a revival of the Vedic culture starting with
the reign of Pusyamitra, who removed the last king of the Mauryas
and proclaimed himself as ruler. Certainly there must have been
slight revisions and redactions; the Purinas, the Mahabhdrata and
the Rémdyane, must have been unified into a single literary whole,
just as the Vedas had been so done at an esrlier stage. The Purinas
start the second period of the glorious age of Indian civilization
affer the appearance of signs of decay, the first period being re-
presented by the Vedas.

It is not at all accurate to say that the Purinas and the Itihdsas
are religious texts. There is religion; but whatever has a religious
element is not a religious text. No one will say that Dante's Inferno
is a religious text; no one will say that the Tlliad of Homer is &
religious text. Is Milton’s Paradise Lost a religious text? Do they
not have, all of them, a religious element in content? Does not
Milton specifically say that he was showing the "Ways of God to
Man" in his Epic? And yet no critic has asserted that the Paradise
Lost is a religious text. The Purdna texts are poetry, with sometimesa
religious theme. There are many portions in the Purdnas that have
nothing to do with religion. There are descriptions of geography,
literature end art and varlous other such subjects; Along with them,
religious topics are also imtroduced into the poetry. But the texis
are essentially poetry of a high order of great artistic merit. They
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were meant as poetic art. If the purpose had been to present reli-
gious teachings, why should there be so many texts? It is poets who
present the same topic in different ways, the individuality belng
in the art. The nation could appreciate a subject only when the
subject was presented as art: a dry sermon would have had no
effect on the Indian nation, The Puranas and the Itihdsas influenced
the people and moulded the life of the people, because they were
poetry. If they had been religious texts, they would have disappear-
ed from the country long ago, without being cared for by any one.

It is not also correct to say that the Purinas were written to
please the kings. If the kings would have been pleased with hearing
the glories of their ancestors and of ancient kings sung in poetry,
then such songs would have had as their theme the glories of kings
sitting on the throne with their imperial pomp and military powers
and all the paraphernalia of royalty. But that is not what is found
in the Puranas. All the great kings like Rimsa and Yudhisthira and
Nala are found in the forest as exiles. Is that what would have
pleased the kings? The real object of the Purdnas is to show that
if a king is honoured it is simply because the king happens lo be a
great man, and a great man is great both as a king on the throne
and as an exile in the forests, The palaces and the military and
the ministers are all conspicuous by their insignificance in the
Purénas; it is the common people and the scholars and the poets
who surround the kings, If the Purdnas had simply glorified the
kings, they would have vanished from the language and there would
have been no trace of them in the country in the present age. They
are still a powerful factor in the life of the people, as they had
ever been, because they glorify man's greatness as man. The spirit
of the Vedas continued: the environment had changed. So the poets
interpreted the Vedic culture in a way that it would be harmonious
with the new surroundings, That is what is found in the Purdnas
and in the Ifihdsas.

There are eighteen Purinas recognised. They are all in the
form of poetry. Some of them have occasional prose portions coming
within. The metres found are exactly those found in the Mahd-
bhérata and in the Ramayana. All the verses have four lines and
in the majority of cases the lines have eight syllables. But there
is no monotony in metre in the Purdnas: just as in the Mahabhirata
and in the Ramayana, there are frequent changes into metres with
lines longer than eight syllables. Such a variation breaks the possi-
ble monotony which would have been an inevitable factor in poetry,
. if there had been only one metre. The change of metres is also
adapted to the changes in the contexts, the metres fitting into the
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situations. Such a change in metre is what is not found in the epics
in other languages, starting from Homer, Further in the metres
found in Sanskrit, there is no monotonous repetifion of the same
combination of syllables to form a “Foot”" within a line. A line is
the metrical unit. The lines can be formed by an infinite variety of
combinations of syllables.

Anything that can be thought of as a constituent of poetry is
found in the Purdnas, as in the two [tihdses. There are many fasci-
nating stories about great heroes, in which many attractive women
also find a very prominent place. There are also many charming
fables in the Puranas. Intellectualism presented in artistic form and
art presented with an intellectual coating make the Purinas both
interesting and illuminative. Nature and common people are every-
where, and gods and other super-human beings move freely among
men. Heaven is brought into a unit with the earth; the natural
and the supernatural are both welded together. There is a happy
admixture of realism and romanticism, so that we are never in the
commonplace of the world nor in an ecstasy of unrealistic super-
naturalism. The world is presented as it should be, as it presents
itself to the vision of poets. Religion is softened by what is enjoy-
able, and the enjoyment is ennobled by religion and a high moral
tone. There is a high purpose, without materialistic utilitarianism.
Various subjects are dealt with, being properly and naturally intro-
duced into a variety of situations and contexts, and they all become
suitable factors in high-class poetry.

The Puriyes are no more sectarian than the Itihdsas, They can-
not be so since they are not religious texts; it is only within reli-
gious books that there can be sectarian differences and biases and
conflicts. They deal with various gods and if there is prominence to
any particular god or to any particular form of worship, there is
no condemnation of other gods or other forms of worship, nor any
strained defence of any particular god and form of worship. In
the Indian religious tradition that developed during the period of
the revival of the Vedic culture, it is the God Visnu that is accepted
85 coming down to the earth as man to defend culture and moral
principles in life. The Goddess also comes down to the earth as the
consort of the Incarnation of Visnu in such cases. But the God
Siva remained ever a God and protected culture and morzal prinei-
ples as a God without assuming a human form. So is the Goddess
in Her exalted state as different from Her state as the God's consort.
Thus, when God is introduced as man on earth, the God Visnu
comes into greater prominence. This is neither sectarianism nor
fanaticism. The sectarian basis was adopted for the classification
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of the Purdyas only on account of deforming what was good poetry
into religious texts, which latter was never within the scope of the
intention of the poets who composed the Purdnas, Religion at that
time was national and never sectarian, and sectarian religions found
a place in Indian life only during the last one thousand years when
there was a national decadence and when foreigners came to the
country and remained isolated without being absorbed into the
nation as was the case previously, and influenced the course of
events in the country. '

1t is not possible to give any idea of the Purdpas individually
in such a presentation of Sanskrit Literature. Only some specimens
can be described and the specimens are described in the form of
the Mahabharata and the Rémdyana, the two great Itihdsas of
Sanskrit. The contents of the two Itihdsas became the store-house
from which the poets of a later period could freely draw materials
for their art; in this way also, the Puninas bear a close resemblance
to the two [tihdsas, being such a rich store-house of material for
the poets of the later age. All the eighteen Puranas along with the
two Itihdsas were, and continue and will ever remain, first-class
poetry, presenting the genius, the culture and the civilization of the
nation, and also became the inspiration for later poets.

Many more works were written at later times, and many of
them were incorporated into the Purdngs or were kept separate as
subsidiary Purdues (Upapuranas). Many of them deal with the
history of various important places, known as Local (Sthala)
Puranes. The Mahibhdrata and the Rdmdyena were rendered into
the wvarious regional languages of India at different limes by the
great poets in those languages, and in the same way, the Purdnas
slso contributed much to the development of literature m the re-
gional languages, This immense literature consisting of the Itihasns
and the Purénas held the nation together, resisting the tendencies
for separation and even disruption on account of geographical dis-
tances, introduction of new religious beliefs and practices, presence
of different races in the country and the incursion of foreign tribes
into the country, and also the development of many regional
languages into literary languages. It is no wonder that the Vedas
and the Itihésas and the Puninas are worshipped by the nation as
the path for salvation. These specimens of poetry and their poets
were the real saviours of the country from utter ruin,



IV. THE CLASSICAL AGE

A great change came over the conditions in India from the
Vedic Age to the Later Age, which may be termed the Classical
Age. I select this term on the basis of the two phases of the Sanskrit
Language designated respectively in modern times as the Vedie
Language and the Classical Language. In the Vedic age, there had
been other nations along the borders of the country where the
Vedic culture developed. They had been coming into the country
and trying to influence the life of the people. They did not observe
the religious rituals of the Vedie people and were in most cases
even enemies of such ritualism. They had their own languages also.
Some Dravidian element in the Vedic language has been recognised
by-all scholars. The system of sounds in the Sanskrit language had
changed, perhaps, on aecount of this contact with the Dravidian
language, Some words also, current in the Dravidian, are found in
the Vedas, which cannot be original words in the languages. There
are many personal names, found as names of authors of poems and
also as names of the enemies of the people, that appear to be Dravi-
dian, Such names of poets are found predominently in the eighth
Book of the Rgveda. The metrical device of combining two verses
in different metres into a single unit, known as the Pragithos
(Superior songs), are also found predominently in this Book of the
Rgveda, and may be a device adopted and adapted from the Dravi-
dian literature,

In course of time, this foreign element in the nation was be-
coming stronger and stronger. New currents of philosophieal
thought, new outlooks on the problems of life, new modes of reli-
gious rituals and religious festivals and various other factors began
to produce changes in the entire life of the nation, The language too
changed. Sanskrit was spoken by people whose mother-tongue was
different, and Sanskrit came into close contact with the languages
of other peoples. In this way the grammatical structure and the
vocabulary of the language changed considerably. Old words were
dropped and new words were introduced. Many grammatical forms
dropped out and new formations, new structure of sentences and new
idioms made their appearance in the language. Still the language
kept up its individuslity, Those who know the later language ean
understand the language of the Vedas fairly well,

The language in which the Vedas were written must have been
the language known to the people and spoken by the people. Thera
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might have been some gradation in the purity and in the stylish
clegance In the language starling from what is used in poetry to
what is spoken by the people &l home and in their everyday life
The literature itself preserves certain indications of such a grada-
tion in the language, a difference between literary and colloguial
language current at that time. If the language had been what was
known only to the learned people and used only for religious and
philosophical and other intellectual purposes, the language would
not have undergone the changes that are found in the language as
between the Vedic Age and the Classical Age. Ii the language of
the. common people had been different from the language of the
learned people so far as their life of learning and erudition are con-
cerned, the position should have been that a popular language would
have developed different from the langunge of the learned people,
the Iatter remaining stationary. The fact that in spite of such a
great change in the environment, the change in the language has
been so slight, as is found between the Vedic language and the
Classical lanpuage, shows that there must haye been a widely spread-
out system of education which came down to the ldwer strata of
social organisation, coming from those who took up learned pursuits
to those who took to vocations of artisans. This also shows that
the foreign elements that came into the nation that spoke the
language and got aksorbed into it, got assimilated into their system.
There must have been that vitality and solidarity in the build of the
nation. The spitit of the literature in the language continued in
this change from the Vedic to the Classical Age.

There were many other changes. But there was no item of
change which caused # break-away from the root, which brought
about a break-up in the continuity of the culture. Everywhere it
was only an adaptation to the new environmenis, an assimilation
of the foreign element into the system. The new literature that is
known as the Classical Literature in Sanskrit presented the old
genius of the people in the new environment, adapted to the new
surroundings. It is the priests and the kings who cannot adapt them-
selves and their views to changing circumstances, But the genius
of the poets is to adapt themselves to the changing situations. So
the nation guided and controlled by the poets and the culture deve-
loped by the poets continued in the country without a break, quite
in harmony with the new situations. There was no soeial revolution;
there was no religious feud. There were only differences and never
a conflict among the differing elements.

The Vedic gods re-appeared in the new environment. There
were changes. Some of them also disappeared, and new gods came
into the field. Indea, the national hero and the warrior god of the
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Vedas, came down to a subordinate position as the crowned king
of the Heaven living a life of enjoyment in the company of the celes-
tial damsels, a fond husband for his consort, Saci or Indrini, He
was harassed by the demons and he had to resort to the protection
of the great God or to the help of kings on earth, All exploits asso-
clated with him during the Vedic Age remained in the memory of
the people on account of his many names preserved from the Vedic
Age. Vispu, the Supreme God who traversed the whoele world with
three strides, but who never killed a demon so far as the Vedic
literature goes, retained his position as the Supreme God with his
abode in the highest and farthest position, and at the same time he
took up the position of the Vedic Indra, as the destroyer of the
demons, assuming various forms, known as Incarnations. In Himself,
He was the Supreme God, but as Incarnations, he became a pgreat
Warrior, the national Hero. It is not that there is no evidence of
His hercie nature in Himself and that His heroic nature is confined
to His Incarnations, He is known as wielding a dise which is the
terror of the demons and also as holding a club. He has also His
bow. But most of His martial exploits are related to His form as
Incarnations. Varuna, the Vedic god of majestic grandeur, the wisest
god, who encompassed the whole universe by his majestic presence,
became the ruler of the western quarters of the world, as lord of
the ocean. Yama, who had the great Illumination, who for the first
time saw the Path, who went to the other world and became king
there, turned out to be the king of Hell Maruts and Rbhus, groups
of gods in the Vedas, ceased to be separate gods, and the names be-
came synonymous with the names of gods, in general. Aévins, the
twin gods, practically went into oblivion.

The Vedic gods continued in spirit, The Indians could not sur-
render tp any ascetic god with scanty robes, cut off from the normal
life of the people. They wanted their gods to be the symbols of
their ideals of a full life, with heroism, with martial valour, lead-
ing a householder’s life in a home of plenty. As in the case of
the Vedic gods, there is no god of the Classical Age who did not have
his own weapon, who did not have his consort, who did not have his
family life. They all wore ornaments and rich robes. They lived in
luxurious palaces. They had their consorts. They had their family
life. The poets made them guite human, with all the feelings of the
common man, with love for the women and with jealousies evoked
between their co-wives, with most of the common frailties of the com-
mon man like an occasional falsehood in statements and out-of-the-
way dealings in their conduct, The poets could never think of gods as
anything other than men. They were freely brought in as theme
for love poetry, they were brought in as charactérs in dramas on the
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stage, and in all such cases the gods were no betier thun the common
man,  Vispu, and Siva, the greatest of the gods, and the Incarnations
of Vigou, formed the familiar theme for many a poem in Sanskrit.
In any other country, the poets would have been persecuted for go-
ing against the sanctity of religion in depicting gods in such a way
in poetry and drama. But there were no priests and there were no
fanatic kings patronising the priests and their Church and their reli-
glon, who would persecute the poets for their infidelity towards the
estublished religion. The poets dominated the nation and the poets
were the defenders of freedom in thought and expression and of
equality. Gods had no place in the world unless they could move
freely with men; that was the religion and the philosophy of the
poets,

Heroism formed the chief note in the poetry of the Vedic Age,
Love ¢ame in only as a secondary factor. As a matter fact we see
little in the Vedas that can be classed as love poetry. Men and
women and their mutual relations, in which love played an import-
ant part, formed only the back-ground of Vedic poetry and not the
main theme; perhaps theére was also love poetry which is not pre-
served from that age. In the Classical Age, the two traiis conti-
nued, but the gradation of importance was reversed; love became
the chief note and heroism came second in importance, in the Classi-
cal poetry. There was calmness, serenity, as an ornament of love
and heroism and not the chief trait in the gods, and also in men, in
the Classical Age, Siva the Great God, was both a hero and a Tover.
Visnu was also the same, and his incarnations represented heroism
and love. There is mention of his ten incarnations. In a few of
them, there was heroism to restore the culture of the people and in
some others, there was heroism to destroy the demons. The first
five were of a temporary nature for a specific purpose. Then we
find incarnations that continued in the world for the full span of life
allotted to man. In one of them there was only heroism, to put down
the wicked kings who were the enemies of culture, and in the two
that followed, there was both heroism and love. They are Sri Rima
and 511 KEysna.

The Indian genius eannot, and did not, tolerate grim gods with-
out a eonsort and without & home life and without human traits.
The Indian genius could not, and did not, take orders from an asce-
tic teascher. The Indians recognised only such gods and such
teachers who had human traits, The nation could not also recog-
nise a single individual as superior 1o all others, the One Man, ap-
pesring if the world only once and giving orders to humanity about
good life as command of God, for the first time. How could the
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nation believe that good life started only at a particular time in re-
cent years, when they had the lore and tradition going back to-an
infinite past, recording the glories and achievements of their ances-
tors? They could not ignore such traditions, they could not discard
them as superstitions. Poets could find no theme for poetry in the
new environmenis and the nation would not listen to the sermons
of priesiz and the edicts of kings; they wanted only the poetry of
the wise people, So tie gods and the anclent heroes and the glories
and the achievements of the ancestors came back again into the life
of the nation, which provided appropriate theme for the poetry of
the new line of poets.

The Rsis of the Vedas had been replaced by the new farm ol
ascetics as teachers of the nation. The Rsis of the Vedas were only
the common people living the normal life of the people; endowed
with transcendental vision and super-normal command of language,
who could present in poetry what they experienced in their vision,
In their private life they were the ordinary people living in & normal
home. But the New Order of ascetics had come to stay; they could
not be eliminated from the nation. The only thing to be done by the
poets was to make them also human in their traits, They continued
to live in the thatched sheds in the forests, wearing only rough loin-
cloths made of tree-barks, growing a matted hair, emaciated in their
physical form, living on roots and fruits gathered from the forests.
But they chose such a life of theirs on their own accord, They never
formed themselves into a new Order into which the lay men were
converted and thereby shown the way to an escape from this world
of sin and suffering, On the other hand they pressed the common
people to keep on in the world and never to negleet the world. They
helped them and encouraged them in their life of heroism: they ren-
dered them all assistance in their normal life in a family, to secure a
suitable mate in life and to lead a happy life in their homes, That
is what we find in the Ramdyana and in the Mahabharate and in all
the specimens of poetry during this age. As a matter of fact. some
of them were subject to the physical passions and became fathers
of children through some temporary union with women, Many aof
them lived in their forest settlements as householders and thev
were fathers of children.

Such ascetics with their peculiar robes and peculiar physical
make-up and daily habits and ways of life eould not be dispensed
with by any one who knew the reality of the situation at that time
in India. They had become an established fact in the country, But
their spirit could be changed by the poets, and people could jecopt
them in their new presentation, following the ancient path. They
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followed the Vedic rituals, kindling Fire and making offerings in
{he Fire to the various gods of the Vedas. But they ceased to be
the Missionaries of any particular faith, preachers of religious sects,
converting people and admitting them into any Order. Kings en-
tertgined them as advisors on secular matiers, and the people
honoured them as safe guides in their normal life. They helped and
guided the people in their normal life, in their full life, as citizens
of the country, living a life of usefulness and realistic purposes. They
counselled the kings to remain on the throne, use their heroism and
valour for the defence of man's rights and to secure happiness {or
the people. This is what we find in the Ramdyana and in the Mahdi-
hharata and in all the Purénas. The ascetics became the leaders and
guides in a renascent civilization, defenders of realistic purposeful-
ness in life along the path of old, revived from slumber by them.

The dramatists of the Classical Age went a step further. Women
had been joining the Monastic Orders; Buddha himself was rather
pessimistic about the consequences of admitting women into the
Order, But the current could not be stopped. The dramatists brought
them on the stage. Their robes and their physical make-up and their
ways of life could not be altered; but their role in society eould be
changed, Both Kilidasa and Bhavabhiiti, two in the forefront of
great dramatists of India, made them the agents for bringing about
the union of the hercine with the hero, The women members of
the Monastic Order were companions of the heroine in the dramas
aof both, elder companions whom the heroines respected and followed.
The women members of the Monastic Order actively engaged them-
selves in bringing about the union and used all their prestige and
influence for that purpose. This is altering the role of the members
of the Monastic Order with a vengeance even.

During this transition period, a new factor, known now as Caste
System, was creeping into the life of the nation. In the Vedic Age,
there was no such Caste distinction among the people. There was
a division of vocations; but the people were united as a solid nation,
choosing the vocation they liked. Their civic life: and their civic
rights were uniform. But slowly the people who led a peculiar life
with their own robes and physical make-up and food . habits in-
creased in number and in consequent influence. They were patro-
nised by kings, and the kings thus became a separate class. Such
people with this peeuliar mode of life were also assisted by the
wealthy people and they too were able to form themselves into a
separate group. In this way, the nation began to be divided into
groups and their civic solidarity began to get loosened. The learned
class (Brahmins), the military class (the Ksatrivas), the business
cliss with wealth (Vaidyas) and the ordinary pecple with their
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various avocations as artisans and manual labourers (Stdras) formed
the four classes. Then there were the hunters and other tribes most-
Iy living in forests, who formed themseives into the fifth class
(Nisadas],

The poets of the Classical period, when the old Vedie order
of the solid social organisation in the civie life of the nation was
being revived, ignored such hard and fast lines of demarcation;
they could not eliminate the demarcation, But they could OpeEn up
valves for the free flow of ways of life between caste and caste.
Members of the Brahmin class with their learning, were presented
a8 warriors. In some cases they were presented as businessmen en-
gaged in commerce. Ksatriyas or the members of the warrior class
reappeared as scholars. Members 6f the other classes were also admit-
ted into the councils of the nation as proficient in all subjects, who
could even surpass the memhers of the learned class in erudition
and wisdom, Caste system was introduced by the priests and the
kings, who did not form any important element in the national life
according to ancient tradition, and in the Classical Age, when poets
again had their position of honour in the nation, this elassification
was again loosened, though it could not be wiped out.

In the Vedic age, women held a very prominent and honoured
position in the national life. No one was eligible for any relgious
ritual preseribed in the Vedas, which means not eligible for a full citi-
zenship, unless he had married and had a son. Women began to he
degraded in the estimation of the people by priests who started
condemning the women as seats of sin and as the source of suffer-
ing for humanity; abstinence from the life of a householder, avoid-
ance of women was glorified as the noblest and most sacred form
of life and as the only path to the final release of the individual
from the sufferings of life. Women, on their part, began to be ad-
mitted into the Religious Orders where the life of a householder was:
prohibited.

In the Classical period. women were again given their position
of prominence and honour. Gods reappeared with their consorts;
ascetics too sppeared with their family life, Women in all grades
of life came on the scene as contributing to the full life of the peo-
ple, They were given back their freedom. They could freely ap-
pear in public and function freely in the civie life; there was no
stigma attached to them as seats of sin and as sources of suffering
for men, who alone counted as true citizens during the transition
stage. They again became wise and learned, discussng deep problems
of ethics and philosophy in the assembly of the learned people, equal
to them end even surpassing them at times. They also regained
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thelr martial traditions from the Vedic age, lost to them during the
transition stage. There is no literature in the world where we can
come @cross such a large number of women characters as is met
with in the Classical period of Sanskrit literature, representing vari-
ous gradations in the social organisation.

The stage was set sgain for the revival of the poets as the most
important element in the life of the nation: they managed to revive
ihe ancient traditions and they reaped the fruits of their labours.
The air became conducive to the growth of poetry and, in the changed
air, poetry began to grow and provide a rich harvest. The grealest
henefit which the nation secured from this revival of the poets’ in-
finence and control in the life of the nation is that it avoided a civil
war and also a religious feud. If kings and priests had been in
charge of the affairs of the nation, a phenomenon like two great
nations, the Vedic people in the north, and the people of the south
of India known as the Dravidians with their ancient culture, com-
ing together into amicable relations, in spite of their difference in ori-
gin-and cultural developments, would have been impossible. The
Dravidians too have a tradition of poetry and culture, and the Dravi-
dian language has influenced the growth of the Vedic literature;
perhaps Dravidian people also contributed to the weaith of the Vedic
literature. They merged themselves into a common nation.

A new religion arose in the country and became very popular,
with the patronage of the kings. But there arose no sort of feud
shetween the followers of the old order and the followers of the new
arder. There was no persecution of the new religion, and the follow-
ers of the new religion suffered no disability either in following
their religion or in preaching and spreading their religion. The
poets who followed the ancient path absorbed the followers of the
new path. Their differences remained mere differences and never
deteriorated into open conflict. The difference contributed to a new
wealth of eulture in the country. This is what is spoken of as the
exile of the new religion and the refuge and growth which that
religion enjoyed in countries outside India; the true fact is that the
new religion was amalgamated into the old religion, and a new
religion arose in the country, where the old religion remained in
spirit and where the new forms found a prominent place.

Various new factors came into the constitution of this Classical
Culture of the country. There arose some new environments for
the kings. There were kings in the Vedic Age; they were conse-
crated as kings at a ceremony. There must have been kings and
emperors; kings performed some rituals, the Rdjasiiya sacrifice, and
the emperors performed another ritual, the Asvamedha sacrifice,
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Both are described in the Vedic literature. There are also the terms
Rajé or king and Sdwirdj or empeéror in the Vedas. At that time
they represented only some cultural unity among the people in &
State and among the various Statés forming an Empire, ‘The king
or the emperar had little of a political colour, They were only ordi-
nary citizens performing some specific functions. But later we find
that they wore a crown, sat on 2 throne and had the paraphernalia
of royal pomp in the form of guards and other attendants some
waving fans before the kings and the emperors. They had also an
umbrella held over them when they sat on the throne. This symbol
of royalty and imperialism is not a Vedic feature. Such an absence
of the symbol of royal and imperial pomp continued in one part of
India, in the South-west, where till very recent times no king had
4 crown and a throne and the fans and the umbrella as symbols
of their position. It was the Portuguese and the Dutch that gave
the kings in the South-west of India a headgear. No palace in the
South-west of India has any remnant of a throne or an umbrella or
fans, They lived like the ordinary citizens.

Another feature that came into the life of the nation is that
gods and kings started some banner emblem: The Vedas speak of
certain vehicles on which they rode, besides their chariots. Thus, the
Asvins, the twin-gods, had the donkey as their vehicle, besides their
chariot of three wheels. It is not clear whether the gods actually
rode an animal; it is more likely that they engaged animals other
than horses to draw thelr chariots. There is reference to the banner,
there being the word Ketu (what indicates), But there is no refar-"
ence to a banner-staff on the chariots and an emblem on the banner,
just as there is no reference to a crown worn by the gods on their
head, But in the Classical Age, gods have s banner emblem and
the banner emblem is identical with the vehicle they used. Thus,
the Great God Visnu, had the kite as his banner emblem and also
as his vehicle; he is described as riding on a kite and not moving
about in a chariot. 'The other Great God, Siva, had a bull as his
banner emblem and as his vehi¢le and he rode on the bull. Brahma,
the Creator had a swan. The Goddess Durgs had a figer. The Ele-
phant God Ganega had a rat and his brother Subrahmanya had a
peacock, both being sons of Siva. Kings too had such banner em-
blems on their chariots, though they did not ride on the vehicle
representing the emblem, Thus in the Mahidbhirata, Arjuna, one of
the five brothers who ultimately triumphed after the war; had the
Monkey God Hantmén on his chariot, and his rival Suyodhana had
a serpent. But they never rode on a mankey or on & serpent, as
did the gods. Kings always went about in chariots. as did the
Vedie people. Even though the gods were presented. as riding ani-
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mals in the Classical Age, the kings continued the Vedic custom of
riding only in ¢hariots, and it is only at a very late stage that kings
began to ride a horse, so far as our literary evidence of the Classical
Age poes.

Some new specimens of beings and some new estimates about the
life of man also made their appearance in the country. In the Vedas,
we find very little of a “Monster”. There are men and also gods
n human form, with a head and two hands and two legs and a
body. But when we come to the Classical Age, we find that there
are beings who are half man and half animal, also beings with more
than two hands and more thun one head. One of the Incarnations of
the Great God Visnu is half man and half lion. The god Gapesa had
the head of an elephant on a muan's body, with ten hands, The
Great God Visnu has four hands, bearing with them a disc, a club,
a conth-shell and a lotus, The god Subrahmanya is serpent-shaped
with six heads, The Serpent Ananta, also known as Sesa, has a
thousand hoods. The enemy of Rama in the Ramdyana, named
Ravana, has ten heads and twenty eyes and twenty arms. The god
Brahma has four faces. Indra, the warrior god of the Vedas, who
became the king of the gods in heaven, has & thousand eyes,

The demons of the Vedas, the Asuras, have only a8 human form;
there is no indication of their being monsters in their constitution
and being terrible in looks. They have, in the Classical Age, huge
bodies of immense size, both In girth and height, with teeth pro-
jecting from their mouths, They kill and eat men, a feature mol
known in the Vedas. They must be foreign. Yet they were adopted
into the Indian home and also adapted to the new atmosphere. They
became the descendents of the same ancestor from whom the gods
also originated, the gods being the sons of one mother and the
demons being the sons of her rival. Their nature was different, but
their destination was the same, heaven, in the end. Even the de-
mons were not condemned to eternal purgatory by the Indian poets.

In the Vedas, men lived for a hundred years, this being the
span of life allotted to them. There are {requent prayers found in
the Vedas that one may go through the entire span of life and that
no part if his life span may be taken away from him. This span of
life is also definitely spoken of as a hundred years, and sometimes
it is mentioned as the life span sllotted by gods. When we come 1o
the Classical Age, we find that men are spoken of as living for
thousands of years and even tens of thousands of years, The year
hecomes too short a measure to determine time and they speak in
terms of higher units like Yugds (Ages) divided into four as Kali,
Duwipara, Treta and Krta; the first is the shortest and the fourth
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is the longest. Virtues also decline from the fourth to the first, in
the world among men, They speak of Kalpas, combinations of these
four Yugas, and Manu Periods which are much longer. They also
distinguish between human years and divine years. The life span
of the world is calculated as fourteen Manu Periods, each one being
millions over millions of years and it is also stated that we are now
in the middle of the seventh of such Manu Periods.

In the Puranas, when we come to the conditions in what is
called the historical period, that is when we come to the Kali Age
among the four Yugas, it is found that men have only the span of
life mentioned in the Vedas, the normal length of life. Like the
Monsters, the abnormal length of the life span also must be an
importation from a foreign civilization, It is noted that according
to the traditions preserved in Iram, as recorded by Firdousi in his
Shahndmeh, where the material was supplied by the Pahlavi lite-
rature, now lost to us, the early kings of Iran lived and ruled the
country for some centuries, until we come to the historical age. In
the Shahndmeh we find also the mention of a Monster King, Sehal
who followed Jamshid on the throne; this king had two dragons on
his two shoulders. It is also said that he went to India to consult
some magicians who could cure him of this monstrosity.

It is mot meant here that during the Classical Age, the actual
state of affairs had changed into this, in the country, The change
is only in the lore and tradition. Certainly, the country did not ex-
perience the presence of Monsters nor did men live for such abnor-
mal length of time. Many other features found in the Classical lore
and not found in the Vedas, are only in the beliefs of the people
at that time. Thus, there were no ascetics who had taken up their
abodes in the forests and who wore robes made of tree barks. They
are all certain views that had been developing in the country, re-
adapted to the Vedic environment. It is only the content of the
Classical literature that changed and not the actual ways of life in
the country,

Along with the changes in the nature of life as deseribed in
the Classical literature, there grew up great changes in the powers
of man also, as found in the Classical literature, The powers of the
Maniras or magical spells attained great prominence. Men used
not only ordinary weapons in warfare but also some divine missiles.
There are various such missiles mentioned in the Classical literature,
bearing the names of the various gods like Agni (Fire), Varuna
(Lord of the ocean), Pasupati (relating to Siva, the Great God),
Niridyana (the other great God). Brahmi (relating to the Creator)
and so on. With such missiles, they could produce a conflagration
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or completely destroy an army; it is also claimed that if two of
some of such missiles meet, when discharged from opposite sides,
the world will eome to an end. It is also said that some could only
discharge such a missile but could not withdraw it, while others
could do both. In the Vedas, gods and also men rode on a chariot,
But in the Classical Age, it is found that, as is mentioned in litera-
ture, gods began to fly about in the heavens by air-chariots (known
as Vimdna), Gods and all gradations of beings abuve man, tock
cuch Vimangs and we never again see gods riding chariots. Men
could ride upwards into the heavens in their chariots. Men went
into the nether world.

Al such changes In the lore of the people, helped in bringing
about a unity in the whole country, from the north to the south
and from the east to the west. Perhaps this new jore came from
the west of India, or formed the original lore of the southern part
of the country inhabited mainly by the Dravidian peoples. Anyway.
it hecame the common property of the entire nation covering the
whole country, Differences like Aryan and Dravidian and also differ-
ences like those who followed the Vedic Path in religion and those
who followed other paths, completely vanished, and there was only
an Indian nation, adhering to the culture found in the two Itihdsas
and the Purinas, This Indian nation was nurtured with the culture
of the period, the culture of poets, which is a revival of the poets’
cultiire of the Vedic Age, in a new form and in new environments.

There was & lull in the production of poetic literature between
the Vedic and the Classical Ages. There appears io be a big gap.
The Rgveda and the Atharvaveda are first-class poetry, in the Vedie
Age, In the Yajurveda and in the Brihmanas, we find a highly deve-
loped art in the form of prose literature. But they are not poetry.
In the Upanigads also, there are a few that ean claim a position in
the array of poetic literature, though two of them are good poetry,
the lifpasyopanisad and the Kathopanisad. But the works on Vedic
Exegesis and other patterns of literature preserved from that period
are mot at all poetry, though there is a high literary touch in them,
and though some of them are in metrical form, with oceasional
touches of poetic excellence. After the Rgveda and the Atharvaveda,
we have to wait till the appearance of the Ramdyana and the Maha-
bharata to find the production of literature that can claim a position
hy the side of the Rgveda and the Atharvaveda, and they do deserve
such a position and have been accorded that position in the tradition
of India.

Was it a complete break in the current of poetic flow in the
Sanskrit language? The spirit of the literature that is svailable
during this intervening period does not warrant an sssumption that
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there was any great decadence in the culture of the people. The
general spirit of the Yojurveda and the Brahmanas and the Upanisads
is one of triumphant note. If there had been triumph in the life of the
nstion, then there should have been also the development of poetry
and art. The literature, other than poetry but related to poetry like
grammar, of the period contemporaneous with the Rimiyana and
the Mahabharata, also shows signs of a rich literary harvest during
this intervening period. What happened was that there was poetry,
und that such poetry did not survive the times. There must have
been developing at that time some tendencies that went against the
Vedic spirit. The people at large must have been drawn along paths
that cut across the ancient and traditional path, and along this
new path there was no field where poetry and art and all such
factors that constitute the fullness of life, could grow, Thus, this
new path went slong a barren region, without any green spot of
poetry and art. People who turned on to this new path of finding
an escape from this world lo another region and another condition
of freedom from sin and suffering in this world, must have been
swelling in numbers, and as such the area of influence for poeiry
and art must have been getting narrower and narrower, This must
be the reason for the absence of poetry belonging to this period in
the stock available for us from the ancient days; it is not & break in
the production of poetry.

The literature available from that intervening period between
the Vedas and the Classical Literature, shows that there was a rich
harvest of poetical literature in that period. There are references
to poetry in most of such literature, which in themselves do not
claim to be poetry though they have literary merits. Tt is in lite:
rature that is most closely related to poetry that there is a profu-
sion of such evidence for the rich growth of poeiry in thit inter-
vening age. Thus Panini, the great grammarian of the Classical
Language, devotes a whole section for explaining the derivation of
the names of literary warks either from the name of the author or
from the theme. Most of them appear to be the names of literary
warks with artistic touches, like poetry. We do not know to which
pattern of literature they belong, whether they are epics or shorl
poems or tales or dramas. Patadjali, the commentator of Fanini's
grammar, also gives similar evidences, meritions many literary works
and also cites passages from a large number of literary works. There
is also the work on dramaturgy by Bharata, He knew a variety of
literary patterns, besides the drems. In the case of dramas. he must
have had a large number falling under different patterns. He des-
ecribes the technique of dramatic construction and the presentation
of dramas on the stage: he classifies the dramas and gives numes of
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dramas falling under each head. All these evidences show that
what was happening at that time was not a drying up of the fields
but a devastation of fertile fields that yielded plenty of rich harvest,

The devastation by thé opponents of poetry and art and of a
full life of happiness in this world did not completely wipe off the
genius of the nation. The new forms were enlivened by the old
spirit, Valour, martial heroism, a sense of beauty, an eagerness for
a full life of happiness—all such factors that constituted the genius
of the Vedic people re-appeared again in the nation, Men were again
honoured for their own worth, and dress and external make-up lost
their charms in the eyes of the nation. In the Rimdyana, the hercine
Sita was given to the hero by the father on sccount of the hero's
valour and ability to wield a mighty weapon of war, and in the
same way, in the Mahdbhdrata also, the hercine Draupadi was given
to the Herp on account of the latter's dexterity to wield the weapons
of war. Martial heroism was raised to the level of a very nobie
religion and to die in battle fghting valiantly was recognised as a
path to Heaven. Virtuosity counted nothing in the context. Virtue
is an inner quality which always had an important position in the
life of the people; what was not well approved of was virtuosity
which is more an external emblem and'a make-up.

In the Vedas there are references to the opponents of the cul-
ture ol the people attempting to ruin their own culture, and there
is a note of triumph in the Vedic literature when the people were
able to vanquish their foes through their valour. History records
the attempt of a foreign adventurer to invade India after a walk-
over in regions to the west of India; but this foreign adventurer had
{0 retire when he reached the Indian border. Later, foreign in-
vaders were able to penetrate into the country. But the country
was so full of life that the foreigners were proud to settle down
in the country as citizens and not remain as foreigners, and they
were absorbed and assimilated into the nation. That is what hap-
pened to the Greeks snd the Scythians and the Huns. In the inter-
vening period, it was the priests with the patronage of the kings
that dominated the life of the people; poets again came to their
deserved position in the life of the people, and they replaced the
priests:and the kings. If kings were prominent, they were so only
on account of their culture and inherent worth and not on account
of their political status and power. Tt was this Classical revival, the
re-gstiblishment of the Vedie genius dominated by the poets. that
saved the country from uftter ruin.

Bharats who was the first to hand down to us a work on drama-
turgy, so far as our available liternture on the subject goes, classi-
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fies dramas into a main variety and a subsidiary variety; the main
variety consists of two groups and the subsidiary variety consists
of eight groups. In the two groups of the main variety, the differ-
ence between the two groups is that in one the theme is taken from
the ancient epics (Itihases and Purdnas) and that in the other, the
theme is what the dramuatist creates or what he finds current at
his time in stories, the theme being always more or less contempo-
rary. Whether the theme is taken from ancient epics or from con-
temporary sources, the main theme is man in action In a certain
situation. There is beauty produced in the presentation of man in
action in that situation. Sometimes the situation is more important
and sometimes the action is more important. When the situation is
more prominent, then the beauty is termed Srigira (some splendour
as Bharata defines it) and when the action is more prominent, the
beauty is termed Vira or heroism. The beauty is beauty as being
reacted by the heart of man who listens to the recitation of the
poetry or who sees the poem presenled on the stage, and this beauty,
in course of time, became identified with the consequent reaction
in the heart of the reader or of the sudience. Renunciation, with-
drawal into seclusion, forbearance and abstenance from action,
were conspicuous by their absence from the literature known to
Bharata, and it was only at a much later time, when the nation
again began to show signs of a decadence similar to what was pre-
valent in the intervening period between the Vedas and the Classical
Age, that a new factor called Sinta (forbearance, inaction), found
i place among the constituents of poetry. Pity and rémorse, amaze-
ment, humour, terror, repulsiveness and wrath were the other six
factors which Bharata could detect in the dramas known to him,
sometimes prominent in the minor varieties and sometimes as subsi-
diaries in the main varieties. But he did not find any trace of a
situation of inaction in any dramatic literature known to him, That
shows the genius of the nation revived in the Clas#ical period by
the poets.

There is no other literature in the world where the poets deall
wilh the real problems of life in such an effective way as is found
in Sangkrit: there is no literature that influenced the life of the
people in the way in which Sanskrit literature did, The Vedas. the
Mahdbhdarata and the Ramayana and the Puripas, the poetic works
of Kilidisa and others—they had a great influence in shaping and
guiding the life of the people. That is why the country survived
s many cataclysms. Religion which has no value excepl as solu-
tien for the problems of life, spread among the people ak given by
poets and not as sermons of priests and as edicts of kings. This is the
great value of Sanskrit literature to the eountry and lo the world,
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V. KALIDASA
(1} DATE AND PERSONALITY

When onie starts on a treatment of the Classical Literature in
Sanskrit, there is no appropriate author to be counted as the first
other than Kalidasa, He is probably the first in chronological order
and he is also the first in eminence as a poet. From the time Kalidasa
wrote his poems, he was recognised as the greatest poet by later
pocts and also by later writers on literary eriticism, There are state-
ments about him that when Kilidasa is counted as the first among
poets, there is no one to be counted as the second to follow him.
His sweet songs are themes for praises. His dramas and his poems
are attempted to be followed and imitated by later poets and drama-
tists. He is placed side by side with Veda Vyisa, the author af the
Mahabharata, and Valmiki, the author of the Ramadyana, they form-
ing a trio: :

Practically nothing is known of him and his personality, We do
not know where he was born and when he lived, who the notable
king or kings were during his life-time, who his contemporaries were
as literary men, what his family life was and such other details
about his personality. In one of his poems he gives a detailed des-
cription of the great city of Ujjayini and there is a surmise that
he was @ native of Ujjayini. He speaks of the saffron green in the
fields, and saffron is grown only in Kishmir, and there is a sur-
mise for this reason that he was a native of Kashmir. |

Although we do not know where he was born, we have sufficient
evidence to assume that he must have spent his time mainly in the
region north of Nagpur up to Ujjayini In the poem where he des-
cribes Ujjayini, he gives a detailed description of the regions start-
ing from somewhere near Nagpur up to Ujjayini, and then he men-
tions only the region of the Himalayas, though there is a vast stretch
between Ujjayini and the Himalayas. There he speaks about the
city of Vidisa, the modern Bhilsa, as an imperial capital known in
the whole world. This city is also the scene of the incidents in one
af his dramas. There is a possibility thai the events in that drama
were contemporary with him, Because in that drama, there is no
prayer at the end, as is usual in dramas, and the only prayer is that
the Goddess may put on a graceful face towards those whn are his
rivals and adverse erities, and the usual prayer is dispensed with
on the ground that when the hero was ruling the country there was
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no possibility of any national calamity against which a prayer for
the divine intervention is usually made at that stage in the dramas,
Unless he was a contemparary of the hero. such a statement cammol
be explained. The hero is Agnimitra who ruled the Magadha Empire”
in the first half of the second centlury B.C.

This gives a clue to determine the date of Kalidasa. But this is
not the line taken up by historians to determine his date, There is
& work on astronomy which is attributed to Kalidisa himself in
the work, and in that work, Kilidasa is described as one of the
nine gems in the court of  great king who bore the title of Vikrama-
ditya (Valour-Sun), There are many kings who bore that title, in
the history of India. The attempt of practically all the historians
has been to determine the particular Vikramaditya in whose court
Kilidasa must have been an honoured poet.

In the astronomical work itself, the particular Vikramiditya
seems to be King Bhoja of Malva in Central India, who ruled the
country in the middle of the eleventh century.  Of the nine gems,
one named Varihamihira, a great astronomer, lived in the sixth
century. Another, Bhatti, a great poet, lived in the middle of the
sixth century. Some others like Sanku are not known and many
of them could not have been mutual contemporaries, to say nothing
of their contemporaneity with Kalidiss, Not a single statement in
this verse is accepted by the historians as representing a historical
fact except the contemporaneity of Kalidisa with a great emperor
who bore the title of Vikramaditva.

There is an era bearing the name of Vikramaditya, ‘current in
India and that era started in 56 B.C. But no great king bearing the
title of Vikramaditya is known in history as having been ruling
Ujjayini at that time, All that we can be sure about is that Kalidasa
is not earlier than the second century B.C. since the hero of ane
of his dramas was a king who lived in the second century B.C. and
that he could not have been later than about 600 A.D. since in an
mscription of 639 his name is seen as that of a great poet and since
a great writer of that time also praises Kalidasa's poetry.

The generally accepted date of Kalidisa is about the fourth and
fifth centuries A D., when the Gupta Dynasty ruled over the Magadha
Empire; a few kings of this dynasty had taken the title of Vikrama.
ditya. One of Kailidasa’s dramas has the name Vikramorvasiya
| Vikrama-Urvasi), and it is assumed that the element of Vikrama
was introduced to indicate his loyalty to Vikramaditya, He is sup-
posed to have a partiglity for the term Gupta (protected), which is
used profusely in his poems and also words from the same root.
He is considered to have a partinlity for the kings of that dynasty
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who bore the title of Vikramdditya, like' Chandragupta son of
Samudragupta (implied by the simile of the moon born out of the
ocean), Kumaragupta in whose honour he is supposed to have writ-
ten the epic bearing the name Kumdrasambhava (birth of Kumira,
the War-god) and Skandagupta implied by the frequent use of the
name Skanda for this War-god.

Kilidasa is supposed to have known Greek astronomy and he
uses the Greek term Diametron in the Sanskrit form Jyamitra, This
could not have been, as the historians make out, prior to the third
century AD. He speaks also of Greek maidens as body-guards of
the heroes in his dramas and as custodians of their armoury; this too,
as they say, indicates a date later than the third century A.D, for
Kilidasa, Kslidisa knew the Hums to the south of the river Oxus
and the Huns did not cross the Oxus basin to the south till the fourth
century A.D, In a poem of a great poet ASvaghosa, who wrote two
poems about Buddha, there is the description of the ladies of the
city crowding at the windows in their houses in the street when
Buddha was going out in procession, and there is a similar descrip-
Hion in the two epics of Kalidasa also, In a similar context. Kialidasa's
presentation is more refined and il Is assumed that Kalidiza took
the clue from the poetry of Afvaghosa and polished it before pre-
Sentation. Afvapghosa's date is known as about 100 AD. These are
the various arguments to show that Kalidisa's date may be in the
fourth and fifth centuries A.D. Nothing definite can be said on the
point; one can only present the facts

Kalidssa knew the whole of India of that time, which was not
much different from the India of the present times; perhaps at that
time, India had exterided further to the west, including the eastern
part of Persia, Afghanistan and the south of Turkistan He speaks
of these eountries (Afghanistan is not mentioned, but implied). He
mentions Kishmir and Kamboja on the western side of India and
Prigjyotisa, the present Assam. He knew the Himalayas very inti-
mately and speaks about the Devadiru and the Bhiirja trees there,
about some efflorescent plants whose leaves cast a glow which pene-
trates even into the interior of the caves, about the lions and about
the various tribes on the mountains,

He knew the various parts of India with their peculiarities. ‘He
speaks about the agricultural process of the Gangetic Delta, of the
palm trees in the east coast, the betel creepers; sandal-tree forests
and the elephants that take rest in the cool shades of the trees, of
the river Kaveri and the elephants enjoying a bath in its waters and
of the Murals river on the west coast on the banks of which the
Ketaka flowers grow. He describes the areca-nut trees on which
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the betel leaf creepers wind round and of sandal-trees to which the
cardamom creepers cling on; All these features are described in ap-
propriate places in the description of the different regions in India.
He speaks of the maidens in Persia who drink wine, of the head-
gear which the soldiers in Persia wore and the horses on which they
rode. This shows his acquaintance with the features in the regions
on the borders of India,

Traditions maintain that he was an idiotic boy who becamse
learned with poetic talents through the grace of the Goddess. It may
be that he was not an erudite scholar. But he must have had his
intensive and broad-based education. He was proficient in grammar,
He knew astronomy and medicine. He was acquainted with the
Vedas and the Vedie rituals, also with temple worship and the cere-
monials and festivities connected with ‘temple worship. He was
well-versed in the systems of philosophy current at that time and
also in the warious Purdnic literature. He knew the story of the
Réamiyana and the Mahdbharata, though it is not certain whether
he knew the works as they are availeble. The themes that he handles
in his poetry are also found in the Purdnic literature, though some
of the events mentioned by him are not traceable to any of the
Puranas and though in details many of the themes that he handles
are not quite in accord with the version now available in the
Purdnas.

He has left for us three dramas and two epics, and also one
lyric. There is some doubt about another lyric. There are many
works that have been attributed to him in later tradition; but they
are by other authors who were known in their own times by the
title of Kalidasa, since they were recognised as great poets in their
own days, like Kilidisa, Many such later Kilidasas are known now,
from records of a later date. In the dramas he takes the theme
from the Purdnas in two and from history in another; perhaps it is
a contemporary event that is dealt with in this drama, For his lyric,
the theme is his own ecreation; this is true of both the lyrics, if we
aceept both as his works. He must have written many more which
are not now preserved.

(ii) DRAMAS
a. Malavikignimitra

Kalidisa has written three dramas, so far as the literature that
has come down to us is concerned; he may have written more. The
Malavikdgnimitra seems to be the earliest among the three dramas.
Here there is some apology given about the drama and its possible
defects. After the usual prayer, the manager of the theatre, known
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as the Sitradhdra (the bearer of the thread), tells his companion
actor that he has been ordered by the assembly of men that has
gathered on the oceasion of the Spring Festival, to present Kilidasa’s
drama, the Malavikdgnimitre, on the stage. The companion asks
him whether people will appreciate the drama of a living author
when there are dramas by earlier writers who have earned world
fame. Then the manager says: "'Everything does not become accept-
able simply because it is ancient, and a poem shall not be con-
demned on the ground that it is new; genuine critics make the choice
among them and the ordinary people follow them in their views."
This indicates that that was the first time when a drama of Kalidasa
was presented on the stage. There is also an indication of Kilidasa's
confidence in the suceess of the performance if onee it is shown on

the stage.

The Malavikdgnimitra is a historical drama with a love affair
intertwined with the histarical event. The two plots are very
cleverly intertwined. One cannot be released from the other. At
first it may seem that the love affair between king Agnimitra and
the princess Malavikd forms the main plot and that the historical
event is only a minor factor. Bui when we consider the character
of the hero, it will be found that the historical plot it is which brings
out the true character of the hero. Without this historical event
brought in the beginning and also in the end of the drama, the hero
dwindles into a simple, meek lover with no sense of responsibility,
with no noble traits, But when the historical event is brought to
bear on the character of the hero, it would be found that he is a
true hero of martial valour, in whose private life some simple events
also took place which bring out his human traits to temper his
martial valour.

The plot relates to one of the most critical periods in the his-
tory of India. Towards the close of the third century, a great
warrior, with the assistance of his great minister, one of the greatesi
diplomats named Kautilya or Canakya, overthrew the last of the Nan-
das who were weak and unworthy of sitting on the throne of the
Magadha Empire in India, and ascended the throne; he is Candra-
gupta, the founder of the Maurya dynasty, He and his grandson
Asoka restored the glories of the country and also revived the an-
cient culture, That was the time when foreigners were on the bor-
ders of India and, but for this timely change in the political situation,
perhaps India would have fallen a prey to the invaders like the
countries in the west at that time.

The last king of this dynasty was also very weak and the
country was again in the danger of becoming a victim of foreign in-
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vagion. His commander, Pusyamitra, got rid of him and ascended
the throne, though he styled himself simply as commander of the
army and not as king. His son was Agnimitra. an equally great
warrior, and he was commissioned to consolidate the empire in the
south. He took up his residence in Vidiss as his capital. The minis-
ter of the last Maurya king was the brother-in-law of the king of
Vidarbha, just to the south of the place which Agnimitra chose as
his capital. Naturally he was Agnimitra’s enemy, and Agnimitra
wanted to enter into a marriage alliance with the cousin of the king
who was a rival claimant to the throne. A marriage with the sister
of this rival to the king of Vidarbha was settled, and he with his
sister set out for the capital of Agnimitra. The party was waylaid
by the army of the king, and in the fray, the sister was missing and
the brother was captured. This is the situation when the plot of
the drama begins.

King Agnimitra sent a note to the king of Vidarbha asking him
to release the rival whom he had captured and also to find out the
missing sister, and the king replied that he would try to find out the
missing princess and would also release the ‘captive prince provided
Agnimitra on his part would release the minister of the Maurya
king who was a captive under him. This offer enraged Agnimitra
&nd he decided to send an army as a reply, breaking off all negotia-
fions.

It happened that the princess, Malaviks, escaped and found re-
fuge in the border post of the army of Agnimitra under the command
of the brother of Agnimitra’s queen Dhirini, and this brother sent the
dady, whose identity was kept a secret by her, to his sister as a fit
person to be in charge of her treasure and jewels and also as & com-
panion. The queen knew from her demeariour that she must be a
princess and concealed her from the king lest the king should fall
in love with her, since such an alliance may go against the alliance
with the prince who was a rival to the throne of Vidarbha; the hap-
penings on the way were not known to any one. She treated her
with unusual consideration, bad a painting made with her sitting
close to her, made a valuable ring with the serpent mark on it and
also entrusted her to a great dancing master so that she may have
training and be a rival to the younger queen, Irivati, who was an
expert in dancing.

Malavikd had 2 lady companion whose brother died in that fray,
and she decided to renounce the world out of grief, and joined the
monastic order. She too found her way to the palace of Agnimitra
and became a companion to the queen. The king had his companion,
known usually as the Vidiisaka, and Malavika too had a companion
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named Bakulavaliki who was the gueen’s lady-in-waiting, The four,
including the dancing master, prepared a plot to arrange for a meet-
ing of Agnimitra with Malaviki, and the plot succeeded. The queen
was very much annoyed and told the king that it would have been
far better if he had the same ingenuity in political matters also; she
did not want anything to stand in the way of the proposed alliance
with the Vidarbha prince through a marriage with his sister. This
starts the love affair; the hero and the heroine meet occasionally; the
queen becomes very much upset. The heroine is put under con-
finement and another plot by the same group helps them to secure
her release.

At that stage, the armv of Agnimitra had defeated the Vidarbha
king, and the king's son, Vasumilra, had also secured a great victory
over the Yavanas (Greek settlers in Persia). Both Agnimitra and
the queen were unhappy that the father, Pugyamitra, had given such
a risky commission to that boy prince. Now' the triumph removed
that displeasure. Escorts who escaped from the fray also found
their way to the palace of Agnimitra and they recognised Malaviki.
Everything turned out happy and the king Agnimitra and the prin-
cess Malavika were joined together in festive wedlock; the queen
Dharini was proud of this event and apologised to the princess for
the way in which she had been treated on account of her ignorance
about her identity.

Here we find a variety of characters, a variety of situations. The
king with his martial valour and firm determination is immediately
found to be engaged in a love plot in which he could not take the
lead: he trembles before the two queens and also hefore the princess
when they met in the garden. He even falls at their feet, and asks
for their pardon, It is the power of character delineation which
Kalidisa commanded which enabled him to reconcile a great hero
and s timid lover in the same person. Unless the king had been pre-
sented with his martial valour in the beginning, his behaviour be-
fore the queens and the heroine would have been ridiculous and
the drama would have been insipid. Now it turns out to be an en-
joyable humour when the great hero becomes so meek and timid in
the ladies’ apartments. The king is presented to us in the palace,
yet he is not the dry, formal king Dussanta on the throne in the
Saleuntala. without any human element. Agnimitra is presented in
a homely environment with all the natural weakness of men in their
home affairs, where heroism and hard determination become misfits,
A hero in war and a simple, lovable human being at home—this is
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The queen Dhirini is noble and dignified, very considerate to
the people around her, devoted to her husband, sacrificing every-
thing for his success, and never thinking of any petty enjoyments
and luxuries in the palace. She was simple in habits, sttended to her
duties with devotion, never thought of anything but the welfare and
success of the king and was more a mother to the king than a wife—
so serious was her bearing. As a contrast to her is the other queen,
Irivati, young and handsome, proud of her charms, thinking of
nothing but the luxuries of the palace, spending all her time in dress
and toilet and in drinking wine, talking freely about the pleasures
of wine, jealous and intolerant.

The lady-in-waiting of the elder queen Dhirini, named Bakuli-
valild, was serious-minded and became a trusted companion to the
heroine after her arrival and she played her part in the plot to bring
about the meeting of the hero and the heroine. Clever and careful,
she could be jovial and at the same time she knew how to keep her
tongue under control at the needed time. There is the Vidisaka, a
unique character in this drama in contrast to his usual behaviour in
the other dramas. Intelligent, full of resources, he was in the confi-
dence of the king and never betrayed him. In all difficult situations
he knew what he should do to save the situation and did it with a
natural ease so that no one thought of any plot being worked up.
There are the two dancing masters, one who gave instruction to the
younger queen Iravati, and the other who was employed by the elder
aueen Dhirini, as instructor to the hervine, The former is hot-tem-
pered and provocative, while the latter is proud of his art, calm and
yet full of a spirit of enthusiasm to defend the dignity of his profes-
sion, unyielding to any one, They formed a mutual contrast.

There was the lady companion of the heroine who lost her
brother and who in consequence took to the momastic order and
stayed in the palace of the king as the companion of the elder queen
Dhirinl. Highly educated, respected by the king and the gueen
and by all, devoted to her former companion, the heroine. and
working for the union of the heroine with the hero, keeping her eon-
fidence regarding the identity of the heroine. and though belonging
to a monastic order, engaging herself in accomplishing the worldly
purposes of the hero and the heroine,

Here we find an array of characters, each clear-cut and distinet
from the other, presenting contrasts that help in creating an artistic
harmony in the assemblage of contrasts. The king as a hero and as
a submissive lover, the two queens, the two dancing-masters, the
lady who had joined the monastic order playing the part of an active
agent to accomplish worldly ends, the heroine, a prineess and living
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incognito in the palace of her prospective husband—they are all
brought into a dual plot of political events and love episodes; a plot
full of action and tense situations. Events follow events in natural

succession, difficult situations arise in a natural way and solutions
are also worked out in the same natural way.

The Malavikignimitra is & drama of plot and action and charac-
ter delineation. The king is presented in the palace, both as a great
and firm ruler and a victorious hero, and also as a pleasant person
full of human elements; this is in contrast to the character of the
hero in the Sakuntala when he appears in the palace. Here we find
the hero of the Sakuntala in the setting of the hermitage in the earlier
acts, presented in the setting of the palace. There is little of Nature
introduced in this drama and this fits into the situation of intense
activity in which the plot develops. There is nothing that can be
called the supernatural also. This is in harmony with the historical
theme in the drama; supernatural events do not occur much in the
life of a historical hero, what is supernatural being in harmony with
mythological events. As a drama of plot and characterisation and
intense activity, this is one of the greatest dramas in Sanskrit lite-
rature,

b. Vikramorvasiya

The Vikramorpasiya is the second among the available dramas
of Kilidasa. In the prologue there is no apology for putting on the
stage a new drama by a living author. K3lidisa's name must have
become well known at the time this drama was staged, The stage-
manager simply appeals to the audience to give the dramatic troupe
a patient hearing: “It may be out of regard for the actors, the
friends who have given the audience enjoyment on previous occa-
sions; it may be out of consideration for a good theme; may you,
honoured men who have come here, lend an attentive ear to this
composition of Kalidasa." Kalidasa was confident that his name
was sufficient to create an interest in the nudience.

The plot is taken from ancient mythology. The story is as old
as the oldest literature in Sanskrit, the Rgveds. There is a poem in
the Rgveda in the form of a dialogue between the hero and the
heroine. 'The hero is king Purdiravas, the third in the Lunar dynasty,
grandson of the Moon. The heroine is a celestial nymph, Urvasi
The drama deals with the first meeting of the hero and the hercine,
their mutual love, ultimate marriage, their separation and their re-
union. The hero had already a queen, the daughter of the king of
Kaéi, the modern Banaras. The presence of such & queen helps the
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plot to develop with some intricacy, in so far as she becomes a mild
obstacle’ to the hero and the hercine coming together.

The Vikramorvadiya is a clear contrast to the Malavikignimitra,
In the Vikramorvafiya there is nothing that can be called a plot
The characters are few and there is little variety; they have no clear-
cut individuality. There is no action and no movement. The
supernatural element brings an element of wonder which sustains
the inferest in the drama. There is plenty of scope for musie and
dance, for light and colours. The poetry is superb in the drama,
far superior to what is found in the Mélavikdgnimitra, This is in
keeping with the situation full of supernatural elements and celes-
tial persons appearing in the drama, in contrast to the historical
theme in the Mélavikignimitra, which requires slso a more matter-
of-fact style in poetry.

Puriiraves was in the habit of occasionally visiting Heaven to
pay his respects to Indra, the king of the heavenly region. On one
such occasion when he was returning from Heaven riding on a cha-
riot drawn by horses and moving in the sky on the top of the clouds,
he heard a cry of distress, and on search he found that two celestial
nymphs, Urvasi and her companion Citralekhi, were caught by a
demon named Keéin; he rescued them from the demon and took
them to their celestizl home. That was the occasion for the first
sprouting of mutual love.

Urvasi decided fo go to the king on the earth along with her
companion Citralekhia. Purdravas too was then talking with his
confidential companion, known as the Vidiisaka, about the events
and about the charms of Urvasi and his feelings towards her, The
hero and the hercine met in the garden of the hero's palace; At
that time there was an announcement that Urvad was wanted in
Heaven by Indra, the Lord of Heaven, to take part in the perform-
ance of a drama produced by Bharata, the great sage and original
exponent of the dramatic art, in the presence of all the gods. She
hurried back; but her heart was full of the thoughts of Puriiravas.
During the performance, she was taking the part of Laksmi, and her
companion asked her in whom her desires fell, to which she replied
“in Puriravas" when she ought to have said “in Purusottama®, the
greatest personm, ie. Visnu. Bharata was full of rage at this mistake
and cursed her that she would become 2 mortal.

Indra wanted the help of Puriravas in his wars against the de-
mons, and knowing that the error was due to the love which Urvaéi
bore for the same Puriiravas, he permitted her to go to the earth and
live there as the consort of king Puriiravas. Thus Urvasi became
the wife of Puriiravas on account of his prowess ( Vikrama). When
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Urvasi came to the earth, the king was in the company of the queen;
the queen knew about his love and gave her permission and the king
married Urvasi. She had a son; but the understanding was that
Urvasi should live with Puriiravas until he would see the face of
a son born to her, and so Urvasi entrusted the boy to a female ascetic
who took care of him.

It so happened that one day when they were enjoying their
miutual company in the forests on the mountains far away from their
home, after the king had entrusted the work of government to his
ministers, there arose some misunderstanding between the king and
Urvadi over a petty affair, and so she lefi him and disappeared. The
king was full of grief at this lcss and he went into the forests and
wandered on the mountains, half mad over the incident, and began
to address various objects like the cloud and the birds and the
animals and the trees and the rivers, asking them if any one of
them had seen his companion. In the end he saw a gem which he
picked up and then he saw a creeper which attracted his attention
in a special way, and he tried to embrace that creeper, when all an
a sudden that creeper was converied into Urvadéi. She had wander-
ed into an area in the forests that was prohibited for ladies, and that
was the reason for her change into a creeper, though she could con-
tinue to see and hear and feel. Both exchanged their minds and
the misunderstanding was cleared up; they returned to the palace,

At this stage, the female ascetic who had been looking after the
son of Puriiravas born of Urvasi, brought him to the palace; his iden-
tity was discovered and Urvasi was sad that the time for her depar-
ture had come. The king also decided to place the son on the throne
and go to the forests for penance on account of this new misfortune.
But Indra sent word through the great sage Nirada that the king
should not put down his responsibility of government since there
would in the near future be a war between the gods and the demons
in which the king’s help was indispensable. So he asked Urvasdi to
live with the king. Thus a second time Urvasi lived with the king
on account of the prowess (Vikrama) of the king.

The dramsa derives its name from the name of the heroine
Urvssi and from the prowess (Vikrama) of the hero, with which her
hand was won by the hero. It is a drama of music and dance and light
and colour. The entry of a divine damsel will fall flat on the audi-
ence if there is no colour and a real show of supernatural glow.
There is no action at all in the drama; it is a drama of lustre and
brilliance, things that appeal to the eye and also to the ear by way
of music. The theme is supernatural and there must be a super-
natural atmosphere also, which is usually associated with light and
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colour and dance and music. Action is inappropriate in such a
situation. Where there is intense activity, there can be no light and
ecolour effect,

The hero sits silent and the plot develops, if there is anything
like a plot; anyway, there is no action on the part of the heroc and
the heroine and also on the part of the characters associated with
them. Things happen by themselves; there is nothing that can
function as a serious obstacle for the movement of the story, what
little movement there is, which obstacle has to be removed through
any positive steps that have to be taken. The queen is the only
possible obstacle, and she simply gives her consent for the marriage
of the hero with the hervine. Indra gives his consent to the heroine
to go to the earth and live with the king; as a matter of fact, he com-
mands her to do so. There is the heroism of the king at the outset,
which is only a prelude to the beginning of the story. His heroism
and his valour are mentioned by Indra in the middle and towards
the close of the drama. At the closing portion also there is a touch
of heroism. But heroism and activity do not form the main feature
in the drama.

In the Fourth Act, where the king is seen wandering about the
forest regions in search of the heroine who had disappeared, there is
plenty of scope for acting, and it is mono-acting. This is the place
where there is an element of Nature introduced into the drama. The
main part of the drama, all the Acts except the fourth, is laid in the
palace, where there is no scope for any Nature description. But the
Fourth Act compensates for this defect. Tt is full of Nature descrip-
tion. Thus, the celestial nymphs and the king in the Fourth Act
give plenty of scope for music and dance. The queen appears only
in two Acts, where the heroine also appears; it is just before the ap-
pearance of the heroine that the queen is presented on the stage in
bath the Acts. She is too noble and dignified and serious to be a fit
centre for an atmosphere of music and dance and light and colour; she
appears in the drama as a contrast to the heroine, the divine damsel,
The Vidisaka, the confidential companion of the hero, also is the
usual character found in most of the dramas; he talks stupid things
that are supposed to pass as jokes and he also behaves in 4 comical
way which is supposed to provoke laughter.

There is a possibility of interpreting the drama as & form of
glorifying Nature in the life of man. The king had the noble and
dignified queen as companion and he is attracted by the fickle plea-
sures of the celestinl region personified by the celestial nymph
Urvasi, the heroine. She forsakes him and he resorts to Nature to
find out his lost happiness, and the celestial happiness becomes #
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¢ feature in his life only when that was converted into an
aspect of Nature and when he found it in that object of Nature, a cree-
per. Man is happier in this world than what he could be in heaven.
Without this back-ground of a philosophy, the Fourth Act becomes
an irrelevant projection from the story. The drama brings into pro-
minence the contrast of life on the earth and life in Heaven, the
permanent value of the one and the fickleness of the other.

¢, Sikuntala

The Sdkuntala has always been recognised as the masterpiece
of Kalidasa throughout the history of Sanskrit literature and also in
modern times. What the great German poet Goethe wrote about it
after reading the translation of a translation, is known to all who
are acquainted with Sanskrit literature. The Sikuntala must have
been his last drama, among the three now available to us. By the
time he wrote this drama his fame had been well established as a
oreat dramatist. It is certain that he had written many more
dramas and that must have been the reason for this great fame which
he was ahle to establish. But those dramas are now lost to us. He
was also known as a great poet besides being a great dramatist.

After the usual prayer at the beginning of the drama, the stage-
manager enters and asks the chief actress to come to the stage if she
has completed her make-up and she enters, when the stage-manager
announces that they propose to present the drama of Kilidasa named
the Sdkuntala before the audience in which the majority are great
scholars and critics and he asks the chief actress to bestow special
attention on each and every character. There is no apology. When
the chief actress says that in so far as the stage-manager had been
properly trained in his art, there would be no defect, he again says
that even though he had been able to give satisfaction to the learned
people through his performances, he felt a little diffident about that
day's performance; even for those who are well trained, the mind
loses its confidence on occasions. Such is the present occasion, per-
haps in so far as he has to present a drama of Kalidasa.

The theme is taken from the ancient epics, like the theme of the
Vikramorvasiye. The characters that appear in the drama are
known even in the Vedic literature. The hero is one of the great
kings of the Lunar dynasty, a direct descendant of the hero of the
Vikramorvasiye. The son of the hero and the heroine, Bharata by
name, is also a great king whose name appears in the Vedie lite-
rature.  The heroine is the daughter of the celestial nymph Menaks,
and of the great sage Viévimitra, who was enamoured of her charms
and submitted to her solicitations. A baby was born, a girl named
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Sakuntald who was abandoned by both the parents, and another sage
named Kanva saw the baby thus abandoned and took care of it as
his own daughter. She grew up in the hermitage in the company
of two other girls of her own age who were sent to the hermitage by
their parents for proper education. It was time that the foster-
father found out a proper mate for the girl. This is the stage at
which the plot of the drama begins.

There was a great king of the Lunar dynasty named Dussanta;
one day in summer he was hunting in the forests near about the her-
mitage of the sage Kanva, and drawn by an antelope he reached the
gate of the hermitage and understood that antelope to belong to the
hermitage. He was invited at the gate by some boys who were dis-
ciples in the hermitage, to go to the hermitage. On enquiry he was
told that the great Sage was not himself at home and that he had
left on a pilgrimage to have a bath in & holy place called Somatirtha
in order to expiate some sin that he suspected in the case of his ad-
opted daughter; but that daughter was there to receive the guests:
He entered the hermitage and saw three girls watering the trees and
the plants and the creepers in the garden of the hermitage, He
found a pretext to enter the garden instead of going to the hermit-
age proper, and all the four sat under a tree, the king being re-
ceived by them in the garden without much of a formality. The
first sprouts of the mutual love between the hero and the heroine
made their appearance at this meeting.

Returning to the camp, the king had 2 sleepless night, and the
next morning he decided to cancel his hunting, and then he began
to talk to his confidential companion, the usual Vidusaka, about what
he had seen the previous day; he wanted some excuse to continue
his stay in that neighbourhood. At that time two disciples in the
hermitage came to him and invited him to spend a few days in the
hermitage so that they could have protection against the evil spirits
that were harassing them on account of the absence of the Sage,
and he willingly accepted the invitation. He sent the confidential
companion to the capital and the army also was sent back. He was
left alone in the hermitage.

There were various occasions when he could meet the heroine,
and the two companions of the heroine were. very helpful in
managing their meeting. Their mutual love developed and they
decided to marry according to the ancient custom of companionship
marriage without any religious rites. After spending a few days,
the king returned to his capital with a promise to send proper escort
to take Sakuntala to the palace, in a few days. The heroine was ex-
pecting a baby. She was full of thoughts about her consort at this
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first separation; there was also a doubt, entertained by the two com-
panions that perhaps the king might change his mind after his return
to the palace and its environments.

Af{ that time it so happened that a sage named Durvisas came
id the hermitage; Sakuntald, the heroine, was completely immersed
in her thoughts about her husband and did not notice the arrival of
such an honoured guest. He was enraged and cursed her that in so
far as she ignored him, the man about whom she was thinking would
also forget her. The companions heard this curse and after great
entreaty secured a terminus for the operation of this curse, which
was the sight by the king of a suitable mark for recognition (Abhi-
jadna). They kept the curse as a great secrel.

The great Sage, the foster-father of the heroine, returned and
knew from a supernatural, celestial word that the king had come
during his absence and had married the daughter who had become
an expectant mother. He was very much pleased that he could
secure as his son-in-law the very person whom he was thinking of
as the suitable husband for her, He made immediate arrangements
for her journey to the palace of her husbhand. There was great
festivity in the hermitage. She was dressed up in the proper fashion
for the journey to the palace, with silk and jewels that were given
by the forest-nymphs living on the trees, The farewell to the trees
and the animals and the birds of the hermitage is a very touching
scene, She was sent to the palace under proper escort.

&akuntald had a ring given to her by the king when he left her.
Her companions thought that that ring would be a proper mark for
recognition in case the king, now in the palace, did mot recognise her.
But during the journey, the ring was lost in a lake where they had
their halt. They reached the palace; they were received with all
honours due to the people from a hermitage. The king had for-
gotten all about the events in the forest, The heroine marrated
various events that had taken place and she tried various methods
to remind him of the marriage. He was adamant; hot words
passed between the king snd one of the escorts, a young boy
who was a disciple in the hermitage and who knew the heraine
for a long time. In the escort, there was the sister of the Sage,
who knew mnothing of what was taking place between the king and
the heroine during the former's stay in the hermitage; her pride was
wounded. In the end, the hercine showed her face by removing
the veil; there was no effect; she thought of the ring, and that was
missing, In this pitiable position the escort refused to take her
back to the hermitage and the king refused to take her into the
palace. She was suddenly taken away by some shining person, a
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lady; that was the companion of the mother of the heroine, who was
always watching about her welfare, She was deposited in the her-
mitage of another great sage, Marica. There a son was born to her
and the boy grew up and received proper training as a prince.

The lost ring was found by a fisherman and taken to the king.
On the sight of that ring, the king remembered again all that had
taken place and he was full of remorse; but it was too late. He was
in the garden thinking of and repenting his mistake. At that time
a message came from Indra, the Lord of the heavens, that the king
might go to the heavens to help the gods against the demons; he
ascended the celestial chariot and went to the heavens and defeated
and killed the enemy. He was returning to the earth, when he was
attracted by the beauty of the Himalayas over which he was flying.
He decided to get down there, and knowing that the hermitage of
the great Sage Mirica was in that neighbourhood, he went there,
A boy was playing with a lion and the king knew that that must
be his son, when the boy said that his mother was Sakuntala, There
was re-union and they all returnd to the palace,

There is an interesting story in the drama though there is no
intricacy in the plot, It is a simple plot, but very cleverly handled,
It is full of tense situations, especially in the second half. There is
a variety of characters that appear on the stage and the number is
also large. The character delineation is superb, well cut and full
of life and activity, especially in what are known as the minor cha-
racters. This is the droma where Nature plays a very important
part, The scene, except in the Fifth Act when the hero and the
heroine meet afier their separation in the hermitage, is in the forest
hermitage; the Sixth Act where the king appears in remorse and
repentance, is in the palace garden. This gives ample scope for the
introduction of Nature as an important element in the drama. The
one palace scene is to bring about the contrast between Free Nature
in the forest and the dead formalities in the palace. The Heaven
and the Earth, the supernatural and the natural, the king and the
common people, the Sage and the affairs of the world—all are blend-
ed into a very harmonious whole,

The most dominating character in the drama is the great Sage
Kanyva, the foster-father of the heroine; he appears on the stage only
once, at the time of the farewell of the heroine from her forest home,
in the Fourth Act, Yet we feel his dominating presence through-
out the drama; the story receives the power for its movement, its
whole momentum, from this great personality. The hero does
nothing, the hercine does nothing. Everything is done by this great
Sage. An eternal celebate, he becomes a very fond father always
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worried about the marriage of the hercine when she came of age,
and even undertaking a hard pilgrimage to expiate any sin that
might be in the girl in so far as she was not securing a suitable com-
panion in life. He has renounced, he is a hermit, only in so far s
his private life was concerned; he never started a movement to con-
vert people to his way of living and never organised an Order to
which he admitted people. He worked for the people in their
normal life.

In contrast to him is the other sage who too makes his appear-
ance only once and that in a casual way; he is the irritable Durvasas
who cast a curse on the hercine. He is not felt either prior to this
or after this and his curse had no real effect; its effects, temporary,
were wiped off very easily. He had the form of a hermit; he was
full of a sense of self-importance and could never understand the
realities of the world. He had no sense of values either and he in-
flicted such a hard punishment for such a simple error. For-
bearance, compassion and tolerance are nowhere near him, the very
gualities that should make up & bermit. He destroyed, rather tried
to destroy, in a moment what the other true hermit had built up
during many years. He came. did damage and disappeared while
the other remained, worked up, built up and continued.

The king is a great contradiction in himself and it is this contra-
diction within which makes the character so very interesting; but
for this contradiction, he would have been a simple, insipid figure
an the stage. We see him in various settings. First he appears in
the act of hunting and then suddenly the character changes. When
he hears that the grest Sage had left the hermitage entrusting the
duties of receiving guests to his daughter; his interest in paying a
visit to the hermitage flares up, and he conceals his real intention
with the apologetic statement that she would convey to the Sage his
great devotion and loyalty to him, Instead of straightway going
into the hermitage, he hides himself behind a tree to watch the three
girls as they are watering the trees and creepers in the garden.
A bee comes out of a flower and disturbs the hercine who shouts out;
the companions say, “You call out for the king" That gives an
opportunity for the hero to make his appearance from behind the
tree, as if he was protecting the girls who were attacked by some
evil being. His identity is discovered by them and yet he con-
soles himself thinking that they would believe him to be only a
king's agent. He is accustomed to all the formalitiee and rcere-
monies of court and here he has to move like an ordinary person;
he is happy to be so free in an informal setting and yet his feeling
that his identity has been detected makes him a little uncomfortable
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in that setting. The two companions taunt the hercine, and the heroine
tries to go away when one of them stops her saying that she should’
pay back her debt in the form of an extra tree watered by the com-
panion on behalf of the hercine, The king's own nature steps in
and the hero offers his ring to the companion to get the hercine
released from that obligation. There is a sort of humour in the
situation. The king’s simple nature as an individual and his feeling
of royal status come into mutual conflict and that creates the hu.
morous situation. We like him as a simple, good-natured man and
we pity him for his royal status

As a real contrast to this, we see the same king in his palace
sitting on the throne when the hercine under proper escort goes to
the palace. Here we find the king as a king, devoid of any human
touch, thinking only of the palace and its formalities and cere-
monies. There is the liveried attendant entering first as afl emblem
of royalty, and then the king himself is introduced as a ruler, fati-
gued with the weight of government, his human nature thrown into
the back-ground being hidden by this self-consciousness of his royal
position; yet there is a human element in him 4s a man which is con-
cealed behind the royal paraphernalia, and we see just a glimmer of
it when he says that his oppertunity to sit on the throne had only
brought to a close his long-cherished eagerness for that position
with no special advantage and with the weight of his work without
anything to compensate it. He as a crowned king orders that the
guests be received at a particular place by a particular official in a
particular manner. He does not recognise the heroine and even re-
fuses to consider any such possibility, stiff in his replies, unbending
in his obstinacy, emphasising his royal status and intolerent of any
one and any other view. Such a presentation of the character of
any one would have been revolting but for his presentation in an
earlier scene with all his human traite and human frailties, This
scene of the king on the throne forms a sort of bridge between the
king in the hermitage in the earlier Acts as & simple person and his
future presence in another hermitage as a king with human features
combined. It is such a combination of contrasts that makes the

character so very interesting.

There is the confidential companion of the king, just a simple
fellow pretending to be a humorist; he is just an oecasion for the king
to give out his feelings. In the Second and in the Third Acts, there
is little of action; they form some sort af Iyrical poetry in the form
of dialogues, In the Second Act, the confidential companion is the
only suitable person that could be introduced and in the Third Act,
the two ecompanions of the heroine and the heroine herself appear

112



EALIDASA

only to give an occasion for some of the most lyrical passages in the
drama. This lyrical portion prepares the mind of the audience for
the intense activity and brisk movement in the next two Acts. In
the Sixth Act, we are taken once more into a situation of lyrical
poeiry that eases the mind from the strain of the Fifth Acl, where
the king rejects the heroine and the escorts from the hermitage too
refuse to take her back.

One of the two disciples who accompany the heroine is also a
very strang character, assertive and firm in his views, fearless in
giving expression to his feelings. He calls the king a fraud in so
far as his politics is nothing but cheating others. The most interesting
characters in the whole drama are the two companions of the
heroine. They have & single heart and a single mission, to help the
heroine in her life, But they are a contrast to each other and it is
this contrast that gives life to the two characters, One is jovial and
talkative, provoking talk also, ready with jokes, very resourceful in
creating humorous situations. The other is rather serious with
fewer words, but full of human traits, able to understand others and
even ready to take a joke for its true value. Both are full of life
and sincerely devoted to the heroine,

There are other very interesting character delineations like the
fisherman who finds the king's ring inside a fish and brings it to the
king recognising it from the name engraved on it and the policeman
who catches him for being in possession of the king's treasure,
There is the commander of the army who wants a day's freedom
from hunting and yet pretends to be very enthusiastic about the
hunting, The son of the hero in the last Act where he is introduced
as playing with a lion cub, is another very interesting character.
The friend of the heroine’s mother who was keeping & very vigilant
watch over the affairs of the hercine does not appear on the
stage. The liveried attendant of the king (called the Kaieukin),
an aged man, full of his sense of duty and proud of his posi-
tion, also is a very impressive character. 1In all such cases, the cha-
racter is skelched with a very few strokes, and even with such a
small number of strokes we get a picture very clear and vivid, sharp-
ly drawn with a well-marked individuality. It is in the sketches
of the characters who appear only very seldom on the stage that we
find the mastery of Kilidisa in the art of character delineation.

Then there are characters that are not introduced as characters
in a drama, that appear only as an embellishment on the back-
ground and on the borders; T mean the objects of Nature. They
appear as living characters, with feelings, among whom the charac-
ters live as companions and as equals. In the First Act, the heroine
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with the two companions appears watering the garden. They speak
of the trees and the creepers in terms of the beloved and the lover.
They talk of their marriage, and this gives an occasion for introduc-
ing the prospective union of the heroine with a suitable companion.
In the Fifth Act, there is the leave-taking when the trees and the
animals and the birds come in as companions of the heroine, The
objects of Nature are as much active characters in the drama as
the living characters like men and women.

The supernatural also comes into the development of the plot
of the drama, The supernatural element helps to prepare the mind
of the audience for the mew situations arising, while such situations
arise as a natural sequence to the events in the drama. Thus there
is @ balance between the natural and the supernatural. Even the
curse of the wicked sage is not presented as having any active fune-
tion in the development of the plot. The king on the throne is pre-
sented in such a way that any one would feel that he actually re-
membered the events in the forest but was pretending to know
nothing about it to save his face when he was sitting on the throne
surrounded by his officials; they would not like that the king went
to the forest and married a girl in a hermitage. By the time the
scene is finished, there is the revelation of the actual fact and the
remorse of the king at his mistake and the consequent suffering of
the hervihe. The sight of the ring and its effect in reminding the
king of his actions in the forest hermitage are not openly presented
to the audience during a main Act, but only in an interlude between
two Acts. What actually impresses on the audience is that the king
simply pretended not to remember any of the events in the forest in
the Royal Assembly while, when he was left alone, he repented his
action done when he was sitting on the throne. Other minor items
of the supernatural like the quivering of the hand when the king
entered the forest hermitage which indicated sssociation with a be-
loved, are only the popular beliefs of the times which were quite
natural on the stage. The forest nymphs living on the trees sup-
plied the silk robes and decorations and the ornaments for the
heroine to go to the palace; this is in unison with the situation, and
the journey of the hero to the heavens is also in accord with the
nature of an epic hero. The supernatural elements prepare the
proper atmosphere for the different stages in the development of
the plot while the events take place in natural sequence.

The whole drama is a harmonious assemblage of factors that are
different from one ancther into a unit; the great Sage and the king,
the great Sage and the pretender sage, the different sides of {he herp,
the two companions of the hercine, the human beings and the

114



KALIDASA

animate and inanimate Nature and the semi-divine beings, earth
and heaven, forest hermitage and palace—all are brought into a
harmonious whole, Everything fits into its place and the differences
are obliterated. The hard facts of the world are presented in a
romantic setting,. We know that what we see is something different
from what comes within our mormal experience, and yet we feel
that everything is very natural and we believe in the reality of the
situations, That is the great Art,

tiiiy POEMS
@¢. Raghuvemsa

The Raghuvamsa Is an epic poem in eighteen cantos. As the
name jmplies, it deals with the Raghu dynasty. It js perhaps one of
Kilidasa's earliest compositions. We do not know whether it is his
earliest composition or whether the drama Malavikdgnimitre preced-
ed it. The probability is that he started this epic as his first attempt al
poetry. After a prayer that he may be endowed with the ability to
command proper language for proper ideas for a poem, he apologises
for his undertaking, having regard to the vast difference between his
intellect and the theme, and confesses that he may be the target of
ridicule for this effort like a dwarf trying to pluck a fruit on the
high hranch of a tree; then he excuses himself that he is proceeding
along the path chalked out by earlier poets, like 3 thread following
the holes on a gem made by & gem-cutter, This long prelude to the
poem indicates that this was his first attempt at writing poetry.

The dynasty of the Raghus is introduced by an enumeration of
the great qualities of the kings of that dynasty and the poet requests
the readers to judge it with sympathy since he is persuaded to make
that undertaking by the great qualities of those kings. The first
king is Dilipa, in the line starting from Manu the son of Vivasvat
(the Sun), and this king is described in eighteen verses. Here we
do not see the palace or the military officials or the ministers or any
of the paraphernalia and pomp as emblems of royalty, but only the
virtues of a noble ruler. He had no son and so he undertook a jour-
ney to the hermitage of his teacher Vasisths, in the forest. Here
Kilidasa finds ample opportunity to deseribe Nature, the peacocks
and the antelopes and the various kinds of birds on the way. He also
introduces a peasant who offers the king new milk products prepared
in his cottage. On reaching the hermitage where also there are
trees and birds and animals, he meets the teacher who tells him
that he had once neglected to show proper respect to the divine Cow,
Kamadhenu, when he was returning from Heaven and that such &
neglect of duty was the cause for the arrest of his royal line. He ad-
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vises the king to look after the daughter of that divine Cow in the
forest until she would bless him with a proper boon. Here we se¢
the king like an ordinary man, looking after a cow in the forest, in
the beautiful surroundings of Nature. The cow tries his fidelity by
creating an artificial lion that sits on her while she has wandered
into a cave, unnoticed by the king who is admiring the grandeur
of the mountain scenery. He requests the lion to spare the cow, the
lion advises him to return to the hermitage since he cannot hurt
the lion with any weapon in so far as he is a servant of the great
God Siva, protecting a tree there. The king offers his own body in
exchange for the cow and falls flat on the ground for the lion to
eat him up, and when he lifts his head since none is touching him
there is only the cow and no lion. She tells him that she was only
trying his fidelity and that she is pleased with his service; she asks
him to suggest a boon that she may give him, and he wants nothing
except that he may have a son worthy to be the starting point for a
new royal dynasty. This is the theme of the first two cantos.

The gueen became pregnant and a son was born, to whom the
name Raghu was given. He had his education and when still a boy,
the king wanted to perform a sacrifice which the lord of Heaven,
Indra, did not approve, and Indra stele the horse that was let loose
prior to the performance of the sacrifice. The boy who was protecting
the horse chased the divine lord and in the fight that ensued, the
mortal boy discharged arrows from below and the divine warrior
shot the weapons from above; the boy fought so valiantly that Indra
had to use his divine weapon to stop the boy's assault. He was very
much pleased with his valour and returned the horse saying that his
father would have the fruits of that sacrifice even without perform-
ing it. After the retirement of the king from the throne in his old
age the prince Raghu became king. He undertook a march of victory
round the whole of India to bring the entire country under one cul-
tural power, Here it is the objects of Nature that form the chief
theme for the description, though in a march of victory army and
battle cannot be kept out completely. The rice cultivation, the palm
trees. the sandal trees, the elephants and the rivers and the flowers
are described in appropriate regions. After going round the whole
of the present-day India through the eastern and the western coasts,
Raghu reached Persia where the Yavana (Greek) damsels enjoyed
their wines, where the army fought riding on horses and where the
soldiers had beards and wore turbans, He marched northwards to
the Oxus river where there were the Huns and then he went to Kam-
boja on the north-west and to Kashmir, where the saffron was grow-
ing in the fields. He ascended the mighty Himalayas, when he
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felt the mountain a match to him and the mountain felt him a match
too. The lions, the trees, the herbs that emit a glow at night, the
various tribes on the mountains, all are described, and then he
reaches the eastern end in Assam and returns to his capital. This
is a march of victory for the king, but it is also a Nature deseription
i1 the various regions, with the customs and mammers prevalent in
those regions. These events form the subject matler for the third
and the fourth cantos. In the fifth canto, a disciple of a great sage
who has finished his education and wants to pay his fee which
happens to be a large sum, approaches the king, who at that time has
given away all his wealth at the close of a great sacrifice. He de-
cides to take the necessary wealth from Kubera, the lord of wealth,
a semi-divine person, and the latter is afraid of the king's invasion
and fills his treasury with gold and gems at night. The king hears
about this wonder in the morning from the keepers of the treasury,
and gives the disciple what he wants and desires to give more, which
he does not take. At this time, the king of Vidarbha decides on
holding a wedding ceremony for his sister, Indumati, at which she
is to select her husband from among the assembled princes and
kings, Raghu too has an invitation so that he can send his son,
named Aja, for the ceremony. The prince starts on his journey,
enjoys the hospitality of the common people in the villages and once
makes a halt on the banks af the river Narmada., An elephant attacks
the armv, he discharges an arrow gently to retire him and not to
kill him: the elephant turns into the form of a shining demigod, He
tells the prince that ke became an elephant through the curse of
a sage and that he regained his nature on the touch of the prince’s
arrow. He instructs him in the use of some divine weapons and
blesses him and wishes him all success. The prince reaches the
capital of the Vidarbha country and is duly received at the en-
trance to the city. He spends his night comfortably after his
journey and in the morning he is awakened by the bards singing
about the morning, which piece, only a few verses, is recognised
as one of the best in the whole range of Sanskrit literature accord-
ing to tradition. This closes the fifth canto.

In the sixth canto, there is the assembly of kings and princes
who had gone to the Vidarbha country ss suitors for the hand of
the princess, The prince Aja is there and he too takes his seat among
the others. An elderly lady who knows all about the dynastic de-
tails describes the kings one by one. The princess would be able
to have some enjoyment or other in the palace of the various kings.
Among such enjoyments there is no mention of any royal pomp gnd
luxuries. It is all an enjoyment of some aspect of Nature, the ocean
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wind rustling the palm-tree leaves on the east coast, the breeze
from the river, the garden on the city suburbs, the hills with the
peacocks dancing on the rocks in the rainy season, the sandal-wood
tree on which the cardamom creepers wind round and so on. In
the end Aja is accepted and in the next canto, there is a detailed
description of the actual wedding ceremony. The ladies of the city
erowd at the windows in the sireet when the pair rides on & she-
elephant to go to the hall where the ceremony is to take place. After
the wedding, the pair leaves for the kingdom of the bridegroom,
and the disappointed kings waylay them; but Aja is equal to the
occasion, and single-handed, he defeats the entire army of his
enemies. They reach the palace,

The king retired and Aja became king. One day when the
king and the queen Indumati were in the garden, a garland fell on
her body and she dropped down dead; the king was full of grief and
was walling and even the trees and the birds expressed their grief.
The family teacher sent a message to the king to console him on this
sad event; the queen was a celestial damsel and she became g mor-
tal on account of a curse by asage. She would retirn to her celestial
status when a celestial garland would fall on her. At that time a
pair of demigods were going along the skies and by chance a gar-
land fell down from their hands and at its touch the queen again
became a celestial damsel. He too could join her after his death,
He continued his rule until the son eame of age, and when he came
of age with proper education, the king put him on the throne and
with his Yogic powers, he cast off his body and reached the heaven
where he was united with his former queen. Here a part of the
epic ends and there is a very happy end.

Here there are three kings each with a clear-cut individuality.
The first was devoted to his kingdom and his people and suffered
life in the forest as a cowherd for the sake of his people. The
second was a great warrior who fought even with the lord of the
heavens as a mere boy and zlso concluded a march of victory over
the entire country, The third was a prince who enjoyed a happy
life on earth and reached heaven. There is much of Nature des
cription also in this portion.

In six cantos, the story of Sri Rama is described; the successor
to Aja was the father of Sri Rama, king Dagaratha, The desecrip-
tion of his reign, the description of the Spring season and of his
hunting expedition at the close of the season, form the subject matter
of the ninth canto, and from the 10th canto, the story of Sri Rima,
as given in the Rd4mdyana, is given with fidelity in five cantos. The
narration has necessarily to be rather rapid, and there are occasions
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whenthnpoetisahlttupaintmmverymhingmem, Sri Rama
haﬂtoguasaboyiurthaprotecﬁunatamﬁﬂcemd on the way
back, he went to the country of Videha and married Siti; then
whentheywmaﬂretumingmtheirmpitalmeyhadtufacaa
strong enemy, Parafu Rama; the meeting of Sri Rima with this
adversary is beautifully and graphically painted. When towards
the close Sri Rama had his victory over his enemy Réavana who had
abducted his consort during his exile in the forest, and when he
was returning in an aerial car over the ocean to his capital, he
showed the ocean below to his consort Sits, and that deseription is
recognised as one of the best in Sanskrit literature according to
tradition and also according to modern judgement. Sri Rama had
to abandon his consort on account of public talk that she must have
lost her purity during life in the enemy's captivity, and the scene
of consultation among the brothers and the final abandonment and
the message of the heroine to Sri Rama from the forest where she
was abandoned, are also very touching.

After the departure of Sri Rama from this world, his son Kufa
became king and he changed his capital from Ayodhy3, the ances-
tral capital, to & new city called after him as KufSvati During
sleep one night, the Spirit of the abandoned capital appeared be-
fore him in the form a young lady and gave a touching description
of the pathetic condition of the deserted city after his departure.
This too is a very charming section. His son Atithi succeeded him
and in the sixteenth canto there is the description of Summer and
of a water sport and some incidents on that oceasion, which too is
very beautiful. In the seventeenth canto a large number of kings
are described, each in three or four verses, and such pen pictures
are also very graphic. In the eighteenth canto, the last king,
named Agnivarnpa, is introduced. He was & very indolent person,
spending his whole time in the harem enjoying life among the
women-folk, dissipating his life and ignoring the duties imposed on
him as ruler. He would not even appear on the balcony to be seen
by the people who thronged in the palace to have a sight of him, but
would only put his feet outside through the window, His life ended
in incdrable diseases and he died when the queen was pregnant, The
queen sat on the throne as regent. This is the close of the epic.

In this epic we sée a large number of characters drawn, each
with a sharply cut individuality, seen in clear relief, full of life,
moving in & variety of situations, and we see also the descriptions of
NMature with all its wealth and variety like seasons and forests and
trees and creepers and flowers and breeze and mountains and animals
and birds and rivers, with Fairies and Forest Nymphs, gods and
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men and kings and the wise people and the commen men—all
brought together on the same scene. It is a whole world drawn
on a small scale without missing any detail and without losing any
clarity of vision and perspective.

The Raghuvarifa is the greatest of Sanskrit epics of that pat-
tern. It is simple and even children start their study of the
language with portions of this epic, and yet even scholars in their
mature years find enough scope for further study in this epic, find-
ing full satisfaction for their intellect and emotion in this epic. It
is full of human touches and its realism is illuminated with occa-
sional glow of supernatural events. An epic hero and an epic theme
become insipid in dry realism, and an undiluted supernaturalism re-
moves the human interest from it, Here there is a happy combi-
nation of both in proper proportions.

b, Rumdrasambhava

The Kumdrasambhava is a short epic in eight cantos. It is cer-
tain that the poet had an intention of writing the further portions,
and we do not know why he left the work unfinished. Some later
poet completed the work and wrote also a commentary on that por-
tion, for which there are no commentaries from earlier commentators.
Kumidra is the name of the god (the word meaning young or prince)
who became*the leader of the army of gods and who exterminated
the demons when the latter harassed the gods in Heaven. There is
no prayer, there is no apology in the beginning of the epic. The epic
is started straightaway and the start is with the anmouncement of
the great mountain of Himalayas and the Spirit that presides over
the mountain. This is followed by a grand description of the moun-
tain with divine damsels and various tribes that reside there the
animals Jike lions and elephants, the elouds that reach up only to the
half the height on the sides, the herbs that emit a glow which reaches
to the inside of the caves, the breeze, the snow deposited on its tops
and so on,

The mountain had a wife named Men&, and they had a son born
who was named Mainika, Then was born a daughter, who was
known as Parvati, being the daughter of Parvate (Mountain). It so
happened that the great God Siva had a wife named Sati, daughter of
Daksa who was one of the Prajipatis (Lords of men, the primal
progenitors of humanity). She suffered some humiliation at the
hands of her father and through her Yogic powers she left off her
body and was born again as this daughter of the mountain Hima-
viin, also known as the Himélayas. One day a great sage praphe:
sied that the same great God Siva would become her husband in
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due course. This great god had taken to permanent penance for
some purpose that is inscrutable and he took up his abode on the
mountains on the bank of River Ganges, a place that is described
by Kalidasa as fit for a young couple to meet and make love to each
other rather than for undertaking a pengnce. The mountain Hima-
viin commissioned her to go to serve the great God during his penance;
she had grown up to be a very enchanting young lady and the
deseription of her youth is very charmingly given by Kalidasa.
This is the first canto.

At this stage, a demon named Taraka was causing much harass-
ment to the gods, and the gods went to the Creator Brahma for protec-
ticn. He told them that he had given that demon a boon that gods
would not be able to kill him except a son born to Siva, who had
undertaken a penance and would not marry and have a son, He
advised them that somehow they must try to create in that God
some love for the young girl who was serving her so that he would
marry her and have a son. The king of the gods, Indra, summon-
ed Kamadeva the Lord of Love and asked him to try his powers to
change the mind of the God, and Kamadeva with his wife Rati and
his attendant Vasanta (Spring season) went to the place where Siva
was sitting in penance. There is a description of the whole forest
that had becoms silent and motionless so that there be no disturb-
ance for.the penance. Suddenly the whole forest changed its ap-
pearance, the Spring season having started out of its proper time.
The young lady was approaching the God with a garland in her
hand and Kamadeva took the opportunity to discharge an arrow.
The God felt a change in himself, looked around and saw Kima-
deva with His bow bent at the point of discharging the arrow and in
his anger sent out fames of fire from his eyes which consumed
Kamadeva. His wife Rati wailed bitterly at the loss of her hus-
band. This closes the fourth canto. The description of the Spring
season, the approach of Parvati, the burning of Kimadeva—theso
are all very graphically described in the third canto and the wail-
ing of Rafi, the wife of the dead Kimadeva, forms the theme for a
very pathetic elegy in the fourth canto.

After this frustration of il her hopes, Parvati decides to per-
form penance to propitiate the God, and her severe penance attracts
the attention of the God who appears beforg her in the form of a
young disciple. After ascertaining her intentions in undertaking
such a severe self-mortification, he tries to dissuade her from it talk-
ing disparagingly of the God. She gets angry at this and asks him
to depart. The Geod is pleased with her fidelity and promises to
become her husband, and she returns’ to her parents. Himavin,
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her father, sends a message to the God through the great Seven Sages
and the marriage is settled. Here closes the sixth canto,

In the seventh canto the great God is turned from a hermit into
8 young and charming bridegroom and he approaches the capital
city of the King of Mountains for the wedding. There is a descrip- *
tion of the city ladies thronging to the windows to have a sight of
the bridegroom, in more or less identical words that are found in
the case of the city ladies thronging to see Aja, in the seventh canto
of the Raghuvamsa, when he entered the city for the wedding cere-
mony. The wedding ceremony is very graphically described in the
seventh canto. In the eighth canto, there is a very detailed and
charming description of their honeymoon on the mountains; yet the
God was not satisfied with the enjoyment in her company. In this
rather unnatursl context, the text of the epic comes to a close, Some
one has in later times completed the epic by adding the story of the
birth of a son, Skanda or Kuméra, his leadership of the army of the
gods and the final destruction of the demon,

Kilidisa must have meant to complete the epie; the further
portion of the tale is promised in the earlier parts of the epic. The
Reghusamsa is full of reminiscences of this latter portion, which
shows that his mind was saturated with this ideal hero and his great
martial valour, which he must have been thinking to present in the
latter part of the epic, But he did not conclude it. No one aceepls
the view that the remaining portion, now found added, following
the first eight cantos, is the work of Kalidasa. There is a story cur-
rent in Indian tradition that Parvati was annoyed with such a de-
tailed and graphic and realistic description of her honeymoon and
deprived Kalidasa of his poetic talents through a curse.

In this epic we find the same philosophy of life which Kalidasa
presents in his dramas. 1In the Malavikagnimitra, a young lady who
had taken to the Monastic Order, becomes the chief instrument for
the union of the hero and the hervine. In the Sakuntala, a great
sage who had renounced the world #nd taken to eternal celibacy
becomes the fond foster-father of the heroine and works for her
union with a suitable consort. Here the Great God himself is
brought into the stage, and when he had decided to renounce all
the affairs and interests in a worldly life, he is slowly and naturally
converted into a bridegroom. and he spends his life in wedlock for
a thousand years and yet he is not content. Life is real, life is im-
portant, life is valuable, life is beautiful, life is enjoyable. The
highest happiness is within life on earth, snd even God had shown
it by his own life example’
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The descriptions in the epic are superb. There is Nature com-
ing in for its full share There is a combinstion of contrasis m
situations and in characters. We see the Himalayas, a grest moun-
tain with all grandeur and at the same time we see also a majestic
picture of a great emperor with his vivid personality. Gods are
brought into the midst of men and are made to live the normal life
of men which should be their ideal life. The realistic presentation
of Nature is illuminated with the romantic glow of the supernatural.
All contrasts are brought within a harmonious unit of art. Here is
combined beauty with a deep philosophy.

¢. Meghadiita

The Meghadita is a small lyric in a little over one hundred
verses, divided into two parts. There is practically no story.
There was the demigod Kubera, living in the north in the Hima-
layas. He was enraged at one of his ministers since he was exceed-
ing his powers and doomed him to exile for a year; the minister
took up his residence during the period of banishment in the foresis
in the south where Sri Rama had spent his days of exile, as given
in the Rémayena. That was his first separation from his wife; the
rainy season is specially hard for lovers in separation to bear and
this was their first separation. The rainy season was approaching
and he saw a thick dark cloud slowly rising from the mountain sides.
He decided to send a message of consolation to his beloved through
the eloud that would be moving northwards, where his own home
was. The poem is thus called “Cloud {Megha) Messenger (Diita)™.
In the first part there is a description of the route which the cloud
has to follow to reach the destination and in the second part there
is a deseription of the city and his home and the condition of his
beloved, as imagined by him, during the separation and a final
message of solace promising happy life again when he would return
home.

There is a personification of the objects of Nature. The cloud
becomes a lover and the rivers become the beloveds. There are the
village girls engaged in agriculture, unaccustomed to the city ways
of showing their affection, there are the birds and the animals as his
companions, there are the mountains where he could find rest, On
the route, the city of Vidisd is spoken of as the Imperial Capital fa-
mous in the whale world, and it is in this Vidisa that the events in
the story of his drama the Mdlavikignimitra tock place. There is a
detailed description of the city of Ujjain, but no mention of a king
or a palace. The description deals with the common people. The
description of the city where the demigods spend a happy life is in
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cantrast to the conditionin which the heroine has to live in separation
and in the description of the route also, there is & combination of the
happiness in union between a lover dnd his beloved and also the sad
eandition during their separation; this prepares the reader for the des-
eription of the condition of the heroine in the second part. In this poem
there is a combination of Nature and human emotions. The entire
first part is Nature poetry and the second part contains the presenta-
tion of human emotions in certain conditions. This poem is recog-
nised as the most beautiful lyric in Sanskrit and can stand side by
side with any beautiful specimen of poetry in any language.

d. Rtusamhara

The Rtusamhdra is another short lyric of Kalidisa. There is
considerable doubt about its authenticity as a work of Kalidasa. It
has not been commented upon by any one who has commented upon
the other works of Kilidisa. The quality of the poetry is also not of
that standard which one finds in the other works, The work receives
its name from Rtu (Season) Samhidra (Compendium); it is a brief des-
eription of the six seasons recognised in India, starting from the
Grigsma (Summer) and ending with the Vasanta (Spring). The
Indian year, starting from the Spring Equinox starts also with the
Spring season; but here the Spring season is put to the last, being the
most important season from the point of view of poets.

It is not & mere description of the seasons; what is more import-
ant is that there is a combination of man's emotional states in the
various seasons from the point of view of man's love for women
There is such a change in his emotional moods and also in the way
in which the emotions exhibit themselves, between season and season,
Here there is another aspect of the theme found in his Meghadiita,
the combination of Nature with man's life and man's emotional
states in the varying conditions of Nature. Here there is beauty
in poetry, though the poem does not rise to the standards of Kili-
disa as found in the other works. Thus, there is a description of
the Autumn (Sarat) in the fourth canto of the Reghuvashda, prior
to the hero's undertaking the march of victory and there is the des-
cription of the Spring (Vasanta) in the Kumarasambhava when
Kimadeva (Lord of Love) with his wife Rati and lis companion Va-
santa (Spring) approaches the great God to tempt Him. The des-
criptions of the seasons in the Rtuswihira do not come up to these
standards., Nor is Nature so beautifully dealt with as in his other
warks. Vel the work is generally recognised &s a genuine poem
of Kilidasa,
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{iv) OBSERVATIONS

Kalidasa is a poet of the people, wrote about the people and for
the people. It is true that he wrote about kings and gods, and it 1s
nlﬁhnﬂdbyshmathathewmlaf&rthﬂkingsmﬂthﬂae who
surrounded the kings. The fact is that at the time when Kalidasa
wrote his poetry, the kings had become a very important factor in
the life of the people and he could not ignore such an important
factor in the life of the people when he wrote about the people and
for the people. The poets of the Vedas did not write their poetry
about kings, and if they wrote poetry about gods, the gods became
the companions of the people in their poeiry. There are kings too
mentioned in the Vedic poetry; but they appear only as the re-
presentatives of the culture of the people, as representatives of the
genius of the people. The kings never dominated the life of the
people; if any one had any dominating position in the Vedie life,
it was the poets. But a change came over the general set-up of the
life of the people from Vedic times, and the purpose of the great
poets of the Classical Age was to restore the Vedic condition of the
dominance of the people in their own affairs, to restore the equality
of the common people and of the kings and of gods. When the world
is a reality, when life is important, the common people also become
important in the set-up of life. But when the world is presented
as insignificant, when life is presented as an accident, when the
real goal is presented as outside of the world and of life, some
peaple exploit the common people, and they are the kings and the
priests. The kings assume an important position as patrons of the
new doctrines, and the people do mot mind such a dominance of
kings in a world that is unreal and in a life that is only an accident;
they are content that according to the mew doctrine, they have a
goal outside of the world and of life and that the kings are helping
them towards that destination of absolute happiness, The priests
also joined the kings and brought in gods to prominence as saviours
of humanity. The priests promised Heaven 1o the common people
and asked them to ignore the world and the affairs of the world
and to devote themselves to finding out the path which they could
have through the religion of which the priests were the custodians.
Thus both the kings and the priests worked out in mutual collabo-
ration a scheme of national life where they could exploit the com-
mon people and remain dominant in the life of the people,

Kalidasa found the kings and gods as readily available mate-
rial and he took them and made use of them as material for arl.
mekingswerep:u&nted-aam‘blemenfmedirnmpalam and
lnnﬂandnuthaemhlemsmdpamphemﬁauiimpeﬁnlm
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They worked for the people, moved among the people and lived like
the common people, They were presented as valiant herces, war-
riors with martial exploits excelling even the gods, endowed with
all the human traits and human emotions and human cravings and
human failings. They defended the borders of the country against
any aggression, through their martial qualities and consolidated the
cultural wealth of the country so that the country remained a single
unit. They encouraged and helped education and set an example to
the people in their own education and cultural equipments. They
worked for the prosperity of the country and for the welfare of the
people, and they took on themselves full responsibility for any suffer-
ing or loss among the people. They maintained law and order accord-
ing to the principles and there was no distinction between relatives
and strangers in the matter of dispensing with justice, The kings
in IKalidasa are not autocrats, they are great and noble persons,

The priests also had come to stay as an important factor in the
life of the people at the time when Kalidisa made his appearance.
But he turned them again into good and useful citizens functioning
in the national life for the good of the people. That is what we
find in Vasistha in the Raghuvashia, in Kanva in the Sakuntala and
in the young lady in the Mailapikdgnimitra, who had joined the
Momastic Order. Not one of them misled the people along the paths
towards some unaitainable goals or towards goals that are not worth-
while to look for. They gave the people sound counsel so that they
could lead a happy life in this world and in this life, They prepared
persons in their charge for a normal and useful life in this world;
that is what we find in the case of the heroine and her two compa-
nions in the Sdkuntala, They were also practical men having a good
grasp of the realities of the world and having a correct sense of
true valnes,

Gods too had become rather prominent at that time. Gods ap-
pear in the works of Kilidasa; but they are not the terrible beings
sitting far high up, aloof from man and his world. We find Indra,
the king of the gods as rather a weak person standing in need of
the help of the kings on the earth in his battles against the demons
and we find heroes on the earth, like the prince who fought against
Indra in the third canto of the Raghuvamsa, standing against Indra
even in very unfavourable positions for fight, The Great God Siva
in the Kumdrasambhave changes from an ascetic into a bridegroom,
He is always presented as the Ardhandrisvare (Ardha = half;
Nari— woman; Ifpara = Lord), the great Ged with half of himself
as a woman. He represents the full life of man in the world. There
is no element of “Evil" arising out of woman for man and en the
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other hand equal sharing with a woman is necessary for a full life:
this is what the God represents as the ideal of life.

The world is not a place of sin and suffering. The world is
beautiful and life in the world contains within itself all the poten-
tialities for full happiness for man in his life. There is no need to
look outside of the world and of life for happiness. Thus, Kilidasa
describes Nature with all its beauties and glories. Man on earih
is happier than gods in Heaven, and in the Vikramorvasiya, there is
the philosophy of life presented that the damsels in Heaven covet the
companionship of man on earth for happiness. It is not gods, it is
not kings and it is not priests, it is the poets that know what happi-
ness is and where happiness is. The common people are also pre-
sented along with Nature as forming an integral and valuable part
of this world of beauty and happiness. The common people are
brought face to face with kings and priests and even gods, and they
are equal to the latter and sometimes even superior to them.

There are different theories about aesthetics also. revealed in
the works of Kalidisa. There are beautiful things in the world that
are suited to Art. Everything in the world is suited for Art and there
is nothing that is ugly in itself and unsuited for Art. What appears
ugly becomes beautiful when brought into an assemblage of things
that are accepted as beautiful. Beauty is in the arrangement, in the
assemblage and not in the things that are arranged or assembled.
Beauty is indescribable and can only be experienced in the heart.
A beautiful thing adds beauty to what are supposed to be beauti-
fying objects in the world. There is a contrast between a poet’s
creation and the creations of the Creator, and the former is superior
to the latter, Kilidasa is a poet and an artist because he is also a
literary critic and an art critic.

Kailidisa is reckoned along with the suthars of the Ramayana
and of the Mahabhdrara, the great poets Valmiki and Veda Vyasa,
forming a trio, He moulded the life of the people, he guided the people
in their life, he changed their life and presented new ideals of life, he
showed the values in life in their correct proportion and with a cor-
rect perspective. He is & great poet; he is a true poet. It is no
wonder that he attained s fame as a poet in India, unequalled by
any later poet in India and not lesser than the fame attained by any

poet in any language.



VI. MAHAKAVYA
(i)Y GENERAL

The Mahdlkivya is the Grand (Mahé) Poetry (Kévya) in Sanskrit,
It may be termed the “Grand Epic". The pattern is something unigue
in the Sanskrit language, without a real parallel in any other lang-
uages, just like the [tihdsas and the Purdnas. The Mahakivya or the
Grand Epic too has, like the Itihasas and the Purdnas, some points
of contact with the literary patterns found in other languages; but
there is no absolute parity. In point of size, the Grand Epics cor-
respond to the epics of other languages like the epics of Homer and
The Paradise Lost, But there are variations from such models also,
found in the Grand Epics of Sanskrit. In the Itihdsas and the Pu-
ranas, there is the metre predominating, which is known as the Epic
Metre, verses of four lines, each line having eight syllebles. This
is only the predominant metre in the Itihdsas and the Purdnas and
not the uniform metre. In the epies of other languages, there Is
a uniform metre. In the Grand Epics, there is no such predominant
metre even. There is a variety of metres employed, changing from
canto to canto, though sometimes the same metre continues in two
cantos without a break; but there i3 a new metre introduced to
mark the close of a canto.

In the Itihdsas and the Purdnas, the work is divided into Books
each book being again divided into chapters or cantos. But in the
Grand Epics of Sanskrit, as in the epics of other languages, there
is only a division of the whole work into Books or Cantes with no
further sub-division. In the matter of the treatment of the theme
too, there is a closer parallelism between the Grand Epics of Sans-
krit and the epics of other lenguages. In the Purdnas, there is
nothing that can be called a central theme; the entire lore of the
period is introduced into the Purfinas with stories of the great
herves of old ecoming in as an integral factor with the other
items of the ancient lore. Even in the [tihdsas, where there
is a central theme like the story of a great hero of old, there is also
a predominant portion of such ancient lore coming in, though such
lore does not eclipse the central theme in the form of the story of
an ancient hero, But in the Grand Epics, as in the epics of other
languages, the central theme dominates the poem entirely, and the
descriptions are only integral factors within the central theme end
not external factors associated with it. There are no narrations of
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side-stories, there are no discourses on various subjects thut arrest
for the time being the main narration of the story of the hero, so
far as the Grand Epics of Sanskrit are concerned, just like the epics
of other languages. The Grand Epics of Sanskrit are nearer to the
epics of other languages than are the lihisas and the Purdnas; the
latter are a type by themselves without & parallel in other languages,
in spite of the similarity of metres in the epics of the languages
und the IHihdsas and the Purdnas of Sanskrit on aceount of a
predominant metre;

We do not know when the Grand Epic made its appearance in
Sanskrit. There is no such pattern found in the Vedas, Perhaps
many of the Itikdsas and Puninas of the Vedic period, found men-
tioned in the Vedic literature, being stories about great heroes,
might have been close to this pattern of Grand Epics. The great
grammarian Payini, gives rules for the formation of the names of
literary works from the name of the author and from the theme,
and it is not unlikely that many of them belonged to this pattern,
There is the mention of the *Poetry of Vararuei” in works on gram-
mar and there is nothing improbable that it is a specimen of the
Grand Epic type. There are citations from poetical works found
in the grammatical work of Patafjali, and here too there is a like-
lihood of some of the citations being from some Grand Epics. We
can only make surmises,

When we come to recent times in the history of Sanskrit lite-
rature near about the beginning of the Christian Era, we find evi-
dence of the prevalence of the Mahdkivya (Grand Epic) in the
language. We have the Mahdkipyos of Kalidasa and of Aévaghosa.
We do not know the date of Kalidasa; if his date is esrlier than the
beginning of the Christian Era, being a contemporary of Agnimitra,
the hero in his drama called the Malavikignimitra, then his poems
dre the earliest available specimens of the Grand Epic. If his date
is in the fourth or fifth century of the Christian Era, being a con-
temporary of the Gupta emperors of Magadha, then he is later than
Asvaghosa, whose date is more or less definitely settled as in the
border of the first and second centuries of the Christian Era, he be-
ing a contemporary of the Saka king Kaniska, In so far as Kili-
dasa has already been dealt with in the previous chapter, the first
author to be taken up in dealing with the Grand Epics in Sanskrit
is Asvaghosa.

Slightly later than this, there has grown up a rich literature
relating to literary criticism in Sanskrit, and they all mention this
pattern as the real high-class poetry in Sanskrit. just as Aristotle
speaks of the epic as the high-class poetry, The poetry of this type
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must be sufficiently long and divided into cantos (Sarges). The
theme must also be grand being the story of a great hero. The
points taken up for descriptions also must be grand, suitable for
the grand theme, The writers on literary criticism give certain
specimens of subjects that may thus be iniroduced into a Grand
Epic for purposes of description, like a city or an ocean or a moun-
tain. If in & Grand Epic there is the description of a bird with its
feathers and its colour and its musical note introduced as a major
item or if there is the description of a flower, there is no concord
between the grand theme and the point, But a bird or a flower can
come into the picture if the picture is that of a garden or of a moun-
tain with its forests. In poetry there must be this concord kept up
between the main theme and the parts introduced to decorate that

theme,

In the matter of metre also there must be some correspondence
between the length of the poem and the length of the metres used.
If a long poem like the Itikdsas or the Purdnas is written in long
metres, such long metres arrest the notion of movement in that
poetry, and in a very long poem there must be some brisk move-
ment. Similarly, if a short poem is written in small metres, we
must rush through the brisk movement in such a small span. Thus,
short metres are conducive to the motion of brisk movement and
long metres are conducive to the notion of slow movement. Ina
Grand Epie, which is short relative to the Itihdsas and Purdpas, but
long in relation to the minor poetry (Laghu-Kivya), there must be
adopted a metre which is neither very short nor very long. For
this reason, the metres of lines with eleven and twelve syllables
predominate in the Grand Epic; there is a large variety even with
this metrical scheme, and they are all made use of predominantly
in the Grand Epics. The short metre of eight-syllabic lines is also
used in the Mahakévya (Grand Epic), while the long metres of fif-
teen syllables and above in a line are not used in a whele canto,
though they are made use of at the close of a canto or for variety
even within a canto. Thus, in the Grand Epics of Sanskrit there
is a very happy combination of grandeur and movement, brought
about by the nature of the theme and the nature of metres adopted.

(ii): ASVAGHOSA

Asvaghosa is known to be a Buddhist, a great poet and drama-
tist and philosopher. But he is best known for his poetry; his works
in the field of philosophy are also known and some of his dramas
ton are discovered recently, He is @ Buddhist to the extent thal
his themes are taken from the life of Buddha, In the two Grand
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Epies that he has written the life history of Buddha or some inci-
dent in his life forms the theme. His two poems are the Buddha-
carita (Buddha's Life) and Saundare-nende (the pame of Buddha's
half-brother whom later he converted into his Order). In the
Buddha-carita, there is given the life of Buddha and in the Saun-
dara-nanda there is described how his hali-brother who ascended
the throne when he renounced life and organised a Monastic Order,
was converted into the Order he organised. At the end of the
second poem the poel definitely says that he chose the poetic style
only to attract the people, like a sugar-coated medicine and that his
real purpose was to show the people the worthlessness of worldly
life and to turn their attention to the True Path.

Afvaghosa was a true poet and he wrote good poetry; but he
meant to mske a sermon., As a poet he knew the genius of the
Indian people. A dry sermon or an epistle {rom a priest can have
no effect on the Indian people, and poetry is the only language spe-
cimen that can touch the heart of the nation. He had the example
of the Mahdbhdrata and the R@mdyana in the Vedic Path and he
might have had also the example of poetical works like the Lalita-
pistarg and the Saddharma-pundarika, dealing with the life and
teachings of Buddha, When practically the entire stock of literature
relating to Buddhism in Sanskrit disappeared, the poetical works con-
tinued. It is poetry that lasts, and a teaching has permanence only
when it forms the theme for poetry. Thus, Asvaghosa is a true
representative of the genius of the nation—a nation of poets led by

poets.
. Buddha-carita

The Buddha-carita is a long epic poem dealing with the life of
Buddha, The whole poem has not yet been discovered. Now we
have the text for seventeen cantos; but the last four cantos are not
genuine, having been added by a recent poet named Amrtananda
who could not get a complete copy and made the addition. There
are translations in Tibetan and in Chinese made in the ffth cen-
tury A.D.; they contain twenty-eight cantos. The whole text must
have been current in India even in the seventh cemtury, as the
Chinese traveller I-tsing must have known the entire poem. Now
the genuine text has only thirteen cantos. It has become a very
popular text in recent times and the work has been translated by
various scholars into the various modern languages. Modern
scholars have a decided partiality for the poem, and from the point
of view of genuine admiration among modern scholars, it is more
popular than even the works of Kalidasa.
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The available portion relates to the early days of Buddha, up
to his forming the Monastic Order and starting the conversion of
people into his new Order of Monks, This portion gives the author
plenty of scope to show his skill in deseriptions, both of Nature and
of human feelings. The descriptions are superb, giving a very clear
picture of the objects in language that is both simple and lucid. The
technique of Grand Epic is very studiously maintained; the metres
used are also simple as in the other Grand Epics, and there is the
change of metre at the close of a canto and also from canto to canto,
The narration is richly embellished with many colourful descriptions,
and such descriptions do nowhere arrest the movement in the narra-
tion; there is a very notable balance between the descriptions and
the movements in the narration. The figures of speech are also
very apt and give beauty to the poem and never overshadow the
inherent beauty of the poetry.

b. Seundarg-nanda

The Saundara-nanda is his other Grand Epic, and is in eighteen
cantos. The whole work is available. It deals with the city of Kapi-
lavastu where Suddhodana, the father of Buddha was the king, the
birth of Sarvirthasiddhi, who later became Buddha and of his hall-
brother Nanda, the detailed description of Buddhs, the description of
Sundari who married Nanda, the departure of Nanda renouncing the
world and his admission to the Order of Monks formed by Buddha,
various obstacles to his remaining in the Order like the grief of his
queen Sundari and his own reluctance to give up the world and his
desire to resume & worldly life, his pleadings in favour of a worldly
life and so on. On the other hand there is the persuasion of Buddha
discoursing on the sins abiding in women with flattery on their lips
and treachery in their hearts, and on the evils of pride associated with
the life of heroes: then Buddha carries Nanda to Heaven where he is
charmed by the nymphs and desires to have one of them as his mate;
Buddha advises him to win Heaven through good deeds. Thereafter
Ananda, a disciple of Buddha, tells him that even heavenly joy has
an end and asks him to seek the instructions of Buddha as the Path
to eternal happiness. Nanda determines to engage himself to teach
the doctrines of Buddha to others besides seeking salvation for him-
self.

¢. Comments

Of the two Grand Epics composed by Aéfvaghosa, the Saundara-
nanda is taken to be the earlier, though there is no real evidence to
settle their relative chronology. One finds a greater amount of sere-
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nity and seriousness in the Buddha-carita than in the Saundort-
nanda, which shows that the Buddha-carite belongs to a mature
stage in his life. Neither of them refers to the other by name. In
one of Asvaghosa’s works belonging to philosophy, there is a men-
tion of the Buddha-carita and there is no reference to the Saundara-
nanda; this is no evidence that the Buddha-carita is earlier and that
the Saundara-nanda came later than even the work on philosophy.

The preference to the Buddha-carita is due to the context. !

The language in both the epics is more or less uniform, simple
and elegant, lucid and chaste, free from long compounds or from
any profession of rare and difficult grammatical forms, The mean.
ings are very clearly expressed, Yet there is a deliberate attempt
to handle the language in a particular way to produce some effects.
There is a class of alliteration known as Yamaka, where three or
more syllables are repeated, the two sets forming different words
with different meanings. This kind of sound-embellishment is very
common in both his works, and it is found more often in the Saun-
dara-nanda than in the Buddha-carita. This play on words is used

a whole canto in the former, while il comes very frequently in
the latter. In the Saundara-nande, there is a deliberate introduc-
tion of the poet’s erudition in the ancient lore of India, various
names of sages and of poets of the ancient times, the Vedic rituals
and customs and manners, stories about the heroes of old and so on.
Although this lore is found in the Budidha-carita also, it is not so de-
liberately brought into the Buddha-carita, where his dexterity in
handling the language and his command of ancient lore appear ina
more natural way, and not so artificially introduced as in the Saun-
dara-nanda. This shows that the Saundare-nanda must be an
earlier work and that the Buddhe-carita must be a late work of his
mature days. In his works we see the great reverence which the
poet had for the Vedic literature and Vedic culture. There is
nothing in the poems that can be taken as an indication of the poets
dissatisfaction of the Vedic religion and Vedic ritusls and Vedie
practices and Vedic customs. Tt is usually said that Buddhism is a
revolt against the Vedic rituals and Vedic customs and Vedie prac-
tices: there can be no doubt about the fact that the poet is a true
representative of the ideals of Buddha's teachings. Yet no follower
af the Vedie Path can deteet in his poems anything that goes against
the Vedic beliefs and the Vedic practices,

The only thing in which there is a clear difference between
this poet and the poets of the Vedic Path, taking Kilidasa as a re-
presentative of the latter, is that in Kalidisa there is no purpose in
poetry, although his poelry serves a noble purpose, showing the
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True Path to the people. Kailidiss does not say what that Path is,
while Asvaghosa expressly states his purpose at the end of his Saun-
darg-manda: “Thus, this work has been undertaken, containing
within it the goal called Beatitude (Mokga), keeping in view serenity
and not pleasure, in order that the hearers may grasp it. What-
ever things I have introduced here other than what serves Beati-
tude, it has been done as a factor in poetry, in order that like a
bitter medicine mixed with honey, it may be sgreeable to the heart
in drinking.” We never see such a purpose stated in the works of
poets like Kalidasa. Further, in Kilidiasa the goal is never spoken
of as a bitter medicine and the pleasures of the world as a sugar-
coating. To Kalidisa, the world is sweet and its enjoyment is the
goal, the bitter element being what are not natural in the world
and to the life in the world,

We do not know how the Buddha-carita ended; we have only
a half of the work now available. In that part, we see Buddha in
his palace surrounded by all the luxuries of the world, his dissatis-
faction with the environment, his eagerness to gain some perma-
nent happiness that transcends the worldly pleasures and his depar-
ture from the palace. His actual teachings are not included within
the available portion. In the Saundara-nanda we see Buddha's half-
brother who ascended the throne, in the same surroundings in which
Buddha himself lived in the palace as heir-apparent. Nanda, the
half-brother of Buddha, wavers between worldly life and renuncia-
tion and is charmed by the pleasures of Heaven, and it is only to-
wards the end that we find his choice of the goal of Beatitude. Per-
haps in the hands of a poet like Kalidasa, the end would have been
quite different. But the available portions, except the final canto,
deseribe what Kaliddsa too would have described. There Is the
difference between the end in the Seundara-nanda and the end that
we find in the Mahabhirata and the Rdmdyana, where the heroes
return and sit en the throne, after their exile and their sufferings,
There is no poem writien by poets like Kilidasa where there is a
denunciation of the life of man on earth and a glorification of Beati-
tude as the True Goal. But this difference does not make the text
anything that is not acceptable to or that is to be rejected by, the
followers of the Vedic Path. But such a presentation of the prob.
lems of life did not appeal to the nation, the nation being happy
in life and unwilling to escape from this world to another region or
another condition. This is perhaps the reason for the poems losing
their popularity in the nation. There are no ancient comment-
aries, nor references in later literature or later works on literary
eriticism. Both are good poems with a sermon that cannot find its
way into the heart of the nation.
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{iii), KUMARADASA

Kurniradisa is the author of a Grand Epic called the Janaki-
harann, Janaki is another mame of the heroine of the Rdmayana,
named Sita, who was the daughter of King Janaka. So Jinoki-
harana means Janaki's (ie, Sitd’s) Abduction (Harana). In the
Rimayana, the hero Srl Rama was living in the forest as an exile from
his kingdom and at that time his queen Sitd was abducted by the
demon Ravana. It is this Incident that gave the name to the poem,
which deals with the story of the Rimayand. For a long time the
poem was known only by name. There was a very faithful trans-
lation in the Sinhalese language and there was also current a tradi-
tion that the author Kumaradisa was a king of Ceylon. The tradi-
tion also says that Kalidisa was a great friend of the king aof Ceylon
and that it was really Kalidisa who wrote the poem. But they are
all stories.

The poet says at the end of his poem that his father died in
batile on the day he was born and that his two maternal uncles
brought him up. There is also a tradition that he was blind, We
do not know definitely in which kingdom he was the king. Scholars
do not now identify the poet with the king of Ceylon. We are cer-
tain that Kumdradasa came after Kalidasa; but this is no help for
us to determine his date, as the date of Kalidasa is not finally set-
{led. We can with confidence say that he was round about 500 AD.
and not at all later than that date; perhaps he was a little earlier,
we do not know how far.

In language, in the metres that he adopts, in the deseriptions,
in the entire technique of the epic, the influence which Kalidisa
must have exerted on the poet is quite plain. The poem is full of
very brief descriptions in a large number of contexts. Although
in the main the poet closely follows the story as it is found in the
Rémayana, he is quite priginal in his presentation of the theme.
There are hundreds and hundreds of works dealing with the same
theme and yet the presentations have an originalily in each case.
Nature, seasons and other phenomena, mental and emotional states—
all such points are very aptly introduced for descriptions, and the des-
eriptions are all very beautiful and original, though influenced by
Kalidssa, He must have been a great scholar and grammarian, and
his command of grammar is very prominently noticeable in his
poem; but he is never pedantic in his use of the language. He
ranks as among the best poets, and in tradition, he is brought into
an equal position with Kalidasa and his Raghuvarda,
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(iv) BHARAVI

Tradition in India speaks of five Grand Epics (Paica-mali-
kivya), The two epies of Kalidasa, namely, the Raghupamée and
the Kumdra-sambhava, the Kiratarjuniya of Bhiravi, the Sigy-
pila-vadka of Magha and the Naisadhiya-carita of $ri Harsa are the
five well-known Grand Epics in Sanskrit, held as superior to all the
hundreds of epics found in Sanskrit, The two epies of Kalidasa form
a pair and the Sifupila-vadha of Magha and the Naigadhiya-carita of
Sri Harsa form another pair, being specimens of poems that are a
test for scholars. The Kirdtarjuniya of Bharavi stands between these
two pairs, and though it has been admired by scholars throughout
the history of Sanskrit literature, it has not attained that fame and
popularity which the other four have secured, the first pair for
beauty and the second pair for scholarly eminence. Yet in a sense,
I will give this poem as high a position as any other poem, not only
in Sanskrit but also in any language of the world. Its grandeur of
theme, majesty of style, profundity of thought, nohility of purpose,
spirit of martial heroism, expressions of strong emotions. clear charac-
ter delineations and beautiful Nature descriptions make this one of
the grestest poems; its profundity of thought has been specially re-
cognised in Indian tradition.

Kirdtas are a tribe that live in the mountains, especially on the
Himalayas. Arjuna is the third among the five brothers who, as herges
of the Maohibhdrata, came out triumphant in the Great War des
eribed in it, The God Siva took the form of a Kirdta (Hunter) and
the poem derives its name from this Hunter who was the great God
Siva himself and Arjuna, the hero of the poem. It is truly an epic
of martial heroism, without a parallel in any other poem. The
moble purpose is not expressly stated in so many words: but it is
quite patent in the way in which the theme is developed. The pur-
pose is to teach that one must defeat his enemy through valour
which is the great virtue in man when applied in winning back
one's natural rights. It is not enough if one secures his rights; he
must win it through valour., In Milton's Paradise Lost, the hero,
Satan, appears in the beginning as a grand figure; but he counsels
and adopts “guile” as the means for winning back what he has lost,
From this point omwards, there is a change and a fall and the hero
who appeared as grand becomes an insignificant person in comparison
to God whose rival he desired to be. In the Kirdtirjuniya, there is
consistency in characterisation and nobility in the means adopted,
namely, open war.

Yudhisthira, the eldest of the five brothers, lost his kingdom and
all his possessions through a defeat in gambling with his rival who
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played foul, and he had to go to the forest as an exile, The story
begins at this stage. He sends a secrel agent to know the condition
of the kingdom under the rule of his rival who had come in posses-
sion of it through guile. The agent, who was a dweller in the forest,
returns after collecting information. We first come face to face
with an ordinary forest dweller as a very intelligent person to whom
any responsible duty can be entrusted. The king has been wanting
to take the necessary steps to regain his kingdom after defeating
the enemy; but he wants to be sure of success and that is why
he sends a messenger to the country to know the actual state of
affairs. He must take proper action at the proper time; there are
times when one should wait and there are other times when he can
take immediate action

The messenger returned with ample information cellected and
made a full report of the happy conditions in the country during the
reign of his enemy. There was prosperity and contentment, justice
and security. But this was only apparent and there were signs of
fear in the heart of the enemy about the possible turn of events
when Yudhisthira would return and claim his kingdom back. Hear-
ing this success of the enemy, Draupadi the gueen could not bear
the humiliation and she made a strong plea for action instead of
waiting. trying to kindle up the wrath and the sense of hereism in
the king. She drew the contrast between their condition in the
palace and in the forest. She advised guile towards those who took
to guile against themselves, which is the only way to avoid danger.
There is no meaning in keeping up engagements entered into with
those who resort to crooked methods, and those who look for victory
sometimes break such engagements under some plea or other. For-
bearance as a means for happiness and success is resorted to by
ascetics and mot by kings. If the kings think of forbearance as the
way to happiness, the best thing is to throw away the bow and arrow
and spend the rest of their time in the forest making oblations in fire
There is fervent pleading, scolding, cajoling, taunting, threats and
every sort of device which a woman can think of to persuade the
king to take to hercism in such a state of calamity and humiliation.
This is one of the most impassionate appeals one can think of, with
strong language expressing emotional outbursts. Here closes the
Arst canto.

Then Bhima, the eldest among the four brothers of Yudhisthira,
starts his srguments, appealing to reason and to the learning of
Yudhisthira, drawing attention to the dangers of postponement of
action when the enemy may grow in strength, Even if they regain
their kingdom through the good grace of their enemy at the close
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of the period of agreement, it is not worthwhile to accept it when
they all have their powerful arms. He cites lions who eat only the
elephant that they themselves kill and not a dead elephant, he cites
the lion that roars when the clouds thunder, as instances of the
value of heroism even in Nature. Yudhisthira pays his compliments
to the logic in the pleadings of Bhima, but advocates patience. “One
shall do nothing in haste; indiscretion is the supreme place for
dangers. The riches of victory adopt such persons who do things
only after proper thought, in so far as such riches are what are
sought after by virtues." At this stage when he was trying to appease
his brother who, like a maddened elephant, was enwrapped in fury,
Veda Vyasa, the great sage, made his appearance all of a sudden,
and this closes the second canto,

Veda Vyasa made an analytical presentation of the actual situz-
tion. He said, “The country can be gained by you only through your
martial valour; but the enemy is far superior in heroism, armament
and military strength. So you must take steps to attain superiority
in such matters. Verily, in a war, the lustre of victory depends un
superiority in military equipment.” He advised Yudhisthira that for
attaining such militery superiority, Arjuna, the third among the
five brothers, should perform penance to propitiate the god Siva
and secure from him through his valour, the divine weapon of
Pasupata. Arjuna accepted the mission and he took leave of his
brothers and especially the queen Draupadi who, like a fond mother,
encouraged him in his mission and asked him not to think of his
separation from them:. Thus, the great warrior hero of the epic is
introduced in the third canto.

His journey to the Himalayas where he was to take up his
ahode for the penance, the jealousy of the king of gods, who was
his own father, about the power which a mortal hero might secure,
his efforts to break off the severe penance by sending the celestial
nymphs 1o tempt him and their failure, his own effort to personally
dissuade the hero from continuing the penance, his final approval
of the penance, the test by the god to assess the hero’s worth to be
the recipient of that divine weapm and the final success in securing
the weapon, form the subject matter of the rest of the epic.

The God took up the robes of a hunter and the Goddess also
took up the robes of the hunter's wife, and they approached the
hero; there was & boar that appeared close to the hero, and both
the hunter God and the hero discharged arrows to kill the animal.
When the animal fell near the hero, the hunter also claimed it, and
there ensued a fight between them. The hero fought so valiantly
thet the hunter God had to take up his own divine weapon to defeat
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the hero, and the hero fell under the stroke of that mighty missile
thrown by the God. The God was immensely pleased at his valour
and his ability to withstand his own weapon without being killed
by it, and he gave him the great divine weapon called the Pasupata.
All the gods were present there at that moment and they all blessed
him and gave him separate divine weapons. Arjuna, the great hero,
triumphant in his mission, decided to return to his hrothers.

This is an outline of the Grand Epic of Bhiravi. From the be-
ginning fo the end it is full of martial heroism. Yudhisthira is usu-
ally presented as weak and forbearing; but here he is a valiant hero
determined to have victory over the enmemies; the only difference
between him on one side and his brothers and queen on the other
side is about the method, whether to start immediately against the
enemy or to wait and be prepared. Veda Vyasa gave Lhe decision
striking a mean between the two extremes of waiting till the time
the agreement expired and immediate war; Yudhisthira had a feel-
ing that perhaps it would be possible to get back the kingdom with-
out a war. His queen and brothers wanted an immediate war. Veda
Vyasa struck the mean.

Bharavi's date is not known. His name is found mentioned in
an inscription along with that of Kilidisa, as a great poel, dated in
the beginning of the seventh century. It is likely that he belonged
to the beginning of the fifth century, at the time of the Gupta
Emperors. There is a story current about the third emperor in the
Gupta dynasty that when he was surrounded by the Saka kings, he
promised to hand over his queen Dhruvasvimini to his enemy to
secure his own personal freedom. In the discourse of Draupadi
pleading for heroism, there appears to be a reference to this event
when she says that Yudhisthira’s action in allowing the enemy o
get possession of his kingdom is like a king allowing the enemy to
take away his own queen. This is likely to be an allusion to that
event, Then he might have lived not long after that event. At that
time the foreigners like the Sakas and Huns were invading the eoun-
try, and the people and some of the kings were meek and preferred
to surrender to the foreigner than to take the risk of a war
Bhiravi desired to rouse the traditional heroism of the nation, and
in his Grand Epic, he took up that task. He does not expressly state
his mission; but his mission is quite clear in the Epic,

The style in the epic is whatl can be styled grand and majestic
consistent with the nature of the theme. A simple, elegant style is
not suited to an atmosphere of martial hercism. Bul the language
is lucid and chaste. Grandeur of style and majesty of language and
profundity of thought do not bring in any element of obseurity in
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the expression, The poet was perhaps thinking of his own style
when Yudhisthira in the second canto speaks of the advocacy of his
brother Bhima: “Luecidity has not been put aside by the words
nor has profundity of meaning been not kept up; to each word there
Is @ specific significance assigned, and vet the unity of sense has not
been dispensed with anywhere.” This can very well be said about
the whole poem.

Bharavi was neither a priest nor an ascetic with a mission. He
never gays that his purpose is such and such, Yet his mission is sue-
cessful on account of this silence, The teaching comes to the readers
from within, and that is the poet's way. A poet never issues a sermon
or an order. He works out the change from within the reader, and
the reader does not know that there is an ageney functioning outside.
There is martial heroism from beginning to end. There is no order
to march; the reader feels the impulse to march as springing from
within himseld,

In the beginning of the epic there is the glorious description
of the very beneficent government of Suyodhana who got posses-
sion of the kingdom through unfair means. That is really a foreign
rule, and a foreign rule is in most cases far more beneficent than a
self-government. But a foreign rule carries with it the seeds of
ruin within it. It is not unlikely that when the foreign invaders
like the Sakas and the Huns invaded the country and established
their own rule in various parts of the country, people in such parts
were happier than the people in countries ruled by their own kings,
Bhiravi wanted also to make an appeal to the people of such ecoun-
tries who accepted the foreign rule, being content with the good
government. Bhéravi was & national leader who wrote poetry to
ippeal to the nation that could respond only to poets and not to the
sermons of priests and to the commands of conguerors. Bharavi
presents the true genius of the people, the spirit of heroism that
never surrendered to priests and emperors. There is combined in
it the beauty of poetry, the grandeur of the theme and also the
nability of a great purpose.

Besides his worship of martial heroism, there is another very
interesting point in his epic and that is the denunciation of asceti-
eism that is usually practised, renouncing the world and seeking for
a goal outside of life and of this world. When the hero was engaged
in severe penance, Indra, the Lord of Heaven, himself went o him,
since he falled to deflect him from thst firm determination through
the charms of the celestial nymphs; he began to taunt him sbout
his new form of penance. The hero had his martial costume and
bore his bow and arrows when he was in his posture of penance.
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Indra drew his attention to this conflict in his deeds and his exter-
nal form. The hero replied that people generally perform such
severe penance for selfish ends by seeking a path to escape from the
gins and sufferings of the world. But his purpose was not of thal
nature; he wanted to win back his lost kingdom, and that is the
work of a8 warrior, and as a warrior he was wearing the robes of a
warrior and was bearing the weapons of a warrior. Such a reply
pleased Indrs, and Indra assured him that the great God would bes-
tow the divine weapon on him.

Aévaghosa wanted to preach religion and renunciation and asce-
ticism and final release; he was sorry about the tastes of the people
around who found poetry as sweet and religion as bitter. So he had
to cover up this pill with a sugar-coating. He expressly stated his
mission. Bhiravi found the world beautiful. He noted that asceti-
cism and self-mortification had become settled facts in life. So he
took hold of these settled facts in the form of renunciation and self-
mortification and converted them into methods of attaining victory in
the world, just as Kalidasa converted the ascetics into agents for
bringing about the union of young people. Bhéravi's religion is
quite plain in his poetry, the religion of worshipping martial hero-
fsm and of fighting one’s way through active life in the world.

But there are some points of contact between Asvaghosa and
Bhiravi and also some differences between Bharavi and Kilidasa.
In Kalidisa we seldom see any effort to show off his skill in handling
language, by way of the various kinds of alliterations and other de-
vices, It is only in the ninth canto of his Raghuvaemsa that we see, du-
ring the first half, the alliteration known as Yamaka, where three or
more syllables are repeated. In the earlier cantos of the same
work we see some other kinds of alliteration repeating iwo sylla-
bles, Bul they are rare. In the works of Asvaghoga, play on words
and effort at producing some sense of embellishment through the
manipulation of sounds have become integral paris in the art of
poetry, Descriptions also had become more prominent than in the
poetry of Kalidisa. Kalidasa never lingers on over a whole canto
in any description; there is proper proportion between the theme
and its movement on one side and the description on the other side,
But in the poetry of Advaghosa, the embellishments in the form of
descriptions sometimes assume more importance than the movement
of the story that is meant to be embellished.

The same is the case with Bhiravi also. The description of the
journey of the hero to the place on the mountain where he was to
perform the penance occupies two cantos, and the deseription of
the celestial nymphs attempting through their sports and dances
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and other devices to distract the hero from his firm penance takes
a few cantos, This change is due to a change in the public taste,
This change is found in music¢ and in dance also, The artists tried
t4 manipulate music and dance to show off their dexterity in hand-
ling the subject matter with all its details, presenting the various
shades in the changes that can be brought about in the details; there
is repetition in the theme, while there is variety in the aspects of
the theme.

In the matter of the description of Nature also, Kilidasa pre-
senled what he felt in his heart while the later poels presented what
they knew in their erudition. Nature had lost its life, though the
beauly of Nature was retasined; this beauty became what the poet
knew from books and not from observing Nature, This is s0 in the
poetry of Advaghosa, this is so in the poetry of Bharavi. There is
too much of hyperbole, and with this enwrapping, Nature ceases
to be Nature. Thus, if in the strong winds in the meadows, the
pollen of flowers colleet together, rise up as a beam into air and
then spread out on the top, and if this is compared to the formation
of a golden umbrella, there is dexterity in handling the theme; but
this is not Nature, Asa matter of fact Bharavi is called “Umbrella-
Bharavi" (Chatra-Bhiravi) for such a description.

But Bharavi is a close student of human nature and a very
successful exponent of human emotions. His characterisation is su-
perb. While he took Nature from what he saw in books and not in the
world, he took his characters from earlier books and moulded them
properly and presented them as his true creations; the characters in
the old books from which Bharavi took his theme are entirely chang-
ed, and what we find in the works of Bhiravi are new characters
that are Bharavi’s original creations. The heroine in the original
complains about her sufferings, and this aspect is very prominent in
the original; in Bharavi she is silent about her nwn sufferings, speaks
only about the sufferings of Yudhigthira and his brothers and says
that so far as she herself was concerned, suffering would have be-
come festivity if the lustre of their valour had not been dimmed by
their enemies, In the original, Yudhisthira is 8 weak and vacillat-
ing person, while in Bharavi he becomes a martial hera, with his
martial heroism tempered by diplomatic forethought. Bhima in the
original is a reckless warrior prepared to start on a fight with no
thought at all, while in Bhiravi's hand he becomes an exponent of
diplomacy with logic and learning in the classics of the subject.
Bharavi took only the material from earlier books and what he has
presented are his own creations, so far as characterisation is con-
cerned, But this cannot be said of his Nature; he took the mate-
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rial' from old texts and presented it as described in the classics.
Kailidasa is a poet of Nature and also-of human character while Bha-
ravi is only the latter, He felt the humiliation which his country
was suffering on aceount of the power which the foreigners were
aequiring and he felt sorry for the country on account of people ol
importance submitting themselves to such foreign patronage in the
name of good government and material prosperity, He wanted his
countrymen to regain freedom through martial valour. He is not
merely a poet of human nature; he is a poet of martial hervism,

(v} BHATTIL

T'he name Bhatti Is a colloquial form of the Sanskrit word Bhar-
tar meaning “Master”, We do not kmow his real name, “This poem
~was composed in the kingdom of Valabhi protected by the illustri-
ous king Dharasena” This Valabhi kingdom was in the west
of India, and there are four kings of Valabhi besring that name. Tt
is likely that he was a contemporary of one 6f the earlier Dhara-
senys, that is, about the middle of the sixth century AD. “This
poem can be understood only through a eommentary; it is a great
festivity for those who have a trained intellect. Amnd in this, those
with untrained intellect are brought to grief by me; becanse I have
a special partiality for scholars” This is what the poet says aboul
liis own poem. There was a llterary critic (Bhimaha) who con-
demned poems that can be understood only through a dommentary
on agccount of double meanings and various kinds of difficult allite-
rations; and perhaps this is a challenge to that literary critic, Il
cannot be that the literary critic was condemuing this poem in 50
far as the point of difficulty condemned by the critic is guite differ-
ent from the point which makes this poem difficult; this poem is
difficult because of the erudition in grammar which the poet brings
into play in this poem. This does not in any way help us in deter-
mining his date. Perhaps the literary critic was an elder contem-
porary if not a much earlier author, and his date too is a subject of
much econtroversy among scholars.

The poet had a great opinion of his own poem and he speaks of
the poem as a lamp in the hands of those who have got grammar as
their eyes and s mirror in the hands of the blind for others, The
theme is the story of Sri Rima, following the Rimdyaps. As it
closes with the death of Rivina, the enemy of Sri Rima, it is called
the Rivena-vadha (Rivana-killing). The poem illustrates the rules
of grammar found in the work of the great grammarian Pinini. It
is in twenty cantos. In the firsl four cantos, the general rules are
illustrated by using the relevant grammatical forms. Some more
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important rules are illustrated in the next five. Embellishments in
poetry (Alankdra) are illustrated in cantos 10 to 13 and in the re-
maining eight are given the moods and tenses of verbs. A com-
mentury is needed both in understanding the grammatical portion
and the portion relating to literary embellishments [Alaikiras).
Bhatti uses various metres also in his poem. Considering the obsta-
cles which he hag himself set on his path, we must confess that he haz
been able to jump over the hurdles with great success. There is a
beauty in his language and in the way in which he presents his theme,
and the work deserves the appellation of a Grand Epic (Maha-
kéivya) and il is so recognised. Here is a combination of poetic skill
with erudition and skill. He is more an erudite scholar and a skilled
versifier than a great poet with imagination and a hearl responsive lo
human emotions and to the beauty of Nature. He is a clever poet,
His poetry may not touch the heart; but it certainly gives pleasure
to the intellect, Training of the intellect with pleasure is not a neg-
ligible factor in literature,

(vi) MAGHA

Maghs is the great favourite of the erudite scholars according
to Indian tradition. In one sense he is recognised as the greatest
poet in Sanskrit. They speak of the sweet melody of Dandin's
words, the profound thoughts in the words of Bhiravi and the similes
in Kalidasa: they say that all the three are combined in Magha. It
is also said that the lustre of Bhiravi lasted only until the appear-
ance of Magha. In the first half of his Grand Epic, he has, accord-
ing to tradition, exhausted the vocabulary of Sanskrit. He has
imitated Bharavi's Kiratdrjuniya in the construction of the epic.
He seems to have received his inspiration from Bhatti in showing
his command of grammar and In the use of various difficult grammati-
cal forms. As in Bhiravi, he maintains a majesiic style in his epic.
His language is lucid and chaste though his construction of sentences
is a little hard.

His poem is called Stgupdlo-vadhe (Sisupala-killed), The story
relates to the killing of Siupala, king of the Cedi country by Sri
Krsna. Siéupila was an enemy of Sri Krsna, the divine incarnation,
and he was Ravana, the enemy of S$ri Rama, in his previous birth.
The episode is taken from the Mahdbharata. SiSupila was a very
cruel king and he was harassing not only men on the earth but also
the gods in Heaven, A great sage Narada went to Sri Kysoa to re-
present the grievances of the world to him so that he could save the
world from his harpssment. At that time, Yudhisthira, the eldest
of the five brothers who came triumphant in the Great War of the
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Mahabhdrata, and king of Indraprastha, had arranged for the per-
!umnmatlputucﬂﬂmmﬂadmmwhichk‘mpm
their coronation perform to assert their sovereign status. Sri Kygna
was his cousin. He had some difficulty in coming to a decision bet-
ween pmmedingmﬁﬁupahmkiﬂhimmd;oing.mhiimuﬂn‘!u-
dhisthira to sttend his sacrifice. He and his brother Balarima sat
i council and discussed the situation along with their friend and
minister Uddhava. &ri Kysna naturally wanted to go to his cousin
but concealed his intention to please his brother and advocated im-
mediate action against Sisupdla; Uddhava made the final choice by
suggesting that if he went to the sacrifice, Sisupédla too would be
there and Sri Kysna would get the chance to kill him there, Sri
Kmapmmdedmmaucﬁﬁceuffudhinhlm.andthﬂaaﬂthﬂ
kings including Sifupils were assembled as guests. It was the cus-
tom on such oecasions to receive a particular king as the chief guest,
and Bhisma, the grand-uncle of Yudhisthira suggested that the
honour should be done to $ri Krga; Sisupila objected to this and
claimed the honour to himself, He reviled Sri Krsna for all his
erimes and sins in his life. This gave the occasion for &ri Krsna to
challenge him and to kill him in the fight.

_There is nothing that can be called a story. This small episode
is only an occasion for the poet to compose a Grand Epic. It is an
elaborate description of situations developed out of a small story.
There is some movement in the first two cantos where there is the
description of the afflictions of the world through Sisupala, and the
council of the three. The departure of Sri Krspa and a fine des-
cription of his capital eity Dvarakis occupy the whole of the
third eanto and in the fourth canto there is a description of a hill
called Raivataka on the way. From the fifth to the eleventh canto,
it is the description of their halt at this camp, the description of the
army, the sports, the love-making among the ladies and the young
men, drinking and water-sports, seasons and various other topics.

Méagha describes what he knew from books, and what he knew
from books is a colossal mass, and he has the skill to present it in an
artistic and attractive manner. He indulges in the various forms of
alliteration and he handles the slliteration known as the Yamaka
{three ot four or more syllables repeated in the same verse) in a very
masterly way. Besides his command of grammar and vocabulary,
he exhibits his knowledge of diplomacy too. In the description of a

tion of a journey by the here and description of sports and various
other items, and the final close with a scene of fight and the triumph
of the hero——in this structure he imitates Bharavi's Kirdtarjuniya,
145
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Magha does not have that hold on human emotions and on character
delineation which Bhiravi has; but his skill is much greater in hand-
ling the language and the intellectual factors in the composition of
poetry. Nature has colour and variety in the hands of Magha as in
the bands of Bharavi; but Nature has no “life" in their hands. Nei-
ther felt the beauty of Nature; but both undersicod its beauties
through their intellectusl abilities and through their learning. Miagha
may be put to about 600 A.D.
(vili) Sri Harsa

After Kalidasa with his two Grand Epics and Bhiravi and Magha
with one Grand Epic for each, there comes Sri Harsa who is honoured
as the suthor of the fifth of the “Five Grand Epics" { Pafica-maha-
kivye), counted as the best among the Grand Epies in Sanskrit accord-
ing to tradition. K&lidisa represents a type; so does Bharavi and
Magha, each being a type in himself in spite of the many points of
similarities and imitations. They formed the model for the composition
of a large number of Grand Epics. Now there is Sri Harsa who re-
presents another type of Grand Epic with an individuality of his
own. His work is called the Naigadhiya-carita or the story (Carita)
relating to Naigadha (Naigadhiya) which is another name for Nala,
one of the best known heroes of epics fn India. The story of Nala
and Damayanti is one of the most popular among the stories from
ancient India, in modern times.

The available portion is in twenty-two cantos and it goes oniy
to the wedding of the hero and the heroine. The defeat of the hero,
his exile to the forest, his separation from the hercine and his
wandering in the forest, his service in the court of a king as cook,
the announcement of a second wedding for the hercine who had
reached her father, and the arrival of the hero at the wedding as the
chariot-driver of the king he was serving, his recognition and the
final union of the hero and the hervine, are all in portions that should
follow the available text. We do not know why the work was left
unfinished. There are traditions that the poet had written further
portions also; there have been attempis to complete the poem by
later poets and also to write poems as rivals to this poem.

According to Indian tradition there is only the Sisupdla-vadha
of Mighu as a real rival to the Naigadha, It is called the scholars'
tonic (Vidvad-ausadha), It is also recognised as having eclipsed
both Bhiravi and Migha. Harsa was probably a contemporary of king
Vijayacandra or Jayacandra of Kanauj in the second half of the
twelfth century. Besides being a great poet, he was also a great
philosopher, the author of a famous work on Advaita Vedanta (Mo-
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nistic Vedanta) known as the Khandana-khapdakhidya (Sugar-candy
pieces of refutations) being a refutation of the doctrines of the Nyiiya
system of philosophy.

The Noisadhiye-carita is philosophy and all sciences and other
currents of thought brought into poetry, or poetry presenting all the
systems of philosophy and all the sciences and currents of thought
knit around a simple and familiar story. There are elaborate des-
criptions, both of Nature and of human emotions. Harsa's philosophy
does not affect the art in his poetry; on the other hand he beautifies
his philosophy by giving it a coating of art. There Is no subject
known at that time which is not introduced in this poem in some
context or other. Abstruse philosophy is placed side by side with
the details of love, and love practices dealt with in the “Science of
Love" (Kama-éastra), and yet we see no sort of contradiction bet-
ween them,

Harsa's language is lucid and grand. He introduces the allitera-
{ions, especially that variety known as the Yemaka {three or more
syllables repeated) and he also indulges in using words with a double
meaning, But there is an effortless ease with which he handles all
such devices in language, and one does not feel wearied on account
of such exhibition of skill; they are very natural in his poetry and
they flow through his poetry in the most natural way. He des-
cribes only what are relevant to the context; he does not drag in
points simply for securing an occasion for description, as is found
in many of the poems starting with Magha's Sisupdla-vadha and
continued in its many imitations. But when he starts on a des-
cription, there is an arrest in the movement of the story. All the
deseriptions are those of a scholar who has known such things in
his studies and not of a person who has felt and realised the beauty
of such objects in his heart.,

We do not know whether he had continued the poem beyond the
twenty-two cantos now available or whether he left it unfinished, or
whether he meant it as complete in itself. It cannot be said that
the poem does not end in a natural way, requiring further narration
to complete what are promised or hinted at in the earlier parts. It
is not at all unlikely that he meant to write only on the marriage
of the hero and the heroine and to stop the poem at that stage. There
is the description of the honeymoon. There is the closing descrip-
tion of the night in which the moon then rising is pietured as being
red with anger on account of the long description of the night, and
to appease the moon, there is the description of the rising moon,
hailing his advent in scarlet splendour. This can be the natural
close of the poem.
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All the factors that make a poem good and great are found in
it. There is a majestic style, full of music in its flow. There is a
lucid language with chaste words and expressions, There are em-
bellishments that give a special glow to the beautiful language and
ideas., There is a story that moves, though rather slowly. The
theme is really grand, and a thing is grand only when it moves slowly,
What moves fast in a fleeting manner is not what is generally recog-
nised as grand and majestic. There are descriptions bearing a mag-
nitude consistent with the size of the theme, and such descriptions
decorate the story and keep it steady in its movement, Man is not
a mere emotion; man has his intellect and a full satisfaction for a
man is when man's emotions and intellect are also satisfied. Here
there is sufficient scope for the satisfaction of the intellect of man
along with the emotions of man. It is this balance between the
two major factors in the inner constitution of man that makes the
poem great and that made the poem the ideal one for the Indisn
mind. Art saturated with intellectualism and intellectualism mix-
ed with art—this is the ideal found worked out in this poem.

(vill) A FEW OTHER NOTABLE POETS

a¢. Mentha

Rashmir found a few very eminent poets in the second hall of
the first millennium. Bhartp-Mentha (Master-Mentha), known also
simply as Mentha and also called Hastipaka (Elephant-keeper) was
a poet in the time of King Matrgupta of Kashmir who is sometimes
identified with Kalidisa through mere conjecture. Mentha wrote
a poem called the Hayagrivo-vadha (Hayagriva-killing) which was
so very beautiful in the opinion of King Matrgupta that the king
gave him a golden dish to place below the book so thut it may not
lose its sweeiness. It describes the story of how the great God Visnu
killed the demon Hayagriva who stole the wisdom of the nation.
Mentha has described the king as comparable to a silent and unex-
pected rain which does not make its appearance known in advance,
which makes no thundering noise about its performances, which
does not reveal its intentions to any one and yet which yields fruits;
its benefaction is known only from the fruits, Mentha may be placed
in the sixth century AD,

b. Bhima

Bhima is also known as Bhauma and Bhima. He wrote a poem
called the Ravapa-Arjuniye or Arjuna-Ravaniya, dealing with the
fight between Ravaga, the enemy of §1i Rima in the Rémdyana, and a
great king called Arjuna, son of Krtavirya in which Rivana was
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defeated and kept as a prisoner by Arjuna. 'This is perhaps in imita-
tion of Bhat{i's poem, illustrating the rules of grammar.
¢. Sivasvamin

The Kappapdbhyudaya of Sivasvimin is a historical epic deal-
ing with the conversion of a king Kappana to Buddhism. The story
is taken from Buddhistic sources, but handled in a very independ-
ent manner. Only the episode of a king being converted into Bud-
dhism agrees with the source, and the rest are the inventions of the
poet. Just as in the Kirdtdrjuniya of Bharavi and the Siupdla-vadha
of Migha, there is some news that disturbs the king and a council is
held to think of a way to solve the situation, a message is sent to
the enemy king to be prepared for war. Here the story goes at a
tangent and this deviation gives the poet occasion for showing off
his skill in constructing poetry. A demigod suggests to the king
that the latter might accompany him to the Malaya Mountain to
prepare for a plan for the campaign. This gives the poet an occa-
sion for full descriptions of the mountain, the encampment of the
army there, the seasons, the water-sports of the soldiers with the
women, and other kinds of enjoyments like roaming about in the
forest and collecting flowers, sun-set, rise of the moon, drinking wine
in the company of young women by the soldiers, various kinds of
conjugal joys in the night, and the break of day. There is also des-
cribed the march of the army and a severe battle and his victory;
finally the king Kappana who was triumphant is converted to the
religion of Buddha, The poet is a close follower of the poems of
Bhiravi and Magha in all the details, in descriptions, in the hand-
ling of language with all its complexities like alliterations of various
kinds. The poet belonged to Kashmir and lived in the ninth century.

d. Ratnikara

Rainakara is another Kashmiri poet who contributed to Sans-
krit one more Grand Epic of the nature of the poems of Bhiravi and
Migha. His poem is Hara-vijoya (Hara’s victory), that is, the
victory of Hara or the Great God Siva over a demon, Andhaka
{meaning blind) was a son born to the Great God Siva in His con-
sort Parvafi: during their intercourse, she closed his eyes and so the
sém was born blind. Through austerities he was later able to regain
his eyesight and also acquired such great strength that he became
master of the three worlds, and Siva found it necessary to bring an
end to his life. There is the description of the capital city of the
God Siva, his dances, the description of the seasons and of the moun-
tain Mandara, the appeal of the seasons to Siva for protection against
the congueror the demon Andhaka, a debate about the procedure
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against the enemy, and Siva's message to the demon lo retire. Then
the retinue of Siva marches to deliver the message to the enemy; the
description of the sports of the soldiers, which alone occupies thirteen
cantos, follows. The points are the same as in the desecriptions by
Bhéravi and Magha. The enemy refuses to have any compromise or
withdrawal. The fight end the death of the demon with the help of
the Goddess Candi closes the poem with fifty cantos, This is perhaps
the longest poem within the pattern of a Grand Epic.

€. Mankha

Mapkha is s Kashmiri poet of the 12th ecentury, pupil of a
greal writer on literary criticism named Ruyyaka and a commentator
on the work of Ruyyaka; the commentary is known as Alasikira-
sarpaspa and in it he mentioned his own Grand Epic, the Srikangha-
carita, This is again a very long epic in twenty-five cantos, describ-
ing the story (Carita) of Srikantha (another name for the Great God
Siva), how the God defeated and killed the demon Tripura (having
three castles). Discourses of ethics and descriptions of mountains
and seasons and sports and enjoyments of the men in the army in
the company of young women and a deadly war are all brought into
this poem, as in the case of the few poems of this pattern noted above.
The last canto is particularly interesting, in which the poet describes
the council of scholars and writers convened by his brother Alafkara
by name, who was minister of the king Jayasimmha of Kashmir, The
learned society that adorned the court of the king is pictured here.
The council was convened on the occasion of the completion of the
poem and its proclamation to the scholars and poets of his time. It
is found that the poet had three brothers who were also scholars and
writers like himself and who adorned the court of the king. Such
assemblies were common in those days, and the kings, being repre-
sentatives of the wisdom and culture of the people, formed also the
centre for such assemblies. They were the “Academies” where works
of note were considered and adjudged, where scholars and poels
were rewarded for their contributions to knowledge and culture, and
where matters relating to culture and scholarship were discussed.
As a matter of fact, each of the poems noticed ahove contains a por-
tion describing a council to consider the action to be taken in a diffi-
cult situation where matters of high state policy had to be decided:
here it is the description of a historical council and not of & council
forming a part of the story of the poem.

fix} REVIEW

Only u few select specimens are noticed in this book. There
are hundreds and hundreds of Grand Epics of this nature in Sans-
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krit literature—a feature that makes Sanskrit literature unique in the
literatures of the world. There are many languages in the world that
cannot boast of a Grand Epic, and there are many that can boast of
only a few Epics of this pattern, one, two or three; that is the maxi-
mum that is found in any language, ancient or modern, All the epics
in the languages of the world taken together, keeping Sanskrit out,
will be only in a two digit number, which Sanskrit had at its very
start. There must have been more written in various times in Sans-
krit: they could not pass through the sieve in the process of testing
for the estimation of their merits, What are preserved are what have
secured the approval of hard critics, what have passed through the
serutiny of scholars assembled in centres of learning, which were
mainly in the courts of rulers who were themselves in many cases

poets of eminence.

The epics in Sanskrit are not what have been manufactured in a
factory in @ certain specified mould. Each has its individuality:
Kilidasa represents a type in himself, and so does Bhiravi, Migha
started a new type, adopting various factors from the epic of Bhiravi,
and it is the work of Magha that became the model for many a poet
of the later stage. It is for showing this fact that I included a few
of such specimens in which the technique of Magha has been follow-
ed. Such later works are not at all photographic reproductions;
the imitation is only in the outline, in the general design, and not
in the workmanship. In the matter of workmanship, there is no
imitation at all: each is an original work in itsell. There have been
poets who adopted the technique of Kaliddsa even in the later stages
in the development of Sanskrit.

Here 1 may mention one specimen of this type, the Madhura-
vijaya of Gangadevi, a queen of the Vijayanagar dynasty in the four-
teenth century, Her husband, Prince Kampana, died early, before his
father. But as a prince he was one of the greatest warriors and
protectors of the country and its culture at that time. Here there
is the ecity of Vijayanagara very graphically described in simple
verses. An army under the prince moves to the South and halts in
camp at the famous city of Kafcivaram, during the winter, In &
dream .the prince had an inspiration to proceed against the enemy
that had conquered the imperial city of Madhurd, and to restore its
ancient glory he advances further to the South, defeais and kills
the foreign congueror and lakes various steps to commemorate the
victory against the invader. Since it deals with the conquest over
Madhura, it is called the Madhurd (the City)-Vijoya. {victory or
conquest). Since.the prince who wan this victory is named Kam-
pana or Vira (Heroic)-Kampardya, the work is also known as Vira-
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Kaempardya-carita, the word Carita meaning “history". This is a
very late work and is beautiful with its simple and elegant language,
apt descriptions, brisk movements, tense situations and graphic des-
criptions of places and persons, permeated with a spirit of heroism.

There is a very unfortunate criticism against the grand Epics of
Sanskrit that they were written by poets to please the kings and to
secure the approbation of a few intellectuals who surrounded the
kings in order to extract some rich reward. It is true that the poems
were mostly presented before the king with his assembly of scholars
and poets, and that it was only when a poem was approved at such an
assembly that it was released for the public. The poems pleased
the king not because the king was a ruler, but because he was a
scholar and artist; he became a ruler only on sccount of such quali-
ties. Certainly the poems pleased the scholars also, and it was so be-
cause the poems were really good specimens of art. But it did not
stop here. The poems gave pleasure to the people also.

People at that time had a general education reaching to a rela-
tively high level. All the educated people knew Sanskrit and the
educated people constituted a good proportion of the whole popula-
tion. It cannot be maintained that all the people who had education
could understand and appreciate all the niceties and intricacies of art;
25 a matter of fact even among scholars, such people who could really
understand and appreciate true art formed only a minority. The
intellectualism found in the Grand Epics should not be taken to indi-
cate the narrow and exclusive nature of the circle for which the epics
were meant; it rather indicated the high level of intellectual attain-
ment among the generality of the people at that time. Certainly
many of the readers of such poems required even an annotation and
such annotations are available in plenty for all the poems.

KEilidasa never glorified a king. Bhiravi described a hero in
exile faking steps to regain his lost kingdom. In Mzgha and his fol-
lowers also there are the general public coming to claim a good share
of the epic. There is the description of a council where problems of
politics and' diplomacy are discussed and s war is introduced. Then
there is the march of the army with a king also as head of the army.
But here, the king is dispensed with and when jt comes to the descrip-
tion of the army in camp, it is the common people, the soldiers in the
army, that are described with their sports and amusements and con-
jugal enioyments in an atmosphere of natural beauty with the sun-
set and the moon-lit nights, with trees and creepers and plants with
beautiful foliage and flowers, the birds and the animals, the rivers
and the mountains and all such aspects of a grand Nature
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Whether it is in Kilidisa or in any other poet, the real theme is
the common man and Nature; kings come in only as men and they
play only a subordinate role when the real poetry starts with the des-
criptions. Certainly the army did not consist of kings: there must
have been the army in general, which consisted of the general people.
People read and admired the poetry because they were sbout them-
selves. There has been idealisation. If does not mean that what
was described in the poems represented the ordinary homes. The
descriptions show that even the common man at that time was capa-
ble of a high standard of life, The poets and the critics and the gene-
ral publie did not notice any sort of discrepancy between the kind of
deseription and the general nature of the people with their common
life. The poets did not confine and restrict high and noble life, the
light of beauty, to the kings: théy brought kings and the general
neople on a common platform on oecasions of such descriptions.
How can one say that the poems were written to please the kings?

There is artificiality. Art is what is artificial (made into art).
A poet and an artist select and arrange what are found in Nature,
and in that way, Nature becomes art. Art which is artificial, must
be expressed in artificial language if that is to be poetic art. And
such artificiality is also found in plenty in the Grand Epics, some-
times even with a vengeance. In a painting, there are introduced
some floral and other designs that do not form an integral part of
the picture, but form only the right setting for the presentation of
the art. In danecing, besides dances that stir up certain emotions,
there are found introduced postures of a very unnatural, artificial
nature which the spectators admire and enjoy. In music also, the
artist exhibits his skill in manipulating the notes and in handling
the instruments. which exhibitions do not evoke any emotional stir
in the hearer but which evoke some sort of wonder and admira-
tion in the hearer. Similarly in a Grand Epic also there is intro-
duced some exhibition of skill in handling the language. They are
usvally found in the middle of the epic.

I have already referred to some type of alliteration called the
Yamaka, where three or more syllables are repeated. Various other
devices are resorted to in poetry by poets to bring about the right
setting for the presentation of the poetic art; they are not integral
parts of the noetry. they are only border decorations. Besides vari-
ous metres coming in one after the other in the same canto, which
is not the feature in the epics generally, the letters forming the verse
are sometimes capable of being arranged in some figures, like the
figure of a chariot or a wheel or a lotus, Sometimes there is only one
letter in the whole verse. All such artifices add to the total effect of
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the epic on the reader, The poem is to be recited and not to be
looked into from a printed page. Such a manipulation of sounds
in @ verse creates a special effect on the listeners. The listeners
enjoy such manipulstions. It is & part of art. If we say that art
shall be only so and so, art ceases to be art. There is nothing that
cannot form a part of art; the only question is whether a thing has
been presented as art in a setting suitable to the art. This is what
is found in the artificislity of the Grand Epies.

There is a common mission undertaken by all the poets who
have contributed to this class of literature in Sanskrit and they have
all @ common source of inspiration. All of them were aware of a
great past for the nation which glory was gradually dwindling.
There were great teachers and great philosophers: there were great
poets and artists and great leaders for the nation who taught the
nation the essence of good life, and this system was found to have
been prospering in the country from the earliest times of which
there is any memory in the country. There was a grand concep-
tion of the world and also a deep philosophy of life in the culture
of the nation from such earliest times. But popular beliefs were
changing, and with the changes in the beliefs and the life of the
people, the nation was meeting with a decadence, and foreigners
were coming into the country and conquering the country and esta-
blishing their own kingdoms within the country, which was never
imvaded by any foreigner when their traditional culture dominated
the life of the people. The mission of the poets was to restore that
ancient culture.

Ancient themes could interest the later people also and what
was wanted was only to present the ancient themes in the later set-
ting, There is no need to discard all things that are ancient when
conditions change and what was needed was only to change the
mode of presentation. This latter was what the poets of the medie-
val times did when they wrote the Grand Epics; this is what the
poets of the Mahdbhdrata and the Ramayana, namely, Veda Vyasa
and Valmiki, and also Kiliddsa did. Thus there was a unity among
the poets of this time, though their techniques differed.

The new belief was that conditions changed in the world and
that what was old has no value in the changed conditions; new
teachers and new standards have come which discard all that are
old. What can be called good life, what can be called civilized life,
started only when the old Wways were replaced by the new ways, It
is this bellef that the poets wanted to remove from the popular mind
and they wanted to bring about a unity between what were old and
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what are new: they are all aspects of the same eulture. Culture can
grow and change without a break. It is the awakening of such a
true nationalism that saved the country; foreigners were absorbed into
the spirit of the ancient culture and the foreigners became the
greatest supporters of the ancient traditions of the country under

the influence of the great poets.

It may be that we in the present age are not able to find any
beauty in the art of the Grand Epics. But there is the ancient say-
ing in Sanskrit that “if a post is not seen by a blind man, it is no
fault of the post.” What is wanted is not to discard that art but
to develop a taste and ability to realise the beauty in that art. It is
the same unfortunate belief of the medieval ages which is domi-
nating the present generation also, that conditions have changed
and that we must discard the ancient heritage which does not fit
into the modern environment and that we must replace the ancient
stock with new ones, The result has been that we have lost what
was old snd we have not got anything that can be a substitute to

what is lost.

The question is not whether the ancient art satisfies our needs
of art, our standards of art. The real guestion is whether they
satisfied the needs of a great nation. Can we say that what satis-
fied such a nation does not deserve to be recognised as art? For
answering this question, we must have a better understanding of
the culture of the ancient people. We have to recognise that they
had intellectual eminence, they had emotional growth. They loved
beauty and developed beauty around them. They realised the world
around them as beautiful and they recognised the immense possibili-
ties of enjoyment within this life on the earth.

Just as there was a great change from the Vedic to the medieval
times, there has been also a great change from the medieval times
to the modern times. So we must change the mode of presentation
while we can retain the material and the spirit of the medieval
times: this will bring about a unity between the medieval culture
and modern culture that has to develop in the country, and since
the medieval culture had a harmony with the Vedic times, there
will result a unity between the modern times and the medieval times
and the Vedic times, Thus Indian life and Indian culture from the
earliest times to the modern times become a unity. It is for this pur-
pose that we should try to understand the Grand Epics of the medi-
eval times; the purpose is not to arrest new growth and be satisfied
with what is old. The real purpose is to give a manure to the new
growths
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VII. DRAMA

(a) GENERAL

There are two ancient languages in which the dramas were
developed Lo a high degree of artistic perfection, and they are Sans-
krit and Greek. There has been a view held that the Sanskrit
drama had its origin in the Greek drams and that the influence of
the Greek dramas on the Sanskrit dramas is very clear. This has
not been accepted by many of the scholars who have worked on the
subject, No one has even hinted that the Greek drama had its in-
spiration and origin from Sanskrit drama, that Aristotle had his
inspiration in writing his Poetics from the dramaturgy found in
Sanskrit. One thing is certain and that is that both deal primarily
with dramaturgy.

The term used in Sanskrit to designate a drama is Négaka, and
this word is derived from the root Nrt meaning “to dance". Tn the
earliest stage of Sanskrit, ie, in the Rgveda, there is no hint of &
dramatic art; there is a word Nyt which is derived from the same
root Nyt (to dance), and the word means a dancer, applied to the
goddess Usas (Dawn). All the elements constituting a drama are
found in the Rgveda, namely dialogue, music and dance; there is also
some sort of visual representation of situations and events. Various
amusements and recrestions are mentioned in the Rgveda like cha-
riot-race, hunting and gambling: but Grama does not seem to have
been a source of enjoyment to the people of the time, in so far as
there is no hint of the prevalence of such an art. Yet, we may as
sume that there had been some kind of visual representation of situ-
ations and events through dialogues and setion accompanied with
music and dance even at that time since all the elements are sepa-
rately found in the Rgreda.

Another word that designates drama in Sanskrit is Ripaka,
which means “visual presentation". and ¥el another term is Abki-
naya, which means “bringing to the presence”, None of these terms,
Nétaka, Ripaka and Abhinaya are found in the earliest literature in
Sanskrit.  Yet the earliest work on literary eriticism Is about drama
and dramatic representation in which literature comes in only as of
secondary importance being subordinate to dramatic representa-
tion. In seitling the age of the dramatic art in India, all these
points must be kept in view; nothing can definitely be said about
this problem,
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All that we are sure about is that at the time when Bharuta
wrote his great work on dramaturgy, called the Négyo-Sistra
(Ndgya—=Dancing; Séstra—=Science), there was an immense wealth
of dramatic literature available to him. He describes the various
types of dramas and mentions the names of dramas coming within
the various types, We do not know the date of Bharata; he must
be prior to Kalidisa. But Kalidisa's date itself is yet unsettled,
scholars differing on the question considerably; the earliest date
suggested is aboul the first quarter of the second century B.C, the
lstest date suggested being the fourth and ffth centuries AD, The
art of drama and works dealing with the art were known to Pagini,
the great grammarian of the Sanskrit language, and his date is de-
finitely a few centuries prior to the beginning of the Christian era,
perhaps five centuries. In his time also there musl have been
many dramas and there must have also been treatises on drama-
turgy. Phoini is not later than the date of the great Tragedies in
Greck.

Kilidiss is not the earliest dramatist of Sanskrit; he mentions
three dramatists famous in his time, and they ure Bhisa, Saumilla
and Kaviputra, Of them we know only the names of the last two.
Of the first, namely, Bhisa, we know that he had writtan a droma
called the Svapna-visevdatte (Dresm-Vissvadatid), in which the
heroine Visavadattd was seen by the hero in his sleep. Recently,
a few dramas, thirteen in number, were published as the works of
Bhiisa, shout ffty years ago, and mbout twenty years ago a foure
teenth was also added o this number, There must have been many
dramas even prior to Bhiisa, as is found in the work on dramaturgy
of Bharata. But in & history of Sanskrit literature, we have to start
with Bhisa in dealing with drama, since his dramas are the earliest
pvailable now,

ity BHABA

In the history of Sanskrit ltersture, Bhisa's name is as fa-
mous os the name of Kilidisa. Poets and dramatists and romance
writers speak of him with grest admiratlon. Writers on literury
eriticism also mention his name, and passages are cited with great
respect from his dramas. Biga, the great romance writer of the
beginning of the seventh century AD. compares the dramas of
Bhisa with a temple started by Sitra.dhdra (the chief among the
aetors or the builder who holds the measuring tape), having many
Bhiimikas (storeys or characters) and having Putdkas (episodes or
banners). Rijasekhara speaks of the circle of Bhisa's dramas hav-
ing been thrown into the fire and of his Svepno-wisevadatta not
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having been burnt; and Rajasekhara belonged to the beginning of
the 10th century. Another dramatist, Jayadeva of the beginning
of the thirteenth century A.D., speaks of Bhisa as merriment (Hdsa).
Events in the Svapna-vdsavadatte of Bhisa are alluded to in works
on literary criticism, and passages are also cited which are found
in this drama, though the source of such ecitations is not given,
Passages from the Svapnawdsavadatta mentioning sometimes the
name of the dramatist as Bhisa are also found in some works,
though not one of such passages is traceable to the drama of that
name that is now published as the drama of Bhisa,

When in the begimming of this century the drama Svapra-vésa-
vadatte was first published, followed by twelve more dramas of
the same dramatist, there was considerable excitement among
students of Sanskrit literature in so far as the dramas of such a
famous dramatist till then unknown were discovered and published.
There arose a great controversy regarding the authenticity of the
authorship of these dramas. There is evidence in the history of
Sanskrit literature only about the association of Bhasa with a single
drama, the Svapna-visavadatte. A literary critic, Bhamaha, eriti-
cises the construction of the plot of a drama which has the same
theme as that of one of the thirteen dramas, the Pratijid-yaugan-
dhardyana, which theme is a prelude to the theme in the Svapna-
visavedatta, But the drama as it is does not seem to be a fit tar-
get for such a criticism, in spite of the identity of the story. It may
be that there was yet another drama with the same story and that
the criticism may be against that, and that this drama is a new pro-
duction with the same story revised and made free from such criti-
cism. It has not yet been proved that Bhasa is the author of the
thirteen dramas, Schalars differ.

L. Svapna-visavadatta

Vasavadatti was the queen of a great heroic king named Uds-
yana who had his capital at Kauéimbi. There was a prophecy that
he should marry Padmévati, daughter of another king, if he was to be
victorious over his enemies, But on account of his great love for
the queen, he was reluctant to conduct that marriage, though that
would help him in his wars, through securing the alliance of that
king. His minister, Yaugandhardyans, spread a story that when
the king was on a hunting expedition, there was a fire accident in a
village where the queen was camping and that the house in which
she was living was also burnt and that she died in that aceident.
The king believed the story, and now since his beloved was lost, he
was not unwilling to marry the other princess. The minister had
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persuaded the queen to accept the contrivance which was necessary
for his victories and for the safety of his kingdom, snd she agreed to
live in the palace of the same princess as a friend. The king went to
that place for the marriage. The marriage was conducted. One day
when the king was gleeping, Vasavadattd went there to know how he
was feeling since he was suffering from severe headache. The king
saw her as if in dream since she could not have been alive, as the king
believed, and this incident gives the name to the drama. By that
time Vasavadattd's identity was known and she and the new gueen
went to the capital of the hero.

This is a very beautiful drama. But the drama as it is now avail-
able does not seem to be a complete one. Many events in the drama
of this name mentioned by writers on literary criticism are not found
in this drama, and so are some passages cited as from this drama
by such writers; the drama as we have it now, is likely to be an
adaptalion for the stage or an abridgement of the original drama
of Bhisa. The king still remembering his lost queen and yel hav-
ing to show love to a new queen, the first queen living as a friend
in the palace of the second queen, seeing all that was happening,
and unable to reveal her identity, and ultimately the context when
the first queen had to go to the apartment where the king was sleep-
ing, without being discovered—all such events give an occasion for
the dramatist to describe situations that are full of pathos and dis-
play of very tender feelings. The characterisation is superb and
the plot development is very natural and charming, There are very
{ense situations, like the one in which the confidential companion
of the king asks him about the first queen who was supposed to be
dead snd about the new queen, when the first queen was actually
present there within hearing.

The language is simple and elegant, suiting the tender feelings
in the drama. There is little that can be called Nature des-
cription in the drama; it is essentially a drama of the study
of human feelings. There is also very little of what can be
called the supernatural, except what comes within the popular
boliefs of the time. Man and his feelings, his sufferings and
final triumph form the main interest in the drama. There is little
of a stary though it is full of arresting situations; consequently
there is not much of action and movement while there is much of
mentz! excitement. The hero who has many exploits to his credit,
as a lover znd a bereaved husband still thinking of his lost love,
living in the same place with his former love whose identity was
not known, the new queen who never knew of the heart’s pangs of
her companion, the former queen of her husband, and the former
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queen supposed to be dead, bearing all sarows for the sake of the
final victory of her husband and concealing her pangs, having to
see her husband becoming the bridegroom of another princess and
not being able to have the company of her husband who was living
in the same place—all such situations make an appeal to the readers
which few dramas can make.

il. Pratijid-yeugandharayana

There is no evidence at all that this is a drama of Bhasa, so far
as the Sanskrit literature goes; there is no mention of it anywhere.
The story is criticised by a literary critic for its faults in plot con.
struction. If this drama, which does not have any of the defects
shown by that critic, is later than that critic, being an attempt to
revise an old drama in the light of that criticism then this is rather
a late drama and not the drama of Bhasa. But this is generally
accepted as a drama of Bhisa. The story is a prelude to the Svapna-
vasavedatia, being the story of the marriage of Udayana with Vis-
avadatta,

Udayana was a great hero and king of Kausimbi There wes
another powerful king at Ujjayini named Pradyota who had a
daughter named Vasavadatts, and the king wanted Udayana to be
her husband. But there was the difficulty of getting Udayana who
was his enemy as his son-in-law. So he resorted to a contrivance
to get the hero to his kingdom. Udayana was a great musician and
an expert in playing the Vind instrument with which he used to
tame elephants. Pradyota constructed an artificial elephant of
huge size, filled it with soldiers and sent it to the borders uf the
kingdom of Udayana: no one could detect it as artificial, so natural
was the construction. The king Udayana heard about this wonder-
ful elephant and started with his musical instrument, the Vipd, to
that place to tame this new elephant. He had a minister named
Yaugandhariyana who knew about this contrivance, but he could
not communicate the news to the king before he started on this

elephantanﬂbegnntnplaynnhisvmﬁ,hruttherewnsnu change in
the elephant. Suddenly all the soldiers came out, and there was a
severe fight; the king was overpowered in spite of his valour and
he was taken prisoner and carried to the capltal city of his enemy.

The king of Ujjayini, King Pradyota, engaged the king to give
instructions in music to his daughter Vasavadatti. At this time,
the minister of the hero, Yaugandhardyana, and the commander of
his army Rumanvin and the confidential campanion of the king,
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the Vidigaka, started to the kingdom of the enemy where the king
was a prisoner, to gather news of the king and to find ways and
means to release the king from captivity. Yaugandharayapa toock
up the robes of a lunatic and Rumanvén went as & Buddhist monk;
the confidential companion went there as an ordinary citizen and he
used to visit the palace. One day the three mel and had a council
in which they discussed all problems. Yaugandhariyapa thought
of a device. In the palace of the enemy there was a huge elephant,
and If by some method that elephant could be made to run amok,
King Udayana would be the only person to tame the elephant. He
applied some drugs for the purpose and when the elephant could
not be controlled by any one, King Udayana's services had to be re-
quisitioned for the purpose and the king brought the elephant under
cantrol.

King Pradyota, the father of the heroine, developed consider-
able confidence in King Udsyana and even allowed him to take a
ride on the huge elephant. Following the secret counsel given to
the king by Yaugandhariyana through the king's confidential com-
panion who was freely meeting the king in the palace without evok-
ing any suspicion and without his identity being revealed, the king
one day went out of the city along with the princess riding on the
elephant and managed to escape from the city of his enemy. By
that time Yaugandhariyana had managed to fill the whaole city with
people who had come from the king’s own eity of Kausambi, and
they all helped in preventing a search and pursuit of the king in

his flight.

This is the main story. At the council where the two ministers
and the king’s confidential companion discussed the methods of re-
leasing the king from captivity, Yaugandhariyapa in the end made
a vow that he would release the king from captivity and so the
drama is called the Pratijid-yaugendhariyana (the Vow-Yaugan-
dhardyana|, The style of the drama is exactly the same as what is
found in the Svapna-visapadatta. No one will deny the identity of
authorship in the case of the two dramas from the pomt of view of
language, characterisation and descriptions of situations. This Is a
drama full of action and the characters are full of life and energy,
with plenty of resources; this is especially the case with the two
ministers and the confidential companion of the king: of the two
ministers, Yaugandhardyana is the real moving spirit in the whole
drama. Calm and collected, full of forethought, ressurceful, able
to find a way out in any difficult situation, he came out triumphant
through his skill in solving the problem of releasing the king from
captivity without a struggle; and in a struggle, it would have been
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impossible to come out successful when they had to fight the enemy
in his own capital city.

iii. The remaining dramas.

The Svapna-vasavadatta is the only drama of which there is
some evidence to relate it to Bhasa as the dramatist, In the case of
the Pratijid-yaugendherdyana, there is such a close affinity between
this and the Svapna-vdsavadatta that we cannot dissociate the one
from the other, and so this latter also is given a prominent place in
dealing with Bhasa, The remaining eleven belong to a different class.
In some of them the theme is taken from the Ramdyana and in others
the theme is taken from the Mahdbhdrata. There are two in which the
story is taken from chronicles. In one the story relates to Sri Krsnpa.
One of this latter class, the Carudatta, contains the first four acls
of another drama, the Mrcchakatika of Stdraka. The general view
is that this drama of Bhéisa is the original and that Stdraka enlarged
the drama into ten Acts, now known as the Myechakatika. Some
take the short drama of four acts as only the beginning portion of
the Mrechakatrike with slight variations, The Myechakagika will
be taken up later.

In all the dramas, whether they are by Bhisa or by other dra-
matists, there is very skilful workmanship, with good style, chaste
language and vigorous characters and brisk movement. We miss
in them the tender feelings and the deep pathos found in the Svapne-
vasavadatta and the Pratijid-yaugandhardyana; but we have in them
fine specimens of vigorous characters full of action and strong emo-
tions. In some of them the plot construction is very skilfully done.
Many of them have only one or two Acts with very few characters
also appearing on the stage. The dramatist is very original in hand-
ling the theme, deviating considerably from the original and intro-
ducing new events and situations for the proper development of the
plot. All the dramas, including the two that are dealt with in some
detail, are very good specimens of art, and it makes little difference
whether they are by Bhésa or by other dramatists. The discovery
u_i;ltL}: dramas and their publication have made Sanskrit literature
richer.

(c) STDRAKA

In Sanskrit literature we know much about the art and little
about the artist. In many cases we know the name: but there are
reasons to doubt if that is his real name or that is only his pen name.
Just as Veda Vyisa Is known as the author of the Itihasa, the Mah3.
bhirate and just as Vilmiki is known as the author of the other
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itihdsa, the RAmdyana, there is a drama pamed Mpechakatila
which is associated with Stdraka as the author. SoOdraka is the
name of a legendary king about whom very little of historieal in-
formation is available. Snodraka appears in many a tale in the
literature in Sanskrit, He is spoken of as king of different coun-
tries in different places. But everywhere there is this fact that he
was a king, that he was also a great king with learning and victory.

In Sanskrit dramas there is generally a prologue in which some
information about the poet and the drama is given. In this drama,
the author is spoken of as a great king with learning, who perform-
ed the famous Asvamedha Sacrifice which is performed by all sove-
reign kings with imperial sway and who died after living for a
little over a hundred years. Certainly this information about the
author could not have been given by the suthor himself. Either
the drama is not by Stdraka; the poet wrote it and gave it out as
the work of the great scholar king Sidraka. Or it may also be that
&adraka wrote it and that the prologue was added later. The latter
is not a plausible alternative. In the former alternative we are
depriving the drama of a really worthy authorship.

Nothing can be said about the date of the drama, since we do
not know anything specific about the author, Kalidisa mientions
three of his predecessors and he does not mention Siidraka. There
has been a theory that Bhasa is the author of this drama also. All
the features mentioned by Bana about the dramas of Bhédsa ure
found in this drama, and perhaps this is the only drama where all
such features are found, namely, the drama starting by the Sutra-
dhéra (Chief Actor) himself and not by a character of the drama,
a large number of characters appearing and episodes introduced.
Elsewhere it has been said that Sidraka is identical with Agnimitra
the hero of Kalidisa's drama the Malavikdgnimitra. Bhasa and
Agnimitra are elsewhere given as reputed poets, Agnimitra being
given as Jvalanamitra, both meaning “friend of fire". Such a mode
of designating a person by synonyms of the words constituting his
niime, here Jvalana for Agni meaning “fire”, is not uncommon in
Sanskrit literature, Bapa, the greal romance writer of the seventh
century, mentions king Siidraka in his romance ealled the Kddam-
bari as attached to literature. There is a literary work called the
Siidraka-katha (story of Sidraka) by two authors named Rémila and
Saumila, as stated by a later literary critic Rajasekhara of the tenth
century. All that we can say is that according to tradition Sudraka
was a king and a scholar and a poet and that the drama Mrcchaka-
tika is known as a work of Stdraks; the difficulty arises since, in the
prologue to the drama, the poet is mentioned as dead. Is the whole
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drama by another poet or is the prologue added later? Both suppo-
sitions create problems,

We reach nowhere if we search for the identity of the poet;
but we reap a good harvest if our efforts are limited to the poem
alone, This is one of the best dramas in Sanskrit literature. It
is one of the few dramas in Sanskrit that can produce an
effect on the stage. The large number of characters, the variety
in such characters both in point of social status and in point of their
features, the pathos, the plot, the brisk action and the rapid move-
ment of the slory, the natural sequence in the appearance of events
after events, the tense situations, the brilliant dialogues, the pro-
fusion of popular sayings, the presentation of human emotions—all
these factors combined make the drama really interesting

The story relates to a merchant of Ujjayini, the famous city
of ancient India, the centre of culture and of sciences and also of
commerce, the seat of great emperors. He was a Brahmin who ought
to have taken to a life of learning, of intellectual and cultural pur-
suits, He was already married and had a son, and he was living a life
of opulence, honoured by all the citizens. But by ill luck he lost
all his wealth owing to ship-wrecks. The herocine came from a com-
munity in which the women led a life of freedom and allowed their
charms and their bodies to be enjoyed by those who could pay for
them. She was also immensely rich and lived the same life of opu-
lence in a palatial mansion. But she was devoted to the hero whom
she met &t a festival and with whom she fell in love; the love was
mutual. There was the king's brother-in-law who was looking for
a chance to have his carnal cravings satisfied through an association
with her, and she stoutly rejected all his approaches: he had his
Jealousy for the merchant who was the object of her Jove, The drama
staris with the heroine in the street walking towards home in the
evening, chased by this brother-in-law of the king. At a later stage,
they met again in a garden and when he found that she would not
bend, he strangled her and threw her on the ground, thinking that
she was dead. But she was not actually dead, and a Buddhist monk
took care of her. At that time, since the heroine was missing, the
king’s brother-in-law accused the hero for having murdered the
hercine to get at her jewels; in the court all evidences supported
the accusation, the wisit of the heroine to the house of the hero, the
confidential companion of the hero having been found in possession
of the jewels, the visit of the heroine to the garden to meet the
hero as admitted by the heroine's mother, and so on. The hero was
condemned to death; but at the last stage before the actual execution,
the heroine sppeared on the scene brought there by the Buddhist

144



DERAMA

monk, and the whole situation cleared. The hero recommended
pardon for his enemy who had tried to bring death on himself.

Along with this story of the love affair of the hero and the
heroine, there is also a political episode intertwined with this main
plot in the drama. There was the legitimate heir to the throne, a
young prince, who was imprisoned by a rival, and the rival sat on
the throne; the villain of the plot is his brother-in-law, About the
time when the brother-in-law attempted murder, this young man
was able to come out of the prison through the help of some friends,
and at the time when the hero was condemned to death and saved
from the gallows, this young king could sit on the throne and he
was a great friend and admirer of the hero. The hero could easily
have sent this villain to the gallows; but the magnanimity of the
great soul had the upper hand and his life was saved by the same
person whose life he endangered. What could have been an irre-
vocable tragedy turmed out to end well. The turn of events was
very natural also.

In the beginning we see the contemptible villain chasing a noble
lady in the public streets; the hercine takes refuge in the house of
the hero when she notices that she is already at his gate. She de-
posited her ornaments in his house and went home. At that time
it s0 happened that there was a suitor for the lady companion of
the heroine, and he wanted to secure some rich present to take to
the hercine and get the release of the object of his love from her
services: he decided that the easiest way would be to effect a bur-
glary in a rich man's house, and the best place was the house of the
hero. He burgled the house and carried away one of the ornaments
which the hercine had deposited in that house, He took that very
ornament to the heroine who recognised them. At that time the hero
sent a substitute ornament through his confidential companion to the
herpine. The heroine accepted that too and promised to visit his
house. She paid her visit to the hero; there his son was weeping
because in the place of the golden toys which he was accustomed to,
he had to play with a e¢lay toy-cart. It is this event that gave the
name to the drama, Mrechakatika (Mrt=clay and Sakatika—toy-
cart): in combination, the two words become Mpre-chakatika. The
heroine promised to present a golden toy to the boy, They agreed
to meet again in the garden after the hercine had spent her night
in the house of the hero. A cart was arranged by the hero for her
to go there; but there was an error in the crowded street, and she
got into the cart of the brother-in-law of the king who was waiting
in the garden, That was how the villain met the heroine in the
garden, which ended in his attempt to murder her. In the eart meant
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for the heroine, the boy king who had just found his release from
prison had a safe ride to the outside of the city, in so far as no one
would stop the cart of the hero,

In the beginning we see the hero and his confidential compa-
nion talking about his losses and the consequent powverty and about
the humiliations and sufferings in poverty. This is one of the
most touching scenes in the drama. When the burglar was ap-
proaching the house of the hercine with the ornaments, the hercine
and her companion were talking about the choice of a suitable mate
for the heroine and about the heroine's preferences in the matter.
The companion was mentioning various names, and the heroine was
rejecting each and every one of them for some reason, and ultimate-
Iy the heroine opened out her heart and told her of her love for the
hero whom she had met at a festivall Here there iz brilliant dialo-
gue with a touch of humour, The trial of the hero is another arrest-
ing scene and we see the king's brother-in-law using all his powers
and authority even to deflect the course of law; still the law took
its matural course which yet resulted in the tragedy which befell the
hero, though later averted,

If the heroine were one minute late in making her appearance
at the scene of the execution of the hero, the drama would have
ended in a different way; the hero would have been put to death.
Certainly the new king would not have allowed the willain to con-
tinue his life after having been the cause of the death of his friend,
the hero. The hercine may not have cared to live after that tragic
event, for the hero. The hero’s confidential companion too would
have preferred to end his life and in the family of the hero also,
there would have been tragedies, Thus the stage would have been
strewn with dead bodies. But the stary was handled in a very
clever way, and what would have been an irrevoeable tragedy turned
out to be a happy union of the hero and the heroine with joy to
all, even to the villain of the tragedy.

In the love affair hetween a rich heroine and a hero in rather
poor circumstances, in the attempt of a wicked villain to have re-
venge on an innocent man out of pure contemptible hatred, in the
scenes where the hero talks about his losses and where the heroine
talks about her preferences in the matter of choosing a companion
in life, in the court scene and in various other matters, one cannot
miss a close resemblance between this drama about the Merchant
of Ujjayini and Shakespeare’s Merchant of Venice. It is not at all
suggested that Shakespeare was influenced by Shdraka; great
geniuses walk along. similar paths.
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The hero's confidential companion, the Vidiigaka, as he is gene-
rally known in Sanskrit dramas, is a type in this drama with few
similar specimens; there is the confidential companion of the hero in
Kalidasa's Malavikdgnimitra and the confidential companion of the
hers in Bhasa's Spapne-vasavedafta and Pratijid-yeugandhardyana.
These two and the confidential companion of the hero in this drama
form @ trio, In all the other dramas, the confidential companion is
a stupid simpleton wha talks nonsense and who behaves in the most
ridiculous way; he is no character at all in the dramas and he simply
provides the hero with an occasion to talk about the heroine and
his love for her, But in the case of this happy trio, we have a very
intelligent and resourceful character, full of activity, skilful in carry-
ing out plans and devising plans for escape from the most difficult
of situations, with a strong mind able to keep any secret, devoted
to the hero and supplying an effective motive power for the plot to
develop, like any other chief character.

There is the Buddhist monk who saved the heroine towards the
close of the drama. He was a shampooer; he had his trials and he
had to face dangers. He took to the Monastic Order. It is a mem-
ber of the Monastic Order, as in the case of the Nun in the Malavik-
agnimitra of Kalidasa, who becomes the chief agent for the final
union of the hero and the heroine. He never counselled the heroine
to abandon all interest in life and to join the Order, seeking the
Path for eseape from the sins and sufferings in life,

The gambler who takes to burglary since he had lost everything
in the gambling den and wanted some valuable asset, is another
interesting character. The whole scene of the burglary is also very
attractive, in which the science of burglary is explained in a very
detailed way, how to make the hole in the wall and how to put out
the lamp by proper contrivances. The confidential companion of
the hero was in possession of the ornament of the heroine, deposited
for safe keeping with the hero, and he thought that when the bur-
glar was taking it from him he was actually re-depositing it into
the hands of the hero himself. The cart-drivers in the busy street
and the executioners at the end are also very realistically poriray-
ed. There is romance and idealism in the midst of realism and the
common-place. We see the various sides of city life; we see the un-
serupulous politician exploiting his position and the authority and
power he wielded, for his own ends, There is brisk movement;
‘scenes follow scenes and there is a natural sequence from event to
event. The situations are always very tense and yet there is no
exhibition of emotional fits like swooning and wailing. There is
serenity and calmness, and the nerves are never overstrained.
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There are many women characters playing their part in the
development of the plot. Besides the heroine, there is her jovial
companion, faithful and full of humour without levity, intelligent
and discriminating, There is the first wife of the hero, full of con-
sideration for her husband, free from jealousy and pettiness, with
no grain of selfish motives, surrendering quite willingly and freely
her own ornament to replace the stolen ornament of the herdine,
and even welcoming the new love of her husband with respect and
comsideration when she visited the house, The hero's maid-servant
is an old lady with a full sense of her duties and motherly in her
attitude to the hero.

The number of characters that appear on the stage is really
large and each one of them has an individuality, with a place and
a function in the development of the plot. There is no one who is just
a passive spectator contributing to the development of the plot just
by casual remarks like “What then” or “How wonderful” or “What
a pity". Each one of them acts in his place and fulfils his function.
It is difficult to speak of a classification of the characters into major
and minor, except in a very technical way. Kings and their rela-
tives, merchants, officials, cart-men, simple citizens with their hum-
ble avocations like shampooing, burglary, gambling, & monk, and all.
come together forming a sort of “Socialistic State” There is no
class division and no caste division., All are important in that State
created in the drama.

The dramatist introduces the theme of the drama in the pro-
logue ns the story of a young Brahmin merchant of the city of Avanti
(Ujjayini), Carudatta by name, young and fallen into evil days,
having become poor and his love for the young lady named Vasanta-
senii, charming like the beauty of the spring season, and their happy
union and joy in life after the process of law and its deflections from
the right path through the misrepresentation and influences of wick-
ed persons. In the drama there is the story of the love between a
young couple intertwined with a political plot. The characters that
play their part in the main story are also the people that help in
solving the knots in the political plot, and the events in the main
story also help the final release of the imprisoned king who was the
legitimate claimant {o the throne. The two plots are very cleverly
handled. 1t is good literature, good poetry and good drama. There
is plot, there is characterisation. There is feeling, there are reverses,
there is triumph and joy. There is variety in characters, in situa.
tions and in events. All that makes a drama great are here.
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(dy KING HARSA

After dealing with the drama that has been assigned to a king,
Sidraka by name, it is proper to deal with the dramas of another
great king, though, from the striet chronological order, other dramas
should have been taken up. In so far as we do not know the dates
of some of the important authors definitely, it is better to ignore
chronology and attach greater importance to affinities on other points,
King Harsa is one of the most prominent personalities in Indian
history. While Stidraka is a legendary king whose history has been
shrouded in myths and tales, Harsa is a truly historical king about
whom we know much of a historical nature. He was a king of
Kanauj, son of Prabhikara Vardhana and younger brother of Rajya
Vardhana. After the death of Rajya Vardhana, his younger
brother came to the throne, and Harsa Vardhana ruled the country
for about forty years and in the end, though a great warrior and
conqueror who established a great empire, he was himself defeated
by a king called Pulakesin II. He had a historian in Bana, who has
immortalised this great king in his famous historical romance, the
Harsaearita (Harsa's history).

In his time a great pilgrim from China, Hiuan Tsang, came to
India and his records form a great help in reconstructing the history
of his reign. Besides being a great warrior and congueror, he was
also a great patron of learning and himself a great poet. There are
three dramas that have come down to us as the works of King Harsa.
His capital was Sthinviévara (Taneswar) in the country of Kanauj
(Kanyakubja). Even from the early times there has been some
tradition according to which one of the dramas (the Priya-daréika)
was actually written by another poet named Dhivaka and given
to the king as the latter's work in return for rich presents. There
has been a general belief in recent times that kings are not the real
authors in the case of the large number of works that have come
down to us as the works of roval authors, But we need not seri-
ously consider this point at all. In India, kings have been greal
poets, literary men, philosophers, masters of arts like music. and
promoters of learning. It is rather surprising that there has been
such a tradition in India itself, and the wonder isall the more be-
cause it is not the best of the three dramas, but the worst of them
that has been ascribed to another suthor as accepted by the king as
his own work in return for immense presents. If the king wanted
fame through the works of another author, he would have selected
another drama, and if the king is himself the author of the other two,
then such an author would not have cared to be known as the author

of this work written by another.
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i. Priyadardikd and Ratndvali

The two dramas, the Priyadersiké and the Rotndpali, have more
or less the same theme. They have also a common technigue. Each
is a drama of four Acts with the great king Udayana, the hero of
Bhisa's two dramas, the Pratijad-yougandhardyana and the Svapna-
vAsapadatta, as hero. The plot is more or less what is found in the
Milevik@gnimitra of Kalidasa, and the Svapna-visavadatta of Bhisa.
In the Priyadarsikd,; some events in the life of the hero during his im-
prisonment in the palace of his enemy, king Pradyota, as found in the
Pratijid-yaugandheriyana of Bhasa, are referred. There was a king
named Dhytavarman who had a daughter name Priyadarsika, and the
king wanted to have her married to Udayana, the king of Vatsas. But
the Kalinga king wanted to marry her; when Udayana was in prison,
this Kalinga king attacked King Dhytavarman, but the daughter was
saved by the chamberlain and entrusted to another king named Vin-
dhyaketu. Vindhyaketu came into conflict with Udayana after the
latter's escape, and Udayana defeated him, and among the riches that
he gained was this princess, whom Udayana entrusted to his queen
Vasavadatis as a companion with the name Aranyika. The king
fell in love with her and used to talk to his confidentiz]l companion,
the Vidiigaka, about her and his love for her. When one day the
king was thus talking about her, she herself came to the garden and
overheard the conversation. Her friends left her, and at that time
2 bee attacked her (a poini that reminds one of the bee incident in
the first Act of Kalidasa's Sikuntala), and she ran into the arms of
the king in her confusion. There was an aged and learned lady in
the court named Sinkrtyiivani who composed a drama describing
the marriage of King Udayana with Visavadatta, and in this drama
to be performed before the queen, the part of Vasavadatta was to be
taken by the princess living there as Aranyvika; and seeretly the con-
fidential companion of the king and another lady named Manorams,
who should have played the part of the king, managed to have that
parl played by the king himself without the gueen having any idea
of the plot, Here we find the influence of Kalidasa's Malavikigni-
mitra, in this context. When the performance was going on, the
queen had her misgivings in spite of the assurances of the aged lady
Sénkriyiyani; she left the hall and saw the king's confidential com-
panion asleep, She woke him up and he gave out the whole secret
to her. The king tried to appease her, but she would not listen. Then
the identity of the princess, living as Arapyikd, was revealed when
she was kept in prison by the orders of the queen, At this stage, it
was found that the father of the princess was able to defeat the
Kalifiga king who had invaded him earlier and to re-establish him-
self on the throne. Along with this news came the news that the
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princess in prison had taken poison, and the king was the only person
who could cure her. The king brought her back to life, and the
whole story ended well with the marriage of the king with Priya-
durdikd, who was living there as Aranyika:

In the Rafndvali, YaugandharSyana, the minister of Udayana,
planned a marriage of the king with the daughter of the king of
Ceylon, and for this purpose, he spread a news that the queen Vasava-~
datta was burnt to death in an accident in a village where she was
camping, Then the king of Ceylon agreed to have his daughter
married to Udavana and to send her to his country. On the way,
when the party was crossing the sea, there was a ship wreck, and
the princess was saved by a merchant of Kausambi, the capital city
of Udayans, and was entrusted to the queen as her companion, The
queen kept her away from the king lest the king might fall in love
with her. But fate gave a new turn to the course of events and
occasions arcse for the king to meet the princess who was living
there with the name of Sagarikd (born from the ocean). During
the celebration of a Spring Festival, the princess heard the eulogy
of the God of Love (Kama); she thought that that was a eulogy of
the king himself, being the embodiment of that Lord of Love, but
knew the truth later. Sagarika had painted the picture of the king
and another lady, a companion of the princess in incognito, added
her own picture beside. The princess admitted her love for the
king during the conversation. At that time a monkey that had
escaped was creating terror in the palace, breaking a cage in which
there was a parrot; the parrot in the cage flew to the garden and
sitting on the tree began to repeat the conversation of the princess
and the other lady where the former confessed her love for the king.
The king and his confidential companion overheard the parrot's
words and coming to the palace saw the picture also where the king
and the princess were painted together. The princess and her com-
panion overheard the conversation of the king and his confidential
companion, and in the end, the king and the princess found them-
selves face 1o face. The queen came there and their meeting was thus
cut short. The king tried to appease her in vain and the queen de-
parted, The king's confidential companion prepared a plot where the
princess in the guise of the queen was to meet the king; but the
queen knew of this and she went there in the place of the princess,
The king began to make love to her thinking that he was talking
tn the princess in the guise of the queen; the queen reproached him
for such lack of faith and departed. When the princess went there
in the guise of the queen, it was too late; she knew about the plight
of the king and thought of committing suicide by tying a noose
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round her neck, but her attempt was foiled by the sudden arrival
of the king and his confidential companion; they thought that it was
the queen herself; but he knew her identity, and when the king
and the princess were exchanging love the queen again came there
and saw the lovers united. She carried away the princess and the
king’s confidential companion as prisoners. Later the king's confi-
dential companion was released but the princess was kept in pri-
son. Good news arrived of the victory of Udayana’s commander-
In-chief Rumanviin over the Kosala king and the death of the latter
in the fight, At that time a magician came, and he was permitted to
exhibit his art; but the performance was interrupted by the arrival
of two of the escorts of the princess in the ship wreck and they
narrated their experiences. At this stage, report was brought that
the palace was on fire and the queen announced that the princess
|living there as a companion by name Sagarika) was within that part
of the palace, The king rushed in to save her. It was just a device
of the magician; when the princess appeared, the other escorts who
had arrived at that time recognised her as the princess meant to be
married to the king. The minister Yaugandhariyana appeared and
announced his plot in bringing the magician. The queen was very
happy to entertain the princess, Ratnivali, as another queen, This
union was sure to help the king in becoming an emperor. Thus the
whole plot of Yaugandharayana succeeded and the story ended in
happiness to all,

There can be no doubt about the similarity in the technigue of the
two dramas, the identity of the main story and of the hero and the
queen, There is a very intricate plot developed out of the simple story
which forms the theme. In the works of Bhisa and of Kalidasa, the
simplicity of the story is maintained; but the dramatist here introduces
all sorts of devices to bring about very complicated situations, Will
a dramatist write two dramas of the same story with the same hero
in this way? In point of poetry, the Raindvali is a far better play
than the Priyadaréikd, Tt is the former that has won fame in Sans-
krit literature while the latter was preserved only on account of
ils association with Harsa as author. But no one has guestioned
the identity of authorship in the case of the two dramas, My own
view is that king Harsa wrote only the Ratndvali and that the
Priyadariiki was written by another, who after the death of the
royal dramatist, gave out his own work as also the drama of Haraa,
Side by side with this, there arose the story of the drama having
been written by another and of its having been fathered on the
king by that poet, receiving rich presents from the king, 1 am defi-
nite that the king would not have given presents to a poet to have
his own name associated with that poet’s work as its author and I also
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feel that the Prigadaréiki is not the drama of King Harsa. The story
of another poet having written the drama has some basis; but the
whole story is not true.
i, Nagananda

The Nédginanda of king Harsa is one of the best dramas in the
Sanskrit language, deserving a place alongside of the besl dramas
in any language in the world. Though deserving the same rank which
the Sikuntaia of Kalidasa and the Mycchokatike of Stdraka have,
it forms a type in itself. The story is taken from Buddhistic sources,
the hero being one of the Bodhisattvas, future Buddha, The other
two dramas of king Harsa are realistic, the story being related to
historical heroes living in their palaces surrounded by men and
presented in situations familiar in a palace, as in the Malavikigni-
mitra of Kalidisa and the Svapne-vdsavadatta of Bhasa; there is
little of the Supernatural in them. What Supernatural there is in
them is the elements of the Supernatural that are familiar in
popular beliefs as current at that time. When we come to the
Naganandn, we pass on to a region of semi-supernaturalism, though
the scene is laid in the earthly regions, just like the Sikuntala of
Kialidasa. The hero and the heroine belong to the order of beings
coming within the class of demigods. Mythological characters like
Garuda, the divine bird, and the great Goddess, Gauri, make their
appearance in the drama.

The drama was written for being performed at a festival in
honour of Indra, the Lord of Heaven, It has five Acts. The story
appears in a book of tales called the Vetala-pafica-virdati, though
King Harsa must have had access to earlier sources. There are
two orders of demigods, the Vidyddharas and the Siddhas, The king
of the Vidyadharas had a son named Jimutavihana and the king of
the Siddhas had a son named Mitrivasu and a daughter named
Malayavati. This princess had a dream in which the Goddess re-
vealed to her her future husband, The king of the Vidyadharas was
old and desired to retire from administrative duties, and his son
Jimitavihana too did not care to sit on the throne and decided to
go with the father and mother for penamece in the forest, placing
the younger brother on the throne. In the forest Jimttavihana went
to a temple where there were two young ladies in conversation. and
he in the company of his confidential companion overheard their
eonversation when the princess was talking to her companion about
her dream in which she had a vision of the future husband. Then
the hero and his confidential companion went in and the two met
and love arose in them for each other, At that stage, the princess
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had to depart. Another day, the princess was sitting in the garden
in a state of despondency aboul her love; she had to move away
and at that time the hero and his confidential companion came there,
They talked about his love and he painted a picture of the object
of his love. At that time the brother of the princess came there
and offered the hand of his sister to the hero, which he rejected
in so far as he was deeply in love with the princess whom he did
not know as the very sister of the son of the Siddhas whose hand
was offered to him. The princess was very unhappy about this and
she decided to commit suicide by hanging herself from the branch
of a tree when her companion had moved away. But the hero res-
cued her and showed her the picture he had painted of the object of
his-love. She was satisfied; the marriage was settled and there was
a grand festivity in the city in connection with this marriage of a
prince and a princess. The festivity is deseribed in an interlude
between the second and the third Acts. This interlude is full of
comic situations when people were drinking and revelling. The hero's
confidential companion is caught hold of by some citizens and com-
pelled to drink alcohol.

It happened that the hero and his brother-in-law, Mitrdvasu,
were on the mountain-side and Mitrivasu was called away. The
hero was full of thoughts about self-sacrifice and service to athers,
for which there was no scope in a forest though the forest satisfied
all his needs—food and drink and companions—as there were plenty
of fruits and roots and water in the brooks and rocks for seats and
grass for a bed and antelopes for companions. Now, there had been
a long-standing feud between the Serpents and the divine bird
Garugda, and they came to a truce according to which each day a
serpent was to go to Garuda as his prey, so that Garuda would stop
destroying the serpenis in numbers day by day. The bones of the
serpents became a big heap and the hero had already seen thal heap
ahead; he was full of remorse and looked for a chance to save them.
At that time there appeared that day's prey, a very young and
handsome serpent, with his mother who was wailing on account of
the imminent death of her dear son, The hero knew Lhe situation
and offered his own person as a substitute, which neither the
mother nor the son would accept. They retired to a concealed place
for a final prayer leaving a red robe on a stone where the victim
was to stand covered in a red robe. The hero had his chance and
he covered himself with that red robe and stood on the stone, when
the bird Garudn appearcd and snatched him away. The real prey
and the mother came there and found that the hero had substituted

174



DRAMA

himself for the young serpent. They were full of grief at the death
of the hero on their account.

“ The parents of the hero were waiting for the hero to return
and when it was getting very late, they along with the newly-mar-
ried princess went fo the place where the hero was spending his
time: they knew of the calamity from the serpent and his mother,
They all followed the path of the hero by noting the blood drops
that had fallen from the body of the hero while he was being car-
ried away by the bird. They reached the place where the bird had
placed the victim on a rock and was sucking the blood from the
hody of the hero. The bird was surprised at the courage and vitality
of the new prey, the like of which he had never known. Instead
of dying or showing signs of pain, the hero had enly exhibited his
look of ealmness and contentment, The party reached the place,
The mother of the hero was complaining on their way, when she
knew the circumstances under which her son made such a self-sacri-
fice, that he did not think of the grief of his own mother in his
eagerness to save the mother of another young person from the
grief of the loss of a dear son. The hero was expiring, The herdine
prayed to the great Goddess who made Her appearance, She rte-
buked the divine bird for his cruelty and ordered that he fly to
Heaven and bring the nectar with which they could bring to life
not only the victim of that day's cruelty but also all the serpents
that had been killed by the bird all along previously. The bird flew
up and in an instant brought the nectar from Heaven and by a
shower of the nectar all the serpents were revived when only their
bones had remained till then.

1t is for this reason that the drama is known as Niaginanda
(Naga—=Serpent and Ananda=Joy). In so far as the hero is a Bodhi-
saftve (a future Buddha) and in so far as the story is found in Bud-
dhistic literature, there is a view that the drama is Buddhistic. It may
have been a Buddhistic legend in origin; but it has found its way
to the Brhat-kathd (the great Story-Book) and also to another col-
lection of stories called the Vetila-pasica-viiati (twenty-five stories
told by a supernatural being called Vetala). They are not Buddhistic
texts. All that we can say is that the story is simply Indian, There
is the exposition of the spirit of self-sacrifice of a future Buddha in
the story, But King Harsa has handled the story in his own way.
The hero decided to renounce all his cares in the world and to spend
his life in penance as a way to get liberation from the sins and
sufferings in this world. But when he reached the forest for this
purpose, the world chased him in the form of his future mate; he
fell in love with her and married her. This shows that one cannot
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kick off the world; in such an attempt the world will follow one
and entangle him in the affairs of life in this world, Then he wanted
to sacrifice his own life to protect another person. Here there is
the teaching of the undesirability of such exhibitions of a senti-
mental spirit of self-sacrifice contained in the words of the mother
of the hero that it was thoughtlessness on his part to have attempt-
ed to save another mother without having any regard for the feel-
ings of his own mother. What one can see in the drama, in the
way in which the theme is developed by the dramatist, is a precept
against renunciation and against thoughtless self-sacrifice, The
theme may originally have been Buddhistic, but the drama repre-
sents the Vedic ideal revived in the Purdpic age. It is the same
philosophy of life that we see in this drama, which we have seen
in the various Grand Epics and in the dramas of the Classical Age,
and also in the Itihdsas, the Mahabhdrata and the Rimdyana; there
is a glorification of life in this world and a practical approach lo its
problems.

This too, like the Mrcchakatika of Sidraka, would have become
a technical Tragedy in the hands of another poet; but there is a
natural turn of events; the reversion of the fortunes of the hero be-
comes revocable through natural developments of events, and &
tragedy is averted and everything ends well. The appearance of
the Goddess in response to the prayers of the hercine in her des-
pair may be a supernatural event in ordinary life, but is quite natural
in the development of the plot of the drama. The whole theme is
supernatural. It is in this sense that the turn of events from one
of despondency to joy is natural within the drama. There is no
straining of the natural course of events in this culmination,

Unlike the other two dramas of King Harsa, the story is simple
in origin and also in handling, The plot does not at all become in-
tricate through the introduction of various events that take us by
surprise, without any indication of such events taking place made
in the earlier part, Here the final event is more or less indicated
in the temple scene, where the hero and the heroine first meet. The
devotion of the heroine to the great Goddess is introduced in the
earlier part and this develops into the final event in the plot, the
turn of a tragedy into joy through the Grace of the Goddess. Even
atherwise, the divine bird would have been ashamed of his mistake
in having snatched away & person who was innocent and who
was not his legitimate prey, and would have done exactly the same
thing, in the presence of the crowd of persons for whose grief he
was responsible.
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fe) VISAKHADATTA

Visikhadatta is the author of an admirable drama called the
Mudrd-riksase. In this drama there is an idealisation and glori-
fication of diplomacy. He took for his theme the story of Canakya,
also known as Kautilya, the author of the work on politics called
the Artha-sistra (the science of Artho or acquisitions). This work
has been published more than fifty years ago, The Nandas were
the emperors of the kingdom of Magadha, and the last of the Nan-
das was exterminated by a young and valiant hero named Candra-
gupta, the Sandrakotes of the historians of Alexander. The drama
depicts the efforts of the minister of this new king, Cinakya, fo re-
store order in the kingdom and establish the king securely on the
throne. There was the minister of the Nandas named Raksasa.
There was another king named Parvatesvara (the Mountain Lord),
and his son Malayaketu (identified by some as Seleucus, reading
the name as Salayaketu) tried to gain the throne with the help of
Riksasa. Cinakya wanted to bring Riksasa back as minister to the
new king, since so long as he was an enemy there would be no security
for the king on the throne. He was himself prepared to retire after
he had accomplished his mission of placing the new king firmly on the
throne. For this purpose, he picked up a quarrel with the king and
sent news to Raksasa about the quarrel between the king and his
minister so that Riksasa might think of once more taking up his
position as the minister. To secure admission for his messenger to
the presence of Raksasa, he used a seal (Mudrd) which he secured
by a guile and with which he prepared a “Pass”. For this reason
the drama is called Mudra (Seal)-Raksasa. Through the strategies
of Cinakya, Riksasa again became the minister of the king and the
king became secure on the throne, having nothing more to fear from
his rival Malayaketu, whom Riksasa abandoned in favour of the
new king on the throne.

It is a drama of plots and counter-plots, intrigues, treachery,
forgery and falsehood and all such devices that can help a person to
secure his end, Coercion plays its part in full. A rich merchant
is imprisoned for harbouring the wife and children of Raksasa, and
when the ring of R3ksasa fell down from the hands of his wile,
Capakya’s agent picked it up and gave it to Cinakya. Raksasa sent
a -gir]l to kill Candragupta, and Cémakya turned that girl on
to Parvateévara, who died at her touch. That is how his son Malaya-
ketu became Candragupta’s enemy, Canakya compelled the scribe
of Raksasa to write a letter in his own hand-writing and used the seal
to secure a “Fass"” for his agent to the presence of Raksasa.

177
SSL—12



SURVEY OF SANSKRIT LITERATURE

We see in the dramsa characters drawn from wvarious strata of
society and a Buddhist monk is also introduced. Except the wife
of a merchant named Candanadéasa, there are no women characters
in the drama, a very unique feature in a Sanskrit drama, There is
impersonation, there is the appearance of friends as enemies through
the stratagem of Capakya. Here we find the working of a master
intellect, able to detect every plot arranged against the king by the
enemy and to turn them on to the enemy of the king. The enemies
entertain as friends agents sent by Cénakya. A false quarrel is
picked up through the machinations of Cépakya, The drama is full
of intrigues and the plot is full of intricacies. It is a drama full of
action smd excifing situations; surprises follow surprises, It is very
difficult to keep the thread of the story in hand without losing the
ends. Even the king falls a prey to Canakya's intrigue in coming
into quarrel with the minister, The king wanted to have a cele-
bration of the Spring Festival and Cagakya reviled and rebuked him
for his indolence and his love of luxuries at a time when he should
have been collecting an army. Canakya speaks about his ever be-
ing vigilant against the plots of the enemies, and has even a con-
tempt for the stupidity of those who try their stratagems against
him. It is good poetry; the characterisations are excellent and the
construction of the plot is very skilfully effected. The drama is full
of life and movement, The nerves are always highly strung and
there are no comic scenes, so to say, to relieve the strain. It is only
at the end when we find Riksasa starting to meet the king that our
mind finds some ease and peace. It is a theme of post-war diplo-
macy to consolidate the gains of war. It is very realistic even with
a vengeance. We see nothing of Nature; there are only men in active
life with no time for enjoyment at leisure. There i no musie, no
revels; there is only a political life of diplomacy, one master mind
controlling the whole machine. The heart of man has no place In
the drama; it is full of intellect. Even the slight emotional fits of
Raksasa only serve to bring the intellect of Cinakya into greater re-
lief and has no independent effect. The drama is a great change
from heroes and hercines and their loves and their sufferings and
their final triumph found in the majority of dramas. Here there is
the triumph of intellect and of activity, and yet it is a beautiful
drama, all the same.

Visikhadatta, the author of the Mudri-niksasa, was the son of

a minister and grandson of a feudatory chief; though not a king, he

had royal blood in him. He may most likely be a contemporary of

Candragupta II of the Gupta dynasty, in the beginning of the fifth

century AD. At the end of the drama he prays that king Candra-
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gupta may rule over the earth for a long time. Candragupta of the
Maurya dynasty, contemporary of Alexander, is the hero and he
cannot be the Candragupta mentioned in this final benedictory
verse. It must be his namesake of the Gupta dynasty, who is com-
pared to the great God Vispu in his Incarnation as a Boar to lift up
the earth that had been trampled down by the demons, and the Can-
dragupte mentioned in the final benedictory verse is spoken of as
having lifted up the earth that was being trampled down by the
Mlecchas, the foreign enemies. Candragupta of the Gupta dynasty
has such exploits to his credit and it is very likely that in this verse
there is a reference to him as the ruling king.

(f) BHATTA NARAYANA

Bhatia Niriyapa's drama known as the Vepi-samhdre, is a com-
panion to the Mudra-riksasa of Visakhadatta, for its spirit of heroism
and intense activity to win a great end. The theme is taken from the
Mahdbhdrata. The five brothers who came out triumphant in the
Great War had to go into exile on account of the treachery of their
cousins, having lost their kingdom and all their possessions in a gam-
bling game with the cousins, The kingdom was to be restored if they
returned after thirteen years; thirteen years elapsed and there was no
will on the part of the cousins to restore the kingdom according
to the understanding. Yudhisthira, the eldest of the five brothers, was
very reluctant to plunge the whole country into a deadly war and
wanted to come to some sort of understanding with the enemy, and
had sent Sri Kyspa for mediation. The story begins at this stage.

Bhima the eldest among the four younger brothers of Yudhi-
sthira, with his strong arms, had been thirsting to use his physical
strength against his enemies who had brought about such sufferings
and humiliations on them, and the queen Draupadi was feeling the
burning sensation in her heart on account of the insult which she
was put to by the enemy in the royal assembly at the time of their
defeat in gambling and the surrender of the kingdom and posses-
sions; she was waiting for the time when, at the end of the stipulated
time, she could have her revenge on the persons who had brought
about that plight on them. Both were furious at the attempt for a
compromise with such an enemy, and the queen was happy only when
&ri Kyspa told her that there would be no compromise as his mis-
sion had failed and that a war would be fought where the enemies
would have their reward for the wrongs they had heaped on them.
Bhima was equally furious and even threatened to repudiate his elder
brother if there was to be a compromise. ;
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Then we are introduced to the enemy, Suyodhana, in a domes-
tic setting in the company of his queen who bad & dream that a
hundred serpents would be killed by a mongoose (Nakula, which
lsnlsuthammﬂufuneuftheﬂvebmthers,theenemi&:uiswu-
dhana). The War had already started. Suyodhana was at first
afraid but later took courage and appessed the queen, whao per-
formed some rituals to avert the future evil, Another lady, wife
of one of the warriors on his side, appeared full of fear about her
husband who had killed the son of Arjuna (the third among the five
brothers) and Suyodhana passified her also; then he mounted his
chariot.

Drona, the leader of the army after the fall of Bhisma (the
great grand-uncle and the greatest warrior of the day who was
the first to lead the army), was killed, and Karna became the army
leader. He too was killed. In the end Suyodhana and Bhima had
a duel, in which Suyodhana fell down, One of the insults which
the queen had suffered at the hands of Suyodhana was that she was
dragged by the hair by the brother of Suyodhana, named Dus&3sana.
She tock a vow that she would never after tie up her hair until she
had her revenge on the enemy. Now Dusfisana and Suyodhana
were both killed by Bhima, and Bhima tied up the hair of the queen
with his hands besmeared with the blood of the enemies. It is for
this reason that the drama is called Veni (Hair)-Samhdra (tying up).

This is a drama of martial heroism. The queen Draupadi cannot
be considered to be a female character; she was more manly than
any hero. The appearance of Suyodhana’s queen and of the other
lady who was the wife of one of the warriors, helped only to bring
into prominence the ultimate end of the war as indicated by her
dream and by the fears of the other lady. The opening scene where
Queen Draupadi and the mighty Bhima appear and where one of
the younger brothers, Sahadeva, tries to pacify him, is full of
emotional appeal. When Drona, the leader of the army, fell, there
was a dispute about succession to that coveted post, and there arose
a quarrel between the two claimants. One was ASvatthama, the
sam of the fallen leader and the other Karna, king of the Anga coun-
try, the closest ally of Suyodhana and one of the greatest warriors of
his day. Afvatthima was a Brahmin, whose profession was learning,
and Karpa, the king, taunted him on this account, when, on the open
stage, he broke off his thread worn round his neck as an emblem of
his being a Brahmin, so that his community affiliation should not bea
bar to his leading an army. This quarrel scene too is very appesl-
ing. Then in the end we meet with Suyodhana, fallen on the ground
in the duel, with his thigh broken with a hit from Bhima. We met
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him earlier as a loving husband to the queen and here we find all
his nobility of character and human tenderness. He heard about
the death of his brother and of his closest ally Karna. Suyodhana
wanted to continue the battle and was ready to rush to the field of
battle even in that condition, while his parents pleaded with him
to come to terms with his enemy and have peace. This is another
touching scene.

Here there is an episode; Yudhisthira, the eldest brother, and
the queen heard of the death of Suyodhana at the hands of Bhima.
But there appeared a Cdrvika (ome who follows the materialistic
school of philosophy) who was really a demon, and announced that
both Bhima and Arjuna had fallen at the hands of the enemy. Both
of them decide to-end their lives on hearing of this calamity. But
a voice was heard and Yudhisthira thought that it was Suyodhana
and rushed to take up arms, and Draupadi fled. Really it was
Bhima, who caught hold of Draupadi and tied up her hair with his
hands besmeared with the blood of Suyodhana and his brother Dus-
sdsanas,

There is plenty of action, and the characters are well drawn
out. There is fire, there is briskness, there is energy. But there
is little of actual movement found on the stage, as there is too much
of narration of events than exhibition of actions, So many things
we know from reports on the stage by other characters. There is
a small love scene, when Suyodhana and the queen appear with
the report of her dream, which scene appears to be utterly misplaced.
Indian tradition also disapproves that scene. Suyodhana is valiant,
self-confident, assertive and a little suspicious of his own people
like Drona and his son Aévatthimia. He has implicit faith in Karna,
Asvatthama is a little emotional, full of heroism, proud of his achieve-
ments and insistent on his claims. Karpa is boastful and defiant of
any opposition. Bhima is reckless and has no other thought than
war, Arjuna, the other brother of Yudhisthira, is valiant, calm and
collected, knowing when to hit, and hitting hard at the right
moment, Yudhisthira is full of forbearance, eager to avoid a disaster
which would fall on the people in the event of war and prepared
to give up his own claims in the interest of the general people; he
is even a little effeminate. In contrast to him is the manly woman,
Draupadi, his queen, who can never forget the insult and humilia-
tion and who would be satisfied with nothing short of the complete
destruction of the enemy and thus wreaking the deserved vengeance
on them. The queen of Suyodhana is the usual woman, always
afraid of danger to her husband, preferring a comfortable life in
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the palace without any dangers of war rather than welcoming honour
through heroism.

This is not the theme where we can have Nature. But there
is plenty of supernaturalism with demons and goblins coming in
along with heroes and warriors. It is a drama of war, preparation
for war and conseguences of war. We see warriors, battle-field,
jealousy and rivalry among warriors trying to get higher positions
in the army, dead bodies strewn on the ground and blood flowing
on the surface of the battle-field. War is fought with valour, and
there Is no scrupulousness in resorting to any means that will bring
victory. Falsehood and foul play have their share in the execution
of the war. There is no sentimental virtuosity standing in the way
of final victory when two parties are engaged in a deadly war. Vie-
tory is the only motive and the characters are drawn up to bring
this ideal to the forefront.

The language is lueid, but there are very long compounds even
in the prose portion during the dialogues. The style is fitted to
bring out the emotional effects very clearly, We breathe an air of
heroism in the whole drama. The dramatist is a master in the art
of keeping the audience in a stafe of arrested attention, in a state
of excitement, with their nerves highly strung, with little of relief:
there are varieties in the scenes, but without any comic touch to
bring about any mental relief to the audience. Perhaps, after the
fury of Bhima and of Draupadi in the beginning of the drama, the
presence of Suyodhana with his queen is in sharp contrast with the
presence of Bhima and Draupadi. But that i5 not the oceasion for
any sort of ease for the mind, since even at that stage the real ex-
citement has not started. Perhaps some sort of change after the
quarrel of the two heroes might have been welcome. This scene
has a close resemblance to the quarrel scene of Brutus and Cassius
in the Julius Caesar of Shakespeare. Here is again a similarity in the
working of the minds of great artists without any possibility of one
influencing the other. In the scene where Suyodhana and his queen
appear and where there is the report of a dream, we see again some
resemblance to the scene in Julius Caesar, In this and in the Mudri-

rifesasu of Vidikhadatta, we see war and post-war strategy; here we
see war itself,

We know practically nothing of the date and personality of the
dramatist. We know him as Bhatta Nardyapa. Various places
have been suggested as his native country. Some kings have been
associated with him. But everything is a conjecture. It must be
one of the early dramas in Sanskrit. It is not unlikely that the
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drama belongs to the same period when the Mudrd-riksasa was also
written, a time when foreigners like the Scythians and the Huns
were invading the country and when the people had a very anxious
time and when poets were irying through their art to revive in the
nation the martial heroism that was getting dormant owing to the
prevalence of the latter-day philosophy of self-sacrifice and for-
bearance. It is the same spirit that we found in the Néaginanda of
king Harsa, though in that drama there is no attempt at evoking
the martisl spirit of the people, but only the sense of realism in
matters of life. In the time of Harsa, there was little scope for mar-
tia] heroism against foreign invaders, since they were all supressed
by that time. From the spirit of the drama, some time in the fifth
century A.D. would be the probable time of the drama. But scholars
accept only a slightly later date, in the seventh or eighth century,
for the drama. This drama and Bharavi's Grand Epic, the Kivdtar-
juniya, form a pair, evoking the martial spirit of the nation which
is one of the most prominent traits in the national genius of India.
They are also contemporaneous with each other in all probability.

(g) BHAVABHUTI

_According to Indian tradition, Bhavabhati stands nexl to Kali-
dasa in the matter of eminence as a poet. They cannot be contem-
poraries, being separated from each other by at least four hundred
years, even if we accept the very late date for K3lidasa that is sug-
gested, ie, as a contemporary of the great Gupta emperors of the
fourth and fifth centuries; yet there are many stories current in
India in which Kilidasa and Bhavabhiiti are brought together; they
are contrasted with each other as the Kilidasa with his natural
talent and the Bhavabhiti with his erudition. It is also found in
tradition that according to Kalidisa’s judgement, Bhavabhuti’s
drama known as the Uttara-rima-carita is the best production of that

age.

There is little difficulty to ascertain the date of Bhavabhuti, as
he is mentioned by the historian poet Kalhapa in his historical poem,
the Rajatarangini (the Ocean of Kings); he was a confemporary of
King Yasovarman of Konpdkubja (Kanauj) who was defeated by
King Lalifiditya of Kashmir; and so the date must be about 700 AD.
He himself gives much information about his own personal affairs,
in the prologue to his plays and we know from this statement that
he was born at a place called Padmapura, which has been identified
with different places in modern times. His real name was Srikantha,
and there is a tradition that he acquired the name Bhavabhiiti, be-
cause the word appears in a verse attributed to him, which is a very

188



* SBURVEY OF SANSKRIT LITERATURE

interesting verse, His family was renowned for erudition and for
their orthodox life by performing the wvarious rituals prescribed.
There is also a reference to the fact that originally he was an autho-
ritative writer of works on philosophy and that he took to writing
dramas only at a later stage, and in this connection, his drama the
Malati-mddhava has been specifically mentioned. His merits were
not recognised at first and in the drama called the Malati-midhave
he says in the prologue that there may be people who talk dispara-
gingly about him and that they too may not be ignorant; but he
wrote his works not for them; he was certain that there would arise
some one who would have views similar to his own in so far as the
world Is extensive and time is infinite. In his other drama, the
Uttara-réma-carita, Bhavabhiti says that in judging literary works
even good people become bad.

Three dramas of his have come down to us: certainly he must
have written more, since in his extant dramas he speaks of the ad-
verse criticisms levelled against his works which must be his liter-
ary ventures after his career as a writer of philosophical works.
He has been identified with some writers on philosophy whose works
have come down to us. But the identifications have yet to be sub-
stantiated; there are difficulties in accepting such identifications.
All that we know definitely is that he had written philosophical
works in his early days, which works were recognised as authorita-
tive, and that the dramatic works of his belong to a later age in his
life. The philosopher with whom he is identified died as an ascetic,
and it Is rather impossible that he wrote dramas in his old age when
he was an ascetic, There are other difficulties too; in a history of lite-
rature, this point need not be taken note of beyond such a mere
mention,

i. Mahdvira-carita

Of the three dramas of Bhavabhiiti now available, the Mahdvira-
carita seems to be the earliest. The drama was not available in its
complete form for a long time, and within the last two centuries, some
poet had completed it by himself and written a commentary for the
whole drama; recently the missing portion too has been found out.
The whole story of Sri Rama from the earliest days to the victory
over his enemy Révana is dealt with in the drama. It must be con-
fessed that the dramatist has taken considerable liberties with
the original story and in this he has shown also his originality. The
great change that the dramatist has brought about is that while in
the original Rivana appears on the scene only rather late in the
development of the plot, here he appears even from the very begin-
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ning as a rival suitor to the hercine Sitd, who married Sri Rama,
Various episodes are brought together into a unity of motive, and
characters who are isolated in the original are brought together as
allies and collaborators. ‘The drama derives its name from being the
story (Carita) of the great warrior (Mahd-vira).

The dramatist has been able to bring together the detached
events of the original into an artistic unity; there is a central motive
in which all the detached characters are brought together as colla-
borators; this is the great originality of the dramatist. It is a drama
of events narrated in long dialogues and not a drama of the present-
ation of the movement of the story on the stage. At the close of
the drama there is the story of the journey of Sri Rima and S5it5,
the heroine, in an aerial vehicle from Lanka (Ceylon) to their capi-
tal after his triumph over his enemy, and in this journey, Sri Rima
describes to Siti, the various places below, Here is a word-paint-
ing of scenes in the form of a dialogue between the hero and the
heroine.

The poetry is good: but there is no life in the characters as
there is little of action presented om the stage. It is more a good
poem in dialogue than a drama. There is consequently little that
can be called character delineation. There are no surprises in the
development of the plot, though the dramatist has been able to
create a unitary plot from the detached events in the life of the hero
found in the original. Various characters not found in the original
are introduced in the drama and those characters that appear in
the original are introduced in different contexts in the drama and
in different relationships also. There is also considerable liberty
taken in handling the events. This originality brings in a real in-
terest in the drama. But there are no excitements. The story is
found moving through dialogues by characters that appear on the
stage. There is a simplicity retained in the re-arrangement of the
simple story in the original, Tt is 8 good drama and really good
poetry; il:.is not what can be called a great drama.

ii. Mdlati-midhava

This may be his second drama aming the three that are now
gvailable, But there is no real evidence to determine the relative
chronology of the two dramas. The story in this drama is original,
not taken from the ancient epies. The theme must have been cur-
rent in the various story books of his times, It is a story about the
citizens like the Mycchakagika of Sidraka. The plot is very clever-
ly handled and the dramatist must have taken considerable liberty in
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handling the original plot. Many of the characters must also have
been his original ereations; so must many of the events too have been.
The characters have life and there is a real movement in the story
presented on the stage, instead of the narration of the story in dia-
logue form. It is a great drama and also good poetry. There is
plenty of the exhibition of emotional outbursts. Perhaps this latter
factor has been a little overdone, on account of the various occa-
sions when characters faint on the stage, a factor which is practi-
cally not found in the dramas of earlier dramatists,

The story relates to two ministers who were class-mates; at the
end of their study they came to an understanding that if one of
them had a son and the other a daughter, they would effect a marriage
between the children, and it so turned out that they had a son and
a daughter respectively, named Midhava (the son) and Malati (the
daughter). As the story of this pair, the drama was given that
name, Now it happened that the father of the heroine was minister
to a king whose brother-in-law (queen’s brother) wanted to get
that daughter as his wife. The king took up his cause too, placing
the minister in a rather inconvenient position.

The two ministers had as class-mates two ladies also who later
joined the Monastic Order; they were witnesses to the mutual agree-
ment of the two ministers about the marriage of their children and
they continued their friendship with the ministers and decided to
work for the frustration of the king's attempts and for helping the
ministers in getting their children joined together in wedlock, They
did not want the minister to incur the displeasure of the king and
took up the whole affair on themselves. They arranged that a friend
of the hero named Makaranda dress himself up as a girl and go to
the marriage of the brother-in-law of the king as the heroine and
that the marriage of the hero and the heroine be conducted in a
temple, unknown to the king. This stratagem forms the central
core of the plot of the drama. There are many intricate situations
and there are various exciting scenes and many surprises. There
are dlso various adventures. The hero tries to propitiate the evil
spirits of the burial ground by offering fresh flesh, to add to the effi-
cacy of the help he is to receive from the nuns; and then he hears
a wailing and finds that a priest in the temple was about to sacrifice
the heroine as an offering to the deity. He saves her by killing the
priest, Makarands had an occasion to save from the clutches of
a tiger, the life of the heroine's companion, who happened to be
the sister of the king’s brother-in-law, and they fell in love with
each other. There are horrible scenes like the one in the burial
ground. The plight of the minister, the nobility of the nuns, the
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courage of the hero and his companion, the despondency of the hero
and the heroine, their passionate love, the deep pathos, the exciting
situations, the dangerous adventures, the intrigue in the court, des-
eriptions of the grand aspect of Nature—all make the drama one of
the best in Sanskrit; it is no wonder that Bhavabhiiti acquired in
Indian tradition a place by the side of Kalidasa, though a second
place. In originality in handling the plot, in character delineation,
in grand style, in chaste and polished expression, in the majesty of
the language—Bhavabhiiti has few equals.

iii. Uttara-réma-carita

Just as Kalidasa's fame depends mainly on his Sakuntala, the
fame of Bhavabhiti, in spite of his Mdlati-madhava, rests mainly
on his Uttara-rima-carita. This, as the name ‘suggests, is the Later
(Uttara) Rama Story (Rdma-carita). It is & sequel, in point of
theme, to the story of his other drama, the Mahdvire-carita, It is
decidedly a later work in the life of Bhavabhiti. The main theme
is taken from the Rdmdyena of Valmiki; but Bhavabhiti, as in the
case of his other dramas, is very original and independent in hand-
ling the story. He introduces new characters, he introduces new
events and he alters the events also when it suits his art.

The story starts with the coronation of Sri Rama after his re-
urn from exile, There was a gossip spreading in the kingdom that
during the captivity of the heroine in the custody of Révana, her
character might have been polluted and that still Sri Rama had ac-
cepted her as queen. Sri Réma did not want such an evil name for
him and he was prepared to sacrifice his queen for the sake of peace
and contentment in the kingdom. There was a series of paintings
prepared of the scenes in the forest where they had spent such a
long time, and the first Act shows Sri Rama describing the pictures
to the queen Sitd; Sitd expressed a desire to re-visit the places and
this gave Sri Rama an opportunity to send her to the forest and
abandon her there, She was pregnant and she became the mother
of two sons, whom the sage Vilmiki took charge of and educated
properly. $ri Rama himself came to the forest at a later stage on
some mission and had a8 meeting with Sitd who was concealed from
his sight through some divine powers. There is much of fainting
in this interview unknown to each other and unseen by each other.
$ri REma was performing the Asvamedha {horse sacrifice) and at
that time, Valmiki had composed the life history of Sri Rama in a
grand poem, which was taught to the two sons of &ri Rima; they
recited the poem in the presence of Sri Rama. Then a drama was
enacted in the presence of Sri Rima, in which the story of Sita after
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her abandonment was depicted, and Sitd herself was brought to the
scene on the stage,

There are various episodes introduced, partially taken from the
ariginal, partially modified from the original and partially invented
by the dramatist himself. The sons of Sri Rima's brothers and the
two sons of Sri Rama in the forest come into conflict, and Sri Rama
also appears there. The parents of Sitd are also introduced and
Rama's mother also is brought on the scene, The entire plot is origin-
al, though some of the material Is taken from the ancient epic.

It is @ drama of tragic situations. Réma's internal conflict
forms the main point of interest in the drama. After their marriage
at a very early age, they had been spending a happy life, equally
happy both in the palace and in the forest; though polygamy was al-
lowed at that time, he never had a second wife. Now that dear com-
panion of all his happiness and suffering was separated from him on
account of his sense of duty to the people, and he had to treat with
regard the opinions of the people about him and his rule. When there
was a regular public talk, spread even in the villages that the king
had accepted a queen who had lost her purity during her captivity in
the residence of a demon, how could he continue to allow her as his
queen? We see this internal confliet throughout the drama. There
is this conflict between his private life and his public life and he
had to bestow greater regard to his public life; he was a king and
the welfare of the people and the good opinion of the people were
essential for the discharge of his duties as a king. He had sacrificed
his private life and his love for his dear wife. He could do it only
as a king, and as a man his love for the queen continued,

This note of deep pathos continues throughout the drama till
in the end everything is resolved, In this drama we see Bhava-
bhiiti at his best both in character delineation and handling the
plot and also in the description of Nature, 'There is a happy com-
bination of Nature and the supernatural: both are in equal propor-
tions in the drama. We see forest nymphs and the presiding deities
of rivers, and these characters play an active part in the develop-
ment of the plot in the drama. We see the emotions of man and
also the grandeur of Nature, In handling Nature we see the grand
aspect in Bhavabhiiti while we have the simple beauty of Nature
in the works of Kilidisa. When Bhavabhiiti describes the forest
scenery, his descriptions are grander than when Kalidasa describes
the Himalayas,

The language has mellowed down when we come to che Uttara-
rdma-carita in comparison with his other dramas; the style has be-
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come simpler in this drama in comparison with his earlier dramas.
It has been accepted by all that this must be a much later work in -
the life of Bhavabhiti in relation to the other two dramas, while
these latter may not have been separated from each other by any
appreciable span of time, and it is even difficult to say which of the
two is earlier, That the Mahdvire-carita is earlier than the Malafi-
madhava is a theory that has been postulated by some, but not accept-
ed by all as proved.

iv. Comments

Bhavabhiiti has dramatised the whole of the story of the Rama-
yana and he has also written a drama dealing with a story of topical
interest taken from the current collections of tales, There is a large
variety in his characters and he has created his own characters even
when he has taken the theme from the well-known ancient epics,
In the other drama practically the whole theme is his own ereation
while he has taken just a bare outline from earlier sources. He is
a master in character delineation, especially in describing the strong
emotions of man. Bhavabhiti introduces young boys on the stage as
great herces in his Uttara-nima-carita, and they are lively and they
play a prominent part in the plot, a feature seldom seen in Sanskrit
dramas. Even Bharata in Kalidasa's Sdkuntala does not come up
to this standard. Bhavabhiti is also a master in the description of
Nature, and it is the grand aspects of Nature that he loves most. In
the various dramas sketched above there are few in which there is
anything that can be called Nature. It is only in Kalidasa that there
is a dominance of Nature, and this is true also of the epic poems,
What Nature there is in the later epics are descriptions of Nature
that the poets knew in their erudition and not what they felt in
their heart, After Kalidasa we come here to another poet who has
known Nature in his heart and who has realised and enjoyed the
beauties of Nature, and who has been able to express such beauties
of Nature in poetic language. He loved Nature as did Kilidasa and
he wrote poetry because he felt and realised the beauties of Nature;
he was in communion with Nature.

In handling the theme, Bhavabhiiti made the plot rather com-
plicated like many of the dramatists noted above. His Uttara-
rama-carita is the easiest among his three dramas in point of simpli-
city in plot construction and even here we do not see that simplicity
which we see in the Sdkuntala. Bhavabhiiti introduces many cha-
racters and crowds the stage, and there are too many events intro-
duced in constructing the plot. One is not able to keep steady in
his mind all such characters and events and the role of the characters
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in such events. The sequence of events too becomes a little blurred,
though the events follow events in a very natural way. In spite
of the unity in the whole plot, the individual characters and their
activities and the individual events become more prominent, and
the unity is sometimes missed on account of such great attention
demanded by the mass of events and the crowd of characters, Bhava-
bhiiti gives plenty of scope for the various actors that take the differ-
et characters but the total effect is not so strong as in the case of
the dramas of Kilidésa or the Naginanda of King Harsa, It is the
combination of Nature and the heart of man that has given Bhava-
bhiiti the place that he occupies among Sanskrit poets according
to tradition in India; this feature is very prominent in Kalidasa who
for this reason occupies the first rank without a rival and with-
out even an equal. Bhavabhiiti is certainly the second in rank next
to Kilidiisa as a great poet and as a great dramatist. Only three
dramas have come down to us from the pen of Bhavabhati, Stray
verses are cited in anthologies from Bhavabhiti that are not trace-
able to his dramas and it is very likely that he has written many more
works,

(h) NMINOR TYPES

Even from very early times, as recorded by Bharata who was
the first to give us a treatise on dramaturgy, so far as the available
literature goes, there must have been a variety in dramutic patterns
current in India. He speaks of ten varieties of dramas that were
known to him. We may divide them into two classes, a major class
and a minor class. The major class consists of two patterns, named the
Nigaka and the Prakarana, The only difference is that in a Ndjaka,
the story is taken from ancient epics about kings and divine persons
while in the Prakarana the theme is taken from current story books,
describing the ordinary citizens. These two types represent what
may be styled the Classical or High-class dramas in Sanskrit,

There are eight other varieties of dramas mentioned by Bharata.
For many of them there are no specimens available. A dramatist
at the close of the twelfth century named Vatsarija has written
dramas illustrating all the types, according to the descriptions given
by Bharata, But most of the types have become unpopular among
poets in later times, Only two varieties have a large number of
specimens among the eight, and they are called the Bhapa and the
Prahosane, It is the Major type, the Néataka and the Prakarana,
that was really popular in later times, May be that many were
written; but they are not preserved. Yet Bharata must have known
a large number of works representing these various types; otherwise
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he would not have classified them and described them in his work on
dramaturgy.

Of the dramas noted above, it would be found that in the Mre-
chakapika of King Stdraka and in the Malati-madhava of Bhavabhuti,
the heroes come from among the common people, 8 merchant and the
son of a minister, and the story is not found in the ancient epics.
They come under the type of Prakaranas; the remaining dramas are
all called Najokas, since their heroes are kings noticed in the an-
cient epics or in ancient chronicles, like King Agnimitra and King
Udayana.

i. Prohasena

The earliest known work of this type in the post-Bharata age
ic the Matta-pildsa (the exhilaration of a drunkard). Itisa parody
on the members of Monastic Orders who did not deserve to renounce
the world and join the Order, with their love affairs and their drink-
ing habits and their quarrels about petty possessions. The drama
was written by a king who lived in the seventh century. It has
been very popular on the stage in the South, and the dramatist is
also a king of South India. It is full of comie situations on account
uf the contrasts between the pretensions and the practices of those
who have renounced the world and joined the Monastic Orders. The
author is well versed in religions, especially the Buddhistic religion,
which must have been very popular in South India at that time.

The drama begins with the appearance of a member of the
Monastic Order belonging to the sect of Siva (the Great God of the
Hindus) who carry a skull as an emblem of the order and his lady
love, both drunk to the exireme and unable to keep their legs. The
words of the monk are typical of the chief characters introduced in
the dramas of that order; “Alcohol is to be drunk and the face of a
dear damsel is to be gazed at; a dress is to be adopted that is very char-
ming by nature, free from ridiculousness. May the Great God Siva,
the bearer of the bow called Pindka live long, by whom has been
shown the Path to Beatitude of this nature.” He declares that they
speak of the effect as of the same nature as the cause and it is a con-
tradiction to assert that enjoyment is the cause of suffering.

The scene of the drama is laid in the ancient and famous city of
Kanci in the South. The tavern is compared to a place where reli-
gious rituals are performed. Alcohol has a divine origin. At this
time it was noticed that the monk had lost his skull, the emblem of
asking for charity which is the only way he has for earning his living
and means for such revels. There is a suspicion that a Buddhist
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monk has stolen it; he appears and complains that though he
has his supply of alcohol, the rules of his order prevent him from en-
joying a drink. Then he concludes that the real teachings of Buddha
make no such restrictions, and he was eager to find cut the true texts
containing the teachings of Buddha for the good of the whole com-
munity. Another monk of the Saiva sect, a follower of the Pa5ipata
order, more sober than the monks of the skull-bearing order, comes
on the scene and he is approached by both for arbitration in their
quarrel about the begging bowl. He suggests that they go to a court
of law. But a lunatic appears with the lost skull in his hand, which
he got from a stray dog.

This is a masterpiece. The poetry is excellent. Most of the
drama is in the Prakrit language, since Sanskrit is spoken in the
drama only by a few of the characters drawn from the higher strata
of society. Thereis a variety of metres introduced. The style is
elegant and the language is very chaste, There is plenty of humour.
Though the subject matter is capable of falling into what may be re-
pulsive, the limits of decency are never overstepped. There is never
any vulgarity either in language or in events. This is a high-class
farce. A large number of such farces have been written in later
times and all of them have the same motif, making fun of the people
who have entered the Monastic Order of various denominations,
bringing into prominence the contrast between the precepts and the
practices of such people. In spite of the theme taken from low life
with drinking and the company of women from the streets, there is
a classical seriousness maintained in the drama, and this drama has
not been surpassed by any later work of this type, though there
have been hundreds of them written. The type is called Prahasana
since the term means “what produces intense laughter”,

ii. Bhina

Bhdna is another minor type in which a large number of dramas
have been written in post-Bharata days. The term means “Speech”.
It is a drama with a single character. Usually it is a description of
city life. An actor representing a citizen appears and he starts des-
cribing the various aspects of city life; he usually starts from his Home
to reach the house of his beloved and he describes the various ob-
jects and various persons he meets—young men going about to the
residences of their beloveds, the gardens, the drinking halls, the
theatres and music and dances, the mansions and the luxuries and
decorations in them. Various amusements like cock-fights and ram-
fights and competitions between two persons are also introduced in
such description. The descriptions include the various stages of
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the day and the revels of nights in the city. There is something
like & dialogue between the character that makes his appearance on
the stage and some one behind the scene. The first asks questions
and then he announces the reply as received from the one behind
the scene, The voice heard is only that of the one on the stage and
the words of the other are only reported by him as heard by him.

This type also gives the dramatist plenty of scope for showing
his powers of describing various aspects of city life and his know-
ledge of men and matters. While in the Prahasana there is a cari-
cature provoking laughter, the theme in a Bhipa is more serious
with occasional touches of humorous situations, From this speci-
men of drama we know much about the conditions of life in those
days, how people enjoyed life in plenty and in luxury in the cities.
There was no worship of religiosity and virtucsity among the people;
people lived their normal life and did not worry themselves about
Heaven as a goal or Hell as a horrible destiny. To the people life
on the earth was the chief thing, There were limitations put for
the life of the people, and such limitations were respected and ob-
served. But the limit never strangled the people; it was not a noose
round their necks. It was only a fencing around a spacious area.
Within the area they were free and they enjoyed the freedom. Cer-
tainly there is an attack on those who misguided the people into
paths towards goals that were not worthy of attainment at all, if
they are attainable, and in most cases the goals kept are unatiain-
able, The Prahasanas and the Bhanas represent two aspects of the
fight against religiosity and virtuosity that were being preached by
same people. The poets really led the nation, and in these two
types of dramas, we have the precepts of the poets,

There are various other types of dramas, and also sub-divisions
of the major classes, Thus the two dramas of King Harsa dealing
with the story of Udayana are called Natika, ie., “little Najaka or
drama,” since they have only four Acts, while five Acts form the
minimum for a real drama. There are dramas completely written
in Prakrit, and a small drama of four Acts in Prikrit is called a Sat-
faka.

Iih the two major varieties of the Natake and the Prakarana,
which are differentiated from each other only on account of the source
of the theme, the main emotional effect produced is (1) that of Srigdra
or beauty par excellence, which can best be created by the presence
of a couple in mutial love, each working for winning the love of
the other and bringing about the culmination of their love, or (2)
that of intense activity of the hero, what is termed Vira, These
two are the main types of beauty in a drama which depicts man in
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actiont in a certain situation. Either the beauty credted by depict-
ing the situation in which the men act dominates or the beauty in
the action of men in a certain situation dominates; in these
two ‘cases, we call the beasuty by the two terms Spigira and
Vira. 'This must have been the view of Bharata and the original
view aboul beauty in drama; but a change occurred in the
theory of beauty. The terms were applied to the emotional reaction
on the audience and not the beauty that reacis on the audience.

In the eight minor types of dramas the prevailing emotional
effect may be humour, terror, repulsion and so on. There is much
of fight and elopement and other events dominating the story. They
appeal more to the common man in the street than to the elite
They must have been very popular at an early stage. Perhaps they
continued to be popular and many works of the types were writlen
and staged continuously, But they were not preserved like the two
main varieties. At a later stage, a large number of works of the two
types described above were also preserved. In the type called Pra-
hasana or farce, the Mattg-vildisa, the work of Mahendra-vikrama-
varman, the royal poet, was preserved, being a master work. There
Is no such model for the Bhina type coming from thal early stage.
As for the remaining six varieties, the specimens are few and some-
times there are no specimens at all except what & certain poet com-
posed, to complete the list perhaps, the poet being Valsardja who
has written dramas illustrating the types and following the rules
and examples found in Bharata's work on dramaturgy.

(I} REVIEW

The dramatic art, like the art of the Grand Epics (Mdha-kiv-
yas) had an unbroken current of flow and development in the lite-
rary region in Sanskrit. Many dramas were written by a large
number of poets in the various parts of India and at various times,
They tock the theme mainly from the two ancient epics, the
Rédmayaga and the Mahabhdrata, or from story books and sometimes
from their own Imagination., Al times they imitaled an earlier
theme, Whatever the source, there is always originality in handling
the theme. There was no surrender to the rules of dramaturgy nor
to any ancient theme. The theme was only the bare material, and
the rules of dramaturgy only marked the rough boundaries of a
vast region, leaving immense scope for free movement and free play
for the poet's imagination. There sre many dramas dealing with
the story of Sri Rama; they have all been accepted as classics in
Sanskrit according to tradition, and not one of them has been criti-
cised for dealing with such an ancient theme which had been
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nandled by many earlier poets both for grand epics and for dramas.
Except the names and some of the events, no drama follows the
original very closely. The events are re-arranged and there is al-
ways free selection in the matter of presenting the story. New cha-
racters are created and presented and traditional characters change
their mutual relationships and also their functions,

The purpose of the poets was to show that ancient heroes and
ancient themes can be adjusted to the changed tastes and conditions
of the later times and that as such there is a continuity in their
cultural progress. It is mot mecessary to discard old things and
creste new things for originality; old things give ample scope for
displaying the originality of the poets, As a matter of fact, there is
greater scope for originality in handling an ancient material than
in inventing a new material. In invention, the originality is already
there in the theme and there is no originality created by the poet
in handling the material; in handling an old material, there is origi-
nality in handling. A poet’s genius is exhibited in the handling of
the theme and not in the theme handled.

Further the poets wanted to show to the people that the ideals
of life presented by them through their art were ancient ideals and
{hat this can be accomplished only if ancient heroes are presented
on the stage following such ideals, They wanted also to show to
the people that such ancient ideals are better for a happy life than
the newly taught ideals that were getting popular among the people.
On sccount of the popularity of the new ideals, there was a de-
cadence in the national life, and foreigners were invading and con-
quering the country. People were being led away from the realities
of life. The poets felt intensely sorry for this plight into which
the once grest nation was falling. They had the memories of the
glories of their ancient land and they regretted that people were for-
getting the past and attaching themselves to new ways and new
precepts. The dramas were a call to the nation.

Thete has been a view in recent times that the dramatists wrote
their works only to please the kings and to receive rich rewards in
return, by glorifying the kings of old and by thus flattering the
contemporary kings. It shall not be left unnoticed that many of
the poets were themselves kings; it cannot be said that kings wrote
poeiry to please kings, It must be for glorifying themselyes and
their kingly order. But which king has tried to glorify kings in his
dramas? Sidraka was a king who wrote the Mrechakatika and so
was Harsa who wrote three famous dramas. Visikhadatia who wrote
the Mudri-riksnsa had royal blood in his veins and Nardyaga Bhaita,
the author of the Vepi-saihdra and Bhavabhiti, the author of three
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dramas were closely associated with kings, But not one of them at-
tempted to glorify a king. In the Mrechakafike and in the Malati-
méadhava (of Bhavabhiiti) the king is presented in a very uncom-
plimentary way, interfering with the private life of the people and
using their authority for selfish ends. This is not glorifying kings.
In the Niginanda of king Harsa, there is no earthly king, and the
kings of the demigods are presented only as ordinary persons lead-
ing a full life. So is the case with Udayana who is the hero of the
other two dramas of King Harsa. There is no king sitting on the
throne with his military generals and ministers, with great pomp and
with autocratic powers. They are all introduced as ordinary men
with their domestic life, surrounded by the common people em-
ployed in the royal household. They are presented with all the
frailties of the common man, If they are kings they are so only as
men well known in their times, so that the audience will have no
difficulty in following the story of the drama. As a matter of fact,
the motive of all the poets, whether they are kings or associates of
kings or ordinary citizens, was only to present the men and their
lives through their dramas.

The religious bias is another factor that has been introduced in-
to the critical examination of Sanskrit dramas, in recent times; But
there is no religion in the dramas except what formed a factor in
the common life of the people. Thus there are temples that form
the scenes for some contexts in the dramas. Gods also come into
the picture. But there is no scene in which there is an elaboration
of religious worship or invocation of divine help as the only method
of escaping from a calamity. There are prayers; but prayers are
not resorted to in a state of despondency. There are prayers to
secure strength for further action, sometimes to augment the force
of human activities. But nowhere has human activity been given
up to be replaced by Divine Grace or surrendered to a Divine Will,
so far as 1 know, in the dramas in Sanskrit. Religion has a part
in the Sanskrit dramas only as a factor in the life of the people
which was depicted in the dramas.

There is no desire on the part of any character appearing in the
drama to escape from this world; no one preaches renunciation and
glorifies ultimate release from the sins and sufferings in this life,
in a single drama. We see only human activities and triumph of
such activities over obstacles. Persons who have joined the Monastic
Order are introduced only to help the fulfilment of life in this
world. So are the characters of that type found in the Mrechakatika
of Sodraka and in the Mdilati-madhava of Bhaveohiiti. No one
preaches renunciation, no one aspires for renunciation and termi-
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nation of sufferings. Sufferings are got over only through human
activity, and even the members of the Monastic Order only exalt
activity and a full life, in the dramas where they make their appear-
ance.

There is no drama in which the predominant emotional effect
is one of calmness and serenity brought about through religious prac-
tices. In all the major dramas, there are only two types of emotional
effects, what are called Spigira and Vire, usually termed as love
and heroism. Love is the best factor that helps the production of
a situation of ideal beauty, and Srigdra is described by Bharata as
"Resplendence" (ujjvalaivesitmak). It changed its meaning into
"Love" itself, at a later stage. Ideal beauty of a situation produced
by the presence of love between a couple and activity in heroism
formed the major factors in dramas in Sanskrit. Renunciation,
calmness and serenity produced through religious practices and in-
tense devotion to religion, abstention from activities and life—these
are never introduced into the dramas. It is only at a very late stage
that in the course of literary criticism a factor called “calmness and
serenity”’ (§nta) was given a place in dramas along with love and
heroism: even then no poet adopted it as a factor in his dramas
even after its acceptance in literary criticism.

Literary critics speak of eight factors as major emotional effects
of the presentation of a drama; of them Love and Heroism are given
the exalted position, and they are the dominant factors in the two
important varieties of dramas, the Ndatake and the Prakarana. Other
factors appear as the dominant effects in the minor varieties and
as subordinate effects in the major types. Serenity as a factor re-
mained in the imagination of latter-day eritics, without an example,
But some dramas were written with a philosophical theme, in which
certainly there is an advocacy of renunciation. The most important
drama of this type is the Prabodha-candrodaya (the Rise of the Moon
of Complete Awakening). Its author, Krsnamisra, belonged to the
early eleventh century, and the drama was written and produced
in the presence of a king named Gopila, whose date can be fixed at
the beginning of the eleventh century.

The drama glorifies the doctrine of Advaita Vedanta (Monistic
Vedinta) with a bias for the worship of Vispu, the Great God. The
Self is produced by the union of the Absolute with Hlusion; the Seif
has two sons, namely, Discrimination and Merital Confusion. The
latter has many children and grand-children, and this line of the
family grew in strength. There was a prophecy that at some future
time, there would arise Complete Awakening { Prabodha), and that
was the danger {o this powerful family line. In this way the plot
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is' developed with such philosophical and religious concepts as
characters. It is good poetry, it is clever drama. But that is not the
type of the generality of dramas in Sanskrit.

There are other types of literary works also in which some peo-
ple have tried to introduce a religious factor as a major one, Thus
Afvaghosa wrote his Grand Epie, the Saundara-nanda, to give a
religious teaching. This does not mean that people were partial to-
wards religion. What it actually means is that people cannot be ap-
proached through pure religion. That is what Afvaghosa expressly
states. People regard the religious teachings as a bitter medicine
and people can be persuaded to take that bitter medicine only if
it is mixed up with sweet things, and poetry is the sweel ingredient
which people loved. The same is the case with the drama of
Kprsnamisra, the Prabodha-candrodaya,

1 sm not at all asserting that people had no religion nor that
people hated religion. It is only a particular aspect of what became
the religions of the country which did not appeal to the people.
People had a sense of morality, a disecrimination between what is
good and what is bad, a love of a life of service to humanity and
such factors coming within religion; and they are all chief factors
in the religion of the Vedas, They also believed in some higher
powers, that can be'called gods. But people did not believe in the
sacredness of renunciation, in the doctrine of the world being
momentary and not of importance and its being a place as a source
for sins and sufferings and in final release alone being the right
goal. Similarly they did not believe in a God who was the creator
of the world and of man, and who was also the giver of Law for
man. They did not accept him as rewarding and punishing. God
is just there and never interferes with the affairs of man. Man must
be active .and must take up the responsibility for his enjoyments
and also for his sufferings. The world is a place where man must
be active, and there iz no goal for man outside the world, The
dramatists also attempted to revive this religion of the Vedas, which
had been submerged by the flow of new religious heliefs. The
Itikasas and the Purdnas, the Grand Epics and the Dramas reflect
the same national eenius of India, the genius of realism and nractical
talent, The nation was a nation of heroes. living a full life in this
world. Tt is this national genius that is found in all the dramas.
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VIII. PROSE

(i} GENERAL

Like the records left behind by the various nations of ancient
times, India too has given to us from ancient times a valuable re-
cord of prose literature; Indin's uniqueness lies in its wealth of
poetic literature, the like of which has not been produced by any
other ancient nation in the world. From the earliest times, the
prose literature developed along two lines in India. One is the
prose represented by the Mantras or short passages addressed to the
various articles made use of in the rituals, as contained in the
Yajurvedn. They developed into the Satra literatore of a slightly
later date. But that pattern of literature dropped out and its place
was taken up entirely by the metrical literature using only short
metres, what are called the Anushibh metres, with four lines of
eight syllables each; very rarely other metres were also used for
this purpose, especially the Aryd metre, in which the first and the
{hird lines have twelve Matrds (Moras) divided into three feet of
four Matras each, and the second and the fourth have eighteen or
fifteen Mdtris in feet of four Matrds each, with some foot defective.
Eighteen Mdtrds in the second and fifteen Mitras in the fourth is
the normal, while the eighteen Mdtris may be in the fourth too and
the fifteen Mitrds may be in the second also. With the Anustubh
metre may be intermixed other metres as well All such short metres
were adopted for use in treatises of a scientific nature, replacing the
short Aphorisms (Sdtras). '

There is the other pattern of prose in the Yajurveda, found also
in o part of the Atharvaveda, which is more of a run on nature, used
for discussions, explanations and narrations, It is this prosa
pattern that had a continuous growth in the language. It was con-
tinged in the Nirukia of Yiska, and further developed in the Mahi-
bhésyn of Pataijali in grammar, But even this prose pattern took
two different channels. One strictly followed the stvle of this earlier
prose, and the other was the prose style adopted in literary art. In
the Mehakivye (Grand Epic) pattern of literature, it was found that
a sort of artificiality was adopted in the language, using words in
“double meanings”, and resorting to very long compounds. This
artificiality was adopted in prose also, where it becomes easier; since
there are no restrictions produced by the needs of metre This en-
ables the poets to write prose passages of any length they like, and
euch o freedom enables the poets to construct the long compounds
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with a double method of splitting into parts and with a consequent
double meaning. This factor in Sanskrit language is something that
cannot be introduced into any other language, and it cannot also
be illustrated or explained in any other Janguage, The double mean-
ing of the whole compound may be produced by the two meanings
of any of the parts of the compound or by the two ways in which
the compound can be split up.

I will try to illustrate the second of them with a simple example,
Take a compound like: mukta-hira. It ean be split up into mukta
and éhira or into muktd-hira. The first means “one who has aban-
doned (mukta) food (dhdra)" and the second would mean “pearl
{muktd) necklace (hdra),"” Thus the poet can have, by use of this
compound a sentence like “vou accept your beloved who has aban-
doned food (in despair of meeting you)" or “you accept the pearl
necklace which is your beloved”. As a matter of fact poets are
praised for their abilities in constructing such compound words,
and there is a simplicity along with such artificiality in these usages
which makes the artificiality so natural in the contexts, It may at
first look like some “‘cross-word puzzle’”. But the poets have per-
fected the usage in such a way that those who get accustomed ta
such usages find no strain at all in detecting the two modes of split-
ting up the compound to give the two meanings in the context.

The real classical prose works sbound in such usages of com-
pound words and such works have become classics on account of
the facile way in which such a device is introduced into the work.
Without them, perhaps, the works would not have attained the fame
as classics. The facile way in which such compounds are introduced
by the poets into their prose works has been praised by later poets
and also by writers on literary criticism while there are some lite-
rary critics who have condemned such a practice, and one literary
eritic condemns it as unworthy in any really high-class poetry.

It must be understood that the term poetry is used above as a
work of literary art, the work of a poet (Kduvyal, without any refer-
ence to the factor of metre in the work. Sanskrit makes no differ-
ence betwen works in a metrical form and works without the factor
of metres, so far as poetry is concerned. Both are called poetry if
they are poetry on account of their artistic beauty in form. Tt is
only such poetry in prose form that is being taken up in this chapter,
Prose has found its way into other patterns of literature, and perhaps
the best prose style is found in such patterns and not in what are
technically known as prose-poetry. Such specimens of high-class
prose style are found in story books and also in works on philosophy
and other subjects, There is one work that has attained a position
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as non-metrical poetry or prose-poetry which is really a story book
and that too will be taken up in this context; that is the Dasa-

kumdra-carita (the story of the ten princes) by Dandin. Other prose
patterns will be taken up in other contexts.

There is a variety of poetry that has developed in Sanskrit in
which prose and metrical passages are interspersed and the specimen
is known as Campii, This may be considered as poetry in metrical
form into which prose pieces are also introduced or this may as well
be considered as prose works into which metrical passages are also
introduced. As a matter of fact, drama is of the former variety.
There are no dramas in Sanskrit which are purely in prose form or
which are in a purely metrical form. Both are combined in all the
dramas in Sanskrit. While in drama, the narrations are generally
in prose and the descriptions of situations and of emotional moods
are in metrieal form, the relation is reversed in the Campi, in which
the narrations are made mainly in metrical form and the poet adopts
prose for descriptions. The number of specimens in both the pure
prose type and the Campi (combination of prose and metrical
pieces) type are few and so both are taken up in a single chapter.

(ii} PROSE (GADYA)
a. Bina

The most famous writer of a poem in prose in Sanskrit is Béna,
a contemporary of King Harsa who has written the three dramas;
and he has contributed two prose works which have both become
classics in Sanskrit. One of them is a prose romance dealing with
the history of King Harsa himself; the other deals with a purely
romantic theme in which men and demigods, earth and regions be-
yond, the natural and the supernatural, are all happily blended to-
gether. Love, curses. transformation of gods into demigods and
demigods into men and of men into animals and birds in successive
births with the love affair continuing through such successive
births, surprises and very intricate situations and various similar
devices are introduced in the construction of the plot. Like Kali-
disa’s poetry and dramas, the Kadambari, the romance of Bana, has
attained a fame in Sanskrit literature unrivalled by any other work
of that pattern.

The story of the Kadambari is one of the most complicated
found in any literature. The whole story becomes a unit only as
narrated by a few characters, and the characters narrate their own
tale, The story is so complicated that a laler poet has written an
epitome of the story of the Kadambari { Kadambari-kathdsdra) for the
benefit of the ordinary reader who cannot disentagle the various parts
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of the narration and bring them together into a continuous narrative.
This device of story within story, story continuing another story as
complement and story introducing another story, is very common in
Sanskrit literature, Here the peculiarity is that the same story is
put into the mouth of a few characters part by part and all the parts
become a single story.

The king of a race of demigods had a daughter named Kadam-
bari, and she had a companion named Mahadvels, the daughter of a
celestial nymph. One day the latfer met a youth named Pundarika
along with a friend of his near a lake named Acchods; the young
person fell in love with her. Pundarika was the son of Laksmi the
" goddess of beauty and a sage named Svetaketu. The boy died of
grief sinece it was too late to inform him of the reciprocation of the
love. In a state of grief, he cursed the Moon who gave him so much
of pain in his heart, that the latter would be barn on the earth and
suffer the pangs of love. The Moon on his part cursed him that
he too would share the sufferings on the earth. Pundarika's body
was carried away by some heavenly being and there was a voice
heard that Mah#&svetd should not end her life on which she was bent,
sinpe there would be a re-union.

The Moon was born on the earth as Candripida, son of Tardpida
the king of Ujjayini, and Pundarika was born as the son of his minister
Sukandsa, by name Vaidamp@yana. Pundarika had his companion
named Kapifijala, and when Pundarika’s body was being taken to the
heavens, he pursued him and by chance he ran over a semi-divine
being who cursed him that he would be born as a horse. The horse
was Indrévudha, which was given to Candripida as a present, One
day Candrapida and Vaisampdyana with an army set out on an ex-
pedition of conquest over the world, Candripida rode on Indriyu-
dha. It so happened that one day Candripida saw a pair of demi-
gods and decided to chase them riding his horse Indrayudha and
was carried away by the animal far from his companions; and he
reached that Acchoda lake where he met Maha@svetd who was waiting
there for the return of Puondarika, Mahadvetd narrated her whole
history to him and took him to the palace where he saw Kadambari,
Soon he had a message from the father that he should return. He had
by this time rejoined the army and he asked Vaidampiyana to bring
the army and hurried back; he was eager to pay & second wisit to
the palace of Kadambari, but could not do so until Vaisampiyana
bad returned,  But the news came that Vaisampavana went to the
lake. There he met Mah@éveta and fell in love with her: hut she
could not reciprocate the love as she was in love with Pupdarika
who would return, and she could not possibly know the identity of
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the two, He repeated his approaches to her like a parrot, and
Mah@évets cursed him that he would become a parrot. Vaisampa.
yana fell down dead and he became a parrot in the jungles. Candra-
pida went to the lake in search of Vaiéampayana and heard about his
fate and. unable to bear.the calamity, he too ended his 1ife,

Now, Candripide who died, was born as King Studraka of Vidisa,
One day a woman of the hunter community, supremely handsome,
brought a parrot of wonderful abilities to him. That was Vaisamph-
yana, son of the minister and companion of Candrapida. The parrot
narrated the events in his life up to that time; they all went to the
hermitage of a sage named Jabali, who on seeing the parrot knew all
about its past birth, and on the request of the king, he narrated the
whole story of Candrapida and Vaiéampiyana, in which was included
the story of Mah&évetd narrated to Candrapida by her. On the com-
pletion of the story narrated by Jabali, Sidraka fell down dead and
there rose up Candrapida, who was living as King Sodraka. The
parrot also fell dead, and Pundarika, whose body was preserved in
Heaven also revived and came down to the lake. Candriipida married
Ksdambari and Pundarika married Mah&svets. All ended happily.
Candrapida spent his time partly at Ujjayini, hiz own home, and
partly at Hemakuta, the home of Kadambari and in the Moon in so
far as he was an incarnation of the Moon.

Bana had himself written anly a part of the romance., The tradi-
tion is that he died before he could complete the work. It is his son
who completed the work, and this part is called the Second Part,
while Bana'’s own work is known as the First Part, We have to be-
lieve that the son had completed the work in the way in which the
father would have done it if he had lived to complete it. The por-
tion writlen by Bana covers only a very smell part of the whole
story; his portion ends with the first meeting of Candripida with
Kadambari and the return of the prince to his own capital city.

The poet starts his work with a prayer and then he speaks about
his own work with all its good qualities. The descriptions are varied
and clear and resplendent. His theme is novel and attractive and
the language that he has adopted fits into the art with the long com-
pounds and double meanings; his work is full of similes and other
figures of speech. The poem starts with the description of the city
of Vidiéa and its king Stdraka and there is the appearance of the
wonderful parrot who is taken to the sage named Jibali, who starts
on the main narration of the story. Within this narration is con-
tained the narration of the story of Mahiéveid by hersell to the
prince Candrépida. After the narration of the story by Jaball, the
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rest of the story is narrated by other characters. This device of
story within story and of story relayed from the hands of cne narra-
tor to the hands of another character, produces an artistic complex-
ity and a welcome variety in the poem.

When a long description starts, like the description of the her-
mitage of the sage Jabili or of the horse Indriyudha or of the lake
Acchoda, there is a complete arrest of the movement in the story.
The description is a single sentence extending to a few pages with
only one predicate at the end, the description being effected by in.
troducing a large number of epithets in syntactical relation with
the main subject matter of deseription, with similes and other figures
of speech and with the presentations of the various parts of the ob-
ject of description; the descriptioms are full of colour, decorated
with a profusion of hyperbole. Various objects and various situa.
tions are introduced in such descriptions as taken from mythology
and from Nature and also from the different classes of lore like re-
ligion and philosophy and sciences, from the customs and manners
and practices of the people and from wvarious other sources. The
relation between the object of comparison in such descriptions and
the thing with which there is the comparison is represented only
by the form of the epithet which, having two meanings, can be ap-
plied to both in the two meanings; there is no real comparison in
such similes, the comparison being only in the form of the word
and not in the meaning,

Along with such descriptions, there are contexts where there is
a presentation of strong emotions and where there is a narration of
events, In such places there is a quick movement along with the
flow of strong feelings. In such contexts, the language too changes,
suiting to the context, The sentences become brief and crisp and
the words used become short and simple. The compound words
and the double meanings, being unsuitable for such contexts, are
avoided. Such are the contexts where, after his education, the
prince receives some general advice from his teacher regarding his
conduct in life, or where the prince, after being separated from his
companions, thinks of his own thoughtlessness in having followed a
pair of supernatural beings which it was that dragged him away un-
awarss from his companions, or where Kapifijala advises his friend
Pundarika when the latter becomes love-stricken on seeing Maha-
svetd. There are various contexts like these in the whole poem. The
poem is not a string of artificial descriptions nor is it a bare narra-
tion of events. It is a happy combination of beautiful narration
with proper decorations of deseriptions, with various details bring-
ing in colour and variety.
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Biina is a great scholar and there is no subject in the world that
has mot been touched upon in the poem. That is the traditional
estimate of the greatness of Baga as a writer, But his erudition does
not act as any stumbling block in the way of one’s appreciation of
the art. They all merge into his art. Beauty keeps up the weight
and dignity of the art through the element of learning, and learn-
ing gets beautified through the element of art in which such learn-
ing is presented, In the field of the Grand Epics (Mohd-kivyas)
the Naisadhiya-carita of Sri Harsa can take its position by the side of
Bapa's works in point of the combination of learning and art in a
happy way, effecting harmony and unity.

Bana has also written another work, the Harsacarita (the story
of Harsa), Harsa was king of Kanauj, a greatl emperor with many
a vietory to his credit against his enemies, and at the same time he
was a famous ruler and patron of learning and culture; he was him-
self a renowned poet, having written three dramas, namely, the
Ratnduvali, the Priyadaréiki and the Niginande. Binpa was his con-
temporary and friend. The work is in eight chapters as we now have
it; it is not certain whether Bapa had the intention of continuing
the work beyond where it now stops. Every one is agreed that the
work is not complete; there is a view that Bapa did not write on
the whole of the life history of Harsa since Harsa was later defeated
by another great king, Pulakesin, and so he did not wani to record
such an event in the life of his royal friend. I feel that he did not
complete the work, though he must have meant to continue it a little
further even if he did not want to record the ultimate defeat of his
friend. What we have now is not a natural end of a literary work of
art,

The work does not claim to be a history; it is just a literary work
of 8¥t, with a historical theme. The work is not a chronicle of events
with dates and with names of personalities. But there is a good des-
eription of the aspects of life at that time, especially the nature of
the army and its life during an expedition. Thus there is the histo-
rical value in the form of a picture of aspects of life among the
people of the time. The main story starts only in the fourth chapter.
The first three chapters are devoted to the description of the
ancestry of the author, how he met the hero of his work and how
he was impressed by his greatness, and how when later he returned
home there was a request from the people to give an account of
the kmg.)"

The story starts with a great description of the city of Sthin-
vidvara (Taneswar) the capital of King Harsa; then a king of the
dynasty named Puspsbhiiti is introduced and also the friend of that
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king named Bhairavicarya with a description of his hermitage
(Asramne), There were many kings who attained glory in that
dynasty and we come to Prabhikara Vardhans, the father of the
hero. He had two sons by name Rijyva Vardhana and Harsa Var-
dhana and a daughter named Réjyasri, who was the youngest. Their
birth and the joy in the cily on the occasions and the marriage of
the deughter to' Grahavarman ure all deseribed in great detail
regarding the revels and the joys in the city,

The elder brother Rijya Vardhana was commissioned to attack
the Hiipas and Harsa Vardhana also accompanied him. When, dur-
ing the expedition, Harga Vardhana was once enjoying a hunt, he
received news of the serious illness of his father and he returned
to the capital, which was immersed in sorrow at the impending cala-
mity to the nation and the suicide of the gueen through her grief
il the impending calamity. The king died and Rajva Vardhana the
elder son desired to put Hatsa on the throne when he came back
from his expeditions. At this time there came another sad news
that Grahavarman, their brother-in-law, was slain and that their
sister Rajyasri was mmprisoned by the king of Malva, and Rajya
Vardhana started to attack the Malva king. He had a complete vie-
tory over him, but he was'slain by the Gauda king through treachery.
flarsa wanted to proceed immediately against the Gauda king, and
here in this context there is a matter of great historical importance in
that there is a parration about various kings who had met with cala-
mity under various conditions for lack of proper forethought and for
want of proper protection. So he pepares for war and there is a very
graphic description of the march of an Indian army. Harsa's sister
Rajyasri had escaped from confinement and was hiding in the
Vindhya hills where Harsa was able to locate her through aid given
by some mountaineers, st a time when she was entering the pyre
to end her life. Harsa had his revenge on the Gauda king. Harsa
had told: his sister that after his expedition and victory he would
join her in entering a Monastic Order with yvellow robes. The story
of the recovery of the sister Réjyasri is not complete when the
work comes Lo a rather abrupt close.

It is a real romance and it is historical and different from his
other romance only to the extent that the characters are historical
and not taken from chronicles. Except the names of Harsa and his
brother and father, little is known of the history of the times from
the work. We know nothing of the enemies whom Rajya Vardhana
and Harsa Vardhana defeated. It is not history; it is only a romance,
He took up the historical subject only in so far as Harsa was found
to be a fit subject for such a romance. It is just like Valmiki taking
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up the story of Sri Hama for his Itihasa, the Ramayona, Itis as intes-
esting as the other rumance though there is not thal complication
in the plot. The story is rather simple and narrated in a straight-
forward way. It is a continuous narration without any sort of relay
in the matter of narrating the story part by part by different charac-
ters In the story. It is the author’s narration of the story and not
a narration by the characters, which latter is the scheme in the
Kadambari,

The presence of such great herces like Rajya Vardhana and
Harsa Vardhana itself gives a beauty to the romance. There are
various descriptions of cities and mountains and hermitages. There
dre tense situations, moments of suspense on account of the news
of unexpected events taking place. There are exciling episodes.
There is plenty of scope for presenting the emotions of man in various
conditions like joy and grief. There is brisk narration along with de-
tailed descriptions, The style changes to suit the different cantexts,
There are long and detailed descriptions in a single sentenice extend-
ing over pages with very long compounds as epithets to the object
of the deseription, with various kinds of similes and other figures
of speech, with allusions to the different types of lore like epics and
religion and philosophy and sciences, with plenty of Nature coming
into the descriptions, with double meaning and alliterations, and with
all kinds of devices to make the work artistic and attractive. There
is plenty of decorations and colours and varieties everywhere. Always
the reader finds himself in a region of resplendent glow, It is very
doubtful whether there is another fistorical theme presented in such
an aftractive environment, A worthy historical hero presented by a
worthy artist—thig is all that T can say about the work.

While in the Kddambari Baga starts with some commenis about
his own art, in the Hargacarita we see him making reference to former
artists with brief comments of appreciation, Just as in the Kddambari
Biga expresses his confidence about the work being egual to any
other in the Feld of literature through the presentation of his own
view of his art, here too he expresses implicitly his confidence that
this wark is a worthy follower of the masterpieces in literature given
by previous artists. He refers to the author of the Mahdbhdrata, the
work called the Vasasadattd, perhaps what will be described pre-
sently as the romance of Subandhu, the prose style of Bhat{ara Hari-
candra, Pravarasena, evidently the author of the Prakrit poem ecalled
the Seiubandha; the plays of Bhisa and the poetry of Kalidasa, sweel
like the flowers just sprouting out, the Brhatkatha (Great Story), cer-
tainly the now lost story book of Gunadhya and so on, He says that
he was impelled to write the work by the memory of the heroie
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deeds of the great king that lingered in his heart and that he had
no desire to claim a status as a great poet. It is implied that the
great deeds really restrain his tongue in so far as he cannot be equal
to the task of recording such deeds.

We do not know when he wrote the work, whether when king
Harsa was still alive or only after the death of Harsa. We cannot
also settle the chronological relation of this work to the Kidambari,
It is certain that the author died when he was writing his Kddambari.
It is not unlikely that he could not complete either of his two works.
The author gives some information about himself and his early. life.
He was a rather irresponsible youth, mixing with persons of different
professions and different strata of society, sometimes not very com-
mendable company. He mentions some of his companions and also
some of his ancestors and his parents by name. He had
a summons from the king and he went to see King Harsa; that was
the origin of the romance. If he had such a summons, it is certain
that he had earned a good name by that time. He himself says that
he also joined the company of wise people and compensated for the
damage he had done to himself. There is no doubt about his learning
and his intellectual equipment in a variety of subjects, He says
that the way in which the king received him on his first arrival was
not particularly encouraging, though he began to earn the good
opinion of the king gradually. The romances are not what could have
been written off with speed. There must have been a lot of retouch-
ing, which must have been the case even with Kalidisa, He must
have been proceeding rather slowly and it is likely that he could
not conclude his historical romance and in the case of the other, the
pure romance of Kadambari, he had not even proceeded very far
from the beginning. From the short span of the story finished by
Bina and the long stretch covered by his son, it looks as though the
romance would have been much longer if Baga himself had coneclud-
ed it according to his own scale. It is also likely that he had more
or less finished his historical romance, though a part yet remains to
be completed. It was perhaps for this reason that his son did not take
it up, in so far as only a very small part remained, which could easily
be taken as practically finished. The really interesting parts must
have been closed by Bans himself. The expression of the desire of
Harsa to take to yellow robes as a member of the Monastic Order could
not have been an accident; Bina must have meant something and
there must have been some sequel to this.

b. Subandhu

In the Hargacarita, Bina mentions a work called the Visavadaltd,
Subandhu has written a prose romance named the Visavadattd, We
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do not know what work it could have been. A work named the
Visavadalta is known even in earlier literature, and there must
have been some work of that name written by some poet at a very
early date. There is a view that the Visavedattd mentioned by Bana
is not the Vasavadatid of Subandhu but the earlier work of that name,
and there is also a view that Subandhu is earlier than Béapa and
that Bana is referring to his Vasavadatis, which is available, while
the earlier work is known only by name. There is no way of decid-
ing the question one way or the other. Subandhu has been known
throughout the history of Sanskrit literature as an unsurpassed
master of using words in a double meaning; he is reckoned among
the great poets by later writers. In some passage in his romance
where there is a double meaning, there is a reference to Udyotakara
which means both “shining arms” and the name of the author of &
work, and with this similarity, there is a comparison of a maiden
with the Nydya system of philosophy. This Udyotakara cannot be
much earlier than Bapa, if at all he is earlier. It is certain that
Subandhu is later than this Udyotakara, the writer on the Nydya
system of philosophy. There is a similar comparison with the Bud-
dhist system since the maiden is Almikara-bhisitd (decorated with
ormaments) just as the Buddhist system is so (decorated with
Alasikdra, which is a work dealing with the system). This author
of the Buddhist system is supposed to be the famous Dharmakirti,
who too is not much earlier than Bapa. Subandhu at best can be
only a contemparary of Bana and not at all an earlier poet, and it is
very doubtful whether the reference in Bana's Hargacarita (intro-
ductory part) is to a contemporary poet, It may not be unlikely
that Udyotakara is a far earlier writer and that the Alaskira is not
the work of Dharmakirti but of an earlier writer on Buddhism.

Subandhu deplored, in the preface to his work, the decay in
the appreciation of beauty among the people after the death of King
Vikramaditya. This reference to Vikramiditya may be even a re-
ference to the Vikramaditya in whose court there were accord-
ing to tradition, the nine Gems. Subandhu is not one among them
though there is a Buddhist mentioned as Ksapanaka. But we do not
know who this Vikramaditya is. Subandhu may be slightly later
than Bana since his work is referred to by writers on literary criti-
cism of the eighth century, while Bana is early in the seventh
century, There are common expressions in the prose work of
Subandhu and in a verse in the Malati-madhava of Bhavabhiti, and
the probability is that Subandhu adopted the passages in his work
rather than that Bhavabhiti brought into his verse the passage in
Subandhu, If he is later than Bhavabhiti, the date of Subandhu
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must be at least two ¢enturies later than that of Baga, Some situs-
tions in the Kddambari are identical with situations in Subandhu,
and the probability is that Subandhu made the adoption from Béna
rather than the other way; it may be that both had the incidents in
their works as original ideas without any mutual indebtedness,

The Vasavadatta of Subandhu’s romance has nothing to do with
the Vasavadattd in the Udyana dramas of Bhasa and of Sri Harga,
namely, the Pratijidycugandharéyena and the Seapnevisavadatia of
the former and the Priyadariikd and the Ratndvali of the latter. Here
the story relates to Vasavadattd, daughter of a king named Syngara-
sekhara of Pataliputra. There was a prince named Kandarpakelu,
son of King Cintimani. He had a dreem one day in which he saw
the form of a very handsome young lady and he was charmed by
her beauty; in the company of his friend Mskarands, he set out
in search of her and one day they lay down under a trée at night.
But the prince could not sleep and when he was keeping wvigil think-
ing about the object of his love, he was able to overhear the con
versation of a parrot and its beloved mate. There was a very beauti-
ful princess named Vasavadatta, daughter of King Srhgirasekharas
and the princess saw in dream a very handsome youth for whom
she began to entertain grest love. She commissioned a lady named
Tamalikd to find out that youth. Kandarpaketu was able to meet
that lady and they went to Pataliputra where he saw the princess.
But the king had already decided to give her in marriage to
Puspaketu, a chieftain of the Vidyadhara clan, a group of demigods.
To frustrate this event, the prince decided to elope with the princess
and they went to the Vindhya hills. One day they felt tired and
they slept in the forest. Vasavadatts woke up and went out to
gather some fruits and flowers and she saw two hunters (Kiratas)
with their army pursuing her. In the fight they perished at the
hands of each other. Vasavadatta tried to take refuge in the hermit-
age of a sage, und the sage cursed her that she would become a
statue. She got a favour by way of a mitigation of the curse to the
extent that she would return to her form when she would be touched
by her lover. The prince woke up, and Vasavadatid was found
missing. He wandered about and decided to end his life, when a
celestial voice advised him to preserve his life. He was wandering
about and by chance he saw a statue and when he touched it, it be-
came a lady and that was his sweetheart. The suicide episode re-
minds one of the similar episode in the Kadambars when  both
Kadambari and Mahadveta resort to suicide on seeing the death of
their lovers and when some celestial voice stopped them from doing
50, in the statue converting itself into the beloved of the prince,
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we see an echo of how in Kalidasa's Vikramorvdsiya, the hercine
had become a creeper and how on the touch of the hero, she reverted
to her original form.

In contrast to the story in the works of Bapa, especially in the
Kadambari, there is nothing that can be called a story in this work.
But there are various descriptions in this work in which the author
has found a chance to exhibit his skill and he has shown off his
skill in the artificial use of words in such descriptions, just what
was found in the works of Bana, Mountains and rivers, heroes with
their valour and courage, charming heroines, armies and fights—
all such grand topics are made use of for detailed descriptions.
Subandhu himself claims that there is a double meaning in every
syllable in his work. Anyway, there is a super-abundance of it in
his work. There is no doubt that as in Bépa's work, there is a music
in his prose with the long compound words rolling on like waves
on the sea-shore without an end, one coming after the other. There
is plenty of hyperbole, there is plenty of alliteration. Similes based
on a common epithet with two meanings applicable to the two ob-
jects taken up for comparison, contrasts in the same object between
two aspects expressed by two words with double meanings, the con-
trast being only in the application of one of the meanings, and all
such devices found in Bana are found here handled in & masterly

way.

¢, Dandin

Dandin, the author of a prose romance called the Daialkumdra-
carita, has a unique position among the poets of Sanskrit, especially
in its earlier stages, being equally famous both as a poet and also
as a literary critic. His work on literary criticism, known as the
Kavyadarse (the Poetry-Mirror) is a standard book on the subject,
presenting the classical and formal doctrines of literary criticism,
along with the Kavydlankara (Embellishments in Poetry) by Bha-
maha: but the latter does not have a position among poets, We
know practically nothing about Dandin and his time. There is a
tradition about Dandin being the author of three works. One is his
work on literary criticism and the other must be his prose romance.
About the third there is no clear evidence; he mentions a work on
prosody in his work on literary criticism, and it is suggested that
this work is his own. But there is no evidence in favour of it. There
has been a doubt about the identity of the authorship of the prose
romance and the work on literary criticism. There is yet another
work called the Avantisundarikathd (the Tale of the Beauty
of Awvanti). This is assigned to Dangdin, and it is held that
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the Dasakumaracarita, having the same theme, is not & work of Dag-
din, but only an adaptation in prose of the real work of Dapdin. In
that work, Dandin is found to be the great-grand-son of a friend of
Bharavi, the author of the Grand Epic, the Kirdtdrjuniya. Dandin’s
date may then be even in the sixth century, anterior to Biga.

Here we consider only the prose romance, the Dasakumdra-
carita (the Tale of the Ten Princes), Now it is available in two
parts, known as the Pirvapithikd (the former Part) and the Uttara-
piphikd (the latter Part); the former is in five chapters and the latter
is in eight chapters, Generally it is accepted that only the latter
Part is the work of Dandin, and that the former Part was added to
fill up the blank. Certainly, Dagpdin must have started in the very
beginning and some part of the beginning must have been lost, which
blank was filled up by a later addition in the form of the five chapters
of the former Part. There are some portions added at the end, and
that portion is not recognised as a part of the genuine work of Dandin
by smy scholar. The story relates to ten princes; sons of ministers
included, who got separated and who had arranged to meet at the
end in Ujjayini; they met and they narrated their adventures. In
the Parvapighika, the former part, which is of an introductory nature,
there is presented Rijaharisa, king of Pataliputra, and his ministers
who too had their sons, The king had to wage war with the king of
Malva named Manasira and for the safety of the queen she was sent
to the Vindhya hills, R&ajshamsa became unconscious through
wounds received in the battle and the horses drew the chariot into
the same forest. When the queen heard that the king was lost, she
was about to commit suicide, when the king who was in the vicinity,
became conscious and recognised her voice as she was saying her
last prayer. They were united; the queen gave birth to a son, who
was given th=s mame of Rajavihana. The ministers too had their
sons and five more were brought to the king. At that time, the king
was taken to the netherworld and the princes started to make a
search; they returned after their adventures and met at Ujjayini,
and they narrated their experiences, :

In the field of prose romance I will assign to Dagdin the same
position which 1 will assign to Sadraka's Mrechakatika in the field
of dramas, while to Bapa and Subandhu I will assign the position
which T will assign to $ri Harsa, the author of the Naigadhiyacarita,
and Maghs, the author of the Siupilavadha in the field of the Grand
Epics. In Kalidasa and Bhavabhiiti and King Harsa, in Magha and in
Bhiravi and in ST Harsa, we noted that the characters wers drawn
from ancient chronicles and epies, and they formed part of what can
be styled the “high life”, the life of the elite. It is true that the cha-
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racters are presenfed as companions of the ecivil population and not
as part of the royal pomp and aristocratic exclusiveness; yet they
play their part in that high circle. It is in the Mrechakatika of
&idraka that we saw a gambling den and one of the usual visitors
to it taking to burglary for personal ends, to get money for the re-
lease of his beloved from service; we saw also a shampooer and some
earimen in the streets. There were also executiomers. They are
all brought into contact with people in the elevated levels of life
like the hero and the heroine, In the Desakumdracarita also we
find @ large number of such characters brought on the stage and pre-
cented to us as functioning in what may be termed “low life”. But
nowhere, as s also the case in the Mrechakagika, is life presented
as low. Art elevates them to a high level. The distinction is in the
material, Kalidisa and others bring kings and their associates to
the level of the common citizen; what Stdraka in his Mycchakatika
and Dandin in his Daakumdracarita accomplish is to take their
characters from what are usually condemned as low life and fo
elevate them to the normal levels of civie life. A king as king and a
burglar as burglar cannot shine in art; only as good citizens can they
play their part in art, and this is what all the poets have succeeded
in accomplishing., Perhaps it is more difficult to accomplish this
with the material taken from what is known as low life.

We find in the Dufakumdracarita, princes and kings who had
come to grief, lovers taking to all sorts of methods to achieve
their ends, women who lead a loose life freely accessible to those
who can pay, magicians, holy men in the robes of asceties with life
quite the opposite of what their external form indicates, pedlars,
people earning their living through cock-fights and other forms of
public entertainments in the streets, actors, holy personages, learn-
ed men, murderers and burglars; we see various kinds of adventares
and risks to life, and we see hercism and valour. We see magnani-
mity and nobility in character and also faithfulness between married
or loving couples; we see also the opposite of it, ruthless association
between illegitimate couples in prohibited relationships. Cities and
palaces and temples and also forests and rivers and other aspects of
Nature are graphically described. These situations, unexpected
events, despondency and grief, reckless undertakings in despair, im-
personation, fraudulence and various sorts of questionable acts are
found in abundance. The characters are often presented exhibiting
the eontrast between their profession and their actual life. Various
kinds of moral precepts to justify evil deeds are given at every step,
rules ahout social decencies and losses to others are ignored and
actions are justified as serving personal ends that are exalted as the
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highest virtue in man. We also find various sports and amusements
and pastimes introduced into the narrations.

In the Dasakwmdracarita, we see the true life of the people,
free from virtuosity and religiosity, realistic, practical and purpo-
sive, presented in a form of artistic beauty. The presentation is so
artistic that no one feels wounded though lives of many types of
people are caricatured in the work. The caricatures are so inno-
cent and impersonal that even the targets would take such jokes in
good part and have a laugh at it, instead of being offended and in-
stead of complaining that their susceptibilities have been wound-
ed, People enjoy their own victimisation on account of the artis-
tic setting in which such matters are presented. The hits are direct-
ed more towards people who are supposed to lead a hely life and who
are accepted as defenders of virtue and of moral life, like the Brah-
mins and the members of the Monastic Orders, both men and women,
belonging to Buddhistic, Jain and Vedic sects. The women mem-
bers of the Orders are engaged as working to bring the loving youths
together. Princes take to stealing. Brahmins who perform sacri-
fices amass gold. Thieving is a virtue when it is in the house of
misers who amass gold. They exploit religion and temples and
gods to secure help in frauds. Along with such realism in depict-
ing the life, there are also various sorts of supernatural events intro-
duced which present the general beliefs current among the people.

The style in the romance is simple and natural, elegant and
fluent without any touch of artificiality, free from long compounds
and double meanings, without any of the similes worked out through
the comparison only in the form of the epithet and not in the mean-
ing of the words used to express the comparison. But it is not at all
a bare narration; there are embellishments to give a beauty to the
language. There are various kinds of similes and other forms of
figures of speech. The descriptions are vivid and realistic. The
style is uniform without a change from long compounds and complex
constructions to simplicity.

The subject matter consists of different stories. But the work
is not a eollection of isolated stories. There is a unity in the theme:
the stories are assembled together into an artistic whole as a single
unit, The stories are narrated by persons who are also the heroes
of the stories, forming into a group, and the stories are narrated by
them all coming together. This setting itself brings a unity into the
work. Further, the characters and events in the different stories are
interlocked; and one story flows Info the other and a subsequent
story rises out of the previous. The unity in the work is brought
about by the structure of the material.
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Many of the events and characters and situations may seem to
indicate a state of affairs in society debased and demoralised. In
their raw form, many of them may be repellent and objectionable
fram the point of view of social decency. But in the romance, they
all acquire & beauty on account of the way in which they are pre-
sented. Their repellent nature is concealed in the workmanship.
Men and women who lead the sort of life that is not sanctioned in
decent society appear as common citizens whom we meet in the
country and whom we like also. All such characters and all such
events that are described in the romance are what are found in any
advanced countiry, among any civilized nation at any time. Their
presence does not indicate any debased or demoralised condition in
the society.

There is a general criticism against Senskrit literature that the
poetry is dominated by the religious spirit and that works are com-
posed to please the kings. The romance Dasakumdracarita, just like
the drama Mrechakagika of Stdraka, will provide the right reply for
this eriticism. No king will like to be told that the princes lead the
sort of life described in the romance. The romance is a revolt against
all rules of religiosity in public life. This shows the catholicity of
the general outlock of the people and the liberality and tolerance
of those who led the nation. The nation wanted only art and did
not care what the material was that was used to produce the art. The
leaders encouraged art and accepted as art whatever was beautiful
without any consideration for the nature of the raw material for the
art. Neither the kings nor the guardians of religion interfered with
the cultured public taste. That is why such a romance was written,
such @ romance was accepted as a great work of art and such a
romance came down through ages as a masterpiece when a large
number of literary works were stopped within the sieve that filtered
the literary specimens.

(iii) CAMPO (mixed prose)

In Sanskrit there is no difference at all between the language
of prose as the normal in the language and the language of poetry
in which the poets take liberties in the matter of prammar and syn-
tax and in which the poets adopt some archaisms. We cannot de-
termine whether any such distinetion existed in the Vedic period.
Certainly the language of considerable parts of the Rgveda is more
archaie than the language of some of the parts of the Sdmaveda and
the language of the Yajurveda and parts of the Atharpaveda, Tt is
not unlikely that the difference is due to the difference in the
Janguage form, namely, the form of prose and metre, and not due

215



HRRIRRREAiSES>=>S=EEE——S—————m———D—I—

SURVEY OF SANSKRIT LITERATURE

to the differénce in their age. But at a later age there Is absolute
identity between the language adopted In prose and the language
adopted in verse. There is an attempt at archaism and at intro-
ducing deviations from the strict rules of grammar in the ltihasas
and in the Punigpas; it is not a separate dialect or a distinet stage in
the language evolution that is noticed in the Itihdsas and in the Pu.
rapas, but only an attempt to give the literary form some archaie
eolour,

The device of mixing up prose and verse in the same literature
i a device found even in the earliest stages of literary evolution in
Sanskrit, and though the entire Rgveda is in verse, there are prose
sections in the Atharvaveda which is mainly in metrical form. In
the Yajurveda and in the Brahmanas that are essentially prose works,
there are verses introduced. This feature is retained in the Itihdsas
and in the Purdnas, and portions in the Mahabharata and in some
of the Puranas are in prose, though they are works in metrical form.
Similarly even from the earliest stage it is noticed that authors take
to metrical form even in works where as a rule prose formis adopted
as in dealing with scientific subjects.

It is in the dramas that we find an equal proportion of prose and
verse mixed together; in other works, prose is introduced in a work
in metrical form or metrical passages are introduced in a prose work.
The admixture of prose and metrical passages in more or less equal
proportions took a definite form in the classical period, and this be-
came a special pattern of literary art in Sanskrit known as the
Campi. This must have been a very early feature in Sanskrit lite
rature, and there is mention of such admixture found In early
works on literary eriticism, where poetry is divided under the head-
ings of prose, metrical and admixture. But the earliest specimen
that we have in this pattern does not go earlier than the clase of
the tenth century AD. From that time we find a large number of
Specimens, the most important being the Ramayana Campi of Bhoja,
king of Dhara. It is also known as the Bhoja campii. 1t deals with
the story of Srf Rama closely following the Ramdyana of Valmiki,
and ends with the fifth of the six Books in the original. Later
authors have filled up the blank by adding one more Book: but the
second Part of the Rémdyana of Valmiki known as the Uttare-
ramiyana (Later story of Rima) is not included in this work. We do
not know whether Bhoja meant to write that also. No later poet
has tried to fill up that part either.

Much need not be said about this pattern since this is only a
eombination in the same type of the features of the Maha Kévyas
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(Grand Epics) like the Sidupdlevadha of Magha and the Noisadhiya-
currite of Sri Harsa and the features of the Gadya (Prose) form in
poetry like the Kadambari of Bana and the Visavadatte of Subandhu.
In such combinations, descriptions of objects of Nature like a moun-
tain or an ocean are given in prose and narrations and presentations
of emotional states are given in verse form. But this distinction is
not strictly kept up; it is only a general division found in the avail-
able specimens, especially in the Bhoja Campi, which is the master-
piece according to tradition in India, just as Bana’s Kadambari is the
masterpiece in that pattern. There are Campi works earlier than
the time of King Bhoja, and some ol {hem come from the pen of
Jains, with some religious touch in them. After the time of King
Bhoja, there are many specimens, the chief of them being the Bhai-
rata Caompi of Ananta Bhatta.

{iv) REVIEW

In the prose works and in the works of prose mixed with metri-
cal passages we do not find any specimen that can compare with the
works of Kalidisa. What we find is more the style of Magha and
&ri Harsa, the authors of the Sigupdlapedha and of the Naoisadhiya-
carita. From the earliest times, Sanskrit poetry had been noted for
its. Nature element. The Rgveda and the Atharvaveda are both
high-class Nature poetry. So are the two Itikasas, the Mahdbhdarata
of Veda Vyasa and the Ra@mdyapa of Valmiki. Kalidasa and Bhava-
bhiiti too come within the group of Nature poets.

There is no literature in the world in which there is an un-
broken continuity of what can be called First Class poetry, It is
rarely that a great poet is born, and such a poet becomes a poet of
the world, a poet important in world literature. Then the majority
of them belong to the literature of that particular language. The
contribution of Sanskrit to the world literature is not lesser than
what has been contributed by any other literature; it is even more.
In estimating the literature, we must take note of the duration of
such development of literature in the language. From this point
of view, if we add the duration of the development of literature in
all the other languages of the world together, that will be less than
the total span of the growth of literature in Sanskrit. Further, there
is no literature that has produced such a Iarge number of varieties
in literary patterns, and in each pattern the number of specimens
preserved is far more than what has grown in other literaiures.
Where outside Sanskrit is there such a rich collection of high-class
poetry like the Rgveda and the Atharvaveda going back to more
than a millennium before Christ? Where outside Sanskrit is there
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anything that can be called Nature poetry in any literature of the
ancient world and when and where did Nature find a place in lite-
ratures outside Sanskrit? Where in any other literature is a work
like the Mahdbhdrata both in bulk and in quality? Where is the
literature that has such a large number of Grand Epics (Mahi-
kdavyes) and Dramas?

The only factor that has not k