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REPRODUCTIONS of paintings from Harivara's Lava-Kusar Yuddhe Assam Research Society MS, Gauhati Collection, obtained from
Rapi Mahendri Devi of Ahom raj family, vide Maheswar N@E-‘ ‘Assamese Literature before Sankaradeva’, footnote 47.

— Reconstructed by S. Rai Barua

T0P : Miniature on folio 2B depicting return of Rama home after Killing Ravana. From left to right: two soldiers, Sumitrd, Laks-
mana, Ramacandra, Kausalyd, Bharata, Kaikeyi and Manthara.

BOTTOM : Miniature on folio 6A depicting performance of pumsavand ceremony of Rima and Sita. From left to right: a drummer, a
piper, three women making propitiatory sound, Janaka tying up #ps of Rama’s and Sita’s hair together, the sacred fire, Vasistha,
and Viévamitra p ng food for offering.
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FOREWORD

The present work consisting of Essays on different
aspects of old Assamese literature is the first research pub-
lication of the University of Gauhati, and our thanks are
due to the scholars who have collaborated to produce what
I believe is a substantial contribution to the study of the
subject. The editing of the work was entrusted to Dr. B. K.
Kakati, Head of the Department of Assamese, who revised
the manuscript before his lamented death in November 1952.
Unfortunately he did not live to see the work through the
press in its final form.

A comprehensive history of early Assamese literature is
still a desideratum. Meanwhile, it is to be hoped that the
present work will stimulate research in a subject which has
hardly attracted any attention outside the limits of Assam.

K. K. HANDIQUI,

JORHAT, Vice-Chancellor,
1tk December, 1953, Gauhati University.
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THE ASSAMESE LANGUAGE*

BY
B. KAgaTI

1. Introductory

Assamese is the easternmost New Indo-Aryan language spoken
in the Brahmaputra Valley comprising at present six districts with
Lakhimpur in the extreme east and Goalpara in the west. It is
a language of the plains and is surrounded by speeches belonging
to families of which the Tibeto-Burman and the Khiasi are the
important ones. Assamese occupies an important place in the
group of N.LA. languages. Hiuen-Tsang the celebrated Chinese
traveller visited Kdmariipa in the Tth century and remained for
sometime in the court of King Bhaskaravarman. In course of
his references to various aspects of the kingdom of Kamartpa he
spoke of its language as “slightly differing” from that of Mid-
India. He perhaps meant by it certain peculiarities of the Kama-
ripi language at the beginning of its evolution. For want of suffi-
cient data we cannot ascertain a definite date of the origin of Assa-
mese as an independent N.LA. language, though the 10th or 11th
century of the Christian era is generally regarded as marking the
beginning of the N.LA. languages. Specimens of Assamese as
an independent provincial language have been preserved in the
literature from the fourteenth century onwards.

2. Origin of ‘ Assam’

The word ‘Assamese’ is an English one based on the angli-
cised form ‘ Assam’ from the native word “ Asam”, which in its
turn is connected with the Shans who invaded the Brahmaputra
Valley in the 13th century. Though the Shan invaders called
themselves “Tai’ they came to be referred to as Asam,
Asim and Acam by the indigenous people of the province, Early
Assamese chronicles used all these variant forms to mean the new
Shan invaders. The modern Assamese word Ahom by which the
Tai people are known goes back to early Assamese Asim (Asim>
Asam> Aham> Ahom). The last syllable of Asim might very
well be connected with Sham (Shan, Syam) as Dr. Grierson has
suggested but then the initial vowel ‘@’ would remain un-

*For a detailed history of Assamese langusge, see the writer’s Assa-
mese, it Formation and Development,
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explained. Sir Edward Gait suggests Asam (unequalled or peer-
less) to be the origin of the present word Ahom, but most probably
Asama meaning peerless or unequalled is a latter day Sanskriti-
sation of some earlier form like Achdm. In T&i the root cham
means “to be defeated”. With the privative Assamese affix 4 the
whole formation Achdm would mean undefeated. The change of
Acham into Asim is very natural. The presence of forms like
Asam and Acim in early Assamese lends support to the above view.
In a still later period the term Asdém was further Sanskritised by
changing it to Asim.

Thus the word Asdm was first applied te the Shan invaders and
subsequently to the country they conquered, and finally the whole
of the Brahmaputra Valley came to be known by this designation.
In earliest times the territory now called Asam was known as
Kamariipa. It should be noted in this connection that while the
name of the country still remains Asim, the name of the tribe to
which originally the term was applied undergoes modification and
becomes Ahdm, Aham, Ahom. In modern Assamese Shan invaders
of the 13th century who subsequently settled in the country are
invariably known as Ahoms.

3. Ewvolution of Assamese

Ancient Kamariipa, sometimes known as Pragyotisapura
in the epics and Purdnas, comprised the whole of north
Bengal including Cooch-Behar, and the Rangpur and Jalpaiguri
districts of Bengal. When Hiuen-Tsang visited the kingdom of
Kamaripa (Ka-mo-lu-po), its western boundary was the river
Karatoyad in north Bengal. According to Kalika-purdna (circa
10th century) and Yogini-tantra (circa 16th century) the western
and the eastern boundary of Kamariipa were marked by the river
Karatoya (in north Bengal) and Dikkaravasini (in eastern Assam)
respectively. Thus from the time of Hiuen-Tsang in the Tth cen-
tury down to the Koch kings of the 1Tth and 18th centuries the
river Karatoyd formed the western limit of Kamarfipa. It was
under the patronage of the kings of Kamariipa, and Cooch-Behar,
in the fourteenth and sixteenth centuries that the earliest Assamese
literature originated and developed. Even now the spoken language
of north Bengal and western Assam is subsequently the same and
seems to form one dialect group, I territorial readjustments were
to be made on the basis of linguistic homogeneity north Bengal
should have been included with Assam, Dr. Grierson in his Lin-
guistic Survey of India also notices this affinity of Assamese with
the north Bengal dialect. He says, Magadhi was the principal
dialect which corresponded to the old Eastern Prakrit. . East of
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Magadha lay the Pricya Apabhramsa, the headquarters of which
was at Gauda in the district of Malda. Gauda Apabhramsa also
spread to the east keeping north of the Ganges and is there repre-
sented at the present day by Northern Bengali and in the valley
of Assam by Assamese. North Bengal and Assam did not get their
language from Bengal proper but directly from the west. Magadhi
Apabhramsa may be considered as spreading out eastwards and
southwards in three directions, To the north-east it developed into
Northern Bengali and Assamese, to the south into Oriya and be-
tween the two into Bengali. Each of these three is equally directly
connected with the common immediate parent, i.e, Pracya Apabh-
ramsa” (L.S.I, Vol. I, part I, pp. 125-126). Dr. S. K. Chatteriji
also classifies Eastern Apabhrariéa into (i) Radha (western Bengal),
(if) Varendra (north central Bengal), (iii) Vanga (eastern Bengal),
(iv) KamarGpa (north Bengal and Assam) (O.D.B.L., Vol
I, p. 140).
4. Difference with Bengali

In spite of these authoritative judgments there was and is still
in some uniformed quarters an erroneous view that Assamese is a
patois of Bengali. Enumeration of a few outstanding and funda-
mental points of difference will perhaps help to remove such er-
roneous views.

(I) Assamese words for fire and water are from the earliest

time zui and pdni as opposed to Bengali dgun and zal.

(II) Assamese and Bengali have contrasting systems of ac-
centuation. Assamese follows the system of penultimate stress and
Bengali has an initial stress. For instance in Assamese citdl
(courtyard), the stress falls on the penultimate syllable, while in
Bengali catal, the stress falls on the first,

(III) The genitive case affix in Bengali is -er, while in As-
samese it is -ar, e.g., Bengali Rdmer (of Rima), Assamese Ramar
(of Rama).

(IV) The locative affix in Assamese is -t- from the earliest
times while Bengali has -e-, -te-; e.g. As gharata (in the house),
Bg. ghare (in the house).

(V) The past conditional in Assamese is expressed by the
post-position -héten, after fully conjugated wverbal roots in the past.
Bengali expresses the past conditional with the present participle
base in -it- with personal conjugational affixes, e.g. As. kariloheten
(I would have done), Bg. karitdim,

(VI) The infinitive sense in Assamese is formed by -ib-, with
its extended form -ibalai and in Bengali by forms in -it-; e.g. As.
karibalai, Bg. karite.
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(VII) Assamese has a complete set of negative conjugations
with the negative particle -na- placed before the verb root. Bengali
has no negative conjugation; e.g. As. nikhdy (does not eat), Be.
khaynd (does not eat).

. (VII) The plural suffixes in Assamese are entirely different
from those of Bengali. The commonly used Assamese plural sui-
fixes are -bor, -bildk, -hit. These are entirely absent in Bengali.

(IX) Assamese pronominal derivatives of time and place,
viz. etiya, tetiyd, ketiyd, ka't, ta’t, etc. seem to bave no parallel for-
mations in Bengali.

(X) The type of vowel-harmony where an anterior -i- is
shortened under the influence of following ~d- in a succeeding
syllable is absent in Bengali; e.g. As. katdri (knife); eaka (circle,
wheel); Bg. kdpdri, cdkd.

(XI) Assamese devised from earliest times a symbol ( 3) for
w-glide. Bengali has none to denote this glide,

The above are only a few of the important differences. There
are many other phonological and morphological differences, too
numerous to note here,

5. Assamese specimens of the formative period

Dr. Haraprasad Sastri discovered in Nepal a book of Songs
and aphorisms written by Tantric Buddhists of Sahajayana doctrine
between the 8th and 12th centuries. It has been published under
the title Bauddha Gdn O Dhd and Bengali scholars consider it to
be the specimen of Bengali of one thousand years ago. But on an
examination of the grammatical forms of the Dahas, it becomes
apparent that its language represents the latest phase of the Magad-
han Aphabramsa; as such it preserves to a considerable extent the
earliest forms of the eastern N.I.A. languages. Certain phonological
and morphelogical peculiarities registered in the Bauddhs Dahas
have come down in unbroken continuity to modern Assamese,
The shortening of an anterior -d- under the influence of the succeed-
ing-d- in the next syllable, which is one of the special characteristics
of Assamese, is also found in the language of the Dhis, Similarly,
the dative case-ending in -lai, locative ending -ta, genitive ending
In -ra; present participle in -afit; conjunctive in -i and -ile are some
of the Assamese peculiarities inherited from the language of the
D0ohas.

Another important work which has been claimed as a purely
Bengali work, but which nevertheless preserves the earliest Assa-
mese formations is Krsna Kirtana of Baduy Candiddsa. Like the
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Dohas Krsna Kirtana represents the pre-Bengali and pre-Assamese
dialect groups which may be disignated as Eastern Magadhan Apa-
bhramsa, They represented mixtures of many tongues and many
forms and hence we find paralle]l forms characteristic of different
N.ILA. languages of Eastern India. In Krsna Kirtana, for instance,
the first personal affixes of the present indicative are -i, and -o0;
the former is found in Bengali at present and the Iatter in Assa-
mese, Similarly, the negative particle na- assimilated to the initial
vowel of the conjugated root, which is characteristic of Assamese,
is also found in Krsna Kirtana, Modern Bengali places the nega-
tive particle after the conjugated root. With the development of
linguistic self-consciousness the parallel forms were isolated and
each dialect group became clearly demarcated and different parallel
forms became leading characteristics of the dialect groups.

6. Distinctive periods of Assamese language

The history of the Assamese language as preserved in lite-
rature may be divided conveniently into three periods : —

(I) Early Assamese: from the fourteenth to the end of the
sixteenth century. It covers the pre-Vaispavite period, ie. the
period before the advent of Sankaradeva and the Vaispavite
period initiated by his literary activities. The earliest Assamese
writers, viz. Hema Saraswati and Harivara Vipra who composed
Prahlada Caritra and Babruvdhan-Parva respectively wrote under
the patronage of King Durlabhaniriyana of Kamatapura who
ruled towards the end of the 13th or the earlier part of the 14th
century. The next two important poets of the same period are
Rudra Kandali and Kaviratna Saraswati who composed Drona-
Parvae and Jayadratha-vadha. But the towering poet of this period
is Madhava Kandali who is respectfully referred to by Sankara-
deva (b, 1449) as his flawless predecessor. Madhava Kandali
flourished towards the end of the fourteenth century and {rans-
lated the entire Rémdyana under the patronage of Mahimanikya,
the then Kachari king of central Assam.

In all these writers the Assamese idioms and expressions seem
to have been fully individualised. The personal affixation to nouns
of relationship is fully established and so is the anterior -i- short-
ened under the influence of the succeeding -i-. The addition of
personal ending after participal tenses in -ib- and -it- was not fully
established. A good deal of fluctuation is noticeable—the parti-
cipial suffixes sometimes standing alone without any personal end-
ings and sometimes taking them on. There is in all these writers
@ curious use of the conjunctive participle, eg. hani-ere (does
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pierce) kari-era (do you do). The past participle in -ib- is also
found in all these writers, e.g. maribdra prajd (the slain people),
dibdra astra (weapons given),

The literature gained a great momentum at the hands of
Sankaradeva who brought a Vaispavite revival by preaching as
well as by his writings. The archaism noticeable in the pre-
Vaispavite writers is entirely absent in his writings and the curi-
ous use of pleonastic conjunctives wholly disappear. Sankaradeva
also for the first time introduced Brajabuli idioms and affixes in
his dramas and songs, lafer on practised by his followers also.
This same period also witnesses the use of prose as the vehicle of
religious propaganda. Bhattadeva translated the entire Bhdgavad-
gité and Bhagavata Purdne into Assamese prose towards the close
of the sixteenth century. His prose was an artificial one, yet it
preserves certain grammatical peculiarities. The first personal end-
ing -m in the future tense appears for the first time in writing side
by side with the conventional -bo. The extended forms of personal
endings of participal tenses like -o-ho, -lo-he, -a-ha, -la-ha, -li-hi,
-bi-hi, are not used at all. These are mainly used for the exigencies
of metre.

(II) The Middle Assamese period covers a period from the
beginning of the seventeenth century to the beginning of the 19th
century, e.g up to the conquest of Assam by the British. The
special feature of this period from the point of view of lanpuage
is the historical writings initiated under the inspiration of the
Ahom court. These historical writings in prose, better known as
Buraiijis, broke away from the style of religious writings. The
language of these chronicles is essentially modern with alteration
in grammar and orthography. The plural suffixes of nouns -bor,
and -hit, appear for the first time in these compositions. The pleo-
nastic use of the conjunctive participles, e.g. -gai (dharile-gai,
thikile-gai, etc.) and -hi (pdalehi, barilhi, etc.) is well established.
The transfer of plural suffixes from nouns to verbs, e.g. -hak, -hok,
-har, etec. is first noticed here,

(IIT) The Modern Assamese period begins with the publica-
tion of the Bible in Assamese by the American Baptist Mission-
aries in the first quarter of the 19th century. In 1846 they started
a monthly periodical called Arunodaya. In 1846 the first Assa-
miese grammar written by N. Brown, a missionary, was published ;
and in 1867 Rev. M, Bronson brought out for the first time an
Assamese-English dictionary. Under the influence of the mission-
aries, a set of native writers grew up and books and periodicals
in the language of eastern Assam were multiplied, Thus the tra-
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dition of the Ahom court supported by the missionaries, establish-
Jedthelmguageofeastemﬁssamnstheliterwspeechofthemh
tire province,

Owing to the levelling influence of the Ahom court, the langu-
age of eastern Assam shews very little dialectical variations, But
there is a good deal of local variations in the spoken language of
western Assam spoken in different parts of the Kamrup and Goal-
para districts of which five local variations are to be found in the
Kamrup district alone. The reason for this is not far to seek. A
steady central influence that gives homogeneity to manners as to
speech was never built up by any ruling power in western Assam,

7. Assamese Vocabulary

Assamese vocabulary may conveniently be classified under
six divisions :

(1) Words of original Sanskrit or Indo-Aryan origin coming
through a process of linguistic evolution through the Prakrit and
Apabhrarsa stages. These are generally known as tadbhava
words.

(2) Words common to many N.IL A, languages but not trace-
able to Indo-Aryan source. These are termed as desya words.

(3) Words borrowed at one time or another from other N.L A,
languages.

(4) Words of non-Aryan origin.

(5) A certain number of English and other European words.

(6) Sanskrit words either in original or in modified forms to
suit the genius or the phonological peculiarities of Assamese. These
two classes of words are designated as tatsama and ardhatatsama
words by N.L A. grammarians, Let us discuss these sources a
bit elaborately,

(1) Of the six groups of words, those that come under the
first heading constitute the preponderating element. Most of the
words used in everyday life belong to this class, This is mostly
due to the fact that the foundation of Assamese literature was laid

J by Vaisnavite reformers whose chief aim was to appeal to the
masses and who composed their books as much as possible in the
language of the people. In the modern period also the American
Baptist Mission began to publish Assamese books in the beginning
of the 19th century in a homely diction using tadbhava words in
abundance. The tatsama or the original Sanskrit words are
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sparingly used in the spoken dialect; it is generally used in a
limited scale in poetry and other forms of creative literature,
Side by side with the above two types of words having their source
in Sanskrit there is a fair amount of ardhatatsama words. These
seem to be later formations and often betray a good deal of
semantic variations. A few words having different forms with
different meanings are noted below.

Tatsama Tadbhava Ardhatatsama (Semi-tatsama)
sasya xil (kernel) xah (agricultural crops)

zaic (paddy)
troti thord (pestle of

husking) thot (beak of a bird)
ganda  gir (boil) gér (rhino)
safica xic (impression) xic (seed for germination).

Thus the semi-tatsamas are modified loan words from Sanskrit
and are formed either according to the genius of the spoken
language or under the influence of dialectal cross-currents.

(2) There is a fair representation in Assamese of what has
been registered as desya elements in W, I. A. lexicons, Such words
as tételi (tamarind), kadali (plantain), tdmola (arecanut), dimd
(egg) are not Indo-Aryan words but nevertheless derived from
Sanskrit. These words were taken into the Sanskrit fold before
the N.L.A. languages came into existence,

(3) The chief source for these has been Hindusthéni, From
that source has been received also a large number of Persian and
Arabic words. Most of the words relating to law, order and
revenue and names of certain articles of luxury are of Persian
and Arabic origin. Words of Sanskrit origin which preserve the
sibilant sound in place of the Sanskrit sibilants which uniformly
have an x sound in Assamese, are loan words from Hindusthani
or other western dialects. To denote such sibilant sounds e is
used in Assamese spelling. Homely Assamese words often with
slight alteration of meaning shew parallel equivalents in Oriya,
Bihari, Hindusthéini and other western languages. These might
have descended from common sources and in some cases might
also have been due to migration and inter-provincial contacts,
Certain Assamese words have parallel formations in westernmaost
languages like Marathi, which the Northern Indian languages do
not seem to possess. A few are noted below by way of illustra-
tion :
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As, Maréathi
beji (needle) bej (eye of a needle)
barangani (subseription) bargani (subseription)
tdngaran (edition) tangaran (improvement)

jakara (bhat) (surplus boiled jakerd (surplus article)
rice kept for the next meal)
khabhani (a scraper) khavani (a scraper).

About this class of words it would be more plausible to assume
race contact rather than derivation from a common source.

(4) The principal non-Aryan sources contributing loan words
to Assamese may be classified under the following heads. (i) Aus-
tro-Asiatie, (ii) Tibeto-Burman, (iii) Thai.

I. Austro-Asiatic influence

The Austro--Asiatic influence may be traced to three language
groups : (a) Khasi, (b) Kolarian, (¢) Malayan. While the Khasi
elements may be regarded as loans due to the contact of the
Assamese with the Khasis, the Malayan and the Koiarian elements
may be said to be due to the facts of a sub-stratum resulting from
the unconscious blending of two systems existing amongst the
people. The Austro-Asiatic people are supposed by some to have
been the earliest inhabitants of northern India and driven to their
present mountain homes by the Tibeto-Burman on the east and by
the Dravidian on the west. The Khasi language in Assam is the
sole representative of the Austro-Asiatic family in north-eastern
India. The other representative of the Austro-Asiatic stock are
the Munda (Kolarian) languages that occupy the eastern half of
Central India. Most of these people who once spoke these Austric
dialects have now merged into the Hindu and Muhammedan masses
of northern India and have become transformed into the present-
day Aryan speaking castes and groups of the country. The absorp-
tion of the Austric speaker into the Aryan fold explains the pre-
sence in the Indo-Aryan speeches of a considerable number of
Austric words. It should be borne in mind that the similarities
of Assamese elements with the Austro-Asiatic speeches noted in
Assamese, its Formation and Development (pp. 33-4T) are based on
merely sound and meaning, which is not a sure guide in etymology.
The influence of the Khasi language seems to be confined mostly
to the vocabulary. A few selected words having similarity with

Khisi are noted below.,
L2
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(a) Khast correspondences

As, Khasi,

kibau (supplication) kabo (to request)

kingkhdp (a kind of silk) kem-khap (a kind of cloth)

khdmoe (grasp) kham (to close fist)

kamd (wander about aimlessly)  kma (wander, roam)

jafijal (trouble) jinjar (trouble)

methon (a wild bull) mythen, mythun (big and mas-
cular as calf)

cokorii (shell, scab) goh-khroh (having  pock
marks)

saiijat (trust, confidence) synjat (a pledge)

bhur (a raft) bur (a raft)

bhuni (a male wild boar) bhur (one of the herd of wild
boars).

A few words retained in Khési seems to have been absorbed
into Sanckrit also, e.g. Skt. cholanga = a lemon, As, soleng, Khasi
soh-long; Skt. simba = pod, Khdsi symbdi = a seed; etc,

(b) Kboldrian correspondences

The present habitation of Kolarian people in Central Provinces
precludes any possibility of its influence upon Assamese. But
according to the references in Viyu Pundna and Mahdbhdrata the
Kols originally inhabited eastern India. If it is a fact then the
Kolarian influence becomes easily conceivable. Both the Kolarian
dictionaries (the Santali and Mundiri) contain scores of words
that bear striking similarities to Assamese formations of unknown
origin. A few Assamese words bearing similarities to Santali and
VMundari words are noted below.

(1) Mundé@ri correspondences

As. Mnd.

atém-tolari (frugal, economical) dfom (brink)-+fak (to be full)

yute (float) atu (to float)

Vhild (to distribute) bl (to spread)

danguwi (bachelor) danguwa (solitary)

erd (yes) eld (expressing assent)

jiiti (snare) Viuti (to seduce)

litum (a spinning top) Vidtum (to fold up)

mugd (silk cocoon) mungd (coral)

uburiyd (to turn upside down) Vobor (lie down on the belly)

utangowd (to goad) ofingdo (be carried away by
wind)

cikard (a skin louse) siku (louse)

lekhiyd (like, similar) lekd, lekha (like)
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(2) Santdli correspondences

ikor-goja (obstinate) akor (difficult)

athkuriyd (childless, barren) atkura (childless)

bhut-kurd (dwarfish) bhutka (staunted)

caphal (having health and vigour) caphel (smooth)

dobold (a piece of land). doblak

dhip (a boundary mark, a dhipi, dhiph (a mark of boun-
hillock) daries)

dhumid (big) dhuma (big, fat)

dak (to expel) danka (to outeast)

gohdri (petition for help) guhar (shout for help)

pdhdr (a hill). Austr, pau--Sant. hara (a hill).

(c) Malayan elements

In addition to the observations made under the two previous
sections (Khasi and Kolarian), it may be stated that Austric ele-
ments seem to constitute an essential substratum of Assamese vo-
cabulary. The vocables that are regarded as indigenous at pre-
sent, seem to have been mostly taken over from the Austric speak-
ers. The slang words denoting sex life and sex organs, the terms
of relationship according to varied grades of life, the names of
various descriptions of animals, seem to go back to Austric sources.
The influence or the connection of the Austro-Asiatic languages
over Sanskrit and N. I. A. languages has been discussed in detail
by Przyluski, Levi, Bloch, S. K. Chatterji and other eminent
scholars. The following Assamese words having similarity with
words of Austric speeches of the Malay Peninsula deserve notice.
The list should not be considered as an exhaustive one.

As, Austric words of Malay
Peninsula

atd (grandfather) ata, atar (grandfather)
akayn, akani (term addressed to  awa kanit (young child)
young)

imai (mothers’ equal) amai (mother, aunt) -

iti {mother) ai (parent)

befi (girl) betina (girl, woman)
bii (elder sister) bhai, ibhai (elder sister)
bilak (many) ba-lu, ba-lut (many)
bét (mouth) beto (face)

celduri (eye-brow) chelau (to see)

da’l (temple) dol (house)

gorda (heel) gor (lower part of leg)

hepd, hipd (wild cat) hampet (flying fox)
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As, Austric words of Malay

Peninsula

ja (crest of a cock) juo, zoa (cock’s crest)

kerketuwd (squirrel) ker, kekah, tiba (squirrel)

kdm, kdyem (a kind of bird) ka-ayam (fowl)

lat@-mikari (a leopard) latail: (wild cat)

lao-pani (ligour) law (clean water)

mécd (curved, bent) menchas, (bent)

maiddm (a burial mound) midap, maidap (a hillock)

sola@ (toothless) sola (bald)

telekd (having prominent eyes) telek (see)

tikon (a bamboo stick) tokn (hand)

siju (a kind of plant having sigjoi (a kind of plant).
thorns)

These and many other words bearing striking similarity with
Austric words are to be found in slightly modified forms in other
N.LA. languages also. Some of these have Sanskrit counterparis
also. For instance dmai (mother's equal) may be a variation of
the Sanskrit word ambd (mother),

(II) Tibeto-Burman (Bodo) element

The Bodos built up a strong kingdom and with varying for-
tunes and under various tribal names (the Chutiyas, the Kachéris,
the Koches) held sway over different parts of north-eastern India
during different historical periods. The Bodos live in daily contact
with the Aryanized people. It is natural to expect that they should
make some contribution to the vocables of the people with whom
they have been living in close contact. There are many Assamess
words which bear striking resemblance to Bodo words, but it is
difficult to ascertain whether those words are borrowed from the
Bodos or the latter borrowed them from the Aryan speeches.

Nevertheless the correspondences deserve notice, A few selected
words are noted below.

As, Bodo,
d-gac (to hinder, obstruct) gpaso (hinder)
gord (to season by keeping under goro (hatch)

water)
héphaly (a mound) ha-phlaw (ant-hill)
cerengd (streaks of light) srdn (light)
joit (pointed) jo (a spear)
hojd (simpleton) hojdai
hengdr (fencing to ohstruct) heiird (to obstruct)
hito-phio (lungs) him (breath), fai (to come)
laphd (a vegetable plant) laiphang (a plant)

gilikhd (myrobalam) slikathi,
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(III) Thai (Ahom) element
The Ahoms ruled over Assam for nearly six hundred years.
But in spite of that the Ahom language leaves very little impres-
sion upon Assamese. The Ahoms gave up their language and
adopted Assamese as the language of everyday life as well as of
State business. As a result only a few Ahom words are found to
be in use in Assamesse,

As. Ahom.
buraiiji (history) buranji (chronicle)
khilafiji (tradition) khilanji (tradition)
rui-ghar (a palace) raii (a palace)
kireir (a palace) kéran (palace)
cen (hair) cait (hair)
mdihdng (a plate having a stand) mdihang (a kind of dish)
bin (a cup having a stand) ban (a kind of cup)
jengd (uneasy situation) jen (feel uneasy).

In the previous sections, lexical correspondences hetween
Assamese and non-Aryan languages have been noted. In the
following section other non-Aryan influences that have shaped or
coloured Assamese are briefly discussed.

8. Nom-Aryan traces in place-names
(a) Austric place-names

The names of places having kim as the first syllable and ta, ti,

Jerm as the last syllable are suspected to be of Austric origin,

Kamdkhyd, Kamaripa, Kamatd, Camatd, Bakatd, Dipoti may be

cited by way of illustration. In the Austric speeches, formations

like kom, kam, are seen invariably to be used in connection with

v ideas denoting necromancy. The places mentioned above are

famous for Tantric practices. Again Austric equivalents for earth,

land, place are ta, te, teh, tik, tyek, etc. Names of places having

these formations, therefore naturally lead one to suspect their
Austric origin,

Austric equivalents for water are ho, hong, ong, taya, tiu, tu,
du, diu, lao. The word indicating water is placed before or after
other words. Lohita, popularly called Luit, the alternative name
of the river Brahmaputra is obviously a Sanskritized formation of
such forms as Lao-tu. Other river names in Assam are Tihu,
Tipam, Tiyak, Dikong, Dibong, Dichdng, etc. Their very forma-
tions clearly betray their Austric origin.

(b) Bodo place-names

Hajo, (Bodo Hdjo, a hill), Hakdmd, a village in Goalpara (Bd.

hakdmd, to conceal), Bihampur, a village in Kamrup (Bd. bih@m,
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a daughter-in-law), Dispur, a village near Gauhati (Bd. disai, to
remove to another place) are some of the place-names which are
suspected to be of Bodo origin.

The Bodos rechristened the river names of other origins by
placing their own equivalents for water before it; e.g. Di-hong,
where Bodo di was placed before an Austric hong (water). Simi-
larly Dihong, Digaru, Dibru, Dikrang, Dising are some of the river-
names of Bodo origin.

(c) Ahom place-names

The place-names of Tai origin are also connected with the
term for water. The Ahom equivalent for water is nam, and it
occurs as the first syllable of many place and river-names, e.g.
Néamti (name of a river, and a place near it), Némriip (the name
of a river and a place), Namdand (the name of a river).

9. Assamese sounds and letters

Assamese does not possess as many sounds as there are letters
in use. The letters of the Sanskrit alphabet are used in writing
Assamese but their articulations are often different. The palatals
¢, ch, ete. are pronounced as dentals and so also the cerebrals
d, etc. The Sanskrit sibilants have lost their sibilant values in
Assamese. In initial positions the Skt. sibilants are articulated as
Greek x and in non-initial positions they are treated as h. A sibi-
lant sound in Assamese is denoted by the palatal c.

So far as the vowels are concerned there is no distinction of
length in sounds of i, 7, u, . Their distinction is kept only in
writing. Sounds like 7, | are never present in Assamese.

10, Stress in Assamese

There are two different systems of stress sharply differentiated
from one another in two different dialectal areas. The stress in
the Kamriipi dialects in western Assam is dominantly initial,
whereas the stress in the standard colloquial seems to fall in a
line with the prevailing pan-Indian system in heing placed on
the penultimate syllable. The dominant initial stress of the Kam-
riipi dialects causes such violent changes in the following syllable
&8s to make words almost unrecognizable, Each particular word
carries its own initial stress and when the final syllable is an open
one the medial vowels are slurred over, so that medial syllables
are always the weakest in a Kamripi dialect.

11. Probable extent of non-Aryan influences
Strueturally and by origin Assamese is an Indo-Aryan langu-
age coming through a process of gradual evolution from OIA.
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stage, Therefore, phonologically, morphologically, and glossarially
Assamese can be traced back through M.LA. to the O.LA. period.
But being surrounded on all sides by non-Aryan speeches, Assa-
mese has been coloured, though not deeply, but nevertheless not
insignificantly, by them. The non-Aryan contribution to Assamese
vocabulary has been discussed. But a few more probable influ-
ences on phonologieal and morphological aspects have heen noted

below.
(a) Phonological

(i) The.cerebrals and dentals though differentiated in spelling
have both acquired values as alveolars. The loss of distinction
and the establishment of alveolar pronunciation has been attribu-
ted by Dr. Grierson to Tibeto-Burman influence.

(ii) The same influence has been postulated in fronting O.1.A.
palatals to dental in Assamese by Dr. S. K. Chatterji.

(iii) Words having no nasal elements in O.1A. stage develop
nasalization in N.LA. languages. This is called spontaneous nasali-
zation. In Assamese there are many cases of such spontaneous
nasalization. Dr, Grierson explains this phenomenon as of non-
Aryan origin, .

(iv) A certain amount of non-Aryan influence is suspected
in matters of aspiration of O.IA. initial and medial stops. So far
as Assamese and the eastern dialects of Bengali are concerned the
influence of Bodo in aspirating initial stops is unmistakable, “In
the languages of the Bodo group, the great stress that is laid on
8 consonant when it is at the commencement of a syllable often
gives unvoiced stops an aspirated sound” (L.S.I, Vol, I, p. 11).

(b) Morphologieal

(i) Reduplication of a word to produce a jingle is considered
to be an extra-Aryan phenomenon. The whole root or its first
elements can be doubled and in this way the meaning is intensified.
This has been the notable characteristic of Kolarian, Dravidian and
of the Khasi language. In Assamese also this phenomenon could
be noticed.

(ii) The origin of enclitic definitives is also extra-Aryan. The
enclities are post-positional affixes and are added to nouns or
numerals to define the nature of the object or the article referred
to. In Tibeto-Burman languages generic prefixes are commanly
used with numerals which follow the nouns. They are many and
various according as they qualify “flat” or “ globular” things,
things standing as trees, persons, animals, parts of body, ete. In
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the Austric languages the co-efficient follows the numeral and in
the Tibeto-Burman the co-efficient is prefixed to the numeral. In
Assamese the infinitive is annexed and not prefixed.

(iii) Extra-Aryan influence seems to be responsible for the
use of personal affixes to nouns of relationship. In this respect
Assamese seems to stand out alone amongst all N. L A, languages.
Words of relationship take on different personal affixes according
to the relationship indicated with the first, the second or the third
person. In case of the second person, separate affixes are used
to denote honorified or non-honorified relations, This peculiarity
of affixing personal affixes is also the characteristic of the Tibeto-
Burman and the Austric speeches. In case of the former the per-
sonal infinitive is prefixed, but in case of the latter it is suffixed.
In Assamese personal affixes are suffixed, Austric influence in
this respect seems more probable,

(iv) The use of different words to express distinct aspects of
relationship according to the age of the person with whom relation-
ship is conveyed is another characteristic of Assamese which de-
serves special notice. In Assamese of the two words used to de-
note a senior or a junior, one is invariably an Aryan word and the
other is of non-Aryan origin, Thus kakdi (elder brother) is pro-
bably a non-Aryan word while bhdi (younger brother) is an Aryan
word. This characteristic is also probably derived from the Aus-
tric.

(v) Non-Aryan origin is suspected of the plural suffixes bilak,
gild, ngld, 1d, ete. Similar forms denoting plural are to be found
in Austric speeches,

(vi) Amongst the eastern languages, Assamese stands isolated
in prefixing the negative particle as an integral part of the conju-
gated verb-root. Amongst the Tibeto-Burman languages of Assam,
there is a twofold use of the negative. In some cases the negative
precedes the verb while in others the negative follows the root.
In the Bodo language which has influenced Assamese to a certain
extent, though the negative generally follows the root it qualifies,
the imperative negative precedes the root. This phenomenon of
the negative imperative naturally leads one to suspect its influence
upon Assamese also.

(vii) The Bodo affixes ma, sa which indicate something big
and small respectively, with their extended forms exist as deri-
vatives in many Assamese words; -ma has its extensions in -m
-mi and -sa in -od, -ciyd. i



ASSAMESE LITERATURE BEFORE SANKARADEVA
BY
M. Neoc

InTRODUCTION

An account of Assamese literature of the period anterior to
Sankaradeva is of singular interest to students from the fact that
during later ages almost the entire field was covered by Vaisnavism
and its ramifications. Even in the matter of this period itself one
can, not unreasonably, suspect Vaisnava influence by way of inter-
polations and revisions on the Vaispavite line.

It is remarkable that in these predecessors of Sankaradeva
the language had already developed, with full-fledged paydra and
tripadi versifications, into a perfect and powerful medium of lite-
rary expression. This is a somewhat strange phenomenon as no
work of the formative period of the Assamese language and litera-
ture just preceding is available,

The literature of the period under review is best studied in
two broad divisions: first, translations and adaptations; and second-
ly, choral songs known as ojd-pdli. They form two distinet groups
so far as literary forms are concerned. In the matter of time also
they can be demarcated from one another. In the latter division
we group together the poets Mankara, Durgivara and Pitambara.
Of these three, while Mankara's time cannot definitely be fixed,
Durgivara and Pitambara are contemporaries, possibly senior ones,
of Sankaradeva. They are considered in this account of pre-San-
karadeva literature because they are free from the far-reaching
influences of neo-Vaispavism that had spread in Assam from the
latter part of the fifteenth century and their poetry is more secular
than religious in tone. The poets in the first division belong to a
period of history of which we have no reliable account. On the
other hand for the construction of the political history of the period
we have greatly, almost absolutely, to rely on evidences that are
afforded by literary works. We find in these the mention of king
Durlabhanardyana otherwise much spoken of in legendary ac-
counts, of his son Indranfriyana, of Tamradhvaja who has also
been considered to be a son of Durlabhaniriyana, and of “Variha-

L3
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raja” Sri-maha-manikya, the seat of whose capital still remains
unascertained. There are no literary accounts of these monarchs in
the form of chronicles as of kings of later times or evidence of
copper-plate grants as of earlier Kamarupa kings (4th-12th cen-
tury AD.).

Durlabhanariayana seems to be the earliest of the kings men-
tioned in the literature of the age and is considered to have belonged
to the latter part of the thirteenth or the middle of the fourteenth
century. Indranfirdyana and Tamradhvaja in that case were men
of the early part or latter part of the fourteenth century. The
extent of their kingdom Kamata or Kamata-mandala remains to
be conjectured. The village in which Kaviratna Sarasvati's father
lived in Durlabhanériyana’s time is Chotagila, possibly the same
as the Sila village in the present Barpeta subdivision. Harivara
Vipra says that Durlabhanirdyana became king at Kamapura,
This is possibly a reference to the capital which was K&mapura,
Kamatapura or Kamatapura situated near modern Cooch Behar.
Kaliram Medhi supposes that the kingdom of Kamata-mandala
in those days consisted of the present districts of Rangpur, Cooch
Behar, Goalpara and Kamrip. Nothing is known of the nature of
the rule or other activities of these Kamati kings.

&ri-mahd-manikya, the “Vardha-rdja” is probably a Kachari
king of the fourteenth century and may be the same as Maha-
mani-pha of Kachari chronicles, who established his capital at
Pit-hedamba (Céchar).! About the extent of the Kachéri kingdom
at this time Gait remarks: “In the thirteenth century it would
seem that the Kachari kingdom extended along the south bank of
the Brahmaputra, from the Dikhu to the Kallang, or beyond, and
included also the valley of the Dhansiri and the tract which now
forms the North Cachar subdivision. At that time, the country
further west, though largely inhabited by Kachiris, appears to
have formed part of the Hindu kingdom of Kamata. Towards the
end of this century, it is narrated that the outlying Kachari settle-
ments east of the Dikhu river withdrew before the advance of the
Ahoms. For a hundred years this river appears to have formed
the boundary between the two nations, and no hostilities between
them are recorded until 1490, when a battle was fought on its
banks.”? Cukfiphi led a large body of nine thousand Shéns from
Maulung, somewhere in the ancient Shan kingdom of Pong, across

1. Kachiri Bureiiji, ed, by 8. K. Bhuyan, D.H. A. 5, 1936, p. 10
2. A History of Assam, 1928, pp. 250-51, 3
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the Patkai hills and in 1228 AD,, arrived in Khamjang and laid
the foundation of the Ahom kingdom in Assam. It was only by
the end of the fourteenth century that the first stage in the growth
of Brahmanical influence amongst the Ahoms was marked at the
accession of Cudangpha to the throne (1397 AD.). It took a little
time more for them to identify themselves culturally with the dif-
ferent peoples of the country and cement all of them into one
nation. They brought with them a historic sense and kept records
of all their important activities from the beginning, but this was
done, at least during the period under review, in their tribal lan-
guage. Apart from this no prose work of this age is available and
possibly prose literature was then not born at all

While the Ahoms rose into power in the east, another political
power was growing rapidly and making itself felt in the western
part of the land. The Hindu kings of Kamatd held doubtful sway
over Kamartupa, it would seem, only for short periods of time; and
quite a swarm of petty local chiefs called Bhiiyas, would often
raise their heads and occupy vast tracts of the country. When the
Kamata kings had finally vanished away and a number of Bhuyas
were ruling in different parts of the land without any of them
attempting at their unification, an adventurous young man of the
Koc tribe, Visu (later Visvasimha) by name, swept like a hurri-
cane over these chiefs and succeeded in establishing a new and
powerful kingdom in Kamariipa in the early vears of the sixteenth
century, It was possibly under the shade of his patronage that
Durgiavara wrote his poetry. Visvasimha's son Naranardyana ex-
tended the boundaries of the kingdom to a great extent and a learn-
ed man himself, he converted his court to a meeting place of poets
and scholars,

We have it on the authority of Hiuen Tsiang that king Bhas-
karavarman of Kamartipa of the seventh century A.D. was a lover
of learning and that his subjects emulated his craving for know-
ledge. The Kamarupa court was visited by scholars of various
schools of learning from abroad and they were kindly received by
the king and his people alike, as in the case of this Chinese pilgrim.
The copper-plate grants of the Hindu kings of the country evidence
the culture of Vedic learning, of Smrti, astrology, Tantras, and
music. The only extant literary work however of the age ending
in the fourteenth century A.D. is Kalika Purdna, a work of about
1100 A.D. unless we consider some of the Carydpadas also as being
written in this land of mysticism.
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Sankaradeva, whose literary activities fast followed upon this
period, was kept at a village school, fol or chdtra-5il by his grand-
mother for a period of five years. This school was maintained by a
Brihmana ojd@ or teacher named Mahendra Kandali, where not
only Briahmana pupils but sons of rich and ruling families like the
BhilySs acquired their learning. They studied there Sanskrit
grammar and lexicography, the Vedas, the Smrtis, the Mahabhdrata,
the Rdmdyana, the Purdnas and the Kavyas. Scriptural dis-
courses were held in the courts of kings and in the assembly of
scholars, where one scholar or one school of thought came to bid
for superiority over another scholar or another school of thought.

The habit of encouraging education and learning became tradi-
tional with the Kamariipa monarchs and the country continued to
have its centres of learning, big or small. Kings like Durlabhanéra-
yana, Indrandriyana, Tamradhvaja, $ri-mahamanikya, Visvasimha
and Narandridyana (with his brother SUkladhvaja or Cilaraya) ex-
tended their patronage to poets and learned men. This kind of pat-
ronage became the main impulse behind the rendering of Sanskrit
works into Assamese so as to bring their sweetness and secret within
easy reach of the common people or composing songs for choric
singing as at the time of worship of the serpent deity Manasa.

A great impetus was thus given to learning in general by the
patronage and encouragement of the royal court, discussion in
scholastic societies, and village schools maintained by local teachers.
There was also, it seems, a thirst among the common people, half-
educated and uneducated, to know what beautiful things lay hid-
den in the $astras, especially the story elements in them. An im-
pulse had almost an organic growth for the creation of a vernacular
literature, which, besides its noble virtues of edification, had in-
spiring tales of great heroes and religious men and women to tell,
The entire Rimdyana had to be rendered into Assamese verse; and
episodes, especially of a heroie or romantic nature, from the Maha-
bhérate, Harivams$s and the Purinas had to be retold in the
language of the common people. The worship of Manasa also in-
spired poets to fabricate the story of the godling into an artificial
Puréna in the local tongue so as to give her an appropriate habita-
tion in the Hindu pantheon. Music of a high order including com-
positions in classical Indian rigas was also employed for the telling
of the sacred tales,

Three metrical varieties are in use throughout the period —
pada or paydra, dulari or duladi, and chabi, all in rhyming couplets.
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The couplets are generally closed at the end of either the first line
or the second. The metre is aksaravrtta, that is counted by the
number, rather than mitrika, which is counted by length of sylla-
bles. A pada verse contains two feet of 14 syllables with a pause
generally but not always after the eighth syllable. In a dulari
verse (laghu tripadi) the two lines are each divided into three
feet of 6, 6 and 8 syllables, the first two rarely rhyming. In chabi
versification (dirgha tripadi) each line is divided into three feet
of 8, 8 and 10 syllables, the first two generally rhyming., In the
lyries of the giti-kdvyas there are apparent irregularities in sylla-
ble divisions ; but these irregularities were adjusted according to
exigencies of musical quantities. Pitambara calls all the various
metrical patterns of the songs ldcadi (Skt. rathyakdra), a name
applied to the bhaiga tripadi versification (8, 8 14) in later ages
of poetry. He classifies ldcddi chanda into ldcddi chanda, lacadi-
pada-chanda, ldcadi ndta-chanda, lacadi madhya-chanda, ldcadi
dirgha-chanda.; but the classification is not perfectly clear to us
as this sort of nomenclature is found only in one manuseript of
this poet’s Usd-parinaya. Saikaradeva in places mentions
hrasva-dirgha chanda. The word paydra occurs in the text of
Madhava Kandali's Rdmdyane and sometimes has the general
meaning of rhymed couplets of varying length. It is specifically
Eastern Magadhan as Dr. S. K. Chatterji has pointed out and has
only recently been practised in North-Indian languages like Mai-
thili. The word chabi is found in the text of Giti-rdmdyana ; it
possibly derives from Skt. Satpadi, Hindi chappai, chapai, a metre
with six feet. The word duladi, dulari or duladi can be connected
with Hindi duledi, ‘an ornament worn by women with two rows
of beads’,

CARYAPADAS

Before we enter info a consideration of the Assamese poets
preceding the emergence of Vaisnava literature, we have to notice
the Caryds or Carydpadas, which register certain phonological and
morphological peculiarities which “have come down in an un-
broken continuity through early to modern Assamese”3 A post-
fourteenth century manuscript called Carydcarya-vinideaya, with
47 Caryas (one incomplete) out of the original total of 50, was dis-
covered in Nepil in 1904 by Mm. Haraprasad Sastri The names
of twentythree poets who composed these mystic lyrics are among
the eightyfour Siddhapurusas (teachers) worshipped by the Mahé-

3. B. Kakati, Assamese, its Formation and Development, 1941, § 15.
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yana Buddhists of Tibet and Nepal, Dr. Giuseppe Tucci points out
that in the Tibeten works Grub to’b and bKa'babs bdun Idan the
Siddha Minanatha is described as a fisherman from Kéamartpa.!
Taranatha also describes Siddha Mina as a fisherman in the east
of India in Eamartipa® Two short couplets from the old Kama-
riipa dialect of Minanatha are grafted into the Sanskrit commen-
tary on Caryd 21 (Bhusukapida’s composition).

kahanti guru peramdrthera bata
karmakuranga samddhika péate

kamala vikasila lehiha na jamard
kamalamadhu pibibi dhoke na bhamani

Kamartupa or ancient Assam has been variously connected with
latter-day developments of Buddhism like Vajrayina and Saha-
jayana and with some of the Siddhapurusas® It is thus likely
that at best some of the Caryas and the Carya writers were in some
way or other had something to do with Kamariipa. Dr, 5. K.
Chatterji terms the dialect of these poems a form of old Bengali
in its basis, greatly influenced by Sauraseni Apabhramsa and
occasionally by Sanskrit and literary Prikrits” But as Dr. Bloch
has said, * We may call it Oriental because it is found in Eastern
texts and because there are some Eastern influences, but it is not
so if we wish to find in it the base of the modern Eastern langu-
ages."® Dr. Kakati seeks to conclude that the language of Bauddha
Gian o Dohd and Krgna-kirtana as forming a pre-Bengali and pre-
Assamese period with certain dialect groups which may be desig-
nated as Eastern Magadhan Apabhrarsa?

Dr, P. C, Bagchi considers the 8th-10th centuries AD,. as the
date of composition of the ecaryds. The contents of these poems
are of a highly mystic nature centering round esoteric doctrines of
Sahajay@na and erotistic practices of the Sahajivas. In form the
Caryds may be termed lyric and stand comparison with the songs

4. J. A. S, B. (New Series), 1930, p. 133,

5. Dr. Bhupendranath Datta, Mystic Tales of Lima Tdrandtha, 1944,
p. 56, Also sce Grimwedel, Baessler-Archiv, Band V, p. 152, cited in IHQ.,
Yol VI, p. 181,

6. M. Neog: " Buddhism in K&mariipa". IHQ., Vol. XXVII, No. 2. J
1851, pp. 144-F. goal

7. The Origin and Development of the Bengali Language, 1926 Vol. L
§ 82, '

8. Quoted by Dr. P. C. Bigchi: *The Sibitants in the Buddhist dohas*®
Indian Linguistics, Vol. V, p. 356. /

9. Assamese, its Formation and Development, § 21,



ASSAMESE LITERATURE BEFORE SANKARADEVA 23

of Mankara, Durgivara, Sankaradeva and other poets of the follow-
ing ages. The metres employed are of the matrdvrtta type, being
mostly pdddkulaka or caupdi, which originated in the late M.ILA.
period. We do not however get the specifically vernacular type
of payara of fourteen letters (syllables) that is common with the
immediately pre-Sankaradeva poets. But here is the prototype of
payara and tripadi versifications. Rhyming is a regular feature,

A

TRANSLATIONS AND ADAPTATIONS
MADHAVA KANDALI

The Ramdyana. By far the most considerable poet of the
period under review is Madhava Kandali, In rendering into Assa-
mese verse the Uttard-kinda of the Ramayana Sankaradeva, the
greatest Assamese poet of all times, pays as warm and high a tri-
bute to this predecessor of his as was paid by Shakespeare to * that
noble shepherd ", Christopher Marlowe. Sankaradeva calls Kan-
dali an “unerring predecessor poet"” and likens him to a mighty
elephant, in whose comparison he himself is but a small rabbit.0
The pre-Satikaradeva poet says that he is called Kavirdja Kandali,
that Madhava Kandali is his other name, and that day and night,
whether asleep or awake, he meditates upon Rima's name!! In
other places he calls himself Madhava Kandali Vipra or Dvijardja
Madhava Kandali2 There is no doubt that he was a Brihmana of
eminence, that Kavirdja is his epithet as a great poet, possibly the
greatest of his time, and that this title was conferred on him, may be,
by some assembly of scholars or, more probably, by his patron
monarch, to whom we are presently coming. Kandali also is a
title, common to several Assamese poets (Rudra Kandali, Ananta
Kandali, Sridhara Kandali, Ruciniitha Kandali), and to Brihmana

10. Asamiyd Sathinda Rdmdyana, pub, by Prasannalil Chaudhuri, Bar-
peta, 1941, Uttard-kanda, p. 472

plirveakavi apramddi midhava kandali ddi
pade viracild rima-kathd
hastira dekhiyd ldda faid yena phire méarga
mera bhaila tehnaya avasthd
1. kavirdja kandali ye dmdkese buliwaya
madhava kandali dro ndma
sapone sacite mafd fidna kiya vikya mane

aharnife cintd rdma réma,
12. Ibid., pp. 218, 259, efc,
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emissaries sent out to different foreign states by the Ahom court
(e.g., Ratna Kandali, Madhava Kandali, Sagara Kandali, Candra
Kandali, all mentioned in old chronicles). The Kandali poets were
all reputed as scholars and the royal emissaries also had of neces-
sity to be well-educated people. Ananta Kandali says that he
secured that name of his in scholarly disputations (tarkata labhild
ndma ananta kandali). It is quite likely that the title Kandali
means a logician or one expert in scriptural disputation and that
it could not be a hereditary one. It cannot be said if this title had
anything to do with the locality called Kandali in the Nowgong
district, but it is certain that some of the Kandalis named above
did belong to this place.

Midhava Kandali says that he wrote the Rdmdyana verses at
the request of the Variha king Sri-mahi-ménikya for edification
of all people:

kavirdja kandali ye dmikese buliwaya
kariloho sarvvajana-bodhe
ramidyana supayira sri-mahd@-minikya ye

pariha rdjara anurodhe,

It has not so far been possible to place Sri-mahdmanikya’s time
and place beyond doubt. Madhavachandra Bardalai, who had the
credit of bringing out the first printed edition of Kandali's Rimd-
yane, in his Preface surmised that &ri-mahi-manikya must be one of
the three Kachari kings of Jayantipura (Jaintias) with the surname
of Manika, Vijaya-méanika, Dhana-manika and Yasa-mamika. The
Kachari kings of Jayantipura were known as *Varahirajas'
styled themselves as ‘ Jayantapureévaras’ and ruled over a vast
territory extending to the modern district of Nowgong, from
the twelfth to the fourteenth century A.D. Bardalai further seeks
{o connect the term virdha in the text with Bodo or Boro, the
name of the Tibeto-Burmans who settled and ruled in Assam, He
concludes that Kandali’s Rimdyana belongs to the fourteenth or
fifteenth century and that the poet himself was a man of the pre-
sent Nowgong district.”® But Sir Edward Gait gives 1564-80 and
1506-1605 as the probable periods of reign of Vijaya-ménika and
Dhana-ménika respectively.* These dates cannot be that of &1i-
maha-manikya, who patronised Kandali, a poet of a date definitely
anterior to Sankaradeva (1449-1568 A.D.).

13, Asamiyd Sahityar Céneki (Typleal Selections from Assamese Litera-
ture), vol T, pt. 1, C. U, 1823, pp. 313 %
14, A History of Assam, 1926, pp. 260L
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Pandit Hemchandra Goswami writes, “ Mahamanikya was a
king of Barihi Kacharis and he ruled about the middle of the 14th
century at Dimdpur. In an old Ahom Burafiji the seventh gene-
ration of Barahi kings, Detsing, the great-great-grandson of Maha-
ménikya, was the contemporary of the Ahom king Dihingiya
Raja"’s In another place he writes, “The Barahi constituted a
branch of the Hinduised Kachiris. Before the advent of the
Ahoms, the Bardhi kings were ruling over the whale of the south
bank of the Brahmaputra with their capital at Sondpur, some-
where near Sadiyii. His probable date is 1347 A.DM6 Detsing
or Dercori-phd’s contemporary Dihingiya-raja, king of Asama,
reigned from 1495 to 1439 so that Mahi-mani-phd’s time comes
to the middle of the fourteenth century. From the names of places
like Namacéun, Barhat, Sonapur, Banpur, ete. in the Kachari chro-
nicle, art. 23, on which Goswémi's statement is based, it would
appear that the Kachéri capital was somewhere in the Sibsagar
subdivision about the position now occupied by the Banphers,
Soniiri, Bardhi and other tea-estates.7

Kanaklal Barua agreeing with Goswami takes Kandali to be
a man of the latter part of the fourteenth century and adds that
the Barihi kings might have at one time ruled over the Kapili
valley.’® Kalirim Medhi considers Madhava Kandali to have
flourished in the middle of the fourteenth century but calls Sri-
mahd-manikya a king of Tripurd.®® One Mahi-manikya reigned
in Tripurd, 1396-1406. Some of his ancestors reigned in the Kapili
valley and during the reign of the succeeding king Sri-dharma-
manikya two Assamese Brahmanas — Sukre$vara and VineSvara—
composed Tripurd-rdja-mila. Dr, B. Kakati takes Sri-mahi-mani-
kya to be a Kachdri king of Jayantipura and Kandali to be a native

15, Cf. Hemchandra Goswami's article in the Bdhi, Vol. XVIII. The
Buraiiji here referred to has now been published by the Department of Histori-
cal and Antiquarian Studies, Assam, as Kechdri Burafiji, 1936, The name of
the king is really Mahfi-miini-ph& in this chronicle. It is quite probable that
this is the actual name of Kandali's patron king, where -phd is only an addi-
tlonal particle, attached to names of kings of Asama, Jayanti and Tripurd.
Madhava Kandsli in one place, p. 218, calls the king Mshi-méni. Is it also
probable that *Sri-mahd-ménikya is a ealligraphical error for $ri-mahd-mini-
pha ?

16. Descriptive Catalogue of Assamere Manuscripis, C. U, 1930, p. 130,

17. Benudhar Sharmé also points it out in a local periodical, R&ij, vol. I,
no. 2, Sriivana, 1856 Saka.

18. Early History of Kimariipa, 1933, pp. 320 f.

19, Assamese Grammar and Origin of the Assamese Language, 1936, intro.
p. xci.

7
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of central Assam now represented by the district of Nowgong. He
further sets the fourteenth century as the lower limit of Kandali's
age on linguistic considerations® There is a large number of
archaic forms in Kandali's language. Two of the Pala kings of
Kamariipa, Indrapéla and Dharmapila, styled themselves as variha
or éri-vardhd in their copper-plate grants, claiming descent from
the Boar incarnation of Vispu and the Earth® A branch of the
Bodo race, as has already been seen, is known as Varihis or Bardhis,

In Kathd-guru-carita®® the name of the guru of Ragha' Acarya
who came to inspect the school kept by Sankaradeva's teacher
Mahendra Kandali is given as Madhava Kandali. This Madhava
Kandali may very well be the great Ramdyana poet. It is not
stated if Madhava Kandali of the hagiography was still living when
Sankaradeva as a boy read at Mahendra Mandali's school, but he
may be calculated to have been living about 1400 A.D.

Thus while Sri-mahi-manikya cannot be identified with any
amount of exactitude, the consensus of opinion of scholars is on the
side of taking the poet Madhava Kandali as a man of the four-
teenth century at the latest. It is therefore apparent that Madhava
Kandali's R@mdyana was the first of its kind in modern Indian
languages, the Bengali and Hindi versions of Krttivasa and Tulsidas
being works of the sixteenth century. As K. K. Handiqui has
pointed it out, this very early version of the Rimdyana in a pro-
vincial language may be needful in fixing the reading and consider-
ing the history of the original work of Valmiki.

Unfortunately for us the Adi- and Uttard-kiindas are missing
in all manuscripts of Madhava Kandali’s Rimayagpa. It cannot be
told if these two cantos were not rendered by the poet at all. He
speaks of $ri-mahi-manikya's orders and his writing upon it the
seven-cantoed Ra@mdyapa in verse from (sdtakdnda rimiyang®a
padabandhe nibandhilo), at the end of the Lanka-kinda. In the

2, Assamese, its Formation and Development, 1041, 8§ 23-24.

?1. Kémoripa-fsandvali, pp. 122, 154,

22. ed. by U. C. Lekharu, 1851, p. 26.

223, It is to be noted that in the Assamese versions of Rdmdyana by
Midhava Kandsli (14th cent), Durgivara Eiyastha and Ananta Eandali
(16th cent), Ananta Kayastha (17th cent) and Raghunitha Mahanta (1Sth
cent.) the Bila- and the Uttara- Kéndas are found wanting. This would cer-
tainly draw pointed attention to the view of Orientalists that these initial
and final cantoes are later additions to the original 5-cantoed Réma epic
{(Farquhar, Religious Literature of Indin, Oxford, 1920, p. 46). Our suspicion
also grows over the correctness of reading of the word Satakanda,
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Katha-guru-carita® it is stated that as Ananta Kandali tried to
outdo Madhava Kandali’'s work, Madhavadeva and Sankaradeva
wrote the Adi- and Uttara-kindas in verse and gave the old work
a new lease of life.

A powerful story-teller as Madhava Kandali is, he seems to
have recited his verses to the king, his patron, and courtiers, indi-
cating change-over from time to time (mddhava bolanta aita dcho
ehimdna, let me leave this here) and directed the course of the
narration as the latter desired, Madhava Kandali's fidelity to the
original élokas is remarkable and he renders them into his own
language with wonderful force and brevity. The famous sloka in
the Lanka-kanda:

dese dese kalatrini dese dese ca bandhavih
tamn tu desam na pasydmi yatra bhrdtd sahodarah

is rendered with ease into the short but expressive couplet,

bharyyd puttre bandhu yata pdi yatha tatha
hena natu dekhohd sodara pdi kathd.

Kandali constantly tries to stick to the original, to make it brief,
and to keep away any fabricated material from entering into the
texture of his work; but at the words of Mihi-manikya he intro-
duces a little rasa as if putting a quantity of clarified butter into
milk and stirring it:

sitakiande rdmdyana padabandhe nibandhild
lambha parihari siroddhrta
mahd-manikyara bole kdvya-rasa kicho dild
dugdhaka mathile yena ghrta.®s

In sweetness and sublimity, Valmiki's work is considered by
Kandali to be equal to the Vedas (mahd-rsi valmikiye: rdmyana
kardanta: siksdte jinibd yena veda);* but he also makes a respon-
sible statement in this connection:

O people in the assembly, you have just listened to the
story of Rama, full of various rasas and extremely sacred. Do
you be pleased with it and forgive me my faults of omission

v
EI—D
=
=

-kénda, p

23
24.
5,
26. i-kinda, p.

E%
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and commission. Valmiki composed this work in prose and
verse (metre). I have considered it with care and what I
have been able to comprehend I have briefly rendered into
verse. Who can understand all shades of rasas? Birds fly
according as they have wings; poets compose their works up to
the popular taste (loka vyavahdre). They put in something
fabricated by them along with the original, because this (what
the poets write) is no divine revelation (deva-vini) but things
of earth (laukika katha).®

The poet himself is ever on his guard against laukika kathd and,
reassuring his fidelity to the original, says this to scholars:

If you open the (original) book and do not find these things
(which I have written), condemn me as you would.®

It is remarkable that in Kandali's work in the present form
there is a note of propaganda, so commeon with the Vaispava poets
of later ages, celebrating the miraculous powers of the name of
God. This note of propaganda and consideration of Rama as an
incarnation of Vispu are foreign to the original Rémfiyana but are
evident in a much later work called Adhydatma Rimayana, Can the
presence of these elements in Madhava Kandali’s version of the
Rimdyana be taken as an influence of this work?® There is how-
ever a more probable explanation afforded by Kathd-guru-carita,
which says that Madhavadeva and Sankaradeva completed the
Ramiyana by adding the first and last cantos to it and that Madha-
vadeva inserted upadefa (teachings of devotion, bhakti) where
there was only $ubha fubha (simple benedictory verses) 3 This
is tantamount to saying that the Rimdyana was revised, edited and
brought on to a line with literary works of the Bhakti school 3!

In spite of Kandali's attempt at brevity and fidelity to Valmiki,
he does not leave off opportunities to revel in the element of sen-
suousness, counted as enhancing kdvyarasa. Sit3 appeals to Rama

21. Ki.ﬂkillﬂh?ﬁ-kinﬁ-ﬂ. P- 259,

28. Lanki-kinda, p. 448.

29, U. C, Lekhary, Asamiyd Rimdyana Sdhityn, 1848, p. 40,

20. p. 119. It may possibly be sald that the absence of elaborate bhalti
upadedas or advice to take up devotion to Hari along with the colophons
should have been a characteristic feature of pre-Vaisnava literature : but as
the great Vaisnava movement and literature have intervened between that
pﬂhdmﬂamlmithdimcultfmmmmmnrﬂhetwﬁdﬂpm
this point.

3L M. Neog. Sri-dri-dafikavadeva, ed. 2 1952, p- 148
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not to leave her behind when going on exile, because it is now that
her youth has blossomed fit for enjoyment.® In Kiskindhya Rima'’s
body is sore afflicted with the pangs of desire® He remembers
Sita who must also be so tormented by Cupid and by the feeling
that youth was fast passing away. ™

Descriptions of action (fights and movements), of places,
palaces and natural scenery, of human beauty and hideousness, are
lively, swift, elegant and graphic, The Sundarikinda is particu-
larly rich in respect of such pictures. Madhava Kandali can, with
a few strokes or through mere sound of the phraseclogy, make
beauty charming and hideousness repulsive. In describing life and
action, towns and natural scenery he keeps a constant eye on the
Assamese way of life and Assam’s fora and fauna, The dialogues
are often brought to the level of common people’s conversation.
There is a rare pleasantness in his humour which often comes out
with the brilliance of personal observation in the form of an ima-
gery, a simile or an idiomatic turn of speech. Free use of idiomatic,
colloquial and homely expressions is a charming and permanent
feature of his language. Some expressions would to-day be con-
sidered as verging on indecency or low taste but these had a parti-
cular appeal at least to some of Kandali's listeners in those days.

Even though Madhava Kandali's was no original work, we get
in it fair glimpses of Assamese society of his time. When the poet
constantly refers to the six different methods (niti) of approach to
an enemy (sandhi, vigraha, Gsana, dveidha, sakhye, yina), or the
duties of a minister or royal messenger,” we cannot help thinking,
that these had their practice in the politics of Sri-maha-manikya's
reign. The likening of the monkey army to a swarm of locusts
covering the firmament™ seems to be a topical reference. The
occurrence of the word sandhikai® may be a side-influence of the
Ahoms who had already established a kingdom in the eastern part
of the Brahmaputra valley in the beginning of the thirteenth cen-
tury.

Ayodhya-kinda, p. 118

Kiskindhya-kinda, pp. 241-42.

Sundari-kinda, p. 806.

Ayodhyi-kinda, p. 100; Sundari-kimda, pp. 283, 307,
Kiskindhya-kiinda, pp. 246, 247.

. Ayodhya-kinda, p. 142, sandhikai, mod. sendikai, written in Engiish
as handiqui. A sandikai is a person who belong to seven aristocratic noble
families among the Ahoms, who could be appointed a Barbaruva (chief justice)
or Barphukan (commander-in-chief and viceroy in the western part of the
kingdom).

BREBES

8
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Varndérama-dharma seems to have been piously obeyed: the
four castes (cdri jati) are mentioned in places. Different castes
and professions are also referred to: Brahmana, Ksatriya, Vaisya,
Kayastha, Daivajha, Teli (oilman), Tati (weaver), Sondri (gold-
smith), Kahidr (bell-metal worker), Sankhari (workers on ivory
or shell), Baniya, Camar (cobbler), Kamar (blacksmith), Satar
(carpenter, sawyer), and Dhoba. The Hadis and Candalas are con-
sidered as impure, In the Ayodhya-kinda Kandali provides a small
picture of a Yogi (INath-panthi), running in the train of people
following Réama to the forest, which would not evoke much respect:

The Yogi, had his ragged wallet hung on his shoulder. He
had his dowddas kathi (platter sometimes in the form of a tri-
dent) in his hand. ....He was tired, and his begging wallet
dropped down. He cried ‘Siva! Siva!’ all the time. ...He
threw away all his gods of worship (that he was carrying in
the form of idols).

Natas (dancing class) are slightingly named. In several places the
poet exhibits good knowledge of astrology. Although there are
references to Visudeva and Visnu, who is in a few instances con-
sidered as incarnating as Rama (which, we fear, may be an inter-
polated idea), Siva and Sakti cults seem to be more familiar with
the poet and blood (goat) sacrifices provide him with a constantly
used simile, Candi or Rana-candi comes in for reference in many
places. The worship of fire with strangulation of a black goat as
sacrifice is described® Mantras and raksds and ganapati-ghatas,
signifying worship of Ganesa, son of Siva, are also spoken of, There
is the mention of daulas, temples, with ghatas, pot-shaped
structures placed at the top. Funeral rites are described including
burning of the body with fuel of mango trees (dma-gandi) poked
with a large pole (khocani dandi), dafa-pinda (ten offerings of food
to the deceased consecutively on ten days following death), kika-
bali (offering to crows) of rau fish (Labeo rohita) and birds, and
sndna-bali.. Many common customs and popular beliefs are here
seen: to touch another's head as indicating assurance; to enguire
of a person’s caste (jati-kula) on the first meeting; to throw away
or wash thoroughly cooking basins and the oven when touched by
impure persons or with impure things; to look for omens when
setting out on an expedition; and so on. Stri-dciiras (rites per-
formed by women on auspicious occasions like marriage, etc.) are
alluded to in contection with Rima's proposed coronation. Dif-

38. Lanki-kinda, p. 373,
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ferent types of children's games are enumerated in the Sundard-
kanda ¥

Madhava Kandali's work on the whole carries the impression
of real life, of engaging story-telling and fine poetry, It is in the
hands of Kandali that the rather artificial language with ocecasional
betrayals of the colloquial, which was employed in the religious,
biographical and even historical literature of Assam till the advent
of British rule, was set and standardized. This is a language em-
bellished with a music of its own, with but simple figures of speech
like alliteration, simile, metaphor. There is also an amount of
conventionalism in the use of these figures of speech. As Dr.
B. K. Barua has said, “It appears that the legacy of rich and beau-
tiful diction which the poet of the Assamese version of the Rimd-
yana left behind exercised a tremendous influence upon Sankara-
deva and his immediate successors.” There are other material
influences of Madhava Kandali on his successors. Durgavara's
Giti-raimdyana (as we shall presently see) and Ananta Kandali's
version in many places only plagiarize Madhava Kandali The
prose version of Raghunftha Mahanta (late eighteenth century)
is also very largely indebted to the same poet, Thus the whole
Ramdyana literature in Assamese is pervaded by Madhava Kan-
dali’s personality.

Devajit (?)—This work® describing the fights of Arjuna with
Indra, accompanied by his heavenly hosts and Mahideva, as the
king of gods refused to invite Krsna to a rdjasiiya sacrifice he had
proposed to perform, is ascribed to Madhava Kandali. But it is
very much doubtful if this was his composition. All through the
printed edition of the work the poet calls himself Midhava and
nowhere Madhava Kandali. In a manuscript noticed by Pandit
Hemchandra Goswami in his Descriptive Catalogue of Assamese
Manuscripts, pp. 44-46, the name Madhava Kandali is found. This
may very well be an interpolation. The book is not worthy of the
great ‘unerring’ poet. Nowhere does the poet introduce himself.
The source of the contents itself is doubtful. In the printed edition,
verses 576 and 939, the story is said to be taken from the eighteen

29. p. 267.

40, published by Harichandra Dev Goswami and Dharmadatta Lahlkar,
1912, In the Department of Historical and Antiqurisn Studies MS (MS 822)
the work is alternatively called Indra-Arjuna-somedda-kathd, vv. 1399-1400 ;
it is said to hove been retold from the 18 Purfinas, vv. 1398, 1213 ; the story
iz narrated by Vaisampiyana before Janamejaya, v, 1291; and the author is
' Madhava Kandsli' vv. 1200, 1400,
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Purinas (astidasa purdna) while in the manuscript it is supposed
to be found in Padma Purdna. Some past-participle forms in-ibd-
are found in it but this alone in an imitative and artificial language
could not be taken as a conclusive proof for the work being of pre-
&afikaradeva times, the curious use of the conjunctive particle -er-
in verbs being absent. The work attempts to prove the superiority
of nama-dharma over penance, sacrifice and the like and in places
points to the futility of human life, youth, relations and wealth.
There are two other works Tdmradhvajar Yuddha and Patila-kin-
da®! both adaptations from Jaiminiyasvamedha, ascribed to Mad-
hava Kandali. Our conclusion is that both Devajit and these two
works were composed by some second Madhava Kandali belonging
to the post-Sankaradeva period.

HARIVARA VIPRAfMA

In his Vabruvdhanar Yuddha, Harivara Vipra or Harivara
Miéra showers benedictions on his patron king Durlabhanérayana
of Kamata thus:

jaya jayan marapati durlabhanfirdyana rijd
kamapure bhaild viravara

saputra-bindhave yebe sukhe rija karantoka
jivantoka sahasra vatsara

tahdna rajyate thita sidhu-jana-manonita
afvamedha viracita sira
pipra harivara lai gaurira carane sei

padabandhe karilo pracire (225)

« Glory be to King Durlabhanfriyana, the master of
men, the hero who resides in Kamapura. With his sons and
friends all around, may he reign in happiness and live for a
thousand vears. Living in his kingdom, the Brihmana Hari-
vara hows at the feet of Gauri, renders the essence of Asva-
medha, so much appreciated by the elite, into verse and gives
it publicity. =

41. Tamrodhoejor Yuddha, DHAS MS 524 See vv. 173-ff, 181-ff,
Z11-c; Patila-kinda (catalogued as Uttarrd-kinda Rimdyana) DHAS. MS.

41a. In the market editions of this poet's Vabruvdhanar Yuddhe his
niame iz printed as ‘ Harihara' which I consider to be a misreading for ' Harl-
vara”. In the MSS of both his works here under review it is always spelt
as 'Harivara®, Names, with the epithet of some deity forming the first part
and the word vara (boon) forming the second part, seem to be current at this
stage of history (e.g. Candivara Durgivara):; whereas we do not come
across any personal name composite of names of two deities,
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Details about Durlabhanirayana, the celebrated patron of
literature are even now lacking. Sankaradeva in his Rukmini-
harana-kivya says that on his great-great-grandfather Candivara
or Devidisa was conferred land grants in Temuniyabandha (Bar-
dowa in Nowgong) by King Durlabhanarayana. This is variously
repeated in the different biographies of Sankaradeva. Caleula-
ling from the date of Sankaradeva's birth, that is 1449 AD,
scholars have arrived at about the second quarter of the fourteenth
century (1330-50) or the latter part of the thirteenth century as
the date of Durlabhanfrdyana'’s reign®® So that becomes about
the time when Harivara Vipra composed his Vabruvahanar
Yuddha and Lava-Ku$ar Yuddha. There is quite a number of
examples of the curious use of the conjunctive particle -er- and
the past participle in -ibd-, which are peculiar to the pre-Sankara-

deva language.®

plsaribira astri-Sastra manata parvoka (318)
hardibdra mundagota asibira dekhi (569)
khonta hdni manusyata lagiyera bisa (504)
tomdra cakrere yebe cindiyero gala (554)
— Vabruvdhanar Yuddha.

gikhibira saracaya s@phalibo rane (127)
sandibdra dare tdra mathd nila kdti  (302)
— Lava-Kufar Yuddha.

In Sri-éri-Vamséigopdladevara caritra the name of Varnsigopéla-
deva's grandfather is Harivara Vipra, who was the rich and scho-
larly head (Bhiiy) of the village Vydghrapindi (in North Lak-
himpur). He is said to have rendered old Sanskrit works (bhdrata
purina) into Assamese verse, which may seem to be a specific
reference to the two works under review. It is however difficult
to imagine that the great great-grandfather of Sankaradeva (born
1371 Saka) and the grandfather of Vamsigopala (born 1470 Saka)
were contemporaries.

42 B. Kakati, AFD, § 23; Kaliram Medhi, Prahlida-Carita, 1835 Saka,
intro,, p. x; B. K Barua, Assameése Literature, P.EN, 131, p."10.

In a MS (DHAS.) entitled Bhiyd-caritra, the genealogy of Cidinanda
Bhilys, one of the Kayasthas brought over by Durlabha to Kamaripa, the
date of the king is given as 1220 Saka 1208 AD. In old Assamese chronicles
(buraiiji) there is reference to a latter-day Durlabhendra of Kamati, a con-
temporary of Ahom king Cuhummung, Dihingiva Rajd (1497-13539 AD.).

L? B. Kakati, AFD,, §§ 796, 828 |



M ASPECTS OF EARLY ASSAMESE LITERATURE

The following seems to be an echo of Madhava Kandali’s
Réamayana, which was possibly a fresh production when Vabru-
pihanar Yuddha was written

yibd kicho kicho lehuji luri paila
rima yena lankd yinte,

o Whatever people could catch hold of as at the time of
Rama's expedition against Lanka. »

In verse 176 of the same work there is the mention of Cetiyas, a
clan of aristocratic (camuwd) Ahoms who stood above the com-
mon people (kadi or pdik) and just below the rank of officers, to
‘which at any time they could be raised. Two classes of spies con-
stantly referred to in the Ahdm chronicles are mentioned in Lava-
Kusar Yuddha: cor (verse 57) and phurd (verse T0). This possi-
bly indicates that the poet was acquainted with the administration
of the Ahoms or sometime even belonged to the Ahom kingdom.

In Vabry vdhanar Yuddha in rendering Jaimini's lines paficapi-
takakartdram ki namnd'sya na taritd, ete. (40, 41-42) Harivara
writes :

yito punu prini paicadevatd-yuguta

yebese harika smare Suddha cittamane

sakala pataka hare tdnlka darafane (596)%
In the description of the pumsavana ceremony Rama is described
as worshipping paficadevatd, the five deities (verse 38), When
Vabruviihana set out for the war-field, he mentally bowed at the
feet of Vasudeva (visudeva-pade prandmild mane mana-verse 150),
Krsna is generally referred to in Vabruvdhanar Yuddha as Vasu-
deva, while the name Vasudeva by itself indicates nothing parti-
cular, the mention of the king's bowing down to Véasudeva read
in conjunct with the references to paiicadevatd may be a sufficient
indication of the prevalence in Assam and here an influence of
the cult of Vasudeva before neo-Vaisnavism had its growth, Dr.
B, Kakati writes of this cult of Vasudeva worship as propounded
in Kdlikd Purdna: “The germ mantra of Vasudeva consists of
twelve syllables Om namo Bhagavate Vasudewviya. Along with
him a pentad of complementary deities are to be worshipped:
Rima, Krsna, Brahma, Sambhu, and Gauri, The two latter are
never to be separated in worship.”#a

44. A variant reading for devatd is papara.
4a. The Mother Goddess Eimakhyd, 1948, p. 74,
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The women attribute Citrangada's having an illustrious son to
the worship of Hara and Gauri (kona punya thdne hara gouri
drddhild, verse 359). In Kalikd-Purana the place (pitha) of
Vasudeva is indicated as being placed in the north-eastern region
of Kamarupa. There is still a place called Vasudevar Than in
the North Lakhimpur subdivision which, though shorn of all past
glory due to dilapidations caused by Nature, attracts a good num-
ber of visitors in the dry season. The two works of Harivara
thus betray an atmosphere of pre-Sankaradeva times and of the
north-eastern region (Lakhimpur), which came early to be over-
come by the Ahoms.

Vabruvdhanar Yuddha—Harivara Vipra takes the story of
Vabruvihanar Yuddha®® the fight between Arjuna and his son
by Citrdngada, King Vabruvihana of Manipura, from chapters
XXII-XXIV and XXXVII -XL and by the way narrates the story
of King Niladhvaja and queen Jvala of Mahismatipura from chap-
ters XIV-XV, Jaiminiyasvamedha*® In general the adapter keeps
close to his original except when he feels the necessity of making
a long story short or of avoiding abstruse details or where his
imagination is warmed by soft sentiments, In the original the
seven under-worlds are enumerated and also concisely described
(38. 176-87); but this is avoided in the adaptation (verses 447 ff.)
also the reference to a Hatakesvara Siva-linga on the river Bhoga-
vati in Patdla possibly because a lingam of such a description
would not be intelligible to the common reader. To describe
different situations effectively he however utilizes his original obser-
vation in the form of homely similes. Arjuna tells Vabruvahana
that even though the latter came to him in a friendly manner, he
had only found a foe:

dge yena manusye laware kharatari
chiga buli baghar galata @che dhari
manusye erante galara nere baghe

45, Asamiyd Maohibhirate | Asfvamedha Parvar antargatn | Vabruvd-
haparva, pub, by Sivanith Bhatticharyya, first printed at the Radharaman
Yantra, Calcutta; second edn. at Assam Commercial Press, Dibrugarh, Janu-
ary, 1925,

Vabruvdhanar Yuddha, Sicipit MS. copled by une Raminanda in 1661
Saka, Nowgong collection, KA S, Gauhati.

Vebruvdhanar Yuddha, ed. by B. K. Barua and M Neog, compiled from
above two (MS).

46. Jaiminiyidvamedhagrantha, printed by Hariprasida at Gapapata-
Erspa Press, 1960 Sambat, 1826 Sukibda,
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o If a man runs fast and first catches hold of the neck of a
tiger in the thought that it is only a goat and then tries to leave
it, the tiger would not let him alone. »

Vabruvahana retorts by saying that Arjuna had no credit in killing

Bhisma, Karna and Drona as only some sly tricks were used in
the matter.

kapisa kdtiya Seéd diwaeye loware
lokaka jandwe vrksa périlohd vara
sehimate kuru-send miri bhaila gaha (89)

o Just as a hare might push aside a cotton shrub, run a dis-
tance and say to people, “I have felled a big tree”, you take
pride in killing the Kaurava soldiers. »

Vrsaketu, son of Karna, by dint of his wonderful missiles, shot
Vabruvahana into the air; the latter however dropped down upon
Vrsaketu, who then attempted to struggle out of his hold. Hari-
vara compares the king to a strong and sinewy woman grinding
mustard seeds and likens Vrsaketu to a fish under water trying to
slip off from the catcher’s hand.

uparata basi rijd duyo hite dfe

balavanta ndri yena besirka bdte

pinira michaka yena hite dche dhari
erdibika ldgi kare @jora-djuri (262)

Citrangada derides Vabruvahana who has killed his own father
end is almost killing his mother with mental torments and says
that he is far worse than Parasurima, who killed only one of his
parents at the other's behests and even than crabs eating up their
mother but sparing the father (verse 403-f). Descriptions of the
several fights are generally faithful to the original; exaggerations
are rare, Minor variations as in the number of missiles hurled by
each hero are seen; but, for this scribes may very well be held
responsible. The horrid scene created in the battlefield by Prad-
yumna's arrows (kdma-Sara) as painted in the original is almost
revolting and is made much less so by Harivara. The Dikinis and
Yoginis are mentioned by the Assamese poet only in one place
(verses 138-39) , whereas in Jaimini’s work there is the foul display
of the female Yaksas, sixtyfour Yoginis, dry-bodied Betilas, Bhai-
ravas, Yaksas. Pisacas, Brahmagrahas, and jackals, all struck sore
with Pradyumna’s amorating missiles (23, 101-119; 24. 1-2). Hari-
vara possibly did not relish this nauseating admixture of the erotic
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and the horrid or thought he would not be able to rouse his reader’s
imagination to its appreciation.

In the description of the fight between Vabruvahana and
Vrsaketu, the most considerable one in the whole story, there is a
bit of deviation from the original; but this consists mainly of the
repetition of the same tactics and movements. The action of the
fatal arrow, ardhacandra vidna, hurled by Vabruvahana on Arjuna
is described more elaborately than in Jaimini, which deepens the
effect of horror on imagination,

In Jaiminfydsvamedha (37. 31-43) when Arjuna sees that all
the big heroes on his side were killed in battle by Vabruvahana,
he expresses apprehension before Vysaketu that he would not be
able to associate himself with the various final stages of the afva-
medha sacrifice, which has now no prospect of being accomplished.
In Harivara's Assamese rendering Arjuna not only puts himself
like this but also looks back with lyrical grief at his past achieve-
ments, so much contrasted with his present state of deplorability
and much cherished connections with Kunti, Krsna, four brothers
and Draupadi. These personal touches provide Arjuna's words of
woe with a deeply pathetic note, As the poet is thus able on his
own account to probe into the depths of woe, he is also capable of
jovial moods and can add coldur to festive occasions, In the des-
cription of the scene of Vabruvdhana's surrender unto Arjuna,
Harivara succeeds in creating a festive atmosphere; and a whole
band of musical instruments as the following (not mentioned in
the original) is invoked: tdla, dhola, bheri, bhemachi, dhumachi,
dagara, vamsi, temachi, khikichi, midali, remachi, tokdri, kimsi,
vind, karatdla, jhajhdri, dubala. The victory celebrations in Mani-
pura after the war are also described by the poet in his own way.
Description of human physiognomy and of cities with grand build-
ings seems to have been the forte of old Assamese poets and Hari-
vara was no exception to the rule. He broadens the canvas on
which Jaimini paints the city of Manipura. In place of a few birds
in jewels and animals in gold on the walls of the palaces, he gives
quite a flock of them in his own way from his own observation. He
adds to the number of gods and illustrations of women in the fres-
coes, Whereas Jaimini says that Arjuna’s head shining with ear-
ornaments was severed and fell on earth (tdvadvdnena tivrena §iro
jvalitakundalarn || chinnasir pirthasya tarasd nipapdta dhardtale,
38. 61-62) Harivara provides details to show how beautiful the
head was.
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Lava-Ku$ar Yuddha' is another work by Harivara Vipra.
The story of Kusa and Lava's fight with Rama’s army in the out-
skirts of Valmiki's hermitage is taken from chapters XXII-XXVI
of Jaiminiyd$vamedha. In the beginning of chapter XXV Jaimini
casually compared the fight between Arjuna and Vabruvahana to
that between Rama and his son Kusa:

satigrémastvabhavadrdjan vabhruvdhanapirthayol
yathd kufasyae ramasya vajimedhahaye dhrte —25, 1,

On further questioning by King Janamejaya the sage was led to
tell the tale of the untoward fight between Rama and his sons.
In his Vabruvahanar Yuddhe Harivara refers to it (verses 177-£),
but leaves it aside to be told as an independent story, which he
does here in Lava-Ku$ar Yuddha (verses 1). In the nomenclature
of this work Lava’s name is placed before Kusa's, although the
latter is the elder. In Assamese poetry as in common lore of the
people this reversed order is always followed: even the great
Sankaradeva went so far as to say, jyestha bhaila lava kanisthara
kusa ndm (Uttard-kinpga). In the text of this work however Hari-
vara takes Kusa and Lava in their proper order. It may be recalled
here that this episode of the Ramdyana as retold by Jaimini has
been rendered into Assamese verse by a later poet, Gangarama
Dasa, and into payara interspersed with lyrics by three poets,
Gangadasa, Subuddhirayad and Bhavanidisa. In this adaptation
also Harivara closely follows his original source but with a con-

47. Lava-Kusar Yuddha, ‘ Ejan mehikavir dvara Asamiyi bhisat racita '
{anonymous), Bhattacharyya Agency, Dibrugarh, 1928,

Lova-Kufar Yuddha, sicipit MS, obtained from the late Rinl Mahendri
Devi of Abom raj family, Gauhati collection (No, 1), KAS,

Lava Kufar Yuddha compiled and edited by M. Neog from the above.

The MS contains folios 1-11 from one copy and folios 26-34 from another,
with the 34th folio being simply illustrated and not written upon. Every
folio of the MS is illuminated, Theﬂlustraﬁurnslulhemmﬁmp}-m
slightly different in detail from and seems to be an improvement on those

bearing signs of attempt, at times successful even, at individualisation of
human figures in place of conventionalisation and stylisation which is & gene-
ral trait of old Assamese painting.
AmthﬂﬂﬁngwbenoledintbeMSiathemarkn{i"' t beginning
of the first folio which is then followed by the usual Jd:;am&:m s
Knrjy_e: namo numn{_n |l. This particular mark is associated with Tn-ntric:sm, i
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stant eye on chances of reduction. His statement in this conneec-
tion is very much significant even as far as all translations and
adaptations of old Assamese poetry are concerned.

kdhdro harisa pade §loka eka gaila
kihdro harisa visrita lambha thaila
savdro dniyd sira vipra harivara
bole a$vamedha-yajiia-pada rucikara.

« Some (readers) are glad that a pada (a single verse in
Assamese) covers a whole #loka ; and others are happy when
they see much extraneous matter added. Vipra Harivara takes
the essence of all (many places) and sings these tasteful verses
of the asvamedha sacrifice. »

The abduction of Sitd, the war of Lanka, Sitd’s ordeal by fire,
Réma's return to Ayodhya with Laksmana, Haniimén and others
are summarily mentioned. Vasistha and other sages greet them
with utterance of the Vedas (pathanto mangalasiltarit — Jaimini,
25. 8). The mothers, Bharata, and others of kith and kin receive
them cordially. Rama reigns in munificence for a thousand and
nine years (ten millenia in Jaimini), Sitd conceives and at the end
of the fourth month of conception Rima dreams of banishing Sit3.
In the original Réma directly asks Vasistha to institute the pursa-
vana ceremony to avert any dangers of misconception. Harivara's
Rima however asks Vasistha (as an ordinary custom goes in the
country) for phalitd or interpretation of the dreams and also to
organize pumsavana (As. puhan-biyd). Vasistha utters susvapna,
suspapna, ‘a good dream, a good dream’, as the custom is, and
prescribes measures for the arrangement of the ceremony. Hari-
vara then describes the ceremony in an independent manner possi-
bly based upon observation of real practice. Unlike Jaimini Hari-
vara makes Rama give some thought to the monkey-guests (a point
of much interest for the common reader), consult Bharata in the
matter of erection of a large pandal (which is done by éilpins in
the original) and summon his father-in-law Janaka specially for
the purpose of pouring holy water on his and Sitd's heads. In
place of Bharata’s playing on a vind and singing songs addressed
to Sita, he sings songs improvised on good kings of old (jord-ndm
as they are called in Assamese), Janaka puts the tips of Rima's
and Sitd’s hair together and pours water over them. Harivara
gives us an indication of the custom of those days when he explains
how to fulfil a woman's dohada by offering her all sorts of pala-
table dishes,
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bhala kari bhufijdwe suhrda dche ydra
chai lona puspardje dei akhai cira
dadhi dugdha ghrta madhu lavanu farkkard (46)

A cara (spy) reports how a washerman has spoken ill of Rima
when driving away his own wife as she returns home with her
father after a stay of four days at the latter’s place. Harivara
gives a popular colour to the whole story and makes the uncouth
washerman say such savage words to his father-in-law, “ Go home
before I kill you with beating. I do not want her. You may keep
her to yourself or bestow her on your son.”

Riama's conflicting sentiments when he decides upon relinqui-
shing Sitd are brought out effectively by the poet in a few terse
verses. He later makes Rama shed tears like a child and get
almost mad with grief while asking Laksmana to put Sitd in the
forest, The chariot horses also drop down as if brokenhearted.
The poet however avoids the charioteer’s words speaking of the
horses' unwillingness to gallop on the forest road (J., 27. 64-68).
Harivara produces the effect of a whole forest with the enumera-
tion of more than seventy varieties of flowering and fruit-laden
trees, After Laksmana divulges the seeret of Rima's orders for
banishment the dialogue between Sitd and Laksmana and the des-
cription of Sitd’s maddening grief is much reduced; and the sympa-
thetie grief of wild animals, birds and inanimate objects is practi-
cally avoided in the Assamese rendering. The fight between Lava,
a boy of twelve years, and Satrughna’s army and Satrughna him-
self, is on the other hand narrated with unabated effect of horror.

When Satrughna carries away the unconscious Lava in a cha-
riot, the hermit boys report it to Sitd. Their words are much elabo-
rated and Sitd’s grief is a bit exaggerated by the Assamese poet.
While in Jaimini she is patient and tries to hold back tears, Hari-
vara's Sitd cries sore with grief and goes off into a swoon and when
she recovers from it she invokes the sun and the ten gods of
directions saying that if she is sinless and chaste, there should be
an end to her grief and Lava should live till Kuéa meets him.
The dialogue between Siti and Kus$a after this is made much
homely with a deeper touch of motherly concern for one son lying
dead and the other having to face the cataclysm. Thus with small
deviations from the original Harivara tells the story in a way that
would be effective with the common readers and listeners,

Harivara is one of the major poets of the period. His work
of translation and adaptation possesses a strong flavour of original
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genius and poetry. In use of idiomatic expressions, similes and
metaphors he is next only to Madhava Kandali,

HEMA SARASVATI

Prahlada-caritra.—In this very small narrative of a hundred
verses Hema Sarasvati introduces himself thus:

Ekamatd-mandala durlabhandrayana
nrpavara anupima
tihdna rdjyata rudra sarasvati
devaydni kanyi ndma
tihdna tanaya hema sarasvati
druvara anuja bhdi
padabandhe tehs pracira karild
vimana puring edis
Hema Sarasvati is considered a contemporary of Durlabhanara-
vana of the late thirteenth or early fourteenth century®® There
is however a difficulty in rendering the meaning of the second and
third feet of the above verses. We think these may reasonably be
translated as: “In his kingdom (lived) Rudra Sarasvati Deva-
yani is his (Rudra Sarasvati’s) daughter. Her son is Hema Saras-
vati, who is the younger brother of Dhruva.” Here Rudra Saras-
vatl may be really Durlabhandriyana'’s contempiirary or may thus
be considered at least by a generation later than king Durlabha-
narayana and the poet Harivara Vipra, in which case he may be
4 junior contemporary of the poet Kaviratna Sarasvati, whose
father acted as a Sikdar during Durlabhandrivana’s reign® Tt is
turther supposed that Hema Sarasvati is a Brihmana, which has
no particular evidence as Sarasvati like Bhérati or Kandali seems
to be a general epithet for scholars.® In an old Assamese chronicle

48. Prahlida-caritra, ed. by Kaliram Medhi, 1835 Saka, p. 11

49, See ante,

50. See ultra.

Sl Kaviratna Sarasvati, for example, was a Kiyastha. The Kiyastha
Janfirdana, grandfather of Sankarsdeva’s chief apostle Madhavadeva, also
bears the title of Sarasvati (Nagendra-nath Vasu. The Social History of
Kamarupa, vol. II, Calcutta, 1926, appendix 1, p, 17). The occurrence of the
suffix ‘ Sarasvati’ after personal names is remarkable, It is, we may remem-
ber, one of the ten titles of the Dafanimis or the ten orders of Saikarite
savimydsis : Sarasvnt], Bhiirati, Puri, Giri, Tirtha, ele. (The Three Great
Acharyas, Madras, 1947, pp. 58£). It is interesting to note that Sripati Saras-
vatl, a Kiayastha Bhiyd of Kimaripa, was originally an anchorite attached
to the Govardhana-matha of Saikarfcirys (Kédyastha Samdjar Itivrita, 1941,
P. 490) It is not known if Hema Sarasvati and Kaviratna Sarasvatl or their
mﬁmmmﬁngtndnwﬂh m&mlmﬂumnm.
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the king of Kamatd (not named) is mentioned to have sent in 1401
Saka | 1479 A.D. a messenger, Ramadeu Bhattacaryya, who was the
son of Rudra Sarasvati, to Gauga®® But this Rudra Sarasvati is
apparently a different man from and later than Hema Sarasvati's
father or grandfather, who lived during Durlabhanarayana’s reign,
or even earlier, The latter part of the fourteenth century may how-
ever be assigned as Hema Sarasvati’s date. His vocables betray
only a single Arabie loan (raphar). There also is only one instance
of a pre-Sankaradeva grammatical form (-iba-past participle: puri-
bira prabhdve adhike jale kanti).

Hema Sarasvati takes the story of Prahlada, from the alter-
catiohs between the demon Hiranyakasipu and his son Prahlada
to the former's death, from V@mana Purdne and relates it in his
own way.5® He is not a powerful story-teller and the treatment
of details is not very attractive. His language and style are not
of a high order and polish and lack utterly in idiomatic expressions,
Rhyming also is not smooth in places. It is to be noted that he
calls the scriptures of the Asuras vdminoye (left-handed) and
refers to mantras for control of elephants (hastisidhd-mantra).
The poet seems to be a Visnuite: he salutes Visnu-Nardyana
and tells the story to celebrate the victory of the Vaisnava Prah-
lida over the followers of the v@mdanaya cult. His work has been
claimed as * the first Assamese book on Vaisnavism .5

Hara-gauri-sathvida.—A more considerable work of Hema
Sarasvati has recently been discovered in the district of Goalpara.
It consists of six different chapters in 899 verses of more than 4,000
lines. The first chapter deals with the story of Hiranyakaéipu’s
death at the hands of Man-Lion Vispu as recounted in Nrsimha
Purana, while the remaining five chapters are professedly taken
from Hara-gauri-sarivida. Chapters 2-5 relate the tales of demon
Tadaka's warfare, the burning down dof Kiamadeva with fire coming
out of god Siva's eye, and the birth of Kartika; chapter 6 purports
to give an account of the means and ends of yoga practices. In this
poetical work Hema Sarasvati tells us about himself in a slightly

52, Assam Burafiji, ed. by 5. K. Bhuyan, DHAS, 1845, p. 18.

52a. The tale of Prahlida as narrated by Hema Sarasvati does not how-
ever appear in the printed original (V@mana Puring, Jagaddhitecchu Press,
Bombay, 1808 Sakibda; and the ed of Tarkaratna, Cal, 1314 B.S. It je
possible that there might have been another recenslon of the work current
in Eamartipa ot that time,

53. Kaliram Medhi, Assemese Grammar and Origin of the Assamese
Language, intro., p. xcl.
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varying way from Prihlada-caritra: He was one of the four sons of
Durlabhanarayana’s minister (mahdpdtra), Pasupati, and his wife
Rambhévati. The most prominent among the four brothers was
Dhruva and Dhanafijaya was the eldest. The original name of
the poet was Hemanta; he acquired the epithet of Hema Sarasvati
by virtue of constant worship of Hara and Gauri. He used to live
with his parents at Kamatd, Durlabha’s capital, where goddess
Kali was enshrined. 5

KAVIRATNA SARASVATI
Jayadratha-vadha—In this work the poet writes:

King Durlabhanardyana was the crown jewel of all kings
and a great worshipper of gods. He ruled over people on earth
with constant affection as if for his own son. His son is the
pious Indranardyanadeva. A great hero, he is learned and is
of dignified demeanour. He always worships god Hari. With
the strength of his arms he has with ease conquered an un-
divided kingdom (lit., the whole of the globe). The antagonist
kings constantly pay obeisance to him and serve him. Every
moment Sadasiva blesses Indranariyana with this boon: Let
the king be Pafica-Gaude$vara, (lord of the five Gaudas) and
let him live long with his son.

There is a village called Chotagila, which is the essence
(chief) of all villages, There lived Cakrapani Sikdar, famous
all over the world, accomplished as a man, chief among the
Kayasthas, pious, well-reputed, great among scholars, and
beautifying his race like a spotless moon. He worshipped gods
and Brahmanas and held religious councils. There were guests
always staying at his place and they never returned ungrati-
fied. By dint of his own qualities he has acquired great wealth
and honour. The chief among kings, Durlabhanériyana, was
all praise for him. All people were deeply grieved at his death
as if they themselves had died in war or the mount Meru had
fallen down or a piece of ruby had been eaten into by insects.

His son Kaviratna Sarasvati speaks these verses of Drona-
parva, describing the killing of Jayadratha ™

53a. This book has recently been disinterred from oblivion by Sri Ajay-
chandra Chakravarti, Dhubri.

3. Typical Selections from Assamese Literature, Vol 1, C. U, 1929,
pp. 324-25,
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Scholars have assigned, as we have already seen, the latter part
of the thirteenth or the early part of the fourteenth century A.D, as
the date of Durlabhanirayvana's reign. Kanaklal Barua tentatively
fixes 1350-65 as Indran@rayana’s period of rule.® It is seen from the
pedigree of Rimacarana Thikura incorporated in The Social History
of Kdamariipa, WVol. III, 1933, that Xaviratna Sarasvati
was sixth in order of ascent from Ramadasa Ata, a disciple of
Sankaradeva : Cakrapni (KaSyapa-gotra)—Kaviratna Sarasvati,
alias Srihari Sarasvati—Haripila Bhiiyi—Ramapéala Bhiiyi—Jaya-
pila Bhiyi—Krsnapala or Gopala Bhiya—Krpala Bhiya—
Gayapéla or Gayapani Bhiyi, alias Ramadisa Ati—Ramacarana
Thékura.

Chotasila is probably Sila, a village in the Barpeta subdivision
in the Kamriip district.% This work is more an adaptation than a
literal translation of the Mahdbhdrata. His language and diction
are simple but inferior to and less idiomatic than that of Madhava
Kandali and Harivara Vipra. His descriptions are detailed and
minute (e.g. the picture of Kailasa quoted in the Typical Selections
from Assamese Literature, Vol. I).

RUDRA KANDALI

Satyaki-pravesa—In his work Rudra Kandali praises Srimanta
Tamradhvaja and his younger brother, who were like Rama and
Laksmana in the matter of fraternal affection. Tamradhavaja is
here described as wise, pious and very kind, a protector of the
poor and a devotee of Visnu and. worshipper of Mihiméaya. The
biographies of saint Sankaradeva describe how king Durlabhana-
rayana of Kamata or Kamariipa had a war and concluded a treaty
with king Dharmanarayana of Gauda. One biographer however
calls Durlabhanarayana king of Gauda with his capital at a place
called Gariya at a distance of three praharas from Behar (Cooch
Behar) and the Kamariipa king is, according to him, his cousin
Dharmapila by name.® This is apparently a mistake, This bio-
grapher however gives Tamradhvaja as the name of the Kama-
riipa king’s son and says that when the king returned home by boat
up the Brahmaputra, he was affectionately received by Tamra-

55. Early History of Kémaripa, p. 25.

56. Kaliram Medhi, Assomese Grammar and Origin of the Assamese
Language, into p. xci.

57. Ramacarana Thakura, Seikara-carits, ed Halirim Mahanta, 1925,
p. 198
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dhvaja at the landing place.®® But the expression ghara-ghate,
‘at his own bathing or landing place’ (variantly, bada ghdte) is
taken by Kanaklal Barua to mean “his headquarters in Ghoraghat
in Rangpur”.® Thus Tamradhvaja was a king of Kamati-Eama-
ripa following Durlabhanariyana but it is not clear where his
capital might have been. The pre-Sankaradeva characteristic of
past participle in -iba- is in evidence in Sdtyaki-pravesa:

dunfii dhany chedibdra bege ye ladili,

tini sare bhedibara dtaseka dild,

yudibfra $arapdita dnaka mdriyd,6o

Sdtyaki-pravesa is a section (chs. 105-ff) of the sub-parve

“Jayadratha-vadha” included in the Dropaparva of the Mahabha-
rata. This section celebrates the prowess of Satyaki, son of Sini of
the Yadu race. The translation is generally faithful to the original.
In describing the fights between hero and hero, Rudra Kandali
sometimes makes a long story short (e.g., between Sityaki and the
Trigartas), a short one long (e.g., between Drona and Dhrstadyum-
na) ; he sometimes dilates too long upon some description with much
freedom from his original (e.g., in that of the fight between Drona
and Brhatksetra) or keeps quite close to the Sanskrit Mahdbhdrata
(e.g., description of fight between Duh&isana and Satyaki). The
descriptions on the whole are very much lively. The derisive words
of the Cedi, Srijaya and Somaka soldiers hurled at Drona (Drona-
parva, 109. 51-60) are replaced by Rudra Kandali's homely rebukes
in the homely language of common people, which is much palatable
to ordinary readers and listeners. Similes and homely expressions
are a constant and pleasant feature of the language of this work.
Kandali retains original similes as such; or alters and simplifies
them, or drops them if found too abstruse for general apprenhen-
sion. He also makes out ones from his own observation or from con-
vention.

B

CHORAL SONGS: OJA-PALI
INTRODUCTION

The lyrical Kavyas in choral songs represent the most popular
form of literature before neo-Vaispava influences pervaded the

8. op. cit, p. T.
39. Early History of Kdmaripa, p. 246.
60, Typical Selections from Assamese Literature, vol. I, pp. 137 £
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literature of the couniry. In point of time these belong to the time
of Sankaradeva but in essence and methods of treatment they
swing back to the preceding period. They can be called a direct
outcome and the main article for consumption of the semi-religious
institution of ojd-pdli. The lyrical Kiavyas were invariably
meant to be sung by such a village chorus consisting of a band of
singers of four or five, The leader of the chorus is called oja or
ojhd (Skt. upddhyiya), the few other singers are known as pélis,
‘ assistants, supporters’ (Skt. palita). There is a chief among
these pilis who goes by the name of ddini pdli (daind = Skt.
daksina). He is in fact the right-hand man of the oja and is like
a second leader of the chorus, It is the business of the o0jd to
lead the chorus: He sets the refrain for the pilis to repeat with
marking of time with their feet and striking of cymbals with their
hands, and sings the main body of verses of the Kivya. He also
makes dancing movements with gestures in his hands. He
addresses his audience as a story-teller does and explains to them
the different incidents wherever he finds such explanations neces-
sary. This is sometimes done by the daind pdli, with whom the
o0ji occasionally holds a conversation. This institution of the ojd-
pili was the direct precursor of the Vaispava drama in the same
way as the holy chorus in the festivals of Dionysus preceded Greek
tragedy. When there was no regular drama in the country, the
performances of the oji-pili provided the common people of villa-
ges and court circles with edification and amusement in the ndf-
ghar (house of lyrical dance-drama). But even when aiika or
niit, the regular drama invented by Sankaradeva, came into exist-
ence, this musical institution did not cease to have its utility. It
came to be known as the special property pertaining to the festival
of the snake-godling Manasi but the neo-Vaispavites also made
use of the art in singing from Kirtana-ghosi of Sankaradeva and
verse tales from the Ramayane and the Mahdbharata.

The particular form of Kivya — a number of lyrics with inter-
vening payaras of the ordinary cast —is one of the distinct featu-
res of the age under review. Mankara, Durgavara and Pitambara,
all wrote in this form. But it was never practised by the Vaispava
poets. Nardyanadeva, coming several decades later than this trio,
composed his Padma Purdna in the form of a lyrical Kavya but
this was warranted by his very subject-matter. Another later
work Asvamedhaparva by Gangadasa, Subuddhiriya and Bhava-
niddsa conforms to this type, but the three poets do not seem to
have any affiliation to the Vaispava tenets. But for some reason
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or other this art was looked down upon by the neo-Vaisnavites®
This class of poetry has been called paiicali (Ii) or pacali ([i) in the
text at places$?

As noticed above these Kivyas have a considerable num-
ber of lyries incorporated into them. These lyrics are set to cer-
tain melodies (rdgas) of classical Indian music. In his Usid-Pari-
naya Pitimbara names these ragas: ahira, barddi, bhairavi, bha-
thiyali, dhanaéri, gondagiri, guiijari, malléra, niga, nita, pahadi,
patamaiijari, rdmagiri, sihdi, vasanta, (variantly also vibhdsa).
Rigas used in Durgivara’s Ramdyana are: chire, dkdsamandali,
barddi, belovdra, bhathiyali, calani, devajini, devamohana, dhanéri,
guiijari, mdlaci, mafijari, mdrovdra, meghamandala patamaiijari,
rimagiri, srigandhakdli, &rigindhira, siydi (sihdi), vasanta.

It is to be noted that while the story of Manasa and Canda Saud
is taken from no Sanskrit source, Durgivara tells the story of
Rama, basing it mainly on the earlier work of Madhava Kandali,
and Pitimbara takes the contents of his works direct from Hari-
varnsa and the Puranas. The works of Pitaimbara could thus have
been classed with translations and adaptations but for their lyrical
and popular nature and similarity in technique with the latter
group. These lyrical Kavyas generally centre round stories of
love and marriage of young men and women.

PITAMBARA KAVI

Pitambara was a8 man of Kamaritpa living in the town of
Kamata, was a contemporary, perhaps a senior one, of Sarikara-
deva and he composed some of his poetical works at the instance
of prince Samarasimha of Koc Behar. This is practically all
that has been known of this poet. Sankaradeva left the Ahom

6l. Usd-parinayae, ed. by Maheswar Neog, Gauhati, 1951, intro., pp. xvii-
xviii,

62 The word paficdli () or pdcali () derives itself from Skt. panedli
‘or pdficdlika, ‘s doll'. And it is quite probable that this form of poeiry was
connected with the ancient amusement of puppet-play, especially popular in
the countryside. Another suggestion is that the form originated in the Pafi-
cila country (Eanauj). In the Kaliki Purdne, 138-139, it is enjoined that
Candiké should be propitiated on the third day of the moon, directly linked
with the Pusya-naksatra, with pdficdliki-vihdre and #Hsu-kautuks, *children
games’. It is likely that the term pdficiliké-vihdra here denotes puppet-play
or singing of pdiiedli-kdvyas. Thus connected with Sakiism and being a sort
of light amusement, the pdiicdlis came to be looked with suspicion by the
Vaignavites,
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territory and came to Koc Behfr-cum-Kamaripa in about 1546
AD. and stayed at Barpetd® He asked his new disciple Nara-
yana Thikura, a man of Kamaripa, to point out to him some influ-
ential persons of that region who could work as proselytizers, Nara-
yana named three such persons one of whom was Pitambara Kavi,
who had already rendered Bhigavata Purana, X, into verse, San-
karadeva then wanted to know what poetry Pitimbara was making,
Nariyana recited a portion from Pitambara's work, describing how
Rukmini, the princess of Kundinanagara, was eager to see Krsna,
in course of which appeared the couplet:

bilépa Ekari kinde mdi rukaming
kona ange khuna dekhi ndila yadumani

o Rukmini wailed aloud and said: For what blemish in
my limbs has not Yadumani (Krsna) come ? »

Sankaradeva remarked that this poet was a Sakta and had
an inordinate love for the sensuous, and that he was not fit to hold
the position of a preacher as he sat on the hill of vanity (garva
parvatata sifo uthiyd dchay) ™ It would appear that Pitambara
had an established reputation as a poet when Sankaradeva entered
the kingdom of Kamaripa, that is, before the middle of the six-
teenth century. Besides Bhigavata Purina, X, four other works
are ascribed to him: Bhagavata Pur@na, I, Usd-parinaya and
Markandeya Purdna (Candi—akhyéna) and Nala-damayanti.
Nothing has so far been known of Pitimbara's Bhigavata Purdna,
I, a copy of which was at one time preserved in the Cooch Behar
State Library.® Manuscript copies of Bhdvagate Purina, X, and
Markendeya Purina (Candiakhyana) are still preserved in the
same place 58

Khan Choudhury Amanatullah Ahmed and, after him,
Dr. Shashi Bhusan Das Gupta of Calcutta University, consider the
poet Pitimbara as identical with the great scholar of the Cooch-
Behar court, Pitimbara Siddh@ntavagisa. This scholar is reputed

83, Maheswar Neog, Sri-fri-smikaradeva, ed. 2, p. 123,

64. Kathé-gurucarita, ed. by U. C. Lekharu, p. 95-f.

65. Ehan Choudhury Amanstulla Ahmed, Kocbihdrer Itihds, 1, p. 131-n.

66. S B. Das Gupta, ed., Descriptive Catalogue of Bengali Manuscripts,
In the State Library of Cooch Behdr, 1948, pp. 7-8, 11-12, 62-54:
S. B. Das Gupta : “Sodofa fatdbdir ek-khani Baild Bhagavat’, Visvabharat,
Patriké, Vol. V, 1354 B. 5, pp. 254-ff. Dr. Das Gupta has mistaken Pitimbara
to be a Bengali poet. His statement has been examined by the present writer
in a current Assamese periodical, Rémdhenu, Vol I, No. vii,
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to have compiled eighteen Smrti works called Kaumudis, three of

which (Preta-kdumudi, Samkranti-kaumudi and Sandhyd-kaumudi)
have already been printed and published, The Siddhintavagisa
became known as ‘Jagadguru’ His descendants still live in a
small village named Sarabadi in the west of the Mangaldai sub-
division. A man of this family, Siryyadeva, composed a chronicle
of the Koc Kings, Gandharvandriyanar Vamséapali, in the middle
of nineteenth century.5? According to this chronicle®™® the two
scholars of King Narandrayana’s court, Pitambara Siddhanta-
végisa and Purusottama Vidyavagisa were formerly in the court
of Gauda and were brought into Kéamariipa by the king’s younger
brother, chief minister and commander-in-chief Sukladhvaja or
Ciliraya. In Semudrandriyanar Vamsavals, Pitimbara is descri-
bed as Pratipa Bhiiyd’s guru® In none of his poetical works
Pitimbara Kavi gives us any indication that he was a Siddhanta-
vagisa or that he had migrated from Gauda; on the other hand,
he rests content to call himself a poet of Kamata or Kamatipura :

kdmdtanagare surapuri parateka

tite fisu pitdimbara ndme kavi eka™

kimatanagara surapura-avatira

ekamukhe ke kahibg yena guna tira

tata pitdmbara name kavi $isumati

usdparinaya gita kaila samdpatin
Now Pitambara Siddhéntavégia was taken by Sukladhvaja from
Gauda after his captivity there (for twelve months according to
Assam chronicles and Dr, Wade™), which was the result of his
unsuccessful campaign against that country. He undertook this
campaign after return from the Ahom kingdom in 1563 ; and after
his return from Gauda he had the Kamikhya temple rebuilt in
1565 as recorded in the inscription on its inside wall. Tt is there-
fore clear that Pitimbara Siddhintavagisa came to Kamaripa in
1564 or 15657 But the poet Pitimbara Dvija composed his Usd-

67. Amanstullah Ahmed, ibid,

68. Ff Iﬁ,ﬂadbﬂdbyﬂ.ﬁhnmd,pp.lll,lﬂ-m

69, Amanatullah Ahmed, p. 114-n.

0. Upd-parinays, v. 1, p. 2.

Tl Ibid. v. 1369, p, 243.

72 Assam Bureiifi, D.H.A.S, 1945, p. 42; J. P, Wade, An Account of
Assam, 1827, p. 204,

. Thhtheﬂ!mﬂosimlhiﬂnndumviﬁmﬁydﬂmgﬂdﬂmb-
m“fﬂmﬂlimhgﬂ:eﬁddhirhﬁuﬁnuhh-gmthnpmdﬂkﬂmhhwu
Mnhmwhtﬁm'ﬂmwﬂth’hlmﬂlhlﬁﬁhﬂm. {Kdyastha
Samdjar Itivrtta, pp. B03-1.),
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parinaya in Kamatipura eulogising the town as a place of gods
incarnate in 1533 A.D. (or 1455 of Saka era). The poet is thus dis-
tinet from the Smrti scholar of the same name. That poet Pitam-
bara also was a good Sanskrit scholar has been put beyond all
doubt by the elegant way of his work of translation and adaptation
from the Purinas. It seems also to be quite possible that Pitam-
bara was not a ' dvija’ but a * disa’ or non-‘ dvija "7
Usi-parinaya.—This Kivya was completed on the fifth day of
the month of Vaisikha of the year 1455 of the Saka era (vana-yuta-
plina-veda-fasdnka-pramita) or 1533 A.D. in the town of Kamata.
This is the eariest of Pitimbara's works now available, In it the
name of ‘ yuvardja (prince) Samarasimha (Sukladhvaja)'™ is not
mentioned as is done in the two other works considered below.
It was in 1455 Saka that Naranfrdyana became king and appointed
his brother Sukladhvaja as Yuvarija (and virtually the chief
minister and commander-in-chief of his army). So, though Pitam-
bara lived in the capital, he did not possibly till that time secure
the patronage of any royal personage. Kamatd, Kimatd, Kanta-
nagara is said to have been established by King Niladhvaja of

7%h. This has been pointed out to me by Dr. Sukumar Sen of Caleutta
University. In Nolao-damayanti, written 1544-45 AD, a MS of which was
collected by Dr. Sen from the Rangpur district, Pitambara persistently sub-
seribes himself as ‘Diisa’ (Sen, Bangdld Sahityer Itihds, vol. I, 2nd ed., pp. 231,
3360). In one place only in Usd-parinaye (v. 1367f, p. 242) Pitdmbara says:

heng punyemeys kathd brihmane Kahild
papira probondhe tika recand larild
procura kateka kathd racile sawnksepe
dra kathd dilo tdta rasa anuripe

o Such sacred tales the Brihmana told and composed it in the form
of versez. I have composed profuse matters into concise form and woven
into it additional matters according as poetical flavours demanded. »

This statement is confusing enough as the verbs kahild, karild connected
with the subject brdhmana in the first two lines are in the third person,
while in the following lines the verbs racilo, dilo clearly indicate the first
person. This juxtaposition of verbs of two different persons rouses the sus-
picion that the subject of the first two verbs is different from the subject of
the latter ones (namely, the author). We have not moreover been able to
werify the text of these lines, which oceur in an uneritical edition, ed. Nibhir-
girim Chaudhfri, from any complete MS. In Typical Selections from Assa-
mese Literature, vol. II, pt. II, CU., 1924, p. 321, the third and fourth lines
quoted above are found wanting. Dr, Sen would suggest: Pitimbara by the
above statement means that the story he tells: was recounted to him by a
Brihmana (ie, he heard it from Eathakas),

73. See ultra,
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Khen or Khyan family and was later taken by Visvasithha as the
capital of the Koc kingdom which he established.’

The story of Vanasura's prowess, his fight with the Yadavas,
the fight on his account between Krsna and Hara, the * love affair’
and marriage of Usa (Vana's daughter) and Aniruddha (Pradyu-
mna's son) are told in the greatest detail in Harivarnsa (Visnu-
parva, chapters 116-128). Pitambara takes the story from there
and for the most part keeps close to the original. He says —

vydsara mukhara kathd danibo Gwase
arasave racibo tihdra dse-pase.

o Shall I surely take the story from Vyisa's mouth but
also shall I compose something round about it.

He takes a great deal of liberty with the description of Usa's
alluring youthful beauty ; the erotic pleasures of Hara and Parvati
in the arbour (which reminds us of Mankara’s like deseription) ;
the desperation that grows at its sight in the heart of Usa whose
fancy was already ‘lightly turning to thoughts of love’ for influ-
ence of the springtime; Aniruddha’s sexual pleasures with the
Yaksini Kamaseni in a dream and Usd's erotic dream and
attainment to puberty. As a matter of fact, there are
fine touches of lyricism and sensuousness in the first por-
tions of the Kévya and Usa becomes the central figure
of the action in place of Vana as in the Harivamfe. The
element of lyricism finding an expression in small lyrics is how-
ever gradually lost in the clash and thunder of arms as the action
progresses and the character of Usa almost dwindles into the back-
ground. Love and marriage are the theme : the fall of Vana comes
as a byproduct of the action moving towards that consummation.
However with his heroism and devotion to Hara the demon king
remains an attractive and brilliant character till the last. With
an eye on popularity Pitimbara brings in the character of Usa’s
old nurse, Kokila. This woman warns Vana just after Usa’s birth
that the child will be his ruin and should be therefore thrown into
water as all ill omens have appeared round about the palace in
the wake of its birth. She later on reports Usd's clandestine union
with Aniruddha to Vana, adding that her prediction is coming true.
There are other elements in the work which cater to the taste of
the populace—a play of the supernatural in the main. Some
glimpses of the social conditions of the times are seen in refer-

4. Gait. The Koch Kings of Kamarupa, 1895, p. 15.
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ences to the worship of Gauri and Siva and a passing description
of ceremonial marriage.

Bhégavata Purdna, X.—No date of composition is mentioned
in the body of the work. Pitimbara however says:

Kiamatinagara is a wonderful city, where lives the great
king Visvasimha, His son is Samarasimha by name, who de-
rives much pleasure from the divine sports of Krsna. His
devotion constantly rests at the lotus feet of Krspa. ........
Pitimbara with but a child's intellect, (living )near him made
these verses, celebrating the activities of Krsna™®

In other places Samarasimha is called * Yuvardja' which unmis-
takably refers to Sukladhvaja, better known as Cilirdya. In
Darrang Raj Vamsabali,™ it is stated that during the coronation
ceremony of Malladeva or Naranardyana in Behar (Cooch Behar)
Sukladhvaja was made yuva-nrpati (= yuvardja, ‘ young king')
and was given the name (epithet) Samgramasimha possibly in recog-
nition of his military skill. He is referred to as chota rija all
through Kathd-gurucarita, Pitimbara uses the word Samarasimha
as a variant of ‘ Sargrimasimha’. That Sukladhvaja was a great
devotee of Krsna is seen from the fact that he was later initiated
into Vaisnavism by Sankaradeva. The date of Naraniriyana's
accession to the throne is placed by Gait at about 1540 AD, by
Amanatulla Ahmed at about 1455 of Saka era, that is, 1533 A.D.
So, 1533 can be taken as the upper limil in determining the date
of composition of Pitimbara's Bhigavata Purdna, X. As for the
lower one it cannot, I think, go beyond about 1546 A.D. when
Sankaradeva heard some of its verses recited from memory by
Nardyana Thakura. On the whole, the work belongs to the first
half of the sixteenth century.

It has already been noted how Pitimbara was censured hy
Sankaradeva on account of the note of sensuality obtaining in his
verse rendering of Bhigavata Purdna. His work is more an adap-
tation than translation from the original Purina. He is a story-
teller, narrating episodes from Bhdgavats Purine in a pleasing
manner.

75. Bhégavata, X, MS, Coocch Behar State Library, folio 1, cited in the
Visvabhdrafi Patrikd, V, iv, p. 256.

76, ed. by Hemchandra Goswami, 1817, v. 313. In Assam Buraiiji, DHAS.,
145, p. 43, it is stated that Cilariya got the epithet Samgrimasimha after his
clever escape from Gauda.
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Markandeya Purdna (Candi-ikhyina). —This work also was
composed by Pitambara at the instance of Kumdra Samarasirmha
or Sukladhvaja. But this time the patron prince is complimented
as a great devotee of Bhavéini, and the poet himself makes a crore
of salutes to the goddess in the initial benedictory verses. Pitam-
bara indicates how Sukladhvaja one day expressed regret in the
royal court that none but scholars could understand what was in
the Purdnas as it was garbed in Sanskrit, and how the prince asked
the poet to render it into verses in the language of the land.™ In
the two manuscripts preserved in the State Library of Cooch
Behar, the date of beginning the work of composition is given as
1524 Saka (veda paksa vdna dra Sasdika $akat) or 1602 AD.: but
the date seems to be improbable in view of the facts that Sukla-
dhvaja died in 1492 Saka or 1571 A.D. and that Pitambara’s first
extant work Usd-parinays was written as far back as 1533 AD.
It is quite likely that there might be a scribal mistake in the above
reading and it would be reasonable to suppose this work to have
been written not much later than the date of Naranarayana's
coming to the throne as Pitambara here calls Sukladdhvaja both
‘Kumira’ and ' Samarasirmha’,

In this version Pitimbara gives in simple and direct language
the story of goddess Canpdi and her fight with and victory over
several demans,

Pitambara is one of the most considerable poets of the age.
Probably next to Madhava Kandali he is the most prolific of the
pre-Sankaradeva writers, A scholar of great merit, he is a poet
and musician of no mean degree,

DURGAVARA KAYASTHA

Giti-rimdyana.—The recension of Durgivara’s Giti-ramé-
Yana at present available™ seems to be incomplete. Nothing can
be gathered from it about the identity of the poet. Another work
ascribed to him, Padmd or Manasi Purdna, however provides a
few points of detail. He pays his homage there to king Vi$vasimha,
‘the Master of Kamatd’, his fortyeight queens and eighteen
princely sons. The number of Visvasimha's (king of Koc-Behar)
wives remains unascertained; the princes however are taken to

77. MBS, folio 1, cited in Descriptive Catalogue of Bengali Manuscripts in
the State Library of Cooch Behar, Art No. 8.

78. Durgdvari | Kovivara Durgivard-racita Giti-rdmiyana, ed. Visaya-
candra Vidvasi, Hajo, 1837 Saks. The work is now being re-edited by the
present writer,
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be eighteen or nineteen. The king died in C. 1540 and (as Durga-
vara gives the full number of his sons) the poet must have composed
his Padmé Purina by this date; while Giti-raméyana may be an
earlier work of his, as no patron is mentioned therein, Durgévara
calls himself the son of Sri Kayastha Candradhara. Another per-
son, Bahubala Sikdar, is eulogised and described as a Gandharva
incarnate, a devotee of Padma (Padma-deukar),and one shining
in the family as a milati flower shines among all flowers. The
poet wishes this person a long life (dyv yasa vrddhi hauke candra
divdkara). From this it may well be inferred that this musician
and officer of state (Sikdar —a keeper of fort or town, or a reve-
nue officer) was the poet's patron. It is possiply this Bahubala
Sikdar who was later raised to the rank of a naval officer as Patra
during the reign of king Narandrayana, Visvasimha's son. Durga-
vara lived in the village of Nilicala on the hill of that name,
where ‘resides the demon killer Parvati (Kamidkhya)'— dchaya
parvati asurara ksayankdra. Visvasimha is said to have discovered
the yoni-pitha of Kimakhya in a deserted condition under cover
of a thick jungle in the early years of the sixteenth century; and
the worship there was carried on up till that time by some local
tribal people with offerings of pigs and fowls. Coming to test
and realise the miraculous power of the holy spot, he built a
temple over it.7# Possibly Visvasimha made arrangements for the
worship of Manasa as he did see to the regular administering of
the worship of Kamakhya. It has been one of the special festive
occasions at the place™: The name Durgavara is apparently a
Sakta one. In Manasd Purdnae the poet says that he was secured
by his parents as a boon from all the gods:

prati deva vare putra pdileke pradhina
kavi durgivara gita karild vydkhydna (verse 61).

Durgivara seems also to be a common name for bhétas or wan-
dering minstrels (kavi gdite gila rdjir bhat durgivar™), In Giti-
Réméyena Durgavara does not betray an inclination towards any
particular religious form, although he pays his obeisance to Rama,
several times, in course of the giti-kdvya. He likewise relies on
the blessings of goddess Sarasvati (verses 368, 372, 946) for the

78a. See ante.

78b. Amanatullah Ahmed, p. M.

T8¢c. Maheswar Neog : * Serpent-lore and serpent-worship in Assam’, The
Eastern Anthropologist, vol. IV, nos. 3-4, March-Aug., 1851, p. 158

79. Gopicandrer Gin, CU.,, wvol. I, 1922, p. 57.
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easy flow of his lyrics. Judged by the general trend of the present
work and the indiscriminate use of words like sdranga, gindiva,
murdri, cakrapdni, daitydri, devarije as applied to Rama and his
attributes, he can be taken as a village poet with not much of
classical learning, or with no care to keep conformity to the con-
ventions of seriptures. He has not also possibly seen the Rama-
yana in original Sanskrit and relies on Madhava Kandali’s Assa-
mese version or on his own imagination.

In the version available, the Adi- and Ayodhyi- kindas are
missing, while the Lanka- and Uttara-kindas are treated quite
summarily. It is very much possible that the first two cantos have
been lost in the march of centuries or not written at all: the
Aranya-kiinda begins with a mention of the Ayodhya-kanda:

ayodhyd kandara kathd bhaila samdpati
aranya kindara kathd funiyo samprati.

Regrettably enough, the five lyrics of the missing cantos have
slipped out of publi¢ memory as well, and the present writer has
been able to get hold of the following single one (incomplete)®
from Durgivara's Ayodhya-kanda describing Rama, Laksmana
and Sitas’ setting out for exile,

mayo bane yad svdmi (he)
a spdmi nakaerd nairdsa
tomdre lagate spdmi
khatim banabisa (he)

opare stiruyar chatd

tale tapta bdli (he rima)
kimate calibd sitd
sulkomala bhari (le)

dge pdiba ramacandra
madhyata jinalki (he rima)
tara piche eali ydiba
laksmana sirathi (he)
dandakd banate dche

simha bydghra ati (he rama)
kimate calibd sitd

nari bhirumati (he).

80. Through the kind courtesy of the poetess, Sm, Nalinihila Devi.
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o (Sith says:)
1 shall also go to the forest, O lord,
O lord, disappoint me not,
With thee, O lord,
Shall T suffer exile,

(Réama says:)
Up above is the burning sphere of the sun
and heated sand below ;
how shalt thou walk on, O Sita
thou hast got but delicate feet.

(Sita says:)
Ramaecandra will march first,
Janaki in the middle, ;
behind them will step out
Laksmana, (our) main prop.

(Réma says:)
There in the Dandaka forest abdund
lions and tigers;
how shall thou go, O Sita
thou art but a timid lass. »

With all its original lyrical beauty Giti-r@mdyana is for the
most part only a popular version 6f Madhava Kandali's work,
meant for the use of the ojd of ojd-pali chorus. The narration of
the story is sometimes scrappy and disjointed ; but then the gaps
could be filled up by the ojd or ddind-pdli. Some passages, especi-
ally in the paydra or dérdinary verse portions, are identically the
same as in Kandali. Durgivara sometimes drops some lines from
Kandali and sometimes adds to them. Some of Kandali's verses
are set to tune (rdga) with the addition of musieal quantities like
e or he.® Sometimes the metre is changed with some slight altera-
tion in the wording®? or a new rhyming is introduced® In places
there are minor changes effected, which however are not sufficient
to hide the loans from view (eg.).

rudhira-lepita vdna bdjo haiyd gaili—Durgivara
nile dekhilanta béali rdjd@ra niryyina
fjuriyd kddhilanta raghavera vine—Kandali,

gl eg, vv. 603-10,
82 eg, vv. 587-52, 681-00.
83. eg., vv. 662
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The marvellous idiomatic expressions of Kandali are always found
wanting in Durgivara. While some archaic words like lagdibanti,
karilanti are left in Durgavara's work as a legacy from Kandali:
others are substituted by new ones (eg. pisarild, verse 674, in
place of palampila).

In the Aranya-kianda, Durgivara describes the abduction of Sita
after relating a few episodes of his own invention: Sitd’s offering
pinda (food) to the deceased Dasaratha; Sitd's cursing the
Moon, the Sun, the Air, the Earth, the river Phalgu and the Brah-
manas for false deposition before Rima; Rama and Sitd’s playing
at dice; creation of Ayodhya in the forest with the help of magic;
and the Ayodhyi people’s performance of the Caitra-caturdasi
festival. There are in the telling of the story other minor devia-
tions from the original Sanskrit and Madhava Kandali’s rendering.
The meeting of Riavana and the hird Supariva after the abduction
of Sita is not found in Kandali and is introduced by Durgivara.
The lyricist moreover makes Siirpanakha appear with her diaboli-
cally enchanting beauty before Rima and Laksmana on the Citra-
kiita hill on the bank of the Candrabhsga in place of in Paficavati
hermitage in the forest of Dandaka. In Kandali S a's
nose and ears are cut off by Laksmana when she rushes at Siti
seeking to devour her, but in Durgivara Laksmana does this as
soon as that demon beauty approaches him for love or lust. In
Kandali, Siirpanakha, with her nose and ears lopped off, runs to
the demons Khara and Diisana and after their death at the hands of
Réma and Laksmana to Rivana. Durgivara's Siirpanakha goes
straight to Ravana, who then summons Khara, Diisana and Tridiras
to fight with the two men. Marica’s suggestion of the way to take
away Sitd, her having to remain within a marked-out circle, her
calling Révana father just in order to escape from his evil design
on her, Rima and Laksmana’s asking a heron of the whereabouts
of Sita, etc. are other points of divergence from Kandali's Ramd-
yana. Thus in the Aranya-kiinda which on the whole covers more
than half the Kivya Durgdvara steers much clear of Kandali’s in-
fluences in language, contents and method of treatment of the sub-
ject and proceeds with the story in an independent manner, But
this is not the case with the other cantos.

The Kiskindhya-kénda of Durgavara relates how Rima con-
tracted friendship with five monkey chiefs, Sugriva, Haniimin and
others, and how he killed the monkey king Bali in an unfair way.
Durgéivara’s verses differ not much from Kandali. His Sundari-
kiinda looks like a summary of Kandali’s account, He keeps close

L3
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to the greater poet even where he reproduces the story in his own
language, The Lankd-kinda is dealt with swnmarily in a few
verses; Durgivara is a lyricist singing of the more delicate emotions
of the human heart and the description of war does not seem to be
his forte. He is again in his own when he comes to the fire ordeal
of Sitd and finds an appropriate subject for his treatment. He
again takes to lyricising Kandali. In the words of Sitd's reply to
Rama’s announcement of the harsh decision to throw her away™
Kandali's sweeping lines are shortened into a crisp metre to echo
Sitd’s tense emotions. Durgavara then skips over the appearance
of Dasaratha's spirit and comes to Rfima's coronation in Ayodhya
with which eoncludes this handy version of the Ramayana,

There is always an attempt at abridging the Kdvya (samksepe
racild gita kavi durgivara).® But the poet's imagination freely
revels in the pathetic portions of the story and the thought of
minimising is then set aside, Especially in the Aranya-kénda he
takes a great amount of freedom in the treatment of the subject, the
construction and sequence of events in the plot. There he appears
in the true colours of a village minstrel, who has to appeal to the
sentiment of common village folk with high-pitched pathos rather
than with high-strung logic or philosophy or soaring imagination.
No philosophical interpretation is therefore given to the action of
Rima, an incarnation of the supreme Godhead, Ra3ma is an ordinary
human being, swept away at all times by human weakness and fail-
ings. Miracles are always a part of story-telling as is the case here,
but Rima does not cease to be a weak man all the same. When
he misses her in the sylvan cottage, he suspects her character, even
though momentarily as a passing thought, as of a common unchaste
woman. Even the much obedient and self-sacrificing Laksmana
does not escape his suspicion. He is all beside himself and bewails
like a mad man or a child. He asks the heron and the peepul tree
of Sitd's news, flies into anger and gets ready to kill Jatayu, wants
to destroy the celestial worlds at the heron's words, mistakes the
night for the day. He even thinks of poisoning himself to death and
goes into a swoon. The divine in him is, as it were, temporarily in
abeyance. Durgivara's Rima even casts a longing lingering look
behind at his lost kingdom, and later, when he brings Sita safe from
Lankd, he says that he did this not for getting her back into his
bosom, but to escape slur on his valour® Sita’s heart-broken reply
tothis is:

B4. wv, 016 et seq.
85, w. 805,
BA. wvv. DOGfT
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itare ndrire sama dekhild
natara notuni yena anycjane dili

o Thou considerest me to be a common woman and, like a
dancing man giving away his dancing wife, seekest to dispose me
on others s

Durgavara works up some delicately sensuous touches when
Rama is reminded of his associations with Sitd by the humming
black-bees®” and the fair banks of Campéa-sarovara bedecked with
all the flowers.8

A local custom of those days is in evidence when after the
creation of a magic Ayodhya, Rima, Laksmana and Sitd perform
the Ceitra-caturda$i feslival, in the company of the citizens of
Ayodhya® The performance is described as follows :

Rama was very happy and put on various apparels and
flowers. He placed mddhavi flowers on his head. He looked
charming with these and scented himself with uguru and
candana. He placed on his body such ornaments as kankana,
keyiira, chains and tinkling ballets. Laksmana and Sita also
dressed themselves beautifully, With all this luxury their
minds were charmed by Madana (Cupid). Srirama, Laksmana,
Sitd and the Ayodhya people took pitchers in their hands.
They began to play the Caitra caturdasi and went round and
round.

The Caitra Caturdasi festival is performed in honour of the
god of love, Madana or Kamadeva at the fourteenth night of the
bright half of the month of Caitra. About ten miles to the north of
Gaubhati is the venue of a massive temple now in ruins, dedicated to
that god, on a small hill. The god with the consort Rati
is still worshipped there under a small shed. This warship
is a branch of the Siva<akti cult and seems to have been
widely carried on in the days of Durgavara. A later descrip-
tion of the worship of Kamadeva, is found in Tripurd Burafiji
(early 18th century). Durgivara moreover mentions that at the
time of the fire ordeal Sitd bowed to the Sun god with folded hands
and worshipped Brahmi, Visnu and Mahe$a mentally.® Yogini

£88S
3
=
8



60 ASPECTS OF EARLY ASSAMESE LITERATURE

Tantra® refers to the worship of this Hindu trinity on a lake
called Baranasi, seven dhanus to the east of lake Apunarbhava of
Hajo on the Caitra Kdmatrayodasi day. This seems to be a special
reference to the contemporary wvogue of worshipping the Sun.
Belief in astrology was common in those days, and Durghvara’s
Rama believes that such a piece of ill luck as having to lose Sita is
the influence of some evil star®! The evil influence of Saturn and
the mildness of the Moon are also under referencef

Durgavara excels as a wriler of lyries, most of which are of
the pathetic sentiment. The sweet and plaintive ahira riga seems to
be the poet's favourite tune. The hest lyrics in the Kéavya are
deeply pathetic, and consist of the bewailings of Sita, Rama, Tard
and others, As in a true lyric the descriptions of the human body
(Stirpanakh or Sitd) or an animal (golden deer) are put forth
in a few suggestive lines, which give the idea of fine engravings of
a cameo. The magic city of Ayodhyd and the Madana-Caturdasi
festival are also painted with a few clear strokes. The description
of the fight between Ravana and Jafayu is also remarkable for its
power.

SONGS OF MANASA WORSHIP

In Assam Manasi, Visahari, Padmavati, or Marai, is worshipped
in the districts of Goalpara and Kamrip and the subdivision of
Mangaldai. This serpent godling attracls her votaries from all
classes of people from Brahmanas to the lowest in the social grade.
Even Muhammedans can and do join o0jd-pli choruses to sing the
songs of Manasi during her worship. It is not clear how and
where the Manasi cult originated, but traces of serpent worship
have been noted among different tribes of Assam, the Khasis, the
Meitheis (Manipuris), the Mishmis, the Hajangs and Rabhas, The
story of Manasi and Saiva merchant Candradhara, later converted
to the cult of Manasi, seems only to indicate the history of late ad-
mission of a non-Aryan godling into the Hindu pantheon. She is
worshipped during the four rainy months of the year, Asidha,
Srivana, Bhadra and Asvina. The poet Mankara lays down that
she should be worshipped for four days in the month of &rivana
(July-August). He also says that the goddess is to be placed on a
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maiica (altar) and worshipped day and mght while the four rainy
months continue, In her earthen image Nagas (serpents) consti-
tute her seat; Nagas are her costume and Nigas form her tiara. She
can be worshipped in an earthen pot with siju twigs (a kind of
Euphorbia) put in it, with hundred-petalled lotuses. Singing of
songs of the goddess and dancing of the deodhani (lit., woman of
god) and, sometimes her male counterpart the deodhd forms an
attractive feature of the performance, which generally continues
for four days but sometimes for a longer period.® There is a large
mass of mantras in Assamese, the utterance of which is believed to
have the efficacy of curing a man of snake-hite.

The following is a sketch of the story of Manasa as told by the
Manasa poets ;

One day the great god Siva saw a pair of $riphala fruits (Aegle
marmelos) and much intoxicated with smoking of hemp, he
imagined them to be the breasts of his young wife Candi, was
sensually disturbed within, and released a quantity of semen on a
lotus leaf. From that creative fluid on the lotus leaf sprang up a
beautiful godling with four arms and three eyes. Born out of
Siva's mental disturbance and on a lotus leaf, she came to be known
as Manasi, Padmévati or Padma. Vasuki, the king of snakes en-
dowed her with poison and provided her with Niigas as attendants.
Hence her name Visahari and her association with snakes, Vasuki
sent her to her father Siva’s place, where she had the misfortune
of meeting her step-mother Candi, who out of petty jealousy gave
her some blows and blinded one of her eyes with strokes of her
bangles. Siva took compassion on the hapless child and gave her
in marriage to sage Jaratkdru. The eccentric sage however desert-
ed her on a very slight provocation. Before leaving, he thumped
with his hands Padmé’s womb, as a result of which a child, Astika,
was born to her.

Candradhara, the king and merchant of the rich Campakana-
gara, was a devout worshipper of Lord Siva, When he was away
from home on a trade voyage, his wife Saneka or Sopeka worship-
ped Manasa with a view to getting back her husband soon. Candi
instigated the merchant against Manasa and gave him a gold stick
to strike her antagonist with. Candradhara hastened home and threw
away all the things of Manasa worship, Thus bhegan the enmity

83. M. Neog: ‘ Serpent-lore and serpent-worship in Assam', The Eastern
Anthropologist, IV, 3 and 4, pp. 151-57,



62 ASPECTS OF EARLY ASSAMESE LITERATURE

between a goddess and a mortal man. Padmd had Candradhara’s
six sons and Sankha Oja, the great physician of snake-bite, done
to temporary death by Siva's permission, The merchant’s fourteen
ships, loaded with the richest merchandise, were also sunk and
kept under sea water. But Candradhara would not bend.

Padma got the souls of Usa and Aniruddha on loan from heaven
for twelve years and had them born on earth as Beuld, daughter of
king S&he or Chiahe of Ujani-rijya, and Lakhindira, the seventh
son of Cinda Saud. Padmi one day took the form of a Brahmana
widow and found out an excuse with Beulé to curse the latter thus:
*“Thou shalt be a widow like myself on the night following thy
marriage.” Beuld was married in course of time to Lakhindara. In
spite of their being confined within a house ail wrought of iron,
Lakhindara was bitten by the venomous snake Kali or Kaliya at
the accursed hour.

With the permission of Canda and Saneka, Beula started on
her journey of quest for Lakhindara's soul on a raft floating down
the sea. She took with her, her husband's dead body which melted
away on the way, She reached the heavenly regions and per-
formed a dance in the assembly of the gods. All the gods were
much pleased and impressed and asked Padma to give back the
danseuse her husband, Padma agreed to do this on condition that
Cénda would adore her. Beula returned home not only with Lak-
hindéra but with his six elder brothers and Canda’s fourteen ships
full with cargo. Overcome with joy and the grace of Manasa, Can-
dradhara at first consented to worship the goddess only with the
left hand and with his face turned away from her. But when time
came, he faced the deity and poured lotus flowers at her feet with
both the hands joined together,

There are three chief Manasi poets, whose songs are sung at
the time of worship—Mankara, Durgdvara and Sukavi Nariyana-
deva. Their verses are popularly known as Mankari Durgivari
and Sukananni (Sukavinirayani) respectively. Nardyanadeva be-
longs to later times and is believed to have been a court-poet of
king Balinarayana alias Dharmanariyana of Darangi-rijya (early
seventeenth century).® The imposing name Padmd Purdna is
applied to the works of all the three poets, although the writings
do not conform to the accepted definition of a Purdina; nor are they
written in the Sanskrit language like the literature of the name,

B4, ibid,
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Mankara—Mankara seems to be the first Assamese Manasa
poet, In his benedictory verses he sings of king JalpeSvara and the
king of Kamata (kamatdir rdji bando rija jalpesvara) and of
the people of the town of Jalpeévara, a second Amardvati in wealth
and splendour. There is a very small percentage of Persian words,
like bdzdr to be traced in his vocabulary. King Jalpe$vara was a
king of Kamariipa ; and his capital was Jalpeévara, modern Jalpai-
guri. He was a Saiva and built a temple to Siva, called Jalpes-
vara® In Skanda Purdna, Avanitya Khanda, ch. 66, there is the
story of a Saiva king Jalpa. Kalikd Purina, ch. 80, speaks of Jal-
pisa Siva, to whose protection the Ksatriyas, scared by Parasurama,
surrendered themselves® This Purdna is a work of the tenth
century A.D. If the temple and the presiding deity are consi-
dered as named after its founder, king Jalpesvara, he must be a
very early king. The kingdom of Kamata with its capital Kamata-
pura was established by Niladhvaja the first Khen or Khyin
king, whose grandson Nilambara was overthrown by Hussain Shah
in 1496. AD. The name Kamati seems to have heen used by the
Koc kings of Koc Behar of the sixteenth century for their king-
dom.®” There is a wonderfully striking similarity between Man-
kara's salutations to ‘ a hundred queens and eighteen princes’ and
Durgivara's reference to ViSvasimha’s ‘foriy-eight queens and
eighteen princes'® This leads us to suspect that kamatdir vdji
(king of Kamati) and »djd jalpesvara (King of Jalpesvara) is the
same monarch who is none other than Visvasimha, who was the
master of the capital city Kamatd-nagara and the region repre-
sented by modern Jalpaiguri district.?® So it will not perhaps
be wide of the mark to take Mankara as a poetof Kamata
(western Assam) of the early sixteenth century. His langu-
age is of a popular cast and represents the tongue of Goil-
para and Eamrip at the first impact of Islamic languages.
The marriage-rites as described by the poet conform to those
of this region. Koc people (Koc-Kocani) are constantly under
reference and there is the mention of a musical instrument
gomdnd, which is in general use among the Bodos. The poet seems
to be a votary of Manasa ; but he also bows to the gods Nirayana,

-

85, Gunabhiram Barua, Asfm Burgdiji, 1900, p. 43

86. B. Kakati, The Mother Goddess Kamikhyd, §§ 11-12.

97. Gait, History of Assam, 2nd ed, pp. 42 ff.

98. See ante,

89. This would make Mankara and Durgivara contemporary, which is
not otherwise unlikely. Different sources differ on the point of the number
of Vifvasirhha's wives,
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Brahma, Ganga, Parvati, Kamakhya of Kamarupa, and the Nagas
of Patala among others. He also pays his obeisance to the Lauhitya
(Brahmaputra). There is a reference to the Buddha (bauddha-
riipa). Some words like kadam-tal, Dvdrakipuri, Vrndivana, ete.
point to the prevalence of the Krsna-lore at the time. Mankara
was a village poet and minstrel, singing his Manasi songs with
little eymbals in his hands. His language is simple and direct;
there is an easy flow of imagination and of music. The erotic ele-
ment is somewhat prominent particularly in the deseription of the
gandharva marriage of Hara and Gauri. A crude humour is in
evidence when the wife of the hermit Hemanta attempts falsely
to stage her giving birth to a child (Durgs), actually found by the
sage floating on sea waters in an iron pitcher, or when Siva is
suspected of enjoying the illicit company of Koc women. Mankara
deals with the following topics : cosmology, the origin of gods, up-
bringing of Gauri in the hermitage of sage Hemanta, her marriage
with Siva, the birth of Padmivati from Siva's semen but from no
womb, the origin of the Manasi cult.

Durgivara,— Durgivara is a more cultured and dignified poet
than Mankara. He is also the more skilled in the art of poesy.
His songs are sung in K&makhya by the oji-pili during the wor-
ship of Manasd, They are each set to a particular classical Indian
riiga, which is indicated at the top. Durgivara’s description of
action, of human form, and of natural scenery are powerful ; there
is a note of realism in them. The story of Beuli and Lakhindira
constitutes his main subject-matter.}®

100. Bhiratchandra Das, Asamipd Sdhityer Burediji, Manasi Sikha,
Gauhati, 149. B. K. Barua ond 5. N. Sarma, ed, Mankeri dru Durgdvari
(Manasi songs of Mankara and Durgivara), 1952,



SANKARADEVA: HIS POETICAL WORKS

BY
B. K. Barva

SeCTION 1
LIFE OF SANKARADEVA

During the fourteenth and the fifteenth centuries India had seen
an outburst in the fields of religion and society. A new religion
was founded on the liberal doctrine of Bhakti as revealed in the
Bhagavate Purdnga. It was a progressive and democrative move-
ment which laid emphasis on the unity of the Godhead, stood against
excessive ritualism, preached a faith based on constant devotion,
fought against caste prejudices and stressed on the equality of
man. Several saints of great endowments appeared in various pro-
vinces to carry the gospels of the new faith to the masses by render-
ing the Sanskrit Purdnas into regional languages. Of these saints,
Raménanda, a Brahmana of Allahabad, was the most impressive
figure and occupied the first place in point of time (1400-1470 A.D.).
He worshipped Rama and preached his doctrine in Hindi. Kabir
(1440-1518 A.D.) was one of his chief disciples. Another eminent
leader of the movement was Vallabhacharya (1479-1531 AD.) a
Brihmana of the Telugu country. He worshipped Krsna and pro-
pagated his doctrine in the south. In Mahardstra the religion of
Bhakti was preached by Namadeva (1400-1430 AD.) who was a
tailor by caste. In Bengal arose the notable saint Chaitanya (1485-
1533 AD.), born of a learned Brihmana family of Nadia. In Assam
appeared the many gifted Sankaradeva (1449-1569 A.D.), a Sidra
by caste, who shaped the religious, social, cultural, and literary life
of the people of the province for ages to come.

At the time of Sankaradeva's appearance, Assam was poli-
tically divided into a number of independent principalities. The
Chutiyas ruled over the easternmost region of the country while
the south-east was under the Kacharis. West of the Chutiyis and
of the Kachéris on the south were the domains of some petty chiefs
called Bhuy@is. To the extreme west was situated the kingdom of
Kamata, which later on came to be known as Cooch Behar and was
under the domination of the Koch kings. The rest of the Brahma-
putra Valley was ruled by the Ahoms. Thus contending political
forces worked to separate the Assamese people from one another.
In such an age Sankaradeva became a cementing force; with an

L8
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all-embracing faith and a common national language he carved out
a way for the cultural, spiritual and linguistic growth of Assam.
Patronage received from some of the rulers of these states greatly
advanced the cause of the new faith and though primarily a reli-
gious movement it led on to manifold expressions in art and litera-
ture. The Koch rulers patronised scholars to translate the Mahd-
bharata and the Purinas. The Ahom kings also greatly encouraged
literary activities and made it possible to create a new type of his-
torical prose known as Buraiijis.

Sankara was born (1449-1569) in a Bhuyi family at Alipukhuri
a place about sixteen miles from the present town of Nowgong, on
the south bank of the Brahmaputra. The Bhuyis were at that
time a very important people holding landed estates and enjoying
other privileges from the king. Sankara’s family was called the
Siromani Bhuy3, being the chief among the Bhuy#s. His father
was Kusumbara. Sankara's mother died within three days of his
birth, and he was brought up by his grandmother Khersiiti. When
Sankara was twelve years old he was sent to a village school main-
tained by Mahendra Kandali, an erudite Sanskrit scholar.

The earlier years of Sankara’s life were spent in hard study and
preparation. His scholarship in Sanskrit and knowledge of the
scriptures were well revealed in the number of translations and
adaptations he made in Assamese in the later years of his life. He
compiled a work on Vaisnavism in Sanskrit styled Bhakti Ratnd-
kara, and also composed many Sanskrit verses that were incorpo-
rated in his plays. His imaginative power and extraordinary intel-
lect were well displayed even in his school days. Just after learn-
ing his alphabet, Sarikara composed an exquisite poem made up
of consonantal wordings without the addition of any vowel sounds
except the first. During this period he also composed a little kivya
Harifcandra Updkhydna.

Sankara completed his study at the age of twenty-two and
came out a finished scholar. Soon after his return from school
official responsibilities of managing the family estates fell upon his
shoulder. Now he was also married to Siryavati, a Kayastha girl.
Suryavati died four years after her marriage leaving a girl. During
this time Sarikara lost his father. These two bereavements filled
his youthful mind with overwhelming sorrow and he even con-
templated renouncing the world. After giving his daughter in
marriage, Sanikara set out on a long and extensive pilgrimage
(1541 AD.). He was accompanied by about seventeen companions
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including his former Guru Mahendra Kandali. The detailed ac-
count of this pilgrimage has been recorded in the hiographies of
Sankaradeva, compiled by his disciples. He visited most of the
sacred places and temples of northern and southern India. Among
the important places and temples that he saw were Gaya, Puri,
Vrindavana, Mathurd, Dvaraka, Kagi, Prayiga, Sitakunda, Vara-
hakunda, Ayodhya and Vadarikiframa. At these holy places he
came into contact with Vaispavite teachers of various schools, and
entered with them into many learned and theological discussions. The
results of these discussions and the influences they exercised over
his mind were reflected in the Vaisnavite movement which he sub-
sequently started in Assam. After twelve years of such wandering
through many sacred seminaries of Vaisnavite learning, Sankara-
deva returned home a much-travelled man, acquiring firsthand
knowledge of Vaisnavite theology, texts, mode of worship, and
management of institutions,

Soon after his return, Sarikara married again and removed his
residence from Alipukhuri to a near-about village, Bardova.! Now
his mission of life took a definite shape; he started with fresh im-
petus and vigorous enthusiasm his religious movement for mass
conversion. At Bardova, he set up a Satra (monastery), erected a
Namghara, village-hall for daily devotion, and a place for commu-
nity singing and held there religious discourses. Around him, he
collected a group of devout disciples, and held daily devotional re-
citations known as Ndma kirtana. The religious activities of San-
karadeva however, did not end in teaching, preaching, and win-
ning converts; in songs, poems and plays he created a popular
Vaisnavite literature in Assamese. .

At the age of sixty-seven (1516 A.D.) Sankaradeva had to
leave his ancestral residence at Bardovi owing to the occasional
disturbances created by the neighbouring Kachari king and his
subjects. He therefrom removed to Gan-mau and then to Dhuva-
hita, a place on the north bank of the Brahmaputra, For about
fourteen years he resided at Dhuviahiti, and his stay here was
marked by two important incidents. The first was the conversion
of a famous Sakta scholar Midhava Deva, who later on became the
greatest apostle and the most redoubtable exponent of the tenets

1. It should be noted that Sankaradeva did neither advocate a religion
of extreme asceticism nor complete renunciation of family life. He realised
that men and women have to live in the world and to pursue their profes-
sions. His religion is therefore more suited to the householders.
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of Sankara. The second incident relates to Sankaradeva's en-
counter with the Ahém king Suhummung. The Brihmanas ac-
cused Sankara before the Ahom king of preaching an unorthodox
religion and one not envisaged by the Vedas. The Ahom king sum-
moned Sankara to argue with the Brahmanas of his court. Sankara
defeated them and got off from the trial with credit. Sankara,
however, felt that his life would be unsafe in Ahom territory and
so left the place. He then journeyed to Barpeta (1543 AD.), a
place in the present district of Kamrup, then under the Koch king
of Cooch Behar. In Barpeta he laid the foundation of a Satra,
erected a Namghara and began propagating his faith. He spent the
remaining years of his life in Barpeta in comparative peace. The
major portion of his writings namely the songs, dramas and kiavyas
were composed here. After three years (1546 AD.) of stay in
Barpeta, Sankaradeva set out again on a pilgrimage at the old
age of ninetyseven. He was accompanied by one hundred and
twenty devotees, During this journey he met Chaitanya Deva at
Puri, and contacted the grand-daughter of Kabir.

On return Sankara resumed his customary works of prayer,
meditation and Nama-kirtana, and gave religious instructions to the
people, During this period, he paid occasional visits to the court
of the Koch king at Cooch Behar at the invitation of the king. He
passed away at Cooch Behar in 1569 A.D. on one of such visits.1a

Section II
POETRY

Besides producing far-reaching religious and social effects, the
Sankarite movement gave a great impetus to the development of
learning and literature in Assam. Sankaradeva, though a re-
markable Sanskrit scholar, wrote mainly in Assamese, the living
language of the people, with the aim of making the Sanskrit lore
accessible to the uneducated masses. He himself composed a large
number of texts, consisting of translations, commentaries, and ori-
ginal works to expound his creed. These writings had also their
practical utility. They were constantly required for regulation of
duties. His literary works may be divided into three classes, poetry,
songs and drama.

1n. For fuller blographical account see B. Kakati's Saikaradera, Madras,
now included in From Chaitanyn to Vivekananda.
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Sankaradeva drew inspiration chiefly from the Bhagavata®
which was described as the Sun amidst the Purinas com-
prising as it does the essence of Vedanta philosophy (Purina siirya
mahd Bhagavata Vedantaro ito paramatativa). An early attempt
was, therefore, made to translate the book into Assamese. It was
really a very bold and extraordinary undertaking to render into a
provincial language a venerable text written in the grand style of
a classical tongue. In this connection it is interesting to note that
Sarikaradeva was accused before the Koch king Naranardyana
by the Brihmanas as he read, taught and translated the Bhagavata.

The translation of the entire text was not a light job for one
man; so Sankaradeva allotted different sections for translation to
his different disciples. He himself undertook the rendering of
the major portion, namely Books, I, II, ITI, VII, VIII, IX, X and
Book XII3

The rendering of the Bhdgavata marks an era of renaissance
in Assamese poetry; its literary influence on Sankarite literature
was manifold and immense and proved a shaping force upon Saii-
kara’s writings. Sankaradeva was not only indebted to the Bhiga-
vata for its Krsndite legends but also for literary forms, expressions
and traditions. Sanikara translated the Bhagavata not only into As-
samese words, but into Assamese idioms, For example, take the
following verses from the original :

2, A miraculous story is told by his biographers about Safkaradeva's
coming across with the Bhdgavate Puring. A Brihmana pundit of Tirhut
named Jagadifa Mifra went to Purl to rend out the Bhégavats Purfina
in the temple. In a dream, the Brihmgna received a mandate from
Jaganndtha to the effect that he should proceed to Kamariipa and read out
the Bhigavatas to Sankaradeva. The Brihmana searched out Sankara at
Bardovd and read out the book before him. When his mission of reading
out all the twelve books of the Bhipavata closed after a year the Brihmamna
died. It should, however, be noted that Sanknradeva began the translation
of the Bhigavata before meeting Jagadisa Misra. The Brihmana probably
assisted him in solving some knotty problems of the original Sanskrit text
with the help of Sridharasvimi's commentary,

3. The entire Bhdgavata Purdna was reduced into Assamese verse by the
joint efforts of several contemporary poets. Besides Sankaradevs other
writers who undertook the translation of different sections were Ananta
Kandali (Books IV, VI and a section of Book X), Kesavacarana (Books VII
and IX), Guopilacarana Dvija (Book I}, Kavi Kalipacandra (Sections of
Bock IV), &1 Visnu Bhirati (Sections of Book IV), Ratndkara Miéra (Sec-
tions of Book IV), Sricandra Deva (Sections of Book IV), Anirudha Kiyastha
(Smﬂmnfﬂthnnd?}l,nndHnﬂ (Sections of Book V). All the Books
dh&mwrﬂmnfthﬂhﬂguunmﬁﬂmhmbunpubwlnm
volume by $ri Harinarayans Dutta Barua, Nalbari.
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Evam sa bhagavin Krsno vrnddvanacareh kvacit |
Yayeu Ramamrte rdjan kalindim sakhibhivrtah ||
Atha gavadca gopasca niddghatdpa piditah |
Dugtam jalam papustasydstrsirttd visadisitam ||
10,/15/47-48

and compare them with Sankara’s translation:

Dineka Govindadeva Baloka lagata nalai
dpuni melild save gdi |
Gopa sifu sava same Jamundra tire tire
dhanugana phuranta cardi ||
Jestha mdsara ghora raudre pidileka ati
eko dra trgita najéni |
kilira hradate mami nirantare gary gopa

plraiméne pile visapdni ||
10/10985.

To make the passage more clear and homely the poet rendered
the expressions sakhibhivrtah and niddgha-tapapiditah respectively
as gopafifusava same and jesthe mdsara ghora raudre pidileka ati.
For in Assam, Jaistha is particularly significant as a month of ex-
treme hot days when pools and rivulets dry up and grasses in the
field are scorched by the hot sun.

Sanikaradeva’s translations in this way are of an interpreta-
tive character. The poet had access to and utilised other Purénas
or commentaries in making the Assamese version. For instance,
we may refer to Sankaradeva’s allusion to the Kadamba tree on
the bank of the Kaliva lake having been touched by the feet of
Garuda where the bird rested while carrying nectar. This
incident, small though it is, is not in the Bhagavata; our author
probably introduced it from other sources. In this way his trans-
lation endeavours to elaborate, and to illustrate, the different ideas
and episodes of the original Sanskrit texts perfectly in homely and
direct Assamese style so that even an illiterate man can appreciate
and understand. The Assamese version of the Bhdgavata is,
therefore, looked upon both as text and commentary of the
original.

Although intended for the common people, his translation was
admired by scholars also. Regarding its popularity Sankaradeva’s
biographer Bhiisana Dvija records an illuminating incident, Kantha-
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bhusana, an Assamese Brahmana, went to Banaras to study Vedanta
philosophy under a Sannyési named Brahmananda, Brahmananda
one day read out to his students some Slokas from the Bhagavata
Purdna, but the students understanding not a single verse of it
remained silent. Brahmananda, however, was surprised to find
that his Assamese student explained the $lokas without any aid
from the teacher. Being interrogated Kanthabhisana replied that
he was already acquainted with the Assamese version of the text
made by Sankaradeva which was written in so simple, expressive
and convincing a style that even a woman or a Siidra could under-
stand it4

Of all the books of the Bhagavata, the Adi Dasama, the first
part of Book X, is very popular, This Book describes the inci-
dents of Krsna's early life, such as child Krsna's killing of different
demons, his playing at games and tending of cattle with his friends
in the fields and woods, his stealing of butter, milk and curd, and
quarrel with the milk-maids, and the various chastisements he had
from his foster-mother Yasoda. Though permeated with religious
emotion, the Dafama gives an intensely human and realistic picture
of child life, a mother’s love and grief for her little son, response to
Nature, and other poetic embelishments that eternally move the
human heart. It should however be noted that unlike the Vaisna-
vite literature of other provinces Radha does not appear in these

scenes and further she is not even a character in Sankarite litera-
ture,

The Bhdgavata was an inexhaustible source from which
Sankaradeva drew again and again. Besides the translation, he
composed a large number of other books with material from this
Puréna. His Nimi Nave Samvida is a doctrinal treatise based on
Book XI of the Bhdgavata (Nava siddha kathé ito ebidasa skand-
dha). Narada here recounts before Vasudeva the discussions which
took place between king Nimi and the nine sages, Kavi, Havi, Anta-
riksa, Prabuddha, Pippalayana, Avihorta, Drévida, Camasa and Ka-
rabhajana on nine different doctrinal points. Each sage expounds
one of these problems put to him by the king, namely, the nature
of the Bhdgavata religion, Bhakti, Mays, way of escape from Maya,
Brahmayoga and Karmayoga, demerits of an uninitiated
(Abhakta), and nature of Avatira, Here some of the abstruse
metaphysical problems are expounded in the Assamese language.

4 Sri $ri Swikaradeva by Bhiisana Dvija, edited by Durgadhara Barka-
kati, Jorhat, 1925, p. 144 7.
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From its very nature, the work does not strive to reach any high
level of poetry, though some of its verses bear mark of literary
accomplishments, The merits of Bhakti are expressed in splendid
and popular similes:

Bhaje Madhavaka ndma smare sarvaksana |
Ekebire sije tara tini prayojana ||
Prathame opaje prema laksana bhakati |
Grha $arirate piche mile birakati ||
Premara dspada Krsna miirti spirti haya |
Eke kile mile dsi sampada tritaya ||
Atisaya ksudhdta bhujanta yena mate |
Sije tini prayojana pratyekae grasate ||
Hove tusta deha puste ksudhd guchi yiya |
Prema bhakatira vaji Sund abhiprdya ||
Alpa bhakatita hove prema ati pusta |
Kiiicite bhojane yena kichumdna tusta |[*

“ He who takes to the name of Madhava and meditates on it
finds all his three needs fulfilled at the same time.

First he finds a seizing of love, the sign of devotion,

then an indifference to his household and his body,

an appreciation grows of the image of Krsna, the object of love.
These three assets come to one at a time,

as if one finds food when one is extremely hungry,

and finds a fulfilment of one’s three needs at each morsel :

one is pleased, one’s body is restored, and hunger itself disappears.
Listen, O king, to the nature of love and devotion;

even a little of devotion sustains love well,

just as little food satisfies some.”

More homely and attractive are the following couplets :

Yena pitr sisuke lidu lobha diyayae |

Tika paibo buli §isu ausadha pivaye ||
Piche khanda liduve garbharo roga hare |
Sehi mate ajidani vedara §iksi dhare ||
Piche Vede bole era isava kimand |
Niskame karibi eka Krsnata arpend |

5. Navasiddha-Samvéda, published by Sri Tirthanatha Goswami, Dhalars
Satra,
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“Just as the father tempts the child with a sweet-ball and the
child in expectation of it swallows the medicine, later a fragment
of the sweet-ball cures it of all its ailments, so the ignorant takes
to the love of the Vedas; later the Vedas say, Leave these desires:
without attachment do you dedicate yourself to Krsna.”

His Bhakti Pradipa® also analyses the various elements that
constitute Bhakti. Though the work is said to have been compiled
from the Garuda Purdna, in fact its contents tally more with the
materials of Book XI of the Bhdgavata, Here Arjuna puts to Krsna
the following questions :

Hena $uni Dhanafjaye sudhild dundi |
Bhakatisi bhaild yeve moksara updya ||
Kimate bhakati kare kimate laksana |
Kahiyoko hauka mora janma-nivdrana ||
Kona vidhi karibeka bhakati tomdta |
Kenaba praydsa dche kahiyo amata ||
Yito jane kare dna devatd bhakati |
Tara kena gati hove kahiyo samprati ||

“Hearing this Dhananjaya asks once again:

If then devotion is the means of salvation,

How does one make devotion? What are its characteristics?
Tell me that I may be relieved of birth.

How should one devote oneself to you?

What means is there do tell me.

One who devotes oneself to other gods:

Tell me, how fares such a person?”

Among the nine means of developing the attitude of Bhakti
(navavidhd bhakti) the author here greatly emphasizes on Sravana
and Kirtana, ie. listening and chanting of God’s names. Sankara-
deva preached a religion of supreme surrender to the One and,
therefore, his creed is known as Ekafaraniyd-dharma. In the
Ekasaraniya-dharma, the worship of other gods and goddesses is
strictly prohibited. This has been made clear by Krsna in the
Bhakti Pradipa:

Eka citte tumi moka métra kard sevd |
Parihard dirate yateka dna devi ||

6. Critically edited with Introduction, variant readings, and copious word-
noles by 8r1 Maheswar Neog.
L. 10
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Huyoka sarandpanna eka mote métra |

Moke bhaja huibd teve muloutira pitra ||

Ndma nusunibd tumi dna devatdra |

Yena mate nuhibe bhakati vyabhicdra ||
Devote yourself to me with a single mind
Forsake from a distance all other gods.
Surrender yourself to me alone,

Devote to me, then will you be fit for salvation.
Never listen to names of other gods —

that your devotion may remain unsullied.”

His Anddi Patana is mainly an adaptation from Book III of the
Bhagavata, though a few episodes are introduced from the Vamana
Purdana. The book deals with cosmological matters and is deveid
of literary merit. Gunamdld (Garland of Praises) is one of the
last works of Sankaradeva composed at the request of the Koch
king Naranariyana. In essence, Gunamald is a little hand-book
based on Books X and XI of the Bhigavata. It is a stotra or stuti
type of poem with six small sections containing hymns of praise to
Visnu and Krspa. The author within the compass of a single lau-
datory verse recounts many incidents from Krsna's life making
them easy to remember. In fact, there is not a Vaispavite disciple
who cannot recite Gunamdld from beginning to end from memory.
Superabundance of alliteration with jingling rhymes make the
poem suitable for recitation. By way of example, the following
verses may be quoted :

Kalika damild Piitané susgila |
Devaka tugila vrajaka bhisild ||
Kesi vatsavaka samasta daityaka |
Lagidild camaka dakdild yamaka ||
Tumi barambdra huyd avatdra |
Prthivira bhira khandila apara ||
Indrake damild Brahmdyo namild |
Vanata bhramila gopika leridila ||
Pasi rafigasala yata mahdmdla |
karild dsphala vadhilé gopéla ||

“You subjugated the serpent Kali and squeezed out the
Raksasi Putand. You delighted the gods and adorned Vraja. You
terrified all demons like Kesi, and Vatsavaka. Again and again
you incarnate yourself and lessen the burden of the earth. You
subjugated Indra in the forests and played with Gopis. You came
on the stage, stormed and slew all the terrible forces”
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The next outstanding literary production of Sankaradeva is
the Kirtana’ which even to-day exercises unique influence upon the
mind and thought of the Assamese people. It is looked upon with
the same religious feeling and reverence as Ramacaritaminasa of
Tulasidisa in northern India. There is no Assamese Hindu home
which does not possess a copy of Kirtana either in mani-
seript written on safichi-leaves or in print, no house which does not
recite some of its verses on religious occasions and during illness.

The date of composition of the Kirtana is not known, Some
biographers say that Sankaradeva did not write the book during
one particular period, and that the composition was spread over
several years. From the methodical arrangement of the chapters,
it may be said that though the book was written at different periods,
the entire work however was planned and it was certainly not a
work of his early years. Furthermore, the Kirtana is not a single
poem but a selective collection of twentysix poems comprising
about 2261 couplets in diverse metres, Most of the poems are,
however, adaptations from the Bhagavata Purdna. Two of its poems
Sahasra Nama Vrttanta and Ghunucd were contributions by other
writers. They were written respectively by two of his disciples
Ananta Kandali and $ridhar Kandali and were incorporated in the
anthology at the desire of the authors. Each poem included in the
Kirtana is of the nature of an independent kdvya modelled after
Sanskrit prototypes and illuminative of many didactic doetrinal
point. The very name Kirtana is suggestive of the fact that the
poems were recited in religious congregations and services. Fach
poem bears a ghosd, a refrain. These poems are recited by the
leader of the religious gathering. After reading a couplet,
the leader repeats the ghosd or refrain and the party takes it up
along with the clapping of hands,

The first poem of the Kirtana, Caturvims$ati Avatira
(Twentyfour incarnations) deseribes briefly the twentyfour in-
carnations of God, making particular references to the divine per-
sonality of the Kysna avatira and to his activities towards libera-
tion of mankind. The subject-matter of the second poem Nama-
parddha is said to have been taken from the Svargakhanda of the
Padmapurina. The poem is in the form of a dialogue between
Narada and the four Siddhas, sons of Brahma who dwelt at length
on the various ways of emancipation in the Kali Age. Pasandamar-
dana, the next poem, is so named as it refers to the subjugation of

7. There are several popular editions of Kirtana. The earliest printed
eﬁﬁmmmwnmamnmmmmw.
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the evil mind (Pasanda mati). The poem draws its materials from
the Bhagavata, Vispudharmottara, Vrhat Naradiya Purana, the
Padma Purdna, and the Suta Samhiti. It recommends constant
recitations of the name of God to be the best medicine in this world
of sufferlngs. Sankara realised that the Brahmanical pretensions
had raised a barrier between man and God, and so both by pen and
pulpit, he endeavoured to break down all prejudices of caste, creed
and rank. In many passages Sankara emphatically laid down that
to obtain final release or to come to the presence of God one need
neither be a Brahmana, nor a sage, nor should one know all the
scriptures (Nelige deva dvija rsi huibe | nelige sumasta $istra
janibe ||). The poem is important as it makes clear that the
Vaisnavism preached by Sankaradeva was democratic in spirit,
principle and organisation and all people could embrace it. For
the very same reasons Mohammedans and other tribal peoples were
converted to his creed.

The Dhy@na Varnana (Description of Meditation) is a small
poem of twentyeight stanzas. The poem holds a magnificent picture
of Vaikuntha, the celestial abode of Visnu, where all devotees aspire
to go after death.

Vaikuntha ndme dche mahd thana ||

$iri $dri rafije viménacaya |

Vaiduryaya hira marakatamaya ||

Candra Sirjya yena prakise ati |

Najani ydta pasi dina rati ||

Céru sarovara nirmmala jala |

Sugandhe pedma Sobhe utpala ||

Ache rajahamsa samuhe rafiji |

Lildye myndla bhufije ubhaiiji ||

Pave pirijita malayd vava |

Cagake tyaje sulalita riva ||

Bhramare gane give hari gita |

Vaisnava jane $uni dnandita ||

“There is the rare place named Vaikuntha,

There are row upon row of palaces, studded with sap-
phires and diamonds.

The Moon and the Sun shine dazzling there,

It is difficult to know

whether it is day or night,

There are lovely lakes with clear water,

Fragrant lotuses and lilies bloom there,

All are beautified by geese,
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Pleasurably they feed on the roots of the lotus.
There is the Parijata flower and the Malaya breeze,
The Catakas cry sweetly,

The bees hum hymns to Hari,

Listening which the Vaisnavas are pleased.”

The Ajamilopakhyana (Story of Ajamila) taken from the
Book VI of the Bhagnvata narrates the story of a Brahmana who
lived in open sin with a Sudra harlot and broke all laws sacred
to his caste in maintaining his mistress and the ten children be-
gotten on this woman. At the time of his death the sinful Ajamila
called his youngest son Narayana to him and because he happened
to utter the name of Narayana (which was also a name of God)
at the time of death, the soul of the Brihmana was taken to the
abode of Visnu and not to the city of Yama. The poem empha-
sizes on the merits of chanting God’s name ; even an unconscious
recital of the name of God brings salvation to hard sinners just
as abdominal disease is cured by even unconscious swallowing of
a powerful medicine (Yena mahausadhi najini bhuiijile tdro gar-
bha roga hare).

The merit of devotion is propounded through the well-known
story of Prahlada in the poem Prahlida Carita taken from Book VII
of the Bhigavata. The same doctrine is made explicit in Gajen-
dropikhyéna, a small poem of thirty stanzas from Book VIII of
the Bhagavata. It describes a furious battle scene between Graha
(Crocodile) and Gajendra (Elephant). Gajendra was overpowered
by Griha and he was counting the hour of death. Suddenly, it
flashed into his mind that devotion to Hari might save him from
this predicament. So he prayed to Vispu with devotion by hold-
ing a lotus with his trunk: —

Ehi buli maranata nabhaila vikal

Sunde merdi dharilanta suvarna kamala ||

Parama dnande midhavata diyd citta |

Gajendre karild stuti ati viparita ||
* Thus thought he, and cast away all fear of death ; with his trunk
he caught hold of a golden lotus; with great joy and faith in
Madhava, Gajendra began to worship Him intensely.”

Visnu came and rescued his distressed devotee in time. Many
of the verses of this poem are distinguished by great poetic beauty,
particularly the description of the Trikiita mountain and its adja-
cent lake, the dwelling place of Griha.
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In Haramohana (adapted from Book VIII of the Bhagavata)
by enumerating feminine charms in detail the poet creates an
image of Divye Kanya (Celestial Nymph). Siva entreated Visnu
to show him his feminine form. Vispu, therefore, transformed
himself into the form of Mohini (Enchantress); at her sight violent
emotions of love suddenly let themselves loose in Siva's mind and
Siva losing self-control and all sense of decorum and decency ran
after Mohini like an infatuated man. In portraying Mohini,
the poet selected feminine physical charms that have
a direct erotic appeal. The description of the Divya Kanyd
becomes in the following verses pictorial and at the same time full
of delicate voluptuousness :

Tapta suvarnara sama jvale deha nirupama
lalita valita hata piva |

Cakgu kamalara pasi mukhe manohara hési
saghane darasai kdma bhdva ||

Urddhalea Tegepanta bhantd karanta katdkse chatéd
lila gati dekhai phure pika |

Soloke uchala khopd khase pdrijita thopa
bama hite samvaranta tika ||

Karnata kundala dole stana halaphala kare
gale ratnamald jhiki pare |

Suvarna kankana dhvani kare runu jhunu Suni
prakdse hrdaya hema hére ||

Kanthe lare satasari layalase kadhe bhari
dgabadi pache guci yinta |

Pindhi sadi khonta jali vena mairdya kare cili
Haraka kataksa kari cinta ||

Darafanta kisa pithi ksano hise sama drsti
cihi laje canta caksu mudi |

Bhramanta aneka bhave uruvdve vastra wvive
ucea kuca kumbha have udi ||

Kankile kinkini bije carana kamala mdje
ratnara nipura runa jhuna |

Hile ati madhyadesa Samsidra mohini vesa

eko ange nihi khati khuna ||

*“Like burnt gold her body shines unparalleled,
graceful and developed are her hands and feet,
her eyes, the petals of the lotus, a ravishing smile on her lips,
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repeatedly does she reveal a coquettish manner,

She plays with a ball, scatters flashes from her eyes,

she sways this way and that at ease,

her high chignon loosens, drops her cluster of périjita,

she manages that with her left hand.

On her ears hang eardrops, her breasts shake,

On her neck a gold wreath shines.

One listens to the tinkling that her gold bangles make,

her breast is beautified by a gold necklace.

On her neck shakes the seven-rolled chain,

she sets her steps with grace and ease,

seeming to step forward she moves backwards,

putting on her &iri with some air, as if a peacock spreads its fan,
she casts her glance sideways at Hara.

She reveals her sides and her back, her look as if she would smile,
looking in bashfulness she shuts her eyes.

She roams about in various ways,

she makes her clothes float in the breeze

and the high pitchers of her breast are bared.

On her waist a girdle jingles,

sound run-jhun jewelled niipuras. between her lotus feet.

Her middle bends, she is in the garb of the world-enchantress,
not a blemish is on any of her limbs.”

By way of warning, there is a sermon on the plight of men
who are entangled in the web of women. The irresistible tempta-
tion of women is emphasized in the following couplets:

Ghora nari maya sarva maydte kutsita |
Maha siddha muniro katikse hare cita |
Darfane kare tapa japa yoga bhasiga |
Jani jianigane kaminira ere sanga |

*Of all the terrible apparitions of the world woman's is the
ugliest. A slight side glance of her’s captivates even the hearts of
celebrated sages. Her sight destroys prayer, penance and medi-
tation. Knowing this the wise keeps away from the company of
wamen.”

It should however, be noted that this was not the attitude of
Sankaradeva towards women in general: elsewhere he revealed
a more appreciative attitude and took into account diverse delicate
qualities of female character, For example ;
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Karma samayata toka mantri hena lekhi |
Raiigara belita yena tai pranae-sakhi ||
Snehara prastdve tai matr hena thang |
Sayana beléta tai disira samana ||

(Hariscandra Upakhyéana).

“In time of work, you offer counsel like a minister. In sports you
are my dearest mate. In respect of showing affection you resem-
ble my mother. At bed-time you serve me as a faithful maid.”

In the poem Sisulila the various activities of child Krsna and
his god-like powers are depicted in sweet and sonorous language.
Thus we have a pretty picture of the naughty Krsna as a child :

Thiyadangd diyd piche tumi dimodara |
Anartha kariyé phurd govdlira ghara ||
Anandate samasta govdligana a@si |
Krsnara akirtti Yafoddte denta hasi ||
Ki bhaila tomira ito tanaya durjjona |
Krsnara nimitte dra narahe jivana ||
Gdi natu dohante damuri melegai |

Grha pasi curi kari khanta dugdha dai |
Véanarako khuvdve Govinda kino cinda |
Véanara nakhdi yeve kobai bhinge bhinda ||
Dhuki yeve napive manata nai tusti |
Sikiydra pard dne urilata uthi ||

“Then, after learning walking, O Damodara,

You began making mischief in the houses of the milkmaids.

The amused milkmaids also came to Yasoda and lodged laughingly
their complaint against Krsna.

What a wicked son have you given birth to ?

Because of Krapa, life has become intolerable.

He sets free the calves before the cows are milched.

He would also steal into the house and consume all the milk and
curd.

Govinda is so wicked that he feeds even monkeys with theze,

And when monkeys refuse to eat more, he destroys the pails.

Putting the pails beyond his reach on a hanging rope is no safety:

For he fetches them from the lift by getting up on the wooden

threshing block.”

The poem Rasakrida taken from Book X of the Bhdgavata,
relates to Krsna's Réasa dance with the gopis in the Arcadian grove
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on the bank of the Yamuna on a silvery autumnal full-moon night.
The poem devotes a large number of verses to scenes from Nature
where nature appears to be pulsating with life. In the midst of
the Rasa dance Krspa suddenly disappeared and the gopis
approached the trees and the shrubs on the bank of the Yamuna
and entreated them to tell the whereabouts of their beloved.
Feelingly does the poet describe scenes from Nature:

Ucca vrksa dekhi sodhe sidari |

Suniyo advattha vata pikadi ||

Yahante dekhiyd Nanda kumdra |

Nenta curi kari citta dméra |

He kuruvaka asoka campd |

Kahiyo katha kara anukampa || ***

Ovd tulasi samidhina diyd |

Tumi Govindara carana priya || ***

He jati yuthi sakhi mailati |

Krsna parase ki labhila gati || ***

He ama jaima bela bakula |

Nai upakdri tomdara tula Il

Krgnara virahe dekhd andhdra |

Kovd kaika gaila prdna amdra ||

“Seeing a tall tree, the beautiful damsel asked:
Hear me, O you banyan tree,
Nanda’s son saw me from here,
And stole away my soul.
O you Kurubaka, Afoka and Campéd trees,
speak you to me and show compassion,
O you Tulasi tree, give me a reply,
you are the heloved of Govinda's feet.
O Jati, Juti, and friendly Malati CTeepers,
Did you attain the supreme way at Krsna's touch ?
O Ama, Jama, Bela and Bakula trees,
benefactors like you none else are.
At Krsna's absence I see darkness all round ;
Say where has the soul of my life gone ? "
The commotion of the milkmaids of Gokula caused by the note of
Krsna’s flute is very graphically described :
Su-svara madhura kari Hari gdila gita Il
Suni kdme utravila huyd gopigane |
Dileka lavada gita dhvani niriksane [l
Karnata kundala dole begate hanthite |

Cittata dharile Krsne cale alaksite ||
L. 11
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Kato gopi jaya gii dohanaka edi ||
Akhite thakila dugdha carusasite padi ||
Piyante dchila sisu tdhdko nagani |

Pati susrusiko edi jaya kato jani ||

Kato gopi achila svimira parasante |
Adha bhuiije huyd kato jdya lavadante ||

“Hari made his sweet voice more melodious still,
and sang a song.

Hearing his song, the Gopis were troubled by love,

And in their unrest they ran in the direction of the musie.

Earrings swayed from their ears as they ran.

Krsna captured their souls by stealth and wile.

Many Gopis left their cows unmilked.

Others left their pails of milk on ovens uncared for.

Some even forgot their babies on their breasts.

Many others went away neglecting the care of their
husbands,

Some even went away from the embrace of their beloveds.

Vet others left their half-finished meal and began to run.”

Syamantaka Harana relates to the gem that daily yielded
eight loads of gold, and dispelled all fear of portents, famine, death,
diseases, tigers and serpents. This gem which Satrajita received
from the Sun-god was stolen by king Jambuvéana while he went
on a hunt. Krspa recovered it from Jambuvina after a great
fight. In this spirited poem full of martial thrill the poet presents
a vivid and vigorous description of the battle characterised by
strong dramatic elements. The following couplets alone will give
some idea of the fight between Jambuvéna and Krma:—

Hena $uni Jambavanta dhdili maha balavanta |
Nicini spamika piche dharilanta yuddha kiche ||
Samdnya manugya buli mahdkrodhe gaila jvali |
Najani prabhdva ati lagdileka hatdhati ||

Duyo huyd mahd kruddha lagdileka ghora yuddha |
Duyo métaigara lild barise parvata Sila Il

Kata beli hine gacha kato kope cipe kisa |
Yujilanta mila bandhe dhari dhari bhari chinde ||
Duire duiko nihi tusti hane vajra sama musti |
Mémsara kiirane yena yujanta duigota Sena |

Keho bale nuhi ksina Yujanta dthaisa dina |
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" Hearing this Jambavanta, of immense strength, made a dash,

knowing not Him to be the master,

even Him he caught for a duel

Taking Him to be an ordinary mortal,

He flew into fierce rage.

Knowing not His supreme power,

He bagan to exchange blows, with Him.

Both of them grew exceedingly angry,

and began a terrible duel,

It was as if two elephants were at play,

and mountain rocks began to fall in showers.

For a while, trees began to be hurled.

With consuming anger, each would sometimes close on the
other,

They also closed on each other in wrestling fashion,

catching and catching yet again and fighting by planting their
feet,

None is satisfied with the inflictions on the other.

Each struck the other in thunderous blows.

It was as if two eagles were fighting

for the one and the same piece of meat.

None ufthetwuminferiurtuﬂwutherinm'ength,

And for twentyeight days they fought on.”

Kamsavadha, a poem of two hundred and thirteen couplets,
describes Krsna's heroic exploits finally leading to the killing of
Kamsa. Gopi Uddhava Samvada is a little poem of about thirty-
three stanzas relating to Krsna's message to the Gopis of Gokula,
which was sent through Uddhava, The poem is full of sadness
and describes in mournful verses lamentations of the Gopis on
their separation from Krspa. Kujira Vancha-piirana (Fulfilment
of Kuji’s desire) and Akrirara Vafichi-piirana (Fulfilment of
Akrura’s desire) describe how God fulfils the desire of his devo-
tees. Jardsandha Yuddha and Kila Yavana Vadha give the stories
of struggles between Jardsandha and Balorima and killing of the
former by the fiery glance of Mucukunda at the contrivance of
Krsna, Mucukunda Stuti is a hymn of adoration,

In Néradara Krsna Dar$ana, (from Book X of the Bhiagavata)
the author wanted to illustrate that Krsna is omniscient, One day
Narada went to the female apartments of Krsna's palace at Dviraka,
and found in one room Krsna enjoying the company of his principal
wife Rukmini. He then proceeded to the next room where he found
Krsna again with Laksmi. The sage went to all the 16,008 rooms



84 ASPECTS OF EARLY ASSAMESE LITERATURE

of the palace and found Krsna in every one of them enjoying
separately the company of his 16,008 wives. Vipraputra Anayana
(Bringing back of the Brihmana's children) relates that while
Krsna was the ruler of Dvaraka, there came one day to his palace
a Brahmana with a dead child in his arms. He cried out that in a
kingdom where Brahmanas had to weep in sorrow the king was
not a Ksatriva but a mere dancer (Jéhdra rijyata Soke ldnde
dvijagana | Nuhike ksatriya sito natera laksana ||). The Brah-
mana had nine children, he said, all of whom had died in infancy.
Arjuna, who was sitting with Krspa, hurriedly approached the
Brahmana and tried to console him. Arjuna promised to the
Briahmana that he would see that his next child would not die and
swore that if he could not protect the next child of the Brahmana
he would burn himself to death. But the tenth child of the Brih-
mana also died immediately after birth. The Brahmana went to
Arjuna and rebuked him for promising to do a thing that he could
not perform. Arjuna, however, left the Brihmana and immedi-
ately went to Yamapuri the abode of the dead, in search of the
child. He could not find the child there; then in vain he went to
different regions. Unsuccessful he came back to Dvirakd and
arranged to burn himself to death. But Krsna now asked Arjuna
not to immolate himself and promised to show him the children
of the Brahmana, Krsna ascended his chariot and with Arjuna
drove it over seven oceans, seven islands, and ecrossing the region
of night arrived at the kingdom of waters, There they saw Visnu
reposing on the serpent Ananta with the ten children of the Brah-
mana. Krsna and Arjuna worshipped Vispu and begged of him
the children. The children were brought back to earth again and
handed over to the Brihmana. The central idea of the poem is
that without God’s grace nothing ecan be performed merely by
human endeavours. (Pauruse purusara kichu nui | Krsnara
praside samaste hui ||). When the news of the bringing back of
the Brahmana’s children reached the ears of Daivaki she also
entreated Krsna to give back her six children killed by Kamsa.
This is the subject-matter of Daivakira Putra Anayana, a little
poem of thirtyfour couplets. Krsna brought back these six sons
who were in Sutalapuri in the company of king Bali. After visit-
ing their mother the children went directly to Vaikunthapuri by
the grace of Krsna. The next poem Veda Stuti (from Book X of
the Bhédgavata) is philosophical in content and full of reflective
thoughts. For example :—

Mukuta kundala hena suvarnara bhinna nuhi
michd mitra ndma riipa yata |
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Ahamkire paficabhiita tomdare prthaka nuhi
prabhu paramdrtha vicdrata ||

“'The crown, and the earrings are not different from gold in
species; The name, the shape and such other decorations put
forth a false show. In deep consideration, O lord, even pride, and
the five elements are not different from you.”

Another semi-dramatic poem, consisting chiefly of conversa-
tion is Damodara Viprikhyéna, adapted from Book X of the
Bhigavata. Dimodara a poor but devout Brahmana could hardly
maintain himself and his wife. His wife one day asked Damadara
to wvisit Krsna, who was one of Damodar’s friends in school.
Damodar hesitated to see his friend who was then in an afluent
condition; but at last he had to yield to the importunity of his wife
and started to his friend’s house with a little packet of presents
of fried rice. Krsna was delighted to see his old school companion
and enjoyed heartily the small present brought by Damodara. The
poet here wanted to show how God is pleased even with small
offerings given in sincere devotion. In the centre of this small
narrative poem, presented in a simple popular tone, stands
prominently the character of a poor Brihmana. The poem in
beautiful words speaks of a friend’s affection and duties.

Lilimala (107 stanzas) recounts mostly the incidents of
Krma’s early life and Vaikuntha Prayana describes the final
departure of Krsna. Both are adapted from Book X of the
Bhagavata Purdne. Vaikuntha Prayana or Krsnara Vaikuntha
Prayana is the largest poem of Kirtana comprising 254 stanzas
divided into nineteen sections. It describes the migration of the
families of Yadu from Dvaraka to Prabhasa, their indulgences in
liqguor and merry-making, quarrel and destruction of the Yadus,
the passing away of Krsna shot by an arrow of a hunter named
Jara and Krsna's message to Arjuna who carried the remaining
members of the Yadus to Indraprastha. The poem opens with a
discussion between Krsna and Uddhava who was informed by the
former of the impending destruction of the Yadu race. Krsna
instructed Uddhava on Bhakti and directed him to set out on a
pilgrimage. The last section of the poem ends with a scene where
Uddhava gave to Vidura the news of the Yadu-race and Krsna's
passing away. The entire poem is dominated by a sad note.
Naturally ocne would expect Kirtana to end with the poem Vai-
kuntha Prayéna, but Saikaradeva incorporated in it Uresd-
varnana, a poem mainly on the temple of Jagannatha. Materials of
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the poem are taken from Brahma Purdne, and it relates to the
setting up of the Jagannatha ksetra and erection of sacred temples
in Orissa by king Indradyumna, in much detail.

Kirtana was the mature product of Sankaradeva’s mind: as
we have already observed a number of episodes from the Bhdga-
vata are presented in it with the definite intention of telling the
people in a clear and straightforward style the rudiments of the doc-
trine of Bhakti, the ethics and moral code for a bhakta (devotee).
Here we find, a number of stories, first of its kind in our literature,
charmingly told, combining sermons and prayers couched in a
feeling language. But to a modern reader the merits of Kirtana
do not depend so much upon didactic doctrines, moral sermons or
theology but upon splendid expressions, grand descriptive passages,
originality of treatment and marvellous rhythmic felicities that run
throughout all the poems of the book. As for the secret of its
popularity, Sri Jnananath Bora rightly says, “ All the sentiments —
pleasure and pain, love and separation, anger and forgiveness, are
equally blended in Kirtana. It affords pleasure to all classes
of readers. To children it gives stories and songs for amusement,
it delights the young with true poetic beauty and the elderly
people find here religious instructions and wisdom.”

Kirtana stands as a book of grand verse not only for its reli-
gious outlook but also for elevated and noble thoughts that
transcend all religions. We find such striking passages of univer-
sal appeal as:—

Manusyara ayu jata varisa samkhydta |
Ardheka nisphala jaya j@nib@ nidrdta ||
Vimsati varisa dra jiya omolante |
Neya dasa varisa dhanaka upérjjante ||
Vrddhakale jaya Sesa variga viméati |
Eké karya sidhibika nihike $akati |}
Sarirako pide vyadhi caksuye nékale |
Aga pase bandhiyd grhata thaki gale ||
(Prahlada Caritra)

“Of the years which are taken to make the span of life, half
are wasted in sleep. Twenty years man spends in play, and ten
years in accumulating riches. Old age takes his last twenty years,
when he is incapable of doing anything. His body is then torment-
ed by disease, his eyes stop functioning, and hope being his last
resort, he breaks up, keeping himself to his house.”
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Such familiar ideas as:—
Visaya cintdya Parama pramatta
phuro mahd mana darpe |

Tumi apramatta hele mard tika
indurdka yena sarpe ||

(Mucukunda Stuti)

Insensible and arrogant
I wander about with thoughts of the world,

You being devoid of arrogance destroy me easily,
just as a serpent kills a rat.

Such pithy expressions of philosophical import as:—
Sariraka mai bolo vuddhi bhaila hata |
Hiydta hardila tumi khojo bahirata ||
(Sisulila)
“My intellect has been clouded as I eall my body ‘T,
You are within me, and in vain I search you outside,

and such noble things as —

Brahmanara candalara nibicdri kula |
Datita corata yena drsti eka tula ||
Nicata sidhuta yira bhaila eka jiana |
Tdhakese pandita bolaya sarvajana I

(Sr1 Krsnara Vaikuptha Prayana)
“Him indeed all call a wise man who does not distinguish
between the caste of a Brahmana and that of a Candala; who
looks at a donor and a thief with an eye of equality, and who
does not differentiate between a debased man and an honest per-
son.”
Also :
Kukura candala garddabharo dtma Rima ||
Janiyd saviko padi karibi prandma I
“ God is the soul of the dogs, the donkeys and of the outcastes.
Knowing this, pay reverence to all living creatures.

Limitation of space precludes further quoting.
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Of his other Kavyas Harifcandra Uplkhydna® was composed
while Sankara was a student at Mahendra Kandali's school, The
materials of the poem were collected mainly from Mdrkandeya
Purina (Mdrkandeya purinare kathdta pradhdna | paydre racibo
Hariscandra updkhydna ||). All through the poem the author has
extolled the merits of bhakti. Another kiavya of his younger age
is Rukmini Harana (Abduction of Rukmini).?

Rukmini Harana is a charming idyll, the materials of which
are said to have been taken from the Bhégavata and Harivaméa.
In the opening verses, the poet states that he has composed the
kivya from materials collected from both these texts to make it
more palatable just as one mixes milk with honey to make it a
sweeter drink. To give the poem a touch of realism, the author
adds to the original tale scenes of common domestic experience
which transforms the Purdnic story into a narrative of popular
experience. Rukmini, daughter of Bhismaka, king of Vidarbha,
chose Krsna for her husband. Her parents also agreed to give
her in marriage to Krsna. But Rukma, her brother stood in the
way and arranged her marriage with SiSupila. Rukmini, in des-
pair, sent messages to Krsna through Vedanidhi, an old boastful,
tall-talker Brahmana, to rescue her from SiSupéla. Vedanidhi
plays in the poem the part of a friend and confidant. Vedanidhi
hastened to Dvaraka to fetch Krsna. Krsna accompanied by the
Brahmana immediately started for Kundina. Krsna's chariot rolled
on with the speed of the wind, swift as a nirdca arrow, and with
uproarious movements like the thunder of destructions. Feeling
like losing his senses the poor Brihmana in fear covered his eyes
with his palms, His head reeled and reeled and Vedanidhi dropped
down senseless on the floor of the chariot. Krsna slowed down,
attended to the Brahmana and restored him to his senses. On the
eve of the wedding day Krsna arrived at Kundina and as arranged
before eloped with Rukmini while she was on her way to the
temple of Bhavini. Rukma, and other princes who assembled at
the marriage, pursued them in vain. Krsna carried Rukmini
to Dvéaraka and celebrated the marriage with all pomp and merry-
making. This wide theme offers the poet full scope to exercise his
powers of realistic descriptions. Domestic discussions about
Rukmini’s marriage, Krsna's arrival, war with the rival suitors,

8. Edited with an introduction by &ri P. Goswami, Gauhati.
9, Edited with an introduction from Dr. B. Kakati by Sri Hari-
narayan Dutta Barua, Nalbari.
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marriage rites, etc. are elaborately portrayed by the poet. Even
the medieval Assamese personal ornaments and costumes are
presented in all their artistic designs and colourfulness. Here
Sankara described the wedding, doubtless from the models of
existing domestic ceremonies, with abundance of popular pictures.
The marriage scene has touches both of pleasant humour and pathos.
To the wedding came all the gods and the denizens from the three
worlds and each of them brought valuable presents befitting his
own social dignity and prestige. Siva was, however, put into an
amusing situation, as he had nothing to offer. Even his wearing
apparels were of tiger-skin, in his hands were only $ila and
dambary, a bull was all his possession; his forehead carried the
crescent moon; serpents adorned his body as ornaments, skulls as
necklaces and his wallet contained nothing but ashes:

Save devagane ucargi ache |

Mane mane Hara gunanta piche ||
Ki dive ave karo kona karmma |
Gdvara vastra siyo vigha carmma ||
Hate laiya achaya $ila dambaru |
Ghara bahire eka guti garu ||
Sarpara kiikini sarpara hdra |
Sakala giave sarpa alamkira ||
Sirata dche ardha eandrakala |
Manusyara munde gathicho mala ||
Boiandita dche bhasmare dhili |
Aka dili haibé laghdt samali ]

So, reflecting that a present of any of these articles would only
make him an object of ridicule, Siva cleverly disappeared from the
assembly.

There are rare flashes of description, realistic characterisation,
and unforgettable phrases. We recall such a description of the city
of Kundina :

Kundina nagara ati manohara dekhila Sri Gopila |
Ninag vidha ghara ati uccatara parama ciru caucdla ||
Kato grha dche siji Suddha kdce upare ratanara kdma |
Yena sukla giri dche Sari &iri dekhibdka anupima ||
Vicitra kasati kdti ilakuti grhara bandhila kanthi |

Téte ndnd pata ghata nata bhata prakati gadhila hathi ||

Bagha ghoiiga  siigha nandvihangama  $ri $ari sajiyche |

Aneka putali dche héta tuli aigi bhaigi kari ndce ||
L 12
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Darpana dkdra siji dild bara kundraksa dilante tita |
Suvarnara ghata kare phata phata nisesa grha upare |
Vajrasami drha caupisara gada devara durgama dare |
Vicitra bakhara bike nirantara paniyd loke pravandhe ||
Agara candana  vdse sarvaksana  dmoda karaya gandhe | ***
Haga bata beri kare nand khedi ndgari yata cavdla |
Aneka ramani pindhe kini kini mukutd hird pravila |
Asgmlchya pulchuri capa capa kari edru jale dche bhari |

Cirio kasare bandhiche bakhare  ghdte ghdte khite khari ||

“ Then Gopila sees Kundina, a very lovely city,

Various houses, so high, extremely well-roofed;

Many houses are there looking neat, on them decoration
of jewels,

Like white hills row on row, so lovely to the eye;

sculptures made of the best of granite are there;

On them they carved various designs and figures of the
elephant,

they made tigers, lions, various birds, all in rows.

Many figures are there with raised hands and dancing,

The walls were made like glasses, with windows.

On all the houses shine golden pitchers.

All around the city are well-built ramparts.

The merchants sell wonderful jewels there.

The atmosphere is redolent of agar and sandal.

The children of the city play about at the markets
and on the roads.

Many of the women are decked in pearls and diamonds.

There are innumerable tanks full to the brim with pleasant
water,

The banks of the tanks are paved with jewels.”

No kivya is complete without a description of battle scenes.
Qur poet fulfilled this requirement also by giving an animated
description of the battle between Krsna and other disappointed
suitor-kings of Rukmini. The battle scene abounds in heroic sen-
timents. Bhismaka tells his son Rukma when the latter was

defeated by Krsna:

Utha utha putra tal era ito marma |

Ldja apamdna ksatriyara kona dharma ||
Hariya jinaya keho jiniyd hdraya |
Sarpakéle samsdrata kfro ndhi jaya ||
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“Arise, arise, O son, leave you this humour, A Ksatriya is never
swayed by blame or praise. Victors lose, and losers win, — none
in this world is ever victorious.”

Balabhadra consoled Rukmini on the defeat of her brother
with the following words:—

Era mana kasta soke nakariba sakhi ||
Kgetri jati bhaile hove hena vyavahéra |
Vivdda ldgile bhai bhéi cinte méra ||
Daruna ksartiya jati henase abodha |
Saiigrdma ldgile pitdputre kare yuddha ||

“O friend, give up sorrow. A Ksatriya always fares like this. In
fight a brother may oppose a brother. Ksatriyas are so foolish
that in a fight even a son battles against his father.”

Throughout the poem scattered in profusion are the familiar
phrases and colloguial compounds gathered from the lips of the
people. These idioms which may be said to be ‘like real language
of men’' give additional freshness to the kivya and place it far
above conventional compositions. Further the poet transformed
many a commonplace idea into neat and witty maxims that are
even to-day quoted as proverbial expressions. We get such familiar
maxims as:—

Jokara mukhata dile cuna |
“The leech collects back before lime ™,

Kake bharacile apavitra hove daula |

“Does the temple get desecrated when the crow commits
nuisance over it 7"

Candrare dgate najvelaye tird |

“ A star appears dim before the moon”,

Mitraka vigida dili Satru pdile lai |

“When one falls out with his friend his enemy gets em-
boldened ",

Yateka Jkukure kimora miraya saveo athura nima |

“The dogs always bite below the knee ™.

Balichalan (Deception on Bali) was written while Sankara was
at Patbausi, This is in main an adaptation of the well-known
episodes of Bali from Book VIIT of the Bhdgavata Purdng. The
poem is permeated all through with the conception of the doctrine
of Bhakti, particularly of the ddsya type, i.e. man’s attitude towards
God as that of a faithful servant. There is also a series of signifi-
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cant sayings which are of great importance as bearing on merits
of gifts, hindrances of wealth and riches towards spiritual progress
($73 piile pive tika parama dpade), evils of desire, and the merit
of contentment arising out of the control of the senses:—

Tinio lokata yata dche dhdnya dhana |
Yate divye ndri ache sundari pradhdna ||
Yata divya gharabdri vastre alamlare |
Saveo nupure mana eka lubhiydra ||
Prithu Gaya dadi kari rdja aparyyania |
Arthara trgndra keho napaileka anta ||
Saptadvipd prthivi karild adhikira ||
Tathapi trgnara keho napdileka pira ||
Indriyaka dami yigo nakare dkrose |

Si si mahd sukhi yito alpate santoga ||
Asantusta pranira nakhande mana dukha ||
Trailokyara lakgmi paile néhi tdra sukha ||
Yehi pdve tdte mahd tuste hove mana |
Tevese viprara teja badhe anuksana ||
Asantoge samaste tejake kare thaya |
Yena jala pari agni nirvvdpaka piye ||

“All the grains and wealth

that are in the three worlds —

all the women of beauty,

all the beautiful houses, clothes and jewels —

all these do not satiate even one greedy person,
Kings innumerable like Prithu and Gaya

could not find the limit to their desire for wealth.
They conguered the seven-islands of the earth,

* even then they could not cross the barrier of desire.
The one who controls one's senses and has no craving
is the one who is really happy and contended with a little,
The unsatisfied person has no end to worries;
the riches of the three worlds cannot make him happy.
The Brahmana who is satisfied with whatever he gets
finds himself increasing in spiritual power.
Dissatisfaction sucks all his power
like water falling on fire and quenching it".

Sankaradeva did not confine himself to Krspaite materials
alone but wrote also on themes from the Rdmdyana. He rendered
the Uttara Kanda (last canto) of the Ramdyana, Madhava Kan-
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dali's Assamese version of the RAmdyanc!® existed only in five
cantos without the first and the lastt The Uttarda Kanda
may, however, be called an independent Rimdyana as most of the
incidents of the epic are narrated in this canto through songs sung
by Lava and Kusa in the court of Rama. Unlike, however, his
translation of the Bhdgavata, where the original was faithfully
followed as it was considered to be a sacred text, in the Uttara
Kanda, the fidelity to the original whether in respect of ideal, cha-
racter or incident, was not the main aim of the translator. Even
the central figure of Rama of Valmiki’s epic is not an epic hero
but an incarnation of Visnu.

For in one of the bhanitds Sankara says of Rima thus:

Tumi tribhubana pati tumi jagatara gati |
Tumisi acintya guna ananta sakati ||
Prakrtita antara parama tumi tattva |
Adi anta ndj@niya tomdra mahattva ||
Tumi bhdra hard bdre bire avatari |
Dugtaka dandiya mahantaka raksd kari ||
Tumisi I$vara surdsure kare seva |
Antata tumisi thdkd nathdkayae keva ||

“Thou art the Lord of the three worlds,
and the way of the universe,
Thou art the unthinkable virtue, unlimited power.
Beyond Prakrti thou art the supreme secret.
One does not know the beginning or the end of Thy glory.
Thou relievest the burden of the world,
incarnating repeatedly,
chastizing the wicked and protecting the good.
Thou art Isvara, whom gods and demons reverence.
At the last also thou alone stayset and none else”,

It is evident that Sankaradeva undertook its rendering to
serve the fixed purpose of propagating the Bhakti cult. To give
it a Vaisnavite appearance bhanitds are inserted in each section
with passionate religious fervour. Thus, one section concludes
with the following sermons:—

Sund sabhdsada Ramayana pada
patakara dhumraketu |

10. Madhava Kandali (1400 AD.) was the earliest translator of the
Réméyana in Assamese,
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Apdra samsira sukhe hove pira
Rdma nima bandhi setu ||

Dusta kdla sarpe saviko damsile
bhaila sruti hata budhi |

Rdama nima ito amrta vingi
ndi ndi mahausadhi ||

Yataka pitaka samhiribe pire
Rémara name samprati |

Tateka pdteka learibe pipira
Bapara néhike Sakati ||

Aganika yena trne novdraya
plpara tenaya ndma |

Isi dharma nija muleuti vinijya

Diki bolda Rima Rama ||

“ Listen, O members of the assembly,

to the verses of the Ramayana.

These are a terror to sin.

One crosses the boundless samsdra (world) with ease,
if one only makes a bridge of the name of Rama.
The wicked snake Time has bitten everyone,

one has lost one's wits.

Apart from this nectar named Rama

no medicine is there now.

So many sins can be destroyed

by the name of Rama, as are

it is beyond the means

even of the hardest sinner to commit.

As grass cannot control fire,

so is the case with sin.

This is one’s own faith, the trade of salvation,
Cry aloud, Rama, Rama."

Besides each incident of the epic serves as a convenient peg
to hang Vaispavite sermons upon. For example in the concluding
section on Laksmana Visarjana (Desertion of Laksmana) we have

the following verses:—

Suna sabhdsada save Rimdyana kathd |
Rima Laksmanare hena milila avasthd ||
Ito grhavasa samanyara kona lekha |
Svapanara sama nidhi dhana jana dekhd ||
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Durghora mrtyuka kiya ndkaliya kiche |
Hena jand antake kesata dhari dche ||
Aura aruvante nahi kalara hatara |
Parama bandhava eke Madhavata para
Hena jini diydi Rima carandta citta |

Kard pana Rémandma parama amrta || *#%#
Visaye vildse nild thena janmaka !

Chdira arthe pore yena jati candanaka |
Maharatna mani yena sama ndi mile |
Tdka salai ani kdcamani pindhe gale ||
Eke kikamdmsa siyo dhdra kukurara |
Ati alpe siyo dekhd nuhike vistara ||

Tdka mahd pravandha keriya napdi liga |
Yadi plvai dsi takd dne khdje bhaga ||
Sehimate vibhava visaya yata sukha |
Take lagi hovi keme Krsnata vimukha ||

“ Listen, members of the assemblage,

to the story of the Ramdyana.

Even Rama and Laksmana fell into this situation,
What need to mention the life of ordinary people ?
Consider as dream all this men and wealth.

Do not call Death near,

for know you that he has caught you by the hair.
No other rescue is there from the clutch of Time,
no other great friend than the only Madhava.
Therefore, do you meditate on the feet of Rama,
Drink the name of Rama, the supreme nectar.
You will find this to be the conclusion of the Vedas.
It is RAma's name which gives one salvation,
Matter and luxury have spoiled this life,

as one burns white sandal for ashes.

In value there is no equal to the great jewel:

but the foolish one changes it for glaszs heads
and puts them on his neck.

The flesh of the crow which is food of the dog,
Little it is, not large in quantity,

Even then it is difficult to obtain,

and if the dog comes upon it others claim a share.
So ugly and mean are the pleasures of the world,
Because of them why do you ignore Krsna ? "
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As the Rdmdyana is a kavya and not a gdstra, Sankaradeva
allowed greater latitude to embellish the poem with free use of
invented materials and he availed himself of the innumerable
opportunities for descriptions which the story offers. The abiding
interest of the poem lies in abundance of folk elements which at
places produce comic effects by exaggeration. The dinner scene
where the angry sage Durvasi with his hungry disciples were
entertained by Rama, though full of domestic realism, is yet
humorous through overstatement:

Rsira dkrofa dekhi samkita Raghave [
Annapina dpuni sdjiyd sabindhave 1l

Agata jogdila @ni aneka yatane |

Dekhi Durvsira mahd tusta bhaila mane ||
Kari paripati pache §isye same rsi |
Bhiifijibe ldgila anna parama harisi 1l
Ghana ksira ksirisi khdilanta lige mdne |
Nadharaya peta pithdpand pardmine ||
Dadhi dugdha ghrta ghole bhaild gandagola |
Ophandila udara dekhiya yena dhola ||
Lobhata bhufijanta tathdpito janti jinti |
Névaranta rakhibe mdtante dse banti ||
Napénte usisa ati olamila ghara |

Moi moi peta kato tolanta ugdra I

Tana tana peta kato dhilinta kapina |

Dui hétata vai dravya dekhi lige ghina |
Khiibe kato napari karanta hai phui |
Namétanta yicante thikanta thiva hui ||
Dadhi dugdha paficimrte basiileka gang |
Ehi mate rsira bhojana bhaila sdng 1

“ At the sage's greed Raghava became terrified;
Himself preparing food and drink

he laid them before the sage.

At this Durvasi became much delighted.

Condensed milk and butter he ate as much as he could,
the pastry and rice pudding were beyond the capacity
of his belly,

curd, milk, ghee and whey caused a tumult

and his belly became inflated like a drum.

Even then did he ate out of greed,

he could not keep down what he ate,

it came out as he spoke;
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he could not breathe, his shoulders hang down,
repeatedly did he belch,
hisbe]]yhecamEsutightﬂmthehﬂdtu]uusanhjscInth,
the eatables stuck to both his hand so as to look disgusting;
being unable to eat further he became restless,

he did not respond when more was offered.

A river of curd, milk and the five-nectars flow :

thus did the feast of the sage came to a close.”

The heroes here have lost their original elevated character and
been reduced to the status of common men and women of the day.
As an instance, Sitd is described in her parting scene as a rustie
woman. She reproaches Rama in an unrestrained language which
at places borders on the vulgar. Sankaradeva had some fondness
for elaboration and even in pathetic scenes such as Sita's final depar-
ture he seems to have unnecessarily lingered. Sita indulges in
profuse weeping, flings a sermon on brotherly affection at her sons
Lava and Kusa, hugging them to her neck, and utters a long fare-
well homage to her husband Rima. As soon as Sitd is carried
away in a golden chair Rama becomes unconscious and suddenly
slips down from the throne. The entire assembly burst into tearful
lamentations. The scene, on the whole, has taken on a distinct
loeal colour:

Deva rsi save santdpe kdndanta
dharite citta napiri |

Bhaluka vdnara. . lednde nirantara
matita pari lotdri ||

Bharata Laksmana vira Satrughana
bhiimita parild kindi |

Kaudalya pramukhye muthi hanai hiye
Suta buli rdva bandhi ||

Sevakini yata Sitara sokata
kinde pari lotdputi |

Paila svarga kola krandanara sito

tumbula rolaka uthi ||

“The gods and the sages could not restrain themselves
andbegantuweepuutofg:ri&f.

The bears and the monkeys wept everywhere rolling on
the ground.

L1
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Bharata, Laksmana, the hero Satrughna fell to the ground
weeping.

Kausalyd and others struck their breasts and cried out:
Sita, Sita.

All the maids in grief for Sita rolled on the ground and
cried.

The uproar of grief and lamentation reached the sky.”

By such descriptions the poet held up before his listeners a
pure domestic tragedy full of sorrow, sadness and unrestricted
pathos which had an intense appeal to the popular mind. In these
descriptions we do not get that calm dignity, intense yet restrained
feeling, which pervade the original epie.

Section III
SONGS

In two other branches of Assamese literature Saikaradeva
was a pioneer and left his distinctive mark, namely in Baragital!
devotional song, and Asnkiyd-ndta,l? one-act play. Both were new
literary types in Assamese. These compositions were not couched
in homely Assamese as the poems of Kirtana or the kivyas. These
were written in an artificial speech called Brajabuli, a mixed
Maithili-Assamese language. Such a literary medium was in vogue
among the medieval Vaisnavite poets of Bengal, Bihar and Orissa.
It is difficult to guess why Sankaradeva made a departure from
the popular language of his poems and chose Brajabuli for his
devotional lyries and plays. It is noteworthy that Sankaradeva
composed his first Baragita not in Assam but at VadarikaSrama
during his first pilgrimage (C 1481 AD.). We quote below the
entire song not only for its historical importance, but for its deeper
message and true artistic structure:

11. There ore many popular editions of Sankaradeva's Baragitas, ‘Sri
Sri Sonkardevara Baragita® edited by Sri Rajmohan Nath contains copious
word and explanatory notes.

12. Plays of Safikaradeva, Midhava Deva and Gopila Deva were first
published in one volume in A#kiyd Né by the Department of Historical and
Antiquarian Studies, Gavhati, 1940. Ancther publication titled Aakdvali and
edited by Sri Kaliram Medhi, M.A., Gauvhati, appeared in 1950. There are
also independent editions of one or two of these plays,
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Réaga — Dhanasri

Mana meri Rama ceranahi lagu |
Tai dekha nd antaka dgu ||

Mana dyu ksane ksane tute |
Dekha prana kona dina chute ||
Mana kila ajagare gile |

Jana tileke marana mile ||

Mana niscaya patana kdya |

Tei Rama bhaja teji miyd ||

Re mana isava vigaya dhdndha |
Kene dekhi nadekhasa andhd ||
Mana sukhe pdra kaice ninda |
Tai cetiyi cinta Govinda ||
Mana janiya Sankare kahe |
Dekha Rdma vine gati nahe ||

“Rest my mind, rest on the feet of Rama:
Seest thou not the great end approaching ?

My mind, every moment life is shortening,
Just heed, any moment it might flee away.

My mind, the serpent of time is swallowing:
Knowest thou, death is creeping on by inches.
My mind, surely this body would drop down,
So break through illusion and resort to Rama.
O mind, thou art blind;

Thou seest this vanity of things;

Yet thou seest not.

Why art thou, O mind, slumbering at ease.
Awake and think of Govinda.

O mind, Sarikara knows it and says,

Except through Rama, there is no hope.”3

It should be noted that Brajabuli, as a language had lesser
uses of compound consonants, a preponderance of vowels and alli-
terative expressions and these phonetic traits may be said to make
it a more suitable medium for lyric compositions. In addition to
this flexibility, some element of sacredness was associated with
this artificial language, as it was traditionally considered to be the
language of Vraja (Vyndavana) in which Krsna and the Gopis
spoke. This archaic language bearing vocables of fuller feeling-
tones was employed to “meet requirements which do not arise in

13. From B. Kakati's Saikaradeva,
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ordinary speech” and it immensely succeeded in interpreting
the Vaisnavite atmosphere, Sankaradeva was our first great
poet to use this artificial language and superb was the use he
made of it in his Baragitas and Ankiyd ndtas. For structural
models of these Baragitas the Buddhist Carydpadas may be said to
have led the way.

The Baragitas are far more poetical than the kavyas, and more
passionate even than the akhydnas of Kirtana. The growing popu-
larity of music and the requirements of the devotional services
made Sankaradeva compose a large number of Baragitas, the most
beautiful prayer-songs in our literature even to-day.

Sankaradeva’s Baragitas'* deal chiefly with experiences of
religious life, philosophic reflections, the world and morality, poig-
nant introspection of the self, agony of spirit, humility of the self.
Some of them are speculative about the nature of God, His rela-
tion with man, His compassion, the innate suffering in human
existence, the way of liberation and so forth. Others are exhorta-
tory, urging men to ‘chant the name of Hari’, to ‘think of Govinda’,
‘to rest on the feet of Rama,’ ‘to leave the illusory pleasures of the
world,’ etc. Each one of the Baragitas invariably concludes with a
passionate prayer for shelter at the feet of Govinda, and deliverance
from this suffering world. The following song in praise of God is
an illustrative example:

“Life of the creatures of the world, self-created,
Jandrdana, crusher of Danuja, reliever of suffering,
source of joy to the virtuous, joy of joys,

delight to Nanda, roamer in the wilds.

Proficient in warious sports,

outshining the autumnal moon,

Sleeper on the serpent Sesa, auspicious, destroyer of Kedi.
Clad in yellow robes, indestructible,

Friend to the world, prop of the universe,

Miadhava, foe to Madhu, sweet to the sight,
destroyer of Mura.

The lotus feet of Kesava

This is desired by Thy servant Sankara”

14. The term Baragita has a special significance in the Vaisnavite litera-
ture of Assam and the songs of Sankaradeva and Madhava Deva are generally
considered as Baragitas. The Baragitas are sung at different devotional ser-
vices known as prasafigs which are held at different hours of the day.
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Deeply distressed by the fever and fret of life Sankara in some
of the psalms expresses a sense of utter weariness in the world of
change and sorrow. Thus sings he :

Raga — Suhai
Sri Rama mai ati pdpi pimara teri bhdvand nai |
Janama cint@mani kahe gayo yaice kdecaka 1di || Dhrum
Divase visaya biyakula ni§i sayane gondi |
Mane dhana khuji vimohita teri @rati ndi ||
Hrdaya kamale Hari baithaha cinto carana nd teri |
Karala garala yaca bhojana himu amiya heri ||

Parama murukhe himu Mddhava eko bhakati najina |
Dasa dasa buli tarahu ehu Saikara bhana ||

“A dire sinner to Sri Rama,

Think I not of Him.

In pursuit of things glasslike,

My precious life I while away.

During the day I pursue worldly pleasures,
Night 1 pass fruitlessly in sleep.

With agitated mind I search for wealth,

No devotion I know of Thee.

Within my lotus-heart resides Hari,

Yet I meditate not His feet.

Casting away nectar I take poison.

Fool as I am, I know no devotion to Madhava.
Save Thy slave, O Lord,

Entreats thus Sankara.”

Also in the following :
Rédga — Keddra

Pave pari Hari karaho katari prana rikhabi mora |
Visaye visadhara vise jardjare jivana nirahe thora ||

Dhrum.
Athira dhana jana jivana yauvana
athira ehu samsdra |
Putra parivira savahi asdra
karabo kiheri sira ||
Kamala-dala-jala citta cancala

thira nahe tila eka |
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Nahi bhayo bhava bhoge Hari Hari
parampada parateka ||
Kahatu Sankara e dukha sigara

pira kard Hrgikesa ||

Tuhu gati mati dehu Sripati
tattva pantha upaedesa ||

“Falling prostrate at Thy feet, O Lord,

I make entreaties that thou may preserve my soul.
My life has become infected with the venom

of the serpent of worldliness,

It eannot stand any more.

Wealth and family are illusory,

So are life, youth, and this our world.

Wife and children are all insubstantial,

Whom shall I rely upon ?

This my soul is as fickle

As is the water on floating lotus leaves,

And never at rest for a moment.

Immersed in the enjoyment of worldly pleasures,
I feel no direct touch of Thy supreme feet.
Sankara prays: O Hrsikesa,

Steer me safe across this sea of sorrows,

O Sripati, Thou art my goal and mind,

Give me the doctrine and the way,

In the path of spiritual progress.”

The senses are a great hindrance, Sankara wants to transcend
them and so he prays:

Nérdyana carana karahd gohdri
Visaya-vilisa pdsa chdndi

Indriya mohi ohi vatovdri || Dhrum.
Nésa gandha madhura rasa rasand |
Sravana vividha dhvani dhdya ||
Nayand riipa parasa tvaca cdhe |

Kdve bhajaho pahu pdya ||

Kéama krodha mada mina moha meri |
Aisava vairi visdla ||

Sankara kaha pahu tuhu vine ndhi dra |
Sevakapala Gopila ||
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* O Narayana, this prayer do I make at Thy feet:
Free me from the shackles of earthly pleasures,
and break asunder my senses.

My nostrils crave for smell,

and the tongue pines for delicious taste,

The eyes look for forms and the touch for flesh,
As such, how can I worship the feet of the Lord ?
Lust, anger, vanity, pride and passion —

They are mighty foes.

Sankara says: O Lord, except Gopila

There is none to protect Thy servant.”

In this world of illusion, faith, adoration and devotion to Krsna or
Réma can only release human beings from death, destruction,
and utter ruin. The following hymns describe Sankara’s concep-
tion of devotion, spirit of humility and self-surrender :

Riga — Dhanadri

Pdmara mana Réma carane citta dehu |

Athira jivana Rdma Madhavakeri ndma
maranaka sambala lehu || Dhrum

Rayani divasa diira dvi ydvata
dyata antake garaji |

Kathi tanupata milata mati mani
Rdma bhajahu sava varaji ||

Ada pasa paradi mdnasapasu
Padali bandi beri beri |

Bhava kardgira tdraka ndhi dra
vine bhakati-rati teri ||

Avanisi sevahi Rama parama pahu
Rahu hrdi paikaje merd |

Krsna kimkara bhana Ridmae parama dhana

maranahi saiga na chord ||

* O sinful mind, keep thyself at the feet of Rama.
Life is unstable.

As weapon against death,

Take the name of Rama-Miadhava.

Days, nights and life pass away,

And death approaches with thundering noise,
Thinkest thou of the decay of the body;
Forsake everything and take shelter under Rama,
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O animal in man’s garb,

entering the snare of cravings,

You now become a prisoner.

From this prison-world none can rescue you,
Save your own devotion to the Lord.
Devoutly I serve the great lord Rima;

Let Him reside in my heart.

Rama is my greatest treasure.

O Lord, leave me not in the grip of death,
Prays the servant of Krsna.”

The intellect and wisdom cannot qualify one to obtain release
from this world unless he possesses true devotion. Safikara there-
fore says—

Soi soi thikura moi yo Hari parakdsa |

Ndma dharata riipa smarata tikeri hdmu dasi || Dhrum.
Pandite padhe Sistra métra sira bhakate liye |

Antara jala phutaya kamale madhu madhukare piye ||
Yiahe bhakati tihe mukuti bhakate etattva jind |

Yaice vanika cintdmanika janiyd guna bakhand ||

Krgna kimkara Saiikara kaha bhaja Govindaka paya |
Sohi pandita sohi mandita yo Hariguna gdya. ||

“He is my master through whom light of the Lord
manifests itself,

1 am His servant who recites His name

and cherishes his image in heart.

Like the bee that collects honey from the lotus

that blossoms in the heart of water,

The devotee drinks the essence

while the pundit merely reads scriptures.

Devotion alone leads to salvation —

a devotee should bear this in mind,

As a merchant knowing well

appraises the merits of the best jewel,

So Sankara the servant of Krsna says,

Fall thou down at the feet of Govinda and pray.

He who sings the praises of Hari

Is the real pundit and the glorious man”

Some of these songs are allegorical in import:

E bhava gahana vana ati moha pife channa
tate hamu harina benii |
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Phandilo mdyara pase kalavyadha dhaya dse
kima krodha kurtd khedi khaya ||

Hardilo cetana Hari najans kimate tari
$unite dagadha bhela fiva |

Lobha moha duhu vigha satate na chare laga
rakhu rdkhu Saddsiva ||

Paldite nedelkho sandhi dine dine drhabandi
bhails manda manara yukuti |

Tuwd Hari ligo goda mora miydpisa choda
Sankara karaya kakiti ||

“This world is a dense forest,

Full of the fetters of desire;

And myself, a weakling of a deer,
wandering here alone,

Time like a hunter,

charges me fast.

I am entrapped by the fetters of mayd.

O Hari, I have lost my heart,

and know not the way to liberation.

Even to think of my lot,

I burn within,

Avarice and illusion, the two tigers

are following me.

Save me, O Thou infinitely good One —

I see not the way of escape,

And what a misfortune, I am entangled the more,
While I am losing the strength of my mind.
Sankara takes refuse at Thy feet

and entreats Thee !

Free him form the fetters of mayd.”

In some Baragitas we come across descriptions of child Krsna,
his setting out in the morning to tend cattle with the cowboys, his
repartees in the forest to his friends, and returning back in the
evening tired and with deep sleep in his eyes. This group of
Baragitas is full of pastoral settings resembling very much village
scenes of Assam. The human note is not wanting, particularly in
the worries and passionate longings of Yasoda for the safety of her
son Krsna,

L 14
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The following Baragita which describes sorrows and lamenta-

tions of the Gopis when Krsna departed for Mathura, is cited as
an illustration : —

Raga—Kalyana
Uddhava Vandho ! Madhupuri rahala murdru |
Kahe rahaba niheri ava fivana
vana bhayo bhavana hdmdru || Dhrum.

Yahe viyoga dgi anga tdvdya
tila eku rahaye nd pdri |

Sohi Vraja sira diira gayo Govinda
difa desa divase dndhari ||

Bhayo marana O hi sehi Hari caranaku
bichuri rahaya nd péi |

Dekhata Kalindi giri Virinddvana
tanu mana dahaya saddye ||

Vrajajana fivana bahuri ndhi dvata
himdku karatha andthd. |

Gopini prema parasi nira jhuraya
Satikara kaha gunagdthd. ||

“Q friend Uddhava,

Muraru chooses to stay away at Madhupuri.

Without seeing him how shall we live ?

Our homes now turn to wilderness.

Fire of separation burns our limbs,

We find no peace for a minute even.

Govinda, the sun of Vraja has departed,

So darkness prevails even in day in the ten directions,
Being separated from the feet of Hari

We will perish soon.

The very sight of the Kalindi, Govardhana and Vrndavana
Burns ceaselessly our minds and bodies.

Alas ! the life of Vraja shall not return,

Putting us in utter helplessness,

In love, the tears roll down the cheecks of the Gopis.
Sankara sings the praises of the Lord.”

The following hymn in beautiful imagery has a deeper note of
pathos : —
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Tala-ekatila |

Méadhava virahe haraya cetana |

tanu jivanae na rahe || Dhrum.

Canda candana manda malaya samire |
Kedava vine viga varige sarire ||

Ghana ghana hanaya madane paiica vine |
Kokila kuhu kuhu lohu meri prina ||
Pamkayapata ahita himabiri |

Madhukara nikara karaya mahdmari ||
Aicana samaye Madhupuri piv prina |
Krgna kimkara rasa Saikara bhina ||

“ Benumbed are our senses at separation from Madhava.
Life does not seem to keep well with the body.

The moon, sandal-paste and the cocling Malaya wind,
rain poison on us.

For we are bereft of our beloved Keéava.

Again and again Madana shoots his five arrows,

And the cuckoo takes our life with its exciting cooing.
Lotus-leaves and cold water turn harmful,

Bees come in cluster bringing great destruction to us.
Alas ! even at such a time our beloved,

our very life, stays at Madhupuri.

Sankara, the servant of Krsna.

expresses such sentiments.”

In the Baragitas we find Sankaradeva in his exalted
moments. Here he exhibited his power of fusing philosophical
thought with lyrical feelings. He blended in these song-poems
lofty thoughts with splendid rhythmic felicities and artistic ex-
pressions. Numerous are the similes, metaphors, alliterations and
other figures of speech which make them enjoyable and appealing.
The popularity of Baragitas grew rapidly and a large number of
such song-poems were composed by later poets. Among these
writers women also come into the picture. The best compositions
are, however, from Madhava Deva, who himself was a master
musician.

Another type of Sankaradeva’s poetry is known as Catiha.
During his pilgrimage at Banaras Sankaradeva met some disci-
ples of Kabir and was charmed with Kabir's Cautisi verses. The
Cautisi is an exposition of the religious signifieance of the conso-
nants of the alphabet. Just as in Chaucer’s “A.B.C.” the verses
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begin with the successive letters of the Latin alphabet, the lines
in this form of composition begin with the successive letters of the
Sanskrit alphabet, Their reproduction in Assamese resulted in
the Catihds.

Section IV

DRAMA

The Ankiya-natas were composed mainly to appeal to the eye,
the ear as well as to the mind of the common people. These plays
exercised a tremendous influence on our national and cultural life;
they led to the growth of the popular stage, and development of
music and daneing. The drama represents a spectacle and the
appeal of the spectacular in an age when printing was unknown,
was profound. Although first used mainly as a means of further-
ing the cause of Assamese Vaisnavism by their spectacular appeal
to the people at large, these plays have come to exercise an abiding
influence on our common folk to this day. They inspired our
poetry and led to the creation of a special type of descriptive poem
called Bhatimd. Further in the Ankiypd-nitas we find our first
prose, a prose rhythmic in form, and full of elevated and musical
expressions,

Of Sankaradeva’s dramas Kali Damanal® (Subjugation of
the serpent K&li) composed at Bardova about 1518 AD., Patmi
Prasida (Favour to the wives) written about 1521 AD. at
Dhuvahata, Réisa Krida or Keli Gopdla, (1540 AD), Rukmini
Harana (Abduction of Rukmini), Pédrijita Harana (Stealing of
the flower Parijata) and Rdma-Vijaya (Conguest of Rama), the
last composed at Cooch Behar sometime in 1568 AD.'® at the
request of the king Naraniriyana, are now extant.!” The subject-

15. Tradition says that the first play produced by Sankaradeva was
Cinha Yaini. His biographers have left detailed account of the first perfor-
mance of this drama, where painted scenes were used, masks were worn and
dance preponderated.

16. Srigopalapadacchatrechiyalalasaminasah |

Sukladhvajanrpa etat kfirayamisa nitakam ||
Vindurandhravedacandrasike Satkara—samijfiaksh |
Sririmavifayo niima ndtakam vidadhedhund ||

Rimavijaya or Sttdsayomvara is the last work of Sankaradeva.

17. He is said to have written another play nemed Janma Yatrd, which
is now not extant
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matter of the first three plays was drawn mainly from the Bhidgavata.
Rukmini Harana and Périjita Harana are adaptations respectively
from Hari Vaiméa and Visnu Purina, the story of Rama Vijaya is
taken mainly from the Ramdyana. The stories of all these plays,
however, have a happy ending. In subject-matter, technique and
purpose of the plays Sankaradeva had to work under certain
limitations. The story of each play was pre-determined and fixed ;
in presentation emphasis had to be given on the propaganda side
rather than on artistic representation. The author here is a prea-
cher first and artist afterwards. So he selected the episodes that
served his purpose best. Nevertheless, even under these limita-
tions, in some of his plays particularly in Rukmini Harana, Parijita
Harana and Rdma Vijaye, effective characterisation is noticeable ;
and even in a small canvas the main characters stand out in clear
relief, In Rama Vijaya, when Rama returned from Mithila in the
company of Dasaratha, Sita and Laksmana, the party met on the
way Parasu Rima. Parafu Rama was angry at Rama for his
breaking the bow of his master Siva. Parafu Rama bit his own
shoulders in rage and challenged Rama to a trial of strength. This
intense excitement of the situation is powerfully suggested by the
words of the Sitradhdra and the speeches of Parasu Rama. The
words of Dasaratha, who sought the sage'’s forgiveness for his son
are full of parental love and solicitude, Dagaratha entreated :—

He Parafurdma prabhii, hdmdra putra Ramacandra
balakamati | Ihdka dosa marasa gosdi, tohdri caranaka
disa bhelo | mdthe khera dharo hamdke putradina
dehu | Java nahi ksama karaba, tava putraka cori
hiamara matha lehu |

“ O Lord Parasurama, my son Ramacandra is a child. Forgive
him. 1 fall a slave at thy feet. With straw on my head I beg the
safety of my son. Ifthuunanstnntforgivemysun,ﬂ:.minex-
change take thou my head.”

The characters of Parijita Harana have fine human touches.
Narada, the quarrell-maker, had one day presented a Périjdita
flower to Krspa which Krsna in his turn gave to Rukmini who was
then waiting upon her husband. The news was immediately car-
ried by Narada to Satyabhama. Satyabhima’s jealousy was
aroused at the fortune of her co-wife. She burst into a hysteric
fit and became indifferent to her food and drink. Narada again
went to Krsna and apprised him of the situation. Ersna hurriedly
went inside to comfort her. Satyabhima chided her husband with
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harsh words till Krsna agreed to uproot the whole Parijata tree
from Indra’s garden and transplant in Satyabhama's palace. Satya-
bhiima accompanied Krsna on this expedition to Amarivati
While Krsna was about to uproot the tree, which act was being
obstructed by the keepers of the garden, an amusing battle of
words ensued between Satyabhima and Saci, Indra's wife. We
take at random a snatch of their conversation:

Saci:
Ave Satyabhdma, tohdri svémi Madhaveka kathd hdmu
sava jani | Ohi Gopi-vitala Gopila | Unikara dgu
Gakulaka stri nahi rahala | Dekhu Kamsaka dasi Kubuji
tihaka héta eddvala ndhi | Tdheka dra ki kahava | Aisana
andoiri Krsnaka garava kavekahd himaka Parij@ta niyd
jiya | Ah vajrapite savamse ndda bheli | Jinava | ***%*

Satyabhfima :

Ave Indréni, Jagataka parama gurny hdamara svimi |
Jéhera nima sumarite mahi mahi pipisava samsira
nistare | tiheka atave nindad karaha | Ave nildjint marite
najdna | Tohdri svami Indrake katha kahite ghrndse
upaje | Dekho Amardvatika yata vesyd tohdlka svimika
se nihi antala | Tohdri svami kayali ki | Gautama rska
bhéryd Ahalya tdheka maydkarikahu jiti bhrasta
kayala | Tannimitte sava Sarira dhdki jonidaka bhela |
Ave pimari aisane Indraka hamdke dgu vakhé-
'ﬂﬂhﬂ r L3 20

Saci speaks :

O you Satyabhimd, I know well of your husband Madhava,
a cowherd who did mischief to the Gopis. The women
of Gokula had no escape from him. Even the hunch-
backed maid of Kamsa could not save herself from him.
What more should I say ? To such a Krspa, I emphasize
this; you are stealing my Périjata blossoms. You would
be exterminated along with your line, I am quite sure.

Satyabhimi retorts:
Well Indréni, know that the lord of the world is my
hushand; the mere contemplation of his name liberates

great sinners from worldly life. How do you dare to
speak ill of him? O you shameless one, do you not
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know how to die? To refer to your husband Indra gives
me disgust. Look, even the harlots of Amaravati could
not bring satisfaction to Indra, and see what he did ?
. Ahalya, the holy wife of Gautama was polluted by a
device of magic. It is for this the person of your
husband was covered with a thousand marks of dis-

grace. You low-bred woman, you extol this Indra be-
fore me ?

These characters, though classical, do not reveal in their speech,
demeanour and action any trace of the dignity and grandeur of
the original. In reality they represent the rustic women of
the author’s time. Again both in Rukmini Harana and Rama
Vijaya, Sankaradeva introduced a few love scenes probably to
suit the requirements of the illiterate audience.

A noteworthy characteristic of these plays is that in them
verses greatly preponderate and the author uses them to further
the progress of the play. Situations and incidents, at places, instead
of being represented through action and character are suggested
by the mere machinery of descriptive verses put into the mouth
of the Siitradhdra. Most of the minor incidents, and feelings, senti-
ments, even of the major characters are displayed through songs.
Thus in Rdma Vijaya Rima’s adventures with the Raksasi Taraks,
while Rima was on his way to the hermitage of Kausika, and later
the scenes of sacrifice where he killed the Raksasas such as Subahu
and Marica in the hermitage of Kausika, are effectively recited in
songs and not shown in action. Again in Rukmini Harana such
incidents as Rukmini’s entreaties to Krsna to save her brother's
life, the bridal procession of Ersna and Rukmini to Dvaraka and
the gay picture of the marriage are recounted only in songs. The
use of dance is another device by which the story is unfolded to
the audience. The dialogue and characterisation are very thin and
feeble in such dramas as Patni Prasida, Raskrida and Kali Damana.
Their stories are chiefly described by the Sitradhdra in prose and
verse. Unlike as in Sanskrit plays, the Siutradhdra is an integral
PaﬁinanAﬁEy&dmmaanﬂhemnaimaﬂalungmthestage.
He opens the play, introduces the characters, gives them directions,
announces their exist and entrance on the stage, fills up lacunae
in thaacﬁnnufﬂzeplnyhysong,danteanﬁspee:hm,mdlecmm

Ver any opportunity arises on the ethical and spiritual points
of the plot,
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Theﬂhnﬁnﬁsoftheﬂaysmvenxainlyasepﬂoguesand
prologues. Some are, however, of the nature of panegyric poetry.
The Bhatima recited by the Sitradhdra in Ridma Vijaya unfolds
before us the top-knot beauty of Sita and is very impressive : —

‘Ki kahaba riipa kumarika Rima |
Kanaka putali tula tanu enupima ||
Ratana tilaka lola alaka kapola |
Heriye bhrubhaiga tribhuvana bhola ||
Dekhiya badana cinda bheli ldja |
Nayana nirikhi kamala jala majha ||
Heriye bhujayuga milala ucaika |
Lalita mynéla majala jala paika ||
Arakata karatala muni mana moha |
Kanaka $alakd anguli karu doha ||
Banduli nindi adhara karu kanti ||
Dédimba nivida vija danta panti ||
Isata hasita madana moha jdi |

Nasa tilaphula kamalint mdi ||

Nava yauvana tana badari pramdna |
Uru karikara kati dambaruka thina ||
Pada paikaja nave pallava panti |
Campaka pikari anguli karu kanti ||
Nakhacaya ciru cinde parakdia |
Lahy lahu mattagajagemana vilisa ||
Kate ldvanu vihi niramala jini |
Kokila-ndda amiya jhure vini ||

“ O Rama, how to describe the beauty of the princess? Her
figure is like an exquisite image of gold. There is the jewelled
mark on her forehead with tresses hanging down. At the sight
of her demeanour the three worlds are entranced, the sight of
her face shamed the moon, the sight of her eyes sent the lotus
down into the deep. Seeing her arms the graceful lotus stalk dis-
appeared under the mud. Her palms are so red that they absorb
the attention even of sages. Her fingers shine as gold sticks. Her
cheeks outshine the Banduli flower. The rows of the teeth are as
thick as the seeds of the pomegranate. Her slightly smiling face
enthrals even the god of love. The sweet maid's nose is the
blossom of the sesamum ; with fresh youth her breasts grow to the
size of plums. Her thighs are like the trunk of an elephant ; her
waist like a damaru. Her feet are like a row of fresh leaves; her
fingers gleam like Campaka petals, The nails look like the moon.
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Her slow movement resembles, the majestic steps of an elephant.
So much sweetness the creator could make! Her words stream
like delicate notes of the cuckeo.”

For technique, Sankaradeva's indebtedness to Sanskrit dra-
matic theory is complete. He utilized in the Asikiyd dramas
nindi, benediction, prastivend, prologue and epilogue. Prologue
and epilogue described as Bhatimd are in Assamese verse; ndndi
verses are in Sanskrit,

We quote the following extract from Kéli Damana to illustrate
Sarikaradeva’s skill in Sanskrit verse compositions,}® use of songs
and prose, and specimen of dramatic technique followed in his
plays.’®

Kali Damana
Srikrgnaya namah
Sloka

Meghasydimalamirtimdyatamahabihum mahdrahsthlam
Araktayatakafijalocanayugam pitimbaram sundaram |
Mulktahirakahemahdravalayilamkaraldntidyutim

Krsnam $irada-sindracandrasadréamhrd paiikajehambhaje ||

Api ca:

Yendkdri mahdhidarpadalanam kridd hradinyd jale

Yendbhdji bhujangabhoganikhilam padbhydm mudd
mardditam ||

Yendméari mahdmahdsuracamiicakream param llaya

Tasmai- érikarundmaydya mahate Krsndya nityam namah ||

Sttradhdra — Uhi prakdre Srikrsmaka parandma kayakdhd,
sabhdsada lokaka sambodhi bdla

18. Sanskrit influence is overwhelming in the plays; and verses written
in Sanskrit are interspersed all through them. For these plays Sankaradeva
himself wrote about one hundred and eighty stanzas in Sanckrit in diverse
metres,

19. Further, this citation may help scholars in the comparative study of
lhl:ndﬂﬂmtut of dramatic literatures in other Modern Indian languages
alsa,
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Sloka

Bho bhoh simdjika yiiyam $rnudhvam sraddhayidhuni ||
Kramasya kalidamana-yatri-virtdm nibodhata Il

Sitradhira — Ahe sabhasada loka, ye parama purusdttama sand-
tana Néarayana Sri Sri Krspa uhi sabhdmadhye
kalidamana lilé yatra® parama kautuke karaba | tdhe
sivadhane dekhaha $unaha | Nirantare Haribola Hari,

Bhatima

Jaya jaya yadulkula kamala prakdsaka
ndsaka kamsaka prina |

Jaya jaya jagataka bhakataka bhiti
nitikara nirajina ||

Jaya jagandyaka mukti diyaka
siyaka Sdraigadhdri |

Dugta Arigtaka mugtika modala
Codala bandhu Murdri ||

Dharu Govardhana barana barikhana
bheli Indramada diira |

Tribhuvana kampaka kéli sarpaka
darpaka kayali ciira ||

Nandaku nandana vandana devaka
sevaka ydkeri sarbba |

Gopamukhe anna mdgala bhasigala
dviya nijakarma garbba ||

Gokula jana yata : tdraka mdraka
kuvalaya Dhenuka nasi |

Putanikd tana 46sala
tosala mana vrajavasi ||

E dukha déhaka pivaka bhivaka
pirala puna manakima |

Jagajana jataka pataka ghdataka
yikeri e guna nima ||

Ydhe bhakati rakati fakati

tirala wha samsira |

20. These are also called Yatrd in the plays,
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Kita patanigama jaiigama safigama
bhakataka pdi nistira ||
Sohi Krsnaka uhi nataka
utpdtaka dukha mila |
Kalimala anala janala minala
ndhi nahi uhi tula i
Suna savae lbi hdi noi
dekhahu vacana bicdri |°
Iha samsira sira nahi dra
cintahu carana Murdri 1
Brahmda Mahesvara eikare yikara
tikara guna muha lehu |
Bandhava Madhava sddhava muluti
tdhe carane citta dehu ||
Uhi Isvara tairaka maraka
kiraka save samsira |
Téhe karu seva devaka deva
ndhi nahi Hari vine dra ||
Yataye paramd dharama karamd
savakahu rdja ndma |
Krspake kinkara Sankara kahu
save bolahu rama ramd ||
Sutradhdra — Ahe sabhdsada loka, ye jagataka parama gury
parama  puruse purusoiteme sandtana Brahmi
Mahesa sevita carana pamkaje Nérdyana Sri Sri
Krsma uhi sabhdmadhye Kili Damana ndéma lild
yatrd kautuke karaba tdhe sivadhine dekhaha
sunaha | Nirantare Haribola Hari || (Akdsaka karna
diyd) Ahe Sangi, kona vidya funiye |

Sangi — Sakhi, mrdeiga vaméidhvani $uni | Ah milala milala ||

Sloka

Govatsin puratah krtva gopilah pilakah satim
Sabhdm previvesa gopaih saha venum ninddayan Il
Sitradhdra—Ahe simajika loka hdému ye kahala sohi I$vara $ri
Gopila vatsapila sahite ethd praveska hu yaice [lild
kautuka karaba tihe dekhaha $unaha | Nirantare
Haribola Hari ||
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Gita
Riga Sindhurd, Ekatili

Avata e kanu surabhi cardi |
Rafnjita dhenu renu venpu bajdi || Dhrum

Pada
Sire fikhandaka gandakundala doldve |

Ure hemahdra hird maiijira jurdve ||
Balaka bedhi kheli khelaite yiya |
Kahatu Sainkara gati Govinda paya ||

Sutradhira — Aisana lla keli kautuke nrtya karite Gopila sahite
gifusava Kilihradaka samipe pivala | Se visamaya pini
ndjani parama piydse pidita huya sevahid hradara jala
udara bhari pdna karala | Tattakile dorghora visajila
pdniye cetana harala | Sarira kampi kampi prina cdri vatsa
vatsapilasava kilindi fire parala |

Sloka
Vatsakan palakdn Krsno vilokya mrtakin tadd |
Cakéra pracuram khedam adbhutam bhaktavatsalah ||

Siitradhdra — Tadantare vatsa vatsapila savaka visajala pine
mrtaka pekhi $ri Krgna ha hi ki bheli buli dharikahi ulata
pilata kari dekhala | Nirantare prina marala || 2

Section V

INFLUENCE ON CONTEMPORARY POETS

It is true that the Vaispavite movement gave a tremendous
impetus to the development of Assamese. literature in wvarious
directions but to the personality and the genius of Sankaradeva
it added fresh lustre. Sankaradeva was himself the source of
infinite inspiration to his contemporary writers2 His devout dis-
ciple Madhava Deva, another literary illumni of the time, com-
posed songs® and dramas at the suggestion of his guru. The incident

2. Up to this point the Sftradhdra dominates the play, He recites the
Nandi Sloka, unfolds the prastivand, sings the Bhatimd song, introduces the
characters and goes on narrating incidents of the play both with songs and
dances. This is true, more or less, of all the plays of Sankaradevs,

22, Kathd Guruearita, p. 97.

23. Kathd Gurucarita, pp. 165, 209, 213.
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relating to the commission for compilation of Ndmaghosi or
Hajiri Ghosd by Madhava Deva, a book of philosophical verses is
described in Kathd Guru Carita in a graphic manner® Madhava
Deva undertook the translation of Vispupuri Sannyiési's Bhalkti
Ratndvali, and composed the kivya Rdjastii® at the request of
Sankaradeva. Tradition goes so far that the first couplet of each
of the texts of Ndmaghosd and Bhakti Ratndvali was composed
by Sankaradeva as a mark of loving admiration for his disciple.
Rama Sarasvati, another voluminous contemporary writer under-
took to render the Mahdbhdrata at the suggestion of Sankara-
deva® His indebtedness to Sankara was very great. An interest-
ing episode is recorded as to the translation of some sections of
Book X of the Bhdgavata Purina by the Brihmana Ananta
Kandali. In a dream Ananta Kandali was directed to partake of
the remains of Sankara’s food and when the Brihmana asked San-
kara for it the latter refused to offer, but instead entrusted Ananta
Kandali with the rendering of the remaining sections of Book X
of the Bhigavata Purdina, which Sankara himself previously under-
took to translate. Most of the other poets of the different Books
of the Bhigavata were either directly commissioned by Sankara-
deva or inspired by his immediate disciples to undertake the
translations. Govindacarana Dvija who rendered Book III of the
Bhédgavata acknowledged clearly his indebtedness to Sankaradeva
and to Sankara’s disciple Dimodara Deva in the following verse:

Amara bandhava bandhu Srimanta Sedkara |
Tehe viracila pada Sri Bhigavatara ||

Si sava kathdka émi mane ddarilo |

Si karane samksepiyd pada viracilo ||

Sérvabhauma Bhattacharya, another well-known Brihmana
scholar himself tells us that he resided at Pragjyotisapura where
he was known as a devout Sakta. He entered into a long discus-
sion with Sankaradeva about the merits of the two forms of
Vaisnava and Sakta worship and getting defeated in dispute he
left for Banaras for study under a teacher Bisweswar Chakra-
varti. After five years of close study, he became, as he tells us,
well versed in &istras. At Banaras he made up his mind to be-
come a worshipper of Hari and on his return he at once turned to

24. Ibid, p. 218,
5. Kathd Guruearita, p. 205.
28, B. Kakati: Purani Asamiyd Sdhitya, p . 21,
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Sankara and became one of his disciples (Samkaraka guruy mani
sarana pasila). Afterwards at the inspiration of Sankaradeva,
Sarvabhauma rendered into Assamese certain sections of the
Padma Purana.

It would indeed be a long list to mention the names of
Sridhara Kandali, Sista Bhattacharyya and a host of other poets
of the period who were indebted in various ways to Sankaradeva.

Sectios VI
LANGUAGE AND LITERARY FORMS

After this brief summary no separate treatment seems neces-
sary about the dominant motif of Sankaradeva’s literature. His
literature was meant chiefly to serve practical purposes in the
Vaisnavite movement. Sankarite literature in tone, colour and
form, appears predominantly to be religious and, therefore, suffers
from certain limitations, Nevertheless there are magnificent and
inspired utterances that have a universal appeal and touch every
human heart. In many of such passages philosophy, morals, rules
of conduct are given not only to his age but for all ages.

We have already noticed that Nature too has some place in
Sankaradeva's writings. In fact, the brilliant descriptions of
Nature were largely instrumental in rendering many of his reli-
gious verses real gems of lyrical poetry. The poet took rapturous
delight in lingering over the description of the beauties of rivers,
oceans, groves, forests. and mountain scenery. He portrayed
them as they presented themselves to his eyes, and did not pro-
ject his own feelings and sentiments into them. Although not
attempting to discover any spiritual message he saw in her glory
and manifestation of the creator. Take his famous passages from
Divya Upavana in the Haramohana or the Citrakita in Gajendra
Upakhyana. Each one of them exhibits the author's delicate
observation of Nature and unfolds a colourful landscape.

To judge Sankaradeva, it is necessary to say a word about
his use of language, verse forms and other literary embellish-
ments, It has already been said that in Baragitas and Asikiya
dramas Sankaradeva used a kind of mongrel dialect known as
Brajabuli. His other verse compositions were, however, in sim-
ple and racy Assamese as his mission was to educate the common
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men with great ideas. The Assamese language was born out
of Migadhi Prakrit and the influence of Prikrit abundantly
lingered in his vocables and phonology. Moreover, this led to
confused forms and varied vocabularies. In his language we find
simplification of conjoint consonants, omission in certain words
even of the intervocalic consonants, reduction of aspirates to h,
change of y into j, lengthening and shortening of vowels for
metrical exigencies, less use of compounds (samdsa) and special
knack for spontaneous nasalisation. Cases of confusion are com-
monly seenintand t,sand $; nand 0, l and r, 1, and ri®

Assamese was still then in its formative stage. So it forced
the poet to invent new words or to coin new forms and idioms,
more effective than the existing old words. His catholic mind
prompted him to borrow words unhesitatingly from Perso-Arabic
vocables, In verse forms, Sankaradeva followed his great master
Madhava Kandali and adopted the traditional and standard
metres Pada, Dulari, Chavi, Jhumurd, etc, with masterly metrical
skill,

We have already noticed that Sankaradeva was an erudite
scholar in Sanskrit and he drank deep into the Sanskrit literature.
Besides, borrowing materials for his kivyas and plays from
the Vedas, the Upanisadas, the Rimdyana, the Mahdbhdrata,
the various Purdnas and the Tantra-texts, Sankaradeva com-
posed £lokas and stotras even in Sanskrit. Further, he com-
piled an anthology of Sanskrit verses on Vaisnavite faith and
philosophy. The title of the text is Bhakti Ratndkara;® and it
contains near about forty sections relating to diverse topics on
Vaisnavism. The verses of the book were collected from such
works as the Bhdgavata Purdna, Prabodha Candrodaya Nataka,

Santi Sataka of the Kasmir poet Sihlana, Vaisnavananda Lahari
and Yogasiira,

In literary conventions, modes, figures of speech also Sanikara-
deva closely adhered to the canons of the Sanskrit poetics and
followed the classical traditions. Most of the imageries, expres-
sions, ideas used in his poetry were drawn from the inexhaustible
source of Sanskrit poetry; as for instance the comparison of the

27. Itiudiﬂculthﬁymihimdaﬁnitzmplmalogy!wdﬁwmt
manuseripts reveal different phonological peculiarities,

28. The manuseript is now being edited for publication by Pandit Mano-
ranjen Sastri, Nalbari.
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loveliness of a body to the flash of lighting (vijuli reha) or burnt
gold (tapta suvarnpa), the thighs to trunks of an elephant (kari-
kara), or stems of plantain, the neck to a conch (kambukantha),
the arms to rounded body of a serpent (valita "bhujanga), the
forearms to lotus stalk (mrndla danda), fingers to the petals of
campaka flower (campaka pépari), or sticks of gold (kanaka
$alakhd), an eye to a new lotus petal or a cakova bird, the eye-
brows to Cupid’s bow, the side long glance to Cupid's arrow, face
to moon, nose to a sesamum flower, redness of the lips to
a banduli flower or a ripen bimba fruit, the well formed teeth to
rows of pearls or seeds of a pomegranate, breasts to badari fruits
or ample jars, movements to swan's (Rdjahamsa), elephant's
(gajagati) or to lion’s (mrgardja), voice to cuckoo and hundreds
of such stereotyped comparisons. Among various figures
of speech alliteration which goes to create impression with
different sounds and marvellous melody is seen all through his
poetry. Repetition of the same syllable in the following Baragita
presents a brilliant example of alliteration while describing march of
Rama's army to Lanka: —
Raga: Asovari
Suna $una re sura vairi pramind nisicara ndda
nidind |
Rdmandma yama samaraka siji samadale kayali
paydnd || Dhrum
Thata prakate patu kauti kauti kapi
giri garagara pada ghdve |
Baridhi tari tari kare gurutara giri-
-dhari dhari samaraka dhive ||
Hata ghdta vahu vita viyapi
Caugade vedhali Lanka |
Guru ghana ghana ghosa gharigana garjjana
Sravane janamaye fafikd ||
Dhira vira sura gelchara Raghava
Rdvana tuva pari jhimpe |
Sura nara kinnara phanadhara tharathara
Mahidhara tarasi prakampe ||
Andha mugudha dasakandha papabudha
janakika #rata cardi |
Raghiipati pada-vara dhara rajeni cara
Satikara kahatu updi ||
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“Listen, O people, listen, the destroyer of demon enemies,
the cause of destruction of the riksasas.

He whose name is Rama, marches out to the fierce battle
accompanied by his hosts,

Millions are the monkeys skilled in the show of fight,

the hills shaking at the strike of their feet.

Crossing the sea they take hills and mountains in hand and
rush to the battle-field.

Spreading over streets and market places they encircle Larika,
Every now and then is heard noise like that of claps of thunder
and the clash of clouds,

so that it strikes the listener with fear.

Steady, chief among heroes, is Raghava—

Réavana, on you he does leap!

Gods, men, kinnaras, serpents—all shake—

the mountains quake in terror.

O you blind and fatuous ten-headed one

you of misguided intelligence,

Take Janaki on your head and take her back,

O you night prowler, take to the shelter of Raghiipati—

this is the means (of saving yourself) given by Sankara”

In the following verses, to illustrate how strong is the desire
for pleasures of the senses, several forceful illustrations are set

down:

L. 1§

Visayara duhkha jani tathdpito eko prini
nede dundi tike bhufiji mare |

Galata bandhiyd paghe katibdka nenta chige
yena nilarjjata ati kare ||

Aneka bhatsani pdi ucchisgta bhifijibe pdi
yena ati kukura nirgate |
(Srikrsnara Vaikuntha Prayana)

“Worldliness is unhappiness,

Creatures know this,

Yet none forsakes it, rather all run after it again.

Like a goat which behaves disgracefully

Even when led to the altar for sacrifice, roped by the neck.
Or like a shameless dog though uninvited

and vehemently chid

come to partake of the remains of a feast.,”
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Of the figures of sense, similes of various types are a very
favourable device and are frequently employed to elaborate an
idea. Sometimes series of similes run through a stanza to impress
one and the same fact again and again. To suggest SiSupila’s un-
deserving desire to marry Rukmini, no less than a dozen similes
are piled up together:

Moka vihd karibika dila Sisupdla |

Mora méane teveto jivana bhaila bhila ||
Tahdra ki mukhe moka vihdibika pire |
Simhara bharyaka yena $rgila dhdre ||
Hate mele candrake chavila yena ravge |
Amyrtaka icchd kare cukare kona benge ||
Sehimate asa Sisupdlara amdka |

Yena jaiija bhagaka bhuiijibe cave kika ||
Mahddana khoje yena patita brdhmana |
Visigta svargaka vdiicai brahmavadhi jana ||
Sehimate asi Sifupila nrpatira |

Tara mukhe svdmi huibe pdibe Rukminira ||
Traildkyara nitha midhavaka eri ydi |

Kone Sisupilaka varibe caksu khai ||
Simha eri $ukaraka khoje kona prini |
Dugdha eri kona jane piye micho pani ||

*(Rukmini says) This SiSupéila comes to marry me: my life has
taken a better turn indeed ! With what cheek has he come to marry
me ? As a fox would feed on the female of the lion, as a baby would
snatch at the moon, as the frog from the corner would desire for
nectar, so would Sisupfla desire me. As the crow would feed on
the offerings made at a yajfia, as the degraded Brihmana would
covet great gifts, as the Brdhmana-slayer would desire for the
high heaven, so would king SiSupéla desire me. He talks of being
husband to Rukmini. But setting aside Madhava, the Lord of the
three worlds, who would shut one’s eyes and choose SiSupala ?
What man would ignore the lion and ask for the pig ? Who would
ignore milk and drink fish-washing water 7"

He is also rich in other alamkéras such as Ripaka, Utpreksa,
Vydjastuti, Arthdntaranydsa, Svabhdvokti, etc. Another literary
skill which made Sankaradeva's writings acceptable to the popu-
lar mind is the use of proverbs in surprising numbers. These pithy
sayings, racy of the soil, are used to illustrate facts of ordinary life,
moral precepts and the wisdom of the common man,
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It cannot be denied that Sankaradeva had great fondness for
repetition. We come across frequent repetitions of imagery, ex-
pressions, sermons, refrains, incidents and even set descriptions.
As rightly pointed out by L. N. Bezbarua, many passages of Kirtana
oceur in Dasama and agree verse by verse, sometimes only with
slight variations. The Bhatimds of the plays Rulkemini Harana and
Réma Vijaya describing the beauties of Krsna and Rukmini, Rama
and Sité, are identical both in ideas and expressions. But whatever
be the merits or limitations of Sankaradeva’s writings, they have
been for the last five centuries a source of delight, inspiration, con-
solation and wisdom to the Assamese people. In his own age
Sankaradeva was acclaimed as a master poet, and his compositions
became the model and criterion of poetic excellence during the
succeeding generations, We honour him for greatly developing the
resources of the Assamese language, for widening the imaginative
range of Assamese literature and for raising it to classical elegance
and richness by imparting into it what is good and beautiful in
Sanskrit. In the significant expression of Madhava Deva, we may
say that “formerly the streams of love-nectar flowed only within
the confines of Heaven, until Sanikara came and breached the em-
bankments; and lo! now it flows tumultuous through all the world.”
Despite a change of outlook, shifting of ideals, and birth of new
literary forms, Sankaradeva’s literature has come to stay with us
as a standard and measure of great poetry. Even today his Ankiyd
plays are acted, the Baragitas are sung and the kavyas are read
with enthusiasm. We treasure them as a part of our national, cul-
tural and spiritual heritage.



EARLY ASSAMESE PROSE

BY
E. K. Barva

1. Prose of the Ankiyd Nitas

Though recorded literature in Assamese began as early as the
twelfth century AD. prose came to it very much later. The earliest
specimens of Assamese literature are written in songs and verses.
Verse was employed even in subjects which were definitely non-
poetical in nature. Even subjects like astronomy, medicine, arith-
metic got a versified treatment. The use of prose was, however,
first found in the Ankiyd plays of Sankaradeva, In the
dialogues of these plays Sankaradeva employed a mongrel
dialect called Brajabuli. Though originally sprung from the
Maithili, Brajabuli may be called a sub-Assamese language for it
was nurtured and nourished by Assamese poets and writers. In
the middle ages Assamese scholars used to visit the various cen-
tres of learning in northern India for education and pilgrimage,
In those days, Mithila was a noted centre of Vaisnavite learning.
Scholars and devotees who visited Mithila from Assam studied
not only scriptures but also learnt the songs of Maithili poets like
Vidyapati and Umépati. In imitation of these popular songs the
Assamese poets were tempted to compose songs, verses and plays
in a mixed Assamese-Maithili speech.

In structure, the Ankiyd Néfas are dramas no doubt, but in
content they are nothing but a combination of songs and lyrics
put in a dramatic form. Even their dialogues are rhythmic and
read like musical prose. A passage like the following alone gives
a clear idea of the language employed in these plays and their
musical style than any analysis :

Tadantara parama vipriya véni Suniye rijanandinila mdthe
yaice kalasa bhigala Srikrsnaka nairdsa $unie disa dasa andhiydri
dekhiye murcchita huyd tatkile parala yaise kdalika vite opdrala |
Srikrgnaka virahatipe Rukminika yaice avastha milala tdhe dek-
haha $unaha ||

Besides, the prose of these plays reveals such rhetorical figures
of speech as assonance and alliteration which are generally con-
sidered to be the traits of verse, These poetic embellishments are
not sparingly used, on the contrary a whole sentence resounds with
poetical vocabulary, For example :
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Jagataka parama guru parame puruse purugottama sandtana
Brahma Mahesa gevita carana pemkaja Narayapa Sri $ri Krsna |
Sohi Dasaratha rajekumdre koti kandarpa darpa dalana $ri Rama-
candra ||

For another peculiarity also the prose of these plays resembles
verse. Occasionally the last words of consecutive sentences would
end in rhyme, and at places different sentences would possess
equal numbers of syllables as in verse,

This prose contains many colloquial and homely expressions,
Words, phrases, similes from everyday speech were laid under
contribution and made to fit into the dramatic style. A few of the
homely Assamese similes that frequently occur are:

Kacaka cdhite mamika hardya (In looking for glass one loses
pearls) ;

Jaice sifira pari padma sankucita bhaila (As a lotus closes
under dew);

Jaicana vandgni vrsti jale nirbdpita bhaila (As a forest fire is
put out by rain);

Kadalike vite uparala (As a plantain tree is uprooted by the
wind).

It should be noted that Asnkiyé Natas were patierned after
Sanskrit models and this not merely in plot-construction but also
in subject-matter. This explains the presence of Sanskritic influ-
ences in them. Besides, inclusion of Néndi lokas in Sanskrit, the
Ankiyd Natas abound in many Sanskrit and Sanskritised expres-
sions and sentences.

The post-Sankarite Ankiya Nitas disclose a conventionality.
They have before them the same ideal and pattern and this has
continued so till to-day. Askiya Natas are composed even now
particularly by the religious pontifs of the Satras in the Very same
artificial Brajabuli language. Though there is not much of origi-
nality in dramatic style, form and technique yet these dramatists
exhibit remarkable power in craftsmanship and handling a langu-
age which is not in current use. The Ankiya Nédtas made immense
contribution in the field of Assamese drama and dramatic litera-
ture, and their contribution in the development of early Assamese
Prose cannot be too highly emphasised.
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II. Prose of the Mantra lexts

Contemporaneous with or even earlier than the prose of the
Avikiya plays we have the prose of the charms and riddles which
are commonly known as Mantra Puthis! These books have not
only literary value but also historical importance as the repository
of popular beliefs of the middle ages. The chief of these Mantra
books are: Karati Puthi (associated with knife), Vird-Jara Puthi
{(Charms against evil spirits), Sa@para Dharami Mantra (Snake
charms), Sarvadhdka Mantra (Charms covering all), Suci Mantra
(Auspicious charms).

Very old though these charms are, it is difficult to ascertain
their definite date of composition. They were surely written at
different times and hence the prodigiousness of the difficulty. In
many of the charms one comes across references to the Quran and
the Firingis. The subject matter of the Mantra-Puthis are to some
extent related to the Atharva Veda. In the Brahma Karati there
are clear references to it and in one passage it says: “ God was
sleeping in His eternal bed. When He exhaled his breath, the
four Vedas came out of Him. To this the Aranya Karati of the
Atharva Veda can bear witness”.

Some of the charms bear traces even of the Buddhist Dhidranis.
The Assamese Mantre texts further have been highly influenced
by popular beliefs and superstitions. The very fact that the charms
are generally practised by non-Brahmanical medical men proves
that this literature has no Vedic sanction. In the Brahma Karati
these texts have, therefore, been called the Obhotd Veda (The
Veda upturned). In order to give a Vedic stamp to the charms,
expressions like Om, Svdhd, ete. have been woven into them. Many
of these charms, further, end in words like uing, ang, hring, um,
krong, phit, etc. having a magiecal ring®

The prose of these writings is irregular and cryptic. The
sentences have a disjointed structure and are free from the rigours
of grammar. They lack the essential characteristics of prose style

1. Popular editions of these texts are printed by various publishers.

2. In this connection we may appropriately quote the statement of J.
endryes who holds that words possess a magical value which sccounts for
power of incantations and curses. Further, the mere word suffices to
uce powerful effects, especially when it is enshrined in & wverse, where
are fixed and governed by rhythm. Virgil says that a formula in
mike the moon come down out of heaven. Language, pp. 184-85.

Et‘.

i

i
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namely coherence and precision; most of the sentences are but a
conglomeration of unintelligible and mystic expressions and phrases
without grammatical verbs and proper syntactical forms, Here is
a passage as illustration :

Ramara $ara Laksmanara $ara ndga $ara pita ara cingliyd fara
pingaliyd fara deva $ara Indra fara ... ...

These mystic charms read more like verse than prose, and
since they are composed for the purpose of incantation, it is natural
that they should be rhythmic and resemble songs, The balance,
the symmetry, presence of alliteration, repetition of phrases like
formulas are other qualities which make them approximate to
verse, As literature, these charms are not without their importance.
At places they contain narrative passages with literary ornamenta-
tion. The following picture of the divine court of Brahma in the
Sudaréana Karati reveals a first attempt at sustained descriptive
writing in a mixed prosaic poetical style and with a facile handling
of rhetorical figures :

Brahmadeve bahi dche camatkdra kari | adi puvata vasild
Indra Yama daksinata | uttarate Kuvera Varuna pascimata | @no
devagano dche sabha piti sehi samdjaka cakra dekileka piche |
dekhi tharahari kimpe yata prajé dche | camatkdra kari Indra
surapati kimpe Yama Varuna Kuvera | meru mandara kimpe kari
tharathara | koti siirya sama yena cakra sudaréana | pralayara agni
yena dahi kare channa | bharaka bharaka kari give ldge jui | paldi
deva daitya ceficdpord hui | caribaka saiki nahi caksu yava phuti |
yike yaite pave cakra peldilo kiti |

In translation the passage somewhat reads like this:

“The god Brahma was sitting in a gorgeous manner. Indra
took his seat to the east while Yama to the south of him, To his
north sat Kuvera and Varuna, and to the west sat other gods in
assembly. To that court came the wheel (cakra), seeing which all
members felt a violent tremor. Indra, the king of the immortals,
Yama, Varuna, Kuvera, all shook violently. The polar mountain
Mandara also shook terribly. The wheel Sudarfana is brighter
than a crore of suns together and its intensity was greater than
the fire of doomsday cataclysm. The gods and the demons began
stampeding at the impact of the fire radiated by the wheel. No-
body could look at it without getting their eyes blinded. The
wheel tore to pieces whomsoever it got within its reach”,
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Here is another passage which describes the flight of ghosts
before the terrible wheel of Sudarfana. It is interesting not only
for its narration and homely style but also for the touch of humour
which is rather rare in early prose writings:

Kiro eko khina kina kuldra samina | eka kane dui kina dru
ciiri kinal eka bhari dui bhari kiro kongd bhari | cakrara bhayata
save paldi lavari | ati kato dheld kato kala kato kuja kato khord
kato bejimuvd kato dénta dchanta joigda joigd | cakrara bhayata
lagi paldi nirantara | kato kukuramuvd ufamuwvd beka bhari pengd
penigeri | kato bardmuvd bighamuvda kato dighalamuvd | kato dighala
petd kato jibha meli thaki | kato mukhe bara lila | kato oparacakuvd
kato thetu bhagd | kato kimoriyd petd | jutuld jupuli culi kdro miira
joigd | kdro hata cuti dui bhari cuti kiro pefa ydya mifita bagari |
befigara samna caksw cepetd ndsikd | kdro cuti dhola peta kato
benigimuvd | kato caku kand kato caku khala cila suturd suturi |
kiro dui bhari phure matita cucari | ghvata hdrara mdld bhasma
dhuli | kato dui bhari dche oparata tuli | kato phecd nakd sdsana
$aliyd | save yaksa paldya lavari |

In translation the passage reads like this :

“Some had ears as big as winnowing fans. Some had one or
two or even four ears. Others had either one leg or two and were
lying before the Sudarfana wheel; all fled helter-skelter. Some
were leprous white while others were as black as ebony. Some
lame or hunch-backed and others possessed mouths shaped like
the needle. Others possessed long and sharp-pointed teeth. The
faces of some resembled the faces of camels, dogs, hogs or tigers.
Others were long-mouthed. Some were long-bellied. Others had
hanging tongues, or watering tongues, water trickling down their
chins. Some had eyes turned upward. The hair of some were
matted. The heads of some were pointed, some had very short
hands and legs, with the result that while moving their bellies
brushed the earth. Other possessed eyes and flat noses like those
of frogs. Some even looked like toads. Some were blind. Others
had their eyes sunk to the sockets. The skins of some were choppy.
The legs of some went splashing, while the legs of others were held
upwards. Their bodies were besmeared with human ashes and
garlands of bones dangled from their necks. All these ghosts took
to flight.”

The passage doubtless reads more like verse than prose or a
curious blending of both. It should be noted that prose emerged
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out of poetry, and in early prose there was a close resemblance
between the two. In this connection the observation which Dr, 5. K.
De made with reference to the language of Siinya Purina, an early
Bengali prose text, may also be appropriately applied to the Mantra
Puthis. “Not only the condensed mode and ordenance of verse is
followed here” says Dr. De, “but the symmetry of the lines, turns of
phrases peculiar to verse, the refrain like repetition of sentences,
the very frequent intrusion of half-staves or full verse lines capable
of accurate scansion, occasional occurrence of end-rhymes, and
lastly, the muffled under-hum of verse-rhythm throughout—all
indicate that the passage, in close approach to the rhythm and
tune of poetry, was meant, if it is prose at all, to be chanted with
the verses to which it was only an appendage ™

III. Bhattadeva and his prose-works

The A#ikiya Natas and the charms hold the earliest specimens
of prose, but they are mostly specimens only. Their prose had not
acquired a distinct literary status. This was first conferred on
Assamese prose by Bhattadeva who directly and mainly employed
prose for literary treatment. It was in his hands that Assamese
prose was hardened, nourished and was fitted for the expression
of high spiritual matters, Vaikunthanith Kaviratna Bhigavata
Bhattacharya, popularly known as Bhattadeva, is believed to have
flourished between 1558 A.D. and 1638 A.D. His chief prose works
are Kathd Bhagavata (The Bhdgavata in prose) and Katha Gitd
(The Gita in prose).* Noticing the rather early times in which
Kathd Gita was composed, Acharyya P. C. Ray, the noted scientist
and savant of India, says, “Indeed the prose Gitd of Bhattadeva
composed in the sixteenth century is unique in its kind .... It is a
priceless treasure. Assamese prose literature developed to a stage
in the far distant sixteenth century which no other literature of
the world reached except the writings of Hooker and Latimer in
England ",

Before assessing Bhattadeva’s works it is necessary to see why
he discarded the traditional verse form in favour of prose. The

3. Sushil Kumar De: History of Bengali Literature in the Nineteenth
Century, pp. 459-460,

4. Kathd Gitd edited by Pandit H C. Goswami, Gauhati, 1840 Saka
(1918 AD.) All the books of Kathd Bhdgavatn have not been published. So
far only Books I to VI have been published by £ Ramadeva Adhikar
Goswami of Patabausi Satra. It should be noted that the word Kathd is
lmdhﬁm&:inlmummﬂm&eumnimnm&ﬂ.

L 17
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master influence in his life was that of Damodara Deva at whose
command Bhattadeva undertock to render these texts into
Assamese prose for the benifit of women and low-caste people.
Bhattadeva was to an extent successful in his great attempt. Any
one who has read Kathi Bhigavata and Katha Gitdi can without
demur say that the author has succeeded in making his works
intelligible to common people. By translating these two most
sacred and dignified Sanskrit texts into Assamese Bhattadeva not
only conferred a high status to the Assamese language but also
made it an easy medium for expressing abstract thoughts and
profound philosophical ideas.

Bhattadeva's learning and scholarship made his style dignified
and balanced. With unparalleled skill the author has employed
both Assamese and Sanskrit vocables side by side for exposition
of deep spiritual thoughts. His works reveal varying styles ac-
cording to the subject matter. For, as one reads Kathd Bhagavata
one feels as if he is in the midst of a religious congregation assembl-
ed for faith and prayer, and the religious scholar is explaining the
text with comments on and answers to possible objections to the
interpretations. None can fully appreciate the compositional skill
of Kathd Gita without entering into the atmosphere of dialogue
that prevails all through these books. Here is an illustrative
extract : —

Yadi bola ketiyd avatdra dhard tita fund | yekhana dharmmara
hani adharmara udbhava haya tekhane sidhura raksirthe durjanara
nida nimitte dharma pratipilana pade yuge yuge mayi avatira
dharo | yena métrye putraka lilana tidana kariteo nirddaya nahe
temane mayiyo sidhuka rikhi asidhuka nasa kariteo veisamya
Sankd nakaribd | mayi dépundra icchai janma dharo dharmapélana
nimitte éna laukike karmma karo dru yi jine si dehata abhimdna
edi moka bhave | yadi bola kemane janma karmmala janile tomdka
pave tdka Sund |

In Kathi Bhagavata, Bhattadeva is more conscious of narrating
stories and episodes so his language here is homlier and closer to
raciness and terseness of the spoken speech. In this book he em-
ployed short sentences, popular vocabulary and expressive cadence
of the colloguial, the three more appealing qualities needed for
story-telling. The characteristic of the narrative style can be seen
in the following paragraph:

Caturtha adhydye Rsabhara caritra kahibd | Suke kahanta
pache ndbhi putraka bhagavantara lakgana dekhi bala viryya bidya



EARLY ASSAMESE PROSE 131

yasa sampatiye $restha laksi Sabha ndma thaile | Tdke nasshiya
Indrae sei barisata nabarisila tdka jdni bhegavanta Rsabhadeva yoga
bale brsti karila | Nabhiyo putraka lalana tolana kari parama ananda
pdila | Pache lokara anurdga dekhi putraka rdjd pati Vadarilkdsra-
make gaild | Tathdye bhakti kari bhagavantaka péila |

(Kathda Bhidgavata, Book V. Ch. 4).

Although Bhattadeva's works were mainly translations yet
they have enough of originality in them, and these have been made
pleasanter by the authors incomparable style. Further, these texts
are not to be considered mere renderings of one language into
another but the writer made the materials his own and interpreted
them according to his standpoint. The author never failed to
weave into the texts homely similes, familiar maxims from standard
commentaries wherever they were considered more illustrative of
the arguments,

Bhattadeva had a profound grasp of Sanskrit grammar and
literature which earned for him the title of Bhigavata Bhatta-
carya (versed in the Bhdgavata). Bhattadeva has several origi-
nal Sanskrit works to his credit and before he handled Assamese
prose he wrote in Sanskrit a text titled Bhaktisira (the Quintes-
sence of Faith), a book of high metaphysical interest. Inevitably
therefore, Sanskrit influences, particularly its syntax tinged his
Assamese writings. Besides, as these texts are translations of
Sanskrit, tatsama words naturally find easy access into them; but
the author is nowhere pompous or unintelligible. The judicious use
of Sanskrit words has only conferred on these religious writings
dignity and grace. In syntactical structure also his writings are
disciplined by Sanskrit grammar and as such they appear to be
flawless. In his Katha Gitd, however, the sentences at places run
to complex length due to addition of clauses after clauses for
illustrating certain knotty points. In spite of these occasional
lapses, the syntax is regular, the verb is not dropped or shifted
at will, and clauses are not thrown together with utter disregard
of the principles of grammar.

Bhattadeva’s works are important steps towards the great
achievements of Assamese philosophical and narrative prose. He
created a sure-footed expository prosestyle with an eye to
grammatical perfection. His aim was to explain religious matters
in a logical and clear manner, and in this Bhattadeva succeeded
to a large extent. His conversational and argumentative prose
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style of Kathd Gita served as a model and pattern to the Vaisnavite
prose-writers of philosophical matters of later years and his simpler
and freer style of Kathd Bhigavate greatly influenced the writers
of Carita Puthis.

IV. Prose of the Buraiijis

The greatest development in Assamese prose literature is
found in the Buraiijis, the chronicles of the Ahom court. The
Burafijis were compiled under the orders of kings and of the high
dignitaries of the state, for they alone could grant access to state
documents on which the chronicles had invariably to be based.
These documents were principally the periodic reports transmitted
to the court by military commanders and frontier governors, diplo-
matic epistles sent to and received from foreign rulers and allies,
judicial and revenue papers submitted to the kings and ministers
for their final orders and the day-to-day annals of the court which
incorporated all the transactions done, important utterances made,
and significant occurrences reported by reliable eye-witnesses
(Assam Burafiji, Introduction, p. xxxvi). These Buraiijis were
at first written in Ahom, the language of the rulers. Later, how-
ever, they came to be compiled in the Assamese language. The
Buraiijis constitute an unprecedented and glorious chapter in
Assamese literature. It will not be an exaggeration to remark that
it is through these Burafijis the modern Assamese prose emerges.
Commenting on this unique historical literature Sir G. A Grierson
observes: “The Assamese are justly proud of their national
literature, In no department have they been more successful than
in a branch of study in which India, as a rule, is curiously deficient.
The historical works or Bureiijis are numerous and voluminous, A
knowledge of Buraiijis was an indispensable qualification to an
Assamese gentleman” (Linguistic Survey of India).

The compilation of Burafijis was a sacred task, and, therefore
it was customary to begin it with a salutation to the deity. The
chronicles were prepared generally by men who commanded a
comprehensive knowledge about state affairs, and we have several
Burafijis whose authors were high government officials. Hence
the language of these chronicles is dignified and graceful. Records
as they are of concrete facts, they have been put in a language
which is ordinarily free from sentimental rhetoric. Couched in
easy, straightforward, and unambiguous language, they are charm-
ing and admirable writings.
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All these vast historical writings have not yet been completely
brought to light. Dr. S. K. Bhuyan is publishing some of them
under the auspices of the Department of Historical and Antiqua-
rian Studies, Government of Assam. The prose chronicles pub-
lished so far by the said Department are: Assam Burafiji by
Harakanta Barua (1930), Deodhdi Asama Buraiiji, a compilation
from several sources (1932), Tuigkhuigiya Buraiiji by Srinath
Duara (1932), Kachdri Buraiiji (1936), Jayantiyd Buraiiji (1937),
Tripura Burafifi (1938), and Asama Buraiiji (1945). Two other
important chronicles, viz. the Purani Asama Buraediji (1922) and
the Padshéha Buraiiji have been published by the Kimariipa
Anusandhina Samiti and edited respectively by Pandit Hema-
chandra Goswami and Dr. S. K. Bhuyan,

The dates of composition of all these Buraiijis have not defi-
nitely been ascertained ; they were perhaps compiled over a long
period, beginning from the late sixteenth to the early nineteenth
century. Chronologically speaking, Purani Asama Burafiji edited
by the late Pandit Hemachandra Goswami, may be taken to be
the earliest. Goswami considers the work to be a compilation of
the reign of Gadadhar Simha (1681—1695). Another chronicle
Svargandrayanadeva Mahardjara Akhydng now published under
the title Assam Buraiiji was also believed to be compiled, accord-
ing to Dr. S, K. Bhuyan, during this period.

Pandit Goswami also came to the conclusion that Katha Gitd
was composed sometime after 1594 So the time intervening
between the composition of Katha Gita and Purani Asama Buraiiji
is roughly about one hundred years. Purani Asama Burgiiji
shows clearly how during these one hundred years, Assamese prose
was shaping itself. It is true that Bhattadeva broke away from the
conventional style of ornamental language, and had for the first
time in the history of Assamese literature adopted the spoken
language as medium for prose; but he was not completely free
from the influence of the ornate and cultivated Sanskritised style.
As already pointed out Bhattadeva indeed succeeded to a large
extent in using an Assamese vocabulary in spite of his classical
learning that encumbered him, But in the structure of his sen-
tenses he could not completely get away from the Sanskrit model,
and a large percentage of tatsama words made their inroads into
his writings. The language of the Buraiijis, however, is completely
free from classical influences as they were written on subject
matter which was entirely different in tone and kind. The Buraiijis
have no association whatsoever with scriptural texts. These are
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narrations and descriptions of affairs of royal families, an intimate
portrayal of manners and characters of the people of the time
compiled by experienced men of affairs with a sense of historical
perspective. They give us in a historical method the court life,
the royal routine, the daily relation of the court with outsiders of
every description. For these reasons the language of the Buraiijis
cannot but reflect the spoken language of the court. Based as it
was on the cultural language of the court, it is admirable for rich-
ness, straightforwardness, clearness, and fitted well for historical
narration. “It is curious how the Assamese intellect”, observes
Dr. S. K. Bhuyan, “nurtured on the extravagance of Vaisnava
poetry, could pin itself down to the chronicling of grim realities
and hard facts in a colourless and impersonal fashion. The bridge
between the two phases of the intellect labouring in the realm of
fiction or of fact was afforded by the model set forth in the Burafijis
written in the Ahom language, the chroniclers of which enjoyed
immunity from the influence of imaginative poetry and who were
subjected to rigorous discipline and supervision as their works
were compiled as a matter of official routine.”S How the Buraiijis
struck out a style graceful and full of cadence will be seen from
the following descriptive passage from Purapi Asama Buradiji
which refers to a battle scene between the Ahoms and the
Moghuls :

Lanamiikharu Cetiyd Panduta Badaphukana hai thikile | Sama-
ste Barudbore gai hdjoka bedhi gadha dile | Tasicu Sandikai gadha
nahala méne hdfi agakai dchila | Piche Bangile gada bdja hui
samulkhe yuddha dile | Piche Abdula Islama Navabata kida lagila |
Muhudi Nabdba dga hala | Hatira kapdlata guli ldgila | Hatiyo
ubhati paldla ghodd padile natd | Teve bangila dpondra gadha
bhanga hui rahila | Ahomeo gadha dingi baigilaka bedhi
dharilegai | Bangaleo oldi yuddha nedi pache kdkuti kari bdta
mage | Bole @dmi yuddha edilo tomdra dharmma patha cdri diya |
Amidra defaka ydo tathapito badaphukane nedile mahardjata
‘bhaye | Eimate ek masa gala | Bangdle khdba népdi gadhara bhita-
rate sukdi mare | Amidra ménuhe kadara dgata cdulara tupali méri
pathdi | bangileo kadara dgata rupara fupali mari pathdi | eikatha
mahardja suni dai dhari pathile |

(Purani Asama Burafijfi, p. 103-4).

Though there was no need for literary airs and graces, yet the
Buraijis are not wholly devoid of such embellishment, In this

5. Tungkhungia Buneiifi, Intro. p. 24.
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connection another remark of Dr. S, K. Bhuyan, made with refer-
ence to the literary flavour in Padshdh Burafiji, may also be applied
to other Burafijis with equal force. He states, “ The historical
narrative is not dry bone. One notices in it thought and emotions
too. Hence it ascends to the level of pure literature. It will not be
teo much to say that such a confluence of history and literature is
not to be found in any modern Indian literature in the pre-British
period. What would otherwise be a dry historical narrative, has
in the hands of the writer, become an entertaining historical lite-
rature punctuated to the reader’s satisfaction by such elements
of style as simile, analogy, illustrations, episodes and diversions”.
The secret of success in the Buraiijis lies greatly in sentence con-
struction, vernacular idioms and the expressive cadence of the
spoken language. The writers are adepts in expressing themselves
in short sentences and simple phraseology. Take it where you
will, the vivacity and simplicity of the style is inestimable :
Caraye povili tole thotata dhari uruvdi cii | pikhi jadi gajila
udiba jedi padile | mdikira lagata cari buli &hi bisa layahi |
pdkhi jadi samina hala mdikiye adhdra diba novdri uduvidi niye |
eka uddnadi paregai dundi bisa napdi hi |  komo Fiydla kukure
kchai ndi manuhe dhari niye doabara bah nipdi | kumdre cary, bece
paike hatata lai bajdi cdi | yadi hatata bajila cdri kadda kadiko
diye caruko niye | sei jadi hdtata nibdje niyeniki |
(Purani Asama Buraifi, p. 133).

The Buraiijis further contributed largely towards enrichment
of Assamese vocabularies in deverse directions. They incorporate
a large number of administrative terms and legal expressions used
in the Ahom court. Words from the Ahom language are also not
rare. Such words are used to denote things and institutions which
are distinetly connected with Ahom life and culture. Words of
Arabic and Persian origin also have been deeply laid under con-
tribution, particularly in ambassadorial and diplomatic deeds and
documents,

These Burafijis were mostly written in the eastern dialect of
Assamese (ujani bhdsd) which from this time began to take rank
as a standard literary speech. The causes contributing to this
were the predominating importance of eastern Assam as the seat
of the Ahom court and administration, and centre of trade and
commerce, which made the eastern Assamese the language of
affairs. It was after the pattern of this prose that the easy and
simple prose of the Orunodoi (1846) the first periodical in
Assamese, developed in the early years of the 19th century.
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V. Prose of the Carita Puthis

Even when the historical literature was developing under
State patronage, literature of a different kind was taking its birth,
under the aegis of the Vaispavite Satras. Thiz was the Carita
Puthis, lives of the saints. Besides the lives of Sankaradeva,
the lives of many other Vaisnavite saints were continued to be
written both in prose and verse during and after the 1Tth century
AD. Recitations from the biographies of the saints as a kind of
religious spur to villagers are done after congregational prayers
even up to this day. Katha Guru Carita® (a prose biography of
&afikaradeva and Madhavadeva) has it that it was Madhavadeva
who for the first time introduced this practice by himself taking
to recitation of his Guru’s biography. After the death of Sankara-
deva, his disciples must have tried over a long period to compile
his biography. In all the biographies the day-to-day experiences
and incidents of the saints’ lives personally witnessed by the
monkish compilers or handed down by sacred traditions have been
laid down without sifting the importance from the insignificant,
and accepting legends and myths without any historical serutiny.
Be that as it may, these Carita Puthis are the first attempts in
Assamese at writing biographies.

The Carita Puthis aimed at generating a sense of reverence and
devotion in the minds of the ordinary men towards the saints by
a vecital of incidents from their lives. Hence the prose of these
lives and the manner of their compilation differ widely from that
of Bhattadeva as well as the court chronicles. While Bhatta-
deva’s original was Sanskrit, the Burafifis derived their materials
from state papers and records. The Carita Puthis were free from
both these types of influences. The subject-matter of the Carita
Puthis was directly the lives of the eminent Vaisnavite saints.
They, therefore, contain pictures of contemporary Assamese religious
life, records of customs and manners current at the time, and
accounts of the religious institutions. Further, they were compiled
to supply inspiration to the masses. Naturally these writings
were expressed in simple, emotional and more homely and
informal speech of the people.

It should be noted that the use of a spoken language is

dependent mainly on three factors — the structure of the sentences,
the peculiar use of pronouns and verbs, and adequacy or otherwise

8 prnbﬁshdhyshﬂﬂaﬁnarwmﬂutmﬂama,ﬂa]hmi,mddmd
by Prof. U. C. Lekharu,
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of the wvocabulary, *“What particularly characterizes spoken
language ", says J, Vendryes “is that it contents itself with
emphasizing the main lines of thought. These alone emerge and
dominate the sentence, while the logical relations of words, and
component parts of a sentence, are either imperfectly indicated,
with the help, if necessary, of intonation and gesture, or are not
indicated at all and have to be supplied by intuition. This spoken
language thus approximates to spontaneous language, so called
because it gushes spontaneously from the mind under the pressure
of strong emotion. The striking words are then prominently
placed, as the speaker has neither the leisure nor the time to
mould his thought according to the strict rules of reflective and
organized language.” Further, in every spoken style there is always
some dramatic quality. Everywhere in the Carita Puthis dialogues
have been woven into descriptive passages with unparalleled literary
elegance, Both short and long sentences occur wherever they are
required for balance and poise, for effectiveness and for beauty.
In the same passage indicative, interrogative and such other types
of sentences occur as indeed they do so in spontaneous speech of
everyday. This breaks down monotony and affords diversity.
The following passage on saint Radhika, taking from the Kathd-
Guru-Carita will hold that style to bold relief; —

“Gurujane gai bole viprasaba ei jana dhara $dnti halehe ban-
dhiba pari | Piche brahmane bole dmara ghare pati &dnti dche,
kdilai and haba | Bole @nibdha eikhdni, kaba palare Brahmaputrara
jala @niba ldge rolehe patibrata sati | Tehe gai sabe vipre sudhile
grhepati olila | Palare jala ana ka'lata tocha khale napiro buli |
Pacha dina sabe cipila | Guru sudhile bole dge ghare ghare mae
bulie jala and ka'lata picha huiki paila | Tehe gurujane bdmunara
dgate Skandha Purdnara eka drhi kaiche | Kaliiga defara rijara
mukhata bethd roga hala | Piche dukhata riji ene angikira karile
bole mora byidhi yeye ciba pire tike mora ardha rajye dima |
Take $uni aneka desare aneka vaidya dhanantari Atharvavedi
dhi aneka taki bakhara rajata subarna bhawi jarana kari khuvai
die | Phota michd | Piche rajara apala lagi nihale rikhi thaya |
Ei mate kata bandi hai pari dche asita | Pache katodinara mirata
ej:i ?ejn majaliyd dhi dvdrata bole rdj@ bandi nakaile @mi e cilohete
pard ki cdro | Dvari jina dilegai | Raja niydle | Gai vaidye bole
caba pdri | Santira etopd khira lage | Rajara ocarate gury brih-
mana achila cile | Bole mahdrdja dméra grehe dche etikgane and
¥aba | Ei buli uthi gaii bhari gaiche | Pathe pdi yi loke sudhile
balebambegadahu[ﬂale rajd ausadhalai Santire tane dno

L 18
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amara grehara | Pache si bole tai sarvandsa habi | Racho mai kao |
Tumi gai cotdlara mire ghumdi basi thaka gai asantosa bhdve |
Anasabe métile gi nudhubi | Piche tora bharyyd mitile ei kathd
kabi | Buli esapati vedydra tana bicdri diba diche rdja ausadhalai |
Vaide khuiche kata pima | Ki gi dhuma yd | Vipre gai sei mate
dche bahi | Putre bhitre mate namite | Patni oldi matilehi kale
sei krame | Tdi bole gi dhovd ki cintd kard | More ndhaiche |
Ekahe kama | Panilai ydote piirama | Ni diba | Vipre $uni atrdhi
hai guni mane bole mora jati kriya sakalo gala ei vesylra sange-
jiva dukhahe haba | Ei buli sabike chari bane gai yoga cinti gati
labhile. Jand gurusaba, tomdrd sabaro tenehe haiche | Bamune
Suni maune tusa heta mithe adhomukhe rala” (pp. 39-49).

The inconsistency of the homely life is, as it were, reflected
in speech which may, and does often run counter to grammar. In
strict grammar in Assamese, the subject comes first, and the verb
comes last, other parts of speech coming in between the two. In
an irregular sentence the writer uses at the beginning, or at the
end, the word which he wants to specially emphasize, no matter
what part of speech it is. The Carita Puthis contain many such
irregular popular usages. Further, the use of the right word at
the right place makes these writings easily atiractive. Right use
of verbs, idioms and phrases makes the prose of the Carita Puthis
not only chaste but also lively. Although there is no atttempt at
literary grace, yet the prose of the Carita Puthis is not absolutely
free from ornament. Their diction was enriched by profusion of
metaphors, similes, alliterations which had come spontaneously and
without much effort.

As has already been noted, the subject matter of the Carita
Puthis is something different from the dry religious truths and
court feuds. These are something like the daily diaries of famous
and revered masters. Here the reader feels quite at home; for
in these writings they find the records of men who are intimately
connected with their society, The subject-matter of Katha Gitd
and the Buraiijis was factual, objective and impersonal — for the
most part they are dissertations on philosophy, or dry accounts of
facts. The subject-matter of the Carita Puthis, however, is to some
extent, subjective, The writer is himself a devotee and as such
he has spiritual meeting with the hero of his book. A mere factual
statement of events and incidents is never his aim. He must show
how the example of his master has touched and influenced him,
so that others might feel a similar inspiration. In his pages the
hero lives over again — with his happiness and sorrow, fame and
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calumny, rise and fall, and all such things which evoke a human
interest and even sympathy in the reader’s mind. Here in these
writings for the first ime we come into more intimate relation-
ship with the great personalities of our country and see them in
the social surroundings in which they lived, and contemporary
men and women with whom they worked and daily conversed. In
this respect the Carita Puthis may be taken to be human docu-
ments of irresistible charm, absorbing interest, and of wide appeal.

Of special interests in these biographies are the simplicity,
deep faith and sincerity of the devotee-compiler, which create a
fine and homely atmosphere. This could not have been achieved
merely by the adoption of the spoken language, The whole atmo-
sphere is delightfully free and unconventional like homely life
itself. It is the spirit of ease and unsophisticatedness which had
made it possible even for anecdotes of the supernatural kind
to find an accommodation in them. While the anecdotes of the
supernatural kind associated with the lives of the saints arouse a
sense of reverence for the wonderful in the hearts of the devotees,
those of their everyday life help in establishing a sense of kinship
and sympathy by bringing out their essential human nature, These
human documents are not without the element of humour; specially
the quaintness of many colloquiallisms and the very naivete of the
authors tend to produce a sense of humour for the modern reader.

VI. Miscellaneous Prose
(a) Prose of Religious Books

As noticed above, it was Bhattadeva, who directed the course
of Assamese literature towards prose. Some of his own contem-
poraries followed his lead and translated several Sanskrit texts
in prose. All of these books have, however, not yet seen the light.
Even those that have been published have not yet been subjected
to a critical examination. It is, therefore, not easy to ascertain
their chronology. Many of them follow different orthographies.
Hence comparative study can hardly yield good results. A dis-
cussion, on the basis of chronology, of Bhattadeva's successors has
not, therefore, been attempted here. Instead, an effort has been
made to see the different samples of prose that they disclose.

The first essay in Assamese commentary literature is provided
by Parasurama’s Kathd Ghosi — a prose rendering of the famous
Ndma Ghosi of Maidhavadeva. The manuscript copy of
Katha Ghosi now kept in the library of the Kamartpa Anusan-
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dhana Samiti, is dated 1715 AD. In explaining the text, the
writer of Kathd Ghosd has cited matters from other scriptures as
well. Another book, of the same period, is Sdtvata Tantra —an
Assamese rendering of a Sanskrit text of the same title. Krsna-
nanda Dvija's Piirna Bhdgavata, though principally a verse ren-
dering, contains prose passages here and there. Pandit Goswami,
in his Descriptive Catalogue of Assamese Manuscripts mentions
that a book named Padma Purdna—a prose manual of morals and
manners, was composed in 1769 A.D. The book begins with a
chapter on the virtue of putting Rudraksa beads on one's person.
The book contains also chapters on the merits of a bath in the
Brahmaputra, and of fasting on Ekadasi (11th day of the moon)
and Janmastami (Lord Krsna's birthday) days, and rules to be
observed in the several months of the calendar. Another noted
book is Raghunitha Mahanta’s Kathd Rdmdyana (R@mdyana in
prose). The same author has to his eredit the metrical Satrusi-
jaya, composed in 1618 A.D. Pandit Goswami believes Kathd
Ramdyana to be a work of the same period. Kathi Ramd-
yana is not a literal translation of the Sanskrit epic. The
Adi, Ayodhya, Aranya, and the Kiskindhya cantos have been
abridged. There is a dramatic setting about the whole book, The
influence of the Askiyd Nitas is specially to be noticed in the
language of Kathd Rémdyana, as can be seen by comparing it
with Sankaradeva’s Rama Vijaya. The language of Kathd Ramd-
yana is not completely free from the influence of Sanskrit. Tatsama
words appear, and here and there Sanskrit sentences also occur.

(b) Prose of Utilitarian Literature

Many Sanskrit books other than religious were translated into
Assamese prose. Of these, several old manuseripts have been dis-
covered. They deal with medicine, astronomy, rules of arith-
metic, dancing and architecture. In these books for the first time
Assamese prose was employed for the discussion of utilitarian
knowledge. Most of them were translated from Sanskrit texts
and by Sanskrit scholars. It was natural, therefore, that Sanskrit
would leave some stamp on them, more especially as upto that
time a sufficient number of tatbhava and racy words with clear-
cut usages had not been evolved. The study of Sanskrit texts for
knowledge was indeed indispensable but Sanskrit words were
even more necessary to enrich Assamese prose vocabulary. Tt
must, however, be added that although tatsama words were bor-
rowed, the Assamese writers used a more straightforward and
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direct style suited to their subject-matter which may be classed
under science. For the same reason these books are, generally
speaking, free from unintelligibility and vagueness. Apart from
their value as literary beauties and technical excellences, they are
most important as examples of the contemporary handling of prose
for scientific purpose. The chief is Hastividydrnava of Sukumar
Barkath. This illustrated book was written in 1734 under orders
of king Siva Sirhha and his consort, Queen Ambikadevi. The illus-
trations were drawn by the painters Dilbar and Dosai, The book
contains descriptions of several kinds of elephants, the ways of
training them, their diseases and their cures. The book also lays
down the different categories of elephants to be used by men
belonging to different social classes. The materials of Hastividyd-
riava are stated in the text itself to have been taken from
Gajendra Cintdmani of Sambhunitha. The prose of Hastividyd-
rnava does not differ from the prose of the chronicles. It has
similar sentence formation and vocabulary. The orthography is
phonetic and the structure of sentences follows that of everyday

speech.,

The Ghoriniddna, a treatise on horses, is another book of the
same class. This book has been edited (1932) by Tarini Charan
Bhattacharya and published by the Government of Assam. In
his preface to Ghord Niddna, Dr. S. K. Bhuyan observes: “ These
two representative treatises (Hastividydrnava and Ghord Nididna)
reveal the richness and variety of the Assamese pharmacopoea and
their literary value consists in the presentation-of a very large
number of expressions now thrown in to disuse”. Another book
of useful knowledge is Srihastamuktivali of Subhaikara. The
book is a collection of Sanskrit slokas taken from different texts
on dramaturgy, and dealing with the movements of hands and
fingers in acting. To these flokas Assamese translations have been
added. The translator has tried to give, as far as possible, suitable
Assamese equivalents to Sanskrit words. Kaviraj Chakravarti's
Bhdsvati is a book of astronomy. If he is the same person who
wrote Seitkhaciida Vadha, Sakuntala Kdvya, the metrical Brahma-
vaivarta Purdna and a translation of Gitagovinda then he must be &
contemporary of king Siva Sihha (1714-1744). Bhdsvati is an
abridged adaptation of the Sanskrit Surya Siddhdnta. Of the books
of arithmetic mention must be made of Afikara Aryyd of Kashinath.
The book discusses, besides arithemetic, rules of land measurement
and the method of finding the square root of figure®, At places
the book contains Sanskrit verses,



142 ASPECTS OF EARLY ASSAMESE LITERATURE

There were treatises also on architecture, road construction, and
such other subjects. A passage, bearing on building construction,
taken from the history of Changrung Phukan, now preserved in
the Department of Historical and Antiquarian Studies, is quoted
below to show the type of prose that this book contains:

Pramatta Simha Devara pita gharara khera ruvd takupdta
betara lekhd devara bara gharate ruvd 1289 ta | Saddha kami
8 kdiina, bana kami 13% kdiina, tupara kami 11 kailna, chdvani
kiami 3 kdiina, 361 khera, 464080 td takupdta, 34080 ti betabara-
suta, 1680 sarusuta, 51 katina, barabitagharara ruvd, 729 t4 Sada-
hakami 1 takd, banakami 5 kaiina, hélangara duvdra bale 4 hdta
okhake 5 hata, ghariyila dhard dui phutdra mdjhata 8 hdta, méajari
okhake 2 hata, 4 dngula, taikakara majara 2 hata, 2 dfigula fupa
dirghe 18 héta dole ghariyd charfra duwira okhake 5 hatara pard
mdjha pili gadhalai 38 beid dre pard miti gadhalai 45 bend, dlira
so mdjara pard daraba gharalai nilaga 24 benid |

Hara Gauri Samvada is another book written in the form of
questions and answers. It is a translation of the mythico-historical
king, The book was prepared perhaps during the reign of Kamales-
war Simha (1790-1810).

From the number of prose works composed during the period
between the time of Bhattadeva and the composition of Hastividyi-
rnava, that have come to our hand, it is easy to see how Assamese
prose literature developed enormously in several directions. The
influence of Sanskrit was, of course, there over all. It was more
obviously the case with serious books— philosophical and reli-
gious — which were mostly translations from Sanskrit and that
done by Sanskrit scholars. Assamese had not till then developed
an adequate number of tatbhava and racy words, nor were their
use standardised. Except Sanskrit there was nothing that could
serve as a pattern of grammar and style. Therefore imitation of
Sanskrit on the part of the new-born Assamese prose was not
merely necessary, but also inevitable. Though modelled after
Sanskrit texts and commentaries Assamese prose had done away
with unnecessary verbal rhetoric and too many compounds, and
had thus attained clarity. Its aim was the spread of religious and
useful knowledge amongst the average man. Hence its clarity and
simplicity. Everywhere in these books there are proofs of ability
to express ideas in an exact, logical, relevant, and whenever need-
ed, in short and brief fashion. Apart from their value as literature



EARLY ASSAMESE PROSE 143

and art, these books are of the greatest importance for proper
appraisement of the intellectual activity of old Assam,

VIL. Prose of Diplomatic Letters and State Documents

(a) Prose of Diplomatic Letters

The use of Assamese prose in state papers, files and documents
not only widened its scope but also conferred on the everyday
speech a literary status. This was doubtless owing to the sympathy
and patronage of the court. Before the Ahoms came, all state
records were kept in Sanskrit. It was during the times of the
Ahoms that Assamese prose was used for the first time in state
business. In the courts of the Kachari, Koch, and Jayantiya Kings
also Assamese got predominance, Old Assamese prose was thus
nurture&inthecnurtofkingsandputentates, Prose became the
vehicle of expression in diplomatic letters, state records, and
grants and the medium for the law courts. The result was that
prose expanded in different directions, developing different techni-
ques and forms and getting enriched in its vocabulary.

One such diplomatic letter written in 1555 A.D. by king Nara-
naréyana of Cooch Behar to king Svarganarayana has come to hand.
Naranardyana's letter is rather free from the presence of too many
P&r&ianwnrdswhichlsgmra]]ythecn&einlett&rsofthiskinﬂ
of the 16th century. The letter is given below:

“ Svasti sakala digadantikarnatanasphana samirana pracalita
himakara hdre hdsa kdsa kaildsa pindura yasordsi virdjita
tripistapa tridafataraigini salile nirmang pavitra kalevara bhisana
pracanda dhira dhairyya maryyddd parabare sakale dikkdmini
giyamdna guna santina $i3 $ri Svargandrdyana mahdrdid pracanda
pratdpesu |

Lekhana# kdryafica | Etha amdra kusala | Tomara kusala niran-
tare bdncha kari | Athana tomdra amdra santosa sampédaka patri-
patri gataydta haile ubhayanukula pritira bija ankurita haite rahe |
Toméara @mdra kartabyese bardhatika pai puspita phalita haibeka |
Amérd sei udyugate dci | Tomdro egota kartabya wcita haya |
Nakara tika apine jana | Adhika ki lekhima | Satdnanda kdyyi o
Ramesvara $arma kilaketuo dhubd sarddire udanda cduniya $yd-
mardi imaraka pathditechi | Témardra mukhe sakala samdcira buj-
hiyd citdipa bidiya dibd | Apara ukilara safige ghudi 2 dhanu
1 cheiga matsya 1 jora balisq 1 jakdi 1 siri 5 khana ei sakala diya
gaiche | Ara samdcdra buji kahi pahdibeka dra tomdra arthe san-
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desa gomasei 1 cita 5 ghagari 10 krgamara 20 sukla cdmara 10 |
Iti aka 1447 masa Asddha |

A letter written by king Svarganarayana to king Naranarayana
also has come to hand. A copy of this letter has been preserved in
the Department of Historical and Antiquarian Studies. The
letter is as following :

Svasti tripura hara carana svarga $§7 parna sudhdpina
bhringapayamédna sampana dana santina Sauryya dhairyye
gambhiryyodaryya pardbdra tuhinakara nikara tarangini tarefiga
pindura yasordsi virajita kula kamala prakdsakaika bhdskara
Srimanmallandrdyana rdja mahodara caritresu |

Lekhanan karyaica | Atra kusale | Tomdra kusala barttd suniya
paremapydyita hailo | Ara je lekhica pritibriksa ankurita seie
tomdra @mara sidhlddeta briddhira piyd phalita puspite haibdre
khana yi kahica i gota visesa kintu tomdra dmdra priti gote jihata
hante ghatice tika samaste jane | Seiriipa maryyddd vyavahdrate
yadi rahiba phalita puspite kisaka nghaba | Amard piirea abhi-
priyate dci dra ukilara sanige ji sakala dravyddi pathdichild i sakala
sabhata delhaibira ucita nahaya kintu ji sakale jihaka dcari thike
apiti haileo dcaraniya sakale take niti svariipe dekhe eteke divaka
povd | Ara samuccaya sei sei dravyata pravarttaniya lokera dvdrde
ji bujhuvd gaiche seiriipe bujhiba | Tomdra ukilera senge dmarae
ukila Sricandibara o $ri Damodare Sarméka pathovd gaiche |
Emardra mukhe sakala samdcira bujhiba | Tomdra arthe sandesa
nadd kdpora 2 thane gajadanta 4 gathiyana 2 mona pahucibe | Iti
daka 1478 |

Both these letters begin with Sanskrit élokas, and have some
Sanskrit influences. As these were sent to the heads of foreign
states their sentence formations were sober and business like and
the descriptions dignified. A collection of old diplomatic letters,
preserved in the National Archive of the Government of India,
has been edited by Dr. Surendranath Sen and published by the
Calcutta University (1942), under the title “ Prachin Béngala Patra
Sasikalan”. Several letters written by Ahom Kings and officers
have been printed in the volume. They are the best of con-
temporary correspondence and stand out as documents of high
importance for the political history of the time.

(b) Prose of Land-grants

Several stone and copper plates on land-grants made by Ahom
kings have been discovered. The following quotation, taken from
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a stone inscription of Camadhard Gar, dated 1616 A.D., provides
a specimen of the prose of the land-grants :

“Sribhanddri gosii Ldngipo gosii | Badaphukana ndi saliyd-
vdi | Camadhdra sima kari hdruni daruni darunilai gadh | Saka
1538 | $ri Sri Svargandrdyanara jaye joya | Sri kului gosdi Sri
Kulata gosidi | Svi Jadubaruvd jeye hala |

The number of stone inscriptions containing Assamese prose
and discovered till now is however not great. Most of the land-
grants were made on copper plates, and they were written in the
pattern of Indian land-grants. Each plate commences with the
benedictory word svasti. The initial $loka written in Sanskrit,
and bearing the year, contains laudatory references to the king
who makes the grant. These copper plate land-grants contain,
besides the measurement and boundaries of the lands, an
enumeration of a host of allied information, They contain a detail-
ed account of the measure of expenditure to be made on specified
festive oceasions, the graded quantities in which articles of offer-
ings are to be distributed amongst the religious assemblage, and
enumeration of the graded services to be rendered by each of the
Sevdits, Paiks, Bardeuris, etc., and the graded amounts of rice,
butter, oil, betel-nut and betel-leaf and such other articles that are
to be alloted to different festive occasions and religious ceremonies.

(c) Prose of Court-documents

It has already been noted that Assamese was used in the court
as a state language, and all deeds, documents, records, complaints,
and court judgments were kept in Assamese. A vast mass of such
documents is now discovered which reveals the prominent
characteristics of the prose used therein. The following is a
specimen of the prose used in a document of complaint :

Sargadevara bandi Sivardma bara thakura e prarthand kari
jandiche | pive ifvara Gaurindtha Sishha sargadeva e bandira pitd
Harinatha barathdkurake barakald pathdrata piive dhata gach
padcime mardnai uttare bara$imalu daksine hijala gach ei ciri had
keari callis purd roati mafi sargadevara punyirthe brahmottara kari
dichila | Sei kalare pard &jilaike tini ciiri jand sargadevara dinata
eko jaya jaiijale mohovdkai dhan-bita nabhardkai mati Kkhai
achilohaka | Etiyd Siddhirama Hajarikde sei mdfire pard balakai
paka dhdnaké dii mile bandiko mirile ene hale bandiye kenekai
dedata thakim | Didiye duvdre ephilai bhagi vava lagihe hald |
Yadi sargadevara dukhdni carane sudhi-puci nerdkhile raksi piba

L 18
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napard halo | Eteke sargadevara caranata prarthand kari jandicho
sargadevara carane rikhile raksa pao | Iti 1761 tirikha 9 kartika |7

The language of this petition is very simple and lucid. The
use of homely idioms and well-arranged sentences and flawless
style confers on it literary grace. In this petition the language
employed has been an apt medium of ideas and makes the solicita-
tions transparently clear. The petitioner has given not merely a
catalogue of facts which he wants to state but also tried successfully
to appeal to the king's feelings by precise communication.

The following quotation from a Manuh-becd Kdakata (Sale-
deed of slaves) will be found interesting both for form and
content:

1721 pusara 4 dina thakdta kujabire $ri $ri Kamaleévarasingha
mahdrdjdra rdjyata manudyara kraye vikraya kare | Salaguriya
sAdhu dta kine | Lerelu saikiya Siddhibard haite samanite Jouri gaydi
bece | Mohanaka riipa chatakd atyarthe sikhi Tafgacudekd Kaldi
1 Dusariyd $aikiya Bahuddsa 1 caricfvd Jiurdma 1 cardra dalai
ciibara 2 ndtha 1 dru anekd dchila |

() Prose of the Peda-Kikata (Chest papers)

During the reign of the Ahom king Siva Simha (1714-1744) a
survey of lands was made in the present Kamrup district. Along
with it, a census of the people was also taken. The papers contain-
ing figures, statistics, and accounts of these survey and census are
technically known as Pedd-Kdkata, as these papers were kept lock-
ed up in wooden chests (pedd). Besides, matters relating to land
survey, these papers contain records of disputes over land, their
arbitrations, judgments and orders.

VIII: General Remarks

In the foregoing sections an attempt has been made to indicate
the channels along which and the way in which Assamese prose
has evolved from the 15th century to the 18th century A.D. For
convenience sake early Assamese prose literature may broadly
be thrown into four categories, mamely, the prose of religious
books, of Buraiijis, of Caritaputhis, and of state deeds and diplo-
matic documents. Further, it should be noted that early Assamese
prose developed around the Satras (monasteries) and the court;
consequently it acquired mainly two broad styles. The Satras were

7. Quoted from Manual of Bengeli Language by Nicholl (189%4) p. 358-9,
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centres of religious and Sanskritic learning and eulture; both these
influences have, therefore, left their indelible mark on the prose
that grew around the Satras. The second variety of prose develop-
ed around the court and under the patronage of kings and as such
it not only got a wider field of subject-matter but also a freer mode
of expression. In this prose, old conservatism both of matter and
language gave way to liberalism. Reckless borrowing, mainly of
Sanskrit words and phrases are abandoned, and it unhesitatingly
began to borrow vocables from other sources including Arabic and
Persian. A large number of racy, native words found their way
into the literary diction which resulted in the growth of hybrids in
a varled and enriching manner. Their introduction removed
serious vocabular defects of ‘one word for one idea’. Assamese
now comes 1o possess several synonyms to express one and the
same thing. Thus Assamese prose grew less monotonous and
more varied and became a thing of considerable grace and power.



MADHAVADEVA AND HIS WORKS
By

T. N. SarMa

The spiritual relation between Sankaradeva and Madhavadeva
is described in two different ways, Saikaradeva the incarnation of
Krsna accepted Madhavadeva as his chief apostle through whom
he made the religion of bhakti known to all. In this respect they
are likened to Krspa and Uddhaval According to the second view
Madhavadeva is regarded as an incarnation of the supreme Geod
Narayana and as such the analogy of Krgpa and Balarama is
brought in to explain his relationship with Sankaradeva® What-
ever may be the spiritual significance of this to the Vaisnava
bhaktas of Assam there can be no question that Madhava rightly
deserves this exalted position. He gave the final shape to Maha-
purugiya cult, completed the religious exegesis which in sheer
literary merit still remains unsurpassed, and above all filled his
disciples with an inspiration that made it possible for them to carry
the message of the new religion to the remotest and inaccessible
parts of Assam. Guru Nénak notwithstanding his having two sons
preferred to appoint Angada, the most devoted of his disciples, the
head of the newly formed religious community. Saikaradeva simi-
larly nominated Madhava as his successor in preference to his son
of whose ability he was rather dubious. This succession according
to tradition was a sort of spiritual transmission and as such Madhava-
deva occupies a unigue position in the Vaispava hierarchy of Assam.

The story that so many Bhuyé families migrated to Assam in a
body may or may not be historically true but that they moved from
place to place, sometimes en masse, within the province, has little
to doubt. The chaotic condition of the first half of the fifteenth
century was mainly responsible for this internal migration of the
nobility of the period. This was however a boon in disguise, for
wherever they went they tried to keep the Aryan religion and cul-
ture alive, specially at a time when the slow and fitful process of
Aryanisation in this part of India came to a sudden stop. It was in

1. Bhiisanas Dvija: Sankara-carita, 404, 616
2. Amilya-ratna, ed. Krsna Kinta Das, Nalbari 47-48; 210-215.
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such a family that Sankaradeva was born and it was again a
Bhiiya family that gave us Madhavadeva. .

Madhava was born in the family of Hari Bhiiya, a contempo-
rary of Candivara, the great-grandfather of Sankaradeva. His
iatherGwindagiriaﬂerthedeathofhjswifeie&hishnmein the
westempartnfﬂﬁmarﬁpnmdmtuf[‘emhuwﬁniinme modern
district of Nowgong in search of better fortune or a congenial social
surrounding. Tembuwani at that time was the place of the Siro-
mani Bhilyds, There he married for the second time a girl named
Manorama. Those were the troubled days of Kachiri raids, The
Kachiris in general had not been hinduised till then. They were
in constant conflict with the Ahoms in the east, but met with re-
versal almost on every occasion. The Bhuyi warriors must have
helped the Ahoms against the Kacharis and naturally the Kacha-
Tis viewed the activities of the Bhiyas with suspicion, They took
eveqruppormnitytutaketheﬂhﬁ;ﬁsbysumseandbemmea
constant menace to their life and property. It was during the tur-
moil of such a raid that Govindagiri with his newly married wife
who was in the family way hastened to betake themselves to a
safer place. As ill luck would have it, they were robbed of all their
money and belongings when they were asleep by the side of a
river on the way. Govindagiri turned a poor man overnight. A
gentleman who happened to pass by that river took pity on
thecnupleandndmittedﬂlmtuhksbuat.,i‘rumthatdayforahnmt
a decade Govindagiri virtually spent his days as a dependent of
Harisinga Bara, for that was the name of the gentleman. It was
here about the last decade of the fifteenth century that Madhava-
deva came to this world.

Madhavadeva passed his boyhood in want and hardship, Cut
nEIrmhisnearrehﬁnnsinadistantphne Govindagiri found him-
self in an unenviable position. His age was not such as to be able
to undertake new adventures to earn a comfortable living, His
health had already gone down hill owing to a sort of rheumatic
pain. Govindagiri was thus forced by circumstances to continue
in that state of dependency for several years. One day one of the
sons of Harisingabara had treated him very badly and this he felt
so much that in spite of failing health he started to seek fortune
elsewhere. For sometime he moved from place to place with his
wife, son and newly born daughter till at last he met Ghagari
Majhi, a friend of his early days. Ghagari succeeded in persuading
Govinda to accept his hospitality. Ghagari Majhi was a conscien-
tious man. He did not like that Govindagiri should feel the un-
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easiness of being dependent on others. He therefore rendered all
possible help to young Madhava, who was hardly in his teens, in
growing foodstuff and earning money for himself. The family in
this manner spent several years with Ghagari Majhi. When Urvasi,
for that was the name of Madhava's sister, had reached the mar-
riageable age, the family migrated to Dhuwéhat in search of a
suitable Kayastha young man. Dhuwahat was within the
Ahom kingdom and Ahom kings allowed the Bhiyds to seftle
there. For some years Dhuwahat virtually remained a Bhayd
settlement. Govindagiri gave his daughter to a youngman named
Gayapéni whom afterwards Sankara renamed as Ramadasa in con-
sideration of his devotion to Rima. Gayd@péani was a man of some
means and he offered to take the burden of the family of his father-
in-law. Thus relieved the old man remembered his native village
Banduki. He started for Banduka with Madhava. His wife re-
mained with Gayapéni at Dhuwahat.

So far Madhava got his education in the school of adversity
only. At Banduki Govindagiri made proper arrangements for his
formal schooling. He received training in the vocation of his caste
(Kdyasthikd vrtti) and the humanities too were not neglected.

Govindagiri died after a few years of his arnival at Banduka.
Madhava started for Dhuwahat to inform his mother of her recent
widowhood. When it remained only a few days’ rowing to Dhi-
wiahit he perchance got the news of his mother's sudden illness.
Naturally his anxiety knew no bounds and he made up his mind to
propitiate Mother Durgéd by offering two white goats on the occa-
sion of the next autumnal worship. His mother, however, had come
round before he reached Dhiiwahat. When the autumn set in
Madhava gave a few rupees to Ramadasa, his brother-in-law, for
buying two white goats.

By this time Sankaradeva had come and settled at Dhuwahat
with a band of followers, Ramadasa too had already accepted
Sankara as his religious guide and naturally he could not relish
the idea of sacrificing animals much less buying the victims himself,
But he, by himself, was no match for Madhava to argue his case
against the futility of Devi-worship and, therefore, animal sacrifice.
He took Madhava to Sankaradeva and introduced him. Sankara-
deva greeted Madhava with a winning smile, for after all, the hand-
some youngman was no other than Madhava the son of Mano Aiti,
his niece. It was not a courtesy visit and they at once plunged into
a religious debate whether Devi-worship was at all necessary much
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less sacrificing animals to her. Sankara had to argue for hours, it
is stated in the Carita-puthis, to convince the youth that if supreme
Visnu was propitiated one no longer stood in need of going for other
gods. It is further stated that a quatrain from the Bhigavata
wrought the miracle at last. Sankaradeva quoted, “Just as watering
at the root of a tree nourishes the trunk, branches and twigs and
just as different senses thrive if the vital life is maintained so when
one worships Acyuta he worships all other gods"? The authority
of the Bhagavata was unquestionable in those days. Madhava found
himself helpless before this statement, so clear and unmistakable.
He at once prostrated himself before Sarikara and this was by way
of homage from a isya to his guru. The quatrain from the Bhd-
gavate was only instrumental in winning over the resolute youth,
It was something more. Who knows the same quatrain would not
have fallen on deaf ears had it come from a lesser personality!

Next day Madhavadeva received formal initiation at the feet
of Sankaradeva, and from that day onward he identified himself
wholly with the mission of his guru the spread of Ekasarana Nima-
dharma. He was a bachelor when he met Sankaradeva for the first
time and remained so for the rest of his life. He devoted his life
to the cause of Ndma-dharma, and served his guru with such zeal
and earnestness as became proverbial with the later generation of
his followers., He was a constant associate of Sankaradeva and
accompanied him during the latter's two pilgrimases. Nevertheless
his strong individuality remained unimpaired.

Madhavadeva became the head of the newly formed religious
community at the express wish of Sankaradeva at his death-bed.
Sankara did not delegate the authority of administering Sarana
(formal initiation) to any of his disciples. With Damodara and
Harideva, however, the case was different. They were specially
deputed to preach Ndma-dharma among Brahmanas in particular.
Both of them carried their work with untiring zeal. Soon the dis-
ciples, specially of Ddmodara, began to swell in number. Damo-
dara held Sankara in high esteem. In fact the latter was the im-
petus of all his activities but he could not persuade himself to
show the same respect to Madhavadeva when the latter became the
religious head. Madhava too was uncompromising in this respect.
He could not tolerate the slightest tendency towards minimising
the over-all authority of Sankaradeva and for that matter of him-
self. Dimodara refused to accept any work other than the Bhd-

3. Bhégavate, 4. 31. 14.
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gavata as the first authority, not even Sankara’s writings4 He
adopted a liberal attitude towards Vedic rites and formalities and
image-worship.® This was more than what Madhava and his fol-
lowers could tolerate. Thus began a rift in the lute which within
a vear of Sankaradeva's death culminated in a complete schism.

Madhava did not think it wise to confine the authority of ad-
ministering Sarana to himself alone. He selected some of his fol-
Jowers and invested them with proper authority to admit disciples
and offer arana to neophytes in the name of the great guru. This
of course did not take place at a time. His followers received
@jiia (formal deputation) at different times. Of these Mathura
Ata of Barpeta, Bar Vispu Ata of Daksinpar (south bank of the
Brahmaputra) , Gopila At of Bhawanipura (near Barpeta), Padma
Ata of Kamalabari, Laksmikanta Ata and his nephew Rimacarana
stand foremost. These selfless devotees carried the banner of
Nama-dharma to different parts of the land, founded satras which
as centre of Vaisnava religion and culture still occupy an important
position in the Assamese social scheme. There were several Bha-
kats of tribal origin. They assumed Hindu names after Sarana.
Mzdhavadeva in his Namaghosd alludes to them several times® It
is however difficult to say what status these tribal disciples actually
enjoyed in the general assembly of bhakats. It is true that one or
two such tribal bhakats established satras and a few of these still
survive. Curiously enough their descendants now far from being
proud of their tribal origin give a different account altogether.

Some Brahmans presumably &aktas brought allegations before
the Koc king Raghudeva that Madhava was preaching against
Devi-worship and the authority of the Vedas and Brahmans.
Now the Koc kings were open 10 all sorts of religious influence,
nevertheless they regarded Kama va as the guardian deity of the
kingdom. Any disrespect towards the deity was considered as an
act equivalent to treason. So Raghudeva issued orders for im-
mediate search and arrest of Madhavadeva. Madhava was brought
to Vijayanagar, the capital of Raghudeva. He was treated however
with due respect. He was a prisoner guest of Raghudeva for some
days but after a due enquiry was again set free. After some

4. Daityari 66, 10-12.
5. Ramacarana, Sankara-carita 3900 — 3903

Karmira dharmirc matd dharilaha wdi
Kali yuga tike dcarane gati nai.
§. Garo Bhota Yabana Harira ndma lai — Ndmghosd 473
Rima buli tare Miri Asoma Kachéri; — Ihid, 501
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days he was again directed to remove his headquarters to Hajo,
the seat of the famous temple of Hayagriva Madhava. Even at
Hajo he could not pass his days in peace and soon became a victim
of royal suspicion. So he made up his mind to leave the kingdom
of Raghudeva. Accordingly he crossed the river Sonkos. The
king of Koe Behir Laksminarayana received him most respectfully,
Madhavadeva spent his last days in Koc Behir, He was there for
about three years. This was the most peaceful period of his life,
He completed his Namaghosi the crowning glory of his literary
activities during this time. The last part of the Namaghosi clearly
reveals a blissful state of the poet’s mind. His death was quite sud-
den. He dropped down while changing his clothes and within a
short time breathed his last with the Holy Name in his lips, It was
in the vear 1596. .

So long Sankaradeva was alive none of his followers, not even
Madhavadeva, had the authority of conferring ordination on desir-
ing entrants. Such men were brought before Sankaradeva who only
could administer formal Sarana. The Saikara-carita of Ramacarana
gives a full list of the new entrants who were presented by Nardyana
one of the Sankara’s associates.” Madhavadeva, however, thought
it prudent to delegate his authority to somé of his associates of
genuine devotion and religious zeal, specially when the rival group
of Damodara was doing good work by appointing deputies. Sas-
kara-carita of Ramacarana relates an incident how Nardyana roused
Madhava to activity by pointing out the example of Damodaradeva
in this respect.® This saved the organisation from stagnation, which
otherwise would have been the result had authority remained sole-
ly with the head of the hierarchy.

Madhavadeva was responsible for the raising of the Sastra—
the Book embodying the Holy Name—to the pedestal in complete
exclusion of the idol. Sankaradeva relegated idol-worship (arc-
cana) to the background bringing Sravana and Kirtana to the fore-
front? whereas Madhava wiped it completely out of the picture.
It was Madhavadeva who introduced the system of Thdpand which

7. Ramacarana, Saikara-carita 2903 — 2936
“ Ndrdyane ani ani bhakata kardils ™.

8. TIbid 3856— 3962,

9. Eafkaradeva — Prathama Skandha — 38,
Yadyapi bhakati nevabidha Madavar
Sravana kirtana tdto mahd sresthatar
Arccana bandana dhying samastate Jari

Yasa kirtanata dti tuste honta hari,
L. 20
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means the Holy Book on the pedestal. But unlike the Granth-Sahib
of the Sikhs the puthi or the Thdpand need not be worshipped with
formalities. When Padma Ata the youngest of his favourite dis-
ciples was going to take leave of Madhava at Koc Behar after a
short visit the latter presented him with a copy of Nama-milikd,
his last work, and said, “This is my last work and you are the young-
est of my disciples. So take this book and you will find me here.
So instal it on the thipana. You will find Sankara in his Dasama
and Kirtana and me in my Ratndvali and N@mghosa."10

The religious principle responsible for this emphasis on the
Holy Book is not far to seek. The name and Hari are identical,'!
and as such the name is not merely a group of sounds but it is a
living entity (caitanya). The Book in as much as it embodies the
name deserves to be held as caitanya. Moreover the Book repre-
sents the guru through his words. Madhavadeva did not nominate
anybody as the supreme head of the community but in a message
to Gopdla Ata sometime before his death he reiterated his decision
not to nominate anybody as his successor, and asked his disciples
to seek him in Ndémaghosd which would solve their problems?

With Madhavadeva devotion to his guru was a part of his
Sddhana, This influenced the later Mahapurusiya Sddhana to a
great extent and sometimes led to over-emphasis particularly with
a section of his followers known as kila sarmhati.

So far as he himself was concerned Madhavadeva preferred
to remain a celibate by choice but celibacy formed no part of his
teachings. Nevertheless his example inspired many to take the
life of celibacy, which ultimately led to the introduction of com-
pulsory celibacy in many satras.

The most important contribution which Madhavadeva made
to the growth of Vaispavism in Assam is that he completed the
religious exegesis of the sect. Like his guru he too was a pro-
lific writer. He wrote six playlets, rendered Bhaktiratnavali and
Adikdnda into metrical Assamese, composed several poetical works
including Ndmaghosd. A gifted musician himself he contributed
about 200 songs to the hymnology of the sect. They are employed
in the private and congregational services whether daily (nitya

10. Bezbaroa, Lakshminath, Srissikaradeva dru Srimidhavadeva — p, 341,
11. Yei ndma sei hari jadnd nigtha kari” — Ndmaghodi 514,
12. Gosweami, Tirthanath, ed. Sri §ri Gopaladeva Carita, pp. 61-70.

See also Daityri, Gurucarita, ed. Rajmohan Nath, p. 382 (73, 49-50).
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prasaiiga) or occasional (nraimittika prasanga). There are a few
works such as Amiilya-ratna and Bhisan-herowd which although
popularly attributed to him are of doubtful authenticity, Of these
the first three are definitely not by Madhavadeva., They contain
references to persons and evenis belonging to so late a period as
the eighteenth century. There are many songs which go by the
name of Madhavadeva, but a careful examination would lead us
to a contrary supposition.

The literary career of Miadhavadeva began sometime during
the middle of the sixteenth century. The Janmarahasya was the
first work from his pen. It is a small work of about 300 verses.
It relates the story of creation and destruction of the world and
thus establishes the omnipotence of God. The book was written
at the express wish of Rani Bhuvaneswari, the wife of Cilaraya.
She wanted a simple book on the subject for the use of women-
devotees,

The metrical rendering of Bhikti-ratndvali of Vispupuri comes
next. Visnupuri figures prominently in the Vaispava tradition and
literature of Assam. The metrical translations of Bhakti-ratnd-
vali is regarded as one of the four sacred books of the Mahdpuru-
giyd sect¥ Némghosd begins with the Assamese rendering of the
benedictory verse of Kantimdli—a commentary by the author
himself. The story how Sankaradeva obtained a copy of this work
is interesting. A certain Brahman scholar named Kanthabhiisana
brought the work from Ka&éi. The biographers relate different
stories as to how Kanthabhiisana came upon the work, According 1o
Daityéri, Kanthabhiisana bought the book at Kasil® But
the work was not so famous at the middle of the 16th century that
a scholar from Kémariipa would buy it in preference to other
famous works. Réménanda says that the book was presented to
Kanthabhiisana by Ramabhatta, a disciple of Visnupuri,!® for the
spread of the religion of the Bhdgavata in Kamariupa. Bhiisana
Dvija's version does not differ much. Ramacarana adds something
more which gives the episode a legendary colour. All of them are
at one with regard to the following: that Kanthabhiisana brought
it from Kasi and that he presented it to Sankaradeva and that a

13. See my article ‘Midhavadevar Nit Dukhan®', in the Awahan,
Medhi, Ealiram — Ankavali.

14. The other three books, are the Kirten and Dedama Skandha by
Sankaradeva and the Némdghosd by Midhavadeva.

15. Dumityrl, Gurucarita, chdp, 39, (R. M. Nath ed),

16. Rimanands —vv. 1424 —1459,
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disciple of Visnupuri offered the book as a present. Sankaradeva
was very glad to secure the book. His joy knew no bounds when
he found the chapter on Ekasarana at the end. He at once entrust-
ed Midhava with the work of translating it into Assamese. Mad-
havadeva did it so creditably that Sankara congratulated him with
the following remark—‘You have a remarkable hold over your
pen, you can both elaborate and summarise with equal ease. I on
my part can only make abridgments.”

The fundamental teachings of Bhakti-ratndvali as revealed
in the commentary and as may be gathered from the arrangement
of the verses may be summed as follows—

(1) Ekasprana—i.e., surrendering oneself to the One and
One alone, and there should be no compromise in matters of wor-
ship of gods other than supreme Visnu.

(2) The passion of servitude recommended as the mode of
bhalkti,

(3) Sravana and Kirtana are the two chief means of rea-
lising true bhakti?

(4) Satsaniga as an important factor of bhalkti.

The book lays special emphasis on ekafarana. Ramdénanda
rightly observes that the purpose of taking the discussion on this
topic to the end of the book is to attach the highest importance 1o
ekasarana in the scheme of Vaisnava Sadhanal®

Bhakti-vatndvali is known simply as Ratndvali in Assamese.
It was once regarded as the most difficult book because of the ab-
stract nature of the verses in comparison to other narrative poems.
The Assamese proverb Ka buliba nijine ratndvali padhe, ‘a man
who cannot read the first letter ventures to read Rétndval?, is still
used in ordinary conversation to criticise an act of impudence.

In translating the work Midhava fully utilized the commen-
tary Kantimild written by Vispupuri himself. Visnupuri in his

17. Nabhaji in his Bhaktamdl sums up the teachings of Vispupuri as
follows -
Bhigavata dharma utafiga
Ana dharma d@nana nadelkhd
Pitara pafa tafa vigata
Nigaka jyen Eundana rekhd
Erma krpa che kahi
Beli satasafiga dekhdyo
18. Rimananda— 1449-50
Savdte kariyd srestha ekinta sarana
Garigtha kirane fese Kkorichd bandhana,
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turn followed Sridhara Sv@mi differing here and there only in
minor points, and for that too he begs apology at the end of the
work 19

Adikdnda: The next work is the metrical rendering of the first
book of the Ramdyana. Madhava Kandali a pre-Saiikaradeva poet
rendered the whole Rimayana into metrical Assamese. The copies
of the Rdmdyana and the Mahdbhdrata were preserved in Kéndas
or parvas in family collections. Tt is said that the first and the
last book of the Rémidyana as translated by Madhava Kandali were
lost during the troubled days of Kachéri raids, Sankaradeva there-
fore took up the task of completing the work and himsel§ prepared
the metrical rendering of the Uttarakinda directing Médhava to do
the Adikinda. Madhavadeva did his part most successfully. The
beauty of his Adikanda lies in its elegant verses and homely similes,

19. As regards the date of Vispupuri there was same controversy in
Indiar Cultere, Vol. V, pp. 101 and 107 and also in Dr, Biman Bihari Majum-
dhar's Caitanya cariter upddin, p. 563. The matter was again discussed by
Dr. 8. K. De in his Vaimnava Faith and Movement, p. 14 The question
would not have besn so perplexing if only the evidences from Assamese
sources could be examined. See B. K. Barua's Date of Visnupuri Sannyasi
in New Indian Antiquary, 1939,

The ground for fixing an early date for Vismupuri was that according
to the biographers of Caitanya Midhavendra Puri or Jayadhvaja was the
guru of Vispupuri (Caitanya-caritimsta, 1. 9. 9-12, and Caitanya-manigal of
Jayinanda, p. 34). The discussion was brought to a termination by Dr. S.
K. De in a footnote to his Veisnava Faith and Movement. By quoting
a colophon from a manuscript of Bhakti-ratndvali preserved in the Dacea
University he proves that “apparently Purusottama was Visnupuris guru
and not Jayadhvaja or Madhavendrapuri”., The colophon in question runs
thiis :

Iti Sri  Purugottama - carandravinda - krp@-makaranda - bindu-
pronmilita - viveka - tairabhuktaperamahamsa - $ri - Visnupuri-
grathita - §ri bhdgavatamytdbdhi - labdha - $r7 - bhaktiratndvali -
kidntiméld samdptd.

The sixteenth-century Assamese rendering of Bhakti-ratmdvali econtains
a literal and complete translation of the above colophon, where also it is
Punmalhmawhniadmfbe&nsthegumnf\’imupuﬁ. Here we have the
eﬂdmmofumofthemrﬁestmiesofthewk,fnrtheﬁsmmﬂam!—
vali was completed towards the 6th decade of the 18th century. The copy
Was presented to Kanthabhiisana by a disciple of Visnupuri, So Visnupuri
muﬂhnveﬁvedhthnmuudpaﬂoithelﬁthmdthnﬁrﬂwta{thelﬂth
century. The Trihut tradition as reported by Hamilton (Purniya Report, 1509,
P- 275) that a Sarhnyasi named Visnupuri lived there about three hundred
years back goes to support the above date. So the story related in Bhakta-
mél granth that Visnupuri wrote Bhakti-ratndvali at the request of Caitanya
may not be without foundation,
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The work nowhere reads like a translation. The appropriate use
of Assamese proverbs with a slight touch of humour gives the work
the flavour of an original work.

There are some portions in Adikinda which present a case
for genuine doubt as to the authorship of Madhavadeva in respect
of the whole work. The Ahalya episode, for example, as related
in Adikénda differs greatly from the original, The lustful advances
of Indra, description of their sexual enjoyment betray a low taste
on the part of the poet. It is not warranted by the original too.
The original quite decently passes over the matter in a few slokas.
It is difficult to suppose that so puritanic a writer like Madhavadeva
could indulge in such a low type of literary exercise. It is not un-
likely that one or more minor poets in later times forced them-
selves in.

Réjasiiya Yajiia popularly known as Rajasiye was written
between 1565 and 1568. Madhava began the book before Sankara-
deva left for Koc Behir but could complete it only afterwards, The
aim of the book is to establish the supreme Godhood of Krsna.
Madhava utilizes the episode of the Rajasiiya sacrifice of the
Pandavas for this purpose. Krsna there is selected as the first
guest to receive oblation, the solitary voice of Sisupéla only dis-
senting. The poem opens with a beautiful description of Dvaraki
and gives a detailed account of the daily life of Krspa as a house-
holder which, as Madhava puts it, is only a show of worldliness on
the part of God in human form in conjunction with his deceptive
principle Yoga-maya® The poem then takes us through a series
nfdmnaﬁcevenisandvaﬁedscanmtnthemurtaflarﬁmndha
where the famous duel between Bhima and Jarasandha is fought
followed by a general amnesty of the prisoner kings which ulti-
mately contributed towards the success of the Rajastiya sacrifice
of Yudhisthira.

The book is written in the Kavya style and may be regarded
as one of the finest poems of the Vaisnava age. Although a kavya
its beauty dies not in the use of appropriate alankiras and in fact
Madhava rarely indulges in complicated alankaras or word-tricks.
His is the art of natural description (svabhivokti) with his per-
sonality and perspective infused into it. The descriptions of Dva-
raka and Indraprastha, of the march of &ri Krsna to Indraprastha,
the account of the duel between Jarasandha and Bhima contain

2. Rijasiiya — 23.
Yetikmnane Krime yogamdiyika dgrahi
Manusye cestika dekhdi thikd lila feari,
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a sonorousness, dignity and grace which impart to the work a rare
poetical value. With Rdjasiiya the first phase of his literary life
was over and the next phase is marked by the playlets and
Bargitas.

Madhavadeva composed a series of playlets. Some of them
appear to be spurious. The internal evidences preclude any
assumption in favour of Madhavadeva’s authorship so far as
Ras-jhumurd, Bhusan-herowd, Brahma-mohan and Kotord-khe-
lowd are concerned® The remaining genuine plays number five ;
they are Arjun-bhaiijan, Cordhard, Pimpari-gucuwi, Bhojana-
vihdra, and Bhiimi-lofowd. The Carita-puthis mention two more
but they are not available at present. Of the genuine ones the
last four are called Jhumuris, and the first is a yétra or simply
an Anka,

The word jhumurd represents an extended meaning of the
word Jhumur which is a kind of song sung in chorus to a short
tala (rhythm).2 It is employed in a group dance generally per-
formed by women in Chotanagpur district and some parts of
Orissa® Originally a group dance of women jhumur later on
came to mean a short performance where females mainly took
part. On examination of the genuine jhumuras of Madhavadeva
we find that in all of them the themes represented deal with the
childish pranks of Krsna, the grand naughty boy. The gopis and
Yasoda take the chief part. There is no other male part except
that of the Sitradhéra. This is the reason why the term is not
applicable in the case of Arjun-bhaiijan, which is not confined to
female characters only. It is not unlikely that these jumuris were
originally meant for female performers before a female audience.
There is a type of semi-dramatic performance called pdcati preva-
lent in Assam even now. It is purely a function of the village
women held just after the Janméastami festival. An episode from
the child-life of Krsna is represented through dialogues and songs.
It is not known whether Madhavadeva was connected in any way
with the origin of this institution but there is no doubt that his
jhumurds provided an incentive to the growth and spread. Imi-
tative dramatists in later days produced literary counterfits and

21. Medhi, Kaliram — Avnkévali pp. Lot —vii. The writer's article —-
"Madhavadevar Nat Dukhan' in Awédhan, 1540,

22, The Assamese metre ‘Jhumuri' consisting of eight syllables in each
line is reminiscent of the jhumur song. The metre being short and rhythmic
can be fitted to a jhumur song.

2. One may witness this dance in the tea gardens of Assam where
thmmmundaﬁmdﬂwlnbumm
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passed them on as true coins. They wrote short plays, appended
the name of Madhava in the colophon and the bhanitd lines of
the songs and passed them as jhumaurds, as if any playlet with
Madhavadeva's name in it could be a jhumura, Thus the original
significance of the word was lost sight of. Daityari too is a victim
of this confusion when he calls Dadhimathan a jhumura.

The frolicsome activities of Boy-Krspa as described in the
Bhégavata inspired many later poets to try their talents in this
divection. Beautiful couplets based on some amusing situation
from their life of Child-Kyspa were produced. They acquired much
popularity within a short time and became a part of the floating
poetry of the period. Some such couplets are preserved in a few
anthologies. The Padydvali® of Riupa-Goswami is an anthology
of this nature. The Krsna-Karndmrta of Lilaéuka is another such
collection of devotional lyric stanzas. Some of the stanzas which
Madhavadeva-utilized as the source for the themes of his playlets
appear in the Krsna-Karndmrta™ Curiously enough the stanzas
adapted by Madhava for his dramas are found in the expanded
recensions, There are several other collections of similar verses
called Sumangala-stotra, Bilvamangala Stotra, Krsna-Stotra and so
forth. The verses taken by Madhavadeva appear in the Bilva-
mangala-Stotra also Lildsuka and Bilvamangala, it is believed,
are two names of the same person. Scholars are of opinion that
there were more than one Bilvamangala. Anyway it is quite
certain that these stanzas, universally popular as they were, he-
came more important than their author or authors. That is why
Madhava felt no mecessity of mentioning the source of these
smmsnndindeedthereishardlyanyscupefordningsoina
drama® These stanzas appear either as introductory verses or as
sloka-portions” of the dramas. The theme dramatised is descri-
bed in the couplet in a nuishell and as such serves as the Nandi
too; for according to dramaturgy Nandi should covertly allude
to the plot (Vastu-Nirdesa).

The playlets of Midhavadeva may be compared to the small
one-act dramas of today so far as presentation of the plot and the

2§ Ed S. K De, Dacca Univ. Oriental Publ. Series, Dacea 1934

»5  Ed 5. K. De, Dacca Univ. Oriental Publ. 1328 The southern recen-
sion — Published from Sri Vani-Vilasa press, Srirangam.

25, The complete information regarding these stanzas with exact refer-
ence to their source (Bilvamadigalastotra) will be found in Kaliram Medhi's
“ Afkfvali”, p. 386.

27 The Sloka portions of an Ankiyd drama introduces the subject
matter of the next change.
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maintaining of the unity of impression are concerned. It is not
possible to detect in these jhumurds all the sandhis that go to
make a full plot. The drama begins with the climax and the
denouement consists in the final impression rather than in the
solution of the different turn of events. Madhavadeva's was a
unigue art of leading the audience to the aesthetic experience of
bhakti through the sentiment of filial love, The filial love in a
man is sought to be roused and sublimated to a love of a higher
plane, of God. Madhava never forgets to hint at the supreme
Godhood of the Boy whose boyish nature he delineates in a mas-
terly way. Madhava was a celibate and spent the major part of
his life away from the family atmosphere and yet curiously
enough his works stand unsurpassed in the whole field of Assa-
mese literature, ancient and modern, in point of delineating child-
nature and expressing the aesthetic emotion of Vétsalya. Is it the
subconscious yearning of a childless celibate that manifested itself
as ‘a joy forever' in his literary productions ? This, of course,
is a subject for those who revel in the study of psychology in lite-
rature.

Like his guru Madhava too used the artificial language that
went by the name of Brajdvali. The language however appears
to have lost much of its former status of a new-fangled language
of poesy. The songs and dialogues are in Brajavali but the descrip-
tive or narrative portions meant for plain recital are in Assamese.
This was an innovation made by Madhavadeva and therefore not
found in the dramas of Sankaradeva. Madhavadeva cut down
the use of songs and Sanskrit flokas-to the minimum and thus
avoided harping on the narration of intervening events not repre-
sented in the drama. The whole-time Siuitradhéira is there but he
plays a less prominent part in comparison to the sutradhara of
the dramas of Sankaradeva so as to leave scope for fuller dialo-
gues. As a result of all this the playlets of Madhavadeva are free
from monotony and overbearing presence of the Siitradhra—a
defect which has taken away much of the dramatic effect of
Rasakrida and Kidli-damana of Sankaradeva.

- The plays and Bargitas of Madhavadeva were written during
the second period of his literary life which began with the death
of Sankaradeva and ended with his departure for Koc Behir in
1693. The Bargitas are devotional songs like Bhajanas fitted to
one or other rdga. They are called Bargitas in analogy of such
homely terms as Bar-Sabdh (The great congregation), Bar-bhakat
(great devotee). These songs are held as ‘bar’ because they are
affiliated to a higher class of music (Mdrga-sangita). The other
L2
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songs employed in Néma-Prasanga are fitted to crude and simple
indigenous melodies (Deéi-Sangita). In fact the words ‘gita’ and
‘mdma’ bear different connotation in Assamese. The former
means a song fitted to a riga and the latter means simply a com-
position meant for recital in a simple tune. The musical pattern
of the rigas of the Bargitas show little affinity to the Hindustani
music of today. This is probably due to the fact that these rigas
came to Assam long before the renaissance of Hindustani music
under the Moghuls. So the rdgas represented by the Bargitas
preserve the pre-Moghul form of Hindustani music. It is regret-
table however that for want of proper training on the part of the
giyanas the Bargita has undergone considerable deterioration.

The Bargitas may be classified according to the traditional
scheme® This scheme takes the subject-matter of the songs into
consideration and so also its employment in the daily songs services,
Thus there are Jiganar Gitas which describe YaSod&'s entreaties
to arouse Krspa from his sleep in the morning. Then we have
calanar gita. Krspa in these songs leads his cows to the grazing
field. There are others describing the dol sports of Krspa and
they are known as “dauler gita”. There are definite rules, de-
termined by convention, as to the proper employment of the differ-
ent classes of Bargitas. One cannot sing a Jaganar gita at the
time of midday service. As indirect devotional lyrics these songs
reveal the heart of the God-intoxicated soul of a bhakta poet. If
viewed from this standpoint we have two sets of Bargitas before
us. They represent two stages of spiritual development in Madha-
vadeva. One is characterised by delicate sensuousness of a bhakta
poet for whom Krsna is no longer a legendary cowherd boy but a
living and charming personality. He feels the pleasing presence of
this Boy, enjoys his touch, takes keen delight in his personal charm
and beauty. At another time he suffers the agony of separation
because that beautiful face is no longer before him. The following
is a typical Bargita of the class in question.

“Oh, how shall I narrate the tale of my sorrow. I have
not seen that beautiful face. My life flows out of me. As a
result of past merits I got my Syama who is the source of all

28, Sri Rajmohan Nath in his edition of Madhava's bargitas makes an
attempt to classify these songs according to various sentiments expressed in
them in imitation of the traditional classification of Bengalli padas. Such a
classification, however, serves no purpose so far as the bargitas are con-
cerned, for the Assamese Vaisnavas attach little importance to erotic mysti-
cism and as such to the different stages of bhivas.
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good qualities by my side, but cruel fate has taken him away
from me. I cannot live without Kénu the beautiful. My mind
becomes restless at the very utterance of the name Syama.
The day somehow I spend in misery but night only lingers
and lingers, The moon, sandal-paste or even the southern
breeze turn hostile it appears. I cannot sit ealm; nor do I
know where to go, my mind is restless. Friends, let us
simply curse that Kanu."

The second set of Bargitas is characterised by calm intentness
of a quiescent soul. We feel in these songs the tranquillity of
the morning sea after a long stormy night. The turbulent river
has reached the sea to merge her identity in the calm and vast-
ness that ensure complete security. The proud scholar is ‘Ding’
and ‘Mirukha’ now surrendering himself completely at the feet
of his ever-compassionate Lord (Daydr Thékur Yadumani).
There are about fifty Bargitas of this nature and the following is
one of them.

“0 Hari, my kind Lord Yadumani, O Ram, this meanest of
the souls sings your name aloud. Please be gracious, Narfiyana,
for my mind is fickle. May it remain fixed at your feet. A cer-
tain Brahman, Ajamila, stupid and sinful though he was, by mis-
take ealled for his son. This much alone freed him from Karma
and he attained Vaikuntha, This of course the whole world
knows. I am sinful, perhaps thousand times worse—a fallen soul,
but your grace lifts up a fallen soul. This is what I am banking
upon.”

In the elegance, softness and music of his poetic diction as well
2s in point of richness of sentiment the Bargitas of Miadhavadeva
will stand comparison with compositions of other master song-
writers of India.

The second set of Bargitas mark the transition from the second
to the third phase of Madhavadeva’s spiritual and therefore literary
career. The note of fervent submission ($arana) and quiescence
(54dnta) so predominent a characteristic in Ndmaghosd is already
heard in these Bargitas. Madhavadeva's vitsalya sidhana has land-
ed him in #ita and dasya at the journey’s end. Namaghosa is the
magnum opus of his literary life and probably of the religious lite-
rature of the period.

Madhavadeva wrote one more work during his stay at Koc
Behar (1593-1596). It is the metrical rendering of a Sanskrit an-
thological work entitled Namamalikd, The work as the title implies,
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is not a garland of names but it extols the merits of the Holy Name.
It is, however, an instance of literary side-slip. The book was pre-
pared to order., Biru K&rji, an old minister of the king of Koe
Behar, got a book from Orissa which somehow or other interested
him. He requested Madhava to prepare a metrical translation of
the book. Miadhavadeva obeyed his patron but the book itself did
not appeal to him much and in fact he held a low opinion of it. The
arrangement and the method of treatment, as he remarks at the
beginning, are far from satisfactory.® There was another reason
why the book failed to have an appeal for him. The book gives an
intolerably long list of the merits resulting from the singing of the
Holy Name. This was what Madhava could not persuade himself
to appreciate. According to him to sing the praise of Hari is an end
by itself and one should not aspire after good results to be enjoyed
here or hereafter. So when concluding the book he states his view
in clear terms:;

“Sing the name of Hari with joy. This and this alone is the
precious wealth that a bhakta may reasonably aspire after."®

We may, therefore, leave aside Namamdlikd while making a
survey of the last phase of Madhavadeva's literary expression as it
has hardly any bearing on the natural course of development in
matters of thought, language and style of the original compositions
of the last part of his life. We must turn to Ndmaghosd for this

purpose.
Namaghosi is the record of religious experiences of a genuinely
devoted soul and it may also be regarded as an expression of spiri-
tual craving of a whole generation of men stirred to a religious
quest by diverse thought-currents and practices of the day. It em-
bodies the teachings of his guru, his own findings after a careful
study of the Sasiras and above all the truth he realised in his own
heart. His last message to Gopald At of Bhawfnipur runs thus:

“Read Namaghosa every day for whatever I have received from
Sankaradeva and whatever I could gather as a result of my study
of the scriptures and above all the truth of my own realisation have”
been incorporated in this work. So do not fail to keep this book by
your side and a careful study of it will lead you to perfect enlight-

enment,”H

29, Nihike srakhala grantha dti nivarthak
Ara pada kari kone mildibe kautuk
Némalmalike, v. 10,
0. Kariyo dnande Hard ndmara kirtona
Ehimine mitra bhakatars mohddhana. Thid 228,
3l. 8rt 8ri Gopéladeva Carita; ed. Tirthanath Goswami, pp. 61-70,
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Madhavadeva began Ndmaghosi after Sankaradeva had left
for Koc Behdr. The story goes that Sanikaradeva on the eve of his
journey directed Madhava to write a book which would be like a
jujube fruit (Skt. Badari), soft outside but hard at the core within;
meaning thereby that the abstruse teachings of Namadharma should
be presented in an attractive manner in soft and elegant verses.
Madhava obeyed his guru but could not make much progress so
long as he was at Barpeta. His life at Koc Behar was more or less
of a recluse and it was there that the major part of the book was
written between 1593-1596. He could complete the work shortly
before his death. Even the closest of his disciples knew little of
this work till after his death. The message quoted above perplexed
Gopiila Ata to a great extent since he was not aware of a work
entitled Namaghosa till then. 32,

The word Ghosd means a refrain, the first verse of a song re-
peated every time in chorus. This verse indicates also the tune in
which the remainder is to be sung. In this respect it is an equival-
ent of the words such as dhurd, dhila (skt. Dhruva) or diha (Skt.
disd). The word is from \/ ghus, to chant aloud.*® Originally ghosit
meant a song sung aloud. This shade is still retained in the word
banghosd which means a love song sung by cowherd boys in woody
nooks and villages. During the Vaisnava period the term acquired
a slightly different meaning, i.e., a burden of a devotional song sung
aloud in chorus, Such a ghosi appears at the top of each chapter
of Kirtana by Sankaradeva. The couplets in Ndmghosd were
written in imitation of these burden verses of Kirtana. There are
altogether a thousand such verses and hence the work is otherwise
known as Hejari Ghosd. The last part of the book consists of the
names and attributes of vispu fitted to convenient metres for the
purpose of singing in private or congregational services, This part
of the bhook is called nd@machanda and its importance is very great
from the point of ceremonial aspects of N@madharma. This part
of the book therefore was responsible for determining the title
Namaghosi for the collections of a thousand ghosa.

32 Thid, p. 73.
33. eof. (a) Eri Ana Kdm, Bold Rdma Rém
Ghusioka ghane ghana
{b) Sadiya dikipd ghusiyo Heri
We find similar use in Sanekrit and Prakyta,

34 'Ibemmlmiptunfthnﬂdmhoﬂdunutshmimﬂmmltyhnm-
bering the verses. The same sequence too is not maintained Whatever the
process of numbering may be every manuscript reaches the number 1000 or
1001 at the end
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There are three sections in Ndmaghosi, The first section deals
with the doctrinal aspect of Namadharma. The second section
called Sarana-chanda is a collection of lyrical stanzas of self-effacing
devotion. The third section as stated above is a series of metrical
arrangements of the names and atiributes of Visnu meant for song
services of the sect.

The first section, which may be called the Ghosa proper, extols
Nama-dharma as the universal religion® It is simple in practice,
catholic in views and monotheistic in adherence. The cardinal
teachings of Ndmaghosi may be summed up as follows:

(i)The Ekadeva doctrine of the Mahipurusa is reiterated
again with all the emphasis at the command of the author. Krsna
is the one and true God, his word the Bhigavata is the only autho-
ritative scripture® He is the only one capable of effecting cessa-
tion of misery on the part of created beings, for he lords over
time and maya*

(ii) The name (ndma) and Krsna (Ndmi) are identical and
hence the Nime is a living entity. It is also full of Ananda or rasa
(Ndma-inanda, N@ma-rasa). Nama alone can lead a devotee to
ultimate bliss.

(iii) Bhakti is the ultimate end of life. It is paramapurusir-
tha. The four other objects, namely dharma, artha, kima and
moksa are merely subservient to Bhakti®® The Ndmaghosi opens
with a homage to the bhakat who is indifferent to mukti and the
first section ends with the definition of a true (ekéinta) bhakat a
bhakat who ceases to have any desire for four objects of human life
and who has merged himself in the wonderful Name® In fact
Midhava is never tired of repeating the doctrine throughout the

25, Namghosi — Published by Barkataki and Co, Jorhat. v, 500 —3501—
Heri Ndme nihike niyama adhikir
Rima buli tare Miri Asoma Kachdri.
36. Eka khini mdtra &lstre nistha,
Devaki nandane koild yika
Devo ekamidtra Devaki devira siita. Nimghogd v. B85
aT. Krsna eka deva dukha-hdri
Kila mipddiro adhikiri
Krsna bine sregtha deva Nahi nihi dra
Thid 586,
-2 8 Caripurusirtha tihdra nijord
Hari ndme mila-dhiri Thid 372
a9, Ekénte bhakta jare hay
maha adabhuta Hari-guna ndma-may  Tbid 684
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book.# Complete submission at the feet of EKrsna (darana) is the
summum bonum of human life.

(iv) Purity of heart is the chief pre-requisite of progress in
Namadharma, Purity again can be attained only with the help of
the Name,

(v) Namadharma is open to all, In former days the precious
Name of Hari was a matter for secrecy but Sankaradeva out of
compassion for the human race made it available to all4 Every
man can hope to develop his personality to the greatest possible
height (narottama) by resorting to the praise of Krsna i

Theology in the Namaghosd is turned into elegant poetry by
the magic touch of Madhava, the poet. Towards the end of the
book however the theologian is no more, the poet too shrinks to
the background and it is the mystic alone who shines. Madhava-
deva began as a scholastic theologian, turned a poet and ended as a
mystic, His literary output is a faithful record of this Progress,
In Janmarahasya, Bhaktiratnavali and Adikénda we find him as a
scholar theologian busy in explaining and translating books dealing
with Vaispava legends and doctrines. It marks the preparatory
stage of a future religious preacher. In his Rijasiiya the theologian
gimintuthepnetandinhisdmmnsheisprimarﬂyapnet. The
Bargitas record the turmoil of the dark night of his soul. When
we reach Nama-ghogd, specially its $arana section, we feel the
quiescence of a calm and beautiful first light. The sense of self
almost disappears, he enjoys the blissful state of sarana, his only
concern being the security of this state for the future. The follow-
ing is an exquisite example which describes Madhava in the
Sarana state.

“¥ou are the scion of the Yadus and so also the joy of the
Yadus. YouaretheLurdofmﬁyiandbenmthedjspeﬂernf
Maya®s, You are Narayana the untinged eternal, in you I have
found complete refuge.

40. Thid. 1, 7, 124, 251, 288, 328, 532, 650, 651, 684, 742, 995, ete., etc.
4L Parama amdilya ratna Harira ndmara pevd
Ati gupts svaripe dchil
Lokaka krpdye Hari Sonkara svariipe dsi
Muda bhingi somastake dil,
42. Kewale Krsnera Kirtane karaya

ndménvaya chapter of his Namaghosi explains the epithet "Madhusadana’
as follows: Miy&-apparently pleasant (Madhumati) drives every soul mad,
ShuGﬂdﬂuhm&hMﬂhuurmiﬂhehcﬂhdm
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Compassionate Lord! bestower of all fortunes! O Hari, leave
me not alone this time for at your crimson feet I have taken refuge.
Forsooth I am at your feet.

Ah, I am at the feet of Hari, Ah Nardyana, blessed today is this
human birth of mine. Ah, Hari, Ah Nardyana.”

Madhavadeva’s mysticism consists in complete self surrender
to Krspa who is the compassionate master "(Dayasila deva) and a
bosom iriend (Prina Bandhave). The relationship between Krsna
and himself is not that of a lover and the beloved but of a kind
master and his selfless servant. . His final attainment consists not
i complete union or self-annihilation but in a state of security and
bliss under the sheltering shadow of his master’s feet (carana
chatrara chayd).® He yearns for a perpetual joy of bhakti even ai
the released state hereafter. It is the rasa or emotional ecstasy of
bhakti that constitutes his sole concern, Ndmaghosd begins with a
prayer for such bhakti, that is rasa (rasamayi bhakati), and ends
with the confession that Madhava the ignorant (miirukha) steeped
in that rasa goes on singing.®® The term ‘mirukha’ which Madhava
lmdsplmuruiuusingagainandagainvﬁthrespecttuhimselfdnes
not merely convey the characteristic humility of a Vaispava poet.
It has a deeper meaning. In calling himself a mitrukhe he shows
indifference to Jidna or enlightenment. It is the joy of bhakti
which should be the primary concern with a true bhakta and to
attain it he need not necessarily be a jiini. Madhavadeva's ap-
prmhissmighlandthmisnomplﬂdtyinthewchologi:al
mode adopted by him. So symbols have hardly any place in his
writinzs and this remark applies specially to the Ghogd. His was
a rare sidbana and a very few seekers of God have been able to
raise the passion of divine servitude to such a glorious height of
mys'ic ecstasy. '

Tbid 128, 312, 313.ete.

4,
44. 310, 333, 337 etc.
45. Ehu rase Madhave mirukhe - mati gdwe. Ibid 1001



RAMA SARASVATI AND HIS WORKS

BY

J. Sanma

Réma Sarasvati occupies a place of eminence among the
writers who flourished in Assam in the sixteenth century. The
writers of this age are without exception connected with the Vais-
pava movement and the subject-matter of their writings are all
drawn from the epics and the Purdnas. The Krspa cult as pro-
pagated in the Bhdgavata Purina was the common theme and
even those who drew from the epics were greatly influenced by
this Purina. Rama Sarasvati was a devout Vaisnava. He made
verse-renderings of some books of the Mahdbhdrata and has also
preserved for us matters not to be found in the Mahdbhdrata.
It has not been found possible to ascertain whether the subject-
matter of his original work was drawn from Sanskrit sources, or
from legends and traditions current in this part of the country
or whether it was in his own invention. But it is true that stories
like Manicandra, Asvakarna, Sindhuydtrd are not to be met with
elsewhere and they may very well be called * the matter of Assam’.
One of the most voluminous of writers, Rima Sarasvati retains
his popularity even to-day.

The works of Rama Sarasvati have not yet been properly
edited and published, although manuscripts, in some cases centu-
ries old, are still available, The immense popularity of his works
bas led enterprising publishers to get them printed primarily for
profit ; but they have also thereby preserved from oblivion and
brought to light works by an eminent writer which otherwise
would have been lost. A few verses of Rama Sarasvati were
first printed in Kavyakusuma, an anthology of old Assamese
poetry, edited in 1884 by late Rai Bahadur Gunabhirdm Barua.
Attention to the life and poetry of Rima Sarasvati was drawn by
writers in the Assamese journal Joniki particularly by Ratneswar
Mahanta. In this connection there was a controversy as to
whether Réima Sarasvati of the Mahabharata fame and Ananta
Kandali, a junior contemporary poet and disciple of &ri Sankara-
Deva, were one and the same person. This controversy spread
over several years. Dinanath Bezbarua, Gunabhiram Barua,
Kaliram Sarma Barua (who edited and published Jayadeva-kivya,
an Assamese rendering in verse of Gita-govinda), Lakshminath

L2
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Bezbarua and some others held that these two Vaisnava poets were
identical. But the matter has been almost finally settled. Hem-
chandra Goswami, in his Descriptive Catalogue of Assamese
Manuseripts, thus sums up: “Many writers have confused him
(Ananta Kandali) with Rama Sarasvati which is evidently not
warranted by facts” (p. 36). But the unique character of Rama
Sarasvati's writings was, however, emphasised by Dr. B, Kakati
in a few articles in Cetand in 1920-21, subsequently published in
his Purdni Asamiya Sdhitya.

Events of his life—We have no detailed and connected
accounts of the life of Rima Sarasvati. What little we have are
to be gleaned from his writings. He describes himself some-
where as a native of Camariya in Kamaripa, elsewhere of Paca-
riya.

Kamariipa madhya grima ndhika upam
tite grdma bhaila Camariya ydra ndma.

(Bhigmaparva, 1350)

(In Kimariipa there is a village without a parallel, known as
Camariya.)

Gramamadhye sdroddhdra Pacariyd ndma ydra
Kaliyuge érestha likhe yaka,
Brihmana sakale nita Bhigavata avirdma

Carcd kare pitiyd sabhdka

(Virataparva : quoted by D. N. Bezbarua in
his Asamiyd Bhisd daru Sahityar Buraiifi)
[Counted as the matchless in Kaliyuga is a village known as
Pacariya —the best among villages ;
there the Brahmanas assemble for continuous holy discussion
on the Bhdgavata,]

Gopinatha Pathaka, son of Rama Sarasvati, has rendered into
Assamese verse two books of the Mahdbhdrata. In Dromaparva
hedescﬁbeshimselfasthegrandmnfawiseandpiﬂusBrﬁh-
mana, Bhimasena Dvija of Chinikona in Pateaura and son of
Rama Sarasvatl, Pithaka of Prince Sukladhvaja. At any rate,
the poet's father was a resident of the district either of Kamriip
or Darrang. As for the poet, it was quite possible that he shifted
from place to place along with his royal patrunsasthegmvaﬂ[ug
political conditions of the time demanded,
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While Gopinitha Pathaka describes Bimasena Dvija as the
father of Rima Sarasvati, the poet himself however, speaks of his
father as Kaviciigdamani:

Vipramadhye sarodhdra Kavictiddmani vdra
Nama bhailé kula prakdsaka
Adydpi yafasyd raild updsante kdala gaild

Bhaktibhdve érihariharaka (Prabhu Madhavaka).
Udyogaparva, verse 184.

[Kaviciidamani was the choicest among Brahmanas; his very
name shed lustre on the family ; his fame still remains as one who
passed his days as an ardent devotee of Hari and Hara (Lord
Madhava.]

Sehi grdmesvara bhaild Kaviciddmani
Panditaganara madhye yike agragani.
—Bhismaparva, v. 1351.

(Kavictdamani, the lord of the village was reckoned as the
chief among the scholars.)

This discrepancy is easily reconciled. Bhimasena Dvija might
have been the real name of the poet’s father, and Kaviciidamani
was just a title as was usual in those days. Rama Sarasvati him-
self, as we shall see, acquired several such titles for his great
learning and literary talent.

Kaviciidimani had two sons, Kavicandra and Rama Saras-
vati, the younger,

Ata anantare tira dui putra bhaila.
Jyestha bhaild Kavicandre gti suddha-mati
Tdhana anuje bhaili Rima Sarasvafi.

—Bhismaparva, 1352-53.

(In course of time he had two sons. Kavicandra was the
elder and he was pure of mind. Réma Sarasvati was the
younger.)

Tane érestha putra santa Govindaka upfszanta
Bhégavata dstre ydra rati

Veda ye purdna gane nakahanta pite vine
tina pdve kariyd bhakati.

L Mss. with the Kamariipa Anusandhina Samiti.
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Gunavanta varmsadhara tehe kavicandra vara
samandhata sodara amara ;

Yara mahakrpile$e (ydra kripa anugrahe?)
giksd upadesa snehe
Ito pada karild pracira,
—Udyoga parva, v. 185.

(His best son, by nature peaceful, is a worshipper of Govinda.
He is devoted to the study of the holy Bhigavata. He worships
at the feet of Him that is the last word of the Vedas and the
Purinas. Talented in the family, he is my elder, Kavicandra. It
was through his favour and affectionate guidance that I have been
able to propogate these verses.)

In the opening verse of the Jayadeva-kivya, he speaks of his
elder brother thus:

Jiidna caksu diliha sodara riipa dhari
Namo Kavicandrara carane dga vadhi :

(Assuming the form of a brother, you have given me eyes of
wisdom. I come forward to bow down at the feet of Kavi-
candra.)

All this gives an idea of the family and parentage of Rama
Sarasvati and the pious influence he breathed in his early life.
He must have been deeply imbued with the teachings of the Bhi-
gavata Pur@na and other Vaispavite Puriinas. He must also have
been widely acquainted with Sanskrit works in a variety of sub-
jects, particularly with works on poetics, music and erotics. Later
on when he joined the circle of luminaries at the court of king
Nardyana, he studied cart-loads of works in manuscript placed at
his disposal by the great patron of culture.

He begins his Vanaparva with a prayer to the son of Daivaki ;
he bows down to all true Vaisnavas, to Mukundadeva, greatest
among saints, and to Krspa Dvaipiyana® In several places else-
where Rima Sarasvati calls himself a servant of Mukunda
(Mukunda-kinkarat)

2. Mss, with E&maripa Anusandhing Samiti.
3. Vanaparve, wv. 2-4,
4. Vanaporve, vv. 42, 1416, 1778, 3321,
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It was Mukundadeva who conferred on him the titles of Bha-
ratacandra and Kavicandra. D. N. Bezbarua, in his Asamiyd
Bhisi dru Sahityar Buraiiji remarks that it was Mukundadeva,
son of Sukladhvaja who gave him the title of Bharatacandra and
Kavicandra® Rama Sarasvati could not have spoken in such terms
of Mukunda even though he might have been the son of his royal
patron. Moreover, prince Sukladhvaja is not said to have a son,
Mukunda by name. Rama Sarasvati, however, speaks of one
Mukunda as son of Raghudeva (son of Prince Sukladhvaja).$
Mukundadeva undoubtedly was a spiritual preceptor of Rama
Sarasvati, who, as was usual, invoked his blessings when begin-
ning the Vanaparva. This is corroborated by his respectful refer-
ence to Mukundadeva as his ‘own guru’.

Prandmo Mukunda deva mora nija guru
(I bow down to my own guru Mukundadeva.)
—Vyanjanparva, v, 88 (D.H.AS.)

Koc King Neranardyana—Rama Sarasvati’s literary talents
drew the attention of Narandriyana, the Koc king and his brother
Sukladhvaja or Cilariya. Sri Sarikaradeva, the great Vaispava
reformer, had already come to live and preach his faith in the
Koc territory to avoid persecution in the east. He has already
exerted great influence on the cultural life there, The king him-
self wanted to accept the discipleship of §ri Sankaradeva. The
heart of Prince Sukladhvaja “ was deeply stirred by Sankara’s
preaching of the cult of the Bhigavate.”” Eminent scholars and
poets were invited to his court to translate the Bhdgavata Purina
and the Mahdbhdrata into Assamese and also to compose treatises
on varied subjects, such as grammar, poetics and astronomy® This
was caleulated to help the spread of culture and learning. Rama
Sarasvati was asked to make verse rendering of the Mahdabhdrata,
the seven books of the Réméyana and the eighteen Puranas for
popular edification.?

The Poet’s Career.—After the death of Naranarayana, he came
to the capital of Raghudeva, son of Sukladhvaja, the Koc terri-
tory was partitioned during the life-time of Naranfiriyana, the

p. 191,

Udyogaparva, v. 645.

Vanaparva, v. 3318,

E L. Barus, Early History of Kdmariipa, chap, XVI.
Darrang-réja-vamsdvali, vv.604-612. '

©@mamm
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portion to the east of the Svarnakosa (Sapkos) being allotted to
Raghudeva.l® At Vijayanagara, the new capital, Raghudeva was
attended by many a tributary prince. The city was as magnificent
as Amardvati. There he used to listen to the recitation of holy
books and caused them to be iranslated into Assamese.ll

The river Svarnakosa, the western boundary of Raghudeva’s
territory has been given almost a divine origin by Rima Sarasvati
in Baghdsura-vadha in which he describes how Arjuna by his
great skill in archery drew water out of the earth for his ablution
before fighting the demons.’®

In 1583 AD. during the reign of Raghudeva, the temple of
Hayagriva-Madhava at Hajo was rebuilt. In Vanaparva, Rama
Sarasvati introduces the stdry of Sukarna and his birth, Sukamna
in this narrative is said to be begotten by Hayagriva-Médhava and
Padmarekha for the latter's devotion to the deity.”® In Kuldcala-
vadha also there is a description of the worship of Svetamidhava
{Hayagriva-Madhava).¥ These verses may have been written in
honour of the deity, probably for recital on the occasion of the
consecration of the temple and later on incorporated into the

poems.

Pariksita succeeded his father Raghudeva. He built his
capital near the Aévakrinta hill’® Rama Sarasvati must have
moved with the king from Vijayapura,!® as we know that he was
preceptor of Pariksit's brother, who was afterwards renamed by
the Ahom king as Dharmandriyana on his installation as tributary
rdjd of Darrang. He was also the family priest of Dharmanara-
yana and his touching reference to the death of Raghudeva's son,
his description of Baliniriyana’s marriage and his solicitude for
the welfare of the royal family can be expected only from one inti-
mately connected.” The poet is known to have written Santi-
parva,'® the story of Savitri in verse, during the reign of Sundara-
narayana, successor of Dharmanariyana.

10. Darrang-rija-vamsdvali, vv. 606-612.

11. Venaparva, v. 3320

12, Baghdsuravadha, p. 163.

13. Vanaparva, vv. 4081-4130.

14, Kuldcalovadha, pp. 6-9.

15. Darrang-rija-vamsdvali, v. 730.

18. Ghosd Yatrd vv. 196-197. (DHAS Ms).

17. Udyogaparva, vv. 638-644: (Kimaripa Anusandhfing Samiti Ms),
18. Séntiparva, vv. 13-14; (Ms. No. 476, DHAS.).
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Rama Sarasvati was thus connected with four ruling kings of
the Koc branch, viz., from Naranirayana to Sundaraniriyana
during the period from the sixties of the 16th century to the forties
of the 17th.

As is well-known, King Naraniriyana was a great patron of
culture. In order to propagate and popularise the great Indian
epic, the Mahdbhdrata, he engaged Rama Sarasvati and asked him
to render it into Assamese verse:

Suniyoka djiid mora Rima Sarasvati
Bharatara pada tumi kariyo samprati

—Darrang-réja-varddvali, v. 606.

(Hear me, Rama Sarasvati, you do render into Assamese
verse the Bhirata for the present.)

The Mahabharata in Assam.—It may be recalled that before
him no such organised attempt at translating the great epic was
made in this part of India. The Mahdbhédrata story must have
penetrated into Assam by the 4th century AD.!® Sculptural
representation of the Mahdbhdrata stories are rare® In some of
the copper-plate land-grants occur names of Bhima, Arjuna,
Naraka, and Bhagadatta®® It was during the reign of Durlabha-
narayana (A.D. 1330-1350)= that we come across Assamese ren-
derings of portions of the Mahdbhidrata. Harivara Vipra composed
Vabruvahanar Yuddha based on Jaimini. One of his contempora-
ries, Kaviratna was the author of Jayadratha-vadha. Rudra Kan-
dali was another writer who rendered a portion of the epic into the
local language. Madhava Kandali, the fourteenth century writer
of the Assamese version of the Rimdyana wrote Devajit, a poem
describing the defeat of Indra and other gods at the hands of
Arjuna who fought with the inspiration of Krsna. The book also
describes how afterwards Arjuna entered the body of Krsna, the
four Pandavas in the body of Mahideva and Draupadi in that of
Parvati, ==

We ought to bear in mind that the epic stories were broadcast
through verbal transmission by learned scholars for good of the

S. K. Chatterji, Kirdta-jana-kirti, p. 47.
B. K. Barua, A Cultural History of Assam, p. 173
Kémriipa-Sdsandvali, pp. 99, 139, 151

E. L. Barua, Early History of Kamariipa, p. 250.

The authorship of Devajit is not free from doubts—Ed.

pREBE
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people at large. Versions without number of the Mahdbhdrata
were composed and recited, but nothing remains of the vast output
of such oral literature. Temples of deities and courts of kings
had been throughout the early ages the centres of propagation of
the epics in India®

Patronage.—Rama Sarasvati had to complete a holy and tre-
mendous task and his attainments were undoubtedly equal to it.
The king gave all facilities for the work by supplying him with the
entire collection of books and commentaries in his possession. In
order that the poet might continue his work without worries and
with comfort, the king provided him with money and placed ser-
vants at his disposal.

Narandrayana’s Patronage.—

Amika karila djfid parama sidare

Bhiratara pada tumi kariyoka sire

Amdra grhata dche tika bhdsya yata

Niyoka apona grhe diloho samasta

Ehi buli rdja save baladhi jorai

Pathdild pustaka save amdsira thai

Dhana vastra alaikdra dild bahutara

Dasadasi diya mana badhdild dmdra

—Vanaparva, v. 840-841.
(With great courtesy he told me: “Please translate Bhirata

into (Assamese) verse. I give you all commentaries;
take them to your place”. So saying the king sent me
all the books on a bullock-cart. He also gave me for
encouragement sufficient money, cloths, ornaments and
servants.)

The king took great delight in listening to rare verzions of the
Mahdbhdrata and persons getting them for him were rewarded.™
The rewards in shape of money and land which Rama Sarasvati
received from his royal patron were sufficient for seven genera-
tions after him.?

Rama Sarasvati introduced other writers like Karnsiri to the
king and secured for them royal permission to compose verses on

23, Macdonell: A History of Sanskrit Literature. p. 288,
24, Vanaparva, verse 829; Baghdsuravidha.
25. Vyafijan-parva, verse 332
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the Mahdbhdarate stories. Rama Sarasvati himself composed thirty
thousand verses while éther poets did only three thousand? Else-
where he speaks of his composing twenty-four thousand verses®

Even as a beginner, Rima Sarasvati’s art brought him appre-
ciation from his patrons as well as from persons of eminence, The
king called him by the name Riama Sarasvatli. Sukladhvaja gave
him the title Kavicandra. Mukunda, his spiritual preceptor, called
him Bhéaratacandra. He was also known as Bharata-bhusana.
HRama Sarasvati’s name as given by his parents was Aniruddhga28
We have already referred to the confusion regarding Ananta Kan-
dali and Rama Sarasvati and there are still some who believe that
they were one person and Rima Sarasvati had ten names. The
name of the poet's elder brother also was Kavicandra; in Rama
Sarasvati's case Kavicandra was only a title conferred upon him
in recognition of his poetic ability.

Chronology of His Works—The exact dates of composition of
the different works of Riima Sarasvati are not at all easy to fix.
In his different books, he refers, as was the custom, to his royal
patrons and we have to be guided solely by this in the chronolo-
gical arrangement of his poems.

Adiparva by Aniruddha Dvija (for this was the original name
of Rama Sarasvati) must have been composed prior to his contact
with the Koe court, for there are no references to the king, while
in subsequent works, the pious patron is frequently praised. Vana-
parva was begun in the latter part of the king’s reign and the poet
was yet an immature youth®® Vanaparva of Rima Sarasvati con-
sists of several books —all stout volumes —and the composition
of these must have been spread over several years of the politically
chaotic period. In Baghdsuravadha (a part of Vanaparva) there
is a clear reference to the death of Naranfirayana

Two books which form parts of Vanaparva, viz.,, Ghosa-yitrd
and Sindhu-yitrd were, however, completed during the reign of

Vanaparva, verse 2387,

Kuldcalavadha (conclusion).

Vanaparva, verses 2386-2367; 3321,

Vanaparva, verse 1186.

Tente Vaikunthaka piild dharmoyadn thiki geild bakhinanta mahanta
sakale. He (the King) has ascended to Vaikuntha: but he has left
behind the fame of his piety and the good people all discuss
about it (Baghdsuravadha),

L.z

EBENE
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Dharmanariyana (A.D. 1615-1637)3 Virdtaperva and Udyoga-
parva and Bhismaparva, also were completed during the life-time
of this prince®® Jayadevakdvya (an Assamese version of the Gita-
govinda) appears to be composed after the above works during the
reign of the same king® Santiparva (story of Savitri) is the last
contribution of his poetic career.®

Karnaparva, Sindhurdparva, Vydsisrama and Bhimacarita
give us no indication whatever about the time they were written,

It must not be supposed, however, that Rama Sarasvati could
complete the rendering of the entire Mahabharata, As far as is
known, he could write the véluminous Vanaparva and a few more
of the other parvas, viz,, Adiparva, Virataparva, Udyogaparva,
Bhismaparva and Karpaparva. In the body of these books also we
find portions contributed by other writers such as Karnsari. Gopi-
natha Pathaka, son of Rama Sarasvati, also rendered some books
into verse and his work is not unworthy of a son of the eminent
father.

As a Translator.—The other books besides Vanaparva are
mostly paraphrases of the original. Matters not strictly necessary
for keeping up the main story are very often eliminated and hence
we find only about one fourth of the original matter in the Assa-
mese wversions. Rama Sarasvati is true to the original and in
almost all books retains the flavour of the original.

Dharmamaya brksa yudhisthira mahdbala |
Nakula Sahadeva tite bhailda phulaphala ||
Maiii drdha sipha mille bhedichd pdtala
Bhima Dhanafijaya dui bhii bhaild dala

—Udyogaparva, v. T9-80.

(Yudisthira is a mighty tree of virtue and righteousness.
Nakula and Sahadeva are the flowers and the fruits
thereon. I am the root passing down to Péatala and keep-
ing the tree fixed. Bhima and Dhananjaya are the bran-
ches.)

Ghogaydtrd, verse 198, Ms. No, 467, D.H.AS5,; Sindhuydtrd, verses 1021,
1091 (edition of Nandeswar Chakravartl, 1927).

Udyogaparea, verse 648 verses 638449, Kimartipa Anusandhing Sami-
tl. Bhismaparva, verse 1361, Ms. Kfémaripa Anusandhina Samiti.
Jayadeva-kivya,

Santiparva, Ms. No, 478, DHAS,

8 B B
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Nate bhite vedhi vedhi kare néna stuti
Eteke prakire ydra nidrd bimukuti

Ave ghane ghane ghora $rgalara rave
Stitha baghe bedhi bedhi tomdka jag@we

—Udyogaparva, 363-64.

(Formerly he used to be roused from sleep by the praises
sung by the nata and bhita. Now the jackals, lions and
tigers that rove round rouse you up by their repeated un-
seemly noise.)

The Gita portion of Bhismaparva is only about forty verses.
Here is an instance of brevity without the sacrifice of the main
argument of the book. This may be said of all the books of the
original Mahdbhérata that he has translated.

Rama Sarasvati's Uniqueness—Rama Sarasvati's claim to
consideration as a narrative poet does not rest on his translation
work. He has earned fame and popularity by his Vanaparva
which is a book—rather a collection of books—quite distinet from
the Vanaparva in the Mahdbhirata. The life of the Pandavas in
exile, as depicted in the Mahdbhdrata cannot be called eventful
It is a life of quiet discourse with sages in the forest. But in Vana-
parva of Rama Sarasvati, the Pandavas have to undergo numerous
difficulties, experience untold hardship and go in for th.ril]jng
adventures. Because of their great devotion, Lord Krsna on
oceasions, comes to their rescue. The Pandavas are made mstru-
mental in the annihilation of the enemies of peace and virtue. They
fulfil this divine mission in a manner quite worthy of true ‘" war-
riors’ who are also Vaispavas. An analysis of the Vanaparve of
Rama Sarasvati, which is a collection of several long narratives,
can alone give an idea of the unique character of this book.

Different Books of Vanaparva.—In the exordium to the Vana-
parva Rama Sarasvati gives an idea of the different stories of adven-
tures of the Pandavas that are incorporated into the Vanaparva of
his creation. Only a few incidents of the original epic are retained
by Rama Sarasvati and no trace whatever is found of the stories
that he introduces from sources which yet are unknown. Almost
all the narratives that Rama Sarasvati mentions are now available.
Some of these, as already stated, have been printed while others
are deposited in collections of D.H.A.S. and Kamariipa Anusan-
dhéina Samiti. They include Puspaharana, Vijayaparva, Manican-
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dra Ghosa, Kalakuiijavadha, Bhojakutavadha,® Janghdsuravadha,
Sindhuydtrd, Kamalaparva, Patilaparva (Asvakarnavedha) and
Ghosaydtrd. In Baghasuravadha, the poet refers to Kdlajangha-
vadha Paksimoksa (release of the bird: Bihetgamavadha), Kha-
tasuravadha, and Dhiimraksavadha (Kuldcalavadha) and these
are also available, some of them are even in print. Some of the
narratives, such as Kalavikdlavadha, Vrhddattavadha, Hima$rava-
vadha are yet to be found out. This list is quite sufficient to give
us an idea of the massive character of the Vanaparva and when
Rama Sarasvati wrote that he composed thirty thousand verses,
it was no exaggeration. Each of these poems is an independent
book by itself and although all these are included in one parva they
are rarely found together in one collection.

Analysis of the Contents of Vanaparva: Puspaharana—Once
when the Pandavas were wandering in exile, they had to pass
through a mustard field and Bhima destroyed the mustard flowers
without knowing it. Yudhisthira advised him to serve the owner
of the field to compensate the loss thus incurred. The owner hap-
pened to be Kalu Brihmana, who employed him in paddy cultiva-
tion. Bhima worked miracles and he was soon found out to be
one of the Pandavas in exile. This aspect of Bhima's character is
developed in Rama Sarasvati’s well-known narrative, Bhimacarita.

Manicandra-ghosa.—On another occasion while the five bro-
thers along with Draupadi were passing through Bhavirnava forest,
they had to take shelter near a certain lake one day. All except
Bhima were bitten by a serpent called Pundarika, and fell down
unconscious. Bhima was told that the dead persons coild be
revived at the touch of a certain jewel in possession of the king
of the serpents inhabiting the nether region. Bhima's adventures
into the serpent kingdom is a thrilling tale. Bhima gets the mani
and a wife and returns to bring his brothers and Draupadi back
to life. Rama Sarasvati may have caught some portion of Manasa
story and used it for his purpose just as Vaispavite stories have
been woven into the Manasi Kavyas.

Vijayaparva—Rama Sarasvati incidentally describes how the
craving for conquest in Dhrtarfistra was satisfied when through the
grace of Aditya (the sun-god) he regained his eye-sight for a
period of three months. In this expedition Tréird, a great demon

35. Mahisaddnavavadha.
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was vanquished by Vidura who is traditionally known to be a
peaceful devotee of Visgu.

Kalakunjovadha—Kalakufija, a king of the Mlecchas, killed
the five brothers and Draupadi fought against an army of his fol-
lowers. The Mlecchas were defeated by her and the Pindavas,
through the grace of Indra, were revived.

Baghdsuravadha—Draupadi worshipped Gauri who granted
her a boon that she would not be a widow. Pandavas were asked
by the sage Agasti to quell a demon called Baghésura who was
born of a hermit father and demon mother. Pandavas who were
always eager to destroy the forces of evil consented and Draupadi
was presented with a necklace that could even restore life to the
dead. The demon with the head of a tiger became invincible
because of a boon he had received from Mahideva and Candi
and defied all the world.

In the fierce fight that followed all Pindavas except Yudhis-
thira was killed, but they were brought hack to life at the touch

of the necklace. Baghfisura at last met his end at the hands of
Bhima

Mahisadanavavadha or Bhojakutavadha.—Mahisadinava was in
shape a buffalo, a demon born of a Brihmana father and a she-
buffalo. After three days of fight Arjuna killed the demon and
brought out Bhima who had been swallowed up, from his entrails.

Bihangama-moksa.—A gandharva who was guilty of indecorum
at a musical performance before the gods was cursed to be a huge
bird and the curse was to be lifted when Pandavas in the course
of their exile would kill him. The bird caught hold of Draupadi
and covered her under the wings and Arjuna by killing the bird
rescued her,

Khatdsuravadha —Khatisura, a hideous demon, proposed to
Draupadi when alone in the cottage that she should abandon the
beggar husbands and marry him. At her sternness of attitude the
demon pulled down the cottage and was about to drag her. All
the Pandavas who resisted fell -at his hands and Draupadi prayed
to Krsna for help at such an hour of distress. Krsna appeared to
her and advised her to strike the demon with her bracelets. The
demon was accordingly killed by Draupadi.

Asvakarnavadha—One day while Bhima and Arjuna were
looking for water in a well, they saw a beautiful maiden beneath.
She entreated them for a lift above. Bhima had some misgivings
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about her intention, but at last, out of chivalry they decided to
rescue her, Bhima held out one end of a bow, but he was dragged
down. Arjuna in order to help him out caught his brother, but
both the brothers were taken to Patila. There she related her
story. She was the daughter of King Usinara, a favourite of Siva
and Durga who granted her eternal beauty. Asvakarna, a power-
ful demon vanquished her father. Hema, for that was the name
of the maiden, knew that ASvakarna was destined to be quelled
by Naranarayana. Asvakarpa met his end and Arjuna, at Maha-
deva's behest, married Hema,

Janghdsuravadha —On another occasion Bhima was taken
captive by Jangh&sura, a great devotee of Siva. Bhima prayed to
Krsna who sent Garuda for his release. The Asura was at last
discomfited.

Kuldcalavadha.—In the course of their wanderings in exile,
the Pandavas came to the hermitage of a sage who extended to
them a hearty welcome, but warned them against their entry into
the territory of Dhiimriksa or Kulacala, a demon king who was a
menace and terror to all peace-loving sages and saints. Son of a
Vaispava king, Dhiunriksa grew up to be an oppressor of man,
specially of the Vaisnavas. On one occasion he came to a great
sacrifice performed by 7sis and devoured all food articles set apart
to be offered to the deities. The sage in charge of the sacrifice
turned him into a demon with the head of a goat. The father of
Dhiimriksa who came to punish the sages was turned with all
retinue into rocks. The curse was to be lifted when Visnu in his
avatira as Krsna would place his feet on the rocks. His infamous
son was assigned a territory and he would be killed only with a
dhiipa-stand, when outside the limit of his kingdom.

One day the Pandavas were attacked by the hideous-looking
followers of Kulacala who were locking for soft human flesh for
their master's meal. Bhima killed them all. When this was
reported to Kulficala he came with a huge army and challenged
the Pandavas who, except Yudhisthira, were all killed by the invin-
cible monster. Sri Krsna, in response to the prayver of Yudhistira,
came and brought all the dead back to life. Meanwhile Kulicala
faced Krsna in order to be killed and be relieved of his earthly
existence. The demon was not to be killed until he was touched
with a dhiipa-stand. He fell and instantly ascended to Vaikuntha.
At touch of Krspa's feet his father with all followers who had been
petrified now regained their human form.
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Sindhu-ydtri—The Pandava brothers were dwelling in huts
near Dharmaksetra where Sindhura was performing a sacrifice.
Navagraha and Visnu were worshipped. Gifts were made to the
needy and thereof was great rejoicing for days together, Some of
the king’s elephants destroyed the trees around the huts in which
Pandavas were putting up. This led to a fight in which many of
the valiant followers of Sindhurd, including his brother were killed.
While Arjuna was engaged in fighting a follower of Sindhurd else-
where, the infuriated king routed the four Pandavas who all fell
dead. Arjuna killed a host of fighters including the invincible
Kilaketu — the greatest of the king's generals; then followed a
fight between Arjuna and Sindhurd — the last and the most severe.
After the armoury on both sides was exhausted, they began a duel
lasting for eleven days. The gods came down and intervened and
the adversaries were pacified and reconciled. They did not know
that they were brothers, for Sindhura was begotten by Candra and
Kunti while the latter was yet a virgin. The timid and tiny mother
put the child in a casket and set it floating on the sea till it was
discovered by the childless king Suravinda who adopted the boy
as heir to the throne,

Unity of the Vadhakfvyas.—In almost all these narratives, the
theme is the death and destruction of demons representing all that
is evilL The Pandavas and Draupadi suffer temporary defeat and
disaster, but are ultimately rescued because of their unshaken
faith in and devotion to Sri Krsna, The Pandavas are fulfilling
a divine mission, namely, the suppression of tyranny and wrong.
The exile of the Pindavas allegorically represents trials and diffi-
culties of the world and divine grace is the only thing that gives
strength and courage. It may be represented as also a symbol of
the eternal conflict between the good and the evil. Dr, Kakati®
has aptly suggested comparison of these narrative poems of Rama
Sarasvati with the mediaeval romances on the one hand and with
ancient Greek legends such as those of Hercules and Perseus on
the other.

The Mahdbhdrata has a Vaisnavite bias and Winternitz even
thinks that epic poetry seems to have been cultivated more in
those regions of India where Visnu was the predominent deity.
Visnu figures prominently in the epic. It has been therefore known
also as ‘Krsna Veda’ It is no wonder therefore, that Réma
Sarasvati writing under the inspiration of neo-Vaisnavism expresses

88. Purani Asamiyd Sdhitye, "Vadha-kivysbor.'
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the glory of Krsnpa through his narratives of romance, adventure
and battle. The Vaisnavite stamp is really unmistakable in all the
Kavyas of Rama Sarasvati. He frequently refers to the different
books of Vanaparva as Vaignavaparva® The heroes and the
heroine are painted as true Vaisnava warriors. The story of the
Bhigavata-Purfina is referred to frequently in the narratives. The
demons are the prototypes of Vrira and Hiranyakasipu. There are
verses scattered everywhere that are mere paraphrases of some of
the slokas of the Bhdgavata Purdna; to cite only a few: —

Henato #vara Krgnadeva Sanitana
Satrubhdve mukta hove kariyd $ravana
Premabhiva smaranara ki kaibo mahattva®

Kuldcalavadha, p. 404.

Dekha kena Hari bhakatira mahattvaka
Yemane temane mdatra smaroka Krsnaka
Vairabhdve bhaya mane yemane temane
Prema bhajanir simd kahibeka kone®

Kuldcalavadha, p. 362.

(Such is the Krsna, the lord eternal, One’s soul is liberated
even if he remembers Him as an enemy. What should I
speak of the merit if He is remembered in love.

Behold the power of a devotee of Hari. Krsna is remembered
with hostility or with fear or in any other way. who can
describe the love-way of devotion to him ?)

Kulksita thikente Sisu pete ghile pive
Tahdra dogaka tabho nadharanta mave'

Kuldcalavadha, p. 312,

(The child in the womb strikes the mother with its feet and
the mother takes no note of this behaviour.)

Durghora rajani vana bhayinaka
Preta-pifacara sthidna

37. Vanaperva—Adi, verse 204; Baghasuravadha.
38. Bhigavata Purdna, VII, 1. 29.

39. Ibid., X 29. 15. "

40. Bhdgavata Purina, X. 10. 14.
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Patiputrasave viedri phuraya
Pilati kard sanmding
Baghdsuravadha, v, 966.
(The night is terrible and this forest is the abode of fierce

demons and ghosts. Do go back; for your husbands and
children are all in search of you.)

These popular narratives were not meant to be a direct pro-
paganda of the Bhigavata cult. But all the same they uncon-
sciously helped to consolidate and strengthen the influence of
Vaisnavism in the eastern part of India. A bad story, as some one
has said, has a moral ; but a good one is a moral.

Narandrdyana.—Another thing which strikes one in almost all
these Kdvyas is the recognition of Krsna and Arjuna as Nardyana
and Nara.

Devakira garbha vyakta haibd ndrdyana
Kuntira thalata narariipe utapana

Baghdsuravadha,
(Nariyana will be born as son of Devaki and Nara as that of
Kunti.)
Devakira garbhe nardyana avatira
Kuntira garbhata @si narara vihdra
Vanaparva, first part.

(Nara and Narayana are born in Devaki and Kunti respec-
tively.)

Yaduvarmée vasudeva tdhdna grhata

Daivakira garbhe ndriyanara vekata:
Panduvamsée mahddevi kuntira thalata
Nare dsi dhanafijaya bhailanta vekata

—Sindhuydtrd, verses 36, 1136.
(Nérdyana has manifested himself in the family of Vasudeva

in the Yadu clan as son of Daivaki: Nara as Dhanafijaya
as son of queen Kunti in Pandu’s family.)

This idea recurs in almost all Rima Sarasvati's Kavyas. We
know of sculptural representations of the Narandrdyana story ori-

4. Thid, X. 29. 18,
L. 24
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ginally appearing in the Mghdbhdrata and subsequently in the
Devibhdgavata and in the Bhdgavata Purdna. Here in this part
of India, this tradition seems to be preserved in the Kawvyas of
Rama Sarasvati.

Saiikaradeva and Rdma Sarasvati—As a junior contemporary
of 5r1 Sankaradeva, Rima Sarasvati came under the influence of
the great reformer-poet. The age was practically the age of one
book and that was the Bhdgavata Purina and Sri Sankaradeva as
well as Rama Saraswati were both drunk deep in the *divine
nectar ' of the great Purina of the Vaisnavas. The writing of
Rama Sarasvati bear evidence of Sri Sankaradeva's influence in
several ways, specially in some of the descriptive passages. The
hymns and homilies that characterise the Vaisnavite narratives are
also to be met with Rama Sarasvati. Invoecation to goddess Saras-
vati and Vedavyasa are retained by Rima Sarasvati in conformity
with the traditional way of beginning a Mahabharata story. Rama
Sarasvati is a Vaispavite writer and refers in glowing terms to the
great elder Vaisnavite of his time %

The Origin—Although the Vaisnavite spirit permeates the
narratives of Rama Sarasvati, the materials woven into his Vana-
parva are drawn from sources yet unknown. Here are described
the combats and adventures of the Pandavas while in exile but
excepting a few, they are not in the Mahdbhdrata story. The exile
of the Pandavas involving adventures gives the poet an opportu-
nity to incorporate matters into his poem of which no shadow is
found in the Mahdbhdirata, Rama Sarasvati claims to have received
his materials from different Purinas, Ydmalasarmhitd, Hamsaledlki,
Sivarahasya and other works. Réama Sarasvati says that he has
borrowed materials handed down from Markandeya:

Maharsi Markangdeye kahichd piirvata
Paramadharmaifia odri paksira dgata :
—Baghdsuravadha.

(The great sage Mirkandeya has revealed this to the four
birds of great wisdom.)

Duoaipdyana muni Markandeyata kahild
Mérkandeya muni dharmapaksilea padhdild
Dharmapaksiganeye Jaiminika kahild

—EKuléecalavadha.

42 Kulicalavadha (Srimanta Sotikara | dpuni [évara, etc,
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(The sage Dvaipiyana related this to Markandeya; Markan-
deya taught it to Dharmapaksis and they in their turn
transmitted it to Jaimini.)

Dharmaye paksita Markandeya muni kahiyd dche bujdi
—Vanaparva-Adi.

(Markandeya has explained all to Dharmapaksi.)

The four birds and Mérkandeya clearly point to Markandeya
Pur@ina, but this Purdna, as we find it now, contains a few very
brief answers to questions relating to the great epic. Hawmsalkdki
still remains a mystery. Sivarahasya is said to be a part of Sarm-
karasarhhita belonging to Skanda Purdna. What has been remarked
by Winternitz about Skanda Purdna is noticeable in this connec-
tion: “The ancient Purina of this name (Skanda), however, is
probably entirely lost; for though there is a considerable number
of more or less extensive works claiming to be Sarhhitis and
Khandas of the Skanda Purdna and an almost overwhelming mass
of Mahatmyas which give themselves out as portions of this
Purana, only one, very ancient, manuseript contains a text which
calls itself simply ‘Skanda Purina’. Even this text, however, is
scarcely identical with the ancient Purana.”# Most probably a
great mass of Purinas and other literature must have been lost in
course of time, and except portions of them here and there, nothing
is left of them. Even if the great bulk of literature spoken of by
Rama Sarasvati, is an exaggeration, there undoubtedly existed a
great variety of literature in Pragjyotisa area and various factors
combined to destroy these ancient records.

Rama Sarasvati is also credited with the authorship of Vydsi-
érama, a long narrative poem describing the career of Bhisma, Sir
Galahad of Indian epic. His conflict with Purasurima, and the
latter’s defeat is held up as a victory of a true Vaispava warrior
over pride and haughtiness which Parafurfima represents. The
story is interspersed with theological matters drawn probably from
different Puripas. This also gives an account of Brihmanas
and Vaisnavas who have fallen from their high ideals of life and
yielded to earthly temptations.

The Jayadevakdvya, an Assamese version of Jayadeva's Gita-
govinda was composed towards the end of Rima Sarasvati's poetic

43, Winternitz, Indian Literature, p. 570,
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career. The book is more than a translation of the original. While
it is not possible to restore in a translation the music and aroma
of Jayadeva, Rama Sarasvati has modified the spirit of the original
by introduction of some elements of the Bhdgavata Purina. He
has also put into his version matters relating to Indian music and
rhetoric.

By far the most widely known and popular of Rama Saras-
vati's work is Bhimacarita. Here is, an episode of Bhima's early
life as found in the Mahdbhdrata (Adiparva), the end of Bakasura,
a great tyrant. But tagged to this is Bhima's career as a servant
in the household of Siva, who with his consort Parvati and two
little sons leads a life of poverty and want. Bhima's gluttony,
Siva's lack of knowledge of worldly affairs, the helplessness of gods
and sages — all these add an element of humour into this piece of
work and combined with its vivid picture of poor peasant life, the
book has made an appeal that no other book has ever done among
the rural population. It is curious to find in the Sivdyana of
Rameévara, an eighteenth century Bengali poet writing of Siva

This was Rama Sarasvati who has provided entertainment and
edification for about four centuries by telling people, in language
not beyond the reach of the common man, of joys and sorrows,
overthrow and victory, hope and courage and above all a faith that
sustains. His verse comes to bosom and business of men and is
therefore, welcome even to-day. Rama Sarasvati cannot possibly
claim a place along with $ri Sankaradeva and Madhavadeva, but
surely he comes next to them.

4. Sukumar Sen, Vangosdhitya.



ORIGIN OF THE ASSAMESE DRAMA
BY
Kavmam Mepmr

The Assamese drama came into existence during the sixteenth
century AD. It was religious in its origin. Also it was almost
entirely a native growth and although its framework was borrowed
from the classical Sanskrit drama, its integral parts were made up
entirely of indigenous materials. Influence of Sanskrit drama is
indeed great. It is also possible, though hardly probable, that the
Sanskrit-Prakrit-Maithili drama of Umapati exercised some indirect
influence on minor points. But the ultimate source of the Assa-
mese drama, divested of the outward form, is in all probability the
choral performance of the Assamese Ojd-pali. Sankaradeva
appears to have improved this kind of performance and to have
given birth to the Assamese drama,

The origin of the Indian drama is also similar. * The rise of
the drama is thus most probably due to the coalescence of recited
epic legend with ancient pantominic art. But we know nothing
of the history of the actual drama till we come across it, fully deve-
loped, about 200 A.D. It probably arose in the land of Surasenas,
at Mathura, their capital.”

The Oja-pali of Assam is a party of chorus singers and dancers.
Only a mute actor, the Devadhani, was later introduced in the
Sukndnni performance. The Oji-pali not only sing in chorus and
dance with the music of khutitila, but also explain the action by
speech, gestures and body movements. And if the dialogue of the
characters could be supplied the drama would be complete, This,
in all probability, Srimanta Sankaradeva effected by introducing
actors. The Sutradhira of Assamese drama took the place of the
0jé and the Gayan-bdyan replaced his pdlis. They form the
chorus and remain on the stage throughout the whole perform-
ance. The Siatradhéra, like the leader of the Greek chorus,
advises, directs and controls the whole performance, Thus he plays
the role of the stage-manager of the Indian drama for the prologue
and of the Greek chorus during the actual performance. It
should not, however, be forgotten that Sarikaradeva took the frame-
work of his plays from the Sanskrit drama and used the ancient
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pantomimic art of Assam to complete his work. Assamese drama
is ‘a native growth and probably the first in India in point of time.
Sankaradeva gave birth to a regular vernacular drama and intro-
duced vernacular prose first in India.

Points of resemblance with the Sanskrit drama—The follow-
ing points may be considered:

(1) Amka (dramatic work).—there are in Sanskrit, ten types
of dramas (Ripaka), viz. Nataka, Prakarana, Dima, Thimrga, Vithi,
Samavakara, Prahasana, Vyayoga, Bhina and Anka (or Utsrsti-
kanka). The general name for the Assamese drama is Anka. This
term appears specially in the caritras (biographies) and is used by
theatrical parties to designate a dramatic work. This term has
evidently been borrowed from the type of Sanskrit drama known
as Anka. Only in one particular however, the Assamese Anka
answers to Sanskrit theory, viz., that it is an one-act play. In all
other respects the Assamese Anka differs from the Anka type of
the Sanskrit drama, of which the subject-matter is imaginary, sen-
timent pathetic, the hero an ordinary person and the juncture, style
and sub-divisions are like those of a Bhéma. The special charac-
teristics of a Sanskrit Anka are lamentations of women and battle
by speech. An Assamese Anka corresponds generally to a Nataka
which is the principal type of the Sanskrit drama and which com-
prises all the sentiments (bhdva) only with this main difference
that unlike the Sanskrit Nataka, which contains 5 to 10 acts, it has
only one. The poet Bhiisa also wrote several one-act plays in
Sanskrit which were, however, Vyayogas and not Ankas.

(2) Pirva-raiga (Preliminaries).—The Sanskrit dramatic
theory requires a series of preliminaries which must be performed
before the actual drama begins. This was intended originally to
obviate the impediments to a successful performance. Such preli-
minaries also form part of the Assamese performance,

(3) Nandi (Benediction).—The real prologue in a Sangskrit
drama begins with a Nindi. The opening verse recited in praise of a
deity, a Brihmana or a king is a Ndndi! Some say this forms part
of the preliminaries (Piirva-raniga) and others that the prologue
(asthipand or prastivand) begins with it. But it is seen that most
Sanskrit plays open with a Ndndi verse, followed by the remark—

1. Afirvaconasamyuktd  stufiryasméit  prayujyste  Devedvijonrpddindri
toamanndnditi somjiiti.—Sdhitya-darpana, VI, 24.
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“ At the close of Néndi the Satradhfira (enters).” Some autho-
rities, however, maintain that the Stage-manager (Siitradhdra)
recites the Nandi verse. This is exactly the case with the Assa-
mese plays. In the Assamese drama there are usually two Nandi
verses in Sanskrit, one in praise of Krsna or Rima and the other
hinting at the plot, followed by the remark—ndndyante siitra-
dhdrah. But in point of fact the Sutradhira himself recites these
verses,

(4) Prarocand (Laudation or propitiation).—This in Sans-
krit drama gives the contents of the play and arouses expectation
by means of its praise2 It also appeals to the benevolence of the
audience. This practice is also followed in the Assamese drama,
the prarocani of which consists of a Sanskrit verse, beginning with
Bhe bhoh simdjikdh followed by the Bhatima.

(5) Amukha (Introduction) and Prastdvand (Induction).—
The principal feature of an introduction in the Sanskrit drama is
a dialogue led by the stage-manager with an attendant (pdripdr-
$vika) or an actress (nati) or the Jester (vidiisaka) indirectly
hinting as to who is coming into the stage. Bharata calls this
trigata, because it means the guesses as to the cause of the sound,
as of the hum of bees, the melody of the cuckoo, or of celestial
music. This practice is closely followed in the Assamese play
wherein a sound in the space causes the stage-manager to turn his
ear to the sky and to ask his companion (sasigi sakhi) to ascertain
what the sound is about. Thereupon the companion exclaims :
“It is the music of the celestial kettle-drum” (devadundubhi vdjata).
Then the director announces that he (Gopéala, Rima, or some other
hero as the case may be) is coming on the stage. After this the
real play begins,

(6) Sloka (Sanskrit verse).—There is in Sanskrit drama
interchange of lyrical stanzas with prose dialogue. This is also the
case with Assamese plays. Sanskrit plays are full of lyrical pass-
ages describing scenes or persons presented to view. These lyrical
passages are composed in a great many different metres. Assa-
mese plays also follow this. The frame-work of Sankaradeva’s
plays (with one exception) is also in Sanskrit §lokas. The $lokas
themselves form the skeleton of the plot and, even if the songs,
dialogue, poetry and the stage-manager’s directions are expunged,
the germ (vija) of the plot (vastu) will be quite apparent from

2. Duig-ripake III, 6.
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them. They supply the elements (vindu) of the plot for expan-
sion and spread out in the whole play like a drop of cil in water.
A glance at the Sanskrit slokas in Keli-Gopila, for instance, will
make this clear.

Srimanta Sankaradeva himself composed for his six extant
plays 179 Sanskrit verses out of a total of 180 and quoted only one
verse in Patni-prasida from the Bhdgavata Purfina. The metres
used are many, including anustubh, upendra-vajrd, upajiti, puspi-
tdgrd, bhujanga-prayita, vasanta-tilaka, mélini, and Srdila-vilkri-
dita. Madhava Deva employs indravajrd, manddkrintd, $irdila-
vikridita, bhujanga-praydta, drya and dryd-giti in his plays.

(7) Sandhi (Juncture) —There are five stages (Avasth@) of
the dramatic action, (Kdrya), viz. beginning (Arambha), effort
(Prayatna), prospect of success (Pniptyisd), certainty of success
(Niyatdpti) and attainment of the result (Phaligama). The ulti-
mate aim of a plot (Artha-prakrti) is the attainment of the result
(phaligama). There are five elements of the plot parallel to the
five stages of the action. They are called junctures (Sandhi);
they are; the opening (Mukha), the progression (Pratimukha),
the development (Garbha), the drop (Vimarsa) and the conclu-
sion (Nirvahana). These junctures connect one stage with
another.” The Assamese plays, though all in one act, also reveal
these five junctures of the plot. For instance, in Rama-Vijaya,
the arrival of VisvAmitra at Dasaratha's court in Ayodhya and
taking of Rima and Laksmana to his hermitage for guarding the
sacrifice form the opening (Mukha), the arrival of Rama at Janaka's
place for the Svayamvara of Siti, the progression (Pratimukha),
the breaking of the bow of Siva and winning the hand of Sita by
Rama, the development (Garbha), the battle of Rima with as-
sembled princes at Mithild and the scene with Parafurdma on the
way home, the pause (Vimaréa) and the reception of Rama and
Sita at home,—the conclusion (Nirvahand).

(8) Rasa (sentiment) —It was the aim of Sankaradeva to
rouse religious feelings in the spectators and in effecting this his
drama excited various sentiments which are regarded as the prin-
cipal features of the Sanskrit drama. Thus Sankaradeva rouses
principally the terrible (Bhaydnaka) and pathetic (Karuma) sen-
timents in his Kili-damana, the erotic (Smgira) in Keli-Gopila,
the marvellous (Adbhuta) in Patni-prasida, the erotic and heroic

3. Daja-riipaka, 1. 28-36.
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(Vira) in Rulmini-harane and Rima-vijaya and the heroic and
odious (vibhatsa) sentiments in the Pdrijata-harana. Similarly in
Midhavadeva's plays the comic (Hdsya), pathetic and marvellous
sentiments are moderate. It should be remembered that Sankara-
deva's theme was young and Madhavadeva’s child Krsna. San-
karadeva was a married person and of strong personality. So, he
could excel in portraying the exploits of young Krspa (or Rima).
On the other hand Midhavadeva was a celibate and ascetic and of
a serious and philosophic turn of mind. He had no experience of
conjugal life. So, he never attempted to excite the erotic senti-
ment. But he was a master in the art of drawing fascinating pic-
tures of child Krsna with all mischievous propensities and comic
elements in his plays.

(9) The Prose—An important feature of Sanskrit drama is
the mixture of prose and verse. The dialogue is, almost always,
in prose. The prose portion of a play is generally prosaic and
serves only to introduce the lofty sentiment of the verse that fol-
lows. This is exactly the case with Assamese drama in which the
dialogue of actors and direction of the stage-manager, which are
in prose, are mixed up with the elegant style and high sentiment
of the following song or Bhatimid. Here also the prose is Very
common-place.

(10) Mukti-mangala (concluding benediction).—In the epi-
logue of Sanskrit plays some such question as this asked—
“Is there anything further that you desire?” The hero replies to
this uttering a benediction called Bharata-vikya., In Assamese
drama also such a benediction known as “Mukti-mangala” appears.
This is generally a Bhatima in Capaya metre and recited not only
by the hero alone but also by the stage-manager, the chorus and
the actors.

(11) Unity of time and place—As in the Sanskrit drama
there is no unity of time or place in the Assamese plays.

Points n;f difference between Anka and Sanskrit Drama.—

(1) The language.—According to the Indian tradition as
given in the Nafya-$3§tra of Bharata, drama is of divine origin,
and designed and fashioned by Bharata himself. It was tranferred
by sage Bharata to this earth as the fifth Veda, which, unlike the
other four, would not be the jealous preserve of the three twice-
born castes, but might be shared by the Sudras also# But in point

4 Nafyo-idstra, chap. T; Keith, Sanskrit Drama, p. 12,
L 25
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of fact, although dramatic entertainments were thrown open to the
common people as well, the language in which the plays were
enacted was much too refined and developed for their appreciation
and was fitted only for the demands of the cultured few, the major
portion of each play is written in Sanskrit which ceased to be the
language of the people by the time ASoka (300 B.C.) but which
nevertheless survived as the classical and learned form of speech.
The play of Asvaghosa, the earliest Sanskrit dramatist, could not
have been written before the second century B.C. and those of
Bhasa and Kalidasa before 350 and 400 AD. respectively. In
accordance with dramatic theory Sanskrit is spoken by the prin-
cipal personages of the play, by devotees and female ascetics, by
the chief queen, by daughters of ministers and by courtesans, while
the other females and inferior characters use several varieties of
Prakrits5 In the circumstances it was impossible for the general
audience to fully understand the whole play, much less to appre-
ciate the artistic subtlety, the philosophic background, the moral
purpose, and the poetic beauty into which the highly refined and
cultured intellects were capable of entering. It has been rightly
remarked that the Indian drama is a Brahmanieal production aim-
ing not at delineation but at the awakening of sentiments and mak-
ing its appeal to the cultured minority. The elevated disregard of
popularity accounts for much that is characteristic of the higher
class of Indian plays®

On the other hand Assamese drama appeals to the common
people with the object of exciting religious emotion and sentiment.
It represents principally the Krsna legends in order that the audi-
ence might appreciate, with aesthetic enjoyment, the importance
and excellence of the Krsna cult. And to make the performance .
intelligible even to the illiterate people and women a simple lan-
guage has been adopted. This is Brajabuli (Brajavalibhasa in
Assamese) the common language of the Krsna cult of northern and
eastern India. Brajabuli is supposed to have been the sacred lan-
guage of the Krsna devotion (just as Pili was of Buddhism) and
to have connection with the language of the classical Sanskrit
drama. “The normal prose language of Sanskrit drama is
Sauraseni Prikrit and we can only suppose that it is so
because it was the ordinary speech of the people among
whom the drama first developed into definite shape. Once this

5. DR, IL B4-65; N.5, XVI, 33-43.
8. New Ency. Brit, Vol. VI, pp. 576-T8,
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was established we may feel assured, the usage would be conti-
nued wherever the drama spread; we have modern evidence of the
persistence of the Brajabhasa, the language of the revival of the
Krsna cult, after the Muhammedan invasion, in the ancient home
of Sauraseni, as the language of Krsna devotion beyond the limits
of its natural home.”?

Thus, two poets of Mithila, YaSordja Khin of Gauda, Rama-
nanda Raya of Orissa and Srimanta Sankaradeva and Madhava-
deva of Assam composed their immortal songs in this language in
which Maithili elements preponderate. There were also local
variations. Thus the Bargitas composed by Sankaradeva and
Madhavadeva have a distinct Kamartpi ring. It is admitted that
Brajabuli is not a spoken dialect of any place but an artificial lite-
rary language used by Vaisnavites principally in songs. Dr. Suku-
mar Sen opines that, “ This artificial language was given the name
of Brajabuli because it reminded one of Vraja, the land sanctified
by the presence of Ridha and Krsna. The term of Brajabuli, how-
ever, should not be confused with the name of Brajabhiakha or
Brajabhasa. The latter is the name of the actual spoken language,
a form of western Hindi of the district round about Muttra.”® But
the truth appears to be that Brajabuli must have been based on
some spoken dialect, for no artificial language is known to have
been created out of nothing. The Vedic language, supposed by
some to have been an artificial and highly developed language, is
based on a spoken dialect. The Gatha language of the Buddhists
is based on Sanskrit: Pali, an artificial literary language is based
on a local dialect. Prakrits are not so much varieties of speech
of the people as of the grammarians. But they are all based on
local dialects. So is the case with the Brajabuli. There are
grounds for supposing that it is based on the old dialect of Mathur3
in which Mirabéi later wrote her commentary on the Gita-govinda,
Stidras composed his Sura-Sagara and Swami Haridds his Sadha-
ran Siddhdnta.

Sarikaradeva and his followers used Brajabuli not only in their
songs but also in their plays. It should not, however, be supposed
that they used this language in all their religious works. They
composed their lyrics and prayer books, like the songs and lyrics
of pre-Vaisnava authors, in the classical Kamariipi language. We

7. Keith, Sanskrit Drama, pp. 40-41.
8. A History of Brajabuli literature, p- 3.
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may accordingly conclude that Sankaradeva used Brajabuli in his
Bargitas because it was the common language of Krspa devotion
and in his drama because it was supposed to have been the lan-
guage of the place (Vraja) where Sauraseni, the usual Prakrit of
Sanskrit drama, was spoken.

(2) Dramatic propriety.—As the Assamese drama was meant
for the eyes and ears of the common people the traditional rules
of decorum and propriety of the Sanskrit drama were violated in
order to satisfy the taste of the audience. Thus, though the dra-
matic theory? prohibits representation of such incidents as batile,
killing, marriage, amorous dalliance, bathing, anointing the body,
putting on garments, eating and the like, they are freely shown
on the stage. We see battle scenes in Pdrijata-harata, Rukmint-
harana and Ra@ma-vijaya, killing in Pdrijdta-harana, Keli-Gopila
and Kamsa-vadha and eating in Patni-praside, Bhimi-lufiwd and
Bhojana-Vihira. Tragedy is unknown in the Sanskrit drama.
But there are a few specimens of tragedy in Assamese drama, e.g.,
Kamsa-vadha, Jarisandha-Vadha.

(3) Sitradhira (Stage-manager) —The leading character in
an Assamese dramatic performance is the Sutradhira. As in the
Sanskrit drama the expression iti Siitra niskrantah (then exit
stage-manager) occurs at the end of the prologue of the Assamese
plays. In the Sanskrit drama after his formal exit at the end of
the prologue the stage-manager never enters the stage again and
the whole performance is left to the actors themselves. But in
the Assamese plays the case is quite different. It is true that
according to the Indian tradition!?® an actor styled Sthapaka, exactly
like the Satradhira, enters the stage after the latter’s exit, dances
a Ciri dance, introduces the play and then retires. But neither
{the Siitradhira nor the Sthapaka is heard of thereafter. The
Sitradhira in an Assamese Bhiona is, however, found present on
the stage even after his formal exit at the conclusion of the
prologue (Prastdvand). He not only sings songs in chorus with
giyana-biyana (singers and musicians) and recites slokas and
bhatimds but also controls and directs the performance from begin-
ning to end supplying and explaining the links of the plot as given
in the Siitras. The actors take part only in dialogue, march, battle,
dance and action such as the breaking of bow, churning of curd,
ete.

9. Natya-sistra, XVII, 16. ff; Dads-ripake, III. 34-36
10. N.S., V. 149-158; DR, IIL 2; S.D, VL 26
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(4) The Jester (Vidisaka).—The Vidisaka is a standing
character of the Sanskrit drama., No dramatist, except perhaps
Bhavabhiti, could ignore this character. This character is entirely
absent in the Assamese plays. But to relieve the monotony of
the performance the device of a cafig (farcical interlude) is intro-
duced from time to time. Some comic players extemporize the
music, speech, song and dialogue in such farcical interludes which
are, however, wholly unconnected with the play.

{(5) The choric song (Ankar gita).—In the Sanskrit plays
songs are sung either by individual characters or by some one in
the retiring room (Nepathya). In Assamese dramatic performances
songs are all sung by the chorus.

(6) Acts and scenes (Anke and Garbhdnka) —A Sanskrit
drama is divided into scenes and acts. The scenes are marked by
the entrance of one character and the exit of another, The stage
is never left vacant till the end of the Act, nor does any change of
locality take place till then. The Assamese drama on the other
hand has division neither of acts nor of scenes. The stage
(rabhi) is never left vacant and the locality often changes from
time to time according to the plot.

Probable influence of Vernacular drama of other places—
It is difficult to ascertain the extent of influence, if any, of the
vernacular drama of other parts of India on the Assamese drama.
The Rasadhiri and Rama-lila of Upper India, the Lalita of Western
India, the Kathakali and Nalatingi of Southern India and the Bhavai
of Guzarat had apparently no influence. “The Raja of Kottarakkara
{1575-1650 A.D.), an eminent scholar, was the first composer and
originator of the Kathakali. Under his regime there was a revolu-
tionary revival of the ancient folk-dance drama in a new garb and
an improved form™”.1! One or two plays of Sankaradeva had appear-
ed before 1575 AD. So, Eathakali could have no influence on
Assamese drama. The Bengal Ydtrd was of very recent origin.
One contemporary authority states that Mah&purusa Sankaradeva
devised and gave performance with scenes of Cihna-ydtrd at the
age of 19 years (ie. in 1468 AD.), before he went on his first
pilgrimage. According to another he did so immediately after his
return from the first pilgrimage at the age of about 53 years (ie.
1502 A.D.). During this pilgrimage which took 12 years to com-
plete he visited Mithila, Mathurd, Vrndavana, Dvéraka, Pur and

1. A C, Pandeya, The Art of Kathakali, p. 83.
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many other sacred places and other centres of learning. It is known
that Vidyapati Thakur of Mithila (1348-1438 A.D.) composed his
immortal songs in the Maithili language. Also about a century
earlier Umiépati, the celebrated Maithili poet, had written his
drama, Périjdta-harapa in the Sanskrit-Prakrit-Maithili language.
It is nowhere stated that Sankaradeva, the originator of Assamese
drama, ever had any occasion to witness representation of this play.
Also, in this drama the characters used Sanskrit and Prakrit and
the songs alone were in Maithili. On the other hand Sankaradeva
dispensed altogether with Prakrit, used Sanskrit only in the slokas
and otherwise composed all his plays in the Brajabuli-Assamese
language. So, the Maithili drama was really Sanskrit while the
plays of Assamese were truly Assamese mixed with Brajabuli.
Another vital point of difference is that in the Maithili drama there
is no Sitradhira except in the prologue (Prastdvand) and
absolutely no stage-direction nor speech by the stage-manager
whereas in the Assamese drama there are such directions and
speeches in Brajabuli by him every now and then throughout the
whole performance. Accordingly the latter could never have been
written in imitation of the former. There is only one point of
resemblance between the two, Both are one-act plays, This, how-
ever, means nothing,

Recently four so-called plays ineluding three written in Bengali
have been found in Nepall®? These are not plays as we under-
stand them by the term. They contain nothing but songs. The
time of this composition is supposed to have been about the
eighteenth century AD. They could have had no influence on
the Assamese drama which had taken its birth at least two
hundred years earlier. The evidence available shows unmistakably
that the Assamese drama is the earliest among the regular verna-
cular dramatic works in India, Sarnkaradeva was its originator.
Assamese prose and drama, as is at present known, occupy the
first place among the vernacular literature of India.

Types of early Assamese Drama.—The plays in Assam are
divided into three classes—Ndf, Yatra and Jhumurd,

Néta—~The generic name for the Assamese drama is Nata. But
it conforms neither to the rules of Sanskrit Nataka nor to those
of a Natika. According to tradition a Nataka should have the sub-
ject-matter taken from the epics or Purdnas, five junctures, five to

12, Séhitya Parigad Granthdvali, no. 61
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ten acts, all the sentiments, the dominant being hercic or erotic, a
king, a god or a royal sage (r@jarsi) as the hero and a happy end-
ing.®® In a Natika the subject-matter should not be traditional but
invented, the hero a gay and self-controlled king, the sentiment
erotic, the number of acts usually four and as its special features
music, song and dance®* Thus the Assamese Nita (drama) has
some elements of a Sanskrit Nataka with a few exceptions, especially
in the subject-matter, language and number of acts of Sanskrit
drama. In the Assamese drama no distinction is made between
Nata and Nitaka. Srimanta Sarikaradeva used both these terms
as also Yatrd to designate his plays.

Yatra—The term Yatrd meant originally a religious proces-
sion and later a melodramatic performance. “In ancient India it
was customary for ruling Princes, together with their ladies and
the Court, to set out at appointed seasons, for a place of sacrifice
up in the Vanaprastha. The royal party proceeded to a hallowed
wood, at the foot of the Snowy Mountains, where the golden soma
grass grew. During the toilsome journey the Court chaplain
(Purchita) and his priestly staff edified the distinguished pilgrims
with deva lore and the “old story” (Purina) of the beginning of
things and of the cosmic order. - But the boisterous train of fol-
lowers required coarser food, and their full allowance of fun and
licence was but rarely cut short. Gleemen, in grotesque attire,
their beards and faces dyed, with rattles, bells and tambourines,
danced or rather skipped along like a savage herd of giddy goats.. .
... -Every grade of society from the gravest to the gayest and from
the loftiest to the grossest, was represented in the Yatra or pro-
cession.”® In the image-procession of Assam of the present day
also such operative performance is often witnessed, especially
during the Phdguwd festival. “When the Muhammedans became
rulers of India they abolished every music hall and play-house. . ..
In spite of the Moslem precepts, dramatic activity was once more
in full swing towards the end of the fourteenth century A.D., more
particularly in Nepal and Tirhoot. But the literary quality of this
aftercrop of Indian plays is far below the high level which was
attained in Ujjain and Kanauj....The Krsnaist cult being bright
and artistic was admirably fitted to envigorate the effete Hindu
theatre. Sacred operas were frequently produced in connection

S.D, VI, 7-11.
S.D. V1, 289-272: D.R., III 43-48,
Horrwitz, The Indian Theatre, pp. 114, 116,

BRB
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with the religious ydtrds even after they were detached from the
temple precincts and associated with the secular stage”® In Ben-
gal the yitrds had a firm hold and the elegant Gita-govinda of Jaya-
deva of the twelfth century AD. probably contributed to the later
development of the Bengali yitras. Dr. P. Guha Thakurta writes:
“ The main difficulty in the way of arriving at definite conclusions
in regard to the actual source of the yitri is the total absence of
a chronological history of older ydtrds and their writers. The
existing specimens belong to a much later period from 1800 A.D.
downwards. If we were in possession of a really authentic list of
all the ydtrds whether still in existence or not, we could have sur-
mised something about their true nature and also the earlier
methods of their production. It is quite probable that at a very
early stage the yftrdwalds used to extemporise the music and words
of the plays to suit a specific religious festival or social entertain-
ment and that they made no serious attempt at literary composi-
tion or publication.” The Assamese plays are all literary works
and as songs, dance and music preponderate they (or at least some
of them) may rightly be called ydtrds. Thus Kili-damana of San-
karadeva, Janma-ydtrda of Gopala Atd and Nrsitaha yitris and Sya-
manta-harana of Daityari are yatras. They are apparently in imita-
tion of the ancient religious processions. Unfortunately the first
dramatic work in Assam, Cihna-ydtrd is lost for ever.

Towards the close of the fifteenth or in the first decade of the
sixteenth century A.D. Sankaradeva composed his first play, Cihna-
yhtrd, and staged it with painted scenes representing the seven
Vaikunthas (or heavens of the Vaisnavites). We find in the bio-
graphy written by Ramcarapa Thiakura:—

Vaikuntha nagara patate lekhiya
Anka karilanta tdra
Dhaimilir ghosd prathame lekhild
Dvitiye sloka racild
Sitra bhatimdka gitaka kariyd
Cinna sava bibhdgila.1®

It is stated that a Samnyasi taught Sankaradeva the art of
painting scenes. In the scene of each Vaikuntha tanks, gardens,
bed of Ananta Niga, Kalpataru tree and other heavenly objects

16. Op. cit, pp. 178-178.
1T. The Bengali Drama, pp. 8-9,
18. Sankera-carita, vv. 1361-62,
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were painted, exactly as described in the Vaisnava literature. Then
Srimanta Sankaradeva trained Biyans (musicians), Pilis (assist-
ants) using Khola (a kind of drum) for the first time in Assam, and
also actors (natuwds), collected masks (mukhds) and accessories
(chds), got a rabhd (theatre) erected and arranged for lights.
After this on a certain night he gave the performance himself tak-
ing part in it. Five principal actors were introduced. They pre-
sided over five of the Vaikunthas, Ramrim Guru over the sixth
and Sankaradeva himself over the seventh. Six boys dressed as
maidens then entered the stage with garlands of lotus in hand and
went as Laksmi to six of the Vaikunthas, only there was none in
the Vaikuntha presided over by Sankaradeva himself. Then came
the devotees (Parisadas) to each Vaikuntha to offer prayer. A
vivid deseription is found in Sankara-carita of Ramacarana Thikura.

In Sanskrit dramas there is no reference to any use of scenery
in the representation. The Vavaniki (drop scene) remains at the
background throughout the performance and seene, in the modern
sense of the term, never used. Actual scenery was introduced even
in Europe only about the time of the Renaissance (16th-17th cen-
turies AD.) But in Assam Srimanta Sankaradeva used scenery
representing the subject-matter of the play before that. He was
perhaps the first to devise and use scenes in dramatic performance.

The Yavanikd (Ara Kdpora: cf.,, Bicitra pameri vastra dra kari
dhari) in the Assamese theatre is hung before an actor enters the
stage. We find:—

Dhaimali edile prabesara beld hay,
Raghu Sandtane dde tdka dharichayl®

Jhumurd.—Jhumuri is a short piece of one-act drama in which
the songs supply the whole plot. The prose portion is recited by
the Siitradhira and also by the actors in their dialogue in explain-
ing the songs. The term Jhumurd is probably connected with
Jhumari, a kind of Riga. In Assamese there is a metre known as
Jhumuri. But Jhumurd has probably no connection with it. In
a song of Vidydpati this terms Jhumari appears where it means'a
kind of song sung in chorus by a number of women,—

Gibaha sahi lori jhumari ma'ana
Arddhane janu.20

18. R3macarana Thikur, Sonkarccarita, v, 1392,

20. Vidyipati Thikur, Paddveli, ed. Nagendranstha Gupts, Bangiya
Sahitya Parisad, p. 478
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‘0O friends, sing jhumari, we go to worship Madana.’

Music, songs and dance.—The musical instruments used in an
Assamese dramatic performance are Khol and Mrdange and wvarie-
ties of Tdlas (cymbals).

The airs (rdga) of the dramatic songs are all taken from the
Indian tradition. Sage Bharata, Sargadeva, Damodara and
Hanumén are all authorities on the subject. The primary musical
modes of sound (rdga) are six. Thus, according to Hanumén. the
ragas are—Mailava, Mallara, Sri, Vasanta, Hindola and Karnita.
Other writers give slightly different names. Each riga has six
Réginis regarded as its consorts, and their union produces several
other musical modes. Thus Mdlavd has dhénasi (dhanasri),
mélasi, rémakiri, sindhudd, dsGvari and bhairavi as its consorts
The Assamese poets treat all rigas and rdginis simply as rigas.
The origin of a few riigas, such as Kau, &c, is unknown,
Among the pre-Vaispava poets and siddhas Luipida, Minanatha,
Saroja-vajra, Dika, Mankara, Sukavi Nar3yanadeva and Durga-
vara composed songs in these rigas between eighth and fifteenth
centuries AD. Later Srimanta Sankaradeva, Pitambara, Midhava-
deva and other Vaispava poets did so from the fifteenth century
onwards. The songs in Assam are intended for singing mostly in
chorus. Each contains a refrain (dhruva) followed by lines of
one or more stanzas (pada) and the concluding line or lines con-
tain the name of the composer himself. The time is marked by
beating of cymbals (tala). The tdlas, viz. ek#il, paritdl, visama-
tila, kharmdn, yati, dharam (dharana) yati, chutd, ripaka and cok
have also with a few exceptions been borrowed from Indian tradi-
tion. Politically and socially Assam was free from Muhammedan
influence. So, in music also Assam was entirely uninfluenced by
Muhammedan elements,

Dancing is based on rhythm and time® Danecing with pose of
the dancer has also been borrowed from the Indian tradition. Thus,
the pose of the Krspa dance is indicated by Mrgasirsaka hand. It
is thus described: The thumb and little finger of each hand should
be stretched out and the other three fingers clenched together and
held downwards. When this hand is brought near the mouth the
pose represents the playing of the flute2 It should be noted that
when the two hands in this state are brought together near the
mouth but kept a little apart one below the other, in a slanting

Z2l. DR, 1L 18
22 NS, IX 82; Sri-hasta-muktdvali, 51, 598,
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position, it looks as though the actor is playing on a flute (vardi),
the favourite musical instrument of Krsna. Hence this is a cha-
racteristic pose.

Important Plays: Sankaradeva

Sankaradeva, the originator of Assamese drama, was the
best wvernacular dramatist. His plays, except Patni-prasida,
are complete and include all aspects of the Sanskrit drama
in the prologue and Mukti-mangala. His aim was to propagate
his new Krspa cultt In his six extant plays he showed
superiority and excellence of Krspa worship., Thus in Kdli-
damana Kili's wives prayed to Krsna as follows: —

Jaher edrio mukhya mirti anupima
Rima Kama Aniruddha Viasudeva ndma
hena Bhagavante Krgna devatira deva
tohdri carane karo laksa koti seva.

And Kali himself, after his punishment, spoke thus:—

Garava guecdyali mora, visaya dpada ghora

diira kara ava moi, cinto caranaka toi

dehu Hari mohi ohi éiksd, magi bhuiijaba bhiksa
bharamo tuvd guna gdi, karahu ataye karund gosdi

In Pdtni-prasida Krspa exhibits the futility of sacrifice and
other Vedic Karma-kinda and rewarded the wives of the insolent
priestly Brihmanas for their devotion to him.

In Keli-Gopdla Krna said to the cowherdesses who were weep-
ing at his absence thus:—

Ava sakhi vilipa tipa tyajaha
bhakata-vatsala mokae jani

bhakataka dukha dekhi hrdi rahe ndhi
Sankara kaha Hari-vani.

In Rukmini-harana we find : —

Dekhu dekhu bhdtaka mukhe Rukmini Krsna-guna
$uniye, Krgnaka carane $riddha métrd kayala, ataye
bhakataka parame krpilu Krgna, tanikar vasya huyé
grha-grhini kayala, dh Hari-bhakatika mahimd ki
kahaba.
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In Parijata-harane Narada praises Krsna in this way :—

Tuhu jagata-gurw devaka devd,

tohdri carane rahoka meri sevd,
mukhe jono chidahu tuwd guna ndma
mdgu ataye vara tohdri thama.

And Indra with Saci prayed thus to Krspa : —

Jaya jaya bhakata-bhaya-hiri, jaya jaya I$vara Murdri
jakeri ndma ucari pii padirasa cdri
magabo bhiksi paridhdna kaya kanthd.

and later : —

Ohi Indrapada dpada ghora,

diira kara Hari kumati mora

mdgabo bhiksd paridhdna kaya kantha,
dharabo tohari bhakati panthd.

In Réma-vijaya Rama is praised thus: —
Ridmaka carane $arana lehu jani
Sava aparddhaka marakha tuhu spami.

Safikaradeva has taken his plots from the Rimiyana and the
Purénas. His creative fancy is rich and his poetic refinement and
expression of depth of feeling, specially in Keli-Gopdla, are indeed
excellent. He is all serious and his dramatic qualities of vigour,
life and action prove his genius. The plots of his plays are given
below in outline : —

(i) Kali-damana (Taming of the Kiliya-niga) —A very
venomous snake, the Kili Naga, lived in the Kalindi pool and ren-
dered its water poisonous. One day Krsna came with cattle and
other cowherd boys to its bank. The boys and cattle happened to
drink this water and they all died. Krspa later restored them to
life. He resolved to drive the snake off the pool and with that
object in view jumped into it. He began to stir and agitate the
water violently and this attracted the snake to the surface. Kali
hitI{mainangaran&hﬂldhiminaﬁrmgripwiththemilufita
tail. Krsnpa lay there motionless as if dead. The news of this soon
reached Gokula and Krspa's parents and other cowherds and cow-
herdesses hurried to the pool weeping. After a while Krsna extri-
cated himself with a violent jerk and standing on the expanded
hoods of Kali began a cosmic dance. Kili was soon overpowered
bleeding through mouth and nose. Then his wives with children
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appeared and prayed for mercy. Kali himself bowed down at
Krsna's feet and began a prayer. Krspa thereupon left him and
directed him to leave the pool and proceed to Ramanaka island.
After this Krspa joined his parents and others on the shore. As
evening approached they all decided to pass the night in the forest
of Vrndivana. But at the dead of night a forest fire raged and
spread round them. Then to save his parents and others Krsna
swallowed the fire and then all went home safe. The source of
the play is Bhagavata Purdna.

(2) Patni-prasida—The cowherd boys were hungry. They
asked Krspa, their companion, to arrange food. The latter sent
them to the hermitage close by where the Brahmans were perform-
ing a sacrifice. The boys went and begged the Brahmans for
food. The latter, proud as they were of their learning and efficacy.
of sacrifice, refused to give any and dismissed them saying they
were gods of the earth and Krsna was nobody. The boys returned
and reported this to Krspa who then sent them for food to the
Brahmans' wives in the settlement. The pious consorts of the
Brahmans on hearing of the arrival of Krspa, their Lord, went out
to see him carrying presents of sweets and other delicacies in hand.
They saw Krsna, the object of their devotion, and paid homage to
him. The Brahmans at first resisted. But eventually they too
adopted the cult of Bhakti to Krsna in preference to learning,
rituals, and sacrifice. The story of this drama also is taken from
the Bhigavata Purina.

(3) Keli-Gopiila (sportive dance of Krsna).—One moonlit
night in autumn Krgna sitting on a sand-bank of the Yamuna played
an enchanting and amorous song on his flute: and thus attracted
the cowherdesses of Vindavana to come to the spot and they joined
Krspa in a Risa (sportive dance).

This enchanted and exhilarated them so much that they forgot
themselves and began to show disrespect to Krsna. To punish
them for their arrogance Krsna took one of the maidens and slip-
ped away. The milk-maids, thus deserted, suffered extreme pangs
of separation and began to search for him in the jungle. Later
Krspa left alone the maiden with whom he had eloped as well for
a similar offence and reappeared among the maidens he had left
behind. Then they began to dance in a circle (Rdsa-mandala).
After this they waded together into the Yamuni and sported in
water. On hearing the first cock-crow Krspa sent them home.
This continued for several nights. One night a Yaksa named Samp-
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khaciida molested one of the dancing girls. Kysna pursued and
killed him.

This is the best among Sankaradeva’s plays. The poetic beauty
and expression of depth of feeling are quite apparent. The attach-
ment of the cowherdesses was ecstatic but selfish. They in joy
forgot their husbands and children and forgot themselves, They
had worshipped Goddess Katyayani for obtaining Krspa as their
husband for earthly pleasure and they got the desired object but
no salvation. Later, they longed and prayed for joining their soul
with the supreme soul which Krsna embodied. This they achieved
by selfless devotion at Kuruksetra. The Bhigavata Purina pro-
vides Sankaradeva with the plot of the drama.

(4) Rukmini-harana (Abduction of Rukmini).—On hearing
praises from two Bhitas Krsna and Rukmini fell in love with each
other without seeing. King Bhismaka of Kundina also selected
Krsna for marriage of his daughter Rukmini, but his son Rukma
persuaded him instead to give Rukmini in marriage to prince
Sisiipila. On information being conveyed SiSupila came with
several other princes to Bhismaka's residence. When news of this
reached Rukmini's ears she sent her trusted priest, Vedanidhi, to
Erspa at Dvaraka with a letter to come and save her. Krsna
accordingly hastened to Kundina and saw Siéipila and others on
the reception ground. Then when Rukmini returned from the
temple of Bhavéni after finishing worship and appeared before the
assembled guests Krsna caught her by the hand, put her into his
chariot and drove away. Siéipéla and other princes in anger pur-
sued him and gave a fight. But they were all worsted. Later, on the
way, Rukma attacked Krsna demanding return of Rukmini. Krsna
badly defeated him but spared his life at the entreaties of Ruk-
minl. The marriage was later solemnized at Dviraka. The story
of the drama is taken from the Harivamda and Bhdgavata Purina.

The names of Vedanidhi, Surabhi and Haridasa are of Sankara-
deva's invention. In this play love of Krsna and Rukmini is finely
depicted and the characters are well-drawn.

(3) Parijita-harane (Taking away of the Parijata).—Sage
Narada came with Indra one day to Krsna for help against Naraka-
sura of Pragjyotisapura. At that time Narada presented him with
a heavenly flower, Parijata, Krsna put it on the head of Rukmini
who happened to be present there at the time. Then Narada
went and reported this to Krsna's wife Satyabhima and excited
her jealousy and anger. In the meantime Indra prayed for
Krspa's help for recovery from Narakisura the ear-rings of Aditi,
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the umbrella of Varuma, Mani Parvata and the heavenly maidens
forcibly taken away. Krspa promised help. Then Nirada re-
appeared and reported to Krspa Satyabhima's jealousy and
wrath. Krsna ran to Satyabhim3 and attempted to console her.
But she was in a violent temper and could not be appeased.
Eventually Krsna promised to fetch the Parijita tree itself from
Indra's Amaravati and then only was she pacified. Krsna then
riding on Garugda with Satyabhama flew to Prigjyotisapura and
killed Naraka in a fierce battle. He recovered the ear-rings of
Aditi and other things and returned them to their respective
owners at Amaravati and sent the maidens in Naraka's harem to
Dvarakd. On their way back to Dvaraka Satyabhima saw in
the Nandana forest a pdrijata tree and wanted to have its flowers.
Accordingly Krsna sent Narada to Indra to ask for the same.
But Indra would not allow a heavenly flower to be taken for a
women of the earth. This led Krsna to uproot the pirijita tree,
put it on Garuda’s back and resume the journey. Indra came
and offered resistance. A fight followed in which Indra was badly
defeated. He admitied Krsna to be the Lord of the universe,
and above all gods and men. Krsna then returned home and
planted the pdrijdta tree just in front of Satyabhima's residence.

The beauty of this play is marred to some extent by the
vulgar quarrel and exchange of coarse and undignified language
between Saci and Satyabhima., The main source of this episode
is the Visnu Purdna,

(6) Sri-Rima-vijaya (Victory of Rama).—One day sage
Visviimitra came to DaSaratha, king of Ayodhy3, and with the
latter’s permission took Réma and Laksmana to his hermitage for
protection of his sacrifice from depredations of demons (Riksa-
sas). After their arrival at the hermitage two demons, Marica
and Sub&hu, appeared and began to rain blood. Rama with his
arrows drove them off and the sage safely completed his
sacrifice. After this ViSv@mitra took the two princes to Mithils,
where princes from far and near had assembled for the svayam-
vara (selection of bridegroom) of BSitd, daughter of king
Janaka According to a voice in the sky Sitd had been destined
to be the consort of him who could skilfully manipulate the
gigantic ajagava bow of Siva and properly put an arrow to it.

None of the assembled princes could move or bend the bow,
But Rama dexterously put an arrow and in bending the bow to
shoot it broke it in two. Thereupon Sitd advanced and garlanded
Rima acknowledging him as her husband. Seeing this the
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assembled princes rose in a body and attacked him. A battle
followed in which they were defeated and turned out of the place.
The marriage was then solemnized after which the party set out
for Ayodhyi. On the way, however, Parasurima intercepted
them and attempted to kill Rama with his axe for having broken
his master’s bow. A fight ensued in which Parasurama was badly
beaten and his way to heaven blocked for ever.

In this play Sahkaradeva deviated from the original text of
the Rimdiyana of Valmiki in a few particulars. In the Ramdyana,
Viévimitra took Rima and Laksmana to the sacrifice of king
Janaka at Mithila with a view to show them the ajegava bow of
Siva. There was no svayaombara nor any assembly of princes.
When Rama was shown the bow he, out of curiousity, took it out
of the box and broke it in two. There was no voice in the sky
about selection of Sitd's groom. Janaka himself had made a vow
to give Sitd in marriage to him who could break the bow. Again
according to the Rimiyena Viévimitra never accompanied Rima
and his party to Ayodhyd, nor did he fight with Parasurama on
the way. There is also slight variation from the original text in
the episode of Marica and Subdhu. It may be added that the
ludicrous scene about the assembled princes’ amorous exclama-
tions at the sight of Siti and their humiliating punishment by
the maids have marred to a certain extent the artistic beauty of
the play. The source of the story is the Ramayana.

Madhavadeva

The next great dramatist was Madhavadeva. Five of his
genuine plays have been found. They are—Arjuna-bhanjana,
Cor-dhard, Bhiimi-lutiwd, Pimpand-gucuwd and Bhojana-vihira.
Three other plays, viz: Bhisana-harana, Rdsa Jhumurd and
Kotori-kheld have also been found. They are believed to be
spurious. They contain no prologue nor any Sanskrit $loka.
They also offend against the tenets of the Ekasrana cult of which
Madhavadeva was a high priest. Their language also differs from
the dramatic style of Madhavadeva. That of Kotord-kheld is
undignified, coarse and vulgar.

The best plays of Madhavadeva are Arjuna-bhaiijana and
Bhojana-vihdra. The plot of the former is this:—Yasoda was
giving suck to child Krsna. At that time the cowherdesses report-
ed that the boiling milk was over-flowing the pot. She hastily
put down Krsna and ran to the oven to attend to it. At this
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Krsna, in a rage, pelted a stone thereby breaking down the
churning pot of Yasoda and spilt the milk." Then he entered the
room, began to eat fresh butter from a pot and threw portions
thereof to the monkeys assembled close by. In the mean-
time Yasodid returned and found Krsna out. She grew furious
and chased and eventually caught Krsna. Then she attempted to
tie Krsna up but found the rope short by two fingers' breadth.
She added fresh rope, but found it short as much. At last she
suceeeded in tying Krsna to a mortar and then left. Then Krsna
began to move passing in between two Arjuna trees close by
and dragging with force the mortar behind him. In so doing he
pulled down the trees which fell to the ground with a tremendous
noise. On hearing this sound the cowherds ran to the spot and
set Krsna free. The sources of the work are Bhigavata Purdna
and Bilvamangala-stotra,

(2) The Bhojana-vihdra (the picnic).—Krsna arranged a
picnic on the pasture ground in Vrnddvana and went there with
other cowherd boys driving their cattle in front of them. While
they were at breakfast there sitting in a circle with Krsna in the
centre their cattle strayed away. Krspa went out in search of
them asking his companions to continue the meal. He could not
find the missing cattle. He returned to the place of excursion and
found also the boys gone. He bewailed their loss and came to
the conclusion that Brahmi had concealed the boys with their
cattle. The play abruptly terminates at this stage. The conclud-
ing portion of the plot is told in a different play, Brahméd-mohana,
which, however, does not appear to have been written by
Madhavadeva, The remaining plays of this dramatist depict
clever deceptions of child Krsna.

Gopila Ata

The next dramatist was Gopala Atd of Bhavanipura. His two
plays—Janma-ydtrd and Gopi-Uddhava-sarhivdda—have been found.
He gave the first performance of Janma-yitrd within the
precinets of his Kirtanaghara at Bhavénipura in the presence of
Madhavadeva. This was followed on the following day by a
performance of the Bokd-ydtrd or Pdcati in the same compound.
Later at the request of Gopala Ata, Madhavadeva incorporated
in Janma-ydtrd a Bargita of Sankaradeva beginning with the
line, “Hariko bayane heri mai”. Janma-ydtrd is a fine play.

Janma-ydtrd (Drama of the birth of Krsna).—Devaka,

brother of king Ugrasena of Bhoja, gave away Devaki, his
L.
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daughter, to Vasudeva in marriage. At the time of departure of
the marriage party Kamsa, son of Ugrasena, in order to honour
and please the married couple himself drove the bridal chariot.
On the way he heard an awful voice in the sky that the eighth
child of Devaki would kill him. Thus startled he attempted to
kill Devaki, but desisted when Vasudeva promised to hand over
to him each child as soon as born. Vasudeva and Devaki were,
however, kept in chains in a cell Vasudeva kept his words.
The eighth child, Lord Krsna was born in the prison at midnight
while it was raining and the guards were all asleep. Vasudeva
stealthily carried the infant to Gokula and left it by the side of
unconscious Yasoda, wife of Nanda, who had just given birth to
a female child. WVasudeva picked the latter up and carried her
into the prison-cell at Mathuri and laid her by the side of weeping
Devaki. The child began to ery, the sentries awoke and hurried
to the palace of Kamsa and gave information of the birth to the
king. The latter ran to the cell, toock out the erying child and
violently struck her against a roek to kill her. But she assumed
a divine form and vanished into the air giving him a warning that
his slayer was born somewhere, Kamsa then released Vasudeva
and Devaki. In the meantime there was great rejoicing at Gokula
where the cowherds and cowherdesses solemnized the birth of
Nanda's son with presents, sports and merry-making. The source
of the drama is Bhdgavata Purana.

Gopi-Uddhava-saviedda is of inferior merit. It contains several
Bargitas of Sankaradeva and Miadhavadeva.

Minor Dramatists

The next dramatist was Rmacarana Thakura. Only one
play written by him, viz., Kamsa-vadha, has been found. This is
a beautiful play and it follows closely in structure the plays of
Sankaradeva,

Kamsa-vadha (Slaying of Kamsa).—Sage Narada comes to
Kamsa and warns him that his deadly enemies, Rama and Krspa
are growing up at Gokula. Thus alarmed Kamsa devises means
of killing them. He sends Akriira to Gokula to fetch Rima and
Krsna with other cowherds to his capital at Mathurd, to attend a
great Dhanuryaga sacrifice. Really he intends to kill the two boys
there with the help of his elephants and wrestlers. Akriira fetches
Rama and Krsna to Mathurd, While passing through the streets
of the capital Krsna kills a washerman for his insolence, rewards



ORIGIN OF THE ASSAMESE DRAMA 211

a decorator for putting on them fine clothes, blesses Sudama for
presents of flower, and straightens Kubuji, Kamsa's hunch-backed
maid, for presents of sandal and scents. In the amphitheatre Krsna
breaks down the royal bow, slays the mighty elephant, Euvalaya
and kills ‘the chief wrestler, Canira. Balarama similarly kills the
wrestler Mustika in a contest. Krsna then jumps up the high plat-
form, grapples with Kamsa thereon, throws him to the ground and
presses him down to death. He then releases his captive parents
and reinstates Ugrasena, in the throne.

Bhiisapa Dvija composed Ajdmila Updkhyana and Daityari
Thakur wrote Nysimha-yatrd and Syamanta-harena.

Among the later dramas may be mentioned the Rumird-harana
the production of Rucideva-suta, Sataskandha-vadha of Rucideva,
Sita-harana, Durvdsa-Bhojana and Bali-chalana of Gopila, Bhisma-
nirydna of Madhava and Sindhurd-ydtri of Jayadeva. This last
is a long play in imitation of Sarikaradeva, These dramatists have
introduced a metre, the muktdvali, not used by Sankaradeva or
Midhavadeva. The following lines from Sitd-harana may serve
as an example of this metre.

Ha prana Sita geli kona bhita,
Nasd ki nimite e
Tohor santape kene prana dhari acho
Bape rajya dila Kaikeyi nigsedhild
Banaka pathdild e

Maro mai dta Kaikeyir ranga hauka.
Hrdi-yukta Sita nisd ki nimitta
Bhailo mai ati bhitd e
Sitdka tejid moka dge mdari khisa
Suna re riksase moka méari khasa
Tejaha Sitika e

dro abilambe Bharate bhuiijoka rdjya,
Tini hante dilo aranyaka péilo
Sitdka haruvéilo e

Bhaiydi Lakhdi prana rikhi defe cala.

In the succeeding period many other plays were composed by
several other dramatists. It became customary for the Adhikaras
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or heads of important satras to compose dramas following the occa-
sion of their accession to the headship of their monasteries. The
practice is still continuing.

The Assamese Theatre

For periodical performance (Bhdond) there is no permanent
stage in Assam. A temporary theatre is erected within the
precincts of the Nimghara or Kirtanghara or the performance is
held within the spacious hall of the Namghara itself. The
temporary theatre is called a Rabhd or Sabha-ghar. It is a large
open pandal furnished with a covering as a canopy of ornamental
cloth or grass and appropriately decorated. The ground is divided
into two blocks separated by a wide passage from one end to the
other in which the spectacles are exhibited. At the upper end of
the marked arena is placed a sacred manuscript as the Thapand
(altar of God) as it is customary to worship Krsna when a dramatic
performance is held (Bhdona karile Krgna pujibe ligaya). At the
lower end of the arena is the Dohdr (Orchestra) or the place of
chorus and musicians (gdyan-biyan). Behind the Dohdr is spread
a painted curtain (dr-bastra) which takes the place of the Yavanikd
of the Sanskrit plays. Before an actor enters the stage he begins
his preliminary dance behind this curtain and steps into the stage
as soon as the curtain is drawn aside. Behind this curtain and
often at some distance is the green-room (Cho-ghara or Nepathya-
grha of the Sanskrit plays). In this room are kept all the chos
(accessories) including bows, arrows, weapens, masks, dress etc.,
and the actors are painted and dressed therein. Near the Thapand
an enclosure is often made as the waiting room for the actors.

The seats.—Near the Thapana rugs or carpets are spread on
the ground on both sides of the arena for distinguished visitors
including Gosdis and Mahantas to sit on. On the remaining
available space are spread on which the general public sit packed
together, On one side of the Rabha and at some distance behind
the male audience similar mats are spread for the females to sit on.

The lights.—Performance is, almost always, held all night from
about 9 P.M. till daybreak. Lighting arrangements are therefore
necessary, Often chandeliers and hanging wax-candles with glass
chimneys as also gachfis (Candle-stands) in the form of trees with
branches to hold hundreds of earthen lamps of mustard oil are
used. Also the Rabha is often lighted by stationary Arids (torches)
of earthen cups. In such cups seeds of cotton are put and kept
spaked in mustard oil. These are lighted with or without thick
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wicks of cotton yarn. Movable Arids or mahalds (torches) made
by wrapping rags round the forked ends of sticks or split bamboo
and kept always soaked in mustard oil are also used as occasion
arises. Brilliant and dazzling light of mahatd (Pyrotechnic light)
is also used when an actor enters or dances.

The Performance

The preliminaries (Pirvaranga).—According to the Nétya-
#dstra™ the preliminaries of a dramatic performance consist of the
beating of drum (praty@hdra), sitting of singers and musicians
(avatarana), beginning of the chorus (Grambha), tying of musical
instruments (@$rdvand), turning up and manipulation of instru-
ments and hands (samsvadand), harmony of music of stringed
instruments and beating of time (dsdritd) and then a song (gita)
for propitiating the gods. This is followed by a violent dance
(tindava) which increases in intensity as it proceeds. Then a
banner is hoisted (utthdpana) by the Sitradhfira. This is follow-
ed by a whirling round the stage (parivartana) with salutations to
the guardians of the world. Then follows the Nandi. These
preliminaries are followed in the Assamese Pirvarafige with certain
modifications. It is called Dhemdli. It begins with preliminary
beating of drums (Khol) by the drummers (bdyan), sitting in
rows, and beating of time by the chorus (giyan) with cymbals
(tdla) standing behind in a semi-circle. Simultaneously a song
known as dhemdlir ghogd is begun in chorus by gdyans. This con-
cert is known as saru dhemdli. The drummers then stand up and
begin the bar dhemdli followed by deva dhemdli. In certain places
(at Bardowa and some other places) Piirva-raiiga consists of Rama
dhemili, na dhemdli, bar dhemdli, ghosi dhemdli and deva dhe-
mdli. Then the drummers dance in a ring or whirl round the stage
beating the drums all the time. This is followed by a concert in
praise of the preceptor (guru-ghdtd). After this the Sitradhéra
enters and begins his violent dance which increases in intensity
as it goes an. At the conclusion of his dance he recites the Nandi®

The actors (Natuwéd or bhawariyd) —The Assamese term for
an actor is Bhawariya or Natuwd. This word, Natuwai, is the same
as Sanskrit, narttaka (dancer, mimic or mummer). The principal
actor in a dramatic performance is undoubtedly the Satradhéra as
stated above.

23. N5, V.6 25
24. Ramacarana, Sonkarg-carita, vv. 1484-87, 1492-3.
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According to the Natya-$dstra® rbles may or may not be
played by persons of appropriate age and sex. Thus, man may
play woman’s part and woman man's. Also the young may play
the réle of the old or aged and vice versa® In an Assamese
dramatic performance, however, women have no place. The réle
of both males and females is always played by males. In regard
to age, however, no distinction is made between the young and the
old. Generally, however, the parts of women, Rama, Krsna and
such other characters are played by boys and those of kings, minis-
ters, warriors, demons, bards, Siva, sages and such others by adult
males.

Decoration and accessories.—The Natya-sistra classes re-
presentation under four main heads® viz, representation by
(1) body movement (angibhinaya), (2) speech (vicikidbhinaya),
(3) expressions of feelings and sentiments (s@mdnydbhinaya), and
(4) by accessories (dhdryabhinaya).

The accessories form part of the decoration in (Nepathya)
which is sub-divided into four groups, (a) model work (Pusta),
(b) ornaments (Alankdra), (c) decoration of the body (anga-
racani) and (d) animals (sajjiva). 2

The model work is of three kinds, consisting of (i) those made
of bamboo and covered with leather or cloth (sandhima), (ii) those
made by mechanical process (vydjima), and (iii) those covered
with cloth (vestita).® These include chariot, tree, moon, large
snake and such other.

The ornaments include (i) garlands (mdlya), (ii) artistic orna-
ments (@bharana) and (iii) garments (vdsas). The artistic orna-
ments are of four kinds: Those worn in limbs perforated (dbhe-
dya): such as ear-ring (kundala); those to be tied up (ban-
dhaniya): buttock-string (sroni-siitra), woman's girdle (me-
khald), tinkling-bells (kiikini), for example those to be thrown or
spread up (praksepya) like anklets (niipura), shawl (vastribha-
rana): and those superimposed or placed in or upon a hody
(@ropya) —gold chain (hema-siitra), necklace (hdra), for example

XIL 166.

Op. cit. XVL 1-3.

Op. cit,, VIII and X.
Op. cit,, XXL

Op. cit.,, XXI, 5-7.

BRNER
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The garments of the actors include three classes: (i) the spot
less (fuddha), (ii) the gay or variegated (vicitra) and (iii) the
dirty or tattered (malina). Pious or religious men and women,
gods, yaksas, Brihmanas, Ksatriyas and such other characters wear
spotless garments; the intoxicated and insane characters as also
persons in mourning or on a journey, ascetics and such others put
cn dirty or tattered clothes; and heroes, warriors, lovers, kings,
ministers and some others wear the gay garment. The colour of
the dress is an important element in matters of sentiment, special
instruction is given on the mode of wearing the hair of women and
beard and whiskers of men.

In bodily decoration colour form an important ingredient, The
actors paint their faces in appropriate colours. There are four
elementary colours, viz., white, blue, yellow and red. Pigments of
different hues are obtained by mixing them in different propor-
tions. Thus a lotus colour is obtained by mixing white with red.
Nardyana, Vasuki, Daityas, Danavas, Raksasas, PiSicas and such
other actors are to be painted hlack; Yaksas, Gandharvas,
Vidyidharas and many others golden yellow and the people of
Eastern and Central India light blue and brown.

Masks of animals, birds, fish, &e., and arms and accoutrements
made of light wood or bamboo are in general use,

In Assamese bhfionis such decorations and accessories as fol-
lows are also used.

(a) Assamese accessories (Cho) include Pusta and Sajjiva
of the Indian stage. Masks form the principal accessories. Actors
playing the parts of certain gods, asuras, riksasas, monkeys, bears,
birds and reptiles wear masks with appropriate cloak, wing or tail.
Masks of Brahma, Gane$a, Cakravika, Bakisura, Ravana, Sata-
skandha, Vasuki, Haniman, Jambuvan, Garuda, Variha and such
others may be cited as examples. Model works include chariot,
throne, mountain, tree, animal, snake, fish, bird, bow, arrow, sword,
javelin, spear, club, mace, trident, shield, coat of mail, and such
other objects. The ingredients (Upakarana) as in the Sanskrit
plays, are light wood, bamboo, cane, cloth, jute, leather, cotton,
hair of animals, feather of birds, gold, silver, tinfoil, mica, metallic
thread, chalk, pigments, lac and wax. Iron and heavy substances
are not used.

(b) Bodily decoration (Kichan) includes (1) decoration
with garlands, false hair, false beard and whiskers, &c.,, (2) deco-
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ration with ornaments of gold, silver and precious stones, (3) deco-
ration with suitable garments and (4) face-painting.

Male actors wear crown, cap, matted hair, false beard and
whiskers and hair suitable to age and position. Thus Krsna wears
a crown of peacock’s tail a sage, a head of false white hair and
similar beards and whiskers indicating age and a king or a warrior
false black mustaches. Female characters, if young, tie their false
black hair in a single knot and, if old or aged, false grey hair
loose.

All kinds of Assamese ornaments are worn by the actors appro-

priate to age and sex. Tinkling bells (ghugurd) and anklets
(nepiir) are also used.

The garment is peculiar, The Sitradhfra wears a long flow-
ing gown reaching down the heels, a bodice covering the bust and
a high turban or crown on the head. This is also the case with
chief minister, only with this difference that his head-dress is a cap.
Kings, nobles and warriors put on trousers (theingis) and appro-
priate bodice and head-dress. Boy actors wear white cloth
(bhuni). Krsna's waist-cloth is of yellow silk; his head-dress is
a Télani (peacock’s tail ornamented with precious stones and
mica-pieces) and his bodice is of blue colour. Female actors put
on flowing white or coloured gowns (mekhalds) with ornamental
coloured bodices, sages wear light waist-cloths and scarves of pale
red colour (geruwd), ascetics rags and Siva a tiger skin. Silver
bonds are artistically worn by female characters and boys.

Faces of actors are painted. This follows closely the Indian
tradition. Four paints, viz, hingul (red lead), hditdl (yellow
orpiment), nila (indigo) and dhal (chalk) are used for the pur-
pose and different shades and hues are made by their admixture.



ASSAMESE VERSIONS OF THE RAMAYANA

BY

U. C. LEgHARD

The Ramdyana portraying Indian culture and ideals had
been made very popular in Assam by the various recensionists who
flourished in different periods of history. Assamese literature may
boast of its priority in producing the Rdmdyana over all other
provincial Aryan languages. For, there was no Ramdyana in any
other language when the first Assamese Rimdyana poet Madhava
Kandali rendered Valmiki's Rimdyana into Assamese verse. Not
only that, the Ramdyana appeared in varied forms—in verse, in
prose, in songs, There are five versions of the Rdmdyana in Assa-
mese and each of a different type.

The Ramdyana probably gained more popularity after Rama-
nanda of the fourteenth century had preached the Rama cult. It
was through the disciples of Raminanda that the worship of Rama
had spread widely in northern and middle India (Sir R. G. Bhan-
darkar, Vaispavism and Saivism). This wave reached Assam
through the local aspirants who went about the holy places in
quest of knowledge and religious merit. The Ramdyana poet
Madhava Kandali flourished towards the end of the fourteenth
century AD. He composed the verses of the Rimdyana at the
request of King Mahimanikya. $Sankaradeva in his Uttara Kinda
has referred to him as a predecessor and flawless poet, The
Kathd-gurucarita of Barpeta says that Raghavicaryya, an aged
contemporary of Sankaradeva’s teacher Mahendra Kandali, was
the disciple of Madhava Kandali. Further details regarding the
date of the poet has been discussed in my Asamiyd Rimdyana
Sdhitya (pages 33-36).

The poet had no other work in other provincial languages
before him to serve as model or to imitate. He therefore made
verses direct from the Sanskrit original —the Adikivya of Val-
miki. He says:—

* Valmiki wrote in various rhymes. I have, with great care,
looked into them and have written in condensed form what I could
understand in my own way. Who there is, who will understand
all the rasas? The poets write in the ways of the people. Some-

L. 28
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times they supply things of their own and sometimes they lengthen
as the subjects would demand. It should be borne in mind that
these are not words of God but are the creation of man. So one
should not take offence at my diversions.” At another place he
says —

“The great sage Valmiki has produced the Radmdyana. In
fact he has created nectar for the world, ete.” He has also said
that he has inserted kfivya-rasa at the words of king Mah&manikya.

Madhava Kandali's R@mdyana extant till now have five can-
toes only, that is from Ayodhy3 to Lankd. The other two cantoes
—the Adi and the Uttard are believed to have been lost. The Adi
and the Uttara were supplemented by Madhavadeva and Sankara-
deva respectively. Miadhava Kandali's mission having been to
reproduce the Kavya only he probably had left out the two cantoes,
the Sanskrit originals of which also are taken to be later addi-
tions. There is a confusing reference made by the poet himself
to the effect that he made verses of the seven cantoes. This has
led scholars to think that Kandali had actually rendered all the
seven cantoes. But it should be noted that the poet made the
reference only towards the end of the Lanka Kanda. The other
versions of the Assamese R@mdyanas so far discovered also do not
contain these two cantoes.

The special characteristics of the Rdmdyana of Madhava Kan-
dali may be summarized as follows:—

Midhava Kandali gives local eolour to the descriptions of
nature, men and the works of men. His language is forceful and
full of apt similies, metaphors, idioms and phrases, some taken from
the original, some from the local language and some built by him-
self. He gives photographic and dramatic deseriptions of scenes.
He adopts various rhymes suited to the various themes, There are
also wverses which are exact translations from the original. In
similies and metaphors he deviates sometimes from the original
and there is seen the influence of his age. For instance, he com-
pares the palace of Rima with that of Kailisa whereas in the
original it has been compared with the dwelling place of Indra.
At the time of Kandali Siva worship predominated in Assam
and that is why Siva’s thought is uppermost in his mind. For
some of his diversions one would do well to read the descriptions
of Manthara, of Citrakita, of the search of the monkeys for Sita
at the command of Sugriva, Hanumanta's fight with Réksasas at
Madhuvana and the subsequent burning of Lanka,
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The Raméyana of Miadhava Kandali was first published by late
Madhavachandra Bardalai some fifty years back. Two other
editions were brought out a few years back by Pandit Kanak-
chandra Sarma of Nowgong, and Prasannalal Choudhury of Bar-
peta.

Giti-Rdmdyana or Durgdbari Réamdyana.—Durgabira, an
inhabitant of Kaémakhyi or Nilacala worked out a condensed
version of the Ramdyana in songs known as Giti-Rémdyana. The
poet flourished during the reign of the Koch king Viswa Sinha
(1515-1540 A.D.). In Beuld-dkhydina, the poet’s other work, he
has referred to the king and has also given his own genealogy. He
writes, “1 bow down to the great king Viswa Sirtha of Kamati-
pura and also to his fortyeight consorts and eighteen princes.”

He again says—" The village Nilicala is the best place in the
whole world. There is Parvati, the destrover of the Asuras,

“Bahuvala Sikdar is a Gandharva incarnate. This song is
spread by Durgabara.”

Further—" Durgibara, son of Chandradhara, composed this
beautiful song.” The songs predominate in this work and verses
are interspersed between the songs. The songs are lyrical, each
complete in itself and yet forming a part of the whole Raméyana.
They contain varied tunes or Rigas as the poet calls them. The
names of the Rigas are also given. These are as follows : —

Belawar, Bardri, Gufjari, Dhanasri, Ramagiri, Ahir, Pata-
mafijari, Bhatiyali, Vasanta, Suhai, Maifjari, Megha Mandal,
Devamohan, Sri Gandhakali, Marawir, Devajini, Alkasamandali,

The work shows the influence of Madhava Kandali in some
of the verses. But he shows originality in his selection of the
scenes and in his twisting some of the facts to suit mass psycho-
logy. Dr. B. Kakati in his Purani Asamiyd Sahitya refers to this
work as a folk edition of the Valmiki Ramayana,

The Adi and the Uttara of this work have not vet been dis-
covered. This work was first published by late Visayachandra
Biswasi of Hajo some thirty years ago and is out of print at
present.

The facts that seem to be the poet's creations are the follow-
ing:—

1. While in forest Rima and Sitd pass their time by play-
ing at dice, playing Kheri, etc, 2. Sits sees the golden deer and
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entreats Rama to bring it to her alive, so that she might tame it
and keep it with her. 3. At Citrakiita Rima was in grief but
Sitd created Ayodhya by her art in the forest, and Rama, Sita,
Laksmana and other courtiers indulge in the Caitrdvali festival
(festival of the month of Caitra or Vasantotsava) and plays with
mot (it is a kind of play with water. See for reference Tripurd
Buranji, DHAS, Assam). 4. Siti, carried away by Ravana
wails at her fate and also thinks that Rima coming back from
the hunt would be disappointed and would suspect her character.
In fact Rama comes back and does as Sita imagines.

A translation of Sitd's wailing is given below:—

*0 fate, unavoidable is the effect of Karma, I have brought
blemish to the sacred family. I have become the cause of the
ruin of the family, It is for my sake that I sent my master and
also Laksmana in his search. Ravapa found me alone in the
cottage and took me away. Thus I have been ruined by my own
action. When my master will return from the hunt and will not
find me within he will surely roam about in the forest and will
pass his time in anxiety. People will say against me and my
master will believe in these and think many things and also that
I had sent Laksmana with a bad motive. All evils will be ascrib-
ed to me, (Rama will think): The unchaste Sitd has fled away
and left her own husband because she suffered a great deal in
the forest life. The woman, so good in prosperity, has left in
adversity. Surely a woman is not one’s own. Thus Narayana
will wait and upbraid me. I am disappointed for life and will
not see you again. The mother loocks downcast in overwhelming
grief. This is said by Durgadasa.”

Giti Ramdyane represents a type of literature of the early
period and is classed with the Beula songs of Mankara and
Nardyanadeva, Usd-parinaya and Rukmini-harana of Pitdmbara
Dasa, ete.

Ananta Kandali—Durgabara is followed by Ananta Kandali,
a contemporary and follower of Sankaradeva. Ananta Kandali
took the work of Madhava Kandali before him and amply borrow-
ed from him verses and expressions, condensed somewhere and
elaborated elsewhere. What speciality he claims is his incorporation
of the Bhagavati element into the epic. He has expressively said:

Madhave Kandali biracild Rimdyana
Téaka suni améra kautuka kare mana
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Ramara siménya santa kathd yathdvata
Bhajaniya guna yata nabhaild vekata
Eteke yatan karo bhakatira pade
Nubuliba nindd sadd $und sabhdsade
Sdksdte Parama Brahma j@niba S$ri Rama

“Médhava Kandali wrote the Ramdyana. Hearing his work
I aspire. He wrote the simple facts of Rima but the devotional
aspect was not made explicit. So I make the attempt for the
sake of devotion and I entreat that the audience might not take
offence with me. You should know Rima to be the Absolute
Brahman himself.”

It has been stated above that Sankaradeva and Madhavadeva
supplemented to the Rdmdyana of Madhava Kandali by contri-
buting the Uttarda and the Adi Kandas. But they were both
preceded by Ananta Kandali in the writing of the Riamdyana.
There is a reference in the Katha-gurucarita of the Barpeta Satra
regarding this. The reference is very significant. It is stated that
Madhava Kandali once appeared before Sankaradeva in a dream
and entreated him to retain his name in the Ramdyana, as it was
seen that Ananta Kandali was trying to dispense with his name
from his R@mdyana. $ri Sankara having such an experience re-
tained the Rdmdyana of Madhava Kandali as it was and supple-
mented the two cantoes, the Adi and the Uttara. They further
added the Bhanitas at the end of the chapters in the style of the
works of the Vaispava period. Originally there were no verses
enjoining upon people to turn to Hari and take his name. Madhava
Kandali ended his chapters with the words “Subha, Subha,”
simply.

To Ananta Kandali as to his Guru $ri Sankaradeva, Rama
was no other than Krsna himself in another form, and by supple-
menting the devotional aspect to the epic he turned it to a reli-
glous scripture fitting to the contemporary movement of which
he was a distinguished votary. In many places he has distinetly
referred to his speciality. In one place he has said:—

Ramédyana kathd pade nibandhilo
Bhagavatacarced kari

Hari kathda vine durghora kalita
Térite keho napdri.

“I have narrated the facts of the Rimdyana in verse by dis-
cussing the Bhdgavata. In the dark age of Kali no one can
attain liberation without Hari."
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Ananta Kandali describes Rima as God and the subjects as
his devotees. On the occasion of Rama's leaving for forest he
says to Sita:—

Bharata haibeka raja pdlibeka save prajd
Téato mor kicho cintd ndi.

Etekese mora foka tejilo bhakata loka
Sumarante prina phuti pdi

Ehena Ayodhydpuri dra yata mara ndri
Save mora param bhakata

“Bharata will be king and rule over the subjects. But I have
no thought over that. The cause of my sorrow is this that I have
forsaken the devotees. This thought rends my heart. The men
and women of the whole of Ayodhyva are my devotees,”

The above tone is explicit everywhere. The poet compares
the palace of Rama as the temple of Rama equalling it with
Vaikuntha, unlike Madhava Kandali who compares it with
Kaildea,

That the people of the time was aspiring after knowledge and
were discontent with the scholars for not clearly explaining things
to them are evident from some verses of the Rdmdyana. He
says:.—

Pandite bhangdiba buli nakaribd ros
Ami punu bhingiloho panditar dos.

“Do no longer resent by saying that the scholars will cheat
you. I have removed the faults of the scholars.”

Again—Slokara arthake prikrte nubuje
Pandite nokave yaci
Etekese Ridmakatha biracilo
Bhakatira tattva bdci.

“The illiterate do not understand the words of the slokas and
the scholars also do not explain them at their own initiative and
so I have written the story of Rama by expounding the truths of
the Bhakti cult.”

The poet gives his own particulars in the following manner; —

‘““Hajo is a sacred place and it is the best place in Kamartpa.
On the top of the Manikiita hill there is Hayagriva, the lord of
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the gods. By its side flows the Brahmaputra. There is a sacred
kunda there known as Apunarbhava, an ablution in which
destroys a second birth. Deva Gangadhara in the form of
Gokarna is shining there. . . . Over the hill there is Hara Kames-
wara in the form of the Linga and there are also Kediara and
Kamala in the forms of the Lifga.”

“In such a holy place there was Ratna Pathaka, a Brahman
who was a servant of Visnu. He propagated the Bhigavata there
holding a Satra. There was born a son to him named Hari-
carana. He was subsequently known as Ananta Kandali when
good days dawned upon him. This humble self now composes
the verse of the Rdmdyana by incorporating the Bhdgavata as
salvation is not possible in the Kali age without Hari” (Ayodhya-
kinda).

“Ratna Pathaka bent on the feet of the Brahmans and Visou
resided there for sometime. He always read the Bhégavata and
the saintly people always heard him. People were pleased with
his cuckoo-like voice” (Kiskindhya-kinda).

He has other references in the portion of the Bhigavata, X,
done by him and in the Vrtrisura-vadha (Bhdgavata, IV).

In the Xth Canto Bhiigavata he has said that he was known
also as Candra Bharati, Ananta Kandali and as Bhagavata
Acaryya.

On a slab of stone on a hillock to the direct north of
Uménanda at North Gauhati there is a record as follows: —

Site tarani-tipena grisme lauhitya-vayuna
Sukhado’khila-lokdndm mandapas-Candra-Bharateh.

“This is the camp (mandapa) of Candra Bharati which for its
sunrays in winter and the air of the Brahmaputra in summer, is
pleasant to all people.”

Sri Rima Kirtana is another recension of the Ramdyana in
a different style. This was the work of Ananta Thakura Ata also
known as Kiyastha Hrday@nanda belonging to the fourth genera-
tion from Sarikaradeva. It was he who had established the Kala-
§ila Satra at Nowgong. He wrote Rama Kirtana in 1574 Saka,

In the body of the work he has written; —

Yaéa Candra Khin ye Bhiiyd dchila prakhydta bara
Sadaye dharmata yéra citta .
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Tahina kanistha bhdi Sukavi ye giri ndme
Khyati tina putra Yadu hai.

Sankarara bhdtr-pautri ndme Visnupriya santi
Bihailanta Yadu Subhinay

Tana garbhe bhailo jita nuhikoho dmi khydta.
Parama mirukha miidhamati”

“There was the great and virtuous Bhiiya, Yasa Candra Khén.
His youngest brother Sukavi-giri had a son named Yadu. This
Vadu married the chaste girl Visnupriya, daughter of Sankara's
brother, I am born of her but have no fame, I am a dullard.”

He says in another place: —
Kayasthe Hrdaydnande kaya
Suniyoka sabhisada caya.

“Please hear, O! audience. Hrdayananda says this: Réma-
Kirtana is written in the style of Sankaradeva's $r7 Krsna Kirtana
and takes the facts from Rdmdyana Candrikd, a condensed
Sanskrit RAmédyana written by the Assamese scholar Kaldpa-
candra.,” The poet writes:—

Sita kinda Rimdyana Valmikira krta
Tara sira uddhirila kariyd vivrta
Ramidyana Candrikd hailanta tira ndma
Kaldp ye dvija candra mahanta upima
Kirtanar chande birachilo pada sira
Sr5 Rama Kirtana ndma bujibd ihira

“Kalapa Candra Dvija by taking the essence of the Rimdyana of
Vilmiki has written Rdmdyona Candrikd. I have made verses
from it after the style of Kirtana.” The poet means the Kirtana
of &ri Sankaradeva. He himself has written: — '

Jaya jaya Srimanta Saiikara piirnak@ma
Kirtanara chande biracili guna ndma

“Hail to Srimanta Sanikara the perfect in himself He wrote
the virtues and names (of Krsna) in verses of Kirtana”.

The poet was a follower of Sankaradeva and accepted Rama
as none other than Krsna himself and made his work fit for daily
chanting. In the reference to the date of composition the poet
gives Asva, Muni, Véana, Candra Saka which comes to 1574 Saka.
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The prose Rdmdyana

The prose Ramdyana or Kath@ Ramdyana was written about
the latter half of 16th century (Saka era) by Raghunitha
Mahanta, a Satradhikara of the Daiyang Sattra. The author was
fifth in descent from Satananda, a contemporary and disciple of
Sri Sankaradeva. This author also wrote two other poetical
works—Satruiijaye and Adbhuta Rémdyama. In Adbhuta Rami-
yana the poet writes: —

Krsmara kinkara Barbhakta vamde jita
Alpamati Raghunftha ndmata bikhydta

“I am born in the family of Barkhakta, servant of Krsna and
am known as Raghunitha.," Satinanda was known as Barbhakta
as is learnt from the caritaputhis. In Satrufijaya the poet says that
he wrote in the saka era 1658. Thus it may be surmised that
Kathd Ramayana might have been written sometime earlier or later
than the Satrufijaya. The actual date of the work has not vet been
traced as the complete work has not been discovered as yet. Late
Hemchandra Goswami collected the original manuscript of this
work from one Bhimkanta Mahanta of Golaghat. In the Descrip-
tive Catalogue of Assamese Manuscripts he has stated that Raghu-
nitha was the son of Krspaniitha and grandson of Harikrsna and
fHourished in the fifth generation from Sankaradeva. He was the
Satradhikéra of the Daiyang-sattra in the Golaghat Sub-division on
the bank of the Daiyang river. An annotated edition of this work
has been prepared by Gauhati University for publication.

This work is a valuable treasure of Assamese prose literature,
and it contains the facts of the Rimdyana in a concise form. At
the end of each chapter the poet has mentioned the name of the
Véalmiki Ramayana. In the style of the work there is a distinet
trace of influence of the Ankiyi-ndfa and the works of Bhattadeva.

The Ramdyana in Drama

It was Sri Sankaradeva who first dramatized the facts of the
Ramdyana in his Sitd Svayambdra or R@ma Vijaya Ndt. Madhava-
deva is also said to have written a drama known as Rima Bhdwang.
There is a reference to it in the old biographical works. It is also
stated that the work was not preserved after the first performance
as it was difficult for various reasons to arrange performances
(See Kathagurucarita edited by U. C. Lekharu).

L. 23
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Another drama, Sitdr Pétdla-Praveda, was written by Ananta
Kandali,

Thus the facts of the Ramfyana were made familiar even to
lay-men.

Some other Minor and Stray Works

There are some minor and stray works built upon folklore and
also the facts of the R@mdyana by poets. These are very popular
among mass people but are not literal transactions from any original
Sanskrit works. There are such works extant in Bengali as well.
Dr. Dinesh Chandra Sen is of opinion that the stories of these
works might have arisen towards the 12th and the 13th centuries
as most of these dwell on the mights of Tantra and Yoga. These
later on were infused with Vaispava traits and made instrumental
in the propagation of the Vaisnava faith. The same may be said
about the Assamese works. Details of some such works are given
below.

In Satrufijaya are described the powers and the victories of Bali.
In Bili's expedition of conquering the directions even Narakasura
of Kamapitha had to take side. Narakfsura made his way through
the path of Yoga and reached the place of the monkey king Mala-
vaja with his soldiers. After the description of the Yogapatha the
poet has said: —

“0 aundience, hear this rare tale. Iis name is Satrufijoya and
it is the work of Raghunitha Das. I have said something of the
past and something of the future from what Valmiki said to Bharad-
vaja while narrating about incarnation I have introduced the tale
of Satrufijayva. Wise men should pardon me as it is customary
that the poets incorporate various rasas in kivyas. 1 have in-
corporated the rasas here from various Sastras.”

The Sanskrit Adbhutardmdyana tells the story of the killing
of the hundred-headed Ravana by Siti. But this Assamese version
contains a different story which is as follows:

Sita after she had descended to the nether regions became
impatient of not seeing Lava and Kusa and sent Vasuki to take them
to her by some means. Vasuki came in the form of a Brahman
and under the pretext of training them in war instruments took
them away. On the way the Brahman knew from them everything
regarding them and the descent of their mother Sita. The Brahman
then related to them that he had met Vrateswari Devi wife of Rama
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in the city of Vidya-Vilasini. They then desired to see her, Sita's
joy knew no bounds to have her sons before her,

It was later known from Brahma where Lava and Kusa were
taken. Hanumanta, who was an adept in yogic performance was sent
for bringing back the brothers, Hanumanta entered the nether world
and defeating the Nagas in a fight had interview with Lava and
Kusa and also Sitd and persuaded the princes to come back, He
also succeeded in getting Sitd’s consent to come to Rama only once.
Hanumanta reached Rima's place and Sita also along with the two
sons appeared from within the earth in a celestial throne. Rama’s
pangs of separation was minimized and Sita again entered the
nether world promising to come and bow down before Rama every
day after the daily performances were over.

Here ends the story. Tt is said to have been related to Yudhis-
thira by Mirkandeya.

Mahirdvana Vadha.—This work was written by Sri Candra
Bharati which is another name of Ananta Kandali.

The story is that Révana sought for help from his brother Mahi-
ravana of the nether region, in his war with Rima, Mahiravana by
his spell of sleep took away Rima and Laksmana and captivated
them for making sacrifice of them before the goddess Candi. Hanu-
manta by his yogic skill smashed the goddess Candi, killed Mahi-
rdvana and also Garbhasura born of Mahiravana, and took back
Rama and Laksmana,

Ganaka Caritra.—This is a small work written by one Dha-
naiijaya.

The story here is that Révana made a device for winning Sita
by presenting before her in the Afoka forest illusory Rama and
Laksmana. He went to the place in a grand procession and was
sure of success. Because, he would make the illusory Rima and
Laksmana entreat Sita to surrender to Rivana. In the meantime
Hanumanta entered Lanka in the form of an astrologer and frus-
trated the purpose of the demon by bearing strong evidence of the
unchastity of his wife Mandodari and raising his fury thereby.
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Krsn Dvaipiyana Vyasa, the original author of the Mahd-
bhdrata taught the epic to five disciples—Vaisampéayana, Suka, Jai-
mini, Paila and Sumantu, VaiSampayana repeated it at the serpent
sacrifice of Janamejaya. Siita Ugrasrava or Sauti (son of Lomahar-
sana Siita) heard it recited there. Sita then sang it in the twelve-
year sacrifice of Saunaka in the Naimisaranya. Thus the Mahd-
bhirata came to have three versions. The other disciples also were
believed to have developed the theme of the Mahidbhdrata in their
way. But the extant second version is the Aévamedha-parva of
Jaimini.

For a comparative study of the Assamese Mahdbhirata we
give below from Sabdakalpadruma, the parvas, chapters, and the
numbers of Slokas in the original Sanskrit text.

Parvas Anuparvas Chapters Slokas
Adi 19 227 8984
Sabha 9 78 2511
Aranyaka or Vana 16 269 11664
Virata B 76 2050
Udyoga 11 186 6628
Bhisma 5 117 H884
Drona 8 170 9909
Karna 1 69 4964
Salya 4 59 3220
Sauptika 3 18 870
Stri 5 217 175
Santi _ 4 339 14732
Anusisana 1 146 8000
A&vnmed}_:m 2 103 3320
Asramavisa 3 42 1508
Mausala 1 8 300
Mahiprasthinika 1 3 320
Svargarohana 1 5 200
Harivarsa;
Ascarya 1 244 12000
Bhavisya 1 112 3448
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Attempts at rendering the Mahdbhdrata into Assamese verse
were made very early in the 13th century, and till the days of
Sankaradeva we find traces of three Mahdbhdrata poets. From
what has been found till to-day it may be surmised that some soli-
tary episodes or parvans only were done into Assamese during the
period. Thus, Harivara Vipra's Vabrubidhar Yuddha of the
Asvamedha-parva, the Jayadratha-vadha of the Drona-parva of
Kaviratna Sarasvati and Satyaki-Pravega of the Drona-Parva in
the name of Rudra Kandali are the only productions left to us till
to-day. It is not that no other portions were done besides those
mentioned. From what, for instance, Kaviratna Sarasvati has
stated in his Jayadrathavedha we know that the poet had already
versified the Sakuntala episode, and the character of Yajati of the
Adiparva and then took to composing the killing of Jayadratha.

The poets in those days were patronized by the kings and it is
from the eulogies made by the poets of the kings that the times of
the works and the poets can be traced. Thus Harivara Vipra in
his Vabrubdhar Yuddha has said that he has composed his work
during the reign of King Durlabhanfiriyana, the great king of
Kamatipura. A translation of the lines is given below :

“Hail to King Durlabhandrayana, the great hero of Kamats-
pur. May he live thousands of years and happily, with his sons
and friends, rule over his kingdom. Living in his kingdom the
Brahman Harivara, worshipping the feet of Gauri has expressed in
verse, the Asvamedha Parva which is appreciated by the saintly
people.” Durlabhanirdyana ruled towards the end of the thirteenth
cenfury.!

Kaviratna Sarasvati has stated that he composed his Jaya-
dratha-vadha in the reign of King Indrandriyana, son of Durlabha-
nardyana. From his writings it is known that the king was a wor-
shipper of Sadasiva. The poet says that in the village of Chotasila
(in Barpeta subdivision) was the well-known Pandita chief, Cakra-
pani Sikdar, whom King Durlabhanfriyana had praised again and
again. He died and there was sorrow everywhere. His son
Kaviratna Sarasvati composed the verses of the Jayadratha-Vadha.

Rudra Kandali in his Satyaki-pravesa has in the same manner
referred to King Tamradhvaja and has said :

“The high soul Timradhvaja and his brother, though young,
are virtuous like old men. They are devotees of both Visnu and

1. Gait, A History of Assam, p. 8L
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Mahamaya and they protect the subjects like their own sons. They
bear love to each other like Rima and Laksmana. May they live
a thousand years with their friends.”

Thus the poet may be taken to have flourished during the
reign of the Kacharl king Tamradhvaja, who ruled in the begin-
ning of the 14th century.

These poets composed verses on popular themes of the Maha-
bharata to fit to the use of the Oja-palis, who sang these at public
gatherings and on festive occasions. In fact the Rdmdyana, the
Mahibhirata and the subject of Beuld were in those days the main
cources of knowledge and enjoyment to the mass. The poets took
the subjects from the original Sanskrit works and narrated them
generally very freely in tune with the folk-songs, and the national
{raits with all their details found full expression in them. .

The Vabrubihar Yuddhae taken from Jaimini's A$vamedha
Parva, is finished in 605 verses of pada, jhumuri, chabi and dulari
metres. The description of the palace of Manipura is very elaho-
rate and is simply a magnified form of a typical Assamese house,
and it shows the artistic tastes of the people. The description of
the fight is lively and those of sorrow are very touching. The
figures of speech, idioms and phrases are homely, colloquial and
aptly used.

The story of Vabrub@har Yuddha: Yudhisthira’s sacrificial
horse followed by Arjuna was captured by Vabrubdha, the king of
Manipura. Vabrubéhana then had known from his mother Citra-
nagads that Arjuna was his father. He then went to Arjuna to
return the horse, but Arjuna did not only disclaim any relation-
ship but questioned the chastity of his mother and chastised Va-
brubshana for his cowardice. Then Vabrubdhana fought with
Arjuna and killed him. $ri Krsna appeared in the field, restored
Arjuna to life and related to Arjuna that Vabrubdhana was his
son through Chitrangadd. Arjuna then remembered everything
and embraced Vabrubihana as his most worthy son.

Along with other merits, the theme in which the father and
the son are opposite parties in a war has made the work very
popular even to this day.

Kaviratna Sarasvati’s description of the fight in Jayadratha-
Vadha is very expressive. The selection of words and the metre
bearing them bring to the mind’s eye the terrible state of the war.
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It was in the Vaispavite period at the initiative and patron-
age of king Naranfirayana (1540-1585 A.D.) and at the inspiration
from Sankaradeva that the whole of the Mahdbhdrata was taken
up for translation into Assamese verse. The Koc king Narana-
réayana, the great patron of learning specially engaged Rama Saras-
vati, a follower of Sankaradeva for his great work, During the
reign and at the patronage of this king, Assamese literature and
learning grew abundantly and to a high extent. From the descrip-
tions of the poets on the generosity of this king one is naturally
reminded of the great king Bhoja of antiquity. Naran&riyana and
his brother and general Sukladhvaja bountifully gave money and
other rewards to those who would offer any work on the Mahdbha-
rata. The king would sit listening to the readings of the secrip-
tures, the newly composed verses and would take active part
himself in the various scriptural discussions. It was in his court
that the ekafaran ndma dharma of Sri Sanikaradeva was established
in the long-drawn controversy between Sankaradeva and those who
opposed him. Some works of extraordinary merit even from the
pen of Sankaradeva and Midhavadeva came at the wish either of
this king or his brother. The Gunamald of Sankaradeva which
is a very condensed version of Bhdgavata was composed
overnight when once the king wished to hear the Bhdgavata from
any one in his court at one sitting. In very many places of the
Mahabharata and other works the poets have sung his praises, We
give below some translations of the praises from the Mahdbhdrata :

“ Hail to the unequalled king Naranirayana, who is busy day
and night with the search for $istras on religion, morals, the Pura-
nas and the Bhdrata. It is he who has brought to his court all the
Pandits in Gauda and Kamariipa and have placed them in posses-
sion of Sdstras. There in his court the wise men expound the
Sdstras every day. I have also been brought here. At the injunc-
tion of the king I have composed the verses in great joy" (Verses
7-9 of the Adi-Vanaparva). :

“ He is patient, forgiving, bountiful, and highly saintly and is
ever full of reverence to Visnu and the Vaisnavas. He worships at
the feet of Madhava in every manner. Such a king ordered me”
(Verses 354-356, Adi-Vanaparva).

“I pay my respects to Naranirdyana, the son of Visvasirnha,
versed in all Sdstras and whose glory is sung by the kings. His
city is on the river Swarnakosa and it is wide and long and is
beautiful like the place of Indra. In his kingdom there are nine
lakhs of subjects excluding the Brihmanas, Vaispavas and beggars.
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He punishes the thieves, the wicked and the dacoits. He is over-
joved to hear the Joya-kiivya, the Mah&puraénas and places the Bhd-
rata very high in his esteem. In the interior of his court he inces-
santly hears the rare Bhdrata by offering money, clothings and
apparels. This king has subdued many kings and the kings of
Jayanta, Kirata, Bhita, Magadha, Mailaka pay him tributes, He
has bestowed on me wealth to my heart's content and having his
words in mind 1 have composed these verses” (Adi Vanaparva,
verses 827-833).

"He ecommanded me thus:—'You compose the Mahdbhirate in
Assamese verse. | have given you all the commentaries and
explanations that are in my court library and you take all to your
place” Thus the king in cart-loads have sent all the books to my
place. He has given me sufficient money, clothing and apparels
and also servants and maid-servants, and I have composed the
verses at his words"” (‘Puspaharana’ portion of the Vana Parva,
830-842).

“ My parents called me Anirudha, Sukladhvaja gave the name
of Kavicandra, the king bestowed on me the name of Rama Saras-
vati and asked me to compose the Mah@bhdrata, those rsi-like poets
like Karnsiri also have composed verses from this epic. These poets
gave me hints that they would also compose verses. I have done
some portions and they also have done in portions" (Vanaparva,
‘Puspaharana’, vv. 1424-25).

“ Hail to king Naraniriyana versed in all the Sdstras, who
takes the greatest delight in hearing the Bhdrata. Day and night
he hears the Bhdrata. If anybody offers him any book on the
Bhirata he becomes very glad and gives to one's heart's content
money and apparels. He has gone to the other world but his good
name survives and he is praised by the worthy. I compesed
verses very happily in his kingdom.. . There was Srimanta Sankara,
who was the greatest of Vaispavas in the whole of Jambiidvipa.
Sukladhvaja, the brother of the king accepted him as his religious
guru and would hear the Bhigavata. He also listened to the Bha-
rata" (Baghdsura-vadha).

“Srimanta Sankara is God in man’s form. The Brihmans being
jealous of him spoke against him before the king.. . But Naraniri-
yama, the greatest of the kings was a saint and he sent for me and
asked me to compose verses of the Bharata. At his words I have
composed twenty-four thousand wverses. The original work of
Vyiisa contains thirty-thousand slokas (End of Kuldcalavadha),
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Rama Sarasvati has stated :—

“Hail to Sukladhvaja, the brother of the king, and also chief
among the pundits whose mind was dipped into the Bhagavata reli-
gion by Srimanta Sankara. In his kingdom I write these verses.
I bow down at the feet of Mukundadeva, the unequalled in virtues,
who gave the names of Bhiratacandra and Kavicandra, Victorious
be Narandrayana in the world who is ever eager to hear the
Bhédrata” (Vijaya-vanaparva, vv. 3319-3321).

“ At the word of such a king (Naranardyana) I have composed
the Vanaparva verses" (v. 4820).

Engaged by Naranariyana, Rama Sarasvati took up the work.
Some other poets also volunteered their services and assisted
Rama Sarasvati in versification. This is evidenced by the poet’s
own acknowledgment, translation of which is given above. What-
ever that might be, Rama Sarasvati could not finish the work
during the life time of Narandriyana but continued to work till
the days of Dharmanariyana, king of Darrang. Subsequently
other poets also extended their hands to versifying the portions
left unfinished by the forerunners, We have given in the follow-
ing pages the names and the works of all the Mahdbhérata poets.

Being a devout follower of Sarikaradeva Rima Sarasvati while
fulfilling the wish of the king made his Mahdbhdrata subservient
to the propagation of the Bhigavata religion as was preached by
his great preceptor. The stories of the Mahdbhdrata like those of
the Ramdyana naturally attract people, these being repositories of
all knowledge and ideals and representatives of Indian culture.
The whole of the Mahdbhdrata and especially the Vanaparva
afforded ample scope for the poet to preach the Vaisnava tenets—
to show the glory of Lord Krsna and the triumph of virtue over
vice, The Vanaparva of the Assamese Mahdbhdrata has been
made very voluminous., This parva is also known as Vaisnavaparva .
and the Assamese people regard the Mahdbhdrata as a religious
seripture in no sense inferior to the great Bhigavata. The Vaisnava
element in the Mahdbhdrata had not been a new thing but it had
crept in even into the original composition of Krsna Dwaipdyana
Vyasa., Rama Sarasvati made it still more pronounced. The
stories and the truth behind them so long unknown to the mass
became not only popular but become their heart's most prized
treasure, The works of the co-workers and followers of Rama
Sarasvati all bore the same tone and spirit. Further specialities
of the Assamese Mahabharata is that it contains some sub-parvas,

L. 30



234 ASPECTS OF EARLY ASSAMESE LITERATURE

and Upa-parvas some of which are very voluminous, and which
are not found in the works of any other provincial languages. The
poet traces their sources to the original work of Vyisa and the
commentaries accompanying it. No research has however been
made so far to find out the original Sanskrit work on which the
poets built their edifices and the whole field of Sanskrit manuseripts
in Assam remains almost unexplored,

. We give below some details of the various parvas of the Assa-
mese Mahdabhdrata: —

Adi Parva—The poet retells this parva in 2036 verses. Here
he writes in the name of Aniruddha or Dvija Aniruddha, and does
not refer to the king who employed him. This parva has not yet
been published but remains in manuscript. It may be reminded
that some episodes only of this parva were rendered into Assamese
verses in the early period by Kaviratna Sarasvati in the days of
king Indranariyana, son of Durlabhanfrdyana of Kamata. The
poet has made very explicit the mission of the propagation of the
Vaisnava faith that remains in the background of the work. Ani-
ruddha is another name of Rima Sarasvati.

Here is the description of the meeting of Pardéara with Satva-
vati, the birth of the Pandavas and the Kauravas, the destruction
of the Ehandava forest and the fight of $ri Krsna and Arjuna with
Indra. Pafcali-vivdha, a work in 860 couplets, containing the
episode of Draupadi’s birth and marriage, springs from the hands
of Rama Sarasvati, who also gives his name as Bharata Bhiisana,

Sabhd Parva—This parva contains 1070 verses and the poet's
name appears as Dvija Aniruddha as in Adi Parva. The poet's
own son Gopinitha also assisted him with the verses from 812-
1028. The work describes the Rijasiiva Yajna of Yudhisthira and
Yudhisthira's play of dice with the Kauravas including Sakuni,

Another poet Sista Bhat{aciryya rendered the Sisfupdlavadha
of Sabhd Parva in a very homely style. In Siydl Gosdi another
work of the poet, he says that he belonged to the Saryya Vipra
class and had his residence at Chapara in the Darrang distriet.
This work is believed to have been written at about 1616 A.D,

Vana Parva.—This parva contains —

Adi Vanaparva, Puspaharana Parva (written with Gopinatha),
Manicandra Ghosa Parva, Vijaya Parva—all in 5441 verses.
Tirtha-ydtri-parva, Sindhurd Parva or Sindhu-yltré-parva —in
1142 verses (written during the days of Dharmanfrayana).
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The upa-parvas related to this parva are the following : —

Kulcalavadha (in 1925 verses)

Baghdsuravadha (in 3900 verses after the death of Nara-
narayana)

Khapisuravadha (in 182 verses)

Aévakarna-yuddha

Jatdsuravadha

Janghdsuravadha

Bhojakatavadha.

The other poets who composed verses on the Vanaparva are
the following :—

Kamsiri—a contemporary of Rama Sarasvati. He wrote
Kirata Parva—a subparva. Karmhsiri finishes the work in seven
hundred and twenty-five verses. The subject-matter of the parva
consists of Arjuna's mastering the war instruments in heaven under
Indra, his escape from the enchantment of Urvasi, killing of Nibata
Kavaca and Paulama, pleasing Sarikara in fight and attaining the
Pasupata from him, and his coming back to his brothers.

Sdgara Khari—This poet was a resident of Sila (Barpeta) as
is known from the last verse of his work.

His work is Kiirmawali-vadha and it contains 366 verses. In
verse 364 he states that he has made verses of the Kirmathaparva.
The story is as follows:—

After the Pandavas were sent to exile the Kauravas, in order
to proclaim their prowess made arrangement for a.horse sacrifice.
£ new town was established for the purpose, the house for holding
the sacrifice was built and then were sent horses to the four quar-
ters. Karna was sent to the west, Drona to the east, Duh&isana
to the north, and Bhisma to the south as guards of the sacrificial
horses. The horse of Duhsasana entered the kingdom of Kiirma-
wali. The king ordered Kalabhadra to capture the horse and made
arrangements for war. Duhsisana was also taken a prisoner
in the war. Duryodhana and Bhisma and all went there and
reached the place in twelve days.

The fight ensued. Jayadratha and Kama bound Kalabhadra
with Nagapaéa. Karmawali came and encountered Durvodhana.
Duryodhana was flown off to Hastinipura. Then approached
Bhisma who killed Kiirmawali. Kailabhadra was released. The
five-year old son of Kirmawali was made king. The widowed
queen died ascending the funeral pyre of her husband.
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It will be interesting to know the contents of the upa-parvas
joined to the Vana Parva. The poet claims, as it has been stated
above, that he had the sources of these in the Sanskrit works of
Vyasa, which had the commentaries with them. He got these
from the court library of King Naraniriyvana. The poet also says
that he had inserted the inner truths behind the facts and
incidents, and also things from Hamsa-kdki in places. By the
inner truths the poet means the Bhdgavata teachings. In fact,
the poet after describing the facts and incidents dwells in ecstasy
on the glory of lord Krsna. He writes verse after verse in singing
the fildcaritra of Krspa, the ways of the Vaisnavas and the cult
of bhakti. He sings further the praises of Sankaradeva who
established Vaispavism in Assam, Kamaripa and Koc Behar
and King Naranariyana and Sukladhvaja for their reverence for
the sacrifices for Sankaradeva and for patronising the cause of
learning and the Bhidgavata religion. It will not be possible in
this short space, to show the literary and other beauties that
abound in the works mentioned, but we give below only the
broad cutlines of the stories in the various upa-parvas.

The Story of Kulicala-Vadha.—The Péndavas are at the
hermitage of sage Galwava. They hear from the sage that
Dhimriksa born of Karnadatta of Kasi by virtue of a sacrifice to
Svetamiidhava got a son who received the name Kulicala from
Agasti, The sage also said that his face would be like that of a
goat and his body would be of a man. This Kulicala turns a
iyrant and cause of death. Arjuna and Bhima want to see him.
They start north and after some months reach the place—
the Kifora forest by the bank of the Damaghosa. There live the
sage Svetaketu near Géandharagiri. One day Bhima and Arjuna
were seen by a demon friend of Kuldeala. The demon wants to take
the two Papdavas as food for Kuldcala. Then ensues a terrible
fight. Bhima kills the demon along with his ten followers.
Another day other four demons see Nakula and Sahadeva and
from conversation with them know them to be the brothers of
those two men who killed the ten demons some days back. In
fear they hasten to Kulicala and informs him of everything.
Kulicala first sends his attendants who attack the Pandavas at
their place of rest. A fight ensues. The commander of the demons
dies. Two others also die. Then come Kirmarita. He also hav-
ing been defeated, Kulicala personally comes to the field and he
is also ultimately killed.
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This story is said to have been taken from Aéfvamedha Parva
of Jaimini Bhirdta,

At the end of this Parva Rama Saravati has said—"The
luminous Sankara was God himself in man’s form. But the
Brahmanas grew envious and spoke to the king against him , ...
The Brahmanas would not bear Sankara fearing that their source
of income and honour would be destroyed. But Naranariayana
was such a monarch that he brought me and enjoined upon me
the task of rendering the Bhdrata into Assamese verse, At his
word I have composed twentyfour thousand £lokas so far. The
original slokas of Vyasa were thirty thousand in number.” The
poet ends with the name Bhirata Bhusana at the end.

He also writes—Dvaipiyana has mixed Jdmala-Samhité and
Hamsa-Kaki,

The story of Baghdsura-Vadha—The Pindavas after leaving
the Bhavarnava forest starts to see the sage Agasti in the Tariga
forest, They first reach the place of Astika and then the Sriphala
forest and bathe in the Bindu-firtha. Yudhisthira worships
Krspa and Gaurinitha and Draupadi worships Gauri Gauri
appears before Draupadi and gives a dish to her by virtue of
which Draupadi would ever have good clothings and ornaments.
She further gives the boon that Draupadi would never be a
widow, The Pangavas then reach Sitidrasthina and the hermitage
of Galwava. This sage gives them the direction of Agasti's place.
After that they find the Baluka mountain where Saryya in the
form of a Kirata appears before them and gives hints of the
path. Now they reach Tariga forest, the Kasi river, and then the
mountain of Rsabha. There Bhima and Arjuna, while out on
hunting excursion, comes upon Campéavati, a beautiful place in
the interior of a mountain guarded by two Asuras. They kill the
Asuras and the citizens receive the heroes in great honour and
request them to kill Mayavanta, who have been oppressing them.
They kill the Asura and come bagk. All the brothers and
Draupadi then leave the place, go through Sriksetra, Nandana
Parvata, and reach Agasti in the Malaya mountain. They there
learn that Baghisura, son of Riksasi Asirikd through sage
Birinchi, having had a boon from Hara has been making havoc
all round. He has his place very high in the Vaiduryya moun-
tain. They then make their way to kill the great demon, First
they take recourse to the country of Sallan and the Vasanta moun-
fain. They then bathe in the holy waters of the Bindusira. They
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are attacked by a very big lion. The five brothers kill the lion.
Draupadi invokes Krsna and through his instruction kills the lion
with her bangle. The lion then assumes a celestial form and
pays homage to the band saying that he is delivered of a curse
of sage Angirasa. The lion is none but Upendra Somadatta, a
gandharva. The Pandavas were, it may be added, brought back
to life by Krsna,

The batch reach the Brahmahrada see Parafurfma who bless
them and give the Paraéu axe to Arjuna. They then reach the
Nandaka mountain, the Brahma-Ksetra, and Brahma-sarovara.
They see Satananda, son of Gautama and the Bsi satra at a distance
of two praharas, At a distance of a prahara from there they
camp. The Rsis request them to kill the demon Baghasura. They
first meet the general Suraketu on a big cat and kill him in a
terrible fight. Baghfisura knows of it and comes to fight. The
gods give the Pandavas power, and Bhima and Arjuna kill the
great demon Baghdsura, Ultimately Bhima kills him and Arjuna
kills the demon Surajit who has been born of Marici Raksasi
through sage Astivakra, and having defeated Baghfsura in a fight
became friends and lived together on the Vaidurya mountain,

The poet writes—"“Says poet Sarasvati, the servant of
Mukunda: repeat the name of Rima. Hail to Naranirdyana
who is loved by all and who is ever sympathetic to the poor. He
protects the good, fulfils the wishes of the people and is like death
to the wicked.

“Living in his kingdom I compose these verses in various
short and long rhymes.”

He again says, — " Here are the facts of the Mahdpurdna (7)
and these are mixed with Bhigavata.”

The story of Khatasura-Vadha of Rd@ma Sarasvati : — Jana-
mejaya asks and Jaimini narrates the story:

Once Duryodhana went to the Gandharva forest and the
Pandavas went in a different direction. Duryodhana resided
there for some days. Yudhisthira consulting the brothers thought
it wise to leave the place for Naimisiranya. They had the
advice of the twentyeight thousand Rsis who also followed them.
They reached Naimisiranya and began to spend the days in listen-
ing to and discussing the life and works of &ri-Krsna. The four
brothers of Yudhisthira would go in different directions and eol-
leet edibles. Draupadi would eook for all of them and also for the
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Rsis. Nine months passed in this way. One day when Draupadi was
alone in their hut, Khatisura, a demon, saw her and enamoured of
her beauty proposed to Draupadi to marry him, Seeing that Drau-
padi would not be an easy prey the demon showed his fury by
pulling down the hut. Draupadi shouted for Yudhisthira for her
safety. Yudhisthira heard the voice of Draupadi and hurried to
the place. He knew what had happened and challenged the
demon who was hiding beside a tree. Yudhisthira could not kill
the demon even by showering arrows but the demon made
Yudhisthira senseless and bound him. He then asked Draupadi
for her consent. Then came Bhima who also had the same
plight as Yudhigthira. Thus all the five brothers lay senseless on
the ground. Then the demon entreated Draupadi with sweet
words to marry him. Draupadi began to rebuke the demon. He
then grew furious and caught hold of the scarf of Draupadi, She
wrenched herself free taking the name of Visnu and the demon
fell on the ground. He stood up again and caught hold of her hand.
Draupadi kicked him off. He then remembered that Brahma gave
him the boon that he would never be defeated in the hands of any
man but would be killed if he happened to fight with a woman.
So he became more furious and to kill Draupadi he gave her a
heavy slap. Draupadi was ever taking the name of Vispu. She
now grew very furious and was intent on killing the demon her-
self. She took out the bangle from her right wrist and in the
name of Madhava struck it against the Asura. His head instantly
got severed. But feeling that her life without the hushands would
be useless she wanted to die herself when &ri Krsna appeared
before her with all his charming beauty. Draupadi fell down at
his feet and prayed to him to bring to life the Pandavas. Krspa
brought them to life and wishing them prosperity disappeared in-
stantly. The Pandavas then repaired to the Rsis, told them every-
thing and took leave of them to go to some other place. They
showered benediction on them and Draupadi. The Pandavas then
repaired to the Kalyfina forest where they met the great serpent
Ajagara whose questions they had to answer. The Khatisura
story ends in one hundred and twentythree verses,

The Story of Afvakarna-Yuddha :—King USinara, a devotee
of Siva had a daughter Hema by an Apsari. Hara gave a boon
that Hema would ever remain young. King of the nether region,
Ahﬂkﬂmﬂ.ﬂmgutabmn&mﬁvathathewnuldbe
killed by none but the Naranariyana incarnation of Visnu, Aéva-
karna growing in power took all the sixteen sons of Ulinara as
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servants ‘and Hem# as an adopted daughter, Hem# was trained
in all the black arts,

While the Pandavas were in exile, Bhima and Arjuna once
happened to come over to a well to drink water. To their great
surprise they saw an exquisitely beautiful damsel in the well
She by her gestures entreated them to pick her up and said that
any one who would pick her up would have her hand in marriage.
She stated that a friend of hers had pushed her down to such a
plight. They took compassion on her and Bhima tried first. As
he seemed to fail Arjuna also helped him., But by magic power
the damsel drew in and took them to the kingdom of AfSvakarma.
There she related everything and said that they would be killed
by the king. She further asked them their particulars. Bhima
was enraged at this but gave all details about them, and said that
they would fear none. Bhima also scolded her. She then related
the real sad story about her and told them that her name was
Hema. The brave hrothers grew in anger and showed their chi-
valry by killing Aévakama. Hema pleased at heart toock the
herces to Siva. At the injunction of Siva Arjuna married Hema
and left her with Mayévati to be sent to him when the Panda-
vas would be kings of Hasiindpura,

Kirita Parva : — Kirdta Parva is a sub-parva of Vana Parva.
Earnsari finishes this work in seven hundred and twentyfive verses.
The subject-matter of this parva consists of Arjuna’s mastering
the war instruments in heaven under Indra, his escape from Urvasi,
killing of Nibata Kavaca, Kilakeyl and Paulama and his pleasing
Gankara in fight and attaining the Pasupata from him, and his
coming back to the brothers.

Virdta Parva— (upto Kicaka-vadha) Ra3ma Sarasvati wrote
up to the Kicaka-vadha in two thousand couplets.

The Papdavas after their twelve years' exile live in disguise
at the court of Virita Rija according to the pledge at the play of
dice. While living there, Kicaka, the brother-in-law of the king
had a strong fascination for Draupadi and ultimately attempted
an indecent assault on her, Bhima then very skilfully attacked
Kicaka and killed him. Here ends the work of Rama Sarasvati.

Karnsari, who is another poet of the Virita Parva, writes a
portion of the Daksina Gogrdha and the Uttara Gograha residing
at the place of Sri Madhavadeva.

To continue the story from where we leave above: The Kau-
ravas hearing of the death of Kicaka launched a war against Virdta
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Réja and tried to carry away his biggest herd of cattle. Virata
Raja defeated the Kauravas with the help of the Pandavas who
lived in disguise. The Kauravas then recognised the Pandavas,
but it was at the end of the period. The Kauravas returned to
their place and Virata Raja knowing the Pandavas honoured them
and gave his daughter Uttard in marriage to Abhimanyu, the son
of Arjuna.

In the beginning of Daksina Gogrihe Karhsari says—"1
begin the versification of Vinita Parva and I wish it may have
publicity among people.....The poet Kamsari narrates Daksina
Gogrdha.” Again in the beginning of Uttara Gogriha he says,
“The poet Karhsiri says Uttara Gogriha” Towards the
end he gives some particulars about himself, the translation of
which is the following : —

*$ri Yasocandra Khan, the chief in Kamarupa, adores the feet
of Gopila. He is virtuous, magnanimous, grave and saint-like,
The world sings his praises. He with the kinsmen protected the
friends from the Kirdtas who surrounds the moonlike Kiyastha
garden. In the Kauth Kiyastha family was in fitness born Sri-
manta Madhava — may he ever be victorious. In his place (Satra)
the Kayastha Karnsiri has composed verses of the Bharata.

“Srimanta Gabhur Khan is endowed with sons and brothers.
Hearing his words Kayastha Pitimbara writes.”

Again he writes —* The poet Karnsari writes in verse Vivita
Parva.” In the portion of Daksina Gogrdha he writes,— “ There
was Daulat Khéin the chief of the Bhiyas. He died uttering the
name of Visnu. His relative Srimanta Gabhur Khi, adoring the
feet of Hari and with great care composed these verses."

Udyoga-Parva (in 1099 verses) —The work gives an account
of the preparation for the war of Euruksetra after the truce
mission of §ri Krspa had failed. This parva was written during
the time of Dharmaniriyana. Here the poet says that Kavictda-
mani was a great Brahman, His eldest son, who was virtuous
was known as Kavicandra This Kavicandra was a brother of
the poet.

The translation of the piece on the particulars of the poet
which oceurs in verses 184-185, is the following: —

“Kavicidamani was a prominent Brihman and his name
glorified the family, His name still survives as he spent his days
in worshipping Hari and Hara, His eldest son would worship

L 3
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Govinda and had dipped himself in Bhdgavata. He was Kavi-
candra, brother to me. Through his favour, instructions, guidance
and kindness, I have composed these verses.”

The lamentations of Draupadi and her entreaties to Sri Krsna
before he went to the Kauravas with terms of peace, which occur
in verses 171-187 in Lechiri and Chabi metres have made
the poet immortal. These portions have become so popular that
almost every Assamese is acquainted with them and are very
often sung both by males and females.

Another poet Dvija Riménanda wrote Udyoga-Parva at the
request of king Siva Sirhha and his consort Ambika Devi.

Bhisma-Parva (in 1587 verses).—Bhisma-Parva begins with
the account of the seven Varsas into which the earth is divided
and gives the description of the Kuruksetra war for the first ten
days.

This Parva was composed during the reign of Dharma-
niriyana The poet says that every one, be he a subject or not,
sings the praises of King Dharmanirdyana who has attained
equanimity in religion, who was named Dharmanardyana by
King Svarganarayana, and that he has composed the Bhisma-
Parva residing at the kingdom of this king.

It is stated here that Karna did not take part in the fight in
Bhisma-Parva as Bhisma called Karna Ardharathi. Here we get
the names of Aniruddha, Vidya Pafcinana and Réma Sarasvati.

Dharmanérayana was the king of Darrang and he ruled from
1536 to 1559 saka while king Naranariyana of Koc Behir ruled
from 1456 to 1506 Saka. In the verses 212 and followings the

poet states: —

“Tn the great city of the Tantris, built by the god Martyadeva,
there are produced various silk and other cloths fit for the gods.
Near by flows the beautiful ManSha, an ablution in which
removes all troubles In that city there was a great Brahman
named Kanthibharana, His wyoungest son Vidya-Paficinana,
having adored the feet of Guru Gopila at heart has composed the
character of Amba in the year 1570 Saka on the 14th day of the
dark lunar part of the month of Srivana in the AsSvini Naksatra.
The poet finishes the Gita portion in fiftyeight verses (158 to 215).

In the verses from 1350 to 1354 the poet has stated:—
“Camariya is a village unparalled in Kamaripa. The lord of the

-
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village is Kavicliddmani, the chief of the pundits. He is honoured
by the mahantas for his qualities. In course of time he had two
sons—Kavicandra and Rima Sarasvati. Kavicandra is known by
his own virtues. He was engrossed in the study of the Sastras.
His brother Rima Sarasvati now pays homage to all saints.”

In the Bhisma Parva we get three names of the poet—
Aniruddha, Vidya-Pancanana and Rama Sarasvati,

We find another version of Bhisma-Parva written by Rama
Miéra during the days of Jayadhvaja Simha (1654-1663). Rama
Misra gives his genealogy as follows: —

Kalapacandra Dvija of Narayanpur
|
Hari Bharati

|
Madhava Kandali (Ahom ambassador—not the Rimdyana
poet)
|

Rama Misra.

Hemchandra Goswami in The Descriptive Catalogue of
Assamese Manuscripts (page 103) remarks that the work as
recovered by him consists of 3554 couplets. The first series from
1 to 738 was written by Rima Misra. The second series comes
after this and runs from 1 to 1979 written by Rama Sarasvati. The
third series commences at 1980 and ends in 2287 written by Rama
Mifra. The fourth series begins at 1 and ends in 520 written by
Rama Sarasvatl.

The Bhagavad-giti—The Bhagavad-gité which forms a part
of Bhisma-Parva needs a special note. This work and Bhigavata
Purdna are the two main treatises on which Sri Sankaradeva
founded his religion. The Gitd's main teaching was the Ekasarana
dharma (cf. mdmekam Saranath vraja).

As it has been observed, Rima Sarasvati in his Bhisma-
Parva has finished the Gitd portion only in fifty-seven wverses.

It was Bhattadeva, disciple of Damodaradeva, who wrote the
Gité in lucid prose mainly on the basis of the commentary of
Sridhara Swami. This work along with the author's prose
Bhdgavata are the monumental prose works of the sixteenth
century,
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The other work in verse is that of Govinda Misra which is
known as Krsma Gitd. The poet being himself a devotee and a
great scholar consulted all the great commentaries and followed
that of Sridhara Swami. This work is very popular.

To make the Gita fit for daily recitation in a more popular
manner Ratnikara Misra wrote Gitd-kirtana in the style of Kirtana
of Sankaradeva just as Ananta Thakura Ata composed the Rama
Kirtane from the Rimdyatna.

Govinda Misra was a contemporary of Bhattadeva, His
genealogy as given in the Descriptive Catalogue of Assamese
Manuscripts is as follows:—

Pitambara Cakravarti

Bhattandrayana (a contemporary of Candivara, the
ancestor of Sankaradeva)
1

Rama Misra
|
Kalapacandra
I
Tarapati

I
Govinda Misra.

Drona-parva (4226 verses) . —This parva was done jointly with
Gopinatha Pathaka. Gopinatha gives the names Dvija Gopinatha,
Gopinatha Pathaka and somewhere Kandali. Another poet named
Damodara also composed some verses towards the end. 'This
Damodara is also the author of Salya Parva (941 verses) and a
disciple of Bhattadeva.

This work describes the Kuruksetra war fought under the
generalship of Drona, and also the death of Jayadratha, Ghatotkaca
and Drona.

In Drona Parva verses 4012-4014 published by Laksheswar
Sarmah in 1909 the poet Gopiniitha gives his particulars as follows:

“There is a village named Patchaurd. It is also known as Sila-
kond. It was very beautiful and locked like two gold-chains, The
master of the village a great man of the country was the Brahman
Bhimsena. His praises are still sung. He was like a full moon.
He was a man of character, a saint, lustrous worthy, profoundly
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wise and observes the injunctions of the Sastras. His bounty was
known over the earth. He was like a second Vasistha, His son
Rama Sarasvati was a reader at the place of Sukladhvaja. He
was like a Suka, an Angira or a Tumbaru and could be compared
to none. His son Gopinatha like only a child has composed the
verses of the Mahdbhdrata in short and long rhymes.”

Karna-parva (556 padas) —It was rendered during the time of
Raghudeva, son of Sukladhvaja. The work gives the account of

the Kuruksetra war (but not under the command of Karna) and
Karna’s death.

The poet says,—*“The city of Vijayanagara in Kamarupa is
exceedingly beautiful. There are strong walls in very many
places. There remains the king Raghudeva who is like a second
Indra....... King Naranardyana praised Raghudeva by saying that
in the whole family there was not a hero like him.” Thus it shows
that the poet wrote this at Vijayanagara during the days of Raghu-
deva,

Another version of Karna-parva was written by Vidya Pafica-
nana, a son of Kanthabhiisana, a contemporary of Sankaradeva.
Vidya Paficanana gives the account of the Kuruksetra war in his
work as having been fought under the command of Karna.

One Visnurama Dvija wrote Data Karna. Karna's bounty has
been extolled so much that he is said to have offered the flesh of
his own son by tearing him with a saw. The story is this,—

Ersna in the guise of a Brahman appeared before Karpa and
desired to feed upon the flesh of Vysaketu, his son. Karna in con-
sultation with his wife offered the flesh. Then the Brihman asked
Karpa to invite a boy of the village to partake of the flesh. Karna
to his great surprise found his own son Vrisaketu alive. Krsna
then went away much satisfied with Karna’s charity. It is thus
how Karna became immortal.

Salya-parva—The work describes the Kuruksetra war under
the command of Salya, the Rija of Madra, and his death. The
author, Damodara Désa says,—Barpetd is an unequalled village
in Kamaripa. It looks like a half-moon. Previously there did
Saiikara, Madhava, Rama and Démodara live and made known
the Lord, and even the most wicked having their blessings crossed
the ocean of the world. In the same manner there flourished Bha-
gavata Bhatticaryya. Having his foot-dust on his head the most
ignorant Damodara makes verses of Salya Parva (791). The book
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was written about 1638 A.D., and during the days of Dharma-
pardyana, son of Raghudeva.

Sauptike-parva.—This parva was written in verse by one
Devarama alias Durgaprasida in Saka year 1828. This parva con-
tains the account of the killing of the five sons of Draupadi by
Asvatthima and the death of Duryodhana.

Stri-parva.—This parva does not seem to have been rendered
into Assamese verse by any of our ancients. A recent translation
in the old types of metre has however been printed.

Santi-parva.—The poet Laksminatha Dvija wrote Santi-parva
in 2859 verses, The work describes the coronation ceremony of
Yudhisthira after the Kuruksetra war. Bhisma, at the request of
Sri Krsna and Yudhisthira, gives from his death-bed various dis-
courses on religion, society and politics,

Laksminatha was the grandson of Sarvénanda, a great Sans-
" krit scholar of Helecha in Kamriip. The Ahom king Rudra Sirmha
rewarded Sarvinanda for his scholarship, The poet flourished in
the third quarter of the 18th century A.D.

Asvamedha-parva—This work in verse containing the account
of the horse sacrifice performed by the Pandavas at the end of the
battle of Kuruksetra was written by three poets — Gangadasa
Sena, Subudhi Riya and Bhavanidisa. Gangadds says, he was
the son of Sasthivara. These poets are supposed to have hailed
from Tripurd. The subject-matter is taken from Jaimini and it
contains 3600 verses. The book is written after the style of Nara-
yanadeva and Durgibara and some songs are interspersed between
the verses.

Vyasa advises Yudhisthira to perform the sacrifice and Yudhis-
thira makes preparations. The sacrificial horse is let loose under
the protection of Arjuna, who fights with different kings of various
countries who obstruet the horse. Arjuna at last comes to Manipura
where he has a fight with Vabrubdha, his son through Citringada.
Arjuna and his followers are all killed. At Citringada and Ulupi's
wailings and persuasions VabrubZha restored all to life by the
touch of a valuable jewel got by Vabrubiha from the Naga king.
Both the parties unite in love and admiration. The sacrifice is
then performed. The manusecript of this work was discovered at
North Gauhati and was deposited with the D H.AS, Assam.

Sudhanvd-Vadha (Rima Sarasvati).—This is an episode from
Aévamedha-parva describing the fight between Arjuna and
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Sudhanva and the latter’s death. Hamsadhvaja, king of Cam-
paka, captures the sacrificial horse and the fight ensues between
Arjuna and the king, The king's son Sudhanva is late to come to
the field. The king therefore orders his son to be killed by throw-
ing him into a cauldron of boiling oil. Sudhanvid however is not
injured as he is a devotee of God. Sudhanvd then fights with
Arjuna and is killed along with his other brother Suratha.

One Dvija Subhanétha wrote Dharma-samvida of Asvamedha-
parva at the command of the Ahom king Sivasihha. It is believed
to have been written about 1720 A.D.

Another work Sudhanvi-Vadha goes in the name Sridhara
Kandali,

Maugala-parva —Prthurima Dvija wrote Mausale Parva
during the days of and at the request of the minister Pratipa-
vallabha (of king Kamaleswara Sirhha). The poet gives the date
of the appointment of the minister as 1417 Saka.

The work describes the birth of the Musala or the iron rod in
Dvaraka for the destruction of the family of Yadu. Then it nar-
rates Arjuna’s visit to Dviraka and return to Hastindpura after the
obsequial ceremonies of the Yadavas.

Svaragdrohana-parva—The poet Gopiniitha completed this
work in 308 verses. In verses 171 and 172 the poet says: —" The
village named Silakona in Patcaurd was adorned with Brahmans,
There king Sukladhvaja at the time of the lunar eclipse made
offerings to the Ganges. Living at such a village and observing
my own religion [ have composed verses of Svargarohanaparva of
Bharata in various short and long metres,

The work describes the retirement of the Pandavas after Sri
Krsna's departure from the world. Yudhisthira gives the throne
to Pariksita, son of Abhimanyu and crossing the Lohit he enters
the Himilayan region and ascends the snow-clad regions accom-
panied by the brothers and Draupadi and a dog. All dropped dead
on the way except Yudhisthira and the dog. He is then carried
by Indra to heaven.

Hari-varméo.—Hari-vamséa is taken as the 19th Parva or a
supplementary Parva of the Mahdbharata, The whole of the work

is not found to have been rendered into Assamese so far. The
portions done are noted below :
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Hari-vaniéa—The poet Vidyicandra Bhatticaryya Agami-
caryya, who wrote this work flourished during the rule of the
Ahom king Rajesvarasimha (1751-1769 A.D.). The poet acknow-
ledges the patronage of Carusimha and his princess Premada. The
poet in his work narrates Krsna's birth and his doings in Gokula.

One Bhaviananda Misra, son of one Sivananda also wrote on
the same subject-matter taken up by the Agamacaryya. In his
Govinda Carita the poet refers to the patronage of Candranarayana,
king of Darrang (1565-1582 Saka).

The other poet of Hari-vamfa is Gopélacarana Dvija who
flourished during the days of the Koc king Raghudeva about
1558 A.D. The poet was a reputed scholar and had a tol at Bar-
nagar. The poet describes how Krsna killed Narakasura of Prag-
jyotisapura and placed Bhagadatta on the throne and how Sii
Krsna defeated Indra and took away Parijata tree to make a pre-
sent of it to Satyabh&ma, his wife. The poet mingled the facts of
Hari-vaiiéa, Bhigavata and Visnu Purdna, and so it is not a trans-
lation from Hari-veréa,

At the time of Sankaradeva one poet named Pitambara took
the themes of Usd-parinaya and Rukmini-harana from Harivarhéa.
Ananta Kandali also took the facts of the Kumdraharana from the

Same Source.

One of the sources of Sankaradeva’s Rukmini-harana (poem
and also the drama) and Parijdtaharana was Hari-vamsa.

One Dvija Subhanath at the command of the Ahom king Siva-
sirhha wrote Dharma-sermvida from Hari-varéa,
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S. N. Samma

From the earliest times Assam has never been culturally iso-
lated from the rest of India. Whenever there was any cultural or
religious upsurge in the rest of India, Assam was not left untouched.
The neo-Vaispavite revival of medieval India was one of such
movements which brought a cultural renaissance in Assam. The
movement gave an impetus to the growth and development of pro-
vincial literatures, Its motto was to popularize the religious teach-
ings by translations of the scriptures written in the none too easily
approachable Sanskrit language. The most important branch of
Sanskrit scriptures which attracted the notice of the scholar-trans-
lators was the puranas which embodied the teachings of the dif-
ferent sects of the purdnie Hindu religion. Ancient Assamese
literature is mainly translations of the epics and purdnas, the
majority of which are Vaignavite in nature., For the proper under-
standing and appreciation of Assamese versions of the puranas, a
short summary of the origin and nature of the purdnic literature
in general, based mainly on authoritative sources is given below.

The word purdna originally meant old narratives (Purdnam
dkhyfinam). According to Brahmanical traditions as recorded in
Atharva Veda and Brhaddranyaka Upanisad, the purdna has as
much a sacred origin as the Vedas.! In the Vedic literature the
puriina is often called the fifth Veda. But the existence of a special
class of books called purdnas is doubtful. Only the Siitra literature
is the existence of the real purfinas definitely known. But the
purdnas mentioned in the Sitra literature might have undergone
many changes before it tock the nature and form of the present
purdnas. “It is indeed very likely that the purnas are only recasts
of older works of the same species, namely of works of religious and
didactic contents in which were collected ancient traditions of the
creation, the deeds of the gods, the beginning of the famous royal
families and so on.”2

1. Atharva Veda, XL 7. 24; Brh. Upanigad, II, 4 10.
2. Winternitz: History of Indian Literature, Vol I, p. 520.
L 32
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It ean hardly be denied that more than one purfina had come
into existence long before the beginning of the Christian era. In
the Samhitis of Manu and Jajhavalkya the word purfna has been
used in the plural number and Apastamba's Dharma Sitra has a
passage quoted from Bhavisyat-Purana.

It is not precisely known when the tradition of the ‘eighteen
purinas’ came into vogue. The earliest mention of ‘eighteen purénas’
is found in the Svargigorhana-Parva of the Mahdbhdrata and in
the third part of Harivamséa. But scholars are of opinion that these
passages enumerating the ‘eighteen purinas’' are interpolations.
But still it is held that the earliest purinas must have come into
being before the Tth century of the Christian era, for neither later
dynasties, nor famous rulers, such as Harsa, occur in the list of
kings. The tradition of the ‘eighteen purinas’ also must have
originated not later than the first quarter of the Tth century AD?
Of course, compiling of new puriinas and adding fresh chapters to
older ones went on till the twelfth and thirteenth centuries. Thus
the process of composition of the purinas may roughly be placed
between the early centuries of the Christian era and the thirteenth

century.

It is not definitely known what were the nature and form of
the earliest purdnas, as many changes took place during the pro-
cess of their evolution. A very old definition says that a purana
should have five characteristics; (1) Creation (sarga), (2) re-
creation (pratisarga), (3) Genealogy (vaméa), (4) Cosmic Cycles
(manvantara), (5) Accounts of royal dynasties (vamsinucarita).
All these characteristics have their roots in Akhydnas (tales),
Updkhydnas (aneedotes), Géithds (songs) and Kalpajoktis (lores
handed down). These characteristics therefore indicate the nature
of the puranas in their earliest form. In the extant purinas these
five-fold characteristics however occupy a very insignificant part
and great importance is laid in describing religious, social and sec-
tarian matters, New additions include Vrtti (means of livelihood),
Raksd (incarnations of gods), Mukti (emancipation), Hetu (jiva),
Apisraya (brahma). Gradually the puripas came to lose their
original character and began to incorporate also chapters on rites
and customs such as Acfira (customs and manners), Varndsrama-
dharma (duties of castes), Srdddha (oblation to manes), Priya-
écitta (expiation and purification), Ddna (gift), Paja (worship),

3. Ibid, p. 525.
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Vrata (vow), Tirtha (pilgrimage), Pratistha (installation of deity),
Diksd (initiation), Still more embracing is the definition given by
Matsya- Purdna which states that the purinas may deal with the
glorification of Brahma, Vispu, Siirya or Rudra, with creation, pre-
servation and dissolution of the world and with Dharma, Artha,
Kama and Moksa. The great importance given to the puranas as
Smrti works, perverted the idea of the people of later ages as to
the real contents of these works. It was thought that the original
five characteristics, viz., creation, recreation, etc. are meant for
Upapurdnas, the Mahiapurimas should have not less than ten charac-
teristics relating to cosmogony, religion, and society. But really
speaking the Upapurinas do not in general differ from Mahapu-
ranas, except that the Upapurinas are exclusively adapted to suit
the purposes of local cults and sects. The number of Upapuranas
are too numerous to mention, but the following eighteen puranas
are generally regarded as the Mahapurinas—(1) Mdrkandeya,
(2) Vayu, (3) Brahmanda, (4) Visnu, (5) Matsya, (6) Bhagavata,
(T)Edrma, (8) Vamana, (9) Linga, (10) Vardha, (11) Pddma,
(12) Naradiya, (13) Agni, (14) Garuda, (15) Brahma (16)
Skanda, (17) Brahmavaivarta and (18) Bhavisya.

The importance of the purinas for the proper study of Hindu
India cannot be over-estimated. In the words of Dr. Winternitz,
“They afford us far greater insight into all aspects and phases of
Hinduism—its mythology, its idol worship, its theism and pantheism,
its love of God, its philosophy and its superstition, its festivals and
ceremonies and its ethics than any other works™

1

Having given in a nutshell the origin, development, nature
and characteristics of the puriinas we now proceed to deal with
the circumstances under which the purinas were translated into
Assamese and the nature and types of literature translated or
adapted from the purfnas and finally the modes of their trans-
lation.

The devotional Vaispavite movement initiated by Ramanuja
in the South was carried over to the north by Ramananda who
made a tremendous effort to popularize the Bhakti cult by throw-
ing open the portal of religion to all sections of people and also
by encouraging provincial dialects as the medium of religious

4. Wintérnite: H. I. L., Vol. 1, p. 528.
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teachings and expressions. His immediate disciple Kavir made
a further contribution to the popularizing of the provincial dia-
lects as wvehicles of religious expressions. Kavir is said to have
spoken of Sanskrit as the water of a stagnant well and of the
vernaculars as that of a flowing stream. But even before Rama-
nanda and Kavir advocated the cause of the vernacular as the
medium of the religious literature, Assamese poets of the four-
teenth century boldly and efficiently translated the entire Rdma-
yana of Vilmiki and some episodes of the Mahdbhérdta. In case
of Assamese poets of the fifteenth century headed by Sankara-
deva, it cannot be said that they derived their main inspiration
from Kavir or Ramananda, It is true that Sankaradeva makes
a passing reference to the popularity of Kavir's songs in places
like Orissa and Banaras, and it may also be true that Sankaradeva
in his lengthy pilgrimage of twelve years’ duration in northern
and southern India might have received additional impetus from
the religious and literary reorientation started by Raménanda,
Kavir and others., But the method of popularizing the religious
teachings by means of popular translations from the purinas was
not certainly derived by Sankaradeva from extra-provineial sour-
ces. He derived it from Madheva Kandali Hema Sarasvati and
other literary predecessors who initiated the move of popular
translation.

The neo-Vaisnavite movement started by Sankaradeva crea-
ted a band of poet-translators whose proselytizing zeal was of an
extraordinary kind. Ananta Kandali, a contemporary poet of
Sankaradeva clearly expresses that he could compose excellent
verses in Sanskrit, but he discarded that in favour of the people's
dialect in order to enlighten the masses. Similarly Damédara-
deva, ancther contemporary proselytizer of Sankaradeva instruc-
ted his favourite disciple Bhattadeva to render the Bhagavata
and Gita into simple Assamese prose so that all sections of people
including females and non-Brahmans could understand them.
These and many other such instances, clearly evidence the zeal
of the mediaeval Assamese proselytizers to educate the masses in
the sphere of religion. These scholars could clearly perceive that
the most fruitful source of religious literature from which they
could derive materials to educate the mass was the purdnic lite-
rature in Sanckrit because it contains popular elements which the
other branches lack. But it was not an easy job to render Sans-
krit purdnas into the provincial dialect. Firstly, the provincial
language till then had not attained the status of a proper vehicle
for the expression of high ideas, and philosophical thoughts.
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Secondly, the Sanskrit language by virtue of being the Deva-Bhisa
in popular estimation, was held in the highest esteem which the
newly-born N.LA. languages could hardly claim. Thirdly, the
purédnas occupying the position of the Smrtis, received the highest
regard and veneration, and rendering them into the provincial
dialect had the possibility of being construed as sacrilege on the
part of the translators, There is an interesting incident narrated
in Tungkhungid-Buranji, which illustrates the attitude of a cer-
tain section of people towards this act of translation even as late
as the seventeenth century. One Debera Barbarua was prose-
cuted for regicide. When asked by his captors as to why he in-
volved himself in that nefarious act, he replied, “ Have I alone
translated Dadama (Boock X of Bhdgavata Purdna)? You will
also do it.” He meant thereby that the act of translating Dasama
which was an act of sacrilege was not done by one person, it was
the product of more than one. Early Assamese hagiographies
narrate instances of complaints against Sankaradeva in the royal
court for his act of rendering Bhdgavata into the language of
everyday use. So the poets had to be constantly on guard by
repeatedly reminding the readers that nothing had heen written
in their books which the original texts did not contain?

One of the important factors that contributed towards the
growth of purdnic literature in Assamese was the royal patronage
received by the translators, King Durlabhaniridyana of Kamata- .
pur (14th century), King Naranariyana of Koc Behar (16th
century), the Ahom king Rudra-Sinha and Siva-Sinha (18th cen-
tury) are some of the notable royal personalities whose patronage
greatly helped the growth of purdnic literature and the diffusion
of culture in Assam. To the courts of these kings flocked scholars
and poets from different parts of the country seeking shelter and
patronage, They were not only supplied with books, and other
scholarly equipments but also with lands and servants. Thus the
translators-cum-poets being free from economic worries could
whole-heartedly engage themselves on their literary pursuit.

Another important factor was the Vaispavite Satra institution
where the purinas were regularly read and translated. There
were hundreds of such Satras scattered throughout the Brahma-
putra Valley. The Satra institution voluntarily took upon itself
the duty of imparting religious and moral education to the people.
For this purpose a regular band of scholars was maintained whose

5. Dr. B. Kakati: Purani Assomipd Sihitys, p. 83 (second edition).
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duty it was to read and explain the purénas. In order to facilitate
explanation and recitation regular translations were made. Pri-
vate patronage is also a factor that cannot be altogether ignored.

The translations of the pre-Sankarite period mainly confined
themselves to the Ramdyana and the Mahdbhdrata, With the
advent of Sankaradeva towards the end of the fifteenth century,
translation of purdnas with a Vaisnavite leaning was undertaken.
But the purina which drew most attention was Bhagavate Purana.
As a matter of fact, Bhagavata Purana formed the main-spring
from which emanated the various types of early Assamese lite-
rature. Not only was the entire purdna translated, its various
stories and episodes supplied the basis of independent kavyas.
In the latter part of the seventeenth century Assamese literature
became more diffused and purinas of various types came to be
translated under the patronage of the Ahom rulers. Brahmauvai-
parta Purdine with its erotic flavour was the special attraction of
the court poets and in this period the Sdkta element found its way
into early Assamese literature,

Assamese puranic literature can be classified into two main
types: (1) pure translations, abridged or unabridged, (2) adapta-
tions. Verse was the usual form of translation, but occasionally
the translators resorted to prose and dramatic forms also. In a
few cases the puranic stories are seen to be expressed through a
series of songs, attuned to various melodies. No hard and fast
rule was followed by the poets. The translation could be free or
literal according to the nature of the subject-matter and the expedi-
ency of the translator. Some of the common characteristics of
the translation are noted below:

(i) The poets in order to give to their writings certain popu-
lar touches introduced wherever possible local colour., In de-
scribing marriage festivals, foods and ornaments, construction of
houses and characters, the poets freely introduced local colour.
This is more often resorted to in the case of adaptations than in
the case of pure translations, As a result the characters of Assa-
mese versions have lost in many places, their original epic-dignity.

(ii) Avoidance of philosophical discourses is one of the mark-
ed features of Assamese translations, Mimimum importance has
been given to philosophical disquisitions. The translations were
mainly intended for the villagers without an adequate background
of philosophical knowledge. Therefore, what was considered to
be highly abstract or contained minute philosophical discussion,
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was avoided in their translations, But this does not mean that
they banished philosophy altogether. Philosophical discussions or
disquisitions were retained in much simpler forms where these
seemed to be absolutely necessary to give a proper idea or setting
of a certain story.

(iii) In contrast to the philosophical narratives, the devotional
elements have secured special favour and attraction from the poet-
translators. Hymns and prayers of the original versions have
been translated in detail and sometimes even in an elaborated
manner,

(iv) Additional narratives detailing the WVaispavite ideals
have been appended to every chapter of the Assamese versions,
The superiority of the Bhakti cult, the greatness of Krsna or
Visnu, the merits of singing or listening to His exploits and such
other didactic descriptions have been inserted profusely. Even
in the midst of the narration of a certain story the writers some-
times abruptly stop to sermonise on those topics.

(v) Though insistence upon Vaispavite ideals is predomina-
ting, yet certain attractive topics are seen to be enthusiastically
depicted. For instance, the bodily charms, especially of women,
parks and gardens, and of cities on festive oecasions, are some of
the favourite topics where the poet-translators seem to be very
eloguent. The inclusion of such narratives are mainly intended
to eatch the popular imagination,

(vi) Another important feature of Assamese versions of the
purinas is the constant repetition of the same set of descriptions
with slight modifications here and there. For instance we find
the description of Krsna or Visnu's bodily beauty, illustrated
through the same set of similes and metaphors repeated in differ-
ent places. Similarly the description of one lake or one garden
is as good as that of another lake or garden depicted in a different
setting or context,

(vii) One of the favourite methods adopted by the translators
to make their stories much more interesting was to introduce into
the texiure of one story, descriptions and incidents of the same
story described in ancther purna. For instance, they would
introduce incidents of a story from Visnu Purdna into the texture
of the same story taken from Bhdgavata Purdma. This method
of blending of incidents and descriptions of different purinas has
been&equenﬂymoﬂedtoh:caseofthakivyuspmﬂybmdon
translations, In case of works wholly based on translation also
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this feature is sometimes noticeable. To cite one example, the
translator of the Book IX of Bhigavata Purdna in course of his
translation of the episode of King HariScandra introduces certain
descriptions from the same episode narrated in Markandeya
Purina.

(viii) Throughout puriinic literature in Assamese, the same
set of metres is seen to be used to express similar sentiments.
The most commonly used metre is known as Pada (a metre of
four lines, each consisting of fourteen syllables). This is used in
ordinary narratives. An emotional or a sentimental description
is generally couched in Tripadi metre (a Tripadi consists of six
feet divided into two parts of three feet each, the third and the
sixth foot rhyming). In descriptions of lamentations, supplica-
tions, ete, Lechdri or Dirgha-Tripadi is invariably used. Similarly
to describe duals or hand to hand fights Jhumuri consisting of
eight syllables in each line) is often employed. This mode of
using a particular metre to denote a particular sentiment is not
a characteristic of the purdnic literature alone, it is a feature
which characterizes the whole field of early Assamese literature.

Having given some of the general features of the purdnic
literature in Assamese it will not be out of place here to say a
fow words about the language used by the early poets. The
language used by the medieval poets is an artificial literary
language based on the spoken dialect. Because of this artificiality
we do not see any appreciable change between the language used
by a poet of the nineteenth century from that of the fifteenth or
sixteenth century and same conventional descriptions in sel
words, phrases and imagery are found to be used by the poets
of different’ centuries in describing certain topies.

III

It would not be convenient to discuss the Assamese versions
in the chronological order as various parts of different puranas
were composed at different times. Therefore the discussion of
each purina irrespective of the times in which its different paris,
were composed has been undertaken in the following pages,
giving priority to those puripss which are more popular and
familiar in Assamese society.

I. BHAGAVATA PURANA

Introductory—Bhdgavata Purdna belongs to the later pro-
ductions of the purdipic literature in Sanskrit. The date of its
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composition has been variously given by different scholars rang-
ing from the 6th century to the 10th century of the Christian era.
In content it is closely connected with the Visnu Purdna. It is
divided into twelve Books, and consists of 18000 slokas. Dr.
Winternitz remarks about this purana that “ It is the one Purina
which more than any others bears the stamp of a unified compo-
sition and deserves to be appreciated as a literary production on
account of its language, style and metre.”

Assamese Versions—Bhdgavata Purina holds the first and the
foremost position in Assamese life and society. The Vaispavite
creed expounded by Sankaradeva and his followers gave it the
supreme position in their list of &dstras and in the village and
domestic chapels or in the monastic institutions (Satras) a manu-
script copy of Bhagavate is worshipped or adored in place of an
idol or image. In every monastic institution of the highest rank
& Bhdgavafi is attached whose duty it is to read and explain
chapters from Bhdgavata, Assamese Hindus have a belief that
an impending calamity, in the shape of illness and other misfor-
tune, can be averted by a solemn vow to arrange for the recital
cf a few chapters from Bhagavata. Besides numerous episodical
works based on Bhdgavate there are two complete versions of
this pur@na, written in prose and verse respectively. In all these
versions the commentary by Sridhara-Svami is followed.

(1) Pada-Bhigavata—The translation of Bhigavata Punina
commenced from the first half of the 16th century and it was
initiated by that great reformer Sankaradeva himself® Sankara-
deva could not translate the entire purdna, but a major portion
of it was done by himself. Because of the unique position held
by this purina over Assamese life and society a detailed discus-
sion of its several Books is given below.

Book I—The Sanskrit version of this Book contains nineteen
chapters dealing with the origin of the puriina, the enumeration
of twenty-four incarnations, the story of the birth of Pariksita,
the Pandava's last journey, the chastisement of Kali by Pariksita
and the subsequent fate of Pariksita in consequence of the curse
pronounced upon him by a sage. The purina was originally
narrated by Sukadeva to Pariksita on the eve of his death, but
it was retold in the present form by Sita to the assembly of sages
at Naimisa forest. $ankaradeva himself translated this Book. He

6. As a separate chapter has been devoted to the discussion of Sankara-
deva's life and teachings, no further treatment seems necessary here.
L33
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was a scholar, a poet and a reformer all in one. In his translation
of the different Books of Bhdgavata he has adopted a method of
omission and selection. Some topics have been totally left out,
others have been summarized and still others have been eluci-
dated. The first six chapters of the Book I have been summarized
indicating only the main incidents of those chapters of which the
third chapter dealing with the twenty-four incarnations of Nard-
yana has been totally omitted. The opening benedictory stanza
is also omitted because of its highly philosophical nature, re-
placing it by a simple devotional prayer. Of the remaining chap-
ters, the contents of the 4th 5th, 13th and 15th chapters have
been summarized, Only those topics have been elucidated where
devotional elements enjoining Vaisnavite ideals are predominant.

Book II.—This Book is also a translation by Sankaradeva.
The original Sanskrit version contains ten chapters dealing mainly
with the description of the Virdta Purusa (the Great Being) and
the process of the creation. In the Assamese version the 1st, 2nd
and 5th chapters are practically omitted. The description of the
Virata-Purusa of the 1st and 5th chapters is replaced by a des-
cription of Krsna's bodily grace and charm, and the discussions
on Yoga (meditation) of the 2nd chapter are similarly side-tracked
by a mere passing reference to it, and that too is discredited in
the succeeding lines by emphasizing on Sravane (listening) and
Kirtana (recitation) in preference to any other mode of attaining
or seeking God. In the translation of the 4th chapter, Sankara-
deva makes reference to the different tribes of Assam, who could
even attain salvation by sheltering themselves under the feet of
Krsna. The original texts in Sanskrit have been quoted below:

“Kirdita Hundndhra Pulinda Pukkasd Abhira Kaika-
Yavandkhasadayah |
Ye anye ca pipi yadupdéray@srayih Sudhyanti tasmai
prabhavisnave namah ||
—2/4/18.

(I salute Him, taking shelter under whom the Kinrdtas, Hinas,
Andhras, Pulindas, Abhiras, Yavanas and such other sinners be-
come pure and sanctified).

Sankaradeva has replaced those unfamiliar tribes by the
tribes living in Assam.
“ Kirdta Kachdri, Khasi Garo Miri
Yavana Kanika Goal |
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Acama-Maluka Rajaka Turuk
fuvica Mleccha Céandal ||

Ano papi nara Krsna sevakar
Sangata pavitre hay |
Bhakati labhiya samsira tariyd
Vaikunthe sukhe calay ||
— 2/474-75.

(The Kiratas, Kacharis, Khasis, Giros, Miris, Yavanas, Kankas,
Godlas, Acamas, Turuks, Rajakas (washermen), Kuvdcas (Koces),
Mlecchas, Cangélas and all other sinners get sanctified in contact
with a devotee of Krsna. Attaining bhakti they go to heaven being
emancipated from this world).

In the translation of the Tth chapter the exploits of Rémacandra
and Vasudeva-Krsna are enumerated in details, while those of
other incarnations only are mentioned.

There is another metrical version of Book II composed by
Aniruddha Kayastha in the early part of the 17th century. Ani-
ruddha Kayastha was the grandson of the elder brother of
Madhavadeva, and was a minister of the Koc king Raghudeva
(1584-1591). It seems to be a faithful translation of the Sanskrit
texts. But this work is not so popular as the one composed by
Sankaradeva.

Book III.—The Sanskrit version containing thirty-three chap-
ters, describes, besides cosmogonical matters, the meeting of Mai-
treya and Vidura and the former’s religious instructions to the
latter, the story of the Boar incarnation of Visnu, Kapila's teach-
ing of his mother Devahuti which include amongst others the
S@mkhya doctrine. The translator of this Book is Gopalacarana
Dvija. From the introductory lines inserted within his work it
can be gathered that he was a follower of Damodaradeva (1483-
1598) and lived for some time in the Vaikunthapura Satra of the
latter, He took upon himself the task of translating some portions
of the Bhdgavata Purdna complying with the request of the
Vaisnavas of that Satra, after the demise of Damodaradeva.
Therefore it is probable that he translated this part of the purana
in the later half of the seventeenth century. Gopalacarana Dvija
was not probably an immediate or direct disciple of Damodara-
deva. In his translation of Harivamsa, Gopalacarana introduces
himself as the disciple of Gopila Miéra, a disciple and colleague of
Démodaradeva, In this connection he also refers to Baladeva,
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another close associate of Damodaradeva who succeeded the latter
in the Vaikunthapura Satra. The lines run thus:

Gopila gurur pdve parandmiyd mane |
Baladeva vdkya éire dhariyd yatane ||
Istadevatir dui dhariyd carane |
Padacaya bhane dvija Gopdlacarane ||

(Saluting the feet of his guru Gopala, carefully abiding by
the words of Baladeva and holding the feet of the Benevolent One
Gopélacarana composes these verses).

So far, three works composed by Gopalacarana viz., the 3rd
and the Bth Books of the Bhdagavata and the Harivamsa have
come to light, Gopélacarana respectfully refers to Sankaradeva
as the pioneer reformer and poet in two places’ of his translation.

The first four chapters of the Book III have been briefly sum-
marized by Gopalacarana as the contents of these chapters have
been elaborately dealt with by Sankaradeva in his Anddi Pdtan
and in Vaikunthapraydna episode of Kirtana. The translator him-
self adduces the above reason for summarizing these chapters?®
The remaining chapters have been faithfully rendered into Assa-
mese verses with occasional elucidations here and there. It should
be borne in mind that this Book is one of the most abstruse and
philosophical in nature specially the cosomogonical portions and
the teachings of Kapila to Devahuti. Naturally profound scholar-
ship, with no less poetical genius is necessary to render these por-
tions successfully. Gopélacarana fulfils these conditions. He gives
full scope to the poet in him in the description of Vaikuntha (Bh.,
Chapter XV) or in the narration of the fight between Bariha and
Hiranyidksa (Bh., Ch. XVIII), but he is sober and disciplined in
rendering the teachings of Kapila. But everywhere, be it philo-
sophical teaching, or cosmogonical speculation, the emphasis is laid
on devotion towards Visou.

Book IV.—The original version in thirty-one chapters des-
cribes the sacrifices of Daksa and its subsequent molestation by
the followers of Siva, the self-immolation of Sati, the stories of
Dhruva, Vena and Prthu and Purafijana. This Book was transla-
ted by four poets. The first chapter which describes the genealogy

e&:m?ﬂmad bhigavatha: Book III, verses 692 and 1899 (H. N. Dutta Barua
8. Ibid, V. T67.
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of the daughters of Manu has been translated by one Jayrima who
introduces himself as the disciple of Gopélacarana? possibly the
translator of the third Book. Chapters 2-13 containing the stories
of the sacrifices of Daksa, and of Dhruva, Vena and Prthu are nar-
rated by Kaldpacandra, who wrote under the inspiration of King
Narandrayapa (1540-1580 A.D.). Kaldpacandra is a poet of some
eminence as is evidenced by his flawless translation of the abave
twelve chapters. Radhd-Carita by Kalipacandra is another impor-
tant contribution to Assamese literature. His rendering of the
above stories is free and faultless, with minor deviations here and
there. The narratives of Daksa’s railings against Siva, the moles-
tations of his sacrifice by Virabhadra and of the city of Alaka are
some of the notable descriptions, where Kalapacandra’s poetic
genius finds expression.

The episode of Dhruva has been treated separately by another
poet of the same period. He introduces himself as Visnubharati,
the son of one Kaviratna. Though nothing is definitely known
about him it may be presumed that he is the same Visnu Bhérati
who is mentioned by Raménanda Dvija in his biography of Vamsi-
gopdladeva as a devout Vaisnava and of whom the biographer
Rimananda is the grandson. If this assumption is correct then the
date of the composition of this part of Book IV can be reasonahbly
fixed towards the early part of the seventeenth century. It is also
a free but faithful translation of the original texts without any
deviation in matter. A very beautiful description of the royal city
decorated on the oceasion of Dhruva’s coronation ceremony is the
special feature of this episode.

The last important episodes of Book IV are the allegorical
story of King Purafijana and his subsequent change of sex and the
story of Pricinavarhi and the ten Pracetas. These two episodes
have been translated by Ratnikara Misra, who has to his credit
two other works, viz. Gitd-Kirtana, and Brahma-Gita. Nothing is
definitely known of this Ratnakara Misra. Probably he can be
identified with Ratnikara Kandali, the celebrated writer of Ghu-
nucd Kirtana and a favourite disciple of Sankaradeva, In the later
case, the work is a composition of the sixteenth century. Ratni-
kara Misra’s translation is a faithful and simple rendering of the
original Sanskrit version. The only case of deviation is found in
his translation of the narratives about ten Pracetas where he in-
troduces the story of the conflict between Daksa and Siva.

9. Ibid, Book IV, vs. 1879,
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There is another Assamese version of the last seven chapters
of Book IV, translated by Aniruddhadeva, the founder of the
Mayamara sect. The following account of his life is found in the
biography and genealogy of Aniruddhadeva. Aniruddha’s ances-
tor's name was Mahipéla whe was a local chief at Nardyanpura on
the north of the Lohit (Brahmaputra) river. Mahipédla had four
sons of whom Gondagiri, the father of Aniruddha was the young-
est. Aniruddha is supposed to have been born in 1553 and died
in 1623 A.D. In addition to this work of Book IV, Aniruddha is
eredited with the composition of Bhigavata, Book V and a book
of religious songs. As has been noted above Aniruddha composed
the last seven chapters of Book IV, which depict the episodes of
Purafijana and the ten Pracetas,

Book V.—Book V of Bhigavata contains twentysix chapters.
It begins with an account of Privavrata, Nabhi, Rsabha, Bharata
and his genealogy. It then gives an account of the several Varsas
(regions) and vindicates the superiority of Bhératavarsa. Towards
the end it gives an account of the fourteen Lokas (worlds) of the
Universe with a description of hell. The translator of this Book
is Aniruddha Kiyastha. But he should not be confused with Ani-
ruddha spoken of in connection with the previous Book, although
the latter also composed the fifth Book. Aniruddha Kayastha was
the minister of King Raghudeva (1584-1596) of the eastern Koc
kingdom. In the introductory lines of his translation Aniruddha
respectfully refers to Sankaradeva and humbly presents himself
as the grandson of D@modara, the elder brother of Madhavadeva.l?
Aniruddha’s father’s name was Ramacandra. He composed this
work under the inspiration of king Raghudeva, and completed it
in the year 1602 A.D. (1524 Saka).l!

Book V of the Sanskrit version is mostly written in an ornate
prose style, full of long compounds and imagery. Aniruddha has
admirably translated it into lucid Assamese. His lucid exposition
of chapter XIIT containing an allegorical description of the world
(Bhavdtavi-varnana) bears testimony to his scholarship. He has
fully dealt with the story of Jada-Bharata describing it to the
minutest detail, but reticently summarizes the latter part of the
Book wherein are described the various regions and positions and
movements of the planets and stars. He has completely omitted

10. Thid., Book V, verses 4302-4306.
11. [Ihid,, verses 3176-T7.
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the last chapter (Chap. XXVI) where the horrid description of
hell is narrated.

Two more Assamese versions of this Book, approximately of the
same age, are to be found. One is a work of Aniruddha of the
Mayamard sect and the other one is composed by Harideva. The
latter hailed from Hijo and composed his work at Barpeta when
Damodaradeva was still living there. He gratefully refers to
Sankaradeva also,

Book VI—Out of nineteen chapters of Book VI translation of
fourteen chapters is found in Assamese. No translation of chap-
ters 4, 5, 6, 8, 19 has come to light so far. But the two most
important episodes of this Book, viz., the stories of Ajimila and
Vrttrisura have been fully dealt with. The first three chapters
of the original text describes how Ajamila, a confirmed sinner,
ultimately attained salvation by uttering the name of Narayana
at the moment of his death, though that was the name of his son
only. The story emphasizes the glory and efficacy of Hari-ndma.
Sankaradeva is the translator of this episode. This same episode
in a summary form finds a place in his Kirtana also. Sankaradeva
begins his translation with a vivid deseription of hell which how-
ever forms the subject-matter of the last chapter of the previous
Book, and ends with an eulogy of the Vaisnavite ideals. As it
comes from the masterly pen of Sankaradeva, it reads like an
original work though in reality a faithful translation.

The second episode runs from the seventh chapter till the end
of the seventeenth chapter. It describes the cause that led to the
birth of Vrttrisura as the rival of Indra and his ultimate death in
the fight, From the fourteenth to the seventeenth chapter the
previous life and deeds of Vrtirisura as king Citraketu have been
narrated. Ananta Kandali alias Candra Bharati, one of the most
powerful and voluminous writers of the Vaispavite period, is the
translator of this episode. He has appended a short history of his
family to this composition from which we can gather that his real
name was Haricarana given by his father Ratna Pathak who was a
renowned scholar and expounder of Bhdgavata at the Madhava
temple at Hajo. Haricarana was a prolific writer and gained many
literary distinctions and acquired titles like Candra Bharati, Bha-
gavala Bhattichfiryya and Ananta Kandali? Junior in age, he
was a close associate of Sankaradeva and most probably was a
disciple also. Ananta Kandali is the author of several works of

12. Ibid, Bock VI; verses 5821-5830,
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avhich Bhigavata, Book X (part II), the Rimdyana and Kumérha-
rana-Kdvya deserve special mention.

Vrttrisura-badha episode of Ananta Kandali is literally faith-
ful to the original texts, only the didactic portions appended to
each chapter and the description of the appearance of Visnu to the
supplicating gods in all His divine glory and charm are his own
innovations, But certain unexplained allusions in the original
version have been fully elucidated by the Assamese poet for the
convenience of the readers. The story of Dadhici’s selflessness
and truthfulness in his dealing with the twin-gods Asvinikumé&ra
may be cited in support of the statement. The story has been
fully dealt with by the Assamese poet, whereas this anecdote has
been simply alluded to without being illustrated or explained in
the Sanskrit version.

Book VII.—Book VII contains fifteen chapters of which the
first ten chapters exclusively deal with the famous story of Prahlada
and the Man-lion (Nara-Simha) incarnation of Visnu, the remain-
ing five chapters describe and enjoin different types of Dharma
(duties) to be followed by peoples of various castes and Asramas
(stages of life). Kesava Kayastha, the grandson of Bangafagiri,
& brother of Sankaradeva is the translator of this Book® From
the manner of treating the philosophical topics, Kesava Kayastha
seems to be a scholar of some eminence. He has fully dealt with
the story of Prahlada without omitting anything. But the last five
chapters of the Book have been summarized in a nutshell, as the
materials of this portion are lifeless didactic teachings.

Book VIII—This Book containing twentyfour chapters treats
mainly of the following topies: (i) Griha-Gajendropdkhydna
(wherein are desecribed the fight between the griha (the alligator)
and the gajendra (the king of elephants) and their ultimate eman-
cipation); (ii) Amrtamanthana (the churning of the ocean by gods
and demons for nectar): (iii) Balichalana (wherein is deseribed
how Bali the king of demons was outwitted by Vamana, the Dwarf
inearnation of Visnu). The above three episodes practically cover
the entire Book excepting the first and the last chapter. Three
different Assamese versions of the first episode are known so far,
comnosed by Sankaradeva, Gondlacarana Dvija and Kesava Kavas-
tha respectively.!* Sankaradeva's version is incorporated in his

13, Ibid, VII, verses 10046-10052.
14. For biographical sketches of Gopélacarann and Kesava Kiyastha, see
discussion on Book IIT and VIL
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Kirtana and therefore deserves separate treatment, Gopélacarana’s
version is more detailed. Besides translating the first four
chapters containing the accounts of four Manvantaras and
Graha-Gajendropakhyana with minute details, Gopalacarana gives
a rapid survey of the contents of the next ten chapters, viz. the
Amritamanthana episode and finally concludes with an account of
the different Manus narrated in the fourteenth chapter15

The second episode, viz., Amrtamanthana episode, 'runs
from the fifth to the thirteenth chapter of the original version. The
Assamese version is composed by Sankaradeva. It is a free
rendering of the original abounding with poetical, as well as popu-
lar touches, as such it partakes of the nature of an original work
but for the retention of the original narratives and descriptions in
the midst of his own descriptions. Wherever the story element
predominates, his imagination finds its full scope. The story of a
snake and a mouse (Sarpa-musika Kathd), the entry of gods into
the audience chamber of Bali, and the reception they received
there, the emergence of Laksmi from the ocean and her choice of
huskand, the beauty of Mohini and the ludicurous behaviour of
Siva towards her, the graphic and pictorial beauty of the Upavana,
are some of the narratives and descriptions, indicative of the poet’s
genius and originality.

The Balichalana episode runs from the fifteenth to the penulti-
mate chapter, and is a translation by Sankaradeva. Like the
previous episode, this one also contains many original deseriptions
though there is no vital deviation in matter from the original, The
order of the development of the story and the incidents thereof
are entirely taken from Bhdgavata. The element from Vémana
Purdna which the poet has acknowledged to have introduced is
negligible® The description of Sutala (the nether world) to-
wards the concluding part is the only conspicuous element of
Vamana Purdna. The vivid description of Amaravati, the object
and pitiable plight of gods in their exile and a few more descrip-
tions of the Assamese version are original.

Book IX.—This Book of the original version consisting of
twenty-four chapters relates the history and genealogy of the
solar and lunar dynasties with the exploits of some of the nota-

15. As T have not got the opportunity of going through Kesava Kayastha's
version, details could not be supplied.
16. Chapters 23-31 and 76-95 of the extant Vdmana Purina narrate the
Balichalana episode,
L 3
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ble kings. The following are some of the important episodes narra-
ted in this Book — (i) The story of Sukanya, (ii) the story of
king Ambarisa and Durvasa, (iii) deeds of the notable kings of
the family of Iksiku, (iv) exploits of Kartaviryirjuna and his
conflict with Parasurama, (v) the story of Yayati, Devayani and
the genealogy of Puru. Kesava Kayastha already mentioned in
Book VI, entirely translates this part of Bhagavata. His trans-
lation is faithful and literal as far as practicable. Only on few
occasions he has deviated a little from the original texts. The
notable deviation occurs in narrating the story of King Harié-
candra. Here immediately after describing the incident of Haris-
candra’s human sacrifice to Varuna to grant him a son, the poet
goes on to narrate the episode of HariScandra’s gift to Visvamitra
and his subsequent fate, culminating in his servitude under a
Candila. The latter episode does not form a part of Bhagavata
Purdna; it has been introduced from Mdrkandeya Purina, In
narrating the story of the R@mdyana described in the tenth chap-
ter of the original the poet takes more liberty. Similarly refer-
ences to Nahusa’s turning into a python, the curse pronounced
by Kaca upon Devayini, have been adequately illustrated or
elucidated in the Assamese wersion. But the uninteresting
genealogies have been briefly passed over.

Book X.—This is the most important and popular part of
Bhagavata. Its popularity can be imagined from the fact that the
entire Bhigavata is sometimes popularly though erroneously call-
ed Dasama. The principal cause of its immense popularity is that
in this Book the life and deeds of Krsna, the one and the only
adorable God of Assamese Vaispavites, have been depicted, It
is imperative for an Assamese Vaispava to recite some portions
of the Book as a part of his daily devotional routine,

The original text contains ninety chapters depicting the life
and deeds of Krsna to the minutest detail, from his birth till the
end of his mortal career; the actual death is shown in the next
Book. Synchronizing with three stages of Krsna's life, this Book
has been translated in three paris, ie. (i) Adi-Daseme (Dasama,
Part 1), (ii) Madhya-Dasama (Part II) and (iii)) Sesa-Dasama
(Part III), by Sankaradeva and Ananta Kandali, respectively.

Adi-Dasama covers the contents of the fortynine chapters of
the original version beginning from the birth of Krsna, till the
episode of Gopi-Uddhava-samvada. It comes from the facile pen
of Sankaradeva. This part of Bhdgavata by Sankaradeva truly
reflects his poetic genius by its wealth of details, mastery of style,
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adequate and proper illustrations, homeliness of language and
effective creation of atmosphere. He has amply demonstrated
here his power of selection and omission of details narrated in the
original version, without any wital deviation, The emphasis
of the Vaisnavite ideals, supremacy of the Bhakti-cult, glory and
charms of the Adorable One, profusion of prayers and hymns, and
homeliness of atmosphere are some of the important features of
his translation. A tendency to avoid abstruse philosophical ele-
ments could be discerned in his translation, but those which seem
to him unavoidable have been made lucid as far as possible. The
following translation placed alongside the original texts will be
helpful to get an idea of his translation.

Ekayanah asau dviphalastrimiilah caturasah paficavidhah
saddtma |
Saptatvagastavitapo naviksa dafacchadi dvikhagah dadi
brksal |
10/2/27.

(This primal world-tree has one prop, two fruits, three roots,
four kinds of juice, five differentiations, six vital elements, seven
kinds of coverings, eight branches, nine eyes or holes and ten
leaves having two birds on it.)

The Assamese rendering runs thus:—

Prakrti dérayi dche ddi brksa
sukha dukha dui phal |
tini guna mila artha ciiri rasa

siphdye indriya val |
chaye #rmi datmd sita dhdtu chala
éikhaye dtha Prakrti |
dade viyu pdta Ifa jiva dui
paksi thake tita niti ||
(Adi-Dasama, Vv, 10489-10430).

(This primal world-tree resting upon Prakrti has two fruits in
the shape of happiness and misery, Three gunas (Sattva, Raja
and Tama) are its main roots, four ideals of life (Dharma, Artha,
Kdma and Moksa) are its juice or sap and the senses are its off-
shoots of the roots, six elements (sorrow, death, hunger, thirst,
ete. known as Urmis) are its soul or vital organ; seven Dhétus
(skin, blood, flesh, fat, hones, marrows and semen) as its cover-
ings, eight Prakrtis (five gross elements, mind, ego and intellect)
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are its branches, ten types of winds (Pdna, Apdna, Vydna, etc.)
are its leaves. In this world-tree always reside two birds—the
finite and the infinite soul (God).) Sometimes, with a view to
add a lustre to the original picture Sankaradeva is seen to add a
few more striking metaphors or images in the translation. A
specimen of such a description with added gleam is quoted below,
along-side the original lines,

evam sanmihayan visnum vimohan visvamohanam |
svayaiva mayaydjs'pi svayameva vimohitah ||
tamydm temovannaih@ram khadyotarccirivahani |
mahatitaramayaisyam nihantydtmani yuijatah ||

— 10/13/44-45,

(Thus trying to enchant or bewilder Visnu who is devoid of
all ignorance or illusion, but on the contrary keeps the world in
illusion, the creator Brahma got himself puzzled and bewildered
by his own magical or illusory power. O King, just as a few atoms
of fog cannot envelop the darkness of the night but rather got
itself enveloped by the latter; just as the gleam of fire-flies cannot
express itself in the broad daylight, because of the powerful rays
of the sun, similarly an attempt to outwit a greater personality
by a lesser one reacts upon the latter adversely.)

The Assamese version runs thus:—

eko sira nisira napinta mane guni.|
Krsnaka mohante moha bhailanta apuni ||
nisabada vidhi buddhi smiriti putila
apondra Sare yena apuni phutila ||
mahantaka mayd kari dpondka ndse |
Siirya dge yena jui-Gngni prakdse ||
Sdgarara dge ksudra nadi kare cati |
badaba agnira dge yena phiringati ||
pracanda viyuka rodhe dimalura tuld |
Meru parvatara dge yena fiiculd ||
Mugalara dge dandi kare uduphéli |
simhara dgata yena muse mele tali ||

sehi mate Brahma mdyd kariya Krsnata |
bhailanta @puni pice smrti buddhi hata ||

(Trying to outwit Krsna, Brahma himself became bewildered.
He could not make out what was real and what was unreal, The
intellect and memory having failed, the creator was at a loss;
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words failed him. He was as it were pierced by his own arrows.
He undid himself by attempting to deceive the Great Qne. Like
a piece of tiny burning fagot trying to outshine the midday sun,
like a streamlet trying to outbid the mighty ocean, like a piece
of cotton trying to prevent a heavy gale, like a tiny spark before
a wild fire, like an ant-hill before the Meru mountain, like a small
stick trying to outmanceuvre a heavy cudgel and lastly like a
mouse trying to rend a patch in the very presence of a lion,
Brahma similarly attempting to overpower Krisna by his mdyd,
himself bewildered and stupefied lost his memory and intellect.)

The childish pranks of Krsna with his mother and playmates
the frightful image of Kali-niga, the allegorical description of the
beauty of the rainy and autumnal seasons, the portrayal of the
erotic dalliance of Krsna with the milk-maids and the latter’s
intense grief at separation from the beloved one, are some of the
rare gems of early Assamese literature, which speak of the genius
of the translator,

Madhya-Disama and Sesa-Dasama, ie., the middle and last
portions of Bhidgavata are the productions of Ananta Kandali, The
incidents narrated in chapters 48-81 of the original Book come
within the scope of Madhya-Dasama and the contents of the re-
maining chapters come within the purview of Sesa-Dasama. In
the concluding lines of Sesa-Dasama, Ananta Kandali gratefully
remembers Sankaradeva, who was no more in this world when
he completed this work.

dchila kdyastha Krsna -kinkara Saikara |

teho Bhagavata-kathd racila sundara ||

yata hante bhaild Krsna kathdra prasiddhi |
jinileka loke bhakatise nava nidhi ||

sifo mahantara kata kahibo mahata |

yira Krsna katha gite vydpile jagata ||

namata kiyastha mahd Harita bhakata |
Krgna smari mari sthita bhaila Vaikunthata ||

(There was a servant of Krspa, Kayastha in origin, Sankara
by name, He composed in beautiful verses the legends of Bhdga-
vata and from whom the deeds of Krsna became popular, and the
people became aware of the inestimable value of Bhakti How
can I express the greatness of that noble one whose songs and
compositions spread far and wide? Kayastha in name only, he
was a great devotee of Krsna and meditating on Hari breathed
his last))
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Sankaradeva died in 1568 A.D., and hence Ananta Kandali
must have finished his work in the latter part of the 16th century.
The immediate inspiration and help for composing the Bhdgavata
came from one influential man of Hajo, Kusuma Dalai by name,
whom the poet has described as the ‘servant of Kesava' and his
relation with the pious beings was like the relation of the full-moon
to lilies,

Ananta Kandali also followed Sankaradeva's method of trans-
lation. A few examples of his deviations and elucidations are
noted. The story of Revati’s marriage with Balarima is narrated
in the 9th Book of the Sanskrit Bhigavata. It does not form a
part of Book X. But Ananta Kandali in course of his narration
of the different marriages of Krsna describes the marriage of
Revati with Balarama also. The Rukmini-parinaya episode of
Ananta Kandali narrated in chapters 52-54 of the tenth canto
bears certain influences of Sankaradeva’s Rukminitharana Kéavya
where certain elements from the Harivamsa are introduced. The
birth of- Pradyumna which immediately follows the narration of
Rukmini's marriage in the original source, has been pushed back
to a subsequent place instead of immediately describing it after
Rukmini's marriage. The language and narration of his Syamanta-
harana episode has also a certain resemblance with Sankaradeva's
description in Kirtana. In the Parijataharana episode the poet
following Harivarifa introduces war between Indra and Krspa
singularly absent in Bhégavata Purina. Then again in his treat-
ment of the Usi-harana episode the poet takes recourse to Hari-
vaméa by introducing Narada, who initiates Citralekhd into the
mystery of a magic by practising which she eould feteh Aniruddha
from the well-guarded city of Dvaraka unobserved. In the trans-
lation of the Riajastiva episode (criginal 10/70-73), Ananta Kan-
dali, freely introduces descriptions from the Mahdbhdrate descri-
bed in the Sabh&-Parva. The description of the procession of
Yadavas from Dvéraki to Indraprastha, the decoration in the city
of Indraprastha to receive Krsna, words exchanged between Krsna
and Jarasandha on the eve of the battle, the detailed deseriptions
of the rituals of the Réjasiiya sacrifice, the birth story of Jarisan-
dha, Sisupéla’s vulgar and uncontrolled words against Krspa
during the sacrifices, are some of the incidents where Ananta Kan-
dali deviating a little from Bhdgavate introduces his own elements
as well as from the Mahabhérata.

Sesa-Dasama of Assamese poets includes the last nine chapters
(82-90) of the original Bhagavata, of which, the incidents narrated
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in chapters 82-85 dealing with Krsna's pilgrimage to Kuruksetra,
his reunion with Nanda and Ya&5da there, the description by the
wives of Krsna about their respective marriages and the recall of
Daivaki's seven dead sons from the nether region by Krspa and
Balardma, are collectively known as Kuruksetra. The extant
Kuruksetra is the composition of Saikaradeva. It is generally
supposed that Ananta Kandali being aware of this work of San-
karadeva left it out of his scheme of translation., Nowhere in
the published Kuruksetra portion of Assamese Bhigavata, the name
of Sankaradeva appears, only his usual epithet Krsnara kinkara,
expressive of his humility appears in two places. On the other
hand it will be a wrong supposition if we consider that Ananta
Kandali dropped this episode from his scheme of translation only
because Sankaradeva had handled it previously. In that case he
would have avoided many other episodes treated by Sankaradeva,
Tradition supported by medieval hagiographies speaks that Ananta
Kandali translated entirely the second and the third part of Book
X. Most probably Ananta Kandali's translation of this part of
Bhdgavata went out of vogue because of the popularity of Sanka-
radeva’s version. The extant and published Kuruksetra episode
deals in greater length the contents of chapter 83 of the original
version. Here several wives of Krspa have narrated their mar-
riage episodes in the presence of Draupadi and other women of the
Euru dynasty. But the next few chapters (chapters 86-90) have
been translated by Ananta Kandali In the Subhadraharana
episode he again freely introduces incidents and descriptions from
the Adi-Parva of the Mahdbhidrata.

There is one more metrical version of Book X, composed by
Pitimbara Dvija in the middle part of the sixteenth century.l?
Fitambara translated this part of the Bhdgavata at the instance
and under the patronage of Prince Samara Sifha, son of king
Viswasimha of Koc-Behir. Prince Samara Sinha was no other
than Sukladhvaja who secured that title on account of his martial
aualities. Prince Sukladhvaja, the patron of the poet, died near
about 1570 A.D.; it seems therefore this work must have been
begun before the above date, Early Assamese hagiographies
make mention of Pitambara as a contemporary poet of Sankara-
deva. He was a resident of Kamatipur, within the state of

17. Ms. No. 58, Cooch-Behar State Library (Assamese and Bengali
Section).
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modern Cooch Behar, Pitimbara's version of Book X never came
to be popular in Assam, because of the existence of Saikaradeva's
Version.

Book XI—Book XI consisting of thirty-one chapters deseribes
mainly the self-déstruction of the Yadavas, discourses between
Krsna and Uddhava on religious and philosophical topies, and
Krana's death. Sankaradeva has translated chapters 1-T, 10-13,
20.31 in toto without any omission, while chapters 8, 9, 14-28 have
been practically omitted. These chapters contain discussions on
various topics which are not in conformity with the Bhakti cult
preached by Sankaradeva. For instance, discourses on Samkhye,
Yoga, Dhyiina, Sariinydsa and Karma described in the above chap-
ters are useless from the point of view of a Vaignavite reformer
and hence these chapters have been practically left untranslated.
On the other hand there are certain matters in the Assamese ver-
sion which we do not find in the Sanskrit original. In the Sans-
krit version Book XI concludes with the death of Krsna and the
subsequent events regarding his wives and parents are not rela-
ted there. The Assamese version relates in detail the grief of
Arjuna when he comes to rescue from the flood-affected city of
Dwaraka the old and infirm men and women, the death rites per-
formed by the wives of the Yadavas at Prabhasa, the forcible
abduction of the wives of Krsna by the uncivilized cowherds from
the protection of Arjuna, sorrows of the Pandavas hearing of the
fate of the Yadavas and their last journey to heaven, the meeting
of Uddhava and Vidura on the banks of the Yamuni and the
latters’ journey to Badarikésrama with Géndhari and Dhrtarastra
to meet Maitreya as suggested by Krsna before his death. These
subsequent events are taken from Book 1/13 and III/1-5 and have
been incorporated here to give a complete history of the Yadavas
and their relatives, so that nothing may be left to the imagination
of the readers about their ultimate fate. The foreible abduction of
the wives of Krsna by the Abhiras and the self-immolation of the

former are inserted perhaps from the Musala-Parva of the Maha-
bharata.

Sankaradeva's translation of the first chapter of this Book is
more graphic and vivid. A beautiful specimen for proper appre-

ciation is given below side by side with the original slokas from
Bhéigavata:

te vesnyitvd sirivedaih Sdmbam Jadmbavatisutam |
esi prechati vo viprd antarvatnyasiteksana ||
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pragtum vilajjati siksdt prabritamoghadarsandh |

prafosyanti putrakdmd kimsvit sofijonayisyati ||
evam pralabddhd munayastaniicuh kupitd nrpa
janayisyati vo mandd musalam kulandsanam ||

(Having bedecked Samba the son of Jambavati with womanly
garb they (Yadavas) approached the sages and asked, “ O Brah-
mans, you who are endowed with true vision please tell this preg-
nant black-eyed lady who in spite of her intense desire, feels cer-
tain delicacy to ask whether she would give birth to a male or a
female child." The sages being enraged at this cunning behaviour
told them that she would bring forth a pestle which would bring

—11/1/15-16.

destruction to their family).

Sankaradeva paints this incident more realistically and vividly

by introducing popular elements into it:

L 35

Jambavati-suta Sdmba ndme kumdraka |
stri kice kacdi mandileka fariraka ||
pindhdild pravandhe dhari divya neta $fri |
bandhild uechala khopd puspacaya dri ||
jvalai gandasthale cary karnara kundale |
hatata balayd sdnkha sitesari gale ||
kankilata mekhald unnata stanabhdra |
ophanddild peta garbhdvatira dkdra H
fikhata sindura pive pindhdild nipura |
saghane bhojana kare tdmbula karpura ||
madhya kari ydi yata yadava kumdra |
hanthibika napdre garbhara yena bhira ||
mathdta odani atifaya lajjdvati |

lahu lahu gamana gambhira gajagati [l
katdksa nayane odve kari layaldsa ||
katoksane pdila vsi samajydra pasa ||

ndhi hisi rasa yena save suvinita |

janu Sire prandmild pariyd bhamita ||
prandmiyd garbhdvafi parama hutdde |
mdthdta odani laiyd raild ekapase ||
pice Yadugana avanata kari kiya |
karayode bole rsi samajydka ofi ||
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tumi save maha mahd muni sarvajan |

ciri veda coudha Sistra karvichd vydkhydn ||
dekhiyoka ito stri dsi dche kdje |

dpuni nosodhe katha tomdsdta ldje ||

sodhdve amiira mukhe Suniyo samprati |
piirpa daa mdsa ito nari garbhavati ||
upajive &ifu kivd kahio bicari |

putra abhilise tomdsita sodhe ndri ||

kivd haibe putra kivd jiu haibe jdta |

gani padhi rsisava kahiyo dmdta ||

(Prince Samba the son of Jimbavati having been dressed with
womanly garb, was further decorated in his person in the fashion
of a girl. He was made to put on a beautiful silken sari and his
artificial braided knots of hair were decorated with flowers, His
cheeks were adorned with beautiful ear-rings hanging from the
ears, his hands and neck were adorned with bangles and neck-
laces. He was attired with a mekhala and had protruding breasts.
The abdominal portion was made to look like that of a pregnant
woman. He had vermilion marks on the parting of his hair and
anklets in his feet. He was constantly chewing betelnuts, walked
with a leisurely gait, due to the pressure of the womb, as it were,
amongst the princes of the Yadava clan. With a veil over the
head he feigned delicacy befitting a woman, and walked with a
slow gait. After sometime, they reached the assembly of sages.
Casting aside light-heartedness and with due humility they salu-
ted the sages with bended knees. The pregnant woman also after
due salutation stood aside with her veil drawn. Then the princes
with bended body and folded hands began to address the assemhly
of sages in the following way: *You are all great and omniscient
sages and you have interpreted and explained the four Vedas and
fourteen scriptures. Behold, there is a woman, who though eager
to know, vet out of womanly modesty has not ventured to ask
you what she intends to know. She is carrying a child of ten
maonths in her womb and is desirous to know the sex of the child
she is carrying. Kindly let us know whether she would give birth
to a male or a female child.")

The specimen will show to what an extent popular touches
were introduced to enliven the descriptions,

The Assamese translation of the second to the fifth chapter
of Book XI is known as Nimi-Navasiddha Semvdd, and has bheen
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popularly treated as a separate work, at it were, The reason for
assigning it a separate and independent place is the predominance
of the elements of Bhakti illustrated through the discourses be-
tween King Nimi and nine saintly sons of Hsava,

Book XII.—The twelfth Book comprising thirteen chapters
of various topics, including the genealogy of the Lunar race, the
duties to be observed in different ages, the origin and classification
of the Vedas and the purdnas, the description of Vyilhas, the
number of slokas in various purénas and a short review of Bhaga-
vata as a purana by way of retrospect.

It is translated into Assamese by Sankaradeva and like the
two previous Books most probably composed between 1550 and
1568 A.D. Chapters 1, 7, 11 and 13 of the original text has been
omitted in the Assamese version. So far as the translation of
other chapters are concerned, there is a slight deviation in the case
of the 5th chapter. In this chapter the death of Pariksita by
snake-bite has been described, and in course of this description,
the conflict- between Kaiyapa, a Brahman physiclan, expert in
curing snake-bite, and Taksaka a dreadful serpent, is narrated in
detsils, probably taken from the Mahdbhérata (Adi-Parva). The
conflict is hinted at in Bhdgavata, but the details are lacking.

Lastly, Sankaradeva seems to have avoided purposely the des-
cription of the Caturvyihas (Chapter 11) as the Vyithas have no
place in the theology of Assamese Vaignavism, and facts narrated
in other omitted chapters are also unnecessary from the point of
view of the Vaisnavite reformer.

II. Kathd-Bhiagavata:

In the preceding sections we have discussed about the metrical
version of Bhdgavata Purdna. There is another important version
in prose written in the sixteenth century. Prose as the medium of
literary expression is rarely to be found in the medieval religious
literature of India. But in Assam prose is being used as the me-
dium of literary expression, consistently and continuously from
the sixteenth century onwards, Kathd-Bhdgavata or the Bhiga-
vata in prose is the pioneering work in this respect. In Assamese
popularly Kathi means speech whereas in Sanskrit it means a
story written in prose. Any work written in the syntax of the
ordinary speech was termed Kathd in Assamese!8

18. In Jain literature mlso, prose works are termed Kathds.
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The founder of Assamese prose literature is Bhattadeva, who
by his prose translations of Bhagavata Purina, Bhagavata Gitd,
and Ratndvali paved the way for the future development of reli-
gious prose in Assam. Bhattadeva's real name was Vaikuntanitha
Kaviraina Bhigavata Bhattacarya. He was born about the year
1558 A.D. and died towards the fourth decade of the seventeenth
century. He was the most devoted disciple of Damodaradeva, the
founder of the Damodari sub-sect of Assamese Vaisnavism. Bhat-
tadeva was a renowned Sanskrit scholar and has left a Sanskrit
work called Bhakti-Viveka on the doctrines of Bhakti, besides a
few other works in Assamese prose and poetry. Prose translations
of Bhigavata Purdna, Gitd and Ratndvali were made by him at the
request of Damodaradeva, his spiritual guide. The work of trans-
lating Bhagavata was begun in 1593 A.D,. and finished in 1597 A.D.

The prose employed by Bhattadeva in his translation of Bhi-
gavata is not the spoken language of the time. It is an artificial
literary language, being a blending of spoken and artificial forms,
similar to the language employed in the metrical translations. The
diction is overloaded with Sanskrit words and the language is far
less homely and occassionally verges to the point of obscurity. But
considering the nature of the work and the absence of a model
prose before him Bhattadeva's pioneer attempt cannot but be ad-
mired. Though his language is marked by the predominance of
Sanskrit words, yet he tried his best to make his sentences simple
in construction avoiding complex or compound sentences as far as
possible. The sentences of Kathd-Bhigavate are not only well-
balanced but rhythmic as well.

Katha-Bhagavata is the product of the one single writer, as
such its treatment is more systematic, Unlike the metrical version
where many chapters of the several Books have been omitted,
Bhattadeva has not omitted or left out any chapter of the original
Sanskrit version. Throughout the entire purna he has followed a
summary process of translation by avoiding lengthy details and
focusing only on the principal matters, Sanskrit slokas which have
incorporated the main contents of each chapter have been faith-
fully and literally translated, and nowhere extra-devotional ele-
ments have been allowed to predominate,

III. Summaries and Gists of Bhidgavata Purana:

(a) Kirtana: The most important summary of Bhigavata is
Kirtana composed by Saiikaradeva in the earlier part of his reli-
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gious and literary career. According to Daityéri Thakura, the
celebrated biographer of Sankaradeva, Kirtana was composed when
Sankaradeva was living at Bardowd, where he spent the early part
of his life, and hence the date of its composition can be safely
placed in the first half of the sixteenth century. Originally Kirtana
was not a single book as at present, its different episodes were
treated as separate works, having the same style of composition.
After the death of Sankaradeva, Madhavadeva, his favourite des-
ciple with the help of his nephew Ramcarana Thakura collected the
different episodes of Kirtana from various places and arranged the
different episodes in a systematic order to give the stamp of one
book. Thus the present Kirtana is a composite work having seve-
ral independent episodes. The only connecting link between the
different episodes is the style of composition. Kirtana as the very
name suggests is written for chanting in the congregational prayer
and hence each chapter invariably contains a refrain (Ghosd)
followed by narrative couplets, The following are the episodes in-
corporated within Kirtana:

1. Caturvimsati avatdra verpanpd (a brief description of the
twenty-four incarnations of Narayana).

2. Naméparddha varnand (offences against chanting the names
of Hari).

3. Pasanda mardana (chastisement of heretics).
4. Dhyina vernand (description of Krsna and of the celes-
tial region),

3. Ajamilopikhyana (the story of Ajamila from Book VI of
Bhagavata Purdna).

6. Prahlada Caritra (the story of Prahlida from Book VII of
Bhéagavata Puriina).

1. Gajendropdkhyina (the story from Book VIII of Bhiga-
vata Purdna).

8. Haramchana (the story from Book VIII of Bhagavata
Purédna).

9. Bali-chalana (the story from Book VIII of Bhigavata
Purina).

10. Sisulila (early exploits of Kysna from Book X of Bhiga-
vata Purdna).

11. Rasa-Krda (Krspa's dalliance with milkmaids from the
10th Book of Bhagavata).
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12. Kansa-badha (Killing of Kansa from 10th Book of Bhi-
gavata) .

13. Gopi-Uddhava Sawmvdda (message of Uddhava to the milk-
maids, 10th Book of Bhigavata).

14. Kujir Bdnci-purana (fulfilment of the hunchbacked
girl's desire, 10th Book of Bhdgavata).

15. Jardsandha-Yuddha (From the 10th Book of the Bhiga-
vata).

16. Kila-yavana Badha (the death of Kalayavana, 10th Book
of the Bhigavata).

17. Mucukunda-stuti (Mucukunda's prayer from the 10th
Bock, Bhigavata).

18. Syamanta-harana (the rape of the Syamanta jewel, 10th
Book, Bhagavata).

19. Néradara Dydrakad-dardana (Narada's visit to Dwvaraks,
10th Book, Bhagavata).

20. Vipraputra-inayana (revival of the dead son of a Brahman,
10th Book, Bhégavata).

21. Vipra Ddmodarikhydna (story of the Brahman named
Damodara: 10th Book of Bhdgavata).
22. Veda-stuti (hymns by the Vedas, 10th Book, Bhigavata).

23, Daivakir Putra Anayane (Bringing back to life the dead
sons of Dajvaki; 10th Book, Bhdgavata).

24, Lild-mild (a review of the exploits of Krsna deseribed in
the 10th Book of Bhégavata).

25. Sri-Krgnar Vaikuntha-praydna (the return of Krsna to
Vaikuntha; 10th Book Bhéigavata).

26. Sahasra-ndma-vrttdnta (the origin and efficacy of the
thousand names of Vispu from Padma Purdna).

27. Oresa-Varnana (the description of the origin of the Jaga-
néatha temple from Brihma Purdna).

28. Ghunucd Kirtana (the story of Krsna's visit to Ghunuca
(Gundica), the daughter of Indradyumna, from Jaganndtha
Purina).
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Excepting (2), (3), (26), (27) and (28), all other episodes are
taken from Bhdgavata Purdna, the second part, viz. Namdparddha
Varnana is taken from the Svarga Khanda of Padma Purdna and
the part three is a gleaning from different sources. The twenty-
sixth (Sahasrandma Vryttdnta) and the last part (Ghunued Kir-
tana) are not the compositions of Sankaradeva., Perhaps these
were later on incorporated into Kirtana, keeping in view the
similarity of form and motif. Sahasra-ndmavrttinta from Padma
Purina is the composition of Ratnfkara Kandali, a Brahmin dis-
ciple of Sankaradeva. This part of Ratnidkara Kandali like other
parts of Kirtana composed by Sankaradeva, is marked by the luci-
dity and dignity of style. But Ghunuci-Eirtana composed by
Sridhara Kandali, the celebrated poet of Kankhowd, lacks the dig-
nity and devotional fervour which characterizes the other parts,
and hence it is not considered by the orthodox section of the Vaisna-
vites as a genuine part of Kirtana. This episode of Visnu visiting
the house of Ghunue, as stated by the writer, is taken from Jagan-
ndtha Purdna, perhaps an upapurina written for popularising the
cult of Jagannitha at Puri, This same episode is also found in the
Utkala-Khanda of Skanda Purdna. The Oresi Varnana episode of
Kirtana composed by Sankaradeva has for its source the chapters
44-51 of Brahma Purdna. It describes the legend about the origin
of the Jagannitha temple at Puri. Assamese translation avoids
lengthy details of the original as far as possible.

From the above accounts it is clear that Kirtana barring two
or three episodes or parts, is a summary, of the principal episodes
of Bhigavata legends. This work of Sankaradeva excels all his
other writings in popularity. The loftiness of ideas, the lucidity
and dignity of expression and the devotional fervour rank it above
all other religious works of the mediaeval period.

(b) Guunamaild: Itisa gist of the 10th Book Bhdgavata Purina.
It enumerates as briefly as possible the principal exploits and deeds
of Krsna and is intended for daily recitation. In conformity with
the littleness of its volume the metre employed here is also of
short measures each consisting of six syllables. There is a story
narrated in the mediaeval biographies about the origin of this little
volume. The Koc King Naraniriyana (C. 1540-1580) one day
asked the scholars present in his court to bring the next day an
elephant within a small basket. This puzzling behest put the
whole band of scholars in bewilderment. Sankaradeva who was
also present on that occasion brought the next day a handy gist of
the 10th Book of Bhdgavata contained in a small basket with a
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picture of an elephant painted on the surface. This ingenious
device of Sankaradeva greatly pleased the king who thereupon
made Sankaradeva the leader of his court-pundits. From the
story it can at least be inferred that the work was composed to-
wards the latter half of the sixteenth century.

(c) Bhagavata-Ratna: It contains the summary of each chap-
ter of Bhigavata in two or three lines and thus gives in a nut-shell
all the legends of Bhagavata Purdna. The poet begins with the
legend about the origin of Bhdgavata and then describes Sridhara-
svami’s contribution towards the spread of the teachings of the
purana.

Kali kile Sridhara Svdmira prasidata |
bidita bhaileka ito Bhirata madhyata ||
dno budhagane dra fikaka karild |
Svdmira fikiise sarvadefe pracdrilda ||
sehi Svdmidevara tikdka anusari |
Bhéagavata bakhinanta Sankd parihari ||

(Through the grace of Sridhara, Bhdgavata became known through-
out India. Others have written commentary on it, but only Sri-
dhara’s commentary found ready acceptance in all countries. Fol-
lowing his commentary Bhigivata is being explained without
diffidence).

The writer of this gist of Bhdgavata Purdna is Visnu-Bharati
who also translated the episode of Dhruva of Book IV.

(d) Kathd-Sitra: This work also eontains a comprehensive
index of the whole of Bhdgavata, It summarizes briefly all the
twelve Books and states briefly all the different topics explaining
here and there the important and difficult passages and writing
notes on such words as are considered to be difficult. It is writ-
ten in Assamese verse. The author introduces himself as the dis-
ciple of Harideva, who was the founder of the Haridevi sub-sect of
Assamese Vaisnavism. Bhagavaticirya by which name the
author speaks of himself is most probably his epithet. His father's
name was Hari Misra. In the closing lines of his work he mentions
two other works, viz., Satvatatantra and Gitdsdra, composed by
him. Harideva, the spiritual guide of Bhagavaticirya flourished
in the sixteenth century and hence the date of this work may
reasonably be placed in the early decades of the seventeenth cen-
tury,
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IV. Kavyas based on Episodes of Bhdgavata:

The Vaispavite poets did not remain content with mere trans-
lations of the purfinas, they further developed the interesting epi-
sodes into independent and self-contained kiivyas. In the treat-
ment of these episodical kivyas we find the Vaisnavite poets giving
free scope to their imagination. In the portraiture of characters
and in the creation of proper setting or back-ground, national traits
and local colours were freely introduced with a view to atiract
the popular mind. The most important kiivyas based on the epi-
sodes of Bhigavata are (1) Rukmini-harana by Sankaradeva, (2)
Rajastiya by Madhavadeva, (3) Kumdra-harana by Ananta Kandali,

(a) Rukmini-harana: It is one of the most widely read kavyas
in Assamese. According to medieval biographies of Sankaradeva
it is written in the early part of his literary life. This statement of
the biographies can be support also from the internal evidence of
the kiivyas. Here Sankaradeva describes in detail the history of
his family with a eertain pride and gusto which we naturally ex-
pect from a youthful writer; but in his later works he is very
reticent about his personal history. Its style is marked by youth-
ful vitality having a special bias for imaginative details. Con-
sidering these its composition may be placed in the first half of
the sixteenth century.

Rukmini-harana Kdvya derives its principal materials from
the 52-54 chapters of the Book X of Bhagavata Purdna, Besides
the contents of the above chapters certain descriptions from the
Rukmini-harana episode of Harivamsd have also been introduced.
The influence of Harivarhéd may be specially discerned in the des-
cription of the coronation ceremony of Krspa performed by the
king of Kosimbi to undo the evil design of the assembled kings
at Vidarbha who decided not to offer any seat to Krsna as he was
not a king. These jncidents of the coronation of Krsna are nar-
rated in the Harivarsa, 2/48-50.

The importance of the kivya lies in its life-like characters,
lively dialogues and brilliant descriptions of various scenes. Assa-
mese life and manners are cleverly reflected in this poetical com-
position of Sankaradeva.

(b) Réjasiiya Kavya: Madhavadeva (1489-1596), the able and
faithful disciple of Sarikaradeva composed this kivya mainly deriving
his materials from the chapters 70-75 of the 10th Book of the Bhi-
gavata. He has faithfully followed the sequence of events as described
in the above chapters of Bhigavata. But so far as the details are con-

L. 36
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cerned, the poet has taken recourse to other sources also, the
most important of these sources is the Réjasiiya episode narrated
in the Sabhi Parva of the Mahdbhdrata, Certain traces of Magha's
Sisupdli-badha could be discerned in the details of the R@jasiya
kdvya. The description of the procession led by Krsna from
Dvarakia to Indraprastha, the fight between Bhima and Jara-
sandha, Sisupala’s railings against Srikrsna are some of the best
specimens of Madhavadeva’s descriptive genius. But one defect
of this kavya is that its plot lacks the unity of impression. There
are many descriptions which have no direct conneetion with the
central theme. Of course the poet’s aim was not to produce an
excellent kiivya, but to illustrate through the medium of the story
the main principles of the Vaisnavism. Another cause of the above
defects is its faithful adoption of the sequence of events narrated
in Bhigavata.

Most probably this kivyva was composed at the inspiration of
the Koc king Naraniriyana and his brother Sukladhvaja. The
panegyrical lines towards the close of the kivya point to no other
conclusion than this, From this panegyric it can be inferred
that when this work was finished, Sukladhvaja was then still
living. Sukladhvaja died in the neighbourhood of 1570 and
Madhavadeva came into contact with the Koc king near about
1560. Therefore this must have been written within these two
limits,

(c) Kumara-harana: Another important and highly popular
kiivya is Kiimdraharana by Ananta Kandali alias Sri-Candra Bha-
rati.’® The kdvya describes the romance of Usd and Aniruddha nar-
rated in the chapters 62-63 of the 10th Book. The contents of the
above two chapters have been fully developed and illustrated by
giving flesh and blood to the none-too-clear characters of the ori-
ginal source by introducing humorous touches, and local colours
here and there and lastly by detailing the erotic sentiments of the
hero and heroine in union and separation. The date of its com-
position may be reasonably placed in the latter half of the sixteenth
century.

Besides the works discussed above there are a good many
early religious dramas where episodes from the Bhigavata have
been dramatized. As a separate chapter has been devoted to the
discussion of early Assamese dramas, no further discussions on
the same topic seem necessary here,

19. Vide, discussions, Book VI
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2. VISNU-PURANA

Introductory.—The next important purana for the Vaisnavites
is Vignu Purdna. In this purina, Visnu is praised and glorified
as the highest Being, as the one and only God. It belongs to the
Pajicardtra sect and is the best representative of the whole class
of sectarian purdnas, since it is purely Vaispava in its teachings
from beginning to end. It consists of six sections or Books and
the entire purdna has been told by Parésara to his pupil Maitreya.
Book I gives an account of the creation along with numerous
mythological narratives, allegories and legends of ancient kings
and sages. Book II gives a fantastic description of the world with
seven continents and seven oceans. In this connection the legend
of the origin of the name Bhdratavarsn is described in detail.
Next follow the descriptions of heaven, hell and the nether world.
Book III gives an account of the Manus (primal ancestors of the
human race) and Manvantaras (ages) over which they ruled.
Then follows a discussion on the Vedas and their classification
by Vyasa and the origin of the various legends connected with the
mythical kings. Book V gives a detailed biography of Krsna and
the last Book by way of prophecy describes the evils of the Kali
Yuge and the various dissolutions (Pralaya) of the universe.

It is not possible to assign any definite date of its composition
or compilation. C. V. Vaidya and Farquhar endeavour to prove
that Visnu Purdna is not earlier than the 9th century AD. But
Dr. Winternitz and following him many other scholars also, are
of opinion that it is certainly earlier than the 9th century, but
cannot be pushed back beyond the 5th century A.D.

Assamese Versions :

(i) Visnu PurGna holds a position of esteem amongst
the Vaispavas of Assam. The first Assamese translation was
made in the early decades of the seventeenth century by
Bhigavata Misra, who also translated into metrical Assamese
Sdtvata Tantra. Bhagavata Misra in the colophone of Sédtvata-
Tantra introduces himself as the follower of Damodaradeva:

sund sarvaloka mora mija guru
Dé@modara krpdmaya |
tdhdna mahima kaiyd napdo simd

ananta guna dlaya |
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dhileka eka dvija Suddhamati
tina mukhya pirigada |

mahda Bhagavata mahd gunavanta
ndhi ydta lobha mada ||

riipa. manohara gaura kalevara
sakalo loka rafijana |

bhakti pravartiyd dina daridraka

pdlild yito sajjana ||

{Listen all of you, gracious Damodara is my spiritual pre-
ceptor, He was the repository of countless virtues—as such I
cannot express the depth of his nobility. There was a Brahman
of stainless mind, who was his (Damodara’s) chief attendant. He
was a great Bhigavata having great qualities and devoid of ego-
tism and covetousness. Beautiful, fair in complexion, liked by
every body, that noble Brahman preserved the weak and the poor
by establishing the path of devotion),

The brief account of the life of Bhigavata Misra as found in
the concluding chapter of his Satvata Tantra (verses 372-373)
says that Bhagavata Miéra was a disciple of Damodaradeva and
used to recite and explain the Bhdgavata in the Govindapura
Satra of Bhagavanadeva, another prominent disciple of Damodara-
deva. According to the medieval biographies of Damodaradeva,
Bhagavanadeva was entrusted by the former to propagate Vaisna-
vism in the northern Kamarupa and accordingly he established
himself at a place called Nimisa. His Satra was named as Govinda-
pura. Bhagavata Miéra was the Bhiigavati of that Satra and under
the inspiration of Bhagavanadeva he composed several works. In
the introduction of the printed Satvata-tantre edited by S. C.
Goswami Bhiigavata MiSra's real name is given out as Raghunath
Misra and he is described as the brother of Govinda Misra, the
celebrated translator of the Gitd into metrical Assamese. But
Govinda Misra and his family belonged to Harideva's sub-sect and
not to Damodara’s sect. This inconsistancy has not been explain-
ed away in the above introduction by the learned writer of the
introduction,

It is not definitely known whether Bhagavata Misra translated
the entire Visnu Purdna or only a section of it. The published
portion of his work in The Typical Selections of Assamese Lite-
rature deals with the details of hell, and the Safijamanipura of
Yama which is a part of Yama-gitdé narrated in the first section
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of Vignu Purdna. Bhigavata Misra probably composed this work
in the first half of the seventeenth century.

(ii) The second episodical translation of Visnu Purdna is
Yama-gita by Kalidisa. Nothing is known about him, nor can
the date of the composition be ascertained with any amount of cer-
tainty. But this much can be said that it is comparatively a later
work. The language bears certain traces of the dialects of the
westernmost districts of Assam. Here are described the four
gates to hell. Men who are virtuous enter the capital of Yama
by the eastern, western and northern gates but those who are
vicious enter by the southern gate. Then it enumerates virtues
and vices and rewards and punishments of actions. It is a literal
translation of the Yama-gitd chapter in the first section of Visnu
Puriina,

(iii)) A complete translation of Vignu Purdna with its several
sections was made in the first half the nineteenth century by
Parastirama Dvija under the inspiration of one Candrasena of
Tezpur, The translation was made in 1758 Saka era (1836 A.D.).
Parafuriama Dvija has left behind him a complete translation of
Dharma-Purdna, probably an Upapurana of later origin. His
translation of Visnu Purina is voluminous and covers the entire
episodes and narratives of the original version. His translation
is literal and does not contain any deviation from the original,
but his style lacks the spontaneity and lucidity of earlier Vaispa-
vite poets. Unlike the Vaispavite poet-translators of the earlier
period, Parasurama lacks in the power of judicious selection of
topics,, as a result his work has not become accessible to the ave-
rage readers. His language is terse and devoid of any popular
touch, the chief attraction of the masses. It appears from the
translation that the translator was a scholar, but poet he was not.
Inquisitive readers have got to plod their way through none-too-
interesting narratives written in an unattractive style. But one
hnportnntvi:-tueafthiswnrkisthntitisnatn&agmmtwnr
piecemeal translation. This purina preserves the specimen of
the language used by the poets of the early nineteenth century,
who continued the tradition of the Vaisnavite poets by imitating
the latter’s language and literary forms though such imitation be-
trays modernism, off and on, throughout their works2

GMH&H&MW&WMMW%
auhati,
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3. HARIVAMSA

Introductory—Though the orthodox Indian tradition regards
Harivaméa as an appendix or supplementary part of the Maha-
bhdrata, yet strictly speaking it is an independent work having
all the characteristics of a purina, The connection of Harivamsa
with the Mahdbhdrata is purely external and is limited essentially
to the fact that the same Vaisampéayana who is said to have recited
the entire Mahdbhdratea to Janamejaya is also credited as the
reciter of Harivaméa. Besides this, in a few verses at the hegin-
ning and the end the praise of the Mahabhiirata including Hari-
vams$e has been sung. But as far as the contents are concerned
Harivaméa has little in common with the Mahdbharata.

Harivamsa consists of three sections. The first entitled Hari-
vaméa-parvan begins in the manner of the purinas with an ac-
count of the creation and all sorts of mythological legends such
as of Dhruva, Vena, Prthu. Then it describes the kings and their
exploits of the solar dymasty (Strya-vamsa). Next follows the
genealogy of the lunar dynasty (Candra-vamsa) with detailed ac-
counts of Pururavas, Nahusa and Yayéti. The history of the
Yadavas culminating in Vasudeva-Krspa is also narrated.

The second section of Harivamsa entitled Vispu Parvan deals
exclusively with Krsna and his deeds and exploits similar to
Book X of Bhigavata Purdna. Krsna is honoured and adored here
as the Supreme Being, a full incarnation of Visnu. The third sec-
tion called Bhavisya Parvan is a loose collection of legends and
prophesies. Herein are described different creations, the horse
sacrifice of Janamejaya, ultimately abandoned; the incarnations
of Visnu as a Boar, a Man-lion, and a Dwarf. The slaying of
Paundra by Krspa and the humiliation of the two Siva-worship-

pers Hamsa and Dimbhaka at the hands of Kysna and many other
legends common to all purinas.

The date of Harivaméa is generally fixed between the 4th
century B.C. and 4th century A.D.

Assamese Versions.—Though Harivaméa is held by the Assa-
mese Vaisnavites as one of the sacred scriptures, and though they
frequently drew their materials from it, yet a complete transla-
tion of it is not found in Assamese. The second section of Hari-
vaméa, viz. Vispu Parvan received exclusive attention from the
poets, the other two sections were more or less neglected. As has
been already stated Vaispavite poets on many occasions inter-
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mingled the narratives of the Harivaméa with that of Bhdgavata
Purdana and Visnu Purdna. The following are the main Assamese
translations of Harivam$a :

(i) The earliest translation of Harivamia is Usaparinaya
(marriage of Usa with Aniruddha) kidvya by Pitimbara Kavi.
Pitambara Kavi flourished in the early part of the sixteenth cen-
tury and was a contemporary of Sankaradeva. Early Assamese
hagiographies also make mention of him as the contemporary of
poet Sankaradeva. He was a resident of Kamatapur, within the
district of modern Cooch-Behar in Bengal, and composed this kiyva
in the year 1533 AD. Prince Sukladhvaja, the son of the Koc
king Viéva Sinha (1517-1540) has been referred to in his transla-
tion of Médrkandeya Purdna as his patron.

The romantic episode Usiparinaya is narrated in chapters 116-
128 of Visnu-Parvan of Harivaméa. Pitimbara has faithfully trans-
lated the important verses of Harivaméa keeping intact the sequ-
ence of events narrated therein. But the details of the several
incidents have been supplied by himself. The predominance of
the erotic and other secular elements distinguishes it from other
religious kiavyas of the same period. Another important charac-
teristic of this kiivya is that the emotional descriptions have been
expressed through songs attuned with classical Rdgas (melodies),
There are no less than fourteen songs of such type.

(ii) The next important episodical translation of Harivamda
is Péarijataharana by Gopélacarana Dvija, whose biographical in-
formation has been given in connection with the discussion of the
dth Book of Bhdgavata Purdna. The date of the composition of
this work therefore, can be placed in the concluding decades of
the sixteenth century.

The work gives an account of the death of Narakisura, the
king of Pragjyotisapura and then it relates how Krsna defeating
Indra, the Lord of Gods in a battle took away the divine flower
plant Périjata with a view to make it a present to his beloved wife
Satyabhami. This episode is narrated in the chapters 83-75 of
Vignu-Parvan of the original Sanskrit version. Gopalacarana in
his translation introduces certain descriptions from Bhégavata and
Visnu Purdana, This is evident from the following lines:

eke Harivamsa kathd ati sucarita |
Tite Sri-Bhdgavata karibo mifrita ||
8ri-Vignu Purinaka karibo jadita |
Tini mili haiba ati svdda biparita ||
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(The stories of the Harivamén are good by themselves, but
then, facts from Sri-Bhigavata and Visnu Purdna have also been
introduced. The three together would certainly create an un-
common flavour).

For the treatment of this episode Gopélacarana is indebted to
Qankaradeva to a considerable extent. The secular touch and the
characterization of Sankaradeva's drama Parijitaharana have
greatly influenced the descriptions of Gopilacarana Dvija. The
quarrel between Satyabhima and Saci narrated by Gopélacarana
is nothing but a reproduction of the quarrel described in the drama
of Sankaradeva. Assamese writers vulgarized the dignified des-
cription of the Sanskrit Purina.

(iii) During the reign of the Ahom king RajeSwarsinha (1751-
1769 A.D.) the second section, viz. Visnu-Parvan of Harivamsa was
rendered into Assamese by one Kavisekhara Vidyacandra Bhat-
tacirva, The poet acknowledges the patronage of the princess
Premadi, wife of the prince Caru Simha, son of Rijeswar Sinha.

The work gives an account of Krsna's birth and his subsequent
doings and exploits amongst cowherds at Gokula and Vyndévana.
But one noticeable feature of the work is the presence of Radha
as the mistress of Kysna. In the original Sanskrit version, the
Rasa-kridd of Krsna at Vrndivana with the milkmaids is described
in the twentieth chapter of Visnu Parvan, but the name Radha is
singularly absent there. The Assamese poet in course of his des-
cription of the Résa-kridd episode, narrates the pangs of separation
and wistfulness of Radha and Krsna when they saw each other
for the first time. The introduction of Rédha as the principal mis-
tress of Krsna, was perhaps done at the influence of Brahmavaivarta
Purina which gained popularity in the contemporary Ahom Court.

There is yet one more version of Harivaméa, predominated
by the Radha-motif, composed by one Bhavéinanda, son of Sivinanda.
The Bengali recension of this work was published a few years back
under the auspices of Dacca University. The language of this work
bears the stamp of the dialect of the westernmost districts of
Assam,

4. PADMA-PURANA

Introductory: The present Padma Purdna has come down to
us in two distinet reeensions—the North Indian and the South
Indian. The former recension consists of five Books arranged in
the following order: (1) Srgti (2) Bhilmi, (3) Svarga, (4) Patdla,
(5) Uttara and the South Indian recension contains six Books, viz.
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(1) Adi, (2) Bhami, (3) Brahma, (4) Patala, (5) Srsti and (6)
Uttara. Padma Purdna is a Vaispavite work. It is a loose compi-
lation, the parts of which belong to different periods; as such a
definite period cannot be ascribed to its composition. It is recited
by Siita Ugrasrava. The Srgti Khanda deals with the story of the
origin of the Puréna, the accounts for the term Padma so called
after the lotus in which the God Brahma appears at the creation.
After the cosmological and cosmogonical myths are narrated the
genealogies of the Solar and the Lunar dynasties have been narrated.
It also contains many myths and legends glorifying Vispu and
Brahmé, One of the principal parts of this Khanda consists of the
description of the lake Puskara sacred to Brahma, The Bhiimi-
Khanda, i.e. the section of the earth, gives a description of the
earth and contains numerous legends which are intended to prove
the sanctity of various tirthas or holy places. Not only sacred
places, but persons such as the father, the mother, and the chaste
wife can be a tirtha. In this connection the story of the chaste
wife Sukald has been narrated in detail Through the story of
Puru and Yayiti it has been illustrated how a virtuous man can
also be a tirtha. The Svarga-Khanda or the section of the heavens
gives descriptions of the various worlds of the gods. In course of
these descriptions, the legends of Dusyanta and Sakuntald and of
Pururava and Urvasi have been narrated. It contains instructions
asbout duties of castes and of the @framas, about the modes of
Visgu-worship. The Piatdla Khanda, ie., the section of the nether
world describes the subterranean regions particularly the Nagalo-
ka., A few chapters dwell upon the Radha-Krsna legends and also
upon the Vispu-cult and the sanctity of the Sdlagr@ma stone, Tha
Uttara-Khanda, ie., the last section mainly illustrates and des-
cribes various ceremonies and rituals, connected with the Visnu-
cult. It enumerates various observances to be performed in the
months specially Mdgha and Kartika, sacred to Vispu. There is
an appendix to the Uttara-Khanda known as Kriydyogasiira. The
main thesis of this part is that Visnu should be worshipped not by
meditation but by pious acts and pilgrimages to sacred places and
rivers and by celebration of Vaisnavite festivals,

In the Southern recensions there are two more sections viz.
the Adi-Khanda and the Brahma-Khanda. But the contents of
these sections do not differ materially from that of the Svarga-
Khanda of the Northern recension, In fact the Svarga-Khanda of
the Northern recension is nothing but a combination of the Adi
and the Brahma-Khanda of the Southern recension, with slight
variations here and there,

L 37
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Assamese Versions:

1. The earliest Assamese translations of Padma Purdna are
a few chapters in Kirtana. They are Namdparidha Varpand by
Sankaradeva and Sahasrandma Vryitdnta by Ratnikara Kandali,
a contemporary of Sankaradeva. The former is taken from the
Svarga-Khanda and the latter has for its source the Uttara-Khanda
of Padma Purdna, These two fragmentary translations belong un-
mistakeably to the first half of the sixteenth century.

II. In the Descriptive Catalogue of Assamese Manuscripts
by H. C. Goswami, a prose translation of some chapters of the
Uttara-Khanda has been referred to. The contents of this transla-
tion have also been given in the above work. The following con-
tents as given in the work will give an idea of the scope:

“It deseribes the benefits of wearing strings of Rudraksa beads,
and of offering Tulsi. leaves to God, of venerating the cow, of res-
pecting Pipal tree and of bathing in the Brahmaputra river. The
merits of observing fasts during Ekddasi and Janmdstami is then
described. Then follows a description of the terrible journey of a
sinner to hell. It then states the effect of taking in the early hours
of the morning. In the month of Kértika, every evening men
should offer lights in the sky as well as in the front of the sacred
Tulsi plant. Then there is a description of Jagannith at Puri.
Next follows the description of a godly man and an ideal king. The
process of meditation, the mystic effect of uttering the names of
Hari, the religious duties to be perfoméd every month bring the
work to its conclusion.”

As mentioned above the work is written in Assamese prose.
The language is dignified without being artificial like that of Kathd-
Bhdgavata. Probably it is work of the eighteenth century, No
mention of the writer is to be found anywhere of the work.

IIl. The next important translation of Padma Purina is the
Médhava-Sulocand episode narrated in the fifth chapter of Kriyd-
yogasira appended to the Uttara-khanda. The story is narrated
with a view to show the merits of bathing in Gangd-Sdgara Sasi-
gama. It is a romantic story describing the love of a pair of lovers
Madhiva and Sulocana through many a vicissitude until they united,
and finally get salvation by bathing in the confluence of the Gan-
ges and observing pious vows. The work is a faithful rendering of
the original version. Even the imagery and descriptions, and
alanikdras of the original version have been refained in the As-
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samese translation as far as practicable. It is written i the style
of Kirtand by Sankaradeva.

The translator of this romantic story has introduced himself
in every colophon as Duvijabara. It is certainly not his name, Most
probably this Dvijabare is no other than Kaviraja Cakravarti,
the court-poet of the Ahom king Rudrasinha (1696-1712 AD.).
Kavirdja Cakravarti has also introduced himself as Dvijabara in
all the colophons of his Gita-Govinda. There is one more Assamese

version of the same episode supposed to be written by one Siva
Sarma.

IV, There are two more works popularly known as Svarge-
Khanda, composed by one Sarbabhauma Bhéatticaryya. One is
called Saru-Svarga-Khanda, i.e., the lesser Svarga-Khanda, and the
other is Brhat-Svarga Khanda, ie., the greater Svarga-Khanda.
Both these works are not in any way connected with Padma Purdna,

but are biographical accounts of Sankaradeva in the form of pro-
phesies,

5. BERAHMAVAIVARTA PURANA

Introductory: Brahmavaeivarta Purdna is considered to be one
of the latest of the exiant purinas. The nucleus of this puriina
may be very old but the purina in its present form is not earlier
than the 10th century. It comsists of four parts, viz, (1) Brahma
Khanda, (ii) Prakrti-Khanda, (iii) Ganapati-Khanda, and (iv)
Krsna-janma Khanda., The first Book deals with the creation by
Brahman, the first Being who is no other than Krspa. The second
Bock the Prakrti-Khanda deals with Prakrti the original matter,
which resolved iiself at the command of Krsna into five goddesses
(Durga, Laksmi, Sarasvati, Savitri and Radha). The third Boodk,
the Ganapati-Khanda relates the legends of the elephant-headed
god Ganesa. The fourth and the most extensive Book the Krsna-
janma-khanda deals not only with the birth of Krsna but with the
entire life of Krsna. It lays special stress on the amorous dalliance
of Krsna with the milkmaids, of whom R&dha, being Krsna's energy,
stands foremost. In this purina Krsna has been depicted as the
god of gods, he is even greater than Visnu.

Assamese Versions:

L. It has already been remarked in the general cbservation on
the purénic literature in Assamese that with the change of the lite-
rary cenire from Koc Behér to the Ahom court in the beginning of
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the 1Bth century, the tone of Assamese literature also underwent
& change., Books with the predominance of the erotic sentiment
came to attract more and more attention. As a result, Brahmavai-
varta Purdna having erotic predominance was translated for the
first time. The first Assamese translation of Brahmavaivarta
Purdna was undertaken by Kavirdja Cakravarti under the orders
of the Ahom King Siva-Simha (1714-1744 A D.) and his queen Pra-
meatheswari, also known as Ratnakanti, Kavirija Cakravarti was
the court-poet of three successive Ahom monarchs and his real
name was Rimandrdyena Cakraverti. He composed a few more
works of which Sakuntald Kdvya, Semkhaciida-badha, and Gita-
govinda are noteworthy.

Kavirgja Cakravarti’s work is not a complete translation of
Brahmavaivarta Purina, it is the last but nevertheless the most
important part of the Purina. It gives a faithful rendering of all
the important episodes of Krsna's early life described in Brahma-
vaivarta Purina. He vividly describes the Rdsakridi episode
with all its erotic descriptions and suggestions. One noticeable
feature of his translation is that it is too faithful to the original
without a slightest variation. But too much adherence to the ori-
ginal narration has not however deprived it of literary beauty. The
work ends with usual panegerical lines in favour of king Siva-
Sipha and his queen.

II. There is another version of the Krsnajenme Khanda
written towards the latter part of the eighteenth century® The
translator’s name is Balarfima Dvija who was seventh in descent
from Hari-Bhirati a contemporary of Vaméi Gopaladeva (1548-
16627). His family originally hailed from Habung, somewhere in
the North-Lakhimpur district of eastern Assam.

This work of Balarama Dvija is a translation of chapters 83-110
of the Sanskrit version, and as such it is not a complete translation
of the entire Krsna-Janma Khanda. It gives a description of
heavenly abode of Krena and then recounts why it was necessary
for the Lord to take his birth in this world. It describes the duties
of four castes, déramas, preceptors, householders, widows, ete. Then
it narrates a few episodes of Krsna's life from his upanayana cerc-
mony till the conclusion of his marriage with Rukmini.

Balarama Dvija's translation is literal, but his grasp over the
language seems to be limited.

21. This work was published by the Assam Sahityn Sabha, but the
chapters have not been properly arranged, in conformity with the original text.
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(IIT) There is a translation of the Prakrti-Khanda by
Durgeéwar Dvija who was one of the court-poets of one of the
later Ahom kings. The following colophon speaks of his connec-
tion with the Ahom court —

Indra-vamsi nrpatira Sabhira pandita dhira
Devagrame yira vasabari |

yahdra upari vamsa Kausika munira améa
Sadisiva daula adhikdri

sito dvija Durgesvare ehi chabi-Chanda kare
Purdnara artha anusari |

(Durgesvara Dvija, who is a court-poet of the king, sprung from
the dynasty of Indra, who has his abode at Devagrima and whose
ancestors of the Kaudika-gotra were in charge of the temple of
Siva at Devagrima, composes this work in conformity with the
meaning of the purina)

It is not definitely known which of the Ahom kings patronized
Durgesvara, The temple of Siva at Devagraima was first con-
structed by Pratap Simha in the seventeenth century and in the
later-half of the eighteenth century RijeSvara Simha built another
Siva temple at Negheriting a few miles from Devagrama. Bhii-
dhar Agamacarya, the ancestor of Durgesvara was brought from
Kanauj by Pratap Sithha to be in charge of the temple dedicated
to Siva at Devagrama. Durgeévara Dvija most probably flourished
during the reign of Siva or Rijeswar Simha.

Durgeévara was a scholar of repute. He has admirably trans-
lated the Sanskrit verses without reducing the literary flavour of
the originalp oocetic description. He seems to have wonderful
command over language and vocabulary. A comparative study
of his translation with the original Sanskrit version will convince
the readers about his scholarship and poetical genius. The work
begins with the description of the origin of principal goddesses
who have been described as embodiments of different aspects cf
Krsna's energy and ends with the death of Samkhaciida, the hus-
band of Tulasi.®

(IV) The episode of Samkhaciida and Tulasi of Prakrti-
Khanda has been dealt with also by Kavirija Cakravarti the

22, Ms No. 205, DHAS. Gauhati
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court-poet of Sivasimha. The poet expresses his indebtedness to
the king and his queen in the following panegyrical lines:

Saomdra pithara Siva Simhe mahdamati |
Hari Hara caranata sadd ydra mati “

tahana dchild jayd Phulesvari ndma |
patnigana madhye srestha gune anupima ||

hena nrpa mahigira djna sire dhari |
Kavirdja Cakravarti mati anusari ||
parama sundara Brahma-vaivarta Purdna |
Vydsadeve bandhi dche fiand updkhyéna ||

(The noble-minded king Siva Simha of Saumara Pitha, whose
heart was constantly at the feet of Hari and Hara, had a wife
Phuleévari by name, She was the greatest of the king’s consorts
by virtue of her admirable qualities, Under the orders of such
a royal couple, Kavirdja-Cakravarti has translated this episode
from Brahmavaivarta Purdna composed by Vyasa, according to his
capacity).

Like his previous translation of Krypa-janma Khangda this
work of Kavirdja Cakravarti cannot claim any originality. It is
a faithful and more or less literal translation of the Sanskrit ver-
sion. The work begins with the birth of Tulasi and then gives
a detailed account of her marriage with Samkhaciida the demon
king and the exploits of the latter. The rape of Tulasi by Krsna,
the fight between Samkhaciida and Mahadeva and the ultimate
death of Samkhacida and his metamorphosis into a conch-shell,
all these incidents have been described in detail without devia-
ting from the original source.

(V) A complete translation of the entire Brahmavaivaria
Purind was accomplished in the first-half of the nineteenth cen-
tury. It is a joint-product of four scholars engaged by Prince
Hayanarayana of Darrang. But the three-fourths of the work
was done by Ratikénta Dvija alone and the remaining one-fourth
was contributed by Nandeévar Dvija, Narottama Dvija and Khar-
gesvara Dvija. Ratikiinta alone translated the Brahma-khande,
Ganapati khanda, Prakrti khanda and some portions of the Krma-
janma khanda also, The entire work contains nearly five thousand
padas (couplets), and was completed in 1717 (Saka era). The
poet speaks of his patron king in the following colophon :
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Siva-virya Vifva Simha bhaila sat-rdja |
putravate pdlilanta tdna nija prajd ||
tina putra Malladeva pradhdna nrpati
Bhdratara kichu pada teho kardilanta ||
tina vamde Hayandrdyana nrpabara |
mahd dini mani rija Nardyatapara ||
tehe ajiia karilanta pada bhangibika |
pada bhaile bujibeka yata prajdjika ||

(The noble king Visva Simha, son of Siva ruled his subjects
like his own sons, His son Malladeva, the greatest of kings had
translated some verses of the Mahdbhdrata, Of his dynasty the
honoured king Hayandrdyana, a great devotee of Nardyana, order-
ed to translate the Purdnic verses so that illiterate persons could
understand the implications of sacred texts.)

This is perhaps the latest Assamese translation written in the
old traditional style, It marks the last limit of the period of
puranic translations inspired by royal patrons. Tt appears from
the published pieces of the work that the translators faithfully
followed the original Sanskrit texts.

Ratikéinta Dvija is credited with another work, viz. Darrang
Raj-Vaméivali ie., the chronology of the kings of Darrang.

One Yasodhara Dvija translated a few chapters from the
Prakrti Khanda dealing with the legend of Manasa Devi. It was
completed in 1739 (Saka era).

6. MARKANDEYA PURANA

Introductory.—Markandeya Purdna is considered to be one
of the earliest purdnas. * Special evidence for the great antiquity
of those sections which contain the old purina is found in the
circumstances that in them neither Visnu nor Siva occupies a
prominent place, that, on the other hand Indra and Brahman are
much in the foreground and that the ancient deities of the Veda,
Agni, Siirya are glorified by hymns in a few chapters, and that a
large number of Sun-myths are related”® The oldest part of the
purana, according to Pargiter may belong to the third century
AD, or even earlier,

The purina actually commences with Jaimini, a pupil of
Vyasa, who approached Markandeya asking him for the answers

2. Winternitz—History of Indian Literature, p. 560
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of a few questions which the Mahdbhdrata left unanswered.
Mirkandeya however did not answer these questions, but referred
him to four wise birds (dharma-paksi). These four wise birds
tell a series of legends in reply to Jaimini’s questions. In course
of their reply to questions put by Jaimini, the wise birds narrate
the story of king Hariécandra, and of the noble king Vipaseit (the
wise) whose mere presence in the hell releases the sinners, and
of the chaste woman Anasiivi, who by the force of chastity caused
the sun not to rise, and many such legends.

A work complete in itself was inserted later on into Markan-
deya Purdna is the Devimdhdtmya section, ie. the glorification
of the goddess Durga. This purina takes its name from the
ancient sage Markandeya who is credited with manifesting it for
the first time.

Agsamese Versions :

(i) Haricandra Updkhydna by Sankaradeva is the earliest
translation of this purdna. According to biographies of Sankara-
deva, the translation of this episode of Markandeya Purdna is the
earliest literary attempt of the great poet-reformer. It is difficult
to assign an exact date to its composition, but it can be said with
some amount of certainty that this work was composed between
the last two decades of the fifteenth century and the first two
decades of the sixteenth century A.D.

This episode of king Harifcandra, who being unable to fulfil
his avowed promise of gift suffered endless sorrow and humilia-
tion at the hand of Viévamitra, until his final salvation, has been
narrated in the chapters 7 and 8. In the 9th chapter of this
purina, has been narrated the fight between Vasistha and Visva-
mitra who assuming themselves forms of a wild duck and a crane
fought with great vehemence, Safkaradeva has not only trans-
lated the story of HariScandra narrated in the Tth and 8th chap-
ters, but he appended to his work the contents of the 9th chapter
also, though there is no poetical justice in introducing the narra-
tion of that chapter, Sankaradeva seems to take a wide latitude
in his translation of those chapters. In depicting various inci-
dents, situations and characters Sankaradeva is seen to introduce
his own elements in order to give realistic touches, But so far as

the plot development is concerned he has not introduced any new
incident.
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(ii) Markandeya Candi by Pitambara Kavi is another epi-
sodical translation of this purfina, Pitambara was a contemporary
poet of Sankaradeva. He composed this work in 1602 AD. (1524
Saka) under the inspiration of Prince Samara Sinha is no other
than Prince Sukladhvaja, popularly known as Cilarai.  Prince
Sukladhvaja the patron of the poet died in 1570 A.D.; it seems
therefore that the composition of Markandeya Purdna was begun
by the poet sometime about the year 1570 and it could be finished
after an interval of thirty years. “Pitimbara’s work is a free trans-
lation of the Sanskrit Markandeya Candi dealing with the episodes
of the Goddess Candi's war with the demons and the destruction
of the latter,"

(iii) The Méarkandeya Candi episode was translated by three
more poets towards the latter half of the eighteenth century. The
first and foremost of these three versions is by Rucinitha Kandali,
who flourished during the reign of Rijeévar Simha (1751-1749).
He was sixth in descent from Ratna Kandali who lived at Narayan-
pura of North Lakhimpur Sub-Division. Rucindtha's father
Krspicarya established himself at Sibsagar under the patronage
of king Rudra Simha. It is stated in one of the colophons that he
translated Kalki Purdna into Assamese before he undertook the
task of translating this episode of Markandeya Purdna.

Rucinitha takes the help of (i) Kdlikd Puriina, (ii) Vamana
Purdna, and (iii) Brahmavaivarta Purdna (Prakrti Khanda) to
fulfil the gaps or deficiencies, in the story narrated in Markandeya
Purdna. From Kidliki Purana the poet has narrated the legends
about the birth of the goddess Durga, and the sacrifices of Daksa.
From the same Purdna have been incorporated the legends of three
incarnations of Devi, viz.,, Ugracanda, Bhadra-Kili and Durga with
eighteen, sixteen and ten hands respectively, into the texture of
his translation. The story of the king and the merchant narrated
in Markandeya Purina has been further amplified with materials
from Brahmavaivarta Purina. Lastly, the birth stories of Mahi-
sasura, Sumbha and NiSumbha and Raktabija have been supple-
mented by narrations from Vd@mana Purina (chaps. 19-20).

Rucinatha's translation is literal and simple.
(iv) The next translation of Méarkandeya Candi goes to the

credit ‘of one Ranganatha Cakravarti, who introduces himself as
an inhabitant of Nilicala, i.e. Kamikhya hill. He gives a long

2. Ms No. 8, Cooch-Behar State Library (Bengali Section).
L. 38
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genealogy of his family appended to his work from which it can
be gathered that Siva Candra the ancestor of his family was a
contemporary of Dharmapila who reigned over K&marlpa in
twelfth century. The date of his composition cannot be definitely
ascertained but the language unmistakeably proves it to be of
later origin. He makes a free translation of the Sanskrit texts
with elucidation on certain incidents here and there. The des-
cription of the hermitage of Medhasa may be cited as an example
of his elaboration.

There is one more Assamese version of the above episode by
one Madhusiidana Misra.

7. VAMANA PURANA

Introductory.—The extent Vamana Purdna according to
scholars in the Upapurina mentioned as such in Kidrma (1.1.9)
and Garuda Purdna (1.22719). The original Vamana Purina in-
cluded in the list of mahfipurinas is perhaps lost. The text begins
with an account of the incarnation of Visnu as a dwarf whence
it takes its name. A considerable part of the work is devoted to
the descriptions of sacred places and to Saiva and Sakta legends.

Assamese Versions—No attempt was made to translate this
Purdna systematically,. Some of its descriptions or accounts are
seen to be utilised in supplementing the translations from other
Puranas. For instance, Sankaradeva introduced a certain ac-
counts of this purina into the translation of the Book VIII of
Bhigavata Purdna, and in his Anddi-Pitana also cosmogonical
accounts from this purina are seen to be introduced. The only
work which is supposed to be a regular translation from Vdmana
Purdna is Hema Sarasvati’s Prahldda Caritra. Hema Sarasvati
flourished during the time of king Durlabhandrayana, who proba-
bly reigned towards the end of the fourteenth century. Hema
Sarasvati in the colophon of his Prahlida Caritra refers to him-
self and to his work in the following way:

Kamati-purar Durlabhandrayana
nrpavara anupima |
tahdna rdjyate Rudra-Sarasvati
Devayini kanyd ndma ||
tihdna tonaya Hema-Sarasvati
Dhruvara anuja bhdi |
padabandhe tehd pracira karild

Védmana Purina ofi ||
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(In the kingdom of Durlabhandriyana the uncomparable king
of Kamatdpura, lived one Rudra Sarasvati, who had a daughter
Devayani and two sons, Dhruba and Hema Sarasvati. The latter
rendered into Assamese verses this episode of the Vamana
Purana.)

But in the extant version of the Sanskrit Vamana Purdna,
the account of the Man-lion incarnation of Visnu and the episode
of Prahlada's early life are absent. Adventures of Prahlada in
his mature life and accounts of his pilgrimage are only to be
found, in the extant version. Hema Sarasvati describes the early
life of Prahliada as tyrannized and oppressed by his own father
and the subsequent death of Hiranyakasipu in the encounter with
the Man-lion incarnation of Visnu. As the extant Sanskrit ver-
sion of the Vdmana Purdna does not contain the above episode.
Hema Sarasvati must have derived his materials from the Vamana
Purina of the mahdpurina category which is irrecoverably lost.

Hema Sarasvati's Prahlida Caritra is a simple narrative ac-
count, betraying archaic and early forms and expressions.

8. SKANDA PURANA

Introductory.—Skanda Purdna in the existing form is one of
the most voluminous puripas. This purina is named after
Skanda, son of Siva and commander of the celestial army, who
is said to have narrated it. At present Skanda Purdna consists
of seven Khandas with several sections within each Khanda.
These seven Khandas are (1) Mahefvara, (2) Visnu, (3) Brahmd,
(4) Kasi, (5) Avantya, (6) Nidgara and (7) Prabhdsa. Though
this devision of Skanda Purine is supported by Né@nidiya Purdna
(1.104) its real division originally seems to have been into six
Samhitds sub-divided into fifty Khandas. These Sambhitas are
(1) Sanat Kumdriya, (2) Sita, (3) Brdhmi, (4) Vaigndvi, (5)
Saitkari, (6) Sauri. The latter division is found even in the body
of the texts. But all the Samhitds are not extant today, only some
of them are available still. Skanda Purdne is predominantly a
Saivite purina, though Vaispavite and Sikta elements are not
negligible, Another noticeable feature of this purana is the over-
whelming mass of Mahatmyas of different holy places in India.
The upper limit of the date of the present Skanda Purdna has
been fixed at 700 AD.

Assamese Versions.—Skanda Purdna is not a very popular
purépa in Assam. So far only two fragmentary translations are
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known to have been done. One is a translation of Utkala khanda,
or Purusottama Kgetra-mdh&tmyas belonging to Vignu Khanda,
and the other is a translation of the Brahma Gitd, a part of Siita-
Samhita,

(i) Purusojtama Ksetra (Puri) is held by Assamese Vaisna-
vites as the holiest of holy places. Sankaradeva himself composed
Oresa-Varnana, from Brahma Purana describing the origin of the
Ksetra. Utkala-Khanda also deals with the same topic. It gives
an account how Indradyumna, the king of Avanti, at the bidding
of the creator and with the help of Viévakarma carved out from
a piece of sacred log, the images of Jagannitha, Balardma and Subha-
dréi and finally installed them with due ceremonies. The original
Sanskrit Utkala Khanda, in addition to the legend of the origin
of Purusottama Ksetra and its sacred images, describes various
méahatmyas connected with that sacred place and ceremonies and
rites to be observed on various occasions. The Assamese version
has not dealt with these in detail, but greater stress is laid on
the stories and legends,

The translation was done in the wyear 1667 A.D. by one
Candraciida Aditya. The language of the work is slightly differ-
ent from the language used by contemporary Assamese poets. A
few Bengali forms are discernible, here and there, in his work.

(ii) Brahma Gitd by Ratnékara Misra is a translation of the
topic of the same name belonging to the second part of Sita
Samhita of Skanda Purdna. Like Bhagavat Gitd it is also narra-
ted by Krsna to Arjuna. Brahma has been described here as the
ultimate reality. But unlike Brahma-Gitd of the original Sanskrit
version which has a Saivite leaning, the Assamese version leans
towards Vaisnavism,

9. BRHANNARADIYA PURANA

There are two puriinas bearing the same title, Brhanniradiya
and Néaradiya respectively. The former is called Brhat (great)
in order to distinguish it from Naradiya, an upapurana. But though
traditionally Brhanniradiya is included in the list of mahapurdnas,
it does not deserve to be counted among the major-purinas being
purely a sectarian work lacking all the characteristics of a mahs-
purina. Siata Ugrasfavd narrates here the conversation between
Nérada and Sanat Kumira, regarding Vignu-bhakti. Narada ap-
pears here as the founder of Visnu-bhakti. It deseribes the
Vaisnava feasts and ceremonies, illustrated by various legends
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and contains chapters on the glorification of the Ganges, the duties
of castes and Aéramas, the funeral rites and ceremonies, and so
forth. Devotion to Vispu is declared repeatedly to be the only

way of salvation. It was probably written near about the 9th
century A.D,

Assamese Version—The entire Brhanndradiya Purina was
translated into Assamese by one Bhuvaneévara Vécaspati Misra 2
The poet though an inhabitant of the Brahmaputra valley com-
posed his work under the patronage of a Kachiri queen Candra-
prabhé whose husband Tamradhvaja ruled in Khaspur (1706-1708
A.D.). The poet refers to his patron in the following lines :

Tamradhvaja mahéraja child mahibhaga |
Sarvaloka sada kare ydra anurdga ||

tina putra rij@ Suradarpa mahdsaya |
Candraprabhd ndme devi tdnae matd haya ||
Kavi Vdcaspati téna vikya anusira |
Néradiya kathdmrta racild paydra ||

(There was a great king Tamradhvaja, loved by all persons.
He has a noble son, king Suradarpanfirayana whose mother’s name
is Candraprabha, The poet Vécaspati, under her orders, has com-
posed Naradiya Kathdmrta into Assamese verses).

Though the poet has called it Naradi-Purina, it is really a
translation of Brhanndradiya Purdna consisting of forty chapters.
Néradiya Purina though it treats almost the same topics, con-
tains one hundred and twenty-five chapters. The details of the
Assamese version tallies with that of Brhannfiradiya Purdna, and
not with that of Naradiye Purdnae.

As the work was composed far away from the centre of Assa-
mese language and culture its diction bears slight traces of local
speech.

The work was concluded during the reign of Suradarpa-
narayana, who ruled at Khaspur from 1708-1721 AD. It should
be remembered in this connection that Tamradhvaja, the father
of Suradarpanirayana was installed on the Kachari throne by the
Ahom monarch Rudrasinha, and during that period there was
bound to be frequent intercourse between these two kingdoms.

25, Ms. No. 208, DHAS., Gauhati
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Bhiivaneévara Vicaspati Misra might have gone there during this
period of Ahom-Kachari relationship.

10. DHARMA PURANA

There are two purinas bearing the same title Dharma Purdna,
of which one is called Brhat-Dharma Purdna or The Great Purdga
of the Duties. Both of them are upapuranas. In the list of the
enumeration of upapurénas, to be found in Brhat-Dharma-puréna
(1.25.19-26),, both these purénas, Le., Dharma Pur@ie and Brhad-
dharma Purina are mentioned. Therefore it is erroneous to con-
sider them as identical. Of course the same topics are considered
in both the works. As the very name suggesis Dharma Purina
primarily describes the various duties of a man and the merits and
demerits, accruing from the observance of non-cbservance of
those duties. The duties towards parents, preceplors, Brahmanas,
etc, the duties to be performed by wives and widows, the merits
of performing Srdddhas and tarpanas, the virtues of taking cere-
monial baths, and of observing different Vratas, the glorification of
the Tulasi plant and of Rudriksa beads and such other duties, ob-
servances, ceremonies are narrated in the puranas with appropriate
legends and stories.

Assamese Versions: There are two Assamese versions of the
Dharma Purdna. The first one was composed by Kavicandra Dvija
in 1735 A.D. (1657 Saka era) under the joint inspiration of Siva
Simha, Ambika and Ugrasimha, of the Ahom royal dynasty. The
following prefactory lines of the poet deserve to be guoted here:

tihdna tanaye jyestha pandite buddhita srestha
Siva-Simha ndme mahipati |

gunavanta madhye sira Samdna nohave yira
lavanya ripata Ratipati ||

ydra yitrd samayata sainya pada samsparsata
bhitmita utthita renucaya |

gagana langhia ydi Bhiskaraka liga pai
dhdkia ratrika dekhivaya ||

bhaileka mahisi tina sikgite Ratira thana

spdmira ballabhd Santi dti |

Ambikd ndmata khydta Cetiya varsata jita

svamira sevdta ydra rati ||
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tahdna tanaya bhaild Ugra-Simha ndma thaild
Panditasakale sdstra cdi |

Tipima defara pati §isukdle dhiramati
dekhi save dnandaka pdi ||

hena Siva-Simhardi ugrasimha Sifuldyi
Ambiké janani Jagamio |

tinio janara vani Sirogata kari mini
Badha ndme Sobhana svabhévo ||

rijdra sevaka bar pada Dharma Purdnara
Kardi likhailanta manohara |

Sapta vina rasa candra gnka vatsarata grantha
Samdpata bhaild rucikara ||

(His (Rudrasimha’s) eldest son king Sivasimha is learned and
intelligent. No body is equal to him in virtue and he is as beauti-
ful as the husband of Rati. Dust raised by his marching soldiers
envelopes the sun and makes the latter invisible, and then the days
appear like nights. Born of the Cetia family, devoted to her hus-
band, resembling Rati in beauty and beloved of her husband is his
gueen Ambikd by name, They have a son, whom the scholars,
consulting scriptures, named as Ugrasimha. Though placed in
charge of the Tipima region even at his boyhood, everybody is
pleased with his sober and dignified mien. Badha, an officer of
unblemished character, respectfully carried out the joint orders
of such a king Sivasimha, young prince Ugrasimha, and of queen
Ambikd by having caused this Dharma Purdna to be translated
into Assamese verses in the year 1657 of the Saka era).

The Ahom royal families newly converted into the Hinduism
took keen interest in the propagation and popularization of the
Hindu religious ideas and beliefs. The translation of Dharma
Purina might be due to this religious zeal of the royal patrons, It
is a voluminous work replete with didactic and moral stories, some
of which such as the origin of the Ganges, the fight between Andha-
kasura and Siva, the quarrel of Kadru and Vinata, the stealing of
nectar by Garuda, etc., are to be found in many other purinas also.
There is an interesting reference to the distribution of non-Aryan
tribes in and around Assam. Garuda the king of birds, devoured
through mistake a Brahmana along with some Mlecchas. But unable
to digest him he had to vomit them all out, in course of his flight
through various regions of Assam:
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sambudhid vacana bulila Garudaka |
sattvare bajhdyo bipa ito brahmanaka || |
bijha kariyoka ehi canddlaganaka |
Lauhityaka madhyae kari edrio disaka ||
aranyara madhye keho parvatara méjha |
dise dise kard ito mleccagana bdjha ||
pitrra djiidka dhari $irogata keri |

jhinte bajh karileka thdi thdi kari ||
adydipio prithivita isavaka dekhi |

$uniyoka sisavara ndma kaho lekhi ||
Gufija ndme ache yito piirva pradedata |
néhi dédhi gumpha tira kesa sulalita ||
agni pradefata Nagna dchaya yateka |
birala birala kefa dekhiya pratyeka ||..
daksinata Kachdiri Kuvdca buli ydka |

go mimsa bhunje punu pranira himsaka ||
nairta difata Gard &di samuddi |

gomansa nabhaile tdra dineka naydi ||
Vipraka badhite tdra kicu famka néi |
pascimata Kharppara buliya loke kay ||
pipa hena buli sifo najine janmata |
dekhile matrake yika buddhi have hata ||
viiyavya disata dche Turuka yavana |
go-mimsa bhunjid dine santosita mana ||
afvata cadiya phure yuddhaka bicdri |
dekhi bhaydnkara badhdi ache gopha dadi ||
uttara diSata Bhota ddi mlecchagana |
parvate thdkii kare samaste bhaksana ||

aifanyata dche Miri, Mallaka niscai |

(Addressing Garuda he spoke: “Please immediately vomit out
this Brahm&na and also these Cdndélas along the surrounding re-
gions of the river Lauhitya and in the hills and deep forests of the
different directions.” Accordingly Garuda immediately vomitted
out all the Mlecchas in previous places, who could be seen even
to-day in this world. I am enumerating them, please listen in the
eastern region the Guiijas, with beautiful hair but without beards
and moustaches, inhabit. In the south-east, reside the Nagnas with
scanty hair. In the south, the Kachdris and Kuvdcas live. They
take beef and do violence to all kinds of creatures. In the south-
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western region the Giros live, not a single day they spend without
beef, and they do not feel any scruple to kill even a Brihmana,
Inﬂmwestthelﬂmmpumremde They do not know what is a
sin, their very appearance makes one shudder. In the north-west-
ern direction the dreadful Turukas with long beard and war-like
appearance riding on horses move in pursuit of war. Beef is their
favourite meal. In the north the Bhots and Aleds live on mountains
and eat anything and everything. The Miris and Mallakas inhabit
in the north-east). :

There are one or two more local references which certainly
do not form parts of the original Sanskrit version. There is little
that can be truly called literary or poetical in his work.

(ii) The second version is a later production. It is a work of
ParaSurama Dvija, the translator of Vignu-Purdna.

11. KALKI-PURANA

The deeds of Visnu in the future age at the close of the Kali-
Yuga are described in Kalki Punina® The Assamese version
begins with a description of the people of the Kali-Yuga illustrating
their propensity towards evil doings. Vignu having been informed
of this by the creator, promises to take his birth towards the close
of the Kali-Yuga in the house of a Brahmana to redeem the world
by purging out the evils from the surface of the earth. Riding on
a snow-white pony, he will destroy the Mlecchas (heretics) and
will inaugurate a new world of peace and happiness based on
virtue and truth.

This purfina was translated in the nineteenth century by Gha-
nasyfima Khargharia Phukan (1795-1880). He was an officer of
some distinetion during the reign of the last Ahom monarch and in
the early part of the British administration he served the latter in
various capacities.

12. PURANIC TRANSLATIONS OF DOUBTFUL ORIGIN

Besides the genuine translations discussed in the preceding
sections, there are in Assamese a few works of various dimensions
which claim relationship with some Sanskrit purnas, real or fic-

, 26. The manuscript copy of the Assamese version is profusely illustrated
mth_ﬁualmuedpahﬁnmpmrndhtheubtmafﬂnmupAnmdham
L 33
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titious. Thus the voluminous work Vydsdsrama, alleged to be
written by Rima Sarasvati claims as its sources the various purinas
and Samhitis, The work mainly depicts various exploits of Bhisma
of Mahibharata fame. Those exploils are neither to be found in
the great epic, nor in any of the known purinas. Kurmavali-Badha
by Ségarkhari Daivajna refers as its source to Kumuda Purina
hitherto unknown., There is a small kivya in Assamese entitled
Kalika Purana describing the marriage between Mahadeva and
Parvati. It is full of secular touches, and reflects Assamese social
life and habits, The skeleton of the episode might be derived from the
Sanskrit Kalikda Purdna, but its treatment has nothing to do with
the Sanskrit texts. Another small kavya titled as Agni-Purina
was written by Prince Madhunéirdyana, son of king Raghudeva of
the eastern Koc kingdom. It describes how a living man made
havoe in the land of Yamaraja. Though it has been titled as Agni-
Purdna, the Sanskrit purina does not contain that story. There
are a few more minor works claiming relationship with some un-
traced and unfamiliar purdnas, It is doubtful whether those
puranas did ever exist.¥

In conclusion, it would not be out of place here to refer to
three versions of Padmd-Purinag, a vernacular purina which deals
with the glorification and exploits of the snake-goddess Manasa.
Though written in the provincial language, Padmd-Purana has
many similarities with Sanskrit purBnas. The snake-goddess
Manass was received into the Hindu pantheon at a time when the
N.IA. languages had replaced Sanskrit as the literary medium and
the practice of writing purfinas in Sanskrit practically went out
of vogue. But in spite of the fact that it is written in the local
language, Padmd-Purina is regarded by the people as any other
purana and its popularity is immense. These three versions of
Padma-Purna were written by Mankara, Durgibara, and Sukavi
Nardyanadeva between the fourteenth and the seventeenth century
of the Christian era,

27. In the Catalogue of Assamese books and manuscripts compiled by
Kanaklal Barua and Ramakanta Barkaksti in 1895 AD. under the auspices
of the Assamese Students’ Literary Club, Caleutta, manuscript coples of a
few more purinas are mentioned. But those have not yet come to light.
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BY

S. N. Sargma
I

The exquisitely lyrical Kavya Gitagovinda of Jayadeva occupies
an exalted place in the history of Sanskrit literature. Jayadeva
is said to have fourished during the reign of the last Sena king
Laksmanasena of Gauda in the later part of the twelfth century
of the Christian era. In a verse occurring in the work itself, we
are informed that he was the son of Bhojadeva and Ramédevi and
the name of his wife was probably Padmadevi He was born at
a place known as Kenduvilva, modern Kenduli in the district of
Birbhum.

The fame of Gitagovinda has never been confined to the pro-
vince of its origin, It has innumerable commentaries all over India
and more than a dozen imitations, Not to speak of other provinces,
in Assam alone, there are three Sanskrit commentaries and three
Assamese versions written between the sixteenth and the eighteenth
centuries of the Christian era. The source of its so much popularity
lies in the elegance, clarity and musie of its dietion, as well as in
the felicity and richness of its sentiments. It has for its theme the
divine love of Radhd and Krsna, so popular in medieval India,
depicted in a humanised form. The following appreciation of the
work by an eminent scholar of Sanskrit literature deserves to be
quoted here to give an idea of its poetical merit.

“The literary form in which it is presented is extremely origi-
nal. The work calls itself a Kdvya and conforms to the formal
division into cantos, but in reality it goes much beyond the stereo-
typed Kavya prescribed by the rhetoricians, and modern critics
have found in it a lyric drama (Lassen), a pastoral (Jones), an
opera (Levi) and melodrama (Pischel) and a refined Yatra
(Schroeder). As a creative work it has a form of its own, but it
defies conventional classification. Though cast in a semi-dramatic
mould, “the spirit is entirely lyrical; though modelled perhaps on
the prototype of the popular Krspa-Yétra in its choral and melo-
dramatic peculiarities, yet it is far removed from the old Yatrds
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by its want of improvisation and mimetic qualities; though imbued
with religious feeling, the attitude is extremely secular; though
intended and still used for popular festival where simplicity and
directness count, yet it possesses all the distinctive characteristics
of a deliberate work of art.”?

The popularity of the Kivya does not entirely depend on its
poetical merit, however high it might be. Its popularity may be
ascribed to a considerable extent to its affinity with the subsequent
vernacular poetry. It does not strictly follow the Sanskrit tradi-
tion, but bears closer resemblance to the spirit and style of
Apabhraméa or vernacular poetry. The musical padavalis really
conform to the wvernacular manner of expression and employ
rhymed moric metres, Scholars therefore consider Jayadeva's
work as the precursor of “Mangala-lyries” of the later period?
Though some have tried to show that Gitagovinda with its erotic
Radha-motif could not impress the Vaisnavas of Assam, the fact
that it was translated in spite of the existence of the Radha-motif
by a devout Vaisnava like Rama Sarasvati, with certain modifica-
tions, speaks eloquently of its popularity. Of the three commenta-
tors, one Ratna Kandali, is definitely known to be a follower of
Sankaradeva. Even in one song of Keligopala-Nédta of Sankara-
deva, an echo of Jayadeva’s song “Candanacarcchita nila
kalevara ...." is audible. His Dasivatira-Stotra is also very
popular amongst all sects of Assamese people. In the following
pages translations of Gitagovinda have been discussed

The number of manuseript commentaries and versions show the
great popularity of Gitagovinda in Assam. The first of the three ver-
sions was composed by Rima Sarasvati the renowned translator of
the Mahdbhdrata. That Gitagovinda is a later composition of the
poet can be ascertained from the following lines of the version itself:

piirvata racilo pada ati anupdma
Udyogara ddyakatha bhigavata ndma
Bhismaparva nibandhilo Bhigmara nirydna
pace Ghosa-ydtra vanaparva yira ndma

(Before this, I composed the first part of Udybdga-Parva containing
Hari's name; and then I composed Bhisma-Parva, after which I
composed Ghosa-yitré, named as Vana-Parva).

History of Bengal (Dacca University), p. 370.
5

L
2 S K. Sen: Mangala lyrics’, G. U. Journal, Vol IL
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The poet's reference in his version to the patron king Dharma-
nardyana (1613- 1629 A.D.) points to the approximate date of the
composition of the version, It should be noted in this connection that
Rama Sarasvati passed the latter part of his life in the court of
Dharmaniridyana. He introduces himself in his version of Gita-
govinda as the priest and preceptor of Dharmanariyana® So the
date of composition of his Gitagovinda can safely be placed in the
first quarter of the 17th century.

Réima Sarasvati's Gitagovinda is not exactly a literal transla-
tion of Jayadeva's kivya. His version is an admixture of Bhéga-
vata Purdna and Gitagovinda of Jayadeva. Jayadeva's kivya is
not at all based upon Bhigavata Punina, rather it has got certain
fundamental similarities with Brahmavaivarta Purna with its
Radha legend and exuberant development of the erotic sentiment,
But the Assamese poet in order to make his Kavya fit in well with
the Vaisnavism of Assam where Bhigavata Purdna holds a supreme
position, blends the Rasa-krida incident of the above Purina with
Jayadeva's description. The poet himself admits this in the intro-
ductory lines of his version. In the chapters 26th to 33rd of the
10th Canto of Bhdgavata Purdna the Risa-krida of Sri-Krspa is
described. To show to what extent the story of Bhdgavata Purina
has been introduced in the Assamese version a summary of the
latter is given below:

Having heard the melodious note of the flute of Krsga in an
autumnal moonlit night all the Gopis including Radha left their
home at dead of night for Vrndavana. Krsna with a view to test
their sincerity of love and devotion for him, at first questioned
them about their errands and asked them to return home remind-
ing them of the duties of virtuous ladies. But subsequently, hav-
ing ascertained the firmness and sincerity of their love, he fulfilled
their desire by performing Rasa-krida with them. Krsna by his
magical power transformed the autumnal nature of Vyndivana to
a luxuriant vernal state. Thus while Risa-krida was in progress
Radha who desired Krsna exclusively for herself, went away with
two of her confidants with wounded sentiment. In the mean-
time Kyrsna came to know of it and began to feel and pine for
her, Then follows a long and detailed description of the pangs
of their separation conveyed to each other through Ratnivali and
Sukanthi, the two confidants of Radha. At long last they were
united; but hardly had they realised the joy of the reunion, when

3. Gitagovinda, p. 6 (K. R Barua edition; 1290 Bengali era).
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the other Gopis in quest of Krspa scented their whereabouts.
Krsna feigning like an ordinary paramour fled to the deep forest
with Radha. This time Radha's pride got the upper hand and
thinking herself the favourite mistress of Krsna began to treat
him with scant respect. As a result Krsna disappeared, forsaking
her in a bewildered state when the other Gopis in quest of Krsna
found her alone. Finding no clue of Krspa they returned to the
bank of the Yamuni and in an ecstasy of love for him began to
imitate his actions and thereby tried to seek consolation. Krsna
realising their distress and their profound love for him appeared
again.

The above story of the Assamese version is exactly similar to
the incident narrated in Bhéigavata Purdna. Bhdgavata Purina
speaks of autumnal and not vernal Rasa-krida as described by
Jayadeva. Rima Sarasvati seeks to bridge this difference by
taking resort to Krsna's wonderful magical power by which he
engrafted vernal beauty over the autumnal nature. In Bhdgavata
Puriina the name of Radha does not occur at all, but mention is
made of a certain Gopi with whom Krsna disappeared from the
midst of other Gopis. Rama Sarasvati has assigned to this favourite
Gopi the role of the Radha of Jayadeva. The two confidants of
Radhi acting as go-between have been named as Ratnévali and
Sukanthi in the Assamese version. These two names also are not
to be found in Jayadeva. From this account it is evident that
Rama Sarasvati interwove the description of Jayadeva's Gita-
govinda into the texture of Bhigavata, with additional borders of
Vaispavite touches wherever necessary. The cause of introducing
the Bhdgavata element is not far to seek. Assamese Vaisnavism is
conspicuous by the supreme position of Bhdgavata Purina and
the absence of the Ridha legend with its amorous motif. So when-
ever the Assamese poets had to introduce Radha they did it with
certain modifications. As a result here also the character of
Radha loses much of its prominence as found in the original Kavya
of Javadeva. But in this attempt to change the colour of Radha's
character, Rama Sarasvati has not been able to change her
altogether; in many places her character as described in Gita-
govinda or in Brahmavaivarte Purdna remains intact. For instance,
in Brahmavaivarta Purina Radhi and Krspa are described as
embodiments of Prakrti and Purusa and it is implicit in Gita-
govinda also. The Assamese poet also states categorically in more
than one place that Radha and Krgna are nothing but embodiments
of Prakrti, Iévari, Vidya, Bhagavati in different places.
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One of the noticeable features of Rama Sarasvati's version is
the detailed description of Ragas and Raginis employed by Jaya-
deva. Jayadeva's Kdvya consists of twelve cantos divided into
twentyfour songs. Rama Sarasvati while translating the songs into
-Assamese papdrs and tripadis has not kept the division of Jaya-
deva intact. He has incorporated within each chapter two or more
songs of Jayadeva. Along with the translations of the songs he
describes the general characteristics of the Riga employed in each
song. These Rdga-laksanas are taken from musical treatises in
Sanskrit. As specimens, the following descriptions of Vasanta and
Karnata Rigas placed side by side with the Assamese versions may
be useful for better appreciation:

(I) Sanskrit (Vasanta-Riga):

§ilhendi-barhocchaya-baddha-ciidah pusnan pikam ciita-
latdnkurena |

bhraman mudd vamamandifiamirtir-matangamatta sa
Vasanta Rédga ||

Assamese (Vasanta Riga):
Vasanta rigar $und imata laksana |
pramatta purusa gota dekhite Sobhana |
mayirara pucche cidd bandhi manohara |
paridhdna bastra brksa pallave patrara 1
sundara subefa miirti gati manbrama |
esava laksane riga vasanta uttama ||

(V. 59-80)

(IT) Sanskrit (Karndta Réga):
krpina-pini gaja-danta-patramekam bahan dalesina-karna
pure ||
sanmstuyamdnah suracdranoghaih karndtardga Sikhikan-
thanilah ||
Assamese (Karnata)
nilabarna purusara mandird hatata |
cdri hastidanta jvale dakhina karnata ||
stuti kare devatd asura gane mili |
isava laksane karndfa riga buli ||

(V. 151)

I have not given the English translation of the pieces as the
Sanskrit versions are simple enough to bring out the meaning. In
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some cases, as in that of Gandhiira and Mélava, the poet in addi-
tion to those Régds, describes their families including Réginis and
indicates the appropriate tune and time for singing those Ragas
and Raginis.

In Jayadeva the erotic possibilities of the Radha-Krsna legend
have been elaborately worked out; and the Bengali poet presents
Radha and Krsna in a vivid background of great sensuous charm.
In the Assamese version of Rima Sarasvati this erotic emphasis has
not all been minimised although here and there Vaispavite lean-
ings are obvious. The hero (Krgna) and the heroine (Radha) are
described with elaborate technical details that are to be found in
Sanskrit treatises on poetics and eroties. In describing the different
stages of the erotic theme towards its conclusion the Assamese
poet on many occasions makes an addition to Jayadeva's erotic
description. Some of these additions are his own, and others are
mainly culled from Sanskrit sources. Thus while describing the
places where the lovers should meet the poet gives the following
description which is approximately a vernacular rendering of
similar lines of Visvanatha's Sdhityadarpana (Chap. III):

ksetramn bifi bhagna devdilayo diti grham vanam |
malayafica $masinaiica nadyddindm tati tathd ||

sthinanyastay tathd dhvantdcchanne kutracidddraye ||
Gitagovinda (Rama Sarasvati):

atha thii kridd kare Jeimini samasta |

$uniyoka tdihdra nimaya yata yata ||

khetra bhiimi bari aru bhagna geha |

nirjana ghara dru aranya bifesa ||

nija sthine nadi tire jalata namdi ||

vefyd gane kridibdka ehi datha thai ||

(V. 108-109)

Similarly while describing the mental afflictions of Radha in
her separation, the poet incidentally narrates the conditions of
women in pangs of separation. This description being absent in
Jayadeva bears close resemblance to the following lines of Natya
Sdstra ;

Devatdnamalam-kuryit dadydt-valibhuje valiv |
likhet kdnta prati-kritim pdthayet suka sirikdh ||
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ganayeccabadhi dinam gitam gayettadamkitam |
evamcidhabindden nayet kila biyogini ||

Gifagovinda (Rama Sarasvati):
birahini kanyd save birahara thane |
citra karma kari tebe patiyive mane ||
kato birahiniye devala ptiji kari |
- kato gita gavanta svdmika mane dhari ||
$uka sdri parhavanta palatdve mane |
ehi mate kdla bafice birahini jane ||

(V. 183-184)

In certain places the Assamese poet has supplemented the
description of Jayadeva with a view to give a complete picture.
Thus he has rendered into Assamese not only the vernal beauties
of nature depicted by Jayadeva but has also supplemented it by
introducing an additional description showing the influence of the
vernal season upon the animate and Inanimate things of the world.
In certain places description from Bhdgavata has also been trans-
lated.

It is clear from the above account that Rdma Sarasvati's ren-
dering of Gitagovinda cannot be called a literal and faithful one.
He has inserted the beautiful erotic description of Jayadeva with-
out following the order of his plot. But it should be remembered
also that Rama Sarasvati being a devout Vaisnava has not lost
sight of his Vaisnavite ideals. Without affecting the poetical
beauty he has laid stress upon the Vaispavite ideals wherever
possible.

m

After the disintegration of the Koec kingdom the centre of lite-
rary activity shifted from Koc Behir to the capital of the Ahom
kingdom at Sibsagar. With the change of literary centre the tra-
ditional ideal of literature also underwent a certain change. The
literary outlook of the Ahom court was to a certain extent secular.
Literature predominantly of an erotic type such as Brahmavaivarta
Purina, Gitagovinda, Sakuntald found favour with the court poets.
The Réadhi-Krsna story entered into the lyrics supposed to be com-
posed by Rudra Sirmha and Siva Sirmha, some of which were written
in Sanskrit in imitation of Jayadeva's verses, Under the patronage
of king Rudra Sirmha (1696-1714 A.D.) Ramandrayana Cakravarti,
better known as Kaviraja Cakravarti, translated Gitagovinda into

L. 40
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Assamese verse, Kavirdja Cakravarti, introduces himself in cer-
tain places of his work as Dvijabara. Under the royval patronage
of Rudra Simha and his son Siva Sithha, Kavirdja Cakravarti com-
posed Gitagdvinda, Krsna-janma Khanda Brahmavaivarta Purina,
Samkhaciidabadha-kivya and Sakuntald.

Unlike the version of Rima Sarasvati, this version closely fol-
lows the original of Jayadeva. This version no doubt lacks the
original flavour of Réma Sarasvati's version, but it is more faithful
to the original. As usual, Kavirdja Cakravarti has translated the
original songs and narratives in the paydra or pada metre of Assa-
mese, without adhering strictly to the original division into cantos
and songs; but he has demarcated the several songs by appro-
priate reference to the initial lines of each song. But the notice-
able feature of the manuscript preserved in the Kimariipa Anu-
sandhana Samiti, Gauhati, is that it is profusely illustrated, so
much so that there is not a single folio left unillustrated. Similar
paintings of the scenes depicted in Gitagovinda are also seen in
South Rajasthan and Gujarata. The painter's name in the manu-
seript is not mentioned. Samkhacidabadha Kdvya, by the same
poet is similarly illustrated. It may be presumed therefore that
the poet himself supplied the illustrations. There are a few illus-
trations depicting the court of King Rudra Sirnha. The paintings
are not so brilliant and natural as those of HastividyGrava where
the influence of Mughal painting is clearly discernible. The painter
whoever he might have been portrays the Rdgas in approximate
conformity with the classical precepts. There is a vignette of
Jayadeva at one corner of each folio-painting; the poet as it were,
watching scenes of his imagination.

So far as the language and description of Kavirdja Cakravarti
are concerned, they lack the flavour of Rama Sarasvati’s independ-
ent outlook, but are more faithful to the original. It is impassible
to retain the elegance, music and assonance of the original version
in a translation, but it cannot be denied that the Assamese poet
has been to a great extent successful in maintaining the spirit of
the Sanskrit texts. This has been possible because of the reten-
tion of words used by Jayadeva, as far as possible,

The third version was composed by one Dharmadeva Bhatta
in the year 1796 A.D. He introduces himself as the grandson of
one Gopéila Bhatta (Gopdlabhattdtmaja-tanaye) in the concluding
colophon of the work. The influence of Rama Sarasvati's version
on his translation is apparent, not only in the language and descrip-
tion but in contents too. The introduction of Risa-Krida episode
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from Bhidgavate is also a marked feature of the work and deserip-
tive feature of Rigas employed in the original Sanskrit text, bear
close resemblance to those of Rima Sarasvati's version. But too
much insistence on Vaisnavite ideals and frequent harpings on
didactive elements have reduced the literary flavour of the work.
That the translator also kept before him the Sanskrit version, is
evident from the original lines quoted in the beginning of every
chapter and the presence of descriptive passages which could be
traced back in the original version of Jayadeva only.

This version incorporates the traditional life-story of Jayadeva,
according to which the great poet due to the influence of inexorable
fate committed rape on his mother and killed a Brihmana and a
cow in a drunken fit. Life became unbearable for him when he
realised all these after the intoxication was over. To expiate the
sins thus committed he went to the temple of Lord Jagannatha but
was repelled by the keepers. He therefore repaired to the back
of the temple and began to sing the glories of the Lord in a most
heart-rending tune. Ultimately the Lord took pity on him and
the entire temple with the Lord within is said to have turned back
to listen. Being favoured by the Lord, he came back and became
the court poet of king Laksmana Sena of Gauda.
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