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PREFACE

To sketch the history of Classical Sanskrit literature 
within the limits of a volume of the Heritage Series would 
have been impossible but for the decision to allot anothci 
volume to the Sanskrit Drama, in which the liter atuie of 
India attains its highest perfection. It has seemed best 
also to restrict this review to the period before a .p . 1200, 
a date conventional indeed, but yet late enough to include 
all the great masterpieces of Sanskrit literature. Even 
within the limit chosen attention has been concentrated on 
the works of chief merit or reputation, and it has been 
necessary to avoid any detailed discussion of controversial 
dates, in order to dwell upon the substance and form of the 
literature itself. Here again it has only been possil -le to 
indicate in outline the salient features of the classical litera
ture, and to suggest some of the many problems affecting 
its origin and development. The aim of this work will be 
accomplished if it serves to remind readers of the richness 
and variety of the literature of which it treats, and encour
ages students to extend the field of their reading in Sanskrit.

The literary judgments expressed ate based on th< 
assumption that classical Sanskrit literature is entitl'd to 
rank among the great literatures of the woiid, and tbai 
therefore it must be subjected to the same stmidardH A • tut: 
applied to them. Analogous standards in elf. u  imn-t h r 
influenced the judges of poetry in .nedkeval In-ha, I " ,lll > 
accord in acclaiming as the first of Sanskrit p..e' Kuhd.t .a, 
to whom Western ernjes without hesitation. m tli. m 
rank.

.... , , a HekkikpaU' Kmth.A t i tu m ir g h ,  n
J a n u a ry , 1923,
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PREFACE TO SECOND EDITION

A reprint of this sketch having become necessary, the 
opportunity has been taken to make a few verbal changes 
and to add some references to recent works.

The question of the date of dramas ascribed to Bhasa 
by the late T. Ganapati Sastri, whose death inflicts a grave 
loss on Indian scholarship, affects so closely certain matters 
dealt with in this book that I should, perhaps, state briefly 
the reasons which render me satisfied that his identification 
of the author is correct. I hold it as conclusively estab
lished that the author of the Canidatta was earlier than 
‘.he Mrrchakatika ; that all or almost all the Trivandrum 
plays are by the same author; and that this author ranks 
higher than any Sanskrit dramatist other than Kalidasa. 
Whether we give a name to this dramatist is indeed a minor 
matter ; but, when we find that pre-eminent among the 
plays is the SvapnaviHavadatta, and that ancient critics who 
had before them Bhasa’s dramatic output ranked his 
Svapuaviisaradattti as supreme, it seems idle to refuse 
t.. accept Bhasa’s authorship. How far the plays as we 
have them represent Bhasa’s own version is a problem 
as little soluble as the question of the original form of 
b e  QakttnlaUi of Kalidasa; none the less the genius of 
b' i!i authors is equally undeniable. On this point I am 
htipp.v to find recent confirmation in an article in the 
Feslgabe 'ruebi by an author of high artistic sensibility,
H. Weller, wiv . demonstrates the affinity in style and 
.ph i' of ' Ci tain or q K. vt.rKCS ascribed to Bhasa in the 
a t'li’ • ad s ''dth pn..Ms,Y,.;, H, t)v> Trivandrum plays. Nor 
».iii I in d iu the vast ,,n the subject a single
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^^'^Satisfactory argument to prove that the dramas, by reason 
of technique, metre, Sanskrit, or Prakrit, are later than 
those of Kalidasa, who, it seems to me as to T. Ganapati 
Sastri, knew the plays as those of the great predecessor 
with whose fame he had to contend in his youth.

The
University of Edinburgh, A. Berriedale Keith.

May, 1927.

\A S  ) ’ i  PREFACE ,
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CLASSICAL SANSKRIT

It is characteristic of the paucity of our information of 
the early history of Sanskrit literature that n serious 
controversy has arisen as to the language in which seen at 
literature was first composed. It has been suggested, 1 
more or less clearness, that for profane as opnosed to 
sacred literature Sanskrit was originally not employed. t 
was essentially in the form in which it was legulateU by 
the grammar of Papini, in the fourth century n.c., a form 
of speech reserved for those who conduct's; s a c r i f i c e s  and 
engaged in theological speculation, in effect tor the Uran
iums. Other persons used a true vernacular, which may 
lie described as Primary Prakrit, in order to distinguish it 
from the Prakrits which have been preserved in the gram
marians and in literature, and which represent a chrono
logically later stage of speech. It was in some Pnniary 
Prakrit" that secular literature was first conn osed. and t 
was only late that the sacred language was extended to the 
meaner" use, perhaps ns Professor U v i  ha., sugf.c tot , 
through the initiative of the Salta Satraps of Western India 
in the course of the second century a.p .. one of v.hom, 
Rudradaman, is responsible, (m the hrst official m»c’ “* 
in Sanskrit throughout, and whose official noim 
seems to lie reflected in the rules tor the use o f titles in the 
Sanskrit drama laid down i" He l .h n a i .y a  K n / y .w .  >...
The epics them selves it has been suggested, were hn,R 
current in Prak.it before they were rendered, perhaps

• lad. W«/.. xxxlii. 163 |T. Contrast Keith. Sans/., if Drama. m>-

/#d!. Wm/.. mHI 68 Contra it K, ith. /.A'.,-t A , lul l. |>p. lOfl ff.t
1UIS, pjj :v».s it.. 7tK» f.



' Ssliortly after the Christian era, into Sanskrit. The motives 
for such translations and the impetus to compose in Sanskrit 
in lieu of Prakrit can easily be imagined; the culture of the 
Brahmins was becoming more and more the chief common 
possession of India, and the sacred language presented the 
ouk possib&ty of a speech which could claim comprehension 
readily throughout the vast area subject to Brahmanical 
influence^ Further, during the period before and after the 
Christian era India was subject to invasion from the north
west and west and to considerable movements of population, 
which must have excited rapid changes of speech forms in 
the areas affected, anTl have driven poets and others, desirous 
of producing work to endure, to seek a medium more 
satisfactory than a vernacular in process of rapid alteration.

The theory has the attractiveness o simplicity, but the 
complexity of facts rarely admits of such easy solutions. 
We must recognise the scantiness of our information re
garding the early speeches of India, the vast areas concern
ed, and the distinction of tribes and of classes within tribes.

{ The Vedic language as we find it in the Rgvcda and in the 
later Snrbhitas is already a poetical and hieratic language, 
which was doubtless different even from the speech of the 
priests in ordinary life and still further removed from that 
it the ruling and subject classes, not to mention the slaves 

or aborigines. The language of the Brahmanas, the 
Arnpyttkr.s, and the Upani$ads is equally a hieratic speech; 
it represents the language used by the priests primarily- at 
tlie sacrifice, then in speculations cased on tbs saetilice, and 

nding ultimately beyond its immediate limits, not the 
language of everyday conversation cither among the pi iests 
themselves or in intercourse with others.1 It is undoubt
edly a genuine continuation of the language of the Sarhhitus 
in so ini as it is descended from the prose of the Saihliita 
p e rio d  : indeed, while wc have no prose as old ns the 
figneda, them is no rauum to doubt that the prose of the 
Saujlntos . the Mack > jjuricdu is contemporaneous with 
the Inti i vvir.ci of these texts. In the grammar of 1’iiijini

‘ H. 11 i. .S. r- n il  t, xlv, ? l ! O'., ' . v : i'i . , i,  i, v . y ,  
1, ’l f 1. 1*1. II. C>UknU if,, /></; MuhiiOhiinUa, pp. i 'JU if.
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find the norm laid down for the spoken language, Lhasa, 
of his time in the higher circles of society, a fact which 
explains the failure of the norm of Pan ini to conform precisely 
to any texts which are preserved to us, though it has obvious 
affinities with the language of such Brahmanas as the 
Aitareya. The Bhasa shows little phonetic variation from 
the hieratic language, and we must recognise in this fact 
the dominant influence of the religious factor in stereotyp
ing speech. We have of this a brilliant example in a quo
tation from an earlier authority preserved in Patanjnh 
about 150 b.c. There were, we learn, at one time set rs 
of vast knowledge who, in their ordinary convei sal ion, 
used incorrect expressions ; thus for the correct yad vd 
tad vd nah, which denotes, ‘We are content with otu l"t, 
they said, yar vd aas tar ltd nah, but while sacrificing they 
strictly followed the correct forms. An expiatory sacrifice, 
the Sarasvati, is also prescribed for any incorrect use i >r 
language in the sacrifice, and, when it is remembered how 
long the sacrifice might last, it is not surprising that die 
hieratic language exercised a most powerful stabilising 
effect on the language of the priests. 1

That in other circles and places there was a mpid 
change of language we may a priot 1 readily admit, and tpe 
probability is confirmed by occasional traces in the Verne 
language1 itself of forms which show phoned- changes 
foreign to that type of speech. In this connection we 
must remember that, while llie earliest Vedic hymns ucie 
composed in the Panjab, other, belong rather to the region 
of Kuruksctrn, which is also the home of the great lirah- 
nianas, while the Aihatv,r. ,(ta in r«rt ma> have its origin 
among tribes still further c a s t ,  settled on the Ganges it«af.
The Hmhumnitnl civii'saii n d<»nbtK.sfi rente.'«•«] r: * if' 
region of Kuruk^ctra or the middle count, v. esiwcnlly 
among the Kurn-Pnncalas,2 but it -1 -ead bey-nd these limits 
to the land of die Rosalie and Vidclms as well ns to - vtn 
more remote regions. It would be absurd to assume tlmt

• n ow  tnr these nr. original, how far nuhstitutwl In tpmsniimiion, 
irt Insoluble.

M uutou i  H kui I Keith . / n i u  fm t t  .x , I, !'• cl.

11 ].*/? CLASSICAL SANSKRIT ' S I ,



----5‘le of linguistic change was uniform in the different
localities; the communities must have been very varied in 
composition, some more affected than others bv mixture 
with the aborigines, and therefore in all probability likely 
to alter more rapidly their speech. This factor of race 
n' lx*_ur® ™ust have played an important part in the creation 
ot the 1 rakrits, not, of course, in the sense that these repre- 
se.it the treatment of Vedic by aborigines,1 whether 
Uravidian or ^Austro-Asiatic-1 in speech, on whom it was 
forcec by their masters, but as influencing the racial char
acter and speech capacity and habits of the Aryan tribes.

These facts, however, leave us entirely without informa
tion as to the language in which secular literature was 
composed before or contemporary with Panini. Nor are 
we earned any further by the fact that both the Buddha 
and Mahavira, the founder or renovator of Jainism, in the 
bnh century b.c. used some form of Prakrit, possibly the 

■ cursor of Ardha-Magadh,; those were rival religions to 
Brahmanism, and moreover flourished primarily in regions
■ Inch were outside the plane of Brahmanism proper. How 
i-.r this Prakrit differed from the Bhiisa of Panini we have 
no means of saying, for neither the Pali nor the Jain Prakrit 
™s “ny serious pretension to represent the speech of the 
Buddha or Mah&vlra. It is more important that in the 
inscription* of A4oka in the second half of the third century 
*-c* ',u,j *n epigraphical records generally until the second 
century a.o .we find Prakrits, and not Sanskrit. As far a; 
a Buddhist Emperor was concerned anything else was out
■ »t tin. question, and the influence of the Empire doubtless 
affected nil its successors. But we nce<l not dotibi tlmt 
some form of Prakrit appealed more directly and easily 
tlir.n Sanskrit to the comprehension of the generality of the 
subjects of the Asokan Empire and in the subsequent 
pern si. We must nolc, however, that the Asokan edicts 
show us the attempt to establish the language of the capital

1 ' f b’ 1 b , r Hliti ry - //!,', ; ■ ;,/l
‘ l.l S. k .  ' 't.iUt rii, / ic r r a li  L anr r.jrr, ' 40 f 170 ,r „J. MUn-i,. Lull. .V,y. l.tng,, ijr 1 pp. JO t> * Ul) 11 1 ' ll“
J ( l. .1 1 *rrvl»i!.l i, Journal Isiufn/u . viu I rf '1  f 
• lv< i. Kom,. in ti  W M . i. V '

( ® )  ■ ( S r
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■p-'. as a lingua franca in lieu of Sanskrit, an effort which was 
clearly doomed to failure, so inferior is the Prakrit to 
Sanskrit as a means of expression.
•'It is upon this epigraphical use of Prakrit that the belief 

that secular literature was composed originally in Prakrit 
essentially depends. Yet the argument is clearly without 
cogency ; it conceives a priesthood devoted to Sanskrit on 
the one hand, a secular population equally devoted to 
Prakrit on the other, making no allowance for the complex 
gradation of Indian society which can be traced clearly in 
the later Sarhhitas and is visible in large degree even in the 
Rgvcda itself. That a popular secular literature in Prakrit 
such as the folk tale existed, we need not doubt, but we 
have every reason to believe that there existed a more 
aristocratic literature in Sanskrit, not indeed in the Bluish 
of Pauini, but in a form of Speech closely allied to it, 
current among the rhapsodes and their patrons. Of thi - 
literature we have a monument in the JiRmiiynna and the 
Mah&bharata, neither of which is in any sense a product 
of, though loved by, the populace. The nearest parallel to 
these works is to be found in the aristocratic literature of 
Greece, the Iliad and the Odyssey, the fine flower not of 
village life, but of the Courts of the great princes of the 
Aegean. The priesthood formed, as in Egypt, a vital part 
of this high culture and made the epics largely their own,1 
but the language is not that of the hieratic speech. It is 
freer, less archaic, more in:, curate, simpler, less fine an 
instrument of expression no doubt, but more practical. It 
possesses a distinctive idiosyncrasy of its own which 
lenders ludicrous the suggestion that it is a turning into 
the hieratic speech of some 1’ruktil; wo have in tin so- 
called Ghtha literature o f  Buddhism genuine examples o f  
the result of the process of transformation, which are miles 
apart from the epic speech. I hat Ikinini ignores the 
language of the epic is no proof that it is younger than Ills 
date; his work is not a disquisition on Sanskrit., but n 
manual of practical ruins regulating the correct speech of

> S «  H. Jacobi, GOlt. Gel. . i n : . ,  lBO'J, j). HHO ; i t .O M v i iU ,  .
Oils J/ti/i'iMilriiAi, p. i t

• G°t&x
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> x^T fi^iriesthood as the highest form of expression, and it in 
no wise falls to him to take account of less elevated forms 
of language. The epics again ignore the rules of Panini in 
their finer nuances, simply because they represent the 
language of classes who did not aim at the linguistic 
perfection of hieratic circles.

Apart from the question of language, there is now 
abundant evidence to show that the epics existed In some 
form in Sanskrit before Panini, and that the idea of transla
tion about the Christian era is wholly untenable. Apart 
from the absolute silence of history on so portentous an 
undertaking, it is plain that there existed no conceivable 
ground for such action at the period in question, which was 
one. of the comparative eclipse of Brahmanism and of the 
domination of foreign influences. But, if the epics were 
composed in Sanskrit, the originality of the classical litera
ture is assured, for from the epic a direct development lead:; 
to the Kavya, which is the highest form of the classical 
literature apart from the drama. There is a very real 
sense in Which the Ramiiyana can be said to be the first 
Kavya; though it lias been embellished in the course of 
redaction, it is impossible to deny to Valmiki the command 
of a literary art1 which rendered the tendency to embellish 
a nntuntl complement of his work, and not the introduction 
of an alien style. 1 The elegance of VSlmiki’s handling of 
metre and bis skilled use of figures of speech are precursors 
of the daintiness and polish of Kalidasa, f

IIow wide was the circle to which the epic could appeal 
in Panini's time* we do not know, but we have a couple 
of centuries later the evidence of Patanjali as to the 
speech of his day. From him we learn that the norm 
of speech in his day were the Siijtns, the learned Brahmins 
of Aryavartn, who, whether they studied grammar or 
not, bad a hereditary skill in the correct use of the 
tongue and from whose employment of it others could

✓
1 II. Jaci.bi, D as A'ltmityiina, pp. UU t l . ; O. W alter, h id ica , ill,

11 IF.
“ A dale alfotit 350 im . l ig h ts  In t with PhiiiniH pusltiou in (In?UtvInlUlO.
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acquire it. Others, however, were less precise in speech; 
thus they mispronounced sounds, making W« of SaPa, palapa 
of palSJa, and mahjaka for mancaka. Again they used in
correct terms (apasabda), mainly nouns, often in Prakrit 
forms adapted slightly to seem Sanskrit, more rarely in 
verbal forms, a graver deviation. We have in the Rama- 
yana a similar distinction drawn between the correct speech 
of the Brahmin and the less precise language of an ordinary ‘ 
man who uses Sanskrit.1,1 In Patanjali we have the well- 
known anecdote of the grammarian and the charioteer who 
dispute over the etymology of the latter's title, Suta, and the 
correctness of the formation of the word prajitr, driver.
The same author contemplates the use of Sanskrit in 
ordinary life (loke) just as Prakrit is used, and Panini him
self gives words dealing with dicing and from the speech 
of herdsmen. A very important light on usage is thrown 
by the practice of the drama, now attested for the first or 
second century a.d. by the fragments of Asvnghosa, in 
which the higher characters, persons of cultivation and 
education of the Brahmin and ruling classes, speak Sans
krit, while women and men of lower rank normally speak 
Prakrit. To suppose that this is a convention without 
derivation from real life," and owing its origin to the intro
duction of Sanskrit into an originally Prakrit drama, is a 
wholly implausible conjecture, for the drama, as vve know, 
is essentially connected on the one hand at least with the 
dramatic recitation of epic material in Sanskrit,® and was 
doubtless in part at least in Sanskrit from its creation;
Bhasa,4 it is interesting to note, has actually one epic drama 
without Prakrit, and there is little Prakrit in his short epic 
pieces. Nor can we believe that in early times nt any rate 
the dramas were Incomprehensible to the audience; the 
NatyaPSstra expressly lays it down that the Sanskrit is to he 
such as to be easily intelligible by everyone. Moreover wo 1

1 II. Jftcohl, Da , h'tini o ana, p. IJS.
1 S. la  / a ah . tndii n, i SSs
• lit. KiitU, Sans*) it Drama, pp ft) ff.
• Hw Kliiti. Bulletin Schval Oi i tn ta l S h u iu s, in, <■ I n  1

mil .‘■ '. in .  il.id., 627 it .;  G. Hurihnr 6a; iii. /«<»<«» His/anini 
Q i.ailnly, i .170 If. ; II. Weller, /■bti'i/.iAr Ja, obi, |, IAS.



striking evidence in the dramas themselves of the aim 
at realism. The Prakrits of Asvaghosa and Bhasa differ 
markedly, the latter tending towards the norm of Kalidasa. 
That dramatist again adds Maharastri to the Prakrits known 
by the older writers, for Maharastri by his day had attained 
vogue through its use in lyrics, and thus seemed fit for 
the stage lyrics placed in the mouths of those who in prose 
spoke the standard Sauraseni.

Patanjali, as we have seen, mentions dramatic recita
tions of epic type, including the story of the slaying of 
Karhsa by Krsna and the binding of Bali by Visnu and 
like Panini he most clearly knows the Bharata epic. But 
it is clear also that other forms of literature of a secular 
character were well known by him.1 We hear of rhapsodes 
who recite their stories until the day dawns, and of tellers 
of the tales of Yavakrita, Priyangu, Ynyati, Vasavadatta, 
and Sumanottara as well as of Bhimaratha. Significant 
is the citation and comment on a verse, ‘He, at whose 
birth ten thousand cows were bestowed on the Brahmins 
who brought the joyous tidings, now lives on what, he can 
glean,' for it is explained that the term pt iydkhya is 
used by jmetic licence (chandovat kavayah kurvauti) for 
priyakhyiiya. A Vdraruca Kavya, or poem by Vararuci 
is mentioned. What is still more significant is the 
occurrence incidentally of verses in the ornate metres of 
the later Kavya style. Thus we have examples of the 
Malati, Pramitaksaru, Praharsini, and Vasantatilnka, as 
well ns of simpler metres, such as the Sloka or the 
Trisfubh. Nor are the verses heroic only in subject 
m atter; they are in some cases dearly erotic as in the 
fragment, ‘O fair limbed one, the cocks unite to proclaim ’
(‘ varatanw samp/avadanli kukkutnh. ’), which rceuis later. 
We have evidence also that the didactic style was already 
known, as in ‘ Ambrosia), not deadly, :rv tl*o blows teachers 
g i t o  the young'' to spoil them produces vice, reproof 
creates virtiu.’ R' ferem.es t.. proverbs, such as that of 
the goat and the razor {ajdkrpduiya) and the crow and

’ Wet" r, /«,/ Stud., O b ,  :.s; if., 177 If. ; KieUmrri, /»</. Ant., xiv, 32<i f.; iDmutlnrkiU', Jnd. Ant., i 14.
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^ — the palm fruit (k&kataliya), as well as to the hereditary 

enmity of the snake and the ichneumon, crow and owl, 
and so forth, suggest that the beast fable was already a 
genus of literature. Pataiijali, therefore, indicates the 
existence in some form or other of practically all the 
main branches of classical Sanskrit literature.

The influence of this Sanskrit literature is probably to be 
"seemed in the very slight evidence of Prakrit Kavya style, 

ticli we have for this century, in the shape of the two 
scriptious of dubious interpretation in the Sitabenga and 
Jgimara caves on the Ramgarh hill, and it is probable 
so that the inscription of Kharavela of KnJUnga, which is 
iten referred to this century, though others place it later, 
as influenced in its style, which differs manifestly from 

that of the As ok an records, by the Sanskrit Kavya.1
Conclusive proof of the vogue of Sanskrit for MU.s 

lettres is evinced by the epics of Asvngho.sa and his dramas 
in which he applies that language to popularise Buddhism 
itself. That he should have thought it desirable so to do

/  is conclusive evidence of the vogue of the Kavya and the 
drama. Moreover, the Prakrits of Asvngho§a are of high 
importance, for they exhibit Prakrit at a stage anterior to 
the softening or disappearance of intervocalic mutes and to 
the setting in of lingualisation of the dental nasal.\ It is 
impossible now to maintain that the Mahanistri lyric, which 
is preserved for us in the collection of stanzas Under the 
name of Ilala and in later texts, is the prototype of the 
Sanskrit lyric. That existed, we may be certain, as early 
as the second century tt.c., and doubtless before that date,
While the Mahanistri lyric was the outcome of study ol 
Sanskrit models and its langungi , far from being a true 
vernacular, is a remarkable adaptation for purposes of 
song, in which the elision of consonants has been carried to 
a degree which would ha\ e rcndeied the language inadequate 
for purposes of intelligible six-celt .
' Asvnghosn’s action was symptomatic of the end ; the

1 Ladens, H ruchslfti l:e /  u Jithis.1.' .vP-' O m in ir i. p. 11 P. S2 . 
lilo. li. Anti S hi rcy huiia A. fisr/. 1U<«3-C*4. |.p, lVs It. : Hoy* 1 
/t/r/ii//pc* ijvi, pp. 121-28.

' e°̂ JX
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' irfaim  of Sanskrit to be the language par excellence for 
secular literature was now established, and its influence 
grew with the stereotyping of the Prakrits and their reduc
tion to merely literary use which early set in, as is evinced 
by the fact that after Kalidasa, at any rate, the Prakrit of 
the dramas is unchanging. Over these languages Sanskrit 
had the enormous advantage that it had a real life in the 
Brahmanical schools and was always in some measure 
employed among the upper classes in conversation, while 
many who could not venture to speak it understood it 
adequately. It was in pre-Muhammadan times essentially 
the language of culture. It was used, for instance, as we 
learn from the medical compilation which passes under the 
name of Caraka,1 in discussions on medical topics, and in 
the Jain Upamitibhavaprapancakatha, written in A.D. 906, 
Siddharsi deliberately adopts Sanskrit as the language of 
his allegory of human life, because persons proud of their 
culture despise any other form of speech, and adds that his 
Sanskrit is simple so that it can be understood even by 
those who prefer Prakrit. Bhamaha, about a.d. 700, in his 
treatise on rhetoric3 contemplates the production of Sanskrit 
poems which even women and children, of the upper classes, 
of course, can appreciate- The poetry was, we must 
recognise, essentially aristocratic ; it was the product of 
men who enjoyed or sought the favour of princes such 
as Samudragupta, Harsa, Yasovarman, Bhoja, and 
Laksmannsena, and other great men, and we know from 
Bann in the seventh, and Iiilhana in the eleventh, century 
how the poet wandered from little Court to Court seeking 
favour by the exhibition of his talent in composition, often 
extempore (Sl^hrakaiitA). /Ml the time inevitably the 
gulf between the literary language and the vernaculars 

- was growing wider and wider, with the inevitable result that 
■ Sanskrit literature tended to increase in artificiality and luck 

ol contact with real life.
The peculiar character of Sanskrit is illustrated by the •

• ill. H.
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^LY rtbsence of dialectical varia tionsw e have, it is true, 

indications1 in Yaska, Panini, Katyayana and Patanjali of 
both eastern and northern speech variations as well as of 
special usages of the Surastras, Kambojas and of others, 
but these reflect a period anterior to the classical Sanskrit 
literature as we have it. That literature stands effectively 
under the control of Panini and his followers, to whose 

■ rules it endeavours to make the tradition, inherited from 
the epic, comply as far as practicable. It was impossible 
for the poets entirely to banish irregularities from their 
works, but they certainly show proof of their anxiety to 
achieve this aim. Yet they deviate from the norm lieie 
and there in accordance with the ep ic there  are occasional 
cases of confusion of the active and the middle of the verb ; 
of the gerund in tva and that in ya ; of the present participle 
active in a n l t  and that in a l l '~  Kalidasa among minor slips 

• in grammar is responsible for the use of Ssa in lieu of
babhiiva, and of sarati in place of d/iavali. Needless to 
say, other poets are not superior to the great master; all 
of them follow the epic in the free use of the perfect as a 
tense of narration, indifferent to Panini s rule that it must 
be confined to things not experienced by one s self. A 
vital distinction from the spirit of the Rhasa of Panini 
and of the epic is the development of the nominal sislc, 
which manifests itself in diverse aspects. The use of 
a participle or participial derivative in lieu of a,finite \ cib 
becomes normal; the use of a periphrasis of a noun 
with a verb of general denotation in lieu of a vcib with 
specific sense is frequent; the construction of a sentence 
without any verb expressed grows in favour; of especial 
significance is the development of the. use ot compounds, 
often of considerable length, which take tin place of 
subordinate clauses of every conceivable kind, and thus 
effect one essential aim of (lie classical poets, the lompics- 
sion of the greatest amount of meaning In the fewest }

■ WmiterURgcl, /Mind. Gramm I, xllii.
J Tlu: too  v, xrtiy*  nil.I rifiosyti/i of H e poet r a p i n '  0 i p o 'o  lil,i 

iiiwniltv with the g;rninmnrifin, d«>pite Putcniou, Pl>-
VI it nI’d* pp. 1 2 5 ,12h.
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^^^WOTds. Parallel with this development we find a steady 
deterioration in the delicate sense of language visible 
in Panini; his subtle syntactical rules are often simply 
disregarded, or directly broken. Many forms recognised 
by him disappear, such as perfect participles in ana, the 
gerundive in iavai, the present formation jajanti from jan, 
the pronoun tya, adverbs in tra, a large number of nominal 
derivatives, the use of the verb as with derivatives in z such 
as Suklisydt, and the interrogative uta in simple clauses of 
enquiry.

On the other hand we find the poets ready to exhibit in 
their works their intimate study of the grammarians by 
using forms which are isolated, and therefore evidently no 
longer in any sense living. Kalidasa has the strange term 
sausnataka, asking if one has bathed well, and the 
Avyayibhava form anugiram ; this latter peculiarity is 
frequent in Bharavi, and extremely common in various 
forms in Magha, of whose style it is a definite note. 
Bharavi inaugurates the "practice of the use of the perfect 
middle as a passive with the subject in the instrumental, to 
be followed freely by Kumiradasa and Magha. Maglia dis
tinguishes himself by his rarities; we find the idiom ma 
jlvan, let him not live; khalu with the gerund in the sense 
of prohibition; the gerund in am, which is only common 
in the Brahmana style; Adam, be weary, as a finite verb, 
as in the Bhaffi-kavya and the Kadambari; rare aorist 
forms; and the technical distinction between vi-yvan, eat 
noisily; and vi-svan, howl. Ilarsa achieves the distinction 
of using the amazing form dariayitdhe, I shall show, 
based on a mistaken generalisation of the grammarians 
and unknown to earlier literature. The fondness for 
grammatical studies is attested by the love of the poets 
from Asvaghosa onwards for similes from the tisld of 
grammatical studies, strange intruders as these may seem 
in vvr.v. ) '1'lie complete assimilation of grammar is seen 
in those epics, which serve at once to display the authors 
capacity as a poet and to illustrate the rules of grammar, 
sif'h as the BhaRi-hivya in the seventh century A./)., Hnla- 
yudha’s Kavit ahasya in the tenth, and Blurna or Bhnuma’s 
RtU cunn junlya perhaps in the seventh.
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X' ' 2j^ ^ T h e  Sanskrit of the prose authors seems to '• - derived 
mainly from the same source as that of the v je ts ; it is 
true that some of them, such as Dana and Dandin, respect 
the rules of the grammar, and, besides using freely _ the 
aorist—which is rare save with certain verbs in the ep ic - 
employ correctly the perfect in narrative. But Subandhu 
ignores the restrictions regarding the perfect, and the 
greater precision of certain prose authors may be set down 
simply to the freedom from metrical difficulties which 
encouraged greater accuracy in the employment of forms.
Nor is it possible to deny the close relationship between 
classical verse and prose, though the latter has the power 
of adopting more freely the creation of compounds. An 
interesting inheritance of the prose, one not noted by the 
grammarians, is the rule by which the verb closes the 
clause, and the comparatively rigid word order, with wmen 
may Ire compared the practice of the hieratic prose of the 
Vedic period.As was inevitable, classical Sanskrit waŝ  affected deeply 1 
by the contemporaneous existence of Prakrits beside i t . 
while it has lost many of the roots and words reconled m 
the Ganapdtha and the Dhdtuftdtha attached to 1latum s 
grammar, it has appropriated many words from 1 ruin its.
In some cases the Prakrit word is taken over practically 
unchanged, thanks to the possibility of regarding it as 
Sanskrit; thus it is probable Hint the term rurdah, winch 
denotes in the language of poetics charm or elegance, is 
really a Prakrit form of vikfifiti, which was accepted as it 
seemed possible to regard it as derived worn n-c/ud, a 
derivation contradicted by the tact that :■/, ■ ,/c, mr instance, 
never has this meaning. The curious duruiHua, hard to 
overcome, of the Kavyu seems _ to he founded on Prakrit 
dutlata for dns-lam, and Krsna s style as l.ovu.dft may lie 
really derived from Sanskrit gvA nd, a. In other casci. il is 
possible i ' see attempts to turn into correct banskni I i al.nt 
tonus whose origin was misconceived thus mti> w ,  Ineiul. 
icoins no more th ut Prakrit ntdrisa, one like me; ntX\o«, lie. ,

’ Contrast U. Jncohi, Alt AViwJi-ria, |>. 1 It*
‘ C(. tin- stylo of tlmSUtrus.
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ft ’'kka from vrksa ;l masrna from tuasina for mr/sna, 
nirb,. rra, full, for nibbhara, of uncertain provenance.

In the Sanskrit of the south words of Dravidian origin 
make their appearance undisguised save by formal Sanskri- 
tisation, and a cerebral l is common. Dravidian loan words 
may be found also in the language of the north, whether 
taken from the local tribes or borrowed from the 
south. Other loan words are less common, such as the 
Iranian diinra, writer, ba/tddura, as a title, or the numerous 
borrowings of Greek astronomical and astrological terms, 
such as Kalidasa’s javiitra, in which it is rather hard at first 
to recognise the simple diametron.

Like the epic Sanskrit, classical Sanskrit ignores the 
accent, which is fully recognised by Panini; in this it 
resembles Prakrit, for there is still very littie evidence that 
the Vedic accent was preserved in the sources whence any 
Prakrit was derived. An interesting distinction between
I'.ili anil classical Sanskrit lies in the fad Mail Iktli has prae
llOMlly lost Lius ported, wliilr, it Jm,, iruuiy iviucn of Ui«
umi.i, the t.i»lt. lias Hu is tied but ilos tin aortal little,
runt  l l te  i .u m c  r u l e  a p p l i e s  t o  t l io  e ln  lisnl l a n g u a g e .  Iinvn in
so far as poets to display their learning, and still more freely 
some prose authors, employ the norist.

In the stereotyping of Its phonetics, at least in its 
fwritten Inrm, Sanskrit shows its essential divergence 
from  ̂ Prak.it; the latter, liternry as it was, remained 
sutlit iently In touch with the progress of language to 
alter in L ite  passing of time; we can see the develops 
incut from Asvaghosn through Bhtisa and the Prakrit of 
the N&iyaidstra to Kalidasa. But Prakrit also about the 
dale of Kalidasa became stereotyped, and for recognition 
of the changes of actual non-lilorary speech we must 
have n.Tdrt to a third literary form of speech, the Ajm- 
bhratiisa, which by a.d. 5SO had already taken its place 
beside Sanskrit and Prakrit as one of the great literary 
forms. Apabhraihim is no popular dialect; it is Prikrit 
with an infusion from the popular speech (dcfabhtlsti) of its 1

1 1 agi-M with OMctilrrg i|1Ht ruiyi in h'gvuda vi, 3,7, does not in van live,'
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pronouus and adverbs, with a limited amount of k i r ^ 
y^rvbedbulary, but essentially in vocabulary Prakrit and in

fluenced in other inspects by Prakrit. To make a true 
vernacular into a literature is not the function of Apa- 
bhramsa, but to bring Prakrit more closely into contact 
with ordinary speech. It is of importance that, while 
Prakrit and Sanskrit agree essentially in spirit and structure, 
this is quite otherwise in the case of Apabhrariisa.1

1 H. Jacobi, Bha visatta £a/,<j, pp. 53 ff. The date of tX^rafimacariya 
of Viinolasuri, .said to be the first Kavya in Jaiua Mhharastri, which 
shows traces of ApabhraihSa, is dubious, probably not before a .d . 300, 
as Greek astrology is known (cf. Jacobi, pp. 59 fit.). Vernacular poetry 
is known to Hana. Cf. also S. K. Chatterji, Bengali Language, i, 88 ff.

'■ G°^x
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THE PREDECESSORS OF KALIDASA

We have seen that classical Sanskrit has its root in the 
epic, and that the incidental hints in Patanjali are sufficient 
to show that the Kavya was already practised in his day.
The metre of the later Kavya bears testimony to the same 
fact: it is essentially a hardening and stereotyping of the 
forms which the epic presents in the process of develop
ment, with one important addition, the borrowing of the 
Arya metre, in all likelihood from Prakrit literature. Our 
first substantial poems which exhibit the full development 
of classical Sanskrit are, curiously enough, works not of 
Brahmanical writers, but of a Buddhist, who, knowing the 
devotion of the world to the objects of cense and its need 
for salvation, thought lit to win men’s minds to the search 
for truth by presenting the tenets of his lailh in the attrac
tive and seductive form of the Kavya. That the choice of 
this form should be made is conclusive evidence of its 
vogue and popularity in the first < entury a.d., and doubtless 
earlier, for ASvnghosa in all likelihood is to be reckoned a 
contemporary of Kaniska and as' igned with him cither to 
the end of the first, or the middle of the second, century
A.U.1

Of ASvtighoyn’s two epics the greater, and probably'' the 
later in lime, is the Ihiddhacaiita, which, in its original 
form of: 'Jtt cantos, ns known from Chinese and Tibetan

1 ( ,nnh* i c ) !ist< ry of India x i, 48"- : Acta (Orient alia, 1024, pp.
52 If.a Unity, n Z.jy.flj c !K.\ii, i2i. * »n b!t; phllo .-pny, >*eo Keith,
/ j'/.t/ ii /n s / /" iiiha .op/n  Ch i’. XV. T in  t-pit vue5 lii'Bt eel. hy lb. B 
( , • It. < • : • ill. J; , • tra. -V./>’./•.. A r»c\v tfl. 1 now neortt-.i.
(Ju it erstwini.n cf. Su nuu<v Sen, Indian Jfisl rtcu? Quarterly, ii,
667 II.
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\^li3!efsions, must have been a complete account of the 
life of the Buddha, but of which we have only 13 cantos, with 
a supplement of four more by a writer of the nineteenth 
century, carrying the narrative down to the conversions 
effected at Benares. The essential importance of the poem 
is the deliberate art with which the chaotic narratives of 
the older sources are reduced to measure and form on the 
lines evidently already definitively fixed for the Kavya. 
From the opening of the poem, with its description of the 
city, the king, and the queen, to the end of the text we are 
entirely in the world of the later Kavya save in its religious 
aspect. To deny or minimise the influence of Asvaghosa 
on Kalidasa is idle j1 the exit of the young prince from the 
city brings the women to the windows and tops of tin: 
houses to gacu on his beauty, a passage (III, 13-24) which 
evokes the rivalry of Kalidasa’s description of Aja's entry 
in the RaghiarHfa (VII, 5-12). The prince, pursuing his 
way, beholds the hateful work of age and enquires the 
meaning, to be told by his charioteer the sad truth:

It is age that has broken him ; age, the robber of beauty, destroyer 
of strength, source of sorrow, ender of joy, the f v  of the senses, the 
ruin of memory. He els s bee tucked es a babe at his m other’s breast 
and learned to walk in the course of time ; gradually waxed he great 
and strong in his youth ; gradually ha age ovci taken him.
The prince’s eyes arc opened ; in vain do the ladies of the 
harem seek to enchant his senses. How foolish, he says,
* is the man who so.-s liis neighbour grow 6SCk, and old, 
and dead, and yet remains of good cheer nor is .battered 
by tear, as, when a tree, bare of flower oi fruit, frills or is 
broken, the trees around are heedless of its fate.’ It is in 
vain that the family priest expounds to him from the text
books of politics the maxims iff kingly duty (IV, H2-82); 
the prince must save his soul, and in a imitnUd from
the R&m&yan* (V, 9-11) his resoluti >n is sttou then d by 
the spectacle ot his ha m sunk in sleep (V, 4S-(i2). F.pio 
influence of another kind reveals itself in canto XU, where

* Contrast Hflehraudt K.UiddS*. p. ■ A bora's influence appears in the curio1.’■ epamtion of the ' tens r.t' of the I- [ ill riot lc
pc1 f. ■ t ;  It. 1U; vl, 58 ; vll. J ;  Raghtu  . W til ;
xill, 3d.
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N ^ ^ ^ p h ilo so p h y  of Arada Kalaina is set out in terms closely 
reminiscent of the style of the philosophical expositions of 
the Saihkhya-Yoga of the Mahabharata. In canto XII the 
heroic element again appears, for the Buddha does successful 
battle, in true epic fashion, with the tempter Mara.

The Saur.darananda1 is equally in epic style and all 
its cantos are preserved. Even more than the Buddhacarita 
does it bring us into close contact with the world of the 
epic and the Kavya. Canto I describes in full detail 
Kapilavastu, canto II the king, and III the Tathagata, the 
perfect Buddha. His half-brother, Nanda, is dearly in love 
with his wife: ‘Had Nanda not won Sundari, or had not 
the lady with bent brows loved him, this pair would 
assuredly have been incomplete and lost their radiance, even 
as the night and the moon when severed.’ Despite his 
wife’s entreaties, Nanda is converted to the life of a monk, 
anti Sundari bitterly laments his defection (IV^VI). Nanda 
himself repents, and in a long list of historic examples 
asserts the overmastering power of love as justifying him 
in seeking reunion with his beloved (VII). Vainly are the 
demerits of women pointed out to them; ‘ there is honey 
on their lips, but deadly poison dwells in their hearts.’ A 
jourhey to heaven is needed to convince him that the 
women of heaven are fairer far than his earthly love, and 
that his aim must be by penance on earth to attain the 
delights of the love of the Apsarases (X). But Anandn 
proves to him, with abundance of mythological parallels, 
that the joys of heaven are not enduring; converted,, Nanda 
seeks the Buddha, and receives from him full instruction in 
his doetrin" (XII-XVIII).

Not only in spirit is Akvaghosa a master of the Kavvn; 
he is ready to display his knowledge even of the more 
1 2mote rules of grammar, such as the u ;e in the Saundara- 
nanda of asti as a particle which is introduced into n 
simile (XII, 10), ai.d in canto II be exhibits his skill in the 
use of a variety of aorists, although, like uthci Buddhist 
writers, he uses forms foreign to the classical style, .such 
ns him ii/ta or pr/ip r. .i a:; tho equivalent of him k/u,

1 1.0. Calculi a, IttlO. JM



v'.'.; z-axifX shred for ccd or maitra for maitrl. In the use 
metres he shows in his epics, as in his dramas, much 
variety, including such rare forms as the Udgata in canto 
III of the Snundai attanda, as in Bharavi (XXII) and Magha 
(XV), the Suvadana, and the Upas thitapracu pita. _ Equal 
metrical skill is seen in his lyric Gamhstotragatha, which 
describes the religious message conveyed by the sounds 
arising from the beating of a long piece of wood with a 
short club. \

Unhappily, we have only in the form of a translation^ the 
SfitriilaiHkCtra.,* * * in which, in prose and verse ot the kavya 
style, is set out the substance of the Jatakas and Avadanas, 
which we find in the Pali canon and in northern Buddhist 
records. The author mentions the B%ddhacartla as v ci 
as the epics by name, nnd shows himself fully acquainted 
with the Brahmanical culture of the epics.  ̂he "■ o: k, 
hitherto ascribed to Asyaghosn, appears from fragments 
now published by Luders to be by Kumurnlata.

The Impression of the early bloom of the epic, as seen in 
Asvaghosa, is confirmed by the evidence of the inscrip
tions. The restoration of the Sudarsana lake, celebrated 
in the Girnar Prasasti of Rudradaman, refers to an event of 
A.n. 150 and dates from not much later. The language 
shows traces of incorrectness of the epic typo as well as 
Prakrit influence, but it conforms admirably to the lam, 
rules of poetics in accumulating enormous compounds in the 
prose, in one case nine words of 23 syllables, in another 1/ 
wools of 40 syllables. More .ver, the sentences moot great 
length ; one has over 23 Grnnthas of 32 syllables each. 
Sabdalftihkaras, Aliternti m,«i i of the whofc or pruts -t 
words or single letters, is Irequenl; ot ArthalamLaiai, 
figures of sense ns opposed to sound, there me only the sum e 
in t vo forms. But, what is tar more sign. leant, to t ■ king 
is #tribuU d skill in the cm-.po ion c t poems both i ' ■' oso 
anu verse (gadvapadya) ; even n the assertion be false, that

* 8. Uvt, Journal Auatiqne, 1008. il, 68 . trs. Hubt-t, .Paris
(IDO''). IraKniOUt? v l. 1 u ltu , J 11''''- ,

r. Hill.lor, Die /.#:/»**** '
in ii Jim AV,-:>//vr..i (isu'i). iu t} U 5
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v<5_-:MrO£ no importance, for the essential point is that a king of 
« an alien race, a Western Ksatrapa, is conceived as likely to 

be interested in the elaborate poetry of the Kavya style. 
Moreover, the description of the characteristics of such 
poems is significant, when compared with the qualities of 
the Vaidarbha style as set out in the early theorists; they 
are to be adorned by the qualities of simplicity, clearness, 
sweetness, variety, beauty, and elevation through the use 
of poetic terminology (s p hutataghurnadhur adirakant a- 
iabdasamayoddrdlariikrta), terms which recall directly the 
possession of sweetness (mddhurya), beauty (kdnti), and 
elevation (uddratva) of Dandin’s enumeration of the ten 
qualities of the Vaidarbha style.1 Simplicity and clearness 
may well correspond to the Arthavyakti and Prasada of the 
later enumeration, and variety may be compared with the 
force and strength (ojas) of expression later demanded. 
What is clear is that the poet of a Western Ksatrapa Court 
was acquainted with rules of poetics and anxious to obey 
them. The same result may be attained from an examina
tion of the Nosik inscription of the nineteenth year of Siri 
Pulumayi, the Siro-Polcmaios of Baithana, Pratisthana on 
the Godavari, of the geographer Ptolemy. The inscription 
is in Prakrit, but it shows clear traces of being produced by 
one who knew Sanskrit; indeed ii may be no more than a 
deliberate turning into the official Prakrit of an original 
coiiijt.or'-n in Sanskrit, it is distinguished by the enormous 
compounds which fill its sentences, interrupted by short 

ords to give the reciter a breathing space; it applies the 
ornaments of alliteration, and, unlike the Gimar Prasasti, 
alludes freely to the stock comparisons of the kavya ; thus 
the king has might equal to that of Himavant, Merit and 
Mandate ; his face is like the spotless louts awakened bom 
Us sleep by the ravs of the sun ; his bravery is that of the 
heroes of the Maiidbicn ata, his glory that, of the ancient 

it g$ of the epic; in his great feats the demigods, the sun, 
t.v moon, and the planets share, jit--' .e. a Uilhrita's lust...-ri
val epic Aiva intervene:; to pi Hoot his favourite. Naturally 
the art here shown is far Interior to that of Subandhu 01

i® V, | ^ 6  . CLASSICAL SANSKRIT LITERATURE V k l

1 So b»low, p l'J.t.



“ Lana, hut it is essentially of the same kind, and we find, as 
in Bana, the deliberate insertion of brief phrases between 
masses of heavy compounds.

In a sense, a perfect example of the poetry of inscriptions 
produced under the influence of theory is afforded by the 
panegyric of Samudragupta by Hari$erja, engraved on a 
pillar at Allahabad, some time probably before a .d . 350.
It begins with eight stanzas, passes over to prose,1 and ends 
with a stanza, the whole forming an enormous sentence, 
devoted to extolling the king, in which unity is secured by 
the mingling of compounds with relative clauses. The 
prose shows the characteristic love for long compounds, 
one attaining 120 syllables, but the effect is improved by 
tne great care to produce rhythmical variation of quantity.
Jn the verse we find no less than four different elaborate 
metres; alliteration is scantily employed, but metaphors 
and similes are not rare, and we have one instance of the 
>Slc$a, or double entendre, so beloved of the later Krivya, 
but little patronised by - Kalidasa as a inastei of the 
Vaidarbha style; the king is a ‘hero unfathomable, the 
cause of the elevation of the good and destruction of the 
bad (and thus a counterpart) of the unfathomable absolute, 
which is the cause of the origin and the destruction of tile- 
world, and in which good and bad have their being {sadh, .,- 
s<idh>idayapra!ai ■thelupurufasyacintyasya),'

There is a brilliant picture of the fateful moment when 
Cnndragupta in ms old age chose Samudragupta as his heir 
before his darbar:

‘ He is noble,’ with iliene wools he embraced him, tremors o! jm 
betrnj >u : he g o d  <m him with tear-tilled eyoti, follow In*
hw every nnwemont, m-h weighing ' : worth - th e  '-"tir. . -iv, 1.m! in 
relief and gloomy wore the faced of his kinsfolk—and said to him,
‘ Do them protect all this earth.'

Raumdragupt :. we learn, w s  n jnsot himself whose title 
of king of poets (Frc/Ve/h)—later the sty:. o poet laureate 
awarded to successful writers — was established by the

1 Com pute  the Cainpti  style. I« ! i . , Imp. vi. It i.~ v ' I' h 
Kolida 'a  win iuMut-a d In his 1 'igv i< ,.i . o r im  hv U * ■ [ n .  O' - ,

)
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■CbnSposition of many poems worthy of imitation by the 
learned, who v as master of a poetic style worthy of study, 
and who enriched by his efforts the spiritual treasures of 
the poets. A few years later, in a.d. 400, we have an 
inscription of Virasena, minister of Candragupta II, who 
boasts his poetic skill, whence we may fairly deduce that 
Candragupta, no less than his glorious father, was a patron 
of the muses.

To this period, before Kalidasa, must be attributed the 
evolution of the lyric metres, which are recognised freely 
in the Chandahsutra1 of Pingala, a work unfortunately not 
to be dated with any certainty, but doubtless not as late as 
the epoch of the great classical writers. The names given 
to these metres in many cases can best be explained as 
originally epithets of the fair maidens who formed their 
themes ; the poet, who first evolved a new form, or who took 
up such a form and won fame in it, was not remembered 
by name, but the stanzas remained current, and a description 
chosen from a name in them attached itself to them. The 
necessity for the lyric poet to aim at variation of metrical 
effect, in view of the inevitable monotony of his theme, 
accounts effectively for the multitude of metres recorded 
in the Chandahsutra; the epic poets, on the Other hand, 
were naturally less creative; they preferred metres in 
which long series of stanzas could be written with ease, 
s .aimed at metric variety chiefly at the close of each 

canto.*
• To yet another branch of literature we may turn for 

confirmation of the early bloom of the Sanskrit Kavyn,
(he Kina iJdstra" or KSn'as&tra, which is undoubtedly 
in some form or other older than Kalidasa and than 
ASvaghoga, though it wo Id be unwise to dogmatise 
regarding the precise date of the text as handed d 

_ under Vatsyayana’s name,'1 which appears to belong to

1 Jut AVIf vatn^lO, No 01 , 1008.
* 1. J.i nl,i, / ..I )  M .C., xxxvui, ijI -1 1 ■
* lot Is v.’i ( , ..012; trmiR. K. SV isualt (7tli ixt.), itep in , 1022.
‘ I ( ]m util, ’iL'strv. d. Pre;< ts. . Ikadetntc, 191], pp. 0 V* H\

'.*73 : IJ. Chuklad v ,  Vidstv t . iu ily..’.') ;  A .H  I-, vii, 1/0 it ; iii,
-13 (i
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BPtlje India. That work represents obviously, and
by its own admission, only the fruit of a long: study which 
enured to the profit of the poets of the . day. The fact is 
interesting, because, as Weber1 long ago pointed out, the 
remote origin of the erotic lyric is to be found in the 
Atharvavcda, just as that of the religious lyric may be 
sought in the Rgvedn, and the Brahmanas already prove 
that the Hindu conception and observation of female beauty 
was that accepted in later times. The fact is noteworthy, 
for it has been suggested that the ideal of beauty and of 
its description found in the Sanskrit romance is un-Indian 
and a sign of borrowing from the Greek romance.

The Kiimasdstru' is also of importance, since it pre
serves to us l he picture of the ancient prototype of the 
man about town (niigaraka) whose tastes and habits so 
largely inspire the literature of the period, and who is as 
typical of it as is the priest or the philosopher of the litera
ture of the Brahmapas and Upnnisads. He is the fine 
product of city life, who, If banished thence by misfortune 
or trouble of any kind, seeks to reproduce in the country 
the refinements of his former milieu. His couch is soft, 
pigments, perfumes, garlands, a lute, a cage of parrots, 
and, last but not least, a romance, find their place in his 
chamber. His garden boasts a . iimmcr house, a swing 
in a shady spot; his days arc spent in pleasure of all kind.- , 
the mysteries of his toilet tak'■ time; his parrots must be 
taught new phrases; there are ram and cock fights, plays, 
concerts, and ballets to be attended, or excursions to be 
made to the paries ,;i the vicinity of the ciiv to picnic in the 
groves. Lad.,-, I the dem me/idt play a great part in 
these delights ; a their houses—wlmse splendours are 
depicted Iv i’i in the /'. ■■ Uke ! i.uUoka tun- .i/ia* and in th<- 
fl/r i/takutika*— gaiety prevails, in which due attention is 
made to artistic and poetic topics. He is ess rntially, like 
hi, friends air,! hangeffl-Qn, ft man of culture, but he

* /*</. Stui., vtii. I / '.  v, 21H (1.■ pp. is 4$ IT.: si + , t>e t i  K . Dram.-, t •>, ' >
H Cli UI.Kl. A A.< /.»■'. lit, i, 327 II

* V, I t'-is '
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must avoid the pedantry of an exclusive use of Sanskrit 
in his talk as much as the laxity of the normal use of 
the vernacular. That there was much that was dilettante 
in such a society is obvious, but we need not doubt that 
there was much genuine culture; witness Carudatta’s 
brilliant description of the power of Rebhila’s song in 
Act III of the Mrcchakatika. The prevailing love interest 
of the literature is explained bv the circles in which it 
arose, and from which alone it could expect recognition.
It is significant of the strength of their influence that we 
find in the sixth century the resources of the Kayya style 
employed to embellish what should have been the scientific 
astrological treatises of Varahamihira,1 while six centuries 
later the mathematician Bhaskarn, a man of no mean 
achievement in that severe science, presents in the Lilarati 
his algebraical theorems in the guise of problems set to a 
fair maiden, the terms of which are chosen from the bees 
and flowers and other objects familiar to the poets."

1 See Hrliatsc.ihkitH, ed. H. Kora, B ibl. /m l.,  18<i4-65. .
3 See H . T . Colcbrooke, A lgebra  (1817). So also Sridhara, a 

predecessor of Bhfuskara, in hi- Triiatt.

t
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KALIDASA

In d ia n  tradition has left us with no trustworthy know
ledge of its greatest poet; stories of ignorance, enlightened 
by divine favour, cannot blind ns to the conclusive c\ idence 
displayed in the works preserved to us of elaborate training 
in all the learning available to a Br&limin student of the 
Gupta era, from the science 'if polities to astrology and the 
Karansastra.1 Tradition also leaves us in tantalising 
ignorance of his date; the fancy that takes him to Ceylon 
to perish at the hand of a courtesan and makes his friend, 
king Kumaradasa, in his grief cause himself to be burned 
by his side, cannot be seriously treated as evidence of a 
synchrony with that writer, whose J  •akikurana shows 
conclusive signs of indebtedness to Kfelidasa. We arc left, 
then, to such suggestions of date ns can be gathered from 
Kalidasa’s works, and their position in the literature. It 
cannot seriously be doubted that he was later than 
Afvagho$a and the d amatist, Bliasa certainly in my 
opinion, whoa# plays we owe to the energy of T . ( . - 
Sastri; co ,\tiling points n> his flourishing in’the lime of 
Gupta glmy;*tho illusion to tin horse sacrifice in the

1 Seu A. Hilii-brandt. K&hd.tm (1 ' . I I ;  S K.-nov, V indtu/c 
Drama, p. t.o f Kci U a.  A' 1 liiOl, pp. I 7S tf.; pp. 13m a .
An earlier date  for KAIlUian (s ix , lulled by tlx fact tlmt u<" only dex* 
ii" know Greek • (t il< .. anna, but be Is 1 • . ; •
cannot re.ivnnitbly lie ul . ol li-fcrc- .\.n. I !.„ rule < iiignmcnt tor

» as h id1 f.i n ’t', pn tron  (J .A '. I .S .,  pp. 104 r».), auil
P ali, lit . p reference I d  r. s P . 45«* .• '■ i»tai":ib!.>; Ui.-v 1st.
Vo 'iluuwllit ..........  .■ > 1 .v  . f. K. Ilh. In d ia n  /. in: urn! tU -unm i.
g. •>!'; S.tnsknt u/M, pp. MJ ft. 1). It. 1 llio rnUirkn r (.7 A’ /.slil,
200 tl.) supports l i e  mb '- view, bul ignores the Mum Insor 1(ve:ifplt"». 
a  d ia l  picax- "f literate toi.Uucf.
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c-C: Hf&iavikiignimUra  is almost inevitably to be explained as a 
reminiscence of the performance of that rite by Samudragupta 
renewing the glories of the ancient regime._ The Vikraina- 
ditya, therefore, with whom Kalidasa is associated in tradition, 
seems most naturally to be taken as Candragupta II, whose 
reign may be placed between A .d . 380 and 413. With this 
accords the fact that a Mandasor inscription by Vatsabhatti 
of A.D. 472-73 manifestly uses the Rtusarhhara  and Megha- 
dnta. Nor, even if the latter poem contains in v. 14, as 
is alleged by some commentators,1 an allusion to Dignaga, 
<mVe we any assurance that the date of the Buddhist philo
sopher was later than a .d , 400. The reference to the 
conquest of the Huns by Raghu in his Digvijaya in the 
Raghuvathia  has tempted the suggestion that Kalidasa 
must have lived after the victory of Skandagupta over the 
Huns, half a century later than the date suggested above.
But the evidence is far from convincin;: • there is nothing 
to indicate any reference to reality in this account of the 
exploits of a king of long ago, and, if Kalidasa had lived in 
the reign of Skandagupta, when the fortune of the royal 
house was evidently tottering to a fall, it would be difficult 
to understand the calm contentment with the established 
order which mark: all his works. Hi- evident affection 
for Ujjnyini suggests that he spent much of his time in that 
Stax, which was brought under Gupta rule by Candragupta
himself. . . . . .  . . . . . .It is to his dramn.'., above all to the &aku>i j r, the finest 
work in classical Sanskrit liter 'lure, that Kalidasa owes his 
greatest renown, but in the lyric and epic also he takes the 
lii it plum among Indian poets. A work of his youth is 
certainly the A’/nsarH/irhu, v.'licit has paid the penally of 
juvenility in condt muatiod by modern, though not ancient,
,,, i as the product ,.| some other lmnd.4 This view is 
plainly unsound, as was the tonnci lltwnpt to deny
Kalidasa tin ’/ i/n. . i 'n i t ra  Ikscoum: of it.-, i.ucneutv 
to his oth< r drunec-i. It is dear that Vatsabhatti used the

' N..t l.y '■ ,M,VI. I, hvDukdihiuc ui.ittiu ax well ns Malli-
iiutiiii. O .  .!■ ... />•,/,;»»/•»/» JVew I), a.I..AA* IS. 1912. |ip tow t ; 1013, pp *10
bnuvH, W iiH r  i t  1,1 l>s

■ c°l&x
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a,ld this shows it to be of ancient date. It is p e r f e c ^ - L i  
X ^ w H h a t  it falls short of the later poems in depth of poetic 

insight and feeling, but a comparison, for instance, of 
Tennyson’s early poems with the product of his mature 
years, shows precisely the same fact. The comparison is 
apposite, for Tennyson is precisely a parallel to Kalidasa; 
both are poets not so much of inspiration and genius ns of 
perfect accomplishment based on a high degree of talent.
The comparative simplicity of the poem explains at once 
why no early commentaries are known; why Mallinatha 
deemed it needless to interpret it when he dealt with the 
three great poems; and why the writers on poetics do not 
cite from it to illustrate their rules. When they wished to 
allude to a description of the seasons every consideration 
of commonsensc dictated that they should refer to the 
RaghuvarHib, Kalidasa’s masterpiece, rather than to a 
youthful and less perfect production. On the other hand, 
the poem by reason of its lack of elaborate art appeals 
more strongly to modern tasle. Each of the seasons is 
reviewed in detail, in the six cantos with 153 stanzas whic h t  
make up the work. The salient features in nature which ‘ 
mark each art: described in loving and graceful detail, and 
the season’s meaning for lovers is explained. The glow of 
the summer sun is painful even lo lovers, but they tind 
consolation in the nights when the heart of the moon is 
filled with jealousy as it gazes on the loveline: s of maidens, 
but this i.- the very time when the heart of the wanderer is 
burned b; the (ire of separation from his beloved.* In 
the min .ovo is suggested by the wild streams which 
eagerly cm'•"ace tin tottering fees on 'he.;- bank.- as 
they rush madly to the ocean, and by the clouds idled w <> h , 
rain which bend down to k v ,th e  rocks of the mountain 
]leaks. The creep-rs of autumn are the /.air arms oi 
maidens whose wlmc teeth, -sen through their red lips, 
a re like the jasmine revealed through the crimson V. >kn 
flowers. 111 winter the tale of the I’rivt ,igu creei»-t 
buffeted by the 1 cze, is that oi the maiden w o n d  
from her lover; for her whose lover is beside h e r  
tin iii ihe mv*son -■ a ons. In the coo] s< a;,on winch
P'cIikK . spring, a Hie and the mild ruys of the reviving



pleasant to lovers, who find the moonbeams coRr 
Snn the light of the star pale. Spring brings the blossoms 
of the mango, which are the arrows to be shot from the 
bow of the god of love to pierce the hearts of maidens.
No deep feeling, it is true, marks the poem, but it is 
distinguished by a profound sympathy with the life of 
nature and an admirable power of describing in pregnant 
brevity the aspects of Indian scenery and life.

Later, but earlier perhaps than the epics, is the Mcgha- 
diiln, doubtless the best known of Ka'idasn’s works after 
the Sakuntald. It has been suggested that in this work as 
elsewhere Kalidasa owes some measure of inspiration to 
Valmiki ; the longing of Rama for the lost Sita is parallel 
with i hat of the banished Yaksa for his dearly-loved wife, 
and the description of the rainy season in Book IV, canto 
28, of the Ramayana may well have given hints to the 
author in composing the Meghadtlta. The Ynksa owes 
his severance from his dear one to neglect in his duty, 
which Kubera, his lord, has punished with a year of exile ; 
this he spends at Ramagiri, in (A Ural India, not far from 
Nagpur, where in the rainy season lie beholds a cloud on 
its northward way, a sight which brings to him the idea1 
of sending to his sorrowful bride n message of consolation 
mid hope. He bids the cloud follow its way over mount 
Ainrnl.iita, quenching its forest fires with its rains, across 
the Narmada, beneath the Vindhyas, over the city of 
VidiSa, the stream Velravati, Ujjayim in Avanti, the holy 
Kieuksetra, the Ganges and the mountains whence it 
springs, and finally attain its end at Alaka on .mount 
Kaiin -a. 1 he city is described, and the home of the Yaksa ;
the suppliant entreats the cloud to let its lightning play 
Bentb, m  if it were the radiance of the fireflies, and 
to inutile its thunder that ii nuy not awake his beloved 
rudely from a dream, in which perchnir o shir is thinking 
of her husband. 1 to describes her changed by her grief os 
in the lotus by the frost; anxious to slug for her loved 

no, she aunot remoml cr the melody, and she counts with 
!)■ over: 'lie. days .,t their parting. The cloud is to give her

' Cf. JtUiik'i. ii. H  i.
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X^TS^raessage of her husband’s devotion and the assurance 
of ultimate reunion, when in nights, brilliant with the 
moonlight of autumn, they shall enjoy the desire of their 
hearts, rendered the more precious by their separation.

We miss, it is true, in this poem, the nearest approxi
mation in tone to the Greek elegy1 in Sanskrit literature, 
a certain measure of reality through the diviuo character of 
the Yaksa and his bride; their severance is but temporary, 
their reunion certain, and the grief of the hero seems thus 
to modern feeling less than manly, for to us, as to the 
greatest of Greek historians," courage to endure what is 
sent by heaven appears the duty of man. Schiller, who in 
his Maria Stuart makes the captive queen bid the clouds 
as they fly south greet the land of her happy youth, uses 
the motif in more effective guise : the hapless queen is well 
aware that for her there is no more chance of seeing again 
the fair land of France, and her position evokes true pathos.
But this artistic defect must not be exaggerated ; the end 
of poetry, in the theory of the writers on theory, is to 
suggest, not express, eriiotion, and the poem, stripped of 
its eAtting, speaks to us in tones of unmistakable earnest
ness of the sorrows of parted lovers, the melancholy delight 
in remembrance, and the joyful hope of reunion. It nmj 
be that here Kalidasa expresses emotions which he lias 
experienced in his own life story ; the question is in oluhlc, 
and it is eftoUgh that the poem is ft masterpiece <̂>l die 
description or i he leepest, yet most tender, at lection, in 
which passion is pur iked md ennobled. 1 he |>mu. of 
description of nature foreshadowed in the/-’ . ■ / * i
hero seen heightened end morn bjilliruit. ,1.1 a resell of the 
human emeu, u y. h h t> vueesth. is * nr. It is .a.Mirie.a'il 
of the dev Xpment of kaiida a s skill that the n:. me ehn::. n 
f o r  tlie work is through ut lie Mnndakr nit.'i, with ns four 
verses, each of seventeen syllables; making up the "Uinr.n, 
with e.'esnras tu the fourth awl tenth syllables. A mu h 
.in,pier means o f  expreferiion of a ...ngle tho tglit is 11, 
available than within die rcsrrkted limits of the Indiavajra

> : 11.-.'.-ir W illiam s funlv (treek iitenrti WM)-'
1 1'huk . i, h4, ? (Parikltw).
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'^ ^ ^ fe id y \7'arhsastha, which make tip more than half of me 1 
^^-'^ iu sa tiiM ra , yet at the same time a severe strain is imposed 

on the capacity of the poet, but one to which he shows 
himself equal.

The poem is already imitated by Vatsabhatfi, and it 
produced a crop of feeble attempts, the earliest perhaps 
the Pavanaduta of Dhoylka (twelfth century). More 
important for its textual tradition is the Pdrivdbhyudaya 
of the Jain Jinasena in the eighth century a.d., for the 
author, adopting the principle of Samasyapurana, ■ the 
building up of a stanza on the basis of a given verse, has 
managed to work the text of the Meghaduta, as lie knew 
it in 120 verses, into his account of the Jain saint, Parsva- 
natha. Vallabhadeva in the twelfth, Mallinatha in the 
fourteenth century give the poem as having 111 and 118 
verses respectively, a sign of the possibility of interpolation 
even in so famous a poem, which is attested also by the 
various recensions of the dramas.1

Next in date is doubtless the Kumdrasambhava, which 
m some manuscripts occupies no less than seventeen 
cantos, but more often is reduced to seven. There can be 
no doubt whatever of the late origin of cantos IX to XVII.3 
They must have been added by one who thought that the 
eight cantos did not fulfil the purpose of the work, since 
they end with the description of the joys of Siva and 
P&rvatl in wedlock. He insists, therefore, on bringing 
Kumar a int the world, and in describing in full his viemry 
over the demon, Tarakn, whose d< -traction nlfords the 
motive for hisbirLh thus exceeding the promise ot Uiq title 
much tnoie than the actual poem falls short of it. V Innate
ly. the defects ot taste of the new cantos are not the only 
cvMence of their later date. While Kalidasa after tin 
Pti.saihhti>a carefully avoids ;he repetition of the same 
pin uses, his follower shamelessly brings forward again and *

* Ot. K- I! 1’athuk, 2nd < 1. of t lv  M lth a d u t  i ( IliUi) : il " Clvnirt. 
AMOrf.lwj. |I 2U . DM;: ue  mau.Uh: I f .  a .d . ... I In
Vii ll  .111,-. I VI,’ll date 1.1 g i v  il i ts t h a  lontti e i - iU - r y  b y  Ih il tf c  r n ,  wli <
In,Mi, Uiai I - npparent knowledge of Bllhana fc, mi ii»ti-rpolati.-n ; • ■■■; 
be. tnuv of M a r in ,p . 224, n. 2.WM him 1. of th« MtghattMn. (10)1).

1 H J« .d I'er/tamU. r/’s Y. intern,it Ot nh ihu  n . «
nrtsse: li, i. 131 b
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phrase which has caught his fancy, much as doekA l—i 
BMsa in his dramas. He delights in the use of prepositional 
compounds, contrary to the manner of Kalidasa but in keep
ing with later taste, as also is his use of the perfect middle 
as passive with subject in the instrumental. Kalidasa 
shows in a high degree the power to use his complicated 
metres without filling them with meaningless or feeble 
words, but this poet lightheartedly slips in words like 

vttbl sadyas or alam, delights in prefixing sv to every available 
phrase, and shows his ingenuity in coining long synonyms 
for his characters. The metrical evidence is equally 
decisive; the caesura at the close of the first and third 
verses of the Sloka is always observed by Kalidasa, in these 
cantos it is omitted five times, and the same laxity occurs 
six times w:th Upajuti stanzas ; in the latter, even when the 
caesura is respected, it is often weak, that is, at the end of a 
portion of a compound, a licence a lm o s t  unknown to 
Kalidasa. Further, the writers on poetics and the com- 

. mentators ignore these cantos. Their .spuriousness is thus 
incontestable ; trom the frequent use of ant a in the end "i 
compounds, which he compares with the Marathi locative 
suffix amt, Jacobi has conjectured that the author was a 
Marafha writer. The case is entirely different with canto 
VIII,which is often passed over in the manuscripts, avowedly 
sometimes because of its erotic character. _ It is known to 
the writers <>u poetics, and is full of the spirit anil style of 
Kalidasa. It dots not, wo must ndmit, bring the i»>cm to 
an effective termination, and no explanation of this detect 
is obvious. Do all our copies go back to a iiiainisvri U on 
birchbnrk, whom last leaf, ns often, was hopelessly injured f 
Was the wjI Octoried from writing incut by the criuei: ms 
ot hla first audience, to win m, as to Manimate and Vifoo- 
nfttlia, tin- depicting of the erode ploy of the -itpreme deity 
was distasteful? The quest! ■ 1 cannot be answered; that 
Kalidasa was cut off by death before completing it is un 
plausible, for the » tchuvaih<a has every sign ». later date.

■ r  W n lt o r ’:. i ) l , i o . l i u a s  ( / n r f f o l ,  i l l ,  14 f . )  a m  cU -.ir ly  u is .iitu 'K -n t, 
thmisl, i V. I.t-I (D ie orientalise he *» L itera tu re•> p P I )  im-
vk that llu* /£irp'fy$tv<ith&ii b caily.
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The poem opens with a description of the Himalaya, 
viewed not in its terrible aspect, but as the home of 
demigods and spirits who delight in amorous sports, in which 
the maidens are glad to replace by the clouds the garments 
they have laid aside in their frolics. In this environment 
grows up Parvati, daughter of the mountain god, perfect in 
every limb, whom the prediction of the sage Narada has 
already designed as spouse for the great god Siva, who sits, 
sunk in the deepest asceticism, on the mountain top, while 
Parvati with her friends serves him in obedience to her 
father’s command, plucking the flowers for the offerings 
to him and tending his altar. In canto II the gods, menaced 
by the demon Taraka, appear in sad plight before Bralmia 
himself; they beg his aid, but he has extended his favour 
to Taraka and he cannot break faith; the poison tree one 
has planted must not be cut down by the author of its 
being.1 To Siva the gods must have recourse; Purvati’s 
beauty must be the .magnet to win him from his penance, 
for from their union shall be born he who alone can destroy 
the foe. Indra, accordingly, as king of the gods, goes to seek 
the aid of the love god, Kama. Tn canto III Kama gladly 
promises hir aid, if he can have Spring a:; his companion; 
accompanied by his friend, whose advent makes all nature 
revive, and Rati, his true wife, he advances with his bow 
ready, but is abashed by the opeetaele of the great ascetic, 
until at the sight, or Piirvatt lie recovers courage. But at 
tjic moment when he would discharge his dart, Siva, 
who has felt an unwonted perturbation of heart, burns 
the luckless Kama to ashes by the flame of anger 
proceeding front his eye. In canto IV Rati bewails 
her husband; to Spring, who socks in vain to console 
her, she says: ‘Once departed, thy friend will return 
no more, like the flame which, extinguished in the wind, 
comes not back, I ant like the wick of the flame ; sot row 
uiv 'cting onurclcs me like smoke.’ Slu bids him prepare 
tiu. pyre,; lha* «h, inny join her husb.-t ' jn cle.no ; but n 
voice from above fitnvs nei despair and premises her

1 ThL vi v- ■ ( uinur. tlv'oujfo its being bo: by thu proto* > p ■
oi most version" of Up > a.

' e°I&X



(f C § t p ) - - (oty  \  / .y  KALIDASA ^  I

■ ^^seetmion with Kama, when Siva’s marriage is accomplished. 
Another way to this end must be found, and in canto V we 
see Parvati seeking to attain the destined aim by devotion 
to the most terrible austerities, surrounded in the heat of 
summer by four fires, resting in the rains on bare rocks, 
spending the nights of winter in icy water. An ascetic 
comes to her and asks her the purpose of her penance; her 
sighs reveal that she seeks a lover ; her maidens betray her 
unavowed longing. He warns her of the horrors of her 
loved one, but she replies:

In truth thou knowesl not H ara, since thus thou dost speak to  me.
; Fools hate the ways of the magnanimous, which are unwonted and 
1 unintelligible to them. Auspicious marks are  assumed ,by those who 
seek to avert misfortune or desire lordship ; what has he, on whom the 
world depends and who is without desire, to do with those whose 
minds are overcome with desire ? Nothing he lac. hut he is the source 
of nil wealth; lie haunts the place of the dead, but he is lord of tin. 
three worlds. Dread is his form, yet auspicious is he named ; none are 
there who know the tr . - nature of the bearer of the trie. nl.

Siva, it need hardly be said, cannot resist so glowing an 
eulogy, awl reveals his identity in the seeming ascetic. 
Canto VI shows us the seven seers, accompanied by 
Aninilliati, seeking the mountain god, to ask his daughter’s 
hand in marriage ; they praise the wooer, while the maiden 
listens with head downcast as she stands at her father's side, 
and the lather glances to read the decision in his wile';; 
face, ‘ for as a rule householders follow the lend of their 
wives in the affairs of their daughters.’ The mot ler indi
cates assent, i txl the scots b*. nr back th : tiding:;. The next 
canto describe; the maiiinge, de-pit'.ling tire ipnihci’s 
mii.rlcd joy in (he marriage and sorrow at losing her 
daughter; she cannot paint aright the :»:vk on her ..alb's 
forehead, or land correctly her girdle, and the niir.vx nn rc 
sober in her feeling, must remedy her mistakes. In canto 
VIII Kalidasa describes with the full detail of tin- A'ama- 
(antra the love passages K tween the newly-wedded pair.

Annudayjirdliana1 assures us that the painting of the 
love oft fie deities is in itself apparently a breach of pro
priety, but that in the hands of the great poet it o ases to

' f Hminyfitaka. p. 137.



but his view evidently did not prevail among 
critics, and still less, of course, does the concep

tion appeal to Western taste, which finds fault even with 
the idyllic picture in the Iliad of the deceiving of Zeus.
But it would be unjust to Kalidasa to condemn him for a 
defect in taste, without appreciating the significance of his 
choice of subject. To Kalidasa the love of the divine pair 
is no idle m yth; it is reality, leading to the birth of a god 
destined to rescue the world, and the affection of the divine 
pair is symbolic of the love which ought to be reproduced 
on earth between husband and wife. Suggestion is the 
soul ot poetry ; in the description in the Kvmdrasamb/iava 
as in the Meghadnta of superhuman love we have the 
exemplar for love on earth. Viewed thus, the poem gains 
greatly in attractiveness, and permits us to enjoy the 
marvellous feeling for nature and power of depicting’ human 
emotion which Kalidasa displays.

Last and greatest of Kalidasa’s Kavyas is the Raghu- 
vaiiifa, the work of his maturity, in which he recounts the 
glories of the solar race, whose renown doubtless was 
revived by the fame of the Guptas, though it is idle to seek 
any precise parallel between the mythical figures of the 
past and the historical characters of the early Gupta kings.
The solar rao is recorded in part in the epic, more largely 
in the Purapas; 1 its mythic character is obvious, anil 
Kalidasa ha eclectically selected to1 the main theme of lii. 
poem a small number of princes, to w hom he accords an 
importance not always given to them in other sources. 
Uib|>a i 1 tlie first, pious but childless ; Vasisfha tells him-the 
cause of hi-: misfortune ; cage r to return t-> his beloved wife 
from a v, -it to India, he has failed to pay the due meed of 

1 age to StUrftbhi, Indra’a divine cow, and she h 
fii'ii to be without offspring until he win the favour of her 
d: ngbl -r. On the sage’ advice, he worships hv him,Me 
imitation thu cow Naadini; n iion leaps on the beast, he 
olTc-is his own life to save her; the Jim. reveal-, himself an 
r servant of Sivus, sent to try his courage, ami Nttndini,

1 T li'*  . ii’w  t h a t  l i i e  e x t n a t  f'urdn.: w l s  u « e d  b y  K f i lu lu  a
.to io- f1i.>prcv< <1 by Uu* • .ltd pawuivp'S. The tuny

lu iv t. m-ert K / i l l d t  - ' aw w e ll  n s  o t l x r  text*)
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his devotion, grants the boon of a son. Cant .a i
VJjdesbHbes the birth and education of the child, you.pg 

Raghu ; entrusted by his father with the guardianship oJ 
the sacrificial horse, he fights even with Indra for its pos
session, and, though lie may not conquer che god, yet he 
wins for his father the fulfilment of his desires. In the 
next canto is described the glory of Raghu as king and his 
conquest of the earth ; a brilliant picture is unfolded of his 
triumphant progress; the places he visits, the tribes he sub
dues, and the battles lie wins, are depicted with the 
most picturesque brevity and force. In canto V we find 
Raghu reduced to poverty by his generositv; the sage 
Kautsa pays him a visit to beg alms of him, the king is in 
a quandary, but his difficulties are solved by a shower of gokl 
which Kubera rains upon his treasure house. His son is 
Aja, and in canto VI we find him chosen by the princess ludu- 
mati at her Svayaihvara, the stately ceremonial by which 
the princesses of the epic are permitted to select for them
selves the suitor who most pleases their mind.1 The 
princes who conic to the meeting are described with great 
spirit and brilliance ; one is rejected because he is a good 
gambler, and therefore a bad man; another is excellent, 
but tastes differ; when the lady of the Court, Sunandu, 
describes the race of Aja, site sees that lie has won 
her mistress’s heart; so, roguishly, she bids her come 
on to another suitor, but the maiden stays her stei 
and has her hero crowned with the garland which signi
fies liei choice. In canto VIT we learn first of the 
marriage :n which the rejected suiters duly eov.eal the 
wrath felt, at 111 ir defeat, and then f  the onslaught. 1 v"o 
by them on the bridal party ns it sots out to tin 
bridegroom's home. Aja shows no inn o ■•nr, but 
wages war v ith all his prow ss, until, calling to h i; aid 
magic weapons given to him by a Gandlvuva, he causes 
his foes to sink to sleep, and inscribes on their banners 
with bloody orr 'ws the beast, 'Raghu':; son hath taken 
from you your fame, but in pity bath left you your Ihes.'

1 .1 I'wvlUHki (Journal AsUtliquc, ccv, 101 IT 1 tin . «u AuMm- 
A- m e o rig in  lo r nit' us. g
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Ufuiho \  III describes with much effect the reign of Aja, 
vv'uich it parallels with the retirement of his sire into the 
•peace of meditation ; as the king with his ministers plans 
the conquest of such lands as remain unsubdued, so the 
aged father, with learned ascetics, aims at attaining eternal 
bliss. But a dreadful blow awaits the king; a heavenly 
garland falls on Indumati’s breast and strikes her dead, and 
little consolation is it to the prince to be assured that this 
was no punishment, but that as a nymph of the heaven 
she had sinned through neglect, and had been forced to 
earth until she should again see a divine garland. Discon
solate he mourns:

My constancy is departed ; my joy is gone ; song is distasteful ; 
spring hath no joy ; my jewels a re  worthless ; my couch to-day is left 
desolate. 1 he mistress of my home, the comrade, the companion of 
my secret hours, the dear pupil that studied every a rt with m e: in 
taking thee, say, what of mine hath not pitiless Death reft from 
me . O fair-eyed one, how const thou, that hast drunk the nectar of 
my lips, taste now the offering of water, defiled by nr. tears, which 
will ieach tbee in the other world? For all his possessions what 
measure of joy cod lie Aj Vs without thee ? Every joy of mine 
depended on thee, and nought else could please me.

Imi "essive, if vain, is the consolation of die sage:
Enough then of sorrow for her lo ss; misfortune is the lot of mortals.

He- the earth here thy care, for she is the ' ing’s true bride. In thy 
prosperity .if--retime thy knowledge of duty y.-.s- made manifest, in 
that thou midst nothing in p r id e : now again let it be revealed 
by that stead fastness, when sorrow lias assailed thy heart. Couldst 
tilou by team win her back? N.iy, not even if thou didst 
follow her in death, r The ways of mortals in the work! to coma 
depend on their own deeds and are diverse. Lay aside thy 
souow , un-i honour with due oblation thy spouse; the constant 
tear:-; of their loved ones burn the dead, .so they say. De b 
is the natural eoi Ic on for m rtals. life a  deviation, the wi c tell 
ll" } 'f.'lv tn  a  man but live n.n breathe for a  monienl, is not this pure 
gam to him ? ft is the fool who deems tlu- , - of u dear one a dart 
Strok deep in Ida heart : the wise man knows It a dart icmoved through 
t.K- revealing (if the way to salvation. The union of the body and the 
non! and tilt ir severance are ordained; -ny, ii.m , how may ttie wise 
man trouble over severance f rom  the world of th ln n ?  hirst of the •
lu'ghtv, thou r o c '  ; - not, like a  eon:-  . .1 man, tall wia :n le ■> .vr 
0 1  so rrow ; wluit .’nierttt.i <■ 1 • 1 here 'a 1 wee,- '.he tv .c a rd  the lock if -e 
lhe wind boih tremble alike ?

Nothing availed, however, to heal the sorrow of the king, 
who welcomed death in hin eagerness to rejoin his beloved]
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canto IX we find his son, DaSaratha, reigning. With 
much brilliance of detail a great hunt is described ; there is 
a fatal ending, for the kiug by mishap pierces with his 
arrow the son of an ascetic, and, though in remorse he 
bears the dying child to his father, the latter in his anger 
curses the kiug to die in old age in grief for a son. The 
end, however, is yet far otf; in canto X we learn of the 
appeal of the gods, threatened by a demon, to Vi$nu, who 
condescends himself to become incorporate in the four sons 
of Dasaratha. In the next canto we are told of Rama s 
journey to aid Visvamitra against demoniac attacks and his 
slaughter of Tadaka, of his visit to the Court of Janaka of 
Mithila, and his winning of Sita, followed by his victory 
over Parasurama, the exterminator of the Ksatriya race, 
who recognises in him the godhead incarnate. Canto XII 
tells in brief, but with effect, the fatal demand of Kaikeyi 
for Rama’s banishment and Bharata’s coronation, the 
departure of Rama and Lak$tnnna with Sita to the forest, 
their adventures, the rape of Sita, the efforts of Hanumant 
to find her, the attack on Lanka, and the final victory of 
Rama. In canto XIII Kalidasa lavishes his descriptive 
Power on the account of the return of the united pair in a 
celestial car, whence they descry the places of their wander
ings and sorrows. At the beginning of canto XIV the 
widows of Dasaratha, who survived only bv a little Kama’s 
departure, receive the visit of their long parted children ;
Sita amid the general joy of reunion mourns, with sad fore
boding, the sorrow she bad brought on her husband. With 
deliberate art this note of sorrow is followed by the brilliant 
scene of the royal consecration. But the joy of Ayodhya 
is rudely interrupted ; evil voice > question the purity of the 
queen, and l<:unn, Laiilmil to his conception id <Jnl\, must 
banish her from his side. Sita, flower of Indian w .munhood, 
endures without reproaches the shame; the seer Valnuki 
gives her refuge, and at his hermiiuge are born her two 
boys, while Rama, loving her as ever, dwells in solitude, 
consoled only be gazing on the golden image which lie h r 
had fashioned in her shape. In canto XV Rama, engaged 
L the Sijluiiu me the lior.;.. st. ririce, is I d to linen to 
the: K. .nation by tw  i'tilaut li* q s oi du w . inf of hi * h,, ■ ■ ,
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im p o se d  by Valmlki; in wonder he offers the whole 
earth to the sage, who asks for nothing save the rehabilita
tion of Sita, whose children and his the boys are. The 
king is only too eager to see this accomplished; at an 
appointed time the sage appears with Sita and the boys 
before the people; Sita drinks holy water, and swears:
‘ If it be true that I have never in thought, word or deed 
swerved from my wifely faith, then do thou, O mother 
earth, take me to thy bosom.’ The earth opens, the god
dess appears on her snake throne, and takes Sita in her 
arm::, disappearing into the under world. Rama’s race is 
n. uiy run; the boys, now recognised by all the people as 
his rightful heirs, are installed in the kingship, and he 
ascends in solemn state to the sky. The poem has now* 
reached its zenith; canto XVI tells us of adream which came 
to Kusa as he ruled at Kusavati and bade him re-oceupv 
Ayodhya, his father’s capital, while in canto XVII we have 
the history of the son of Ku du by a snake princess who was 
surrendered to him by her father to appease the king’s anger 
at the loss of a bracelet while bathing in the waters which 
housed the snake king. Cantos XVIII and XIX deal, the 
first mechanically, with a number of phantom kings from 
whose names alone the poet derives material fur his 
descriptions, and the latter with the amorous sports of 
Agnivarman, a worthless libertine whose excesses had 
the merit of hastening his death. To assert that these 
cantos are not Kalidasa’s is to go too far,1 but they 
certainly do not represent his deliberate workmanship, and 
we may justly hold that the termination of the poem was 
prevented by his death.

The more mature genius of k.dk’ mifeste itself in 
the RaghuvathSa in his insistence on the Yoga aspect of 
philosophy rather than on the personal aspect of the 
di unity in the Kurnrirasambhava. He recognises the three 
11upas or constituents, which make up nature in the 
‘h uiikliyu-Yoga belief and the e*:i:-:lonce of spirit, but with 
the Yoga he admits a deity. How precisely he conceived 
existence, whether the divergences of spirit and matte.

1 H ilteb n iL H .lt, Kalidasa,  p . 42 f .

• C<W\
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x^wef& 'for him reconciled in the absolute, we cannot attempt 

to decide; what is important is that he represents his 
heroes as seeking release from rebirth by the methods of 
Yoga, mentioning the technical terms Dharana, concentra
tion, and Virasana, a special posture deemed suited to aid 
the attainment of the end desired. He alludes also to the 
magic powers which Yoga gives, the ability to penetrate a 
closed door, as well as the higher attainment desired by 
Sita of reunion with her beloved in a future life. Visnu, 
indeed, in the Raghuvaviia receives his meed of devotion, 
as was inevitable in an epic of Rama, but Siva remains the 
highest expression of the poet’s conception of divinity, for 
Siva is a Yogin par excellence, though Visnu follows in his 
train.

We need not seek in Kalidasa for any solution or 
suggested solution of the mysteries of life; with the 
orthodox views of his time he seems to have been fully 
content; free to choose such episodes of the epic as 
he pleases, he selects for reproduction the—to modern 
Laste—monstrous denunciation of a Sudra who has the 
audacity to practise penatice, a privilege which orthodoxy 
narrowly reserved to the twice-born castes. But in this 
defect he is in the same case as Sanskrit poets in general, 
nor would he have admitted that his attitude to life was 
m nny wise lacking. What lie would have claimed 
merit for was Ills power of evoking by the brilliance of 
his description the sentiments of love, both as realised in 
union and ns marie poignant by separation, of pathos, of 
heroism, and last but not least for Indian taste, of the 
wonderful. lie might justly have prided himsch on the 
vividness and precision of his observation and depicting of 
'-'very side of the world of Indian nature, his skill in In in; ing 
before: us pictures of the life of India in the Conn and the 
forest, of the princely Svayarhvaia, of the marriage rite, < i 
the battle, and his achievement in reducing to effective 
•revity the famous but lengthy epic talc of the Ran:., -eua.

■ i the descripti >n of Raghu’s cou'iues-.s we need nof seek 
bn parallel:..-)! hi detail with the ruhit.'.aments of Saimulra- 
gupui a id CaiidragupUi, but we have in it the poetic reflex 
o the achievements of these g <*nt Rmptrors; as ever



wjfelfidasa effects, his aim not by direct means but by 
suggestion; just as Virgil glorifies Rome and incidentally 
the imperial dynasty by his Aineid, so Kalidasa extols the 
sway of the Guptas and the Brahmanical restoration by 
reminding his audience of the glories of the far gone days 
of the solar race.

The Kavya style unquestionably attains in Kalidasa its 
highest pitch, for in him the sentiment predominates over 
the ornaments, which serve to enhance it, instead of over
whelming it. Sentiment with him is the soul of poetry, 
and, fond as he is of the beauty due to the use of figures, 
he refrains from sacrificing his main purpose in the search 
for effect: Indian poetics, we must admit, often mistook 
the trees for the wood, and by the enormous development of 
sub-divisions of figures (alamkaras) conveyed the impression 
that to write poetry one must be ever striving to introduce 
figures of one sort or another. Kalidasa himself, in canto 
1X of the RaghuvaihSa, has chosen to show to us his skill 
in poetical artifice. He here not merely uses a remarkable 
number of metres, fourteen in all, of which thirteen occur 
in the verses 55-82, but he displays his skill in Yamakas, 
paronomasias, the repetition of the same syllabic in various 
forms with change of meaning. This artifice which 
is pleasing to modern taste chiefly when the sound is 
skilfully wedded, as not rarely in Kalidasa, to the sense; 
thus the verse, ranarenavo rurudhire rudhirena stirad- 
vtsum, ‘ the dust of the field of battle grew stiff with 
the blood of the foes of the gods,’ is redeemed from 
triviality by the matching of sound and sense. Great 
stress, however, is laid by Indian poetics on the subject of 
sound {^abda)‘, Kalidasa is approved for using such a 
Yainaka as bhujalatam and jadatam because / and d, like / 
and r , and v and b, are pcimiticd as analogous in Ykamnkas. 
An essential feature of the Vai ! irbha style which js 
attributed to him is the use. ot pleasing sounds, so that the 
employment of harsh combinations, as in iddhyai and 
/ d 'd h y u i : censured by M uinnnta. in canto XVIII of the 
Ray/nuu), :f v. _• find alliteration practised with special 
frequency, and, as in canto IX, we can see no reason for 
the adoption ot • > it appeals to us rather as an affectation.

CLASSICAL SANSKRIT LITERATU RE
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more interesting; to modem taste are figures of 
thought (arthalaihkara), a term which, as distinguished from 
Sabdalarhkara, does not correspond to the Western distinc
tion of figures of thought and of speech, but comprehends 
all figures which are not merely concerned with sound.
In the use of such figures Kalidasa is particularly happy, 
and is cited repeatedly as a model by the writers on poetics.
His forte is declared to lie in similes, and the praise is well 
deserved. True, the world of India is a different one from 
the W est; the divine mythology and the belief of everyday 
life are far other, but even so the beauty and force of 
many of the similes and metaphors must be recognised 
by anyone who appreciates poetry. With glad eyes 
the maidens of the city follow the king, as the nights 
with the clear stars of autumn the pole star. The 
weapons of the foe so beset the chariot of the prince 
that it may be recognised by the tip of its banner 
alone, as the pale sun alone reveals the morning en 
veloped in the mist. Dilipa hears in the leaves his fame 
sung by the goddesses of the wood to the sound ol the 
reed, which whistles in the wind and plays the prut of 
the flute. The wound tom by the arrow is the gate of 
death, the stone hurled at the foe the torn-off hand of the 
god of death ; the battlefield is a banquet for that grim gi d. 
Characteristic is the carrying out of the simile in precise 
detail, in striking contrast to the Homeric manner whore the 
detail is given as a picture but parallelism is not sought.
The mountain is a wild bull, its caves are its mouth, its 
peaks are it- horns, the clouds the earth which it tears up 
in play, and its thundering cataracts its wild bellowing.

More natural than this to njpdern feeling is the constant 
attribution of life to things inanimate ; joy, sorrow, and 
every feeling of man can be attributed to the mountains arid 
the streams ; Ravana’s fall frees the sun from tabulation; 
the winds respectfully greet the royal pair. I.css npi>eal is 
made to ns by similes from the fields of philosophy 01 
gran;mar ; the long sets forth to overcome the JV; flans, tut 
’la. ascet a: i out piers the senses >y tin kmnvli rlgc .t reality , 
bugrlva is installed king in bis brother' plan;, ar. a 
substitute i\ used for the normal root. J'clitics also yields
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• '-< its store; the mountains, which Indra deprives of their 
wings, flee to the sea, as princes in misfortune to a neutral 
lord. Often the same subject is illustrated by a series of 
similes carefully elaborated in detail; the mixture of ideas 
is conspicuously lacking. In the drama we find humorous 
similes, but humour is hardly to be found in the epics or 
lyrics.

Of the other figures Kalidasa makes free and happy use ; 
especially marked is his skill in the rRrthantaranyasa, which 
consists in expressing in a general proposition an idea 
exhibited in particular form in the preceding three lines of 
a stanza; the continuation of the Kumarasambkava shows 
clearly its unauthenticity by the feebleness of its efforts at 
this figure. It is important to note that he shows little 
fondness for the use of the Slesa,1 or double entendre, a fact 
which tells incidentally against the view that Dignaga is 
referred to in this manner in v. 14 of the Meghadut'a.

1 E .g . A'aghuvatH fa, xi, 20 ; K um arasatnbhava, viii, 22.
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IV

POST-KALIDASAN EPIC

We have seen in Kalidasa the style which the text-books 
on poetics from the Kavyadarsa. downwards style Vaidar- 
bhan, and in a poem of much pretension, but small merit, 
written in a.d. 472-73 by Vatsabhatti, a Prasasti, or pane
gyric, of the temple of the sun at Mandasor, we have a 
specimen of poetry which illustrates the style of the Gauda, 
as described by Band in > the manner of Eastern as opposed 
to Southern or Western poets. The poem is of interest 
in that the correct title is omitted, being indicated only 
by the gender of the adjective alluding to it at the close 
of the poem; Prasastis were evidently so common that the 
noun was easily supplied by the reader. Further the poet 
claims to have composed with effort (prayalncna); in fact, 
he makes evei y attempt to show his knowledge of the 
rules of the Kavyo; he finds room for nn allusion to 
the land ot I .afn, describes nt length the city DtaSapurn, and 
includes in his 44 stnn/,ns descriptions of both the spmlg 
and the winter. He vises no less than twelve metres, 
especially the Vn.snntalhaka, and he carries on the cense 
often over two, tliiec or more stanzas, all in the best Kuvyr 
style. Conclusive for bis appertaining to the Eastern school 
is his use of lung compounds in verse, even to the extent 
of filling a whole half-stanza, more often to filling a line.
This is precisely one point in which an essential distinction 
between the Ynidatbha and the Gautfa styles exists. 
Secondly, in v. 20 he carefully assimilates the sound to dir 
sentiment to bo conveyed, changing the suiooui and 
pleasant sound of the first three lines, which describe the 
goodness and wisdom of the king, to harsh syllabler in Hu- 
last line, where his dread power is alluded to, * alone ; killed
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x<T,K>destroy the haughty hosts of the foe (dvt(drpiapaksak$a- 
panaikadaksah).’ On the other hand, there aie clear traces 
of the imitation of both the Meghaduta and the Rtusa?ii- 
hara}

It would be interesting to know when the divergence of 
Eastern and Southern styles was first recognised, but the 
evidence available is inadequate to permit of any determi
nation. It has been suggested2 that the tendency to the 
simpler style of the South was given, in opposition to the 
affectation and bombast, the love of alliteration, and the 
use of recondite phraseology of the East, by the influence 
of the poetry of Maharastra,5 which probably came into 
being after the beginning of the third century a.d. and is 
first known to us from the anthology of Hala, who may 
perhaps be identified with the Satavahana of Pratisthana, 
to whom the Jain tradition attributes in a.d. 467 the 
reformation of the Calendar of the church. The conjecture, 
however, Jacks any secure foundation; it is more likely that/'' 
the style of the Maharastri lyric was influenced by the 
pre-existing Vaidarbha style, and it is noteworthy that in 
the NdtyaPdsira we have already the merits of the style 
which in Dartrlin is given that name asserted generally as 
. hose of the Kavya. The Eastern style, then, may be 
treated not so much as an old and decadent one, but as a 
further development, and this accords with the fact that, in 
practice as opposed to the theory of the writers on poetics, 
it is the Gauda style which prevails in later Sanskrit epics!

The history o: the epic, in fact, is one of decline in taste 
and growing artificiality of form. The earlier, epics, 
however, are not without merit. Tradition would make 
contemporaneous with Kalidasa the Seinbandha,3 a poeni'

1 tltihler, D ie  itidischen h tsch riften , pp. 8 flf. ; Kidliorn, GOtt.
1H9<), pp. 25] f t,;  h:d . Ant.,xix, 285. Hoc rule's objections 

(./.AbW.-V., 1000,p. I l l )  arc inel'V i
- H. Jacobi, Ausgeiv&hlte E rziih lungcn  in  M tii:d ra$(rit pp. xv fT.

Harm note? th.. Western love of sciwo, not sound, and the Southern 
nifty of fancy. Historically it seems probable that Sanskrit pey try 
il'iinishoil comparatively late a ii <• 1 ;  cf. S. K. Chattel it. B engali 
/.angunge, i. 73 ft'. : II. Chakl idar, viii 46 !)'.

ltd. -ci'! lia. S. (iol.livliiuldt, 18V'j34; cd. A’cJr'vaunt.' i, No. 47,
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v v, . jiv^liiahara§tri, which elicits praise from Danclhi and 
Bana, but the long- compounds and artificial style disprove 
this. Before Bana also we may place the date of Bharavi, 
since in the Aiiiole inscription of a .d . 634 he already 
appears as famous, but presumably the period was not 
great enough to allow his reputation to elicit from Bana 
the meed of praise one would expect. Certainly later than 
Kalidasa, Bharavi displays gifts of no mean order. The sub
ject of his Kiralarjunlya1 is derived from the Vanaparvan 
of the Mahabharata," which tells us how the sage Vyasa 
advised the Papdavas to leave the Dvaita forest, and when 
they had done so Yudhisthira urges Arjuna to obtain 
celestial weapons for the fight with the Kauravas to gain 
the kingdom. Arjuna obeys, proceeds to the Himalayas, 
meeting cn route an ascetic who seeks to turn him from 
his purpose of practising penance to win divine favour, but, 
when he fails to dissuade him, reveals himself and gives 
him his blessing. Attaining his goal, Arjuna practises 
penance, and after a conflict, with Siva under the guise of a 
Ifirata obtains from his conqueror the weapons he desires, 
in  Bharavi’s hands the epic tale is not unsuccessfully 
embellished. A new motif is introduced in canto I ; a spy, 
sent by Yudhisthira to report on the state of his foe, 
Suyodhana, brings back the evil news of the virtue of his 
rule, which wins the heart of the pc- >ple; Draupadi, then, 
as in the epic, urges immediate war. Bhima adds liis vuiee 
to hers, but Yudhisthira hesitates thus to break the com
pact he had made (II). Vyasa appears, and bids Arjuna 
in preparation for war attain the aid of Indra; a Yaksa is 
sent by him to be Arjuua’s companion in his quest (111).
The journey to the Himalaya affords opportunity for a fine 
description of the autumn and of the life of the herdsmen
(IV) , and the mountain itself is vividly depicted at length
(V) . The penance of Arjuna begins; its austerity causes 
panic to the G u h y a k as , spirits of the mountain, who beat the 
news to Indra; he shares their fears and bids the Apsarnscs 
and the Gandharvas break in on his penance (VI! The divine 
hosts fly to the place of the hero’s abode; the elephants of

• Hi Itnni iv, U107; /-(>,iHtlrum .S oiilnf M 'its, Nu <d, 1D1H.
■ hi n  4 i,



the divine host are described at length (VII), as are the 
plucking of flowers by the maidens and their bathing in the 
Ganges (VIII). The poet then describes the approach of 
evening, the rise of the moon, the love play, and the dawn 
of day (IX). Then the Apsarases turn all the forces of 
their charms on Arjuna, only to be foiled by his superb 
constancy (X). Indra himself undertakes the task; he 
appears in disguise, praises his efforts, but comments on 
the contrast between his acts and his martial equipment; 
Arjuna perseveres in his purpose, and is rewarded by the 
god’s approval, and the advice to win Siva’s favour (XI).
The poet has thus embellished out of recognition the 
simplicity of the epic, with the disadvantage that in canto 
XII we have again the motif of his extreme asceticism, 
followed by the report of the perturbed Rsis to Siva. The 
master explains the purpose of the hero, whom the demon 
Muka in boar shape purposes to slay, and with his host 
hastens to the spot. Arjuna and Siva alike let fly their 
arrows at the boar, but, as Arjuna claims it as his prey, he 
is confronted by a Kirata who asserts his right (XII-X1II).
A struggle follows; the host of Siva shatters itself in vain 
on the hero; it is re formed by Skanda and Siva himself, 
and a terrible battle ensues between the god and the 
warrior, in which both use miraculous weapons, until the 
god reveals himself to Arjuna, receiving from him a hymn 
of praise and supplication, which he rewards with the grant 
of magic arms. The employment of Siva’s host and of the 
supernatural weapons on either side are innovations.

It would be unjust to deny both poetical fancy and 
force of diction to Bharavi; ! the sentiment ol heroism 
is admirably expressed, and the descriptions of scenery 
a re  often brilliant. But the artificiality of his work is 
also often painful; his use of figures is unceasing and fatigu
ing in its complex variety, and in canto XV lie descends 
to trivialities in tfie . rst A1 end 'an type; he produces 
stanzas whiJi give the same sounds and sens read for
wards and backwards, or present the same line to be rend 
in four different senses, or contain syllables beginning with 
e and r only, or exhibit no consonant save », except a 
solitary final/. One • tan -ta gives fk threefold sense, and in

( f i l\ ' \  4§j? )■)  CLASSICAL SANSKRIT LITERATURE
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ail we have tortured language. v Similarly the poet is 
accomplished in grammar] he obeys minute rules of Panini 
and achieves the rare distinction of confining the imperfect 
to the purpose of describing the experiences of the user in 
matters not of the same day, while the aorist deals with 
events of the same day, leaving the perfect for matters 
experienced by others.1 The accuracy of use is purely a 
learned pedantry; Asvaghosa and Kalidasa earlier, and 
Maglia later, have nothing of the kind.

A logical carrying out to the utmost of the same pedantry 
is seen in the BJiafti-kavya, whose author describes in 22 
cantos the tale of the Rdmayana for the purpose of illus- 
trating the niceties of Sanskrit grammar. It is true that the 
work is not without passages of poetic merit, but they are 
far too few to give it any serious literary value, though it 
has the interest of affording an exposition of the practical 
effect of the rules of the grammar as understood by the 
author, who is also of value for his contributions to our 
knowledge of the. rhetorical figures which he often in 
canto X illustrates^ His date is uncertain;  ̂ the authoi, 
indeed, lets us kiiow that he wrote at Valabhi under 
Sridharnsena, but the identification of that king is, owing 
to the similarity of the names of the recorded rulcis, not 
beyond dispute; iperhaps most probable is the middle of 
the seventh century a .d . The name more than anything 
else has suggested identification with the famous bhai trhan, 
but without plausibility.2! _

Yet another Rama epic is the Jdnakiharana of Kumara- 
d as a, which the poet^Raja^ekhara (a.p . 900) mentions in 
Comparison with the Rnyluc:ainSa, high praise but not 
altogether undeserved Fourteen cantos with a part of the 
fifteenth, all that is left of the original 25, have been rcstor- 
,,1 from a Sinhalese word-for-word version, bringing the 
tory down to Angada’s mission to hid R a van a render up 

Sita. As usual, the author’s chief aim is description; thus 
in canto I Avodhya, the Icing, and his wives receive then 
meed of honour; in III the sport of the sovereign m the

1 Cuppoller's Irun :.. pp. 17l> IT, , ,,
- n i. . . 1 ,i. SitzuHtsfvr. <• Pichssi hen .IkaJcwu, lJ-~. P- 

? b . *. l-U JUnuimr S rU t  u Senes, I S *  N«s. 5b and 5/
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_ _er.with his wives, sunset, night and morning; in VII 
Sita, in VIII the love play of the married pair, as in 
Kumarasatnbhava VIII, with a fine description of sunset 
and night; in XIV the causeway built by the apes over the 
ocean; spring (il), the rainy season (XI) and autumn (XII) 
are also duly depicted, ^umaradasa’s style is less simple 
than that of Kalidasa, and he is extremely fond of allitera
tions, which give his verses a singularly easy flow, thus at
taining the softness and melliflbusness of the Vaidarbha style.
His love of periphrases is noteworthy, and he is skilled in 
depicting both the pretty and the grandiose. His date is 

| |  dubious; that he was a king of Ceylon (a .d . 517-26) seems 
no more than a fable; he appears to know the A'afika 
i' rtti, which dates from about a .d . 650, and possibly he 
belongs to the latter part of that century.1

It is probable, rather than certain, that both the Bhatti- 
kavya and the Jauakiharana were known to Magha, who 
certainly used freely both Kalidasa and Kharavi and who 
may be assigned, on the strength of the evidence of an 
inscription referring, to a relative, to about a .d . 700, though 
Ibis date is certainly not without difficulty of its own. His 
grandfather was Suprabhndeva, minister of the king Varma- 
lata, .aid his father Dattaka Sarvasraya. It is clear that he 
knew the Ndgananda, to which n reference is made in his 
Lavya .'XX, 44); the effort to prove that he was used by 

•  Subandhu may be regarded as definitely disproved.-
The Si tups, lava d ha in 20 cantos is based on an episode 

in the Mahabharata. Yiulbisthira, aftei the conquest of 
Jarasandha of Mngadha, is the first ruler in India, and has 
performed the solemn sacrifice of the Rajasuya, or royal 
consecration. At the close, gifts of honour are to be 
distributed; the wise Bhiijma allots to Kfspa the first, but

..A ' J:R A-S< 190L PP- 253 if.; K- ith, pp. 578 If. ; i-x
s  t L . V > ‘' ‘r 'H '1)'’ n ",ul,:iv lOW. who p lan s  the author later,

ni whirl ' °n ■' ‘if, Oriental Studies has a text in twenty cantos, ol w I1K-1) X V I  is printed in Is Bulletin, iv, 285 ff.
/  !>" , A ?, h U,0° ' PP- 143 O'- Cf J.-u ■ ' i, Vienna Or.1 • ,} if-• D-R- l: • kp. s . ; k. hw-

' '® d ,  I-1>. •:••• -i. who (p . 2Ui. 3) denk.s ti.r
• 'd 1 0  oaganututa, -mt without cov.vul ground*.
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^^JL.iagainst this Sisupala, king of Cedi, raises bitter protest; 
hence flows a quarrel which ends only with the slaying of 
Sisupala by Krsna, who earlier had won his enmity by 
enticing away the bride destined for him. The theme is 
obviously inadequate to support an epic, but the defect is 
made good by the usual luxuriance of erotic and other 
descriptions in which Magha endeavours, every now and 
then with brilliant success, to improve on the ideas expressed 
in the stanzas of his predecessors. His chief merit lies 
precisely in some of these word pictures, whose merits 
need not be denied, despite the effort requisite to extricate 
them from tedious conceits. Plis experiments in reviving * 
rare grammatical usages have already been referred to, and 
he successfully vies with Bharavi in the effort to produce 
absurdities ; thus XIX, 34, read backwards is identical with 
the preceding stanza read in the ordinary way, and many- 
other stanzas in that canto are equally devoid of anything 
save the most tasteless grotesqueness; for instance, the 
power to form a sword or lotus or wheel shape. Magha s 
reputation later doubtless rests in some degree on the 
vitiation of taste which, as in the Alexandrian age of Greek 
poetry, admitted his strained effects, but he had undoubt
edly no mean talent. His metrical profusion is wonderful; 
Bharavi uses but twenty-four metres, while he lias forty- 
one, and, though many are merely sporadic, whole series 
of versos o c c u r  in rare metres, such as the Udgata in XV, * 

4 Mahjubhasini in XIIJ, Rudra in XIII and Svagata in X.1
His vocabulary is copious and his command of the orna
ments of style profound.

In the early part of the eighth century falls the Prakrit 
poem, r ■ Vakpati. which is but .1 selection of
series of connected verses, extracted from the prelude to 
what would have been a vast account of tlie overthrow of 
a Gaiu.la prince by his patron Vasovarman of Kanaui, had 
not a just tnte spared us the completion of the work through 
the downfall of the poet’s patron before Lalitftditya of

1 Kalidasa « main and 13 subunli i.ite iuetr<- : Iduiravi Vi ,..d 
12 ; Ma>;ha 17 and 24.

• r.f. II. j ;u>l Co.7 cel. .In?  , 18'. \  pp. ft I tT : c l  ^'rnnt'iy
S a n skrit Seriest No. 34.
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\-2clf2Kashrnir about a .d . 736, The poet admits indebtedness to 
Bhavabhuti, and his work is chiefly of interest because in 
the size of its compounds it is a perfect masterpiece of bad 
style. Full of conventional descriptions, and extremely 
vague as we have it, it has no claim to be ranked even as 
embryo history, but it shows how closely Prakrit poetry 
kept pace with Sanskrit poetry in the degradation of style.

The ultimate result of the love of playing with language 
which marks both Bharavi and Magha is seen in the 
Ragkarapandaviya of Kaviraja, which is most probably to 
be dated under the Kadamba Kamadeva about a .d . 1190, 
though it has been ascribed to the ninth century.1 It aims 
ai telling the tale of Rama and of the Mahabharata simul
taneously, a result which is only possible because of the 
large number of meanings which are assigned to Sanskrit 
words by the lexicons, the diverse modes in which members 
of compounds may be connected, and the different ways in 
which the syllables composing a line can be conjoined. It 
is tair to say that, considering the appalling nature of the 
task undertaken, the poet, whose name is lost to the obloquy 
he merits, shows very considerable skill, and might 
have produced a meritorious -work had he devoted his 
efforts to a more legitimate end. Equally negligible as 
literature is the Kavirahasya2 of Halayudha, written in the 
tenth century to illustrate in the manner of the Dhaiti- 

, kin:ya the rules of verbal formation.
Equal lack of taste is shown in the enormous size of the 

flaravijaya.3 of the Kashmirian poet, Rajanaka Ratnakara 
Vflgisvara, who flourished under the kings Brhaspati, oi 
Cippata fayapida, and Avantivarman, and thus must have 
been in his prime about a .d . 850. The fifty cantos in four 
thousand long stanzas deal with a tiny plot, the slaying of 
Andhaka by Siva. This demon sprung from Siva himself

’ ltd. Ar<t:yamUla, No. 62, 1897. Ci. Kei ii, liorfl. V ita l. A p p .. 
p. 27 ; kisclv !. Die Hofitirhtiir dcs L a k p u a ’iaicna, p. 37. A work 
of the same title by Dhauariijaya is mentioned by n Riiiagekharu, a ml 
tbe l i f e  of it is dubious. Cf. P K  t, Im t. A n t., ixxiii, 279

3 ltd. L. Holler, Greif: waM, 1900.
3 l t d .  A i.imald, N o .  2 2 ,  1 8 9 0 .  F o r  t , .s  lu r e  w o r d s  s e e  lirnna 

Oi it a tu t Jo u rn a l, xnix 259 ft.
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^■'iLdwhen Parvati playfully covered his eyes with her hands, 
and was born blind. lie was given to a son of Diti who 
reared him, and in due course by appalling austerities he 
regained sight, made war on the gods, and became master 
of the three worlds, until Siva slew him. The scanty 

- matter is eked out by the inevitable descriptions; thus 
Siva’s capital must be described (I), his Tandava dance 
(II), the seasons (III), mount Mandara (IV-V); a little 
action now intervenes; the seasons, Spring at their head, 
flee to Siva for aid against the conqueror of heaven (VI); 
the consultations of Siva’s hosts as to the action to be 
taken cover up to canto XVI, giving an admirable oppor
tunity for a display of the poet’s erudition in the science 
of politics. An envoy is finally sent to bid the demon 
abandon the throne he has usurped. As an interlude now 
follow thirteen cantos devoted to the sports of Siva’s atten
dants, including the usual amusements of the harem, the 
gathering of flowers and amorous play, the sumise. the 
setting of the sun, the stormy sea. In canto XXX the 
ambassador arrives, and for seven cantos after XXXI, which 
must, of course, describe heaven at length, we have 
challenge and defiance. The return of the envoy and the 
preparations of Siva for battle occupy the next four cantos 
(XXXIX-XLI1), while the battle fills the rest, with an 
interlude of a hymn in praise of the goddess Csndi 
(XLVII). The poem is animated by a desire to vie with 
Barm in style ; it has all the involutions and contortions of 
Magha, and is full of Yamakas, involving as always a 
sacrifice of sense to sound. Amid these defects the 
merits of single lines or passages can be realised with 
difficulty.

Kashmir produced also in the eleventh century the multi
tudinous works of Ksnmendra, which include summaries 
of the epics, the Bharatamaiijari and the. Ramayana- 
mahjari, which are poetically worthless. A century later, 
how i ver, about a.d. 1135-45. we have the S> 7ka?t(harurBa 
of Mahkha, which in twenty-five cantos describes the 
destruction of the demon Tripura, by Siva. The topic is

‘ KU. A  lryaniU if, No. 3, IMS?,
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<£;!_■ :!"paierely the excuse for various exercises in poetical skill; 
thus benedictions and prayers occupy canto I ; descriptions 
°£ the good and bad, etc., in II and III are followed by an 
account of Kailasa (IV), its lord (V), the spring (VI), the 
game of swinging (VII), the plucking of flowers (VIII), 
sporting in the water (IX), the dusk (X), the moon (XI), 
the rising of the moon (XII), and so on until in XVIII-XXI 
we have the account of the trouble among, and the pre
parations for battle of, Siva’s hosts. The battle (XXIII) 
and the burning of the city of Tripura (XXIV) are preceded 
by an account of the panic of the Daityas (XXII). Finally, 
by a happy change in canto XXV, we have an account of 
the persons making up the Sabha or darbar of the poet’s 
brother Alamkara, a minister of Jayasimha ( a . d .  1129-50). 
Apart from its value for history the canto is interesting in 
its painting of the procedure of such a darbar, one of the 
chief modes of social intercourse among the learned of 
India. Otherwise the epic must be confessed to be dreary 
and uninteresting.

The same verdict may be passed still more emphatically 
on the JVuifadAiya1 of Sri-Harsa, the logician, perhaps 
of Bengal, author of the Kha’idanakhandakhadya, in which 
he defends the Vedanta by the desperate means of showing 
that all views on philosophical topics are indefensible.
Hi.; date i s  the latter part of the twelfth century a . d . 
under Jayaccandra of Kanauj. His A/ai$adhfyet ranks 
with Kalidasa’s epic-;, and those of Bhaffi, Bbaravi and 
Magha as a Mahakavya pur cxcclUiirc. it would hardly 
have occurred to any one with a modicum of good taste to 
disfigure, ns he has done, the simple beauty of the story 
of Nnla and Damayanti, as it i s  presented in the epic, 
by turning a short part of it into the theme of twenty-two 
cantos in the most elaborate Kavya style, abounding in 
alliterations of the Yamaka type. The frank and attractive 
love picture of the epic is overwhelmed with all the 
most pedantic developments of the Kihnafidstra. No 
fewer than nineteen metres are employed, and any trace

1 1* 1. Bombay, lbu l. (. . Nilkamal Uhattacliarya, Sarasvad
nfinthUhf .\tUUtc.S, ii, l.i.j ff.
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— poetic thought is hard or impossible to find. The same 
condemnation applies to the N a lo d a y a , of late but uncertain 
date, perhaps written by a poet of Kerala, Vasudeva, possibly 
in the fourteenth century, which in four cantos deals with 
Nala’s story from the point of view of his restoration to 
fortune. As often in late texts, it frequently shows both 
end and middle rimes, and canto II is the usual attempt to 
turn the K a m a i tu tr a  into poetry.

The tendency to introduce rime in Sanskrit poems is 
doubtless of popular origin, as is shown by the fact that 
Apablirarhsa poetry is full of rime. In Sanskrit poetry we 
have, elaborated by both Dan bin and Vamana among the 
writers on poetics, the use of Yamakas, groups of identical 
syllables recurring in the stanza especially at the end of the 
lines. , The Yamaha gives a true rime only when the 
vowel of the first syllable of the group is preceded by 
a different consonant, and when the syllables which thus 
nearly agree are found in the corresponding parts of lines; 
the normal end rime is first defined in the S d /ritya d a rp a > ia  
of works on theory, although it is known to Hemacandra 
in his C handonuSasana , though not mentioned in his 
poetics. In the former text it is styled end alliteration 
(a n tya n u p r& sa ), and Hemacandra applies to it the term 
alliteration in opposition to Yamaka. Yamakas are not 
rare in Prakrit, being common in the S e tu b a n d h a .  On the 
other hand, deliberate, as opposed to occasional, riming 
is late in Sanskrit poetry, and even in Prakrit it cannot 
be said to be regular or irequent.1

In addition to those mentioned, many other epics arc 
known by name or exist in manuscript. One from whose 
author the anthologies have preserved some graceful 
verses is the Aa p p b tn & b h y u d a y a  of Slvasvamin, who was 
a Cnuit poet ot the well-known Avantivarman of Kashmir, 
and therefore flourished before the end of the ninth 
century. The author was a Buddhist, and, there lot**,
Chooses a legend known from the AvaddnaPataka, u here v.ft 
lcaiu of a king of the Daksuiapathn who menaces the. lord 
of Svavnsti, but is converted and becomes an Aihnnl.

1 H. Jacobi, Bhu: isaifttka/ia, pp. s*>l it.
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Thi:; theme is embellished in twenty cantos in the manner 
of Magha. We have the description of the capital Lilavati, 
and the king ( I) ; the account brought to him by'a spy of 
Prasenajit’s just rule and pride, which the spy urges the 
monarch to bend. Then follow the agitation of the kings 
of the Court at the news (III), the council of war (IV), 
and the mission of an envoy to bear the threat of war to 
Prasenajit (V). The king then, on the advice of a Vidya- 
dhara, visits the Malaya mountain to devise with him a 
plan of campaign (VI). The opportunity is thus afforded 
to describe the encampment of the host (VII), the seasons 
which all unite on the mountain (VIII), the amusement of 
picking flowers (X), preceded by sports in the water (IX), 
the sunset (XI), the rising of the moon (XII), drinking 
(XIII), the delights of love (XIV), followed by the end 
of the night and daybreak (XV). The march (XVI) 
and the battle (XVII-XIX) lead up to the finale; the con
version of Kapphrma. Throughout the tricks of Magha’s 
style are imitated, and the author also clearly follows the 
Nagunanda when he describes the heaps of bones of 
Nagas slain by Garuda heaped on the seashore beyond the 
Malaya mountain.1

1 &eshugiri Surtri, R eports , ii, 49 It. The k ing’s nam e appears 
also as Kappa na. It is known to Bhoja’s SrftgaraprakHSa.

’ Go?fX
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HISTORICAL KAVYA

A m o n g  the Kavyas so far mentioned there is none that 
can be called historical, blit the material for history is 
presented by the Kavya inscriptions, which normally refer 
to some definite event, and sometimes give genealogical 
details of alleged descent. Kalidasa, as we have seen, 
prefers to hint at the greatness of the Guptas in the 
Raghuvafhsa rather than describe their deeds as sober 
history, and it may be true, as the legend insists, that the 
Setubcnidha1 was written indirectly to celebrate the building 
of a bridge of boats across the Vitastu by king Pravarasena 
of Kashmir. That this should be the earliest form of 
historical composition is natural enough; there were 
obvious rewards awaiting the poet who could either directly 
or indirectly—as perhaps in the title of the A’umarasam- 
bhava if it allude to Kumaragupta’s birth—gratify a patron; 
to compose history for its own sake was a conception which 
in any land is slow to emerge, and in India in particular 
came very late and imperfectly into being. The ex
planation of this omission is doubtless too complex to 
permit of precise evaluation.2 Certainly much must be 
accounted for by the conception of life held by the 
Brahmins; the belief in the constant evolution and involution 
of the world, in endless periods of recurrence, in the power 
of transmigration, and the acceptance of the intermingling 
of divine and human action in the world must have served

This may tie thought to favour the view that the poem was 
Kalidasa’s, written for Pravarasena; II. Jacobi, Shai/isuttu/;,,
P-S3,u t. Contrast Petenon, k'lidam bnri, p. 77. Another claimant 
is the Vakaluka Pravarasena II. No result 1 ■. possible on the existing' 
evidence. Cf. S K. Aivangar, , l .B . l  v 44 f . ; Pclcisen, J .K .A .S  ,
1920, p. TiS t.

’ H . Oldenburg, A u s  dem A lien  Ind ian , pp. 65 t>.
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ant value placed upon, and the appreciation of, 
iue importance of history. The same spirit tended against 
the creation of any history; the dynasties might war 
against one another, there might be convulsions in the
tbfV themselves> brit no great change came over
the life of the people; the handbooks of policy show no 
consciousness of political evolution, but deal merely with 
the preservation and extension of kingdoms, based on 

mhlCh i?/? r,!garded as invariable. In the history 
deaf 2  t  “ f- W,aS nninterested ; the works which 
deal with philosophical systems give us no information 
regarding the chronological interrelations of the schools 
ai,X are Tcjon.te“t to accept any anachronism. If this is true 
Ol the Brahmin intellectual aristocracy, we need not be 
surprised that the Ksatriyas asked no more than panegyrics
untniT °Rrvdeeds and genealogies, flattering.,if manifestly 
untrue. From another point of view the ancient heroes of
r X r ? ICf m eT d aSi eal t0 tlle IndiaDS as the historical rulers of the day, and more so than their predecessors in 
the past; it was, therefore, infinitely more interesting to 
preserve such a poem as the Naisadhlya, dealiim with 
persons famous throughout India, than a mere historical 
account of local kings, whose fame scarcely extended be
yond the circumscribed limits of their own domains.

H is not, therefore, surprising that the first historic
,na^ T  P mKerVw l° US “  debberately built on the romantic 

Har?acartta of belongs to the middle 
of the seventh century a . d . ; as it is unfinished, we may 
assume that the author was carried off by death before he 
could complete his purpose. Yet it seems as if he com
menced it at least before he wrote the Kddambari, whic h 
likewise he left incomplete. The work passes in the 
theory as the model of an Akhyayika; it begins with an 
elaborate account of the quite mythical origin of the poet’s 
race, winch fills a whole chapter, styled Ucelivasa. Further 
details arc given of the writer’s personal history (II), his 
mother, Kujyadcvi, die J when lie was a child, so thsi his

ii* *’ V‘ Knne, Bombay, 1918 ; S. D, and A. H (bikini™, giulktu, Hoonti lOlu. o. uajt.mra.
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' -i .father filled for him the part of both parents. He also died 
when Bana was fourteen; the child felt his loss deeply, 
but in the course of time his spirits revived. We are told 
of his pursuits and his comrades, leading up to a narrative 
of an invitation received from Harsadeva to visit his 
Court. On his return thence he was asked to undertake 
a description of the deeds of the king and consented to tell 
a part, though the whole were an impossible burden (III).
We are then given the tale of Harsa, beginning in effect 
with his father, Prabhakaravardhana, the death of that 
monarch, the murder of his eldest son, Rajyavardhana, 
Har?avardhana’s successful effort to save his sister, 
Rajyasn, and his return with her. The total sum of 
his story recounted is thus no more than an incident, and 
even it cannot be said to be presented in any satisfactory 
fashion; intentionally, or otherwise, liana leaves many 
points in his narrative obscure, especially the position, and 
actions of the Malava and .Gauda kings,, who slew respec
tively Grahavarman, husband of Harsa s sister Rajyasn, 
and his brother. There may have been excellent reasons 
for glossing over the events, but at any rate the picture 
is blurred and uncertain. On the other hand, the whole 
resources of Buna’s .romantic style are applied to embellish 
the theme; as in the K&dambari, he aims at vying with 
Subandhu’s power of illustration aud description, and 1, 
in Ucchvasa VIII alone two-fifths of the text are taken up 
by five long descriptions. £he style is often simply 
irritating; there is no true pathos in a description1 which 
represents the unhappy Rajyasn as
"'itli her kindred and her graces nil gone, her ours and her soul left 
bare, hor ornaments and her aims abandoned, bar bracelets aud her 
hopes broken, her . inipanimus and the necdlo-llke grass sp tsiso lu ig ing  
round her feet, her eye ami bi t- beloved fixed within her bosom, her 
rivlis and hoi hair long, her limbs and her rriot it:; , khan t.-d, her aged 
attendants and her stream ing tears fulling down at her feet.

On the other hand, Bana at his best is master of forceful 
description,* as in the account of Hnrsa’s march out or 01 
the last moments of Prabhakarnvardhana ;

1 Cowell unci Thomas's version (London, 1S£)7).
* For oilier cases, see the trans., pp. 201,205.
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was on the confines of doom, on the verge of the last gasp, at 
the outset of the great undertaking, at the portal of the long sleep, on 
the tip of death’s tongue, broken in utterance, unhinged in mind, 
tortured in body, waning in life, babbling in speech, ceaseless in sighs, 
vanquished by yawning, swayed by suffering, in the bondage of 
racking pains.

The preface to the work is of special importance, since 
it mentions as famous the author of the Vasavadatia, 
Bhaftara Haricandra, Satavahana, Pravarasena, Bhasa, 
Kalidasa, and the author of the Brhatkathd, thus giving 
us some valuable information on literary history.

Later historical works prefer the poetic form pure and 
simple. One of the earliest of importance is the A’ava- 
snhasdnkacarila1 of Padmagupta or Parimala, son of 
Mrgankagupta, who was a protege of the kings of Dhara, 
first of Vakpatiraja, then of his successor, Sindhuraja, at 
whose direction his Kavya was written. Like all works 
intended as panegyrics, its value for historical purposes 
cannot be placed high, nor is it distinguished as a Kavya. ' 
More interesting is the Vikramdfikadevacariia2 of Bilhana, 
written to celebrate the reign of the Calukya Vikramaditya 
VI of Kalyatia. Bilhana, author of the play Kartiasundari* 
and the CaurapancaSikd, was bom in Kashmir, where his 
father, Jyesthakalasa, was a grammarian; he studied the 
Veda;, grammar, and poetics there, and left his native 
land about a .d . 1065, after the nominal accession of Kalasa 
to the throne, to win fame and fortune in India, fate 
eventually securing him the post of Court poet at Kalyana, 
where he wrote his epic probably about a . d . 1085. The 
poem exhibits, taken as historic, similar defects to the work 
of Bana; it gives a sketchy and imperfect account of the 
predecessors of its hero, glosses over the struggles which 
brought him to the throne in lieu of his elder brother, and 
introduces Siva thrice to explain the embarrassing fact that 
the king evidently achieve ’ tire throne by conduct the reverse 
of fraternal. We are assured of his defeats and annihilation

1 E d. San skrit Scries, N<v 53.
* ICd Horn hay S a n sk r it Series, No. 14.
-• Sec is m ow, Das indisc he Drama, p. 11- ; Keith, Sanskrit 

Drama, p. 256.
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of the Colas, but. the exaggeration of these assertions is 
proved by the fact that these ubiquitous enemies immedi
ately after are revealed as attacking once more. We learn 
later (XIV-XV) of a war against another brother, Jayasimha, 
and in canto XVII the Colas again require to be suppressed, 
but throughout there is a haughty disdain of chronological 

xftceuracy, which renders the work inferior even to a mediaeval 
chronicle as a source of precise information. The extent of 
the work is made up to seventeen cantos by wholesale 
exploitation of Kavya topics. Thus cantos VII-XIII are 
engrossed with the tale of the winning of his queen, 
Candralekha, daughter of a Silahara prince of Karahata; in 
VII the effect of spring in arousing the passion of love and 
the amusements of the season are depicted; in VIII the 
loveliness of the princess is described; then follows the 
account of her Svayamvara, at which, disdaining the other 
princes, she chooses the Calukyan as her spouse, while the 
other suitors cherish feelings of hate. An account follows 
of the sports of the pah-, both in the game of the swing and 
in the water, of the excitement of the women when the 
king re-enters Kalyarta—a palpable effort to rival Kalidasa 
—and the king is credited with a lengthy description of the 
monsoon (XTII), whether justly or no'. The pleasures of 
the cool season are described in XVI; the king slays lions, 
pursues boars with hounds, and shoots arrows at the deer, 
d he last canto is in many respects the most interesting; 
true to the tradition of the Harftuarita, which is followed 
also in the Gaudavaha, despite its slight pretensions to a 
historical character, Bilharu devotes it to an account of 
him- If and his family and the kings of his land, ns well as 
of his experiences in his wanderings.

Bllhana is no mean poet; at the best he is a master of 
simple graphic description; die account of the death of 
Ahavamalln from an incurable fever, in the absence of 
ltis son, is toM with picturesque and pathetic vigour 
(I '7, 45-65). ‘ I know,’ says the dying king, ‘that my 
life, mobile as the end of the elephant’s ear, is .pent; con
fidence have I none save in him tlm is the lord of Varvati’s 
life; it is my will to lay aside this delusion of the bodily 
life in the lap of the Tuftgabhndra with my thought se t on
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and he fulfils duly this purpose. On the whole 
^^Slllaana’s diction is simple and clear, being content with the 

simpler plays on words and alliterations; it avoids as a 
rule long compounds, and is a quite reasonably accurate 
example of the Vaidarbha style, extolled by the theory, but 
in the main neglected in practice.

It is interesting and probably significant that the greatest 
historian who ever wrote in Sanskrit'was also a native of 
Kashmir. Kalhana, who wrote in the middle of the twelfth 
century a.d., was the son of a Brahmin statesman who was 
involved in the fall of the king Harsa, and the poet himself 
seems not to have enjoyed royal favour, whence may be 
explained the comparatively unbiased judgments of his 
work. The task he essays in the Iiiijaia raiig in J1 is a great 
one, a complete history of Kashmir, whose geographical 
conditions had made it for many centuries a tend by itself, 
contemptuous of foreigners. In the early part of the work 

*we see the influence of the Nilamata^Purava,s which 
contained the fabled tradition of early times and which 
Kalhana sometimes verbally follows^ The period from 
the advent of Asoka to power was a vital one in the history 
of Kashmir, but all that we have recorded that is historical 
is his existence and his faith; his date is out by a millen
nium, and of his historical feats nothing is left. The 
Turuska kings mark the second great historical episode for 
fashtpir; again we have names, their foreign origin, and a 

chronology which misplaces them by 400 yea s, in relation 
to Asoka. The poet consults, indeed, in his effort to 
reproduce the past, old inscriptions on buildings erected 
by kings, but he lias none of the spirit which the genius of 
ilckataios introduced, however imperfectly into Greek 
historiography.® Tie accepts as genuine the marvellous, 
which Ilckataios rejected as laughable; a father may reign 
700 years after hir son, or a king for 300 years; a queen 
may be divine and make her exit in th<■ shape of a bee, and 
the intervention of demons is all in the day's work.

1 Kd.M A. Sieki, Bnmbnv, 1892 ; tw. L o tt|w . 1900.
'* E t l .  1 ‘u n j a b  S a n s k r i t  S e r i e s ,  N o . V
* Cf. 1 . vtiu ',vitz-Mr'ciIvndorff, 6 'reek Historical Writing

(I90h).
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0£ Kalhana as he conceives it is that of a poet; 
it is a poet who must be a historian, for he alone has the 
power to present to the world the facts in such a way as to 
reveal that he possesses genius and insight. As a poet the 
work must have a dominant sentiment, * Tilings come into 
being,’ says the poet, ‘in a moment they are destroyed; 
the sentiment of resignation presides like a sovereign over 
this work.' Kalhana gazes over the history of his country, 
he sees all that is sad and dreary in it, and he encourages 

'•'un himself and in his readers the sentiment that recognises, 
and by recognition rises superior to, the vanity of human 
aims. He seeks, therefore, every artistic mode to set 
things vividly before us; as with Thukydides he places 
speeches in the mouths of his characters, which represent the 
thoughts they should have entertained, and he expounds in 
the form of a soliloquy their inmost motives. His charac
terisation in the main, like that of Bilhana, lacks depth,v *»- 
goodness to perfection, though rare, vies with incredible 
evil; the noble prince pleads the cause of an oppressed 
people with a cynical king, who sneeringly preaches* 
unlimited egoism ; the politician or the soldier speaks pages 
of the text-books; they are not human beings, but rather 
poets, moralists, persons of such a drama as the Mndra- 
rdkfasa, or the wise ape or jackal of the Indian fable. 
Nonetheless, Kalhana knows well the types which thronged 
the petty principalities of his day, the rival ministers, the 
greet the intriguing priests, the teachers only
too proficient In immorality, the untamed barons of the 
country, the frail ladies from the temples, and the 

■■ royal enhmragc divided into hostile factions. I He is a 
master of the petty politics of Kashmir, of its treachery, 
massacres, intrigue, murder, suicide, strife of son against 
fatter, of brother against brother, its worthless debauchees 
of kings, its intriguing queens like the 'bloodthirsty and 
lascivious Didda (a .d. 980-1003), who put her own grandson 
to death in order to rule alone. It is to be set to h i. credit 
also that bo recognises the difficulty of estimating character ; 

wine multitude of impressions flowing in up n the mind 
confuses the issue; he insist:’, also that he is bound to give 
as true and impartial n verdict a» a judge himself. But

’ Gov \
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x Vj Ralhana has too little insight to read effectively the com
plex mind and character of man, which forbid simple 
pronouncement*, so intermingled are good and bad in all 
human hearts. /  Moreover, a serious hindrance in the way 
of fuller understanding is presented by his naive belief in 
the power of evil omens, of hostile magic, of the interven
tion of demons, and, above all, of the past deeds of man’s 
Jong series of lives; ‘ what neither dream nor the juggler’s 
art could produce, springs up, the marvel of mysterious 
working from the dark depths of ancient deeds.’ As usual 
in Indian thought, beside tjje rule of the act begetting its 
sequence, in a distant futurefstands the more easily intelli
gible, if logically irreconcilable, conception of fate. This 
idea looms large with Kalhana; it is the power that pulls 
the strings of the puppets of the human stage ; it intervenes 
to bring doubt and discomfiture into the clearest mindi* 
The sun brings out the beauty of the lotus, but fate casts 
it under the feet of the elephant whose trunk uproots it 

irom  its place. On such a view it was impossible to seek 
m dear intelligence and appreciation of historical events, 
and Kalhana makes no such effort; his aim is not to under
stand the course of events or predict the future; it is to 
inculcate by his great poem the feeling of the vanity of 
everything save resignation. For this end he applies all 
the resources of the Indian art of poetics and his large 
and recondite vocabulary, enriched by many local terms:} 
Similes are used at every turn; the sun, the moon, 
the Himalaya, the Ganges, the lotus are pressed into con
stant play ; and paronomasias abound. The hospital built 
by a pious queen becomes the cage for the swan of her 
good works. Or again, ‘Princes and fishes when their 
thirst is excited by riches and Impure water respectively, 
leave their place and fall into evil ways, and as a result 
are brought into the ineluctable net of death, the former by 
the dictates of fate, the later by ti oops of fishermen.’ This 
to us it; more clever than pretty but there is often very 
teal power and vividness in Kalhapa’s descriptions, as in 
the picture of the Might of prince Bhoja in a.n. 1144 to the *
< ounti y of the Danis :



points of icy rock encompassed him like the teeth of death ;
' -Mm the net of destruction the dark night of the clouds surrounded • 

him ; like herds of elephants snowdrifts flung their weight against 
him ; the spray of the waterfalls smote his body like arrow-shots ; the 
skin, that guards the blood, burnt open beneath the force of the drifting 
storm ; his eyes were blinded by the glitter of the sun on the snow- 
fields.

. Kalhana may not be a great historian, nor indeed does he 
rise above the rank of a chronicler, though one of poetic 
skill, but he is a happy contrast to the dreariness of the 
virtuous but dull Jaina monk, Hemacaudra ( a . d .  1088-1172), 
who has left among his voluminous works a Dvyoiraya- 
k d v y a , 20 cantos in Sanskrit and 8 in Prakrit, which serves 
the double purpose of illustrating the rules of grammar ar>l 
celebrating his patron Kumarapala of Anhilvad and his 
predecessors, Hemacandra was too much of a partisan to 
be an impartial or reliable historian, and too deplorably 
unpoetical to be a tolerable writer, but doubtless he felt no 
concern save to afford effective illustrations of his own 
grammatical lucubrations,1 and to depict the ideal of a Jain 
monarch,

1 Cf. (i. Buhler, Ueber das Leben des Jaina M dnchis Hema- 
tr,i (1889); ed. Bombay S a n skrit Series, Nos. 60, 69,nod 76.
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VI

THE PROSE ROMANCE A N D  THE  
CAMPU

N o t h in g  illustrates more clearly the defects in our 
tradition than the absence of any early specimens of the 
prose romance- We are confronted with the works of 
Dandin, Subandliu, and Barm, without any remains of the 
many texts which must have preceded them to enable them 
to attain in their own diverse manners results so finished.
The situation is precisely as in the case of the epic; the 
Brahmanical predecessors of Kalidasa have almost entirely 
perished, leaving his perfect achievement to stand by 
itself; the fame of the later poets so completely eclipsed 
their forerunners that incurious generations allowed even 
their names to pass into oblivion. It is true that Bai 
refers to Bhattara Haricandra as the author of a prose 
composition of high merit; we do not, however, know 
anyth ng further of this writer, who was manifestly not the 
author of the dull Dharmafar mal> hyttdaya,1 an epic on the 
saint Dhnrmanatha in verse of a wooden type, which 
imitates JMagha. We cannot, moreover, hail him as the 
creator of the prose of romance, which must have been 
gradually evolved under the influence of the poetic Raven 
during a considerable period of time.
\ The date of Dandin is still a matter hotly contested."

There is no real gr and for suggesting error in the tradi
tional ascription to him of the h'avyrh?via on poetics and

‘ E<1. Kavyo intili, No. 8, ItltlH. :No' hef >rc \.r>. 000.
* H. la i  obi,  Stlr.itM’sIn r. ft. / ’ •<•« t.v/T i n  Ak.ttU mic, 1022, p p .  210 

IT. , Hurl Chnnd, A'iihiiiUa, pp. 78 I t . , K .K  T rivu li, fact. . xlii,
201 ; A. H. < inn odn 'gadl.ar D asakum O rtuarita , p p . ;. .. . ' 1. ; I •.aim’, . 
inti. An/, jrli, 235, xliv . 27S : J .J i  A'.W.N., xxii i,  29 ( . ,  S .  K. I s .  
■Sanskrit P ixiics, i, 58 If. Cf. chap. x.
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\ & M A y  n T ) 1 jDaSakumaracania;)  the fact that in the latter he 

offends against good taste and the rules of his own 
treatise is certainly not a ground for denying identity 
of authorship; it is much easier to preach than to practise, 
nor is it at all certain that he would have admitted that 
his practice actually ran counter to his doctrine. The 
tradition which assigns him a third work has caused needless 
conjectures; we may be certain that the missing hook was 
not the Mnchakatika, for the verse whose occurrence in 
the KavyadarSa and that play gave rise to Pischel’g 
conjecture1 has turned out to be taken bodily from Bhasa’s 
Carudatta. The claim that the thud work was the 
Chandoviciii is also dubious,2 for Dan din's reference to 
that text may be merely to the ChandahsaStra and not to a 
special text. That he was a southerner is suggested, but 
not proved^ by his references to the Kalingas, Andhras,
Colas, and the banks of the KSveri, as well as by his 
exaltation of the merits of the Vaidarbha style, while a 
reference has been suspected in the Kir, yddarSa to the 
Pallavas of Kaiicl.
v / ri !x evi .nee for the poet’s date is disappointingly con
tusing. The x-elation between him and the writer on 
poetics, Bhamaha, has excited strong controversy witi.out 
affording material for a convincing conclusion, as in our 
ignorance of the details of the progress of tne theory ut 
poetics we are often at a loss to know whether views or 
Dai id in are directed against Bhamaha or against a pro- 
decs :' '■ w hose opinions later were adopted by Bhamaha.
Again, I.. s own date is dubious, although it ,
doubtless before the second half of the eighth century, when 
Vainana loiuishcd. Definite efforts have ten made to 
piova that Panel in used the Bhatti-kavya, which contains 
illuM.: ..I ions ot rhetorical figures, but, even assuming the 
completeness ot tin proof, the > at, of that Kavy-i is n a 
tiually established, further, t diet cnees by Daodin both to

1 S’ 11 im im aiiu . ill i>if "ic:> d: « I .t tn -S u te i : , p. a ...
• J u i . l .  Im 1 S ’:,,'. i v  447. An . , '  dt'/isa '.'./irrit ithti t’V a 

1' ’ i(iill 11 * J . ’.inn b li . irut!  S r -  .- , Nn.  rt. 1924) u p p '- a r i  to  im tun 
■ r ie.il chum t - Ik- l>> n c author of the Daiukuti' t u..r■ *t‘i. uue, 
il.urt i ..ic lu • a l l  uo evidence of date.
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\^^.Jjh$/ffarfacarila  and tlie Kadambari have been suggested, 

but in neither case with any cogency. What is moder
ately clear is that the style and the references to political 
divisions in India suggest a date not later than say a.d. 
600 and possibly earlier. Efforts to make use of the 
king Rajavarman or Ratavarman’s name as fixing a date 
in the seventh century must be deemed unproved and 
implausible.
/T h e  DaSakumaracarita reveals to us the graces of 

*lhe Kavya style applied to lire folk talc, vivified by the 
genius of the writer. We have a vague parallel for the 
process in the Satyra of Petronius or in the picaresque 
romance. The folk tale we may assume as current in 
1 ’rakrit, but we must be content to guess from the Sanskrit 
Kathas which are preserved to us, and which will later 
occupy our attention, what measure of development it had 
reached. What is certain from the available evidence is 
that it had never attained any of the elaboration which 
is shown in an incipient condition in Dandin and as matured 
in Subandhu and Bana. ] From the point of view of style 
the predecessor of the romance is not the tale, but th ^ /  
prose style which is manifested in the Gimar inscription of 
Rudradaman and Hatisena’s panegyric of Samnclragupta. 
That style is presented to us in its development in 
Banr.’s Har$acariia, and we may with reason hold that 
h was first applied in the historical story and then trans
ferred to embellish the folk tale. This seems to lie at 
the base of the distinction between Akhyayika and Katha, 
which is presented to us in a puzzling confusion in the 
Witem of poetics, explaining and justifying in large measure 
the refusal of Dandin in his Kavyadaria to have anythin;• 
to do with tire distinction. If we accepted the view of 
t.hi- theorists1 the distinct! n would largely turn on the fact 
torn the Akhyayika possesses divisions called Ucchvitsns, 

attains verses in Vaktra and Aparacaktra lu re and there, 
*»nd is narrated by the hero, while the Katlia lacks these 
murks. Much more significant is the distinction,2 which is

lu-.jim hn, l, t'S-D ; contrast I cmcihi. i, 23-30.
A n  . u 'a s l 'ilhli, i, 3 , I . a c u t e  (M S U x r tg e s  / .  ( ] 1 . 2 G’, •; ., -

UtuKuthii l. complex Akhyiiyikfi.
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glso suggested, that the Akhyayika rests on tradition, the 
Katha on fancy; we may here have a vague recollection of 
the original distinction between the serious story in Sanskrit 
and the folk tale in Prakrit, to which the manner of the 
former was applied, as was inevitable,1 in due course. The 
views of the later theorists in general are plainly based 
on the view that the Harfacarita is an example of the 
Akhyayika, the Hrhatkatha of the Katha.

The DaSakumaracarila shares the peculiarity of both 
Bana’s romances in being unfinished and it is also, as we 
have it, a patchwork. The title tells us that we are to 
expect accounts of the adventures of ten princes; eight of 1 
these are given in the eight Uechv.asas which make up the 
work proper; a Purvapitbika in five Ucchvasas supplies 
the history of two more as well as the framework, and an 
Uttarapifhika completes the tale of Visruta left incomplete 
in the Iasi Ucchvasa of the main text. Both the prelude 
an l the supplement are extant in varied forms, which is 
enough to show that neither is Danilin s, a view proved as 
regards the prelude by its definin' divergence in some 
matters of note from the main body of the work. Even 
in the usual prelude the fifth Ucchvasa'is so much superior 
in style to the other four chapters as to suggest a different 
hand. We are clearly here in the presence of efforts to 
complete in Dapdin’s style on imperfect masterpiece. As 
we have it, the framework is simple; the king of Magadha, 
defeated by the lord of Malava, takes refuge in he 
Vindiiva; his vile bears him n son, the young prince 
RajavShana. There are brought to the monarch in suc
cession nine hapless s,,ns of nobles and valiant but unfortu
nate kin,.s, ,md flic young ; rinees grow up together. In 
due course they set out n* win their fortune in the world, 
when the" a met by one, in dress .. Brahmin, but other
wise a Kit ra, who tells a strange story. Lite his 
fellows, he had been a robber ant! murderer until one 
day he bad.: them spate a Brahmin; foi this offeree he was 
beaten and left for dean, but, though he descended to

1 Anaudu\ardhuim (p. 143) allows longer coutpoiir.lt in U '
Al li, aj II:.i , ill tlM!
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s realm, he was spared for his humanity and per- 
^ -^ A m tted , after viewing the horrors of the realms below, to 

teturn to the world, so that he might expiate his sins by 
reform. By penance he wins from Siva the promise of 
the lordship of the world beneath, if he carry out the 
instructions graven on a copper plate at the foot of a 
deep grotto; for this end he asks the aid of a prince, 
and Rajavahana at once accompanies him. Together 
they read the mandate, and by magic rites evoke the 
beautiful daughter of the king of the demons, whose 
marriage to the k i rat a follows. Tire grateful lover gives 
the prince a magic jewel which appeases hunger, thirst and 
suffering; he returns to the world with it, to find his 
comrades gone; ultimately all are reunited, each with a 
talc to recount. And curious the stories a re ; we are in a 
world of wonder, where the practical communism of the 
expert thieves in a few months turns the millionaires into 
beggars and vice versa; where men can fall from the air 
into the arms of a stroller and harm neither themselves 
nor their unwilling host; where the rope that binds the 
capti\ e changes into a beautiful girl, not reluctant to 
exchange the form of contact with the prisoner; where a 
magician carries away a lovely maiden to immolate her; 
where the thieves are experts in the art and possess 
complete burgling apparatus for the piercing of walls; 
where Buddhist nuns serve as go-betweens for courtesans, 
or help an injured wife to punish her husband, or are asked 
to aid in brutal Seductions. Love here api>cars iu its 
lightest and most passionate form as an affair of die 
senses; the hero shows his portrait to his emissary, bids 
him exhibit it to the maiden, and she will at once ask if the 
world really contain a jxirson so beautiful; love .it i t 
sight, love which demands fulfilment without delay and 
despises ever■ obstacle, is the normal motif, and in detail 
the pictures of love pleasure are often such ur, to evoke 
censure even from Indian critics.

N ot Danilin alone, however, but Subandhu himself has 
Revoked We: i n censure by mason of what Professor

Peterson styled his ‘ indecent pun Dr. F. Hall
denounced as ‘ indelicacy,’ which lie attributed wholesale
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X̂ ~-^roSanskrit literature. We have here, it is plain, a confusion 
of morality and literature, and the ignoring of the diverse 
standards of conduct of the West and mediaeval India.
The West, under the influence of Christianity, has come 
to accept monogamy, to demand purity from man and 
woman without distinction of class, and to deprecate any 
intimate description of personal beauty or of the joys of 
physical love. The code of Subandhu and Dapdin’s day 
approved polygamy, respected and regulated the art of the 
courtesan, and as a natural outcome took pleasure both in 
vivid and detailed enumeration of die loveliness of women 
and the delights of conjugal felicity. To condemn the 
author because he accepted the moral standard and the 
literary taste, which accompanied it, is unjust, and it is idle to 
deny that the literary taste of the West is essentially bound 
up with its moral views. It may fairly be said that the 
moral outlook and social customs of India lessened the 
lfcssibility of depicting the beauty of a pure, tender and 
spiritual affection ripening into passion, such as we find in 
modern literature, but on the other hand we find less stress 
laid on the painful and ignoble motif of the temptation to 
break the marriage vow. There is, indeed, both in 
Dapdin and in Subandhu actual departure at times from 

^ tood  taste, which is as censurable on Indian theory us on 
Western, but in Asvnghusn and Kalidasa himself the ha 
scenes arc marked by traits which may be condemned from 
the standpoint of Western moral ideals, but cannot be con
demned ns literature, for they conform to the standard ol 
aesthetic beauty. t ,

Nothing illustrates better both Dnpdin s divergence ot 
moral outlook from the Western and his style than the 
advice given by an t scene to the fair courtesan v ho, despite 
the entreaties of her mother, in love for a youth desires to 
abandon her calling and retire to the waste to practise 
holy living:

cv rwitlcr, nv, dear child, that lift in the forest is dirlictilt ami 
paint tl. Those v.-'s. adopt it expect as recompense cither ddlvernn. c 

*vhh, i* • >r d hlb-i. Ihtt deliverance Is hard to achieve ,
it t d p  to f„ . i or.’"  ,f d ..........vho have jx rfcxt m - 'e r  ■
II,....o  v is tn u  all m ay pain, hut ‘In p rh t.arv  v n.m ino wi h.
: p lt.11,1 | .  to 1 ft >mi taitliuillv the-duties of ht« station Ahumlmi

' G°t&X



. ien  thy foolish enterprise, and live according to  the desire of thy good 
m other.

Beside interesting glimpses of the under-world of his 
•time, Dandin has the merit of descriptive power in more 
normal regions of a r t ; tire advent of spring, the sunset, the 
sleeping posture of Ambalika, the meeting of Rajavahana 
and Avantisundari have been justly singled out as admir
able. Dandin's style is still saved from the fatal effects of 
elaboration; in the main his prose is reasonably simple, 
clear and elegant, though occasionally his compounds, con
trary to the rules of the Vaidarbha style to which he may 
be assigned, are too long, and the complication of the 
grammatical structure, with the suspension of the governing 
word, renders his exposition obscure or even deviates into 
incorrectness. His metaphors and similes are in the main 
effective and pretty ; he is generally free from the obscure 
allusions, complex puns, involved constructions and exag
geration which disfigure the works of Bana and Subandhu.
But he is •nonetheless a master of style ;)Ucchvasa VII 
presents us with a brilliant tour de force, happily motived ; 
it contains no labial sounds at all; Mantragupta, the 
narrator, had been bitten so fiercely in the lip by his beloved 
that he avoided labials and kept his lotus hand before his 
mouth as he spoke. In the Purvaplthika we find alliteration 
and rime freely and indeed excessively employed with dis
regard to natural word-order, and occasionally syntactical 
and grammatical errors ; these are rare in the genuine parts 
of the work in which Dandin rather shows his skill in observ
ing the rules of grammar, such as those respecting the use 
of the perfect in narrative. An ancient criticism assigns to 
Dandin padaldlitya, which may denote beauty of words 

^and elegance of diction in general, and the praise is not 
undeserved hytyis cultivated, dignified, and correct diction,^ 
which often achieves melody and harmony of sound an ' 
sense.

Tnough Dipdi" is not :.n easy writer, yet he is simplicity 
itself compared to Subandhu, who shares with him un
certainty of date. It is certain that he is earlier than Bana, 
wli< refers to the l^asavudaf/ti in the preface to the 
//ai'y.irtu ita, although the doubt expressed, but repented

( f (  S  v f i T
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----t5t by Professor Peterson, has been lately revived. Two
of his puns seem decisive of the fact that he was a con
temporary of Bana and that that writer wrote somewhat 
later in the seventh century than normally believed. We 
have it said., of a maiden, ‘ beautified by ornaments as an 
assembly of Buddhists by the Alamkara {bauddhasamgatim 
ivalakikcirabhusi/am),' which a scholiast naturally1 takes 
as an allusion to the Bauddhasarkgatyalarftkdra of the 
famous Dharmakirti, and the phrase, ‘ revealing her beauty 
as the permanence of the Nyaya system has its essence in 
Uddyotakara (nyayasthitim ivoddyotcikarasvarupdm),’ a 
plain allusion to the illustrious exponent of the logic of 
the Nyaya, who was in all likelihood a contemporary of 
Dharmakirti in the early part of the seventh century a.d."
None of the other evidence is by any means convincing.

Some controversy exists as to whether the work is to 
be styled an Akkyayika or Katha, ,but the discussion is 
otiose. It must really be ranked as a Katha. The work 
is in prose with introductory verses and a few interpolated 
in the course of the narrative. \ The story is simple; prince 
Kandarpaketu dreams of a lovely maiden and sets out with 
his friend, Makaranda, to find her. In the Vindhya he 
overhears the excuses made by a husband bird to his mate 
to explain bis late hours ; at Pataliputra there is a princess, 
Vasavadatta, who has seen in a dream a youth, to find 
whom she has despatched her confidante. The lover), 
meet; but, ns the king plan;-; the immediate wedding of the 
princess, they fly on a magic steed to the Vindhya. In the 
morning, however, the prince awakens to find his love gone ; 
maddened he would slay himself but for a voice that 
promise.; him reunion with hi- beloved one, and, after 
many weary months of search, he finds her in alone form 
and reanimates her by his touch. She tells her tale ; she 
had, while cwo armies fought to win her for their chiefs,

1 Contra, Levi, B ull. <U I'Fcole Frarifaise cl' blxtrtm * Orient, 
iii, IS.

‘ Cf. L. Gray's trans., p;> 8 do nml Keith, J .K .A . V., I!'M pp.
1102 ft. Thi. view has Um-u ili-p-i'dl. hut notomclti-tveJy. K.l. I'll*- 
ohv;i',' Hall, Culcotta, ISM); a  variant text, raprlntall frost the Madras 
id., 1802, L rIv ,i hy Gray.
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intruded into the garden of an ascetic who, with true lack 
of chivalry, cursed her to become a stone until found by 
her lover. We have here the usual Katha elements, the 
popular beliefs in dreams, speaking birds, magic steeds and 
transformations, but the incident is unimportant; what the

(poet praises himself for is that he is ‘a treasure house of 
cleverness in the composition of a work which has a pun in 
every syllable,’ and his whole object is to exhibit this skill 
in the descriptions which the Kavya theory demands of 
mountain, forest and stream, the seasons and the watches 
of the day and the night, the valour of the hero and the 
loveliness ot the heroine.

The work has been compared not inaptly to one of 
« India’s temples, where the outline is lost under the amazing 

delicacy of traceries. The equivoke is possible, only 
because the author is a perfect model of the Gauda style, 

-whose distinguishing features are the love for long com
pounds, the heaping up of epithets, forcible and resonant 

^/sounds rather than smoothness and delicacy, alliteration, 
etymologising, and hyperbole. He displays a battling 

■ •' acquaintance with all the lore of his day, which enables 
him to confound even his commentators by the subtlety 
of his mythological allusions and his references to facts 
of nature or human life, and he employs a varied and 
recherche vocabulary, and the most varied figures of sound 
nitd sense, but above all alliteration. The punning is 
incessant; it varies from the simplest form, as in ‘Adorned 
with a beautiful throat and armlets, as the army of 
monkeys is with Sugriva and Ahgada (vilnarasenam iva 
Suf'/ Ivdhgadopaiobhit&m),’ to the more subtle, yet intellig
ible, ‘ There was infidelity among only materialists, because 
there was no poverty (nasiikatd carvake$u),’ and the quite 
detestable, ‘ Which has no planet, yet knows Venus and 
Jupiter, for it is ftec from theft and knows the essence of 
poetiy (agruhcndpi kavyajivajh-. or 1 Roots were pluck
ed i. it only in the ense ot wormwood trees, for ascetics did 
not pluck out their eyes {m trotpa(a/iam mumnatn)’ The 
pai onomasias have been described us ‘ veritable gems 
terseness and twofold appropriateness,’ the melody and 
siesquipcdalimi majesty of the long, rolling compounds and
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the lulling music of the alliterations have been extolled, and 
there is justice in all these claims. But in far too many 
cases the puns are far-fetched and do actual harm to the 
context; the compounds are repeatedly only to be under
stood by patient investigation for an end wholly unworthy 
of the pains exacted; the alliterations become foolish jingles 

^  in which for the sake of sound sense disappears; and the 
descriptions are either packed with commonplaces, or 
rendered unintelligible by far-fetched conceits. Most 
unjustly has the romance been paralleled in merit with 
the Euphues of Lyly, for, fond as is that author of anti
theses, paronomasias, alliterations and forced mythological 
allusions, he is simplicity and naivete itself compared to 
Subandhu. The Alexandrian1 Lykophron offers a better 
parallel for evasive allusion, but the genius of the Greek 
language forbade the additional obscurity of the compounds, 
often ludicrously long and heaped up in long and cumbrous 
sentences, full of epithets on epithets, which cease only 
when the author’s ingenuity for the moment has exhausted 
itself and is recovering preparatory to a new flight. In 
Dandin the sentiments of wonder, heroism, and above all 
love arc allowed to emerge freely from the romance, but 

"■* in Subandhu love and wonder alike are smothered benealli 
a mass of often unmeaning words.

Unluckily Bana chose both in the Kadamb&ti tthd in 
the historical romance the liar (Marita to vie with 
Subandhu,2 and to obscure his natural powers, far 
superior to those of his piedecessor, by the adoption of 
the same stylo. The Kadavibarl differs from die JJarfa- 
carita in that it has found a hand to complete it in the 
shape of his son, Bhusana Bharta, to whom the Uttuta- 
bhaga of the talc is due." The story, admitledJy n Ratlin, 
is complex in construction, though it agrees with the 
DaSaknmarucarita and the WAsavadait& in the essential 
characteristic of enclosing narrative within narr&tive^whidl

1 See U. von WilamowitxMoellendorff, t i  l: I'sthi' JJichtung
(turnJ See I'icima Oriental Journal i, 115 11- • cii. J1 IT , xv, 2-1 ■ i

’ Kit. P. l'tUr eu, Bombay, 1SS3 , tin. I.. M. Rklilliig, l.ouu'm, IS 'I .



— iff'3- real feature of the Katha, but one not explicitly recog
nised in the theory. It introduces us to a king Sudraka, to 
whose Court comes a Candida maiden with a parrot; the 
bird is induced to recite to the king its sad tale; like liana 
himself, it was reared by its father, who later perished 
cruelly; the young bird saved by the paternal devotion is 
comforted by the sage Jabali, whose long story is solemnly 
repeated by the parrot. Tarapida, king of Ujjayini, has a 
wife, Vilasavati, and a minister, Sukanasa; by Siva’s favour 
the royal pair attain a son, Candrapida, and Sukanasa a son, 
Vaisampayana; the two ooys grow up in every virtue, 
living in a special hall built for them outside the city. 
When sixteen years old, they are brought back to the city, 
Candrapida is given a wonderful horse, Indrayndha, and as 
a faithful companion Pattralekha, daughter of a king taken 
captive by Tarapida and reared by the queen. A fewT days 
later Candrapida, who has already received counsels of 
statecraft from Sukanasa, is dismissed on a conquest of the 
world as Ynvaraja, and for three years subflues the earth, 
capturing the Kiratas’ stronghold on Hemakufa. One day 
in pursuit of two Kinnaras he leaves his followers, and, 
wearied of the vain quest, finds by a lake a maiden, 
Mahasveta, doing penance. From her lips he hears her 
sad tale ; how she met one Pundarika, loved and was loved, 
but the youth perished, while she hesitated to cast aside 
shame and maidenly duty and mate with him without her 
parents’ leave; how she wished to die on her beloved’s 
funeral pyre, but a divine figure snatched his body away 
and promised her reunion. From the maiden Candrapida 
learns of her friend Kadambari, meets her, is enamoured 
and is loved in return, but at his father’s call goes back to 
Ujjayini before the lovers, in their shy reticence, have assur- 

d n fly of th e ir  mutual passion.
Banns work ends abruptly with the report made to 

Candriipidn by Pattralekha, who has come to assure him of 
Kadambari s devotion. The continuation show's us Candra
pida nt last ready to seek his beloved, but ill fortune comet:, 
he sets out to meet Vaisampayana, who was to bring 
Ins host to Ujjm ini, but finds that the hero has disappeared, 
having insisted on staying on the banks of the lake where

\  ^ o ) : i  CLASSICAL SANSKRIT LITERATU RE
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sveta dwells. The prince returns to the city, where the 
king blames him for Vaisampayana’s loss, and the minister 
censures his son; at last he is despatched to seek his 
comrade; he finds no one at the lake but Mahasveta, who 
in tears tells of a Brahmin boy who sought her love, which, 
faithful to Pundarika, she denied, and, when he pressed her, 
cursed him to become a parrot, whereupon he fell lifeless. 
The news breaks Candrapida’s heart; he falls, dead to all 
seeming, and at this moment Kadambari arrives to mingle 
her tears with those of Mahasveta. A divine voice com
forts them, reassures Mahasveta of reunion with Pundarika, • 
and bids them preserve the dead body of Candrapida which 
had lost the soul through a curse. Pattralekha_ and 
Indrayudha enter the lake, and there emerges Kapinjala,

. the companion of Pundarika when he died, who tells the
maidens the truth; Candrapida is an incorporations! the 
moon, Vaisampayana was Pundarika, and Indrayudha 
Kapinjala. The body is tended, remaining intact, and 
Tarapida and his consort come to live near it. The parrot 
now continues the tale in his own words, for by Jabali s 
narrative lie has recognised his true self as^ Pundanl.n- 
Vaisampayana. He determines to seek Candrapida, but is 
captured en route by a Candala and given to his queen. She 
is no other than the Capdala maid who has brought the 
parrot. Questioned bv Sudraka, she reveals to him his 
true nature ns Candrapida and disappears. The king dies, • 
and simultaneously Kadambari finds Candrapida reviving 
in her arms. Pundarika comes beside them ; the nuptials 
are celebrated and complete happiness prevails at Ujjayini 
and Hcmakuta alike. . . .

This is a strange and complex story, but in the main it is 
no invention of Bana's; there is conclusive evidence that 

-vile took it from the Brhatkathit of Gupadhyn, and that his 
chief work was to alter in detail and heighten the artistic 
merits of the tale. But, even as il is altered, it suffers 
grave disadvantage from the retention of the boxing of tale 
within tale. The absurdity of putting the major part ol

' C f. KatMsants, r o r ,  lex, 22 IF.: L . v r  M.uil.,'VSlii, Vifr.ua O'. 
Jour mil, xv, 2 U -M ): Hrhaikat"jnta»iar1. »v! 1H3 IT.
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XV^TI&^Mle in a parrot’s mouth is irritating, and Sudraka is Sr 
lay figure, which might well have been dispensed with. 

But there is distinct merit in the device by which the love 
of Mahasveta is set off against that of Kadambarl; the 
•double thread of the narratives of the loves of the two 
maidens is skilfully interlaced ; the peace of the life of the 
birds in their haunt and the hermits in their abode is 
admirably contrasted with the glories of the Courts of 
Sudraka and Tarapida. The outstanding merit of the tale 
is unquestionably the painting of the emotion of love in the 
person of Kadambari^witli her alternation between her new’ 
passion and shame, hope and despondency, filial duty and 
longing for her lover, and her deep and abiding sorrow 
when death seems to remove him and to leave her nothing 
save the insecure hope of a distant reunion.] We may 
justly complain that the hindrances to the fruition of her 
love are unnatural and unreal, for there is no adequate 
reason against an open wooing, and the confusion of curses 
and changing personalities is wearisome. But nonetheless 
B5na has a real mastery over the emotions of love, free 
•from grossness, and pathos; he can bring home to us the 
mystery of the affection which lives beyond death and 
craves for a reunion which the doctrine of transmigration 
rendered it possible to gratify. Nor is his power 
limited to this aspect of life only; the advice of Sukanasa 

. to Candrapida is an admirable discourse on practical politics, 
and there are throughout happy pieces of vigorous and 
picturesque descrip tiorfre Moreover, the minor characters are 
effectively drawn, the noble Tarapida who lays aside his 
own grief for the sake of another, the loving and timorous 
Vilasavati, the clever and upright minister, and the devoted 
Pattralektaa are all made real and living. His eye for the 
bizarre is manifested in the description of a Dravida ascetic 
seen by Candrapida at a shrine of Durga, though the length 
of the digression to describe his antics is excessive and 
unai tislic.1

Nevertheless, the demerits of Bana as a stylist are 
deplorable. Indian critics indeed admire him; Kaviraja

1 1 W  '.CLASSICAL SANSKRIT L ITER A TU R E t C J T
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' ■ celebi-atcs Subandhu, Edna, and himself as incomparable m 
^^•^ao ttb le  entendres (vakroklt), and with the poetess Silabhat- 

tarika he is made out to be a master of the Paneala style,/ 
in which sense and sound are to be of equal importance.
His power of suggestion (dhvani) is said to silence all other 
poets.J What we do find is the construction of vast sen
tences—extending even to six pages of print—the construc
tion held in suspense until the end, and the whole eked out 
by the heaping of epithet on epithet in long compounds, 
diversified here and there by short sentences, like oases in 
a desert of words. Or, as Weber has it, Buna’s prose is an 
Indian wood where the undergrowth nTust be cut away to 
render a passage possible, and wild beasts in the shape of 
unknown words lie in wait for the wayfarer. His love of 
far-fetched allusions is inseparable from the punning, and 
his allusions to flora and fauna are exhaustive, and, to the 
reader exhausting, while, like Subandhu, he is a master of 
intricate mythology. The jingle of assonances he affected 
almost as much as Subandhu. It may be amusing to read 
that * The beaks of parrots were red, but not faces with 
anger; the points of Kusa grass were sharp, but not men’s 
natures; the plantain leaves were fickle, but not men’s 
minds,’ but when this runs on indefinitely and includes 
There was destruction of the hairs of ascetics (muniba- 

latirUa) in the ritual of consecration, not of their children by 
death,’ and ‘There was the killing of Sakuni in the Mahd- 
b karat a, but not of birds in the hermitage,’ the whole thing 
rapidly becomes wearisome.

Of Bhusana Bara we need only say that he is deciderly 
inferior in fancy, in mythological ingenuity, and in know
ledge of flora and fauna to his faiher, while, though he 

■'needlessly protracts the description of Kadmnban's lot's 
sorrow, he hastens on the story somewhat inartistically to 
its denouement. But in the main he falls little short of 
Band'himself in his command of language and perverted 
ingenuity.

Despite the fame of Ban a, his example does not seem to 
have been often followed, though his fondness for pints 1

1 .See P. V. Kant-, Kddambarl, p. xxv.



flided ihe poets of the inscriptions to enrich their pedestrian 
topics. We have, however, in the Tilakamanjarl1 of 
Dhanapala, who enjoyed the patronage of the Court of 
Dhara and wrote the Paiyalacchi, a Prakrit vocabulary 
and the Rsabhafiancasika in honour of the Jain saint, a 
close imitation of the style and manner of the Kadambarl 
in the account of the love of the heroine who gave her 
name to the tale and Samaraketu. Sana’s influence is also 
marked in the Gndyacintdmayi~ of the Jain Odayadeva 
Vadibhasimha, which is a life of the mythic Jivandhara 
and oLuncertain date.

There has been raised in connection with the romance the 
question whether in this respect India is not indebted to 
the West.3 The romance, it is contended, as it appears in 
the Kadambarl, in distinction from the Brhatkatha, is a 
development so marked as to require or render probable 
the suggestion of external models affecting Indian taste. 
The model is found in the Greek romance; Achilles Tatius 
has passages which in their description of womanly beauty, 
in their fondness of drawing parallels from love among 
animate and even plants, and in their general tenor are 
strongly suggestive of the ideas of Bann in the Kadambarl. 
Moreover, it is admitted that Greek astrology affected 
powerfully Indian astrology and astronomy, nor is there any 
reason a priori why the influence should not have gone 
further than a technical science. The weakness of the 
theory may be sufficiently demonstrated by its history. 
Posed in this form by Professor Peterson, it received a 
new shape at the hands of M. hacote,1 who sought to show 
that the Brhatkatha itself was affected by Greek literature, 

V-haf the idea of a romance and the plan of his work have 
been taken thence by Gunadhya. The Marvels beyond 
Thyle of Antnnius Diogenes is a tale of love and marvellous 
travel; Lucian, who parodies it in his True History, men- 1

1 E<1. Bombay, 1903.
■ Ed. Madras, -902 . i.is bRairacnd/imr.ni is also ed. there 1903.Cl. lxvili, 097 f.
[ iVUrsou, K u d  '.infhiri, pp. 101 11. ; Rohde, D cr g t iceh. N em an, 

pp- S7S tf ; Reich, D eutsche k ite ra tu rzc itu n R . 1915, pp, 553 ff.
* Le Brhatkatha, pp. 28-1 ff.
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a race of aerial beings who are like the Vidyadharas of 
the Brhatkatha-, the Babylonika of Iamblichos narrates 
how the hero, Rhodanes, persecuted along with his wife by 
the king of Babylon, finally, after many strange adventures, 
becomes king in the room of his enemy. In Xenophon 
of Ephesos we have the two lovers, Habrokomes and 
Antheia, separated immediately after their marriage, and 
united only after many moving experiences, as in the 
Brhatkatha is the fate of Naravahanadatta and Madana- 
manjuka. Moreover, it was pointed out that the Yavanas 
appear in the Brhatkatha as artists, as excellent makers 
of conches, and even of aerial machines, an idea reminding 
us of the fame of the treatise on mechanics of Heron 
of Alexandria. The value of this evidence may be accur
ately gauged when it is added that on further consideration 
M. Lacote1 came to the precisely opposite conclusion, that 
the Greek romance was borrowed from the Indian. To 
investigate this claim would involve a needless incursion 
into the field of the Greek romance, but it is important 
to Recognise that there are parallels between the romance 

^ in  Greece and India but also substantial divergence, which 
Tthows adequately the essential independence of these 
products of two different civilisations and literatures, that 
of India and that of Asiatic Greece.

It was almost inevitable that the prose form of the 
romance should come to be freely diversified by verse, ns 
an additional ornament, especially as this type of composi
tion was already current in the fable literature and the 
influence of the poetic Kavya was always present/ But 
we have no early instance of this type. The first works 
preserved to us arc of the tenth century. ■ The Nausari 
grant of lndra III, the Rastrnkut.i, of a . d . 915 gives us the 
date of Trivikmma Bhaftn, who wrote the Damayemlt- 
katha and a Madalasacamf>U in the new form of combined 
prose and poetry, which is recognised in the S&Jtitya- 
dar/iana as legitimate in a Katha, in order to increase, 
doubtless, the emotional effect in appropriate crisps.

1 m elanges L f v i ,pp. 249 if. Sec Keith, J .K  l.t>. 1915, j.p. .54 >T 
’ lOil. Kiti-yamatA, N >. 85,1903.
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The former work is imperfect; it is marked by all the 
defects of Bana’s style, endless epithets, long compounds, 
monstrous sentences, and constant puns, with overdone 
alliterative and rime effects, while the verses are common
place and intricate. The work deserves inention merely 
as it illustrates with painful accuracy the defects of the 
manner in the hands of mediocrity.

More important is the Jain romance, the Yafastitaka1 of 
Somadeva, written in a .d . 959, in the reign of the 
Rasfrakuta Krsna and his feudatory, a son of the Calukya 
Arikesarin II. The story is interesting, though, as 
inevitable with a Jain, it has a missionary purpose. 
Maridatta, a Yodheya king, islnduced to perform a sacrifice 
of two of every kind of things, including a boy and a girl; 
but, when an ascetic and his twin sister, really his nephew 
and niece, who had through insight into their past lives 
embraced the career of ascetics, are led before him, he 
suffers a change of heart, as had been planned by the Jain 
sage, Sudatta, in whose company the children had_ lived.
He questions them, ascertains their identity, and in Asvasa 
II is entertained by the boy’s account of Iris previous life 
as Yssodhara, son of king Yasortha or Ynsorgha and' 
CaudramaU. In Asvasa III he recounts his conversations 
with his ministers, who incidentally quote many stanzas 
from famous poets of old, and his conquests, which, how
ever, are ruined by his wife’s faithlessness. He first 
meditates slaying her, then adopting the ascetic life ; his 
mother bids him sacrifice instead, but he inveighs against 
it as foolish and wicked, finally compromising on the offer 
of a cock of flour. The guilty wife solves their troubles 
by poisoning the offering, so that both die. In Asvasa IV 
we hear of their repeated rebirths and fate until the mother 
and son are now the twins, who are determined to make an 
e nd of transmigration nnd advise the king to seek Sudatta s 
aid and achieve the same end, which is performed in the 
last four didactic chapters of the tale. Jtapa among other:!-' 
is quoted by the author, whose good taste and humour 
may be illustrated by a couple of his stanzas : 1

1 Ed. KSvyamSH, No. 70, 1001-3.
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PROSE ROMANCE AND THE CAMPU
: feminine things age is most to be desired, for from her em brace ] 

men cease to covet the coquettish glances of others of her sex.
W hat can instruction do for thee, that a rt a t once learned and 

modest ? W hat sane m an would bring salt as offering to the sea ?
V • I

There is, of course, no comparison between Bana and 
his follower in brilliance, but the manner of boxing tale 
in tale and the introduction of the motif of transmigration 
is precisely in the manner of the Kadambarl.

Other Campus are of uncertain date, such as the Jivan- 
dharacampil1 of Haricandra, who, we may be sure, is not 
the Haricandra of Bana, who is doubtless the same as the 
author referred to along with Bhasa, Kalidasa and Su- 
bandhu by Vakpati. This work is clearly later than the 
ninth century.' The Ratnayunncarnpu, ascribed to Bhoja 
of Dhara, is a most uninteresting text, doubtless much 
later than that king, and, still later, Campus abound.

The origin of the literary form of the Campu and the 
romance has been traced- to a primitive narrative style, in 
which artless prose was combined with more elaborate 
verse, as in the Pali Jdtakus, the course of development 
being cither the disappearance of the simple prose, which 
gives the epic poem, or the improvement of the artistic 
character of the prose to match the verse, as in the Campu, 
or, again, the verse is dismissed and we have the lomance 
in prose. The theory, however, must be admitted to rest 
on very slender foundations. Of the narrative type in prose 
and verse postulated from the Vedic period downwards 
we have hardly any real examples, and the only genuine 
combination of verse and prose that seems to be cuily is 
the fable type with gnomic or recapitulatory verse, which 
bears a dose similitude to the habit of the Pharma Sutras 
to enforce rules by verse citations. l'he combination Of 
prose and verse in narrative seems, a ' of historical
fact, to be most easily understood as the natural result of 
the co-existence of two forms of literature dealing with the

1 Eil. Taniore, 1905. Perhaps also author of the DhartmSormA-
l>hyu(!u>a orienlalischen L i te r a tu r e ,  p. 199; OitUnlx-iX,
X rCeschu-hte drr altindischen Prosa (1917, ; on the other •
Keith, t.K . -/..S',, 1911. pp. 979 t» : 1912. PP- 4 ' a ■ ,  J : { ' ‘ " '
firtthmaaas, pp. 03 II Hertel, l UHtta Or. J . urn., xxm, 28 t.
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• same subject1 matter. The mixture df verse and prose in 
inbciiptions, at any rate, is quite naturally thus explained, 
and, if the Canipu is really a very old literary fonn, the 
historical connecting link between Vedic Akhyanas of the 
prose-verse type postulated, it is curious that it appears so 
late in history, and that we have earlier by far both the 
verse and the prose narrative."

1 Seen in H arisen a’s Pra£asti (above, p. 27).
\ \  ork> of the J&takamald type (p. 101) represent in content and 

form a  transition from  the tale to the romance. Occasional instances 
in the AI ahdbharatci a re  doubtless cases of contam ination not relics 
of prim itive form, as held by Oldenberg, Das Mahabharata, p. 21 
li. F o r later piose versions of verse originals in which verses and 
portions of verses appear, see J. Hertel, Streitberg Fcstvabe, p. 136 f.
W hen verse is used, it naturally  appears especially where there ir, a 
h igher pitch of interest.

Tf
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V II

THE POPULAR TALE

In the romance, such as the Kadambari, we have seen 
the application of the Kav.a manner to the populai and 
relatively simple tale. We ncH not doubt that stones 
of the type of the Western fairy tale were long current 
among the people, and that the literary form which collec
tions of these narratives first assumed was one in Prakrit 
rather than Sanskrit, the language of the higher classes 
and of serious literary effort. This accords well with all 
that we know of the history of the literature. As the 
Sanskrit Pancatantra or Tantrakhyayika heads the history 
of the beast fable, through the perfecting of a new literary 
genre, so the Brhatkatktf of Gunadhya, m Paisaci I rakrit 
heads the literature of the tale. Its fame has, as usual, 
deprived us of knowledge of its predecessors.

A curious legend is all that is vouchsafed to us ot tne 
origin of this work; it is given in the Kathdsaritsagarn an> 
the Brkatkalkantahjari and in a variant form in the 
Slokasaihgraha. The essence of it is that the tales were 
written in Paisaci by Gupadhya after he had, as the result 
of a rash wager with Sarvavarman. who is the reputed 
author of the Katantra grammar, debarred hiniseh twin 
the use of other languages. The lo c a lity  of his labouis is 
placed by the hist two of these sources in the \  indhyn, v. .He 
his birth is assigned to Pratisthaua on the Godavari, where 
reigned a king, Satavahana, ignorant of Sanskrit and, there

> We may assume that it « tt new pnt in ivmac.ilur tom; 
vernacular m w  appears first In the nineteenth century.J U  itJ i i  lirhM.Uh.l (1'.W8 ).ud,1 evl. of the Shk„- 
s a > H fn h a  F .  I ) . K . IV H i , d *  U t e » d t  w n  J l M u l a v d i u r o i  in  d c  
dV,r HSknt- I.iUtreiuur (1914).
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put to shame by his wife who, tired of sporting in the 
■ '-L>atli, forbade him to splash her with water \viodakaih), a 

behest misunderstood by the monarch, through not knowing 
the rules of euphonic combination, as an order to pelt her 
with sweetmeats. The SUokasanigraha places the poet’s 
birth at Mathura and his patron at Ujjayini, but it must be 
admitted that it is clearly dominated by the desire to bring 
the poet to Nepal and, therefore, is inferior in value to the 
other sources, which, though of Kashmir, do not insert it 
in the story. It is important that Dandin already knows 
that the work was written in the speecn of Bhutas, ghosts 
or demons, and, accordingly, must be assumed to have 
heard the legend in some form. The fame of the work is 
also attested by Subandhu, by Bana’s Kadambari and by 
his Horsacarita. Of what date it was is left wholly 
dubious ; Satavahana is a dynastic name which may denote 
any of several kings, and the fact that the h'dlantra 
grammar with Sarvavarman is introduced would suggest 
rather a later than an earlier date, for what evidence there 
is suggests that the Satavahanas were great patrons 
of the Prakrit literature, and can only gradually have come 
round to the necessity of accepting Sanskrit as the language 
of the Court.1 It is, therefore, impossible to place 
Gupadhya with any certainty before the fifth century a.d., 
unless we hold that Bh i a (fourth century) derived from 
him, and not from tradition, some of his themes.

The language in which Gunadhya wrote was Paisaei, and, 
unless we are to disegard entirely the tradition, we must 
suppose that it was a dialect which he picked up in the 
Vindhya region. Not unnaturally, and in accordance with 
Indian tradition ns preserved among others by RliiaSekhara 
in his A'dtiyamlmtbhsd * the view has been taken that the 
Prakrit is a literary versien of a dialect of the Vindhyas.') 
On the other hand, it has been drawn into the effort of Sir 
G. Grierson to establish a Pr.ti.saca group of north-western 
languages, based on the theory that Pai.iaea denoted a 
group of cannibal Aryan tribes. This part of the theory is

1 C». Bloch, M i l a n L £ v i ,  p. 15 f.
8 i \  51 ; Konow, ./.A\< J.S., I'fiJl. p. 244 f. Grierson’r, reply (pi>.

\i inoffoctlve
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clearly ii^ ’̂ enable; Paisaci means, as tradition is accordant in
holding the language of demons. The question, whether
a no ?th-wcsi Prakrit existed in Gunadhya s time stmda 
to die Prakrit which he used, is onewhich in the absence 
of anv adequate evidence, may be left aside, th a t1 ef 
not a north-westerner, but borrowed the> Aatect from 
Banyans from the Punjab or others, is de^ ^ a^ t y  
At any rate, what he wrote in, if we may trust the scan y 
fragments preserved and apparently taken from the 
Brhatkatha,1 was a decidedly artificial form of I ,
it hardened the d alone, and was clearly m°re d ° ^  
related to Sanskrit than any average Prakrit. Thatit. w.-  
ever used by any other genre of literature is most unceida n 
for we cannot put any special faith m the late B ddhist 
tradition that the Sthaviras used Paisaci for their scriptu  ̂•

Of the content of Gunadhyas work we have so:mewlh. 
remote knowledge from two main sources. The rust is 
derived from Kashmir: the Brhatkatha,nan}arl of k*c-
mendi'a ’lie polymath, written about a quarter of a century 

' ^ K a t ^ a r i t s a g a r a  (more properly perhaps
Brhatka(hasanisagara) of. Somadeva, composed **«»een
a.d. 1063-66 and 1081-88, gives, as does Som oto a, a version 
of the Brhatkatha, which was formerly held to be take n 
directly from -lie original. This idea must now he disc.irti
ed, both on internal evidence and because of the aecti i 
source of knowledge now available, the Slokasam-graki 
of Budhasvamin, a Nepalese work which, mainly on t. 
score of the form of the author’s name, has been assigned 
with na derate plausibility to the eight or ninth centiny . 
a  i) It is clear beyond doubt, although we have bu a 
fragment of 28 chapters and 4.521 i ernes of the latter w ork 
that the Kashmir texts are tuken from a vo> dillfauit 
source than the Brhaik.M,; itself. There had grown up, u 
is plain, in Kashmir, probably by gradual evolutt a, a hi hat- 
bat':,-’ which was rased on an epitome of the n  igma! work, 
but into which much extraneous matter had b e e n  placer I, 
including, as we shall see. a veision of toe PaFlcataxtra,

• i i„ ot course, perfectly possihle that the fragment; c u-» »ru«
the Kashmirian reisiou, and not from Gupfidhya at all.

7
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foreign to the original. This re-fashioning of u^eBrAat- 
ka/luz seems1 to have been in the Paisaci, and i "ere is 
nothing implausible in this, for the rule that a lit 
speech form should be kept, once established, is atte. ; c 
for us by the stereotyped Prakrits of the drama whic. 
from Kalidasa’s day onwards are preserved for certain 
roles. The date of the changes is wholly uncertain; 
there is no need to date it any great time before the 
gradual disuse of Paisaci among other causes induced 
the translations into Sanskrit. The Nepalese version, on 
the other hand, seems to have adhered more closely to the 
original and to derive from i t ; the use of Sanskrit in this 
case is natural, for the civilisation received by Nepal from 
India was essentially Brahmanical.

We can gather, though indistinctly^ some conception of 
the essential character of Gunadhya s work, which was 
marked by a degree of originality decidedly beyond  ̂ the 
average. The plan of his work, obscuied in »the Kash
mirian versions by the addition of enormous masses of 
extraneous material, perhaps to the extent of nine-tenths 
of that version, was based on the scheme of the f^umdyojici, 
Rama there; with Laksmana to aid him, recovers Sita and 
at Lite same time the throne of his father. In the Dyhat- 
kalhd Naravahanadatta sets out first with Vegavati, then, 
aiwr being parted from her, with Gomukha, on a series of 
adventures which result in his attaining at once marriage 
with Madanatpahjuka, or Madaiiamaiicuka, and the empire 
ot the Vidyfidharas. As Sita is preserved pure in the 
hands of Ravana, so Madanamahjuka keeps herself un
lit.-med by her ravisher, Mannsavega. The influence of 
i he Buddhist legend of the Cakravnrtin is also apparent; 
Naravahanadatta is born with the established thirty-two 
marks, 'vhich signify that, it a hoy forsake the lire oi the 
home lie will become a Buddha, but, if he remain m the 

,’ilar life, he will achieve the rank of emperor But 
ihe vital distinction between these traditions and Guna-

> There i< no strict proof; the dialect may have been modern
ised. It is ntranvc that •  which cared for n PjuMcl
■i m itring of th<- /'at^atanlra, but our ignorance of the dialect 
m ated ; it difficult to judge its merits.



conception is that in the latter the empire to be 
attained is not one over Ksatriyas and Brahmins on the 
plains of India, but in the Himalayas over the Vidya- 
dharas, a race which, all in all, is no more than a 
product of popular fancy based on, the Gandhar vas of the 
Veda, with both their attractive and fickle aspects, and'Tlie 
YogTns oFPraErnamsm, the Arhants of Buddhism. It is 
the fate of Naravahanadatta, thanks to merit accumulated 
in bygone births, to gain the sevenfold magic science, 
which wins him the position he covets, and the tale of the 
Brhaikathd was the narrative of the course of his adven
tures. In keeping with the new orientation of ideas, the 
adventures are such as appeal to the merchant, the sailor, 
the worker; the great god is not Siva or Visnu, but Kubt: a,'- 
lord of riches. The heroic ideals of Brahmanism and 
Buddhism are brought down to the level of bourgeois life.

To Gupadhya also is due the praise of creating effective 
and distinctive characters, in the shape of Naravahanadatta 
himself, ot Gomukha, and of Madr.namanjuka. The first, is 
traced in his development from an attractive and ingenuous 
youth, a worthy child of the gay and amorous Udayana, 
through a certain decadence due to his good fortune and 
brilliant destiny, until as emperor he attains the summit of 
all desires, and is incapable of anything save justice. Goniti- 
kha has far more life and energy ; he is a much more modern 
counterpart of the sage Yaugandharayapn, counsellor of 
Ucjayana; unfailing in courage, resource, and power of 
turning every situation to the best advantage, lie appears 
indomitable am id apparent adversity, even if liis means to 
attain victory rrc tnoie ellu acious than honourable. Mnda- 
namaiij'ika is a character with only one parallel in Indian 
literature, the heroine of the Carudatta and the Mrccnaka 
(ika. The daughter of a courtesan, therefore destined to 
follow the duty of her rank and caste, she, nonetheless, is 
inspired by a noble pride and seeks to be freed irutn the 
odious future, which presents itself ns her duty, and to 
be married in legitimate fashion to Naravahanadatta, a 
desire finally achieved. If we may Assume that M a d a m  
munjuka was tin on lier com option, then we n ay find here 
a fairly satisfactory piece of evidence for placing the

f (  I t  ) s  t h e  p o p u l a r  t a l e  V f l T
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^ ^ i l l j ’̂ Z /u i tk a th d  not later than the early part of the fourth 
century a.d.1 But this is wholly speculative. In the detail 
of the adventures of his hero we may be assured that 
Gunadhya drew freely on the travellers’ tales and the 
popular narratives of his day. For much of his account 
of Pradyota and Udayana we find i)arallels in the Vinaya of 
the Mulasarvastivadin school; both Kausambi and Ujjayini 
were clearly rich in legends of their princes.

That Gunadhya wrote in verse seems at first suggested by 
certain evidence, including the fact that the versions we 
have are in verse and the Kashmirian accounts seem clearly 
to assume a verse original. The evidence to the contrary 
is slight and not wholly conclusive; no great stress 

" can be laid on the quotations of Hemacandra, whose actual 
knowledge of the original B fh a tk a th d  is problematical, but 
the fact that Dan din says that a Katha is in prose and gives 
the B fh 'itka th a  as a famous work, is much more important. 
It remains, of course, possible that it was partly in prose, 
partly in verse.2

•trhivTiQT Of the Sanskrit versions that of Budhasvamin has high 
merits. The style is simpleTut elegant, and in harmony 
with the subject matter. Rarely does the author permit 
himself the luxury of ornamental description, usually an 
impulse irresistible by a Sanskrit poet. His characters aie 
clearly and vividly drawn, far less conventionally than 
usual; he can paint a situation in a few well chosen words, 
and he imparts to his work that tone of lighthearted 
curiosity and interest in the world and its odd happenings 
which best suits the theme. His language is marked 
by the introduction of a number of Prakritisms, probably 
borrowed from the original; he is expert in Sanskrit 
grammar and readily uses in the Knvya ktyle tatc coustiuc- 
tions, among them a wealth of aorists. t 3 ,

No high praise can be given to Kscmendra u work; it 
has all the demerits of the other epitomes of the author;

» T l i c  d a l e  o f  Hit)  Mr< dnikatikH li v e r y  l U i h i o t i n  H  . J n c o b i ,  fthavi- 
sailat-iim. p. 83, n. 1; Keith, Sami'it Drama, p. 12« f

* There v no suggeNtlon that it wus iu p r o . « t r y  mnr Kir 
in: l in k , i:f. Keitli X A 'J  , . 1009. pp . MS fl. U tto k  • ■ cvt'oii
, , t  i i n -  i i ’ iit c e n t u r y  a  h . (Melanges i A - i .  p. 270)  U  u n s u p p o r t e d ,  u n i c e s  

Hliaiui user! it.
: HU. Kavyu'ftalA, No. (it).
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so anxious to abbreviate, and successful in the task, 
as he has only some 7,500 Slokas against 22,000 of Sorna- 
deva, that he is quite indifferent to considerations of intelli
gibility and interest, and would often be wholly misleading 
if it were not for the possibility of adducing the fuller 
version of Somadeva. On the other hand, he loves, when 
he has the opportunity, to enter into descriptive divagations ; 
he gladly avails himself of such occasions and displays his 
command of an agreeable and even elevated, if decidedly 
mannered, style. Somadeva, on the other hand, shows far 
better judgment and taste; he realises that elegances of 
style are out of place in his task of simple and vivid narra
tive, and, as he certainly possessed the power to vie with 
Ksemendra, his self-restraint merits full recognition as. 
extremely rare in later Indian literature. The flow of his 
narrative is normally clear and easy ; he is capable, of very 
diverse effects, from the amusing episode of the sensitive 
man who felt so keenly through seven mattresses a single 
hair that he was robbed of sleep to the affecting tale of 
king Sibi or the elaborate love adventures of the hero ; his 
language and metre show a certain carelessness as opposed 
to the precision in the best Kavyas, but this is neither 
unnatural nor open to censure in the tale. As opposed to 
Ksemendra, he preserves better the main narrative inn; 
which the other tales are fitted and from which the work 
derives its style, Kathasar its Agar a, the ocean of the streams 
of stories.1

The work is divided into 18 Lnmbhakas. with 12-1 
Tarangas, billows, the latter division an innovation of 
Somadeva’s. Book I gives the tulc of Gup hylic a, undei 
the style of Kathupitha ; II narrate, the hist, ay of k dnyann 
as the Kathamukha, the basis of the tale; in III we have 
the story of the winning by him of Padmavari, the title 
Lavapaka being derived from the place in which Vasavaduttu 
was reputed to have perished by fire; in l \  we reach the 
birth of Nnravahanadatta, the true hero. In Book V we 
have a new motif, introduced by the slender connecting link

1 Kd.  Humbov, 1889 ; trs. C. H .  Tawney, C alcu t in ,  ! kS0'-1 . re 
printed with adilifimw by N. AT- Penzct* Ix>ndon, 191/4-1.7 ; ! /.s.
Studies about the btty iritsdi.aru (ilHW).
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of the desire on the part of the Vidyadhara prince, Sakti- 
vega, to see the emperor to be ; he recounts how he 
himself reached the marvellous city of the Vidyadharas and 
espoused four maidens, a fact which gives the book its 
name, Caturdarika. We learn here of the marvellous birds, 
the rocs of the Arabs, who bear the wanderer to the city of 
wonders. In VI, which bears the title Madanamancuka, 
Naravahanadatta is unexpectedly introduced as telling the 
tale of his own adventures after he has become emperor, a 
sign doubtless of the confusion of the Kashmirian Brkat- 
katha. We have a series of Buddhist tales, then a long 
narrative of the love adventures of Kalingasena, whom 
Udayana would have married but for Yaugandharayana’s 
intrigues, and whose daughter, Madanamancuka, is destined 
for Naravahanadatta. In VlTwe have two entirely different 
motifs; the first is that which gives the book its title, 
Ratnaprabha, the marriage of Naravahanadatta with the 
daughter of a Vidyadhara king who comes to visit him ; 
the second shows us the prince setting out to the camphor 
land beyond the sea, together with Karpurika, meeting en 
route with strange adventures, and lighting upon a city 
where a king lives with people who are automatons of 
wood : he has also flying machines, and one of these serves 
to bring the prince with Karpurika back to his home. 
Book VIII, again, has no essential connection with the tale; 
it is the narrative of how Suryaprabha, king of Sakala, be
came emperor of the Vidyadharas after a great conflict with 
a t ival, Srutasarman, which Siva’s intervention at last ended.
The marvellous here is developed to an extent unpre
cedented in the rest of the work : old mythological figures, 
Buddhist beliefs, and popular legends are blended into a 
curious, sometimes fascinating, compound. In Book IX the 
hero acquires Alarhkaravati, who gives her name to the 
book, and takes part in a wonderful visit to a White Island, 
an episode closely parallel with the famous tale in the 
Jf u h  i b h d r a t n  of the visit of sages to such an island and of the 
wonderful god whom they found to be there adored, up episode 
which has often been adduced as proof of some knowledge 
of Christianity.1 As in the epic, Narnda sings a hymn of

1 Cf. W. I£. Clark, J .A .O .S .,  xjt'tix, 20U-42 .
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which in Somadeva is uninteresting, but in K^emendra 
is expressed in prose with many compounds in his best 
Kavya style. In X the hero acquires yet another wife, 
Saktiyasas, in XI, which is of only 115 verses, yet another, 
but the book is named after Vela, the heroine of the tale 
inserted in the main story. Book XII, Sasaiikavatl, tells of 
a marriage with a certain Lalitalocana; in the course of his 
adventures with her he is told the story of Migankadntta 
and the heroine who gives the book its name; there is also 
included the VdalapatuaviMatika in full, so that the book 
is the longest of all. In XIII, Madiravatl, he recovers in 
some unexplained way his beloved. Only in Boon. XIV, 
Panea, do we find the real essence of the tale, the rape of 
Madanamancuka by Manasavega, and the adventures of the 
prince to find her; in the course ol these he is helped by 
Vegavati, sister of his enemy, who possesses magic powers 
which she freely uses to aid him in his purpose, regains 
his beloved, weds five other Vidyadhara maidens, who had 
sworn to secure his love-whence the title of the book-and 
prepares to defeat his last rival, Mandaradeva. Tins he 
accomplishes in Book XV, attaining the MahablnsOa, or 
imperial consecration. This is the real close of the work 
but in Book XVI we have first an account of the death ot 
Udayana and his wives by suicide and their ascent to 
heaven, and the talc of Suratamanjari, daughter of a \  idya- 
dhara, under the shape of a Matanga m charge of ele- 
phnnts, and Avantivardhanu. In Books XVII and XVI I 
ve have leg en d s  or Pftdnmvati, the wife of the \ idyudlmia 
emperor, Mukraphnlaketu, and of VisnmmSil.i, the latter 
giving the cycle of Vikrmu.iditya legends. 1 licse me 
worked into the tale as having served to w hile away the 
time duiing the hero’s search for his beloved.

It is ’lain that Books XII an-' XIII on the one hand, 
and the last two books on the other, are unsatisfactorily 
placed; all of them ought to be worked into the texture 
of Ihe hero’s adventures after the loss ot ms beloved. In 
effect we find this recognised m the order adopted m 
Kscmendra; lie agrees in Books I-V with his successor, 
but foi the rest the order is: Suryaprahhn, MadwmiuancuU, 
Vela, Saiankuvati, Vismuftsda, Madiravatl, , St Juki vat.,
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Ratnaprabha, Alariikaravatl, Saktiyasas, Mahabhi- 
feka, Suratamanjari. The books correspond geneially 
save in tlie case of Vela; the decisive step is taken here of 
adding to it the episode of the rape of Madanamancuka, so 
that the following books fall into effective order.

In addition to the main story, and frequently burying it, 
there are large numbers of interesting narratives of every 
kind. The task of deciding how far these belonged to the 
original of Gunadhya is doubtless insoluble; it is plausible, 
however, to suppose that the Brhatkathd proper began 
with a Kathamukha, which contained the episode of 
Suratamanjari, and passed to the tale of Udayana, his 
marriage with Vasavadatta, the Lavanaka, the birth of 
Naravahanadatta, the marriage with Madanamancuka, his 
loss of her, and final winning of her after many adventures 
and new loves, terminating with his consecration as 
emperor.

The high age of the Veldlapahcavimfa/ikd, a prose 
recension of which is attributed to Sivndasa, perhaps a 
Jain, is attested by the occurrence of the set of tales in b< >th 
versions from Kashmir. They exist also as an independent 
collection,1 twenty-five tales written in easy prose with 
quoted verses and verse fragments derived from the original.
Its wide popularity is attested by the perplexing variations 
of the text.2 The framework of the stories is simple; king 
Vikrama is bidden, for the purpose of a magic rite, to fetch 
from a cemetery a corpse hanging there on a tree, and this 
is to be done in absolute silence. A demon, however, 
which has entered into tlie corpse, narrates a tale to the 
king, us he bears along his horrid burden, and at the close 
puts a question arising from the tale to the king, who, 
naturally enough, falls into the trap and answers it, with 
the result that his task has to be done all over again. The 
tales are of varied interest, but all propose issues inviting 
casuistry. Thus we have the tale of the daughter of a

'■avadasaV. rcuctiMon is e<1. by Mile, Leipzig, 18K1, w ith an  anon, 
vei lion : also from a MS. of a.d. 1487: L eipzig, 1914 ; .Tain one. of 
Ju m h ln iad a tta , is od. ('ale :tta, 1873. Sec fu rther N . M. Pt nisei,
()< c ! h o f  S(> ry,  v i  m l  - i i  ;  J .  H e r  t e l ,  Strtitherg Fr'tgnbc,  p p .  135 f t * .

* Th' Hindi Saitdl Pai'isf rests ultimately ua îvadiisa’s v«. rsiou.
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nin who has three suitors, so that her father was in et
^___!ary as to how to bestow this pearl of beauty. A
black snake solved the problem to all appearance by killing 
the damsel, and the father proceeds to burn her dead body. 
The three lovers go to the cemetery; one perishes with 
the body of his dear one; one builds a little hut there and 
abides in sorrow; one becomes a begging monk and sets 
out on his travels. In the course of them he enters a 
Brahmin’s house to obtain a meal, and sees to his horror 
the mistress of the house cast into the fire the child which 
annoys her by crying. Indignant, he declines to break 
bread in such a house, but the Brahmin brings from an 
inner room a large book, reads aloud a magic formula, and 
the child is again in life. The lover sees his chance to 
revive his lost one; in the night he penetrates to the inner 
apartment and seizes the book. Returned to the cemetery 
he recalls to life the dead girl, and the youth who burned 
himself beside her revives. The old dispute now begins, 
and the vampire bids the king resolve it. This is too 
tempting an opportunity to exhibit his skill, X ikrama 
renders all his toil in vain by the sage pronouncement:
‘ He who has reanimated the maiden i.< her father, because 
he has given her life; he who died with her is her brother, 
because he is bom along with her; her husband will be he 
who remained near her tomb.

Of equally doubtful date is the popular collection of 
seventy udes of a parrot, £v/: rsafita/i,1 which the pleasing 
bird narrates in order to refrain its erring mistress from 
betraying her absent husband. The bird is willing to let 
his nistress adventure, but only if she ha ; sufficient, coolness 
and cleverness to get out of difficulties as did so and so. 
Inevitably the bait is successful; the lady must know the 
story and sacrifices a night to lcam it, only to find next 
night the wise bird ready with another. Nor are the stories 
without others interwoven; in one the king is at dinner with 
his wife, when the naughty fishes on the table laugh at one

. T extus sh'tfiltcior, ed. R. SebmWt, Lciprig, i m  ; trs. Kiel 38SM : 
o rn a tio r , ed. M iwkh, IS!* : trs. SWI'j f ,! i m .  The dateu. dubious ; 
a version is km.v.n w lien, vnndra, ’ ogaS&stra, p. 444 ; tier;.4, D o- 
PufitaUintra, pp. t'.I'l l.
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remarks; the king is determined to know why, but 
the daughter of a minister warns him that if he persist he 
may rue his indiscretion, as did so and so ; hence yet 
another story, until finally we have the laughter explained, 
not precisely in a manner to add to our admiration for the 
standard of royal morals. The work, indeed, insists on the 

•vhbility of wives to deceive their husbands, and to exact 
from them apologies for very justly suspecting their conduct. 
Here, again, we have divergent versions, and the rrose 
makes some pretensions to ornament. We find also some 
attempts at mannered description in the Jain version, 
especially,^ the Sii)ihasa?iadvatrithsifcci,1 a set of thirty- 
two tales told by the images which supported the throne of 
Vikiamaditya. Like the Sukasaptati and the Vetdla- 
pancavithPatika, this text has found great favour in modern 
dialects.

The close relation between the tale and the more 
elaborate romance has already been seen. Dandin shows 
the same spirit as Gunadhya in the conception of his 
subject as the histories of princes reduced to vaga
bondage, meeting with curious and not specially edify
ing adventures; he expressly makes Rajavahana a con
temporary of Narnvahanadatta, and the episode of the 
chain, which binds him and turns into a beautiful maiden 
seems a literal application of a metaphorical turn in the 
Urhatkathd preserved to us by Budhasvamin. The in
fluence is obvious also in the case of the Yasasfilaka, where 
the hero also becomes an emperor, and more faintly in the 
Tilakamanjari. From Abbinanda of Kashmir in the ninth 
century2 we have an epitome of the Kddaviharl, the 
Ko iambarlkathdsara, and the Jain literature is full of 
Kathas of varied kind and date, as, for instance, in 
Hemacandra’s PariUftaparvaii.

In the Buddhist literature we have not merely such 
works as the Divyavad&na* and the AvaddnaSataka * but

1 For ita four recensions tee K. Edgerton, Harvard Oriental 
aeries, xxvi, xxvii, 1920.

* Thomas, /\<ivindravacanasamuccaya,\>. 20.
" Ed. K. 1’., Coweil and R. A. Neil, Cambridge, 1880
* Ed. J. S. Speyer, Petrograd, 1902-9 trs. L. Peer, Paris, 1891.



he Jdiakamala1 of Ary a Sura, perhaps in the fourth 
century a.d., which is of interest among other things for 
hoth form and style. It is written in prose with many 

^interspersed verses, in part gnomic, in part narrative, and 
both show every sign of the Kavya style.1 We have here, 
as in Asvaghosa, the determination to apply to Buddhism 
the processes of the higher literature, and we may judge 
from the Jdiakamala the character of the style of the 
Siltrdlcdikdra, which in itself is only too vaguely presented 
through the medium of the translation.3

1 Ed. H. Kern, Boston, 1891 ; trs. J. S. Speyer, London, 1895.
Compare the Campu style, above, chap. vi. 

a This impression is eonurmed by the fragments transcribed by 
Lfiders, according to which the title of the work is Kalpanatnan iitika  
Cf. p. 25.
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VIII

THE DIDACTIC FABLE

T h e  closeness in which the Indians lived with nature 
rendered it inevitable that the didactic fable should form at 
an early date a normal feature of village life,)and that it 
should be reflected in literature. The Rgvedoi1 already 
compares the croaking of the frogs at the beginning of the 
rains to the Brahmins busy at the offering, and the Chdndn- 
uya Ut>anisad2 knows a mysterious Udgitba of the dogs 
which may be a parable, or a record of ascetics who imitat
ed the life of dogs in a crazy effort thus to attain salvation, 
but in any case shows realistically how ready was Indian 
thought to ascribe to animals like thoughts and deeds to 
men, a tendency accentuated by the rising belief in transmi
gration involving frequent animal rebirths. In the cpien 
we find fables use 1 to illustrate policy ; Vidura bids Dhrta- 
ra$tra not to j the Phndovas lost he kill the bud
thnt gave g >ld. We learn also of the cat whose piety 
deceived the mice into trusting him, enabling him to cat 
them all, and the advice is given to treat the Pandavas as 
the. clever jackal did his friends, the tiger, mouse, ichneumon, 
and wolf, when, having won a prize by their aid, he cheated 
them of any share in the booty. The vagueness of the 
da^o of the epic is redeemed by the monumental evidence 
of Buddhist JiituLas at Bharhut, which establishes the 
Jtea'st fable as current in the second century b.<\, at 

^  wldch date wc have also, a., has been seen,4 hints in 
the Ma/iqb/i'isya, In Buddhism however, the fable was 
given a definite religious significance, by being employed in

■ vli, 103. * i, 12.
* Winturnitz, Gac/i. d. ind. L ilt., I, 318-50.
■ Above, p. 15.
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ronnection with the doctrine of transmigration to illustrate 
the essential virtues of Buddhism, through the identification 
of personages of the tales with the Buddha and others of 
his entourage.

Equally characteristic and important was the employment 
given to the fable in Sanskrit literature. The artless tale 
must often in its inception have been devoid of moral or 
other purpose, beyond the giving of_ pleasure and the 
passing of time. In the new form in which it has influenced 
so greatly Indian and Western literature, the didactic 
motive which is latent is deliberately and expressly 
developed, and stories are now grouped in connected series 
within a framework in order definitely to give precepts, ^  
creation which, of course, takes us away from folk literature, 
and reveals the intellectual subtlety and skill of the 
Brahmiiw. Further, this skill was not exercised for the 
benefit of the priestly class solely or primarily. {The 
conception of the composition was developed for the 
service of the Court, that the minds of princes should be 
imbued in the most pleasant way with the principles of 
statecraft policy and practical life generally, all the topics, 
in fact, which are summed up in the term Artlmsastra or 
Nitishstra, for the two are closely connected.) This fact is 
important, for it accounts for the fact, at first sight curious, 
that the talcs often illustrate rather dubious morals, and 
cannot by any effort of the imagination be suid to present 
a creditable set of ideals. This difficulty disappears, when 

.. we recites that the aim was not. to illustrate the 
■'*. Bralnnanicnl moral code, but t,. give useful advice or 

political* nud pm -deal life. We must not, hove.er, 
exaggerate flii-, aspect or conceive the stories as cadi 
intended to show s me clever tri.-k; Indian politic d life 
was not so corrupt as to reduce statecraft to more 
Machiavellian devices, and there is much sound send . 
which usually means sound morality, in the collection.

The form of the work is characteristic of tljc progress 
of classical Sanskrit literature.1 There can bo no doubt

■ A recoiiMNict ton cl tli* lancutavha  is uttcniptm l by K. K ilgcit.'ii,
New Haven. 1021
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^ie earliest text, whence the various forms of the 
j. one at antra are derived, deliberately aimed at literary 
nieiit. Sanskrit, we know from the epigraphieal records, 
began to reassert itself in the latter part of the second 
century a . d . as the language of the Court, and the 
princes were doubtless in need of text-books, which would 
at one and the same time instruct them in the language of 
diplomacy and public affairs—largely in the hands of 
' ansknt-speaking Brahmins—and afford them valuable 
lessons in policy. Hence we can understand the appearance 
ot a proto-Pancatantra in which the Kavya style was 
applied, doubtless in a simple form, to the subject matter 
of policy. We do not know the title of this lost work, nor 
its author, though probably it was already cast in the form 
ot m:'Unction given by the octogenarian, Visnusnrman. to

, ;S” uS’ Ienorant of Arthasastra, of the king AmaFasakU 
ot Mihilaropya, presumably a mythical prince. It may 

e been called Pancatantra or '1 antrakhyayika ; in either 
case 1 antra may have denoted politics as art or science, 
though it is conceivable that it meant no more than book, 
t -ie oldest form of this proto -Pancatantra preserved 
to us is probably a Kashmir version, the Taut> iifthvavika.1 
which may denote stories to illustrate politics, and at any , 
rate indicates the connection of the new genie with the 
Akliyayika.

The date of the original text is unluckily quite uncer- 
tain in the absence of any very distinctive characteristic.
I t a ludes, however, to Canakya, which immediately places 
it aitet 300 B.C., and it undoubtedly shows signs of 
Knowing some of the substance of the work which passes 
as the A <17/1liiya Arthaiastra. But this carries us no 
.'Uimra . for there is no proof cither that it followed the

uf w : we liave or the real date of tlmt text,v melt is  probably to be placed souie centuries a .d . 3 A 
lower limit is definitely given by the fact that in substance

(1.']4)’. pp.Vfl1 ICrU' UU0, “Ql1 tr°' 1809; **’ nL‘,° ° as ^oiica/antta

I
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x>»airf^veu in form, tho major part of the text is doubtless 

anterior to a . d .  570, the date of the Syriac version of the 
Pahlavi translation of the original, at least in all essentials.1 
More precise evidence is suggested by the occurrence of the 
term Dinara, which is, of course, a borrowing from denarius, 
but through a form in which the pronunciation of the e 
had become t. Unluckily the precise date when this took 
place is uncertain, and we cannot certainly" conclude thence 
that the work must be placed as late a s  a . d .  500, though 
on general grounds there is no reason to demand an eailiei 
date. Further, it seems probable that the text was thek . 
outcome of the Brahmanical revival of the Gupta epoch.
Dr. Hertel, indeed, takes the view that it was a product of 
Kashmir, which Professor Franke made out to be the home 
of classical Sanskrit,3 but for either suggestion there is no 
tolerable evidence. The fact that the ■■ ay;ku is
preserved there is worthless as proof, and the fact, if it 
were established, that neither the tiger nor the elephant 
plavs a p >rt in the original Pnvratantra, while, on the other 
hand, the camel, which is not an all-Indian beast, was 
known, would be quite insufficient in the case of a work of 
so late a date to suggest original production in Kashmir.
At the dale assumed for production, the elephant and the 
tiger must have been known to everyone there, and equally 
the camel must have been familiar to the learned and 
unlearned public of many parts of India. On the other 
hand, we may u adily believe that the author was neither 
a Buddhist nor a Jain, but a Brahmin, and perhaps mom 
definitely a Vaisnava, though the syncretism ami pantheism 
of Brahmanism render dogmatism on such a point dangerous.

q'jje Tantr&khybytkq, is preserved, like so many other 
texts, in slightly differing forms, each me with some 
interpolation. In its original text it consisted of live- 
books, each with amain story and tales interwoven. Book 
I deals with the separation o f  friends, telling with t h e  help

* T hat tlwre was a Prakrit original Is disproved in Das / ’a * ,a- 
t a n t r a ,  p , 430, n 1.

■ Keith. J  A’.A S .,  I'JIS, p. 5 c-* I.
* P a li u n d  S a m k n t  ( 14*02). C o n tra s t LOdor*. !.<

budd/i. Dratm  p-1'3, n. 5.



'•:,u!SeVCnteen tales how tw0 iackals. Karataka and Damanaka, 
succeeded in estranging the lion and the bull who were 

; once inseparable. Book I I ,  with five tales, expounds the 
winning of friends by the illustration of the union effected 
between the dove, mouse, crow, tortoise and deer through 
mutual helpfulness. Book III, with eleven tales, tells of 
the war of the hereditary foes, the crows and the owls, 
whose enmity is alluded to in the Mahabhasya. Books IV 
and V have each but two tales; they discourse of the loss 
or one s gettings and the fruit of rashness. To these may 
be added four further tales, which appear to Dr. Hertel

I unoriginal. The construction is not normally complex; 
the tales usually are simply inserted in the framework of 
the story, being told to illustrate some maxim which is 
lmd down in the main narrative, and causes a digression, 
but here and there the structure is more elaborate; thus in 
Book 1 the tale of the strand bird and the sea rises natur
ally out of the main narrative, but into it are interpolated, 
nrst, the narrative of the two geese and the tortoise, and 
then later that of the three fishes. More com]ilex still is 
the case of tale one of Book II, for in it is inserted the 
tumour; story of hulled grain for hulled grain, and in the 
::uter again the anecdote of the over-gre’edy jackal, but this 
degree of complication is not repeated.

Of the attraction and interest of the collection no doubt 
has ever existed. None can mistake the delicate sense of 
liumom of the author, whose name unhappily is lost to 
us ; his animals charm us with the quaint propriety of the 
sentiments aud speeches ascribed to them; the stories k 
tl'c same appeal to us as the animals in Kipling’s Jungle 
Bnok, 1 ominding us of the common humanity which, after 
all, underlies ttie enormous superficial differences between 
the races of men. Admirable is the tide of the lion and 
i .io lime, which, marked out as die daily offering to induce 
the Jion to abstain from promiscuous murder, arrives late 
to the place of saci ifioe, and excuses itself by the intervention 
of ai tier lion. The deluded loici of the forest decides 
first to sinv thi'; rival and then enjoy his meal; but Li.; fate
i. it lii'iul, ( If he I : 1 un Ids imaged jau* nLivicnl ill a well, 
and, leaping against hi;: foe, perishes by j deserved doom. A

( : (  ^ 6 ) :y CLASSICAL Sa n s k r i t  l i t e r a t u r e ' V ^ T



... Jjarc, again, is the hero of a story in which, by clever use of 
the reflection in the water of the moon, whose visage bears 
a harclike mark, it gets rid of an elephant which had 
become a nuisance to all concerned. A Brahmin’s gullibility 
is related in the tale of how three rogues cheated him out 
of the goat he was carrying for a sacrificial victim, by 
assuring him in turn that it was an unclean animal, a dog, 
thus conquering his natural trust of his own vision. • If this 
story‘has no very elevated moral, it is compensated for by 
the legend of king Sibi, famous in the literature, who 
sacrificed his own flesh to satisfy a hungry hawk, from 
which he protected a dove fleeing to him for refuge; the 
gods Dharma and Indra revealed themselves and commend 
his self-sacrifice. The Buddhist flavour of the tale and the 
scorn of Brahmins sometimes shown remind us of the varied 
sources whence the writer derived the material which he 
formed into shape. Another note is struck in the narrative 
of the tiny mouse, which fell from a hawk's mouth into the 
hand of a seer, who tenderly reared it, having changed it 
into a maiden. In due Course he resolved on a marriage 
for her, but an equal must be found; the sun, offered 
the prize, modestly declines, because the clouds are 
mightier than he, since they can obscure his light; but the 
clouds also have a master, the wind, which drives them 
hither and thither. The wind is appealed -o, but the 
mountain defy his every blast; they, too, admit one 
superior, for the mice ever gnaw holes in them. The seer 
rightly, therefore, liestows the hand of the damsel on a 
mouse, and restores to her the shape necessary to enter 
her spouse's nbtxle.' Famous Li its history is the legend 
of the onion thief,' who, captured in the net, is offeioil the 
choice of three penalties—tin. paying of a hundred rupees, 
the infliction of a hundred lashes, or the eating of a bundled 
onions. He chooses the la.s(, hut sc ou or eight of them 
bring streams of tears to his eyes and ho hastily ti tes 
the lushing instead. This also is too much, and he i ills 
hack on paying the fine, thus earning p*r <1 1 contempt 
and the pain of his exporicnecH. In  the last b o o k  \\>- h av e

Cf. ' \clian.ir, l i t n ’iij Or, h  urn., x tvi. 42S tl.
S

• G°i&X
p '
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the famous and pathetic tale of the Brahmin, who slew 
in hasty folly the faithful ichneumon, which had slain the 
serpent that attacked the child left in his care. It is note
worthy that the narrative is illustrated by the tale of 
the Brahmin who indulged in dreams of the prosperity 
to be made out of skilful employment of the groats he had 
begged; the upshot would be the gaining of a wife, who 
however, would require correction for neglect of the infant 
which would crown their union, but the beautiful dream 
comes to an end by the upsetting of the pot of groats over 
the day-dreamer, a just rebuke for his assertion even 
in a dream of the right of marital correction. In these 
tales again we see reflected the popular source of some 
of the compilations.

The style of the work is simple and elegant; it is in 
"prose as regards the narrative, but this is interspersed 
by verses of gnomic character, sometimes in considerable 
numbers; thus in the tale of Somilaka (II, 4) a divine 
being addresses five stanzas to the weaver asserting the 
doctrine of fate, while Somilaka replies in the same number, 
and there are several even longer set... Verses also form 
the means of introducing the tales within the framework, as 
a stanza recited containing a reference to some story 
atfords the motive for the question which elicits a new tale.
This type of composition we find already foreshadowed ' 
in the Aitarcya Urakuinna1 and its naturalness is obvious.
The summing up of moral or political maxims in verse, 
while the mere narrative moves in prose, produces at once 
an artistic and a plausible result. The sources of the \ ci nos 
are various ; most of them come doubtless from the vast 
body of maxims which were in circulation, and of which 
many are enshrined in the Mahabhdrata or in the Pali Jala- 
hut, I lit merit of the author lies, therefore, not in com
posing them, but in the selc. tion of appropriate stanzas and 
their skilful introduction into the text, and his merits in this 
regard are obvious. T1hu. in a stanza fouud in n variant 
form in Bhartfhni i the power of ; tion to bear fruit is 
asserted;

1 Cf. Keith, Jf'igvcda R 1 C1 hm anas, pp. 63 tf ., above, pp 88. lilt.
* HorU), tin., i, 110 t,



X * * , .w jje w ty  bears no fruit, nor virtue, nor valour ; nor yet knowledge, 
uor laborious service. But, as trees bear fruit, so the accum ulation of 
m erit of ancient deeds in due season brings fruition to ruan.

It is indeed difficult to exaggerate the value added to the 
text by the citation of graceful verses, of general human 
interest, balancing the primary absorption in the affairs of 
the beasts of the fables:

Firm  in purpose he will enter fire ; easy for him  to leap over the 
vast ocean. N othing indeed do I know that m ay not easily he 
accomplished by a m an of abiding resolution, who will not brook 
defeat.

Better the m an of action than  the m an of words alone, for it is 
hum an action that brings am brosia or poison, according as the actor 
is good or bad.

T he poor m an feeLs sham e; overcome by sham e he lores p rid e ; 
lacking pride he is despised ; despised he becomes depressed ; de pression 
leads to so rro w ; sorrow dims the intelligence; rum  ;u\ its the fool; 
nh ! poverty is the root of all m isfortune.

Better to thrust one’s hands into an angry  serpent v m onth, better to 
drink poison and sleep in Ynma’s nails, better to cast oneself from a 
hill top and be dn.-hed into a  hundred fragm ents than to  find pleasure 
in wealth won by rogues.

Loves that last for life, sn g e r that is swiftly past, easy partings, 
these are alien to the m agnanimous.

The purpose of the book, instruction for young princes, 
necessitates the adoption of a form of prose which is 
normally easy to comprehend; the compounds are usually 
moderate in length and without complication, and, though 
the use of participles—passive and active—in narration is 
frequent, there mo many finite verbs, imperfect, perfect, 
and not i t, all ■ ccun ing Indiscriminately as nat rnl ive tei’M s.
Rato words or grammatical obscurities are few, especially 
when the defective condition of the manuscript evidence 
is borne in mind. Indeed, rarely in Sanskrit litci attitc is 
the style more admirably adapted to the subject matter 
and the purpose of the work.1 None of the later versions 
can be said artistically to stand higher than the Tan/ni-
kh y& yikri.

That the Tantrakkyayika not only is superior to the later

1 lutcrerliug us preenrsom of the Utter K atya sit lo arc the occa
sional aggregation of epithets, and die use >f rhythmic F ro  c (c.g. pp.H,
O'.) .md IIS of M S .A .).
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\V . versions, but represents the original more faithfully than 
*-b* ' i is shown by the closeness of the correspondence be
tween it and the Pahlavi version, which, considering that that 
version was only a translation and is known to us through 
a further translation, must be regarded as remarkable. 
There were certain changes made and a few omissions, but 
we need not place the original Pancatantra at any great 
distance of time from the Tantrakhyayika.

In the view of Dr. Hertel, which is still unproved,1 all 
other versions known of the proto-Pancatantra may be 
derived from a Kashmir codex, now lost. From it ulti
mately came a version of the Pancatantra, which was inter
polated, with matter intervening between the five books, in 
the Brhatkalhii of Gunadhya in a revised text of that work, 
which existed in the northwvest before the eleventh centurv 
a.d., when it formed the basis of the summaries of the 
PrhaU'aihd made in Sanskrit, first by Ksemendra and then 
by Somadeva. Ksemendra, it is clear, used also a version of 
the Tantrakhyayika, so that his work does not accurately 
represent the revised Brhalkaihd. From the same ultimate 
source2 an epitome w as made, containing all the stories and 
most of the verses; the date of tlii. epitome was probably 
nfu Kalidasa, as a verse (ii, 55) from the Kumantsambhava 
is used. This epitome is represented, with considerable 
precision by the Southern Pancatantra.“ Little is added, 
including, however, one whole story of the cowherdexs and 
her lover (I, Id), but the condensation of the narrative, 
which in the original was not prolix, has led to difficulty 
here and there in understanding details. The lower limit 
c f date of the Southern Pancatantra cannot be determined. 
This epitome was recast by some unknown hand, the order 
of Books I and II being inverted, and this recast is pre
served for us in two forms, the Nepalese Pancatantra and > 
the FiitopadcSa. The former as preserved gives the verses 
only of the recast, with certain omissions — probably

1 Cf. P . Jvl)t<rinn. A m . J o u rn . I ' n il. vx.w l, 253 tr ., nod h>;. Uttar 
v’uswii in l»is recount ruction * ! the Pane til in iru  

* An irvli.jwiifit ut soim-e :• more pp»l>nh]r.

I ’i> l,lV it i> la te r  thru, iih u ra v i ( ii ,  30).
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X ^ ^ M p au se  the copyist mistook them for prose—and one piece 
of prose, clearly mistaken for verse.

The HitopadeSa,l on the other hand, represents a 
deliberate attempt to reconstruct the Pahcatatitra by the 
introduction of new matter. It is indeed based on the 
recast of the epitome which is seen in the Southern 
Pa/icalantra, but ihe author has used another collection of 
fables, as he expressly indicates in his preface, giving; 
seventeen new stories, and has added many verses from the 
Kamanda'd NUiiastra in illustration of his theme. Not 
only has he preserved the transposition of Books I and II 
as in the recast evidenced by the Nepalese version, but he 
has omitted Book IV. Book III he has divided into two, 
and has included between the two new books the contents 
of the original Book V and part of Book I, which in the 
original is ot very marked disparity to the rest as regards 
the number of the stories. The result is that the books 
are much more in agreement as regards number of stories 
and length. 'J'he author of the HitopadcSa has left us his 
name. He was Nara.vapa, and his patron a certain 
Dhavalacandra, whose home may have been in Bengal 
where the Hilopadelir is in special favour. It undoubtedly 
deserves its vogue.

An expansion as opposed to a reduction of the original 
is seen in the version of the Pahcatantra which is widely 
current in India, the so-called iextus simpliciord In the 
north-west and in central India the Pahcitkhyanaka, as it is 
called in an old manuscript, has superseded the original 
entirely. The author may have been a Jain ; the evidence 
is presumptive, not conclusive. He took many liberties 
with the text; like the author of the Hitopadrui, he aimed 
at equalising die contents of the books; for tins purpose 
he added several tales to the short Book V, and increased 
Book IV by taking some stSrics from Book 111. Moreover,

1 KO. P. IVr rsoii. Bombay, 1S87. I; hater aftc, Mac lei, anti txdore 
a d . 1373. It recognises ilie Tautric cult of Uanri, popida: in IV-ugnl 
r ii'l it mentions Sunday ns fitu fft:ra t.tia ra , su g g ': ling a d i'c not 
lief ore a i >. Ill lit

’ ('!. b idder and Kielhoru’s cd. /.'< rtbuy S a i s i t  it S c ' r t : Nos. !, 3 
. noil 4.
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x V .. be added several other stories, kept most of the verses of 
the original, but added many more, and beyond all he 
freely re-wrote the prose, ignoring the original. The 
result, it must be admitted, is decidedly satisfactory, but the 
popularity of the work has played havoc with the preserva
tion of the text, the manuscripts differing indefinitely, nor is 
it possible to trace the precise sources of the alterations 
made. As a verse of Rudra Bhatta1 is cited, it is probable 
that the work is not earlier than the eleventh century. In 
a.d. 1199 it was made use of by a Jain Purnabhadra, in 
producing a new version,2 the so-called textus ornatior. 
He takes Book V largely from the textus simplicior, and 
allows himself to be influenced by it throughout. But he 
knew' also a version of the Tanirakhyayika, whence he 
adopted the correct order of stories in Book III. His 
language is marked by occasional Prakritisms and influences 
of his vernacular, Gujarati, are discernible. His version 
and that of the textus simplicior have greatly influenced the 
many mixed versions in Sanskrit and in vernaculars which 
are known in India.

To the Western world the Paiicalantra was introduced 
by the enterprise of the physician Barzoe,a or Barzuyeh, 
who under the patronage of Chosrau Anosharwan (a.d. 
591-79) translated, under the title Karateka and Dmnanaka, 
a version of the Pancatantra into Pahlavi. The text used 
must have closely represented the same original as the 
Tanirakhyayika, when allowance is made for the obvious 
demerits of the translator, who found the difficult passages, 
and specially the veises, beyond his capacity. This version 
is lost, but is known to us from two primary sources, a 
translation into Old Syriac made in a.d. 570 by one Bud, 
preserved in a single manuscript, and an Arabic rendering, 
made about a.d. 75u, by Abdallah ibn al Muqaffa1 undet 
the style k'alitah ma Dimnah. Prom this rendering are

‘ Not Kndratn., as sti tori by Ilortel, Das f \ i t ir a ta n /ra , p . 72, mid 
rf,]>enlo<ily Inter. Rudra is cited by Henmcandra (Hari Chand, 
K alidasa , p. U?).

31 id .  H arvard  ( 't  rental Series, xii (1912).
- ! Jt.ubf 1.a> rcceiUiy Won rar.i on erurtcnco of I-hirzfie, but it ir 

' lc; rthat ila-re v as a  I ’abiavi version an 1 ’hat alone lr» of importance
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^ '''^ 'S em ed  the other versions of the West and East. In 3251 
an Old Spauish rendering was made, and considerably before 
that date (c. a .d . 1100) a rendering in Hebrew by Rabbi 
Joel. This was turned into Latin by John of Capua, a Jew 
convert to Christianity, between 1263 and 1278, and this 
was printed in 1480, under the title of Directorium vitce 
hi,mafia-. From it came the German rendering. Das bach 
t/er bysfiel der alien wysen, by Anthomus von Pforr, which 
was printed in that or the following year and became very 
popular. From the Latin also was taken the Italian 
version of A. F. Doni, printed in two parts at Venice m 
1552 ; the first of these was rendered by Sir Thomas North, 
and printed at London in 1570. The most important use 
made of these fables was that of La Fontaine, whose second 
edition (1678) of the Fables is largely based as regards the 
new matter added (vii-xi) on the fables of Pilpay, which is 
usually held to the corrupted form through the Arabic 
of Vidyapati, a complimentary style not originally a 
proper name. Direct from the Arabic came als>. the Greek 
version of about 1080, the later Syriac of the tenth or 
eleventh century, and the Persian of Nasrallah in the twelith 
century, whence comes the much better known Anwari 
Suhaili, dated 1494.
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XI

LYRIC AND GNOMIC VERSE

K a l i d a s a ’s  work evoked many lyrics, but nothing ever 
emerged to rival successfully the M e g h a d u ta . Tradition of 
no value, that of the nine gems of Vikramaditya’s Court, 
would make contemporary with him the author o f the 
G h a fa k a r p a r a  potsherd, which bears its author’s name, 
aucl is marked by the use of Yamakas, of which it boasts.

is p ro b ab le  th a t i t  ow es its  fam e and p rese rv a tio n  n o t to  
its  sm a ll in trin sic  m erit, b u t to  th e  fa c t th a t its  au th o r  w as 

p. p ioneer in the u se le ss  a r t  o f co n stru c tin g  a  poem  w ith  
fchcse rep e titio n s  o f sounds . T o  K alidasa  h im se lf is a ttri-  
.m teo the S r f ig a r a t i la k a ,* w hich in  tw en ty  th re e  s tanzas, 
one m o re  th an  th e  C h a ta k a rp a r a ,  w o rks o u t effectively  
so m e  quam t ana log ies of love. A  m aiden is a  h u n te r, h e r 
b ow  th e  b o w  h e  b ends, h e r g lances h is arrow s, and  the 
lc n it th e  d e e r lie sla;-s. A  m aiden  again  has a h e a r t of 

stone , th o u g h  h e r  fea tu res  and her lim bs a re  ten d er as 
flow ers. D o u b tle ss  ti e  ascrip tion  is w ith o u t value, and 
em phatica lly  m ay  th is be  said  of th e  w retched  taste , w hich 
a t tn b u te s  to  h im  so  artificial and w orth less a poem  as th e  
{' aksascikavya , w hose  one m erit is th a t i t  g ives com inenla- 
o rs  an o p p o rtu n ity  of show ing  the ir e rud ition .

P ro b ab ly  co n tem poraneous w ith , o r a  little  e a rlie r than , 
K alidasa  w ere th o se  p oe ts  w hose w ork w en t to  co n stitu te  

ie collection of som e 700 stan zas passing  u nder th e  nam e • 
of if ala o r SatnvShana, w ho is know n to ID  pa  in the 
f la r f a c a r i ta .  W ritten  in artificial and carefu lly  stud ied  I

I ns genuine by Hillebrjtvlt, K aliduui, p. 1.S6. u . 8]
. Weber, Leipzig, 1881; ail, KSvyamAlA, No. 21. A 

, ‘ •'utli'iiogy wthe l-a/H taega  oi Jav.u nll.-ihha, fx-n.re a.d . 1.100 • I.
1"‘ ^ r, b eb tr  das ( nuulnggj-m  (1913); it is lx ig u l.in tlie  Hitd. I.id.



the Maharastri Prakrit, and metre, they show,
nonetheless, a measure of naturalness which *  d^btiess 
the reflex of the matter of fact spirit of the Maiatfm 
people. Among much that is sensual or licentious, trivial 
or hackneyed, we find many effective expressions of the 
sentiment of love:

Chort 'a v  they are the nights in su m m er; but, ah ! they are long 
for me a r from my beloved. For half the year the days grow longer 
for S e  Other half the nights. How different the year of s e p a r a t e  ! 
Then the days and the nights grow equally long.

The true accent of the tenderness of a loving maiden is 
revealed in :

Well do I know that he has wronged me, tluxt his word is false. 
Yet, when ho begs my pardon, it is I who feel at fault.

Sly humour is not wanting. Y a Soda. may say that k'rsna 
is but a child, but the maidens of the village smile involun
tarily as they look at the alleged infant. Pretty is the 
picture of the angry and offended wife at whose feet the 
false husband falls in penitence. I lie pathetic effect is 
ruined by their little boY, who seizes the opportune 
climb on papa’s back so that the justly incensed matron can 
only laugh. The thirsty traveller feasts his eyes on the 
maiden who draws water for him. and, to prolong the least, 
lets the water escape through his fingers, while she, with 
equal desire, lessens the stream of water which she directs 
into his hands. The beauty of the garland-makers arms, 
as she plys her trade, attracts the lover who has no intention 
of purchasing her wares. The maiden, who guards the 
field of rice, is so fair that she has no rest lrom the P'^sors- 
bv who insist on asking her the way, however well they 
know it. The moon is u white flamingo sailing m silver 

' uty upon the pure lake of the heaven at night, and the 
star- that glitter are the lotuses of the lake. Though my 
mre go to the furthest hound,' a lover says, yet dost thou 
stand before m e; the heaven and the beauty of the stars 
are a picture of thee.’ Here and there a more dubious note 

struck: ’The night is very dark; my husband is liom 
home; the house is empty; r ■>>’ ^ome to guard me from 
rohiiera.’
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interesting a collection naturally found at last an 
imitator in Sanskrit. One of the Court poets of Laksmana- 
sena of Bengal in the latter part of the twelfth century,

. Govardhana, owes to it the inspiration for his Aryasapta- 
iiall1 in which he essays the difficult task of composing 
himself, in lieu of merely collecting, seven hundred stanzas, 
prevailingly erotic, without inner connection, and arranged 
merely by the artificial device of alphabetical order. The work 
tails into sections, named Vrajyas, as in Sadharanadeva’s 
recension of the SapiaSaiaka of Hala and in Jayavallabha’s 
Vajjiilagga ; the first contains seventy-three stanzas begin
ning with the letter a, not in strict alphabetical order, and 
the last has three beginning in kf. The influence of the 
late doctrine, which makes suggestion the vital element in 
poetry, is strongly present; often an erotic sense is in
directly expressed, as in the Anyoktimnktdlala of Sambhu 
(c. A CD. 1100), or the AnyokiiSataka of Vi res vara of un
known date. In poetic value the work is indubitably in-w 
fevior to Hula’s, despite the superior beauty of Sanskrit as 
a language.

In Sanskrit the highest distinction, as the poet who can 
depict the various phases of love, desire and attainment, 
estrangement and reconciliation, joy and sorrow, must be 
awarded to Amaru or Amaruka,1 whose name is as strange 
as bis date is doubtful. He figures as one of the gents of the 
Court of Vikrumaditya, but it is impossible to suppose that 
he was really a contemporary of Kalidasa. We definitely 
know that he dates before Anandavardhana, and that he 
cannot be later, therefore, than about A.n. 800. The 
suggestion that his verses serve the prosaic, if useful, 
purpose of illustrating types of heroines, as in the case of 
Rudra Bhntta’s SfiigarntUaka? may safely be discarded. 
The aim to be attained is the production in the reader of some 
definite phase of emotion, and this is to 1 tchieved by a 
solitary stanza, a task of no small difficulty. It is very pos
sible tint the Saiokii from the first contained work collected,

1 Ski, KCevyaintUi, No. 1. For tfee date at lad , AfU., lb, 145 St., £00 
C'tiintal an tn  O v iV .w  • ii , In d ia n  I h s lo r l t a t  < ' • (/ A A y ,  tii, lS'fi "b 

1 lb 8im<m.AtiimfiS , t-iia in ■seine- A‘a cn: ntu datgtsUUt (1!>83).
■ ltd . IMuohel, Kiel, lHSn.
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written, by the author, but of this clear proof is diffi
cult, and the exact extent of the collection is obscured by 
the variations of recension. But the shill of the poet or 
poets is indubitable; thus of the newly-wedded wife we 
have a graceful and lively picture :

When her husband touches her garm ent, she bends her head in 
shyness ; when he seeks a  long embrace, unnoticed she moves away 
her lim bs; when her eye falls on her langhing friends she cannot 
address them ; a t the first jest her heart is overwhelmed with bashful
ness.

At the first wrong done her by her husband the young wife cannot, 
without her friend’s aid. think of a  witty rebuke to address to him, nor 
show her emotion by the movement of her limbs ; wildly her eye-; roll, 
while her clear tears pour down her pure cheeks and her waving hair 
is tossed in confusion as she weeps.

Seeing their chamber emptv, the young wife slowly rose from ner 
couch, and ga.ted long on the face of her husband who feigned sleep ; 
then fearlessly '-he kt-acd him until she saw him thrilled by her touch, 
wheD she bent her head in shame, only to be given a loug and loving 
kiss as he laughed at her distress.

• Why did 1 not, in my folly, cling to the neck of my heart s be
loved ? Whv wlieu be k sed me, did I move away ray f e v  f W hy  
did I not grtee upon him ? Why did 1 not speak to lnm - > 1 1ms
speaks in rod i*o^ldnQK when a uew-icade bride, Ine te-ncer
lady, who now know® the savour of the love that rages within her.

'W h y  so tilin thy Urnhs 1 Why dost thou tremble? And .why, 
beloved, so pole thv check ? ’ When the lord of her life thus questions 
her, the slender lady replies, ‘ It is but rav nature ,’ .as she moves away 
and lets full elsewhere, with a .sigh, the burden of bare  which weigh 
down her eyelashes.

Most graceful and true to life is the picture of the angry 
maiden who yet loves dearly :

' T h o u g h  mv h e a r t  b u rs t a n d  Love a t  h is  p le a su re  emaciate mv , 
frame, v e t, niv d e a r  friend, 1 w ill have oo m o re  of my fickle lover.’ 
tin ■ hotly  in h e r h ig h  a n g e r  sp  Hie g n m ilt- . r e d  < t. , I" 1 u nx iou  tly 4 
did  -he  g a ze  on th e  p a th  hy  w hich  h e r beloved w ould  com e.

The picture of love normally treats it a;; fulfilled, or 
assured of fulfilment; it is seldom that a note of despair 
in struck, though warnings against cut t ying angc. or 
hauteur too far are given, ami even the final leas of love 
is faced :

Why, angry one, dost cry and ever brush away wi'h thv linRcr- 
itp (he Hood of thy tears-' Thou wilt weep more bitterly still, (or 
th> beloved will ear. tm more m seethe thee tv.-a led of flat pride that 
hall-. k.hu-c.1 ;->o lugh at the ,jdd>ng of treacherous friend;

a

' G0|̂ \
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bond of love is broken, departed the honour of his affec- 
'  ! 'Hon, lost his friendship, and my loved one goetli before me as a 

s tranger; when I see this and think of the days that are over, I 
know not, dear friend, why my heart doth not break in a  hundred 
pieces.

Normally, however, there is no more than the grief 
oi temporary parting; the Indian poet does not describe 
the bitterness of love lost on one who does not return 
it, or on one whom fate takes irrevocably away. But 

v .he excels in pictures of the sorrows of temporary separa
tion of husband and wife, when the former as often must 
go on journey. Sometimes the tears of the wife forbid 
departure at all, but if he must go, then her feelings 
are forcibly described:

The wife of the traveller gazes on the way by which her husband 
must come, so far as the eye can reach, until, as night falls, 
and darkness comes on, confusing the paths, discouraged and sorrow
ful, she takes one step to return to her home, but swiftly turns 
again her head to gaze, lest even at that very moment he may 
tim e come back.

. Wider in their range and even more famous are the 
» three Sa takas, which treat of love (frtrgara), of resignation 

(vairagya), and of conduct or policy initi). There is 
no adequate ground to doubt that the centuries were 
collected by the author of the Vdkyapadiya, whose death 
took place, according to the Chinese pilgrim, I-Tsing, 
about a .ti, 650, and , whot.e Buddhist associations are 
attested independently by Indian evidence.’ The Vakya- 
ftadiya* contains a good deal that is interesting on the 

. philosophy of speech, and there is nothing in it in
consistent with the taste thnt would gather the centuries 
or compose part of the verses. Bhartrhari, I-Tsing tells 
tts, was one of those who took and broke lightly, as the lax 
rules of Buddhism permit, monastic vows, wavering no less 
than se\ en limes between the comparative charms of the 
monastery and the world, though this may be uo more 
than an early legend, based on the striking contrast of his

■ K i'L .ik , J.J!  A s i .S  r i l l -49 1 he s  j  a rc  cd . B fn .ibav
J'HjS ; H. II. Wortham, London, 1 Wifi

* E A  i ,m o re i ,  1864 1907.

' Gô X
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^century of love and his century of resignation. The love 
stan/.as contain much that is affecting and beautiful, includ
ing the image of the love god as a fisher who casts women 
as his bait on the ocean of the world, catches men attracted 
by the lure of red lips, and bakes them on the fire of love.
Or the god is conceived as the robber who dwells in the 
dread forest of women’s beauty, in which the unwary is 
forbidden to set foot. Love is all-conquering, subduing 
even the learned who affect to scorn his sway ; the world 
is dark without the light of the eyes of the beloved. Hut 
again, love is for youth ; in old age wisdom rejects it and 
turns to resignation. This sentiment is expressed with 
force and beauty in many forms ; pleasure is vain, nothing 
is real, self-sacrifice alone counts:

The things of reuse will leave us early or late, however long they 
may remain with us, and, since we must part from them, why not let 
them go with good-will ? When it is thee- that live in, they leave 
unspeakable sorrow behind ; but, when we lay them a tide, we gain 
internal peace and bliss ineffuble.

Those that brought us up are long departed ; those that grew old 
along with us arc no more than a memory. We that rem un are 
threatened at every moment by the same fate, laoken line the trues on 
a  sandbank.

To man is allotted a span of a  hundred years ; half of that pusso" 
in sleep : of the other half one half is spent In childhood and old age ; 
tire rest is passed in service with illness, separation, and pain as com
panions. How can mortals find joy in life that is like the bubbles ou ,

^ the waves of the sea ?
The same sentiments are re-echoed in the powerful 

Mohamudgani, attributed, with many other hymns of no 
mean merit, to Sankara, though doubtless without warrant, 
and in the SantiMak.t of the poet Silhapa:1 the latter is 
doubtless inferior in poetic lrower to Bhnrtrhan, his tone is 
mure sombre, but he shows also deeper feeling than Ills 

•predecessor, and his Buddhist inspiration is more pro
nounced :

A low fellow insul's m e; I shut myself up in the refug. of my 
patience, and happineie is mine for the moment. Hut now ■•■•..rrow

* Ed. K. Schdufeld, Leipzig, ldlh : cf. Keith, J .R .A  S„  19*1, pn.
757 IT f hat Hilli.'.ua is ti : author may safely be negatived on ground-, 
of style. The author i, a Vai;m:ivti, and this fact explains ■ mi- • f lua 
Viunuii'-n- from  H lia rttb  iri.
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istead a t the thought that I have caused that poor wretch to 
commit so g rave  a  sin.

N othing here below, nothing elsew here; wherever I go, nothing 
ou every s id e ; understood arigh t the whole universe is n o th in g ; 
outside the self-consciousness of the individual there is nothing a t all.

Perhaps older contemporaries of Bhartrhari were Mayiira, 
father-in-law of Bana and author of a S u ry a sa /a A -a ,1 a 
hundred stanzas in praise of the sun, which is a work of no 
inconsiderable merit, and Matanga Divakara, of whom 
some stanzas are preserved. Of purely erotic type is the 
C a u r a p a h c a S ika , which is almost certainly" by Bilhana, 
author of the V ik r a m a n k a d e v a c a r i ta .  There is, of course, 
no truth in the picturesque tradition which alleges that the 
poet contracted a secret union with a king's daughter, was 
captured and condemned to die, but won the heart of the 
sovereign by the touching verses, uttered as he was led to 
execution, in which he recalls the joys of the love that had 
been. It is highly probable that there is no personal 
experience at all in the lines, whose warmth of feeling 
undoubtedly degenerates into licence.

Of infinitely greater importance is the GUagovitida3 of 
Jayndevn, one of the Court poets of Laksmanasena of 
Bengal (r. A . n .  1180-1200), a contemporary of Goyavdhana,
Dhoyi Srutadhara Kaviraja,4 Sarana, and Umapatidhara, 
who with him make up the five jewels in whose possession 
the Court of his patron vied with the nine of Vikramaditya, 
though with better historical warrant. The piece has 
been called a lyric drama, but, though it is doubtless 
based on the popular I<r?na festival celebrated in the 
\  atras of Bengal," it has no dramatic qualities proper; the

! l>1. anil trs., (i. P. Qua' i .-nbos, New York, 1917, along with 
B una’:; C<ind't sataka , i praise? of Durey-

* Huhkr, K aU nlr R tfio rt, p, f. It Is known to Hlmiab 
SrUgaraprultaia, which muet be almost contemporary, If the text isout interpolated.

I‘.cl. Bombay, 1 HQf>, Pi sc Ik* 1, Die Hofd:cfiler des Lak$fn:r>iasena. 
pp- V? ft ; in, Arnold, Ind ian  Poetry (London, 1890), but muab mom 
effectively i iv Kiickert, A bhandlun t;cu fu r  die h'u.nd.. a n  Morevn- 
lundes, i.

* Hi- "ditto is i 1 . Chiii'abam n Chainuvartl, Calcutta, l!>2(3.
* Cf. Km h, SciH' ji  ' '  U rnm o . p. 40.
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songs, which are its essence, are not intended to be taken as 
statement and answer. It is idle to seek for the divisions 
of action appropriate to the true drama; instead the poet 
divides his work into twelve cantos, and twenty-four 
sections, composed in varied metres to be sung in sets of 
eight stanzas to different tunes. The songs are placed in 
the mouths of Kr$na, his beloved Radha, and a friend of 
the latter; they are introduced by verses setting out the 
situation which gives them birth, and they are followed by 
prayers addressed to Kr?na. This is something very 
different worn the popular Yatra ; it is the creation oi great 
poetic talent, which well deserves the honour paid to it by 
the use of the poem at festivals in honour of Krsna, where 
the parts are sung to music. It has been suggested that 
the presence of end and middle rime, as well as ilia 
Yamakas common to Sanskrit poetry, is a proof of origina
tion from an Apablnamsa version, but it would be wrong to 
imagine that the poem had any popular model. It is instead 
a most elaborate and in its way perfect work of art, and it 
owes this result largely7 to the remarkable beauty of the, 
Sanskrit language, with which Apabhramsa cannot compare.; 
Jayadeva is a master of form and diction, and above all he 
is not merely of remarkable skill in metre, but he is able to 
blend sound to emotion in a manner that renders any 
effort to represent his work in translation utterly inadequate,)

The theme is simple and populnr; the estrangement of 
Kr§na from Ilia well beloved Radha, while he sports 
merrily with >ther maidens in tin-dance; Radha’s longing __ 
for him; his gradual return to her; and finally the joy**- 
of tlieir reunion. Every emotion of Indian Jove is touch
ed upon longing, jcalm, -y, hope, disappointment, anger, 
reconciliation and fruition; the beauty of nature is 
blended with human love; .Tnyndcva sings of the spring 
moonlight which pierces the shadows of the groves, of 
incense-bearing winds, and of the song of the birds in 
praise of the omnipotence of the jp ,1 of love ; he depict^ 
tbe perfection of Indian beauty and transforms into poetry 
all the art.- of love which the Kdma&isha lays down. ,
Thei e is nothing, wo must admit, of the divine in KfMia save 
an o ccasio n a l ojminder turd he is the almighty one who
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removes the sorrows of the world, and it is an idle fancy which 
sees in the sports of the god with the maidens the entry of the 
soul into the confusion and incoherence of the manifold, 
whence he emerges to the love of Radha, the bliss of 
the absolute unity. To Jayadeva the myth of Krsna is a 
living reality, accepted by the popular belief, perhaps by 
himself also, and the love of the god for Radha and his 
temporary infidelity is but the reflex of the love of man.
If the love of Krsna and Radha in the popular legend has 
a deeper meaning, it equally has it for Jayadeva, but in no 
higher degree ; in Kalidasa and in Jayadeva alike, the first 
great classical Bruhmanical writer and the last poet of 
high accomplishment, we have no effort to present the 
deeper issues of life and being to our gaze.

t Jayadeva’s style is worthy of high praise; now in a 
rapid flow of short words, now in the more measured 
movement of long and skilfully constructed compounds, 
the poem brings home in a series of brilliant pictures the 
emotions it seeks at once to describe, and to arouse as 
sentiments in the hearts of its readers or hearers.; Of 
striking effect is the use of the refrain in the songs, which 
thus are knit together into effective wholes, in place of 
falling apart into a series of distinct thoughts : ‘

Soft!-, sounds hi;, flute, m oved by his b rea th , and sends thee loving 
g re e tin g ; g ladly  would be praise the  dust, borne by the wind, th a t 
touches thv body. In the cool stream , am idst the  forest glade, 
crow ned w ith woodland flowers he dwells.

W hen a bird m oves o r a  leaf rustics, he deem s he hears tl.y c. m ing, 
m akes ready thy couch, and w ith tim id eye w atches the pa th  for 
thine advent. In the cool stream , a m idst the forest glade, crow ned 
w ith w oodland flowers ho dwells.

Radha, however, cannot seek Kr§pa out in his abode; 
her strength fails, and her friend must gu to urge the lover 
to seek her in her leafy bower:

Wta* sizes she sees but thee, w ith the honey on thy lipe.
<> i la ri, O ‘ avi«mr ; R:i ~ t . tin .-, in her '. iwcr.

bhe raises herself to  seek thee, but .sinks b ad . again , n few step** 
taken . O  H url, O savin. iu lM  bower.

Flower*, and lu a .'06 she w a v e s  into chains ; 1 ag ing  f  *r thee, fine 
live;, but «>n the m em ory of thee. O H ari, O saviour R.Idliu. lies there 
in hei bower

* Why rpecd*-' n«»t Tlnri to the triiu't. we appointed ? ’ ever sl»c ir us
her triend. O H m i, O saviour ; Rad hit lies then- in her leaver.

K  CLASSICAL SANSKRIT LITERATURE ' S I



p

?n she grasps and kisses the shadow, cloud-shaped, deem ing it 
>tne to her. O H ari, O saviour ; R adha lies there in her bower.

The end is attainment of the satisfaction of passionate 
love, akin to that ardour in which the Tantras see the 

Consummation of the effort to unite oneself with the divine, 
but clothed here in the beauties of Sanskrit poetry :

Press close to my breast in warm embrace the cup of thy bosom 
through which sweeps the torrent of thy passion ; still thus the fire of 
thy heart. Just for a  moment come to him that seeks thee, come to 
the god, O R adha. .

Let me drink the nectar of thy lips ; awake me from death nnto 
life, thy slave whom the sorrows of separation have pierced with 
flames of remorse. Just for a  moment come to him  that seeks thee, 
come to the god, O Radha.

Jayadeva praises himself for his elegance of composition, 
>and for the sentiment expressed by, as well as the beauty 
and music of, his diction, and for once the praise lu: 
arrogates is fully due. The numerous commentaries and 
imitations attest his deserved fame; without knowing 
more of his models we cannot be assured what measure of 
originality to ascribe to him in his choice of form, but we 
may justly suspect that he practically created the genre.\ 
Almost all else that we have of him is a tiny Hindi eulogy 
of Hari Govind, which is preserved in the Adi Granth of 
the Sikhs.

The gnomic spirit flows over into the Sanskrit lyric, but , 
it finds also its expression in many other aspects ul'r 
Sanskrit literature; sue! stanzas appear already in the 
Vedic literature, ns in the st ,y of Sunnhsena in the 

» Aitanya Bra 'ir.a/ia, where they rvo quoted in the midst 
of prose as normal later; they abound in the law-books 
and, of course, in the epic, the repository of all Brahma- 
nical lore, and the beast fable is full of these saws 
which sound quaintly in the mouth of the tigers, apes,
\ cnerable birds, and even treacherous cats and foolish asses.
An early collection, which exists in many different forms, 
is the Cdnakya A’u'siistra. maxims passed off as the out
pourings of heart of the great minister of Candroguptn, to 1

1 x'i O. K t.: I'.r, . mmen im U y h tr  L*6eHsklngh<it (t<-i|i<ig
10*17)
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whom also has been attributed, doubtless with equal 
inexactitude, the A rth a fa s lra , to the sad confusion of Indian 
literary and philosophical chronology. The verses are rather 

"* tediously flat, like all proverbial philosophy from Semonides 
to Martin Tupper; one isolated and rare verse would be 
interesting, if we could believe that it was aimed at Greeks, 
and not, as most probable, the Muhammadans; its faulty 
construction is against an early date. ‘ The thousands of 
Candfdas and the sages who see the truth are agreed re
garding the Yavana alone; there is none lower than the 
Yavann.’ ,

Much higher is the value of the N itiS a la k a  of Bbartrhari, 
though here again a gentlemanly good sense and prudence, 
slightly reminiscent of Horace, are the chief characteristics 
of the saws invented or collected by the amiable if incon
stant author:

It is ensy to satisfy one who is ignorant, even easier to satisfy a 
connoisseur ; but not the creator himself can please the man who has 
just a  morsel of knowledge.

To hell with caste, and even lower still let all the virtues go ; let con
duct fall from the mountain top, let high birth be burned with the tire ; 
heroism is an enemy, let the thunderbolt smite it down. But let 
w u lth  bo ourn, wealth without which all these things are but oa a 
blade of grass.

Those are noble creatures who forget them-elves to think of others ; 
the commonalty do good only in so far as is possible without loss to 
se lf; those are demons who do injury that they may reap profit there
from ; but what can we call those who do evil without any motive ?

Apply what test you will to a man of courage, his constancy will 
never be false to itself. Turn over the fire ; nonetheless the fiarne will 
mount upwards.

There is much good souse in the & am bhallm atax of  ̂
Damodaragupta, who lived under Jayapida of Kashmir 
(a.L). 779-81'*), though the work itself, a manual for 
courtesans, is largely of questionable content and value. 
Nevertheless we learn:

Thof.c who do uot know the dress, manners, and languu of other 
countries uud do not pay their respects to learned men are oxen 
without In. riis.

Tl.u! rv n  '.ling to brice women is the fruit of ai .icnl deeds of evil, 
but v'.uifi nf noble family are the source if  happiiK s tor mortals, 
tru# cmnpuniniiH in joy and sorrow. 1

1 Or Kuifant maia . <*o Kdvyam&ld, iii, 32 ff.
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tie e leven th  cen tu ry  w e h ave  s im ila r ty p es  o f c o m 
position  in th e  S a tn a y a tn d lr k d , C d ru ca ryd  and K a ld v i/d sa  
o f th e  po ly m ath  K sem endra , w hose  ab ility  is m u ch  m o re -  
effectively  d isp layed  th u s  than  in h is m ore  am b itio u s  e ffo rts  
a t  condensing  th e  ep ics o r even  th e  B fh a tk a th a .

Of far greater importance, however, are treatises giving 
series of extracts, arranged more or less effectively under 
subject headings.1 One of these, certainly, by reason of 
the pakeography of the manuscript, not later than a .d . 4200, 
is the Kavlndravacanasamuccaya. ; a second, of a .d . 1205,■ 
the S a d iik lik a it ia v iy ta  of Sridharadasa, sou of \atudasa, 
a third, of the fourteenth century, the Sarngadharor
fia d d h a ti3 of iSarhgadliara ; and a fourth, the Snbhusitavcu i 
(fifteenth century) of Vallabhadeva, contains selections from 
about 350 poets, as against 264 in the S d rh g a d h u ra p a d J h a ti  
and 446 in the S a d u k tik a r n a m r ta , which draws especially 
on works from Bengal. The nmnbet of anthologies known 
is very great, showing the popularity of these excerpts. 
The value of the attributions of staraas is probably not 
very h igh ; there are constant variations from anthology 
to anthology, and in many cases we can prove errors from 
the texts we have. The vagueness and inaccuracy arc 
only what must be expected, when it is remembered how 
difficult it must have been effectively to assign verses to . 
their original authors and how easily tradition was corrupted 
in the handing down of the original authorities.

The verses thus preserved are often of high ment, 
revealing to ns also the work of authors otherwise but. 
names : to them must be added the citation of many other 
verses in the works on poetics, whose authors in some cases, 
as with Bhiimaba and Udbha{a, invent their own examples, 
in others, as in the Sdrasviittkantk& bharaua. and .S/ /tf/ara- 
fira ka ia  of Dhoja mid Ksemendra’s K , :iknn(hdbharavn  
•and A uriiyavic itracarcd , cite other authors. To Ragin' , ' a 1

1 For a liit see Th> tins. Kavtndravao\nas<t>nua wtv pp l«> >1 
> F„r the flute see Ind ian  N isio rien l Qua>M y ,  iii, iss f  it.

Ribl. h id ., 1912 It. „  ...•’ Bd. Ihmbay Sanskrit Sn ies . N... 9/
‘ l .d. Bombay S a n skrit S .r i ts ,  No. .11. .

see 1’dem on, SnbbSfildvah, pp. 54-58; J  A’.. I S  . f JWU, pp. 
311-36: Bhuuilnrkar, J.B .A’.sd.S., *vl, 344.



Poet whose grammatical lapses forbid identification with 
the sage who enunciated the rules of Sanskrit grammar, 
are attributed some pretty verses:

So close hath the moon, flushed with passion, embraced the face 
of night, her rolling stars, that in her love she hath not noted that her 
mantle of darkness hath slipped down to her feet.

He whose glory none may scorn hath reached his setting, as if to 
proclaim to the man who hath put fa r from him the fear of death,
* All that hath arisen must pass away, even as I now.’

To this Panini we learn were attributed the Patalavijaya 
and the Jo.nibavativija.ya, and from the verses preserved 
he n u s i  have been no mean poet.

Many notes are struck in these great storehouses, among 
whose contents are to be found some of the finest lines ot 

’ Sanskrit literature; a few must suffice to indicate the varied 
style and manner of this miniature painting of the poets:

Whenever a  man rises he should ask himself v- hat good he shall do 
this day, for the sun must soon be gone, bearing with it a part of his 
life.

Poets nlone, and not the common herd, are moved by the sweet 
notes of poetry ; it is the sea that the rays of  the moon stir to motion, 
not the water in wells.

O well beloved, rememticr me.—N o ; I will not remember thee.—
But remembrance is the duty of the heart.—But 1 have no heart left 
for thou hast stolen it from me.

Though I have not long served thee, thou wilt not assuredly, O 
Lord, refuse to cave m> . Loth not the ambrosia even at the first 
draught grant deliverance from old age and death !

• When i  see thee not I long for the sight of thee : when I see thee,
1 feat the separation that must com e; neither by seeing thee nor by 
seeing thee not, can happiness lie mine.

Blow, ( i wind from where n v  love dwollelh ; having touched her, 
touch me also. This Is much for u lover ; through this eao he endure 
to live.

O foe of Mndhu, I have not thought of tl.ee, 1 have not praised 
thee, 1 have ta t gh.iified thee, nor h a r e  I held discourse of tlu-e : uay, 
not even  a blade of g ia  have I offered 1 1 1  faith to tilt ; yet do thou 
have pity on n r . I hat have come to thee for thy protection.

. The suggestiveucsK beloved of the theorists is expressed 
Bumirably in the simple stanzu, which Indicates that the 
departure of her lover means death to the maiden:

f.o  ii thou must. In. ve il; happy ho thy journey, mid may 1 h<
• xml uguiu there whither thou hast gouc.
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^<SLip^An elaborate and not very intelligible jcu d esprit of this 
sort is the VakroktipahcdSika of the Kashmirian Ratnakara, 
author of the Haravijaya, in which Siva and Parvati 
exchange subtle speeches, in the same manner as in the 
curious opening stanza of the Mudrarakfasa of Visakha- 
datta.

The religious lyric1 lias its reflex in the anthologies, and is 
largely represented by poems, mainly short, of normally un
certain date and authorship, of which thousands are known to 
exist, and many have been published in such collections as 
the I] r hats tot raral naktira. The Mahimnahstava of Puspa- 
danta is moderately early if its author is identical with the 
Puspadanta cited in Jayanta’s Nyayataaiijari; a hymn to 
Siva, it has won the dubious honour of being treated as if 
it could serve at the same time as a praise of Yisnu. Some 
of the poems fathered on Sankara arc of distinct merit and 
display true religious fervour, and among these anonymous 
lvrios are to be found many felicitous and beautiful thoughts 
a n d  expressions; metre and rime not rarely combine to 
produce artistic and attractive blending of sound and sense. )
In a tiny octad on a 1-ee there comes as conclusion a 
brilliant Illustration of the vanity of hope and endeavbur in 
face of destiny:

The night will pass, the sun will rise, the lotuses will laugh ; while 
thus the bee dream ed in the calyx, the lotus flower, alas, was crushed 
by an elephant.

There is, indeed, no end to the richness of Sanskrit iitcrci*\ 
ture in stanzas which express with cffcc'iv* brevity tl.v I
facts of human life and illuminate thorn by carefully eho. cn
s im iles;  the Hitapndet* is no more than a schoolbook, 
hut its author has had the taste to adapt from the great 
epic two stanzas, each in its way a perfect expression of a 
pregnant idea:

r.ven as log and log meet for u moment on the m ighty ocean, mid 
me- ling part again, so are the unions of mortal';.

Ar the streams of the rivers go on, nor ever return, so day and 
night bear ever away the life of mortals.

’ See Slvaprauud B lattacharyya M i n n  H is to r ic a l  j jn a r tt  r l y ,  I,
:no-(iu.



" r
this note it is fitting to end, for it is characteristic of 

Sanskrit poetry. Life we are permitted to enjoy, we may 
drink deep of the pleasures of love, but we must not seek 
to fight against the overmastering power of fate. Had, 
indeed, fate been outside of us, had it been an alien power, 
the Indian might have seen that man’s duty permitted him 
to defy it in pursuit of his own ideals, but fate is nothing 
else than the destiny which has been decreed for one by 
the deeds of past lives through time without beginning.
To strive against destiny is thus meaningless, and Sanskrit 
poetry loses thus the possibility of the beauty which is 
implicit in the tragedy of the struggle of man’s spirit 
against powers, which avail to destroy him but not to 

' deprive him of his constancy. As the Indian drama knows 
no true tragedy, so Indian poetry lacks any such motive, 
and it lacks also the charm which may be won from a 
poet’s endeavour to interpret nature and human life in the 
light which appears only to the eyes of the visionary.
The possibility of the noblest poetry was thus forbidden, 
but we may justly recognise that there remained open a 
field in which much could be accomplished of universal 
appeal and abiding worth, and that in its richness and < 
beauty of form and sound Sanskrit presented a medium j 
worthy of the highest flights to which any poet could soar.

■ G°^x
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THEORIES OF POETRY

On the history of the theory of poetics we have, as 
usual in all matters historical in India, po accurate 
information. A very late source names Kasyapa and 
Vararuci among the pioneers of the study , Ivasyapa is 
a mere name, but, as we have seen, Vararuci is credited 
with a Kavya in the Mahabhl,-ya and many verses are 
extant in the anthologies under that name, but hardly 
applicable, we may suspect, to this work.' We are thus 
without any knowledge of the beginnings of the doctrine ; 
the oldest text which deals with the question, the Qhnraiiya 
rVaho/ustra'isoi uncertain date, but probably somewhat 
anterior to bhasa and Kalidasa, and1 the text shows many 
signs of confusion, reduplication, and ffli t rpola ion. Further 

,s not concerned with a general theory of poetics, but 
‘\vith the drama. Thanks, however, to this connection, it 
contains a vital element, which, though neglected toi a tunc, 
was to come forward decisively later: the doctnne of 
■ Pntiment.’ In essence the principle distinguishes between 
the emotions nscritKxt to the hero and other characters m
the play, and the sentiment (tasu) which the seeing of the 
pl t .v  e v o k e s  in the min I of the spectator. ■ I here are e i g h t  
dominant or abiding feelings or emotions ifHay-M.n*), 
love, laughter, sorrow, auger, energy, fern, mpugnamv, 
and astonishment; they arc contrasted -n heir ab.dinn 
character with the transient emotions (ry.,bkiran-oh.n.a) 
which are subordinate to them. The emotion* arc 
excited he fa I. rs (r/.'A >:■„), which later det.m to, dis 
ling nines as object- •>. { ambami), and nmttcis which

■ \i i N, ■ frii't z u r  aUimlisch, •: K a y u lth tr  ; hegii.ui■!,
U  & % > ' • '  ’ H . JacoW . y ..P .,t .G ..  «v 3!W K«Ub. ^
S a n sk r it IT^unui, pp 31*1 H



y;, ,, enflamc (uddlpana), the emotion; * thus in the case of 
love the beloved and the spring fulfil these two functions. 
They manifest themselves in a large variety of ways 
(anubhdva), a separate class being made of those external 
manifestations of emotion, such as fainting, which immedi
ately present the working of emotion in a sensitive heart 
(suttvika). The sentiment is the condition produced in the 
spectator, and is a single feeling, which is distinguished 
according to the nature of the emotion by which it is 
excited into eight classes, but is essentially one, a fact which, 
of course, entirely differentiates it from an emotion proper. 
Moreover, it is essentially pleasant, while only some emo
tions are of this character. Thus the sentiment of fear is 
a condition of joy ; the emotion is the reverse; the one is 
an ideal condition, the other real. The eight sentiments 
are that of love (frAgdra), the comic {busya), pathos 
(karuna), horror (rai/dra), heroism (l ira), fear (bhayemaka), 
disgust (blbhalsa), and wonder (adbhuta); the sentiment of 
resignation (fanta) is only accepted by later writers, while 
some added friendship, religious devotion, and faith, though 
these were rejected for no better ground than their omission 
from the Ndlyadastra. The sentiment was produced in 
some manner through the emotion by the operation of the 
factors and consequences,) but the delicate point of the 
mode of production was left undetermined by the Nafya- 
Sastra. To sentiment other resources of poetry are 
subordinate in the Nalyadasira, which mentions ten qualities 
(fyitna) of style, ten defects (dofa), and explains and 
illustrates the four figures, metaphor (mpaka), simile 
(ubatnd), the employment of a single predicate for more 
subjects than one and allied usages (dipnka), and alliteration 
or repetition of syllables ( J S I h l '

Out earliest authorities on poetry generally arc Dandin 
and Biiamaha,1 over whose relative priority an unsettled 
controversy is yet in process, The essential fact is that 
both evidently dealt with theories current in their 
time, bit1 that it is imixxwible to prove definitely that

1 His work is e<l K. P. Trivixl!, A pp.VUI to his v l. I P taM pa- 
n ia ra  i a io b h ii^a n a y Ik-mbay,

■ e°iSx
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\  w,- .either borrowed from or attacked the other, since in 
the case of both we may assume that the criticism is 
addressed against some earlier exponent of the view dis
approved. In the case of Bhamaha we know he had a 
prejclssor in Med bavin, and, therefore, it is quite impossible 
to prove that Dandin used Bhamaha; it is very important 
to note that he never alludes to one of the verses actually 
composed by Bhamaha himself to illustrate his rules. On 
the other hand, Bhamaha combats views which Dandin 
has, and there is some external evidence against an early 
date for him. He is, in fact, certainly later than the Nyaya 
philosopher Uddyotakara, and it is impossible to deny that 
he cites the NySsa of Jinendrabuddhi, which may be dated 
about A.p. 700. The earliest person to whom he is 
known is Udbhata, who commented on him under Jayapida 
of Kashmir ( a .d . 779-813). Dandin cannot safely be 
placed so late; the view that he knew the V&kyapujiyax 
of Bhartrhari is unproven, for we have no evidence that 
the doctrine common to both is one invented by Bhartr
hari, and his political references suit better a period when 
the empire of the Guptas had fallen and had not beeu 
replaced by that of Har^a. Dandin therefore may still 
probably rank as the first of poetic writers extant; the 
treatment of figures in the Bhaffi-kavya, which is in many 
regards similar to that of Bhamaha, is of unceitain date, 
and very possibly n t earlier rhnn about a . d . 641.

At any rate,’ the A'a caifc' V  of Dandin shows us a 
very simple stage of development of the conception of 
poetry. The body cl poetry is a word-sequence with 
the sense to be expressed as the determinant, and three 
forms of poetry arc recognised—verse, prose or mixed— , 
as in the drama and the Campti The highest form of 
the verse com position is the Saigabandlv- oy Mnhaknvya ; 
it should begin with a benediction or salutation or slate- * 
ment of th subject matter; its topic should be one 
taken from tradili' n or otherwise real; the end attained 
•hould be one f the four great aims of man—profit,

» ill, 4S (ilJvIrwDS of ac tio n ); Oopcllu, ii, 240.
» |u | i S .  K. HclvnJknr, IV.-no, 1924.
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auty, desire or release; the hero should be clever and 
noble: it should contain as ornaments descriptions of a 
city, the sea, a mountain, the seasons, sunrise, moonrise, 
sport in the garden or the water, drinking scenes, love 
passages, feasts, separation or wedding of lovers, the birth 
of a son, a council, an embassy, a march, a battle, or 
the victory of the hero; it should not be concise, but 
should manifest sentiment and feelings. The cantos should 
not be too long, the metres should be attractive, with 
a change at the close, and the transitions should be neat.
Such a poem, suitably ornamented with figures, may 
last for an age. All these merits are not essential, if the 
result be still pleasing; it is especially satisfactory to 
set out the merits of both the hero and his foe and show 
the hero victorious. The description is admirable as a 
representation of fact.
} Prose poems are divided by custom into two classes, 

Akhyayika and Kathh^but Dandin decisively rejects the 
distinction which rests only on externals, the fact that 
in the former the chapters are styled Ucchvasa, in the 
latter Lamba or Lamblia1 is negligible; tlie_ other distinc
tions are contrary to fact; thus in the Akhyayika not 
only the hero, but another, may narrate, and the distinction 
that the metres Vaktra and Aparavaktra occur in the 
Akhyayika and Arya only in the Katha is incorrect.
There is no essential distinction in subject matter between 
these forms of the prose poem.
( Pour languages may be used in poetry: Sanskrit, 
Prakrit, Apabhrariisa, i.e. the speech of the AbhJras and 4  
others, and a mixture of these; the Sargabandha is in 
Sanskrit, thus ignoring Prakrit Kavyas ; but the Katha can 
be in Sanskrit or in any dialect, while a mixture is used 
in dramas.

There are many types of style, but only two need be _ 
distinguished, the Vaidarbha and the Lauda,(which are 
gene ally opposed.* The first has the ten qualities alluded

‘ J ^ i iv e d  cU'jMk.-. < L ...ah h  ikn in m u H) >:.it r:atha
* V hid ana  accepts P iu u u ia , which 1-. nm rked by g.—v i o ' . • 

iiid .,v.c'.tn< and U\c Sahityiida tpa tia  r.c ka tu , intwrme'llitre 
liuiu. on Vaidui 1)11 u and T ne clciuito a n  .-t n > iutcrwA.
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the NatyaSastra, which are here described as the breath 

of poetry. They are a somewhat confused se t; two of them 
demand perspicuity and clearness {arthavyakti, prasdda) ; 
five refer to sound effects, firm structure (/&•$«), sweetness 
(madhurya), gentleness (sukumaraia), sameness or evenness 
of sounds (samala), and strength (o/'as), defined as multitude 
of compounds in prose as opposed to verse, elevation 
(udaratva) in the sense of the expression of some high 
merit, or the use of poetic phrases such as a bracelet of gold ; 
grace or beauty (kanti), and metaphorical expressions 
(samadki). The last is said to be the whole of poetry.
Natural genius, much study, and constant practice are the 
requisites fur the highest a r t ; but, if the first be absent, 
much may be done by the other two. These topics arc 
followed in Books II and III of the KnvyddarSa by an 
elaborate discussion of the figures of sense and of sound, 
but there is no attempt to define figures beyond assigning 
to them the function of beautifying a poem. The question 
of sentiment seems thus neglected, but this is not wholly 
the case: the quality of sweetness is described as the 
permanence of sentiment in subject and expression, and 
certain figures are said to convey sentiment.

Of historical interest is the treatment of the Gnuda style 
by Danilin, for it marks n definite advance over the Natya- 
iastra; the chief characteristics assigned to it aw the 
use of long compounds even in verse, love ot allitei Rtion, 
readiness to admit harsh effects and intermingling of ditto ont 
classes of sounds, etymologising, bombast, and cxaggeui- 
tion. The doctrine of Dandin is carried out to a m o re  
complete result in Van-tuna,1 who doubtless 'ived under 
Jayanida of Kashmir. Style (rf / i)  becomes the s. rl ot 
poetry, that is, the element which distinguishes h frort 
ouch a lifeless tiling as aplulo .ophical treatise, bty le. again, 
is diction distinguished by the qualities, and »  of th r e e  
kinds: Vaidarbha which 1ms all, Gnudiva which has
strength and beauty, and I’aneala which lias sweetness 
and gentleness. T he qualities tin s am mad the causes

'  His A ■ ■ rfA ta .n b .fa .  with hi'- ••wn co m m  , is e d . K O v y a tm V A ,
No. 15 , 11>. Ind ia n  1 'bought, iW *l!lu lv •
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' 'iv AiSf charm {fobh«) in a poem, a function ascribed by 
Daridia to the figures, and the latter are reduced to the 
function of heightening the qualities. A further change of 
importance is the finding of a new place for the expression 
of sentiment in the qualities ; it is included under the ele
ments of beauty, whereas Dandin found place for it under 
sweetness and the figures Preyas, Rasavat, and Urjasvin. 
Again, Dandin includes as a figure Bhavika, which is the 
poetic expression of any idea without the use of metaphori
cal terms (vakrokii), and Vamana sensibly resolves this 
into the appropriate qualities. These he classifies as 
qualities of sound and sense, and in this he is undoubtedly 
pedantic, as he has to make unconvincing distinctions in 
order to have two sets each of ten qualities. An important 
step towards simplification was made in the doctrine of 
styles by Udbliata, when under the name of Vrtti, manners, 
he distinguished the elegant (ufianagarikei), the ordinary 
(gramya), and the harsh (parufa), the distinctions being 
based on the sound effects only, thus ignoring other forms 
of qualities. Hence we have in Mnmmata1 the adoption of 
a threefold enumeration of qualities based only on sound 
effects as reflecting conditions of consciousness; all the 
oilier seven of Vamnna’s list are reduced to these three— 
sweetness, strength, and clearness. Sweetness arises from 
the use of nasals with the unaspirated mutes correspond
ing (save in the case of the lingual), r  and n with short 
vowels, no compounds or short compounds; strength 
from the use of linguals, compounds of the same letter 
or of a letter and its aspirated form, r compounded, /  
and f, and long compounds; clearness is when the mere 
sound suggests the sense. The qualities of sense arc thus 
ignored.

Bhamaha supplies us with a different conception of the 
essence of poetry, in that he lays stress on the element of

1 Pi bly from bhotfa Niivaka, who mnke sweetness Correspond 
to a r  dtinpj (dn ti), tk.irne«R to an extenaiou (t is/ara) find atroiiirth 
i<> an expansion ( i>1 kdsa)  of  the movement ol con::'ior- 'Three
quulltiiw only are already accepted by Bhi»n..<v< (ii, i-.j) wh - h 

p -> ti riorlty to Uinrtm. ako * in :
A'&vyapra&dfa, pp. 537 ff
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• S „ metaphorical or poetic speech (vakrokti), suggesting that 
Hyperbole (atisayokti) lies at the bottom of all poetic ex
pression. The distinction of quality and figure is obscured 
in him as in Dantlin ; he also lias the figure Bhuvika, which 
is a really striking presentation of an object through the 
exercise of the imagination. We have here the pregnant 
idea of a figure as resting on poetic vision, but the necessity 
of sentiment in a poem is not admitted. Neither Udbhata1 
nor Pratiharenduraja, who commented on him (a .d . 950), 
made any noteworthy advance on him.

i An important, if not entirely new, doctrine, however, was 
expounded about a .d . 820 by the Dhvanikara, whose 120 
Karikas have come down to us with the Aloka of Ananda- 
vardhaua); written perhaps forty years later, and the further 
exposition of the philosopher Abhinavagupia (a .d . 1 0 0 0 ).  
2Fhis doctrine, while not-without rivals, by its adoption bj 
Mammata attained the premier position in Indian poetics ; J 
its o r ig in  in close connection with grammatical studies is 
proved by the singular term Dhvani, tone, used to describe 
it. The grammarians, as opposed to the philosophers in 
general, assumed the existence of an i leal entity, Sphotn, 
which was revealed by the uttering of the sound of a word, 
bringing to the mind the sense of the term.' Similarly, in 
a poem what is expressed brings up something unexpressed, 
and of much greater importance in true poetry, which then 
may be styled Tone. The basis of the doctrine can be 
seen in the doctrine of die meaning of words, which was 
the object both of grammatical and philosophical study. 
The primary meaning of a word was obviously to ooov#y 
a direct sense, but jvtoueljr many terms in ordinary
usage were nietaphorji'fil {/a&fay/i-j), os in the phi a .c, I lie 
tribunal is glad,’ where the people composing it .ie meant , 
or ‘ A herdsmen’s station on the Ganges,’ whk h must dt t><.to

■ Ills ■ nparrnt reference to sentiment (vi 17) in explain.-. Iaw.-w hjr 
Sovaui. nlunda: kar Cam< .. i'ol.. p. 3dl. M. Sanskrit and
1 'V d t 'p ’ V and A tcm ism , p 163. n. 4 ;  la "  si.
2 .// It .r , \I . r wu , i.tebM., /  n.M.t:.. i«vi,. *»> a;.. ai> >rir A
i, h r in  I I ., id ,'.*  pp s s  If. The text k. n t KAiyainiUil, N». »5. It 'll  
N s XT. .,1, mill., a., i. the iiuUiuiehtp hue hew  nttnluml ; cf. A. ,vm 
kill nil, i 'h c t i  Or. ( 'anUrencr, lip. S‘> 0.

' C0[̂ X
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^ 2_LSim the Ganges’ bank. But such terms have no special 
grace for poetry; those appeal only which are chosen by 
the genius of the poet for his purpose (prayojana), and, if 
we investigate why phrases are chosen, as when wine is 
called the milk of the aged, we see that the poet thus intends, 
without actually expressing it, to bring to our minds the 
invaluable qualities of milk. The same power of suggestion 
(vyafojana) is possible in the case of words which, without 
being metaphorical, have double senses, and of whole 
sentences or works. The theory, therefore, holds that the 
power of suggestion or Dhvani is the soul of a poem, and not 
as did Vamana the style. It transferred, it may he said, the 
importance of a poem to the suggested matter or content, 
not to the expressed content, which is regarded as of 
inferior value to the unexpressed. We must draw a 
distinction between aesthetic pleasure and ordinary feeling.
A man feels pleasure in the ordinary sense if one says to 
him, ‘ I shall give you a valuable gift,’ but that is not the 
feeling which is excited by true poetry. That is something 
suixTnormnl (alauki/: <), an icsthetio pleasure (camatkata), 
which we understand, because we actually experience it 
and are conscious of it, but which cannot be explained in 
ruiy Other terms. The pleasure is comparable to the 
appreciation of unity with the absolute attained in medita
tion by the adept; it is something which comes to the man 
of taste (xa/iri/nvp),  and i, a mini linn n o t taste— us a re su lt 
ol misdeeds in u fortiici birth*—-he cannot experience the 
feeling.

What is suggested only, and not expressed, may be 
a thought or subject matter (vastu), or t figure (ala/u 
kura), or normally a s e n t im e n t  (rasa). Tim im p o r ta n c e  
o f i. inlment is now fully appreciated, and tha mode in 
which poetry or a drama affects t)w reader or spectator 
can now be better understood. Tin. appreciation of 
sentiment can n o t, come by a n y  process of inference; it is 
possible oi.lv because a man has in the past lmd . ;|>ci ici.ees, 
e.g. (>f love, which have left residues in the shape of
i m u t i n  In . umil. Whou lit* tumcb limit*r thu
IVflUAOiGfl oi I which excite thrsr r moti.
I licit consequences, expressed in poetry or on Hie stage, )u-
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at regaid them as external, as proper to the hero of 
rk, nor as personal to himself; he appreciates them 

as universal, and he shares in them in this manner, enjoying 
a strange pleasure, even when the emotions of the hero in 
the work are painful. The form given to the conception 
is sometimes obscure and difficult, but the attempt o 
express the essential character of the pleasure of poetry is 
daring and by no means ineffective.
1 A threefold division of poetry is laid down. The fust 
class is that in which the suggested sense is superior to me 
expressed content of the work; the second that m "  1C_> 
while suggestion is present, the expressed content is 
superior to the suggested, and suggestion is thus only a 
secondary element {gunlbhtttavyaiigya) in the poem ; thirdly 
we have ‘ picture (citra)' poems, which have no element ot 
suggestion at all, a concession made obviously to popular 
opinion, which gave the title of poetry to works which 
relied on the expressed meaning only.' The first class was 
variously sub-divided; the suggestion may rest on the 
figurative sense (la^anS) of words, or on the literal s. use, 
and in the iatter case we have a distmction betweeii the 
cases where the effect of suggestion is immediate as m a 
drama or where the procedure which leads up to the
suggestion is discernible. The further subdivisions arc 
unimportant, but it is to be noted that, tn cases where the
s u g g e s t i o n  1 h  i m m e d i a t e  l U l d  i t  f i d l a  B t l O l  l  o t  1 >' ‘  ‘ l "

sense in beauty, we have the figures speech k ilob its  
Rasavat, Preyns, Urjasvin, a n d  so on, and the poc n 
belongs to the second class in which the suggested meaning
is inferior to llic exon ssed. , . .
‘ The relation of the qualities mvl the fignreM 
to be that the qualities support the suggest 
M  is the soul of the poem, whik « .perform a

. thr- hodv of the poem, since they aduin snml.u lunctmn far ***** * is‘clear on this view that
them is* nil* essential distinction hot w en the qn^htoa ami

1 A ln ^ k ira s a r t 'a ^ .V
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r
; qualities are reduced to three—sweetness, strength, 

an? clearness and an effort is made to lay down the 
principles on which compounds should be used. Where 
sentiment is to be suggested, it is necessary to be specially 
caieful in the use of language. It is absurd to use long 
compounds in the drama, and, while such compounds befit 
the Akhyayika, they are out of place there in cases where 
pathos and sorrow in love are to be suggested, and in the 
Katha greater moderation in compounds is appropriate.

An effort to simplify tire theory of Tone is found in 
Abhinavagupta, where the matter suggested is reduced to 
sentiment, alone, to the exclusion of figures or thought; that 
these can be suggested is true, but in the long run they 
rest on the suggestion of sentiment.1 So in Mammata’s 
K&vyapraka.(a2 we find the qualities and the figures related 
to the sentiment only, the first as supporting it, the latter 
as embellishing the sense and sound, which make up the 
body of which sentiment is the soul. But this view, which 
is also accepted by the author of the Sakityadatpana, 
Visvanatha, in the fourteenth century, did not prevail, 
■The great systematiser, Jagannatha, in his Rasagaiigadhara, 
in the seventeenth century, insists that we must admit the 
existence of poetry where a figure or a thought alone is 
*ugge.-ted, and the question of sentiment does not arise; 
puel. have produced works in which the play, for example, 
of children or of apes is described, and in which it is idle to 
seek to find sentiment suggested, except on the same principle 
that any statement of fact may be regarded indirectly as 
producing sentiment. -He falls back, then, on the definition 
of poetry as sound expressive of a delightful subject 
matter./ He also keeps the third class of poetry whe-c 
suggestion i.t absent, and sub-divides it as dependent on 
sense or on sound, making four great divisions in all.

i tic doctrine of Tone, however, by no means secured 
universal assent. About a,t>. 900, HbaR-ft Nayaha" 
developed a different theory in special <; ..uneetiim with the

■ OhvanyiUokalui ana, pp. ,5, 152.
Frequently  *1. A n anJ.U ru im t S iiH skril S t m i ,  Non. 66 and HU •

Ar, urn, HI?:>; t r  Jtm. B e u a ro - . 101H
* Ohi myitlcr ■ Ionl»< r, r> C7 .u’i. p. 8S

' Cô iX
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Vc , diar.ia and the nature of sentiment. He denied tliai.ii 
could either be perceived or produced or revealed, and 
instead insisted that three factors co-operated; the first is 
the expression in words (abhidha), the second the power of 
generalising and making real to others which lies in a poem 
(bhavakatva), and the third the power of the spectator or 
reader to enjoy (bhojakatva). For him the real essence of a 
pcem lies as for the Natyasastia in the sentiment. On the 
other hand, Kuntaka or Kuntala before a . d . 1050 revived the 
doctrine of Bhamaha, which makes the essence of poetry 
depend on the poet’s skill in speech ; the Vakroktijivita 
evidently attained classical rank as the detailed expression 
of this view. Mahfmnn Bhatta, on the other hand, deve
loped, following the doctrine of the earlier Sankuka, the 
principle that inference was sufficient explanation of the 
enjoyment of poetry, a subject which he treated a' length 
in the Vyaktivivcka, l  refuting the views of Kuntaka no less 
than those of the Dhvani school, and being refuted energeti
cally in return by Mammata, whose KtivyaprakaGa was 
written in conjunction with Allata about a .d . 1100, by 
Vidyadharn in his E k ew a li3 (a .d . 1300), by Visvanalha in 
the Sdhitycularpdna, and by Vidyanatha, in his Pratdparu- 
drayasobhdf .  id'  (a .d . 1300), t  Other writers remained on 
the basis of the sentiment theory of the Natyasaslra, as do 
Rudrafa in his h ’d i y a l a h i k d r a ,4 written before 900 a . d . ,  
RajaseRhara in his Kaiyamimamsa,* written about a . d . 
900, and Bhojadeva in the Sarasvatlkanfkabharaiia " which 
was written for him in the first half of the eleventh century. 
Hemaeandra’s um/sdsara7 with his comment ot it.
the Alamkaracu.ldm.i>i i, is a mere compilation which uses 
Mammata, but shows no personal attitude of consequence. 
The sentiment theory prevails in Rudra Bhatta s S? /igara-

1 1M. Trivandrum Sanskrit Scries. N o. 5. 1900, with R ’.iyvak.i's 
com m entary . O n K un taka  see S. K. De, S a n s k r i t  M x tte t ,  i, I :’> i., 
und Ills etl. of the l a i r  k t i i l : ita.

* ltd. K. Y. Tiivedi, Bom h'v. 1'tGS.
1 l . d .  K . P .  T r lv i - i i i ,  l i o m b  u  , 1 9 0 9 .

* l i d .  KdvyamSiS.  N o .  2 , 1 S S 0 .
* lid. Darndn, 1911
* liit. Calculi:., I s  ■!.
1 lid. AHvyumiUa, No. 71. 1901.
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-ffrfY/1 P™Sably in the eleventh century, in the famous 
nasaruPa of Dhanamjaya and the Avaloka of Dhanika, 
which deal with the drama, and date from the last quarter 
u the tenth century, and in the Rasamahjari and the 
Kasataraiigini of Bhanudatta, before a.d. 1400.

Throughout the literature the importance of figures,
especially as the time passes, of those of sense, is
recognised, and elaborate efforts are made more precisely 
to define the various figures. For a really systematic 
treatment, however, we must go to Ruyyaka of Kashmir, 
who, ni addition to commenting on the Kdvyaprakdsa of 
lvlammafa and Allata in the Kavyaprakakasariikcta, wrote 
a number of other works, of which the chief is the 
Alathkarasarvasva, a treatise which was not seriously 
challenged until the appearance of the Rasagangddhara4 
of Jagannatha. One chief merit lies in his application to 
the matter of the scientific form of exposition and examina
tion, which is found applied to the general question of 
poetics in the Dhvanyaloka of Anandavardhana, and the 
el tort scientifically to classify and explain the bases of the 
figures. According to the Kashmirian tradition, preserved 
m the commentary of Jayaratha, written in the early part of 
the thirteenth century, less than a hundred years after the 
work, both the rules and the Vrtti on them are by Ruyyaka ;
;;i the southern tradition, preserved in the comment of 
Samudrabandhu, the Vrtti is by Mankhuka or Mahkhaka, 
t c poet and pupil of Ruyyaka. We need not disregard 
the tradition, which dates before A.d. 1300, or take it too 
literally; what is meant is doubtless that Mahkhaka aided
h.s teachei in the pi eduction of the work. . Compared 
with it little value attaches to such texts as the l'ag/dia/M- 
umkat n of Vagbhata, sod of Soma, who wrote under Java- 
si’ lha of Anhilvad (a.d. 1093-1143), or the CandraloU’ of

* E f'. R . " . .' He), Kiel, 1886.
’ *■»]• i‘'Vl tr s - « •  c .  O . H i.as, N ew  Y ork, 1912.

^ yamdldt No. 35, NJM3 ; J'i ivatuiruw Stmwhfii Series,
* R<1. K & v y a m d f t ' i ,  No. 12, iHKR.
* lv l. K tlry a m o ff t t No. -IS, lHy5.

l','l t "V1'1!: u Kt ' ; "P by Appayya Hikhitu (c. *,.<>, 16001in ' A ii'aiay&naiuta jfCfir* tods. 9
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m ^ ^ S ^ ra m a t is t  and logician Jayadeva (c. a .d . 1200), which 
does not seem to make use of Ruyyaka’s work.

In Ruyyaka we find a general defence of the views of 
the Dhvani school on poetry and, what is more impor tant, 
a clear perception of the nature of poetic figures.1̂ . This 
is charm (vicchitti), which essentially distinguishes ordinary 
works, such as treatises on logic, from poetry. There is, 
for instance, the figure, doubt; it is quite distinct from the 
mere problem, ‘ Is this a post or a man ? ’ which is doubt 
arising from the circumstances ; to be a figure it must be 
a doubt raised by the imagination (firatibha) of the poet. 
This criterion is rigidly applied by Jagannatha, who 
condemns certain alleged figures, because they have no 
charm at all. To define charm is obviously impossible; 
the Nalyasdslra2 contains an illustration of it by comparing 
it with the elegant wearing of garlands, clothes, ornaments, 
and pigments, and nothing better is made of it later. The 
inspiration of the poet is recognised equally as incapable of 
precise definition. It was an old idea, for we have it in the 
Buddhist scriptures in the sense of the power of composition 
of impromptu verses, and we meet the very curious dis
crimination ot poets as those by reflection, those by study, 
those by subject matter, and those by inspiration.' The 
theorists from the first are singularly emphatic in ihe 
recognition of the necessity of inspiration to malm a poet. 
They recognise the value of study and practice, but the , 
know that without the former qualification neither of ihe 
other two requisites can effect the deshed end. Abhinuva- 
gupta describes it as the capacity to create somethin.: iv .v. 
and gives as its characteristics the ability to produce senti
ment, clearness, beauty, and poetry.

The demand for constant practice takes in diverse shapes ; 
Hemaeandi a,4 for instance, gives an ascending series of foui 
forms in which imitation may be carried out as an exorcise 
in improvement of poetic skill, and he even dknv . ih use 
of three lines of a stanza, Ur nigh to take I 'Ui i;; pure theft,

> See. H. Jacobi, GO//. AW*., lOOH, pp. I if.
■ xxii, lfi.
* - K guitaru  A'lAdya, ii, 230.4 See al.v* Kieimndro, iiovik*in(MdMartiHa, \  JO ; li, J.
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••'•;;flnVl, while by the passage o£ time an ordinary theft may be 
blotted out, that of poetry passes to the next generation. 
We have here a sign of the elaborate cultivation of the 
poetic art, which is seen in the constant effort of the poets 
to put old ideas in slightly varied shape. Poetry was ruled 
by convention ( r a m g a l i ) ,  and a large number of ideas1 are 
commonplaces which appear naturally everywhere; fame 
is white and so is laughter; the darkness can be grasped ; 
the evil man is two-tongued like the serpent, and there is 
poison on his lips ; the blue lotus opens to the rays of the 
sun, and bemoans its setting ; the nails of kings are polished 
on the jewels of the coronets of subject princes; the Asoka 
is without flower or fruit, and is made to blossom by the 
touch of a maiden s foot; the Cataka bird is so proud that 
it will drink only the water of the cloud; fate severs the 
Cakravaka birds during the night, which they spend in 
sorrowful cries; the moon is the beloved of the Cakora 
which imbibes its rays as a lover drinks in with his eyes 
the radiance of his beloved’s countenance, and so on. In 
the hands of third-rate poets, such as Vidyadhara and 
Vidyanatha, in the illustrations they supply to their works 
on poetics, the whole thing is banal and tedious, but the 
theorists never forgot that genius was necessary for the 
highest poetry, as they show by the extraordinary fondness 
they show for citing Kalidasa, and the premier rank they 
assign to him.

The aims of a poet are normally given as fame and 
pleasure, but Bhamaha already includes the full four ends 
of man—profit, pleasure, virtue, and release. The attain
ment of wealth, social accomplishment, escape from ill, and 
instruction are also given ns ends, though both Vftgblmtn 
and Hemacnndra observe that some ol these aims can he 
attained by other means, and therefore are not peculiar to 
poetry. The poets are very distinctly conscious that they 
win not merely renown for themselves, but also for their 
patrons. The sentiment of Dnndin is admirably expressed 
by an unknown writer in the Subha$itCivaH

- e R .' v 'e U ia ra ,  A ' i n , a m imSths/t, xiv-xv i.
* h 5. Cf. K. W. Thomas, Bhandarkur Comm. I'vl., d i >. tn-J ’
'  v. 180. * *
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v”%' '^ - - ^ W jn e tc  now are the hundreds of loads of gold, where the troop
elephants, which the m ight of H arsa bestowed on the m erit 

~~ of Buna. ? But the glory conferred on him by B ana’s flow of speech 
will, 1 ween, fade not even when the a-on passes away.

If, however, the poets looked to kings as their most 
generous patrons in return for a friendship far more 
precious than anything else, they expected appreciation 
from the man of taste (rasika) or of heart (sahrdaya), 
one who by the possession of a sympathetic nature, as the 
result of study in this and former births, can appreciate 
true poetry and make it his own. A true poem1 stirs the 
heart like wine, makes the head shake, the cheeks redden, 
fills the eyes with tears, and stays the voice as it fain 
would recite its beauties. The poet himself as creator 
of his work does not enjoy its perfection; it is only when 
he becomes a spectator that he can feel its loveliness, just 
as the actor appreciates the drama in which he acts only in 
so far as he places himself in the position of one of the 
audience. To attain this perfection of appreciation, this 
ability to appropriate a poem, is not always possible, 
even with much study, for it may be that evil deeds done 
in former births will prevent the enlightenment arising, 
just as the appreciation of the divinity may not be attained 
by men whose souls are not purified from evil. >|fSC

Such a discriminating audience demands, of ciyjnr, ;a j
like the Roman audiences of whom Juvenal an d ^^ , an(j
tell us, something elaborate; it disdains plain ^  j’j wc
must have an exquisite morsel to tickle the pah
have such a verse as .. . . .  „ , ,,un tlio lotus ll if,

Behold, the crane rests yonder motionless and stll 
. even as the conch shell on a tray of emerald,. .. . . . , moaning it conveys;it is valued only because of the tinkler )(JV01. who uear ()y

a maiden thus indicates indirectly t<yye me jj1HS compelled 
the safe spot tor an assignation.^, sat;sfy suc], connoisseurs, 
to seek strained effects in ord.:(1Iieto the frcsh shaved chin 
to compare an orange for i\t; lansfU:k mythology, grammar, 
of a drunken Hun, and

(S3, - Stihityadarpiinn, '/H.
1 SubhifitHiLili * Ibid., Cl’Il.

' G°%s\
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and all the sciences to obtain new and striking, if often 
tasteless and absurd, similes to lend freshness to worn-out 
themes. The grotesqueness of much of Sanskrit poetry 
owes its existence to the constant effort thus to diversify.
At the same time, the exaggeration which so often marks 
learned verse, as in the case of Lucan, is nearly always 
present, aimed at in the effort to revive the weared senti
ment of winder and admiration. Moreover, as we have 
seen, a conventional language is demanded which exacts 
from every poet the conception of the mountain rocks 
dripping with the juice of rutting elephants, and of the 
animal with two r’s (bhramara), the bee, kissing the flowers 
and drunk with the honey, which it extracts from them.
To possess an almost unending supply of such tags was 
essentia] for poets who often might be expected to take 
part in a contest of composing stanzas extempore in the 
presence of their patrons ; such a poet (atukavi, iighrakam) 
was an ornament of a Court,1 and such works as the Bhoja- 
prabandha' of Ballalasena and the Prabandhacintamani3 of 
Merutunga show how popular the amusement was. Even 
the Kamasillra of Vatsyayana already ranks the art of 

. making up stanza.., given a line (kavyasamasyapurana), 
ir’mong the sixty-four accomplishments to be learned by

aidens.
1 K2 Ktl I),c ll"(‘hchttr des Lak$inanasena, pp. 27 ff.
* Ed! ijtom bav. 1913.

omUiy, 1880 ; trs. C. H. Tuwney, Calcutta, 1804-1901.
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Abbidba, denotation, 139 Antonins Diogenes, SS

Abhiuavagupta, 135, 138, 141 Anubhava, consequences, 130
Abhiras, 132 A! nval l  S’‘l ,* ,  i J 1?, r
Aborigines influence on langu-

A ^ ' J L o f V e d i c Z O  Ao4 ,  18, 19, 20 24 53 iM 109
Adbhuta, sentiment of wonder, Apabhraih§a, -0, n ,  i - i .  1 - 

1 art Apasabda, 1J
J t n c i d ,  4fi Appayya Diksita, 140 n. 6
Aesthetic pleasure, 136 Apprec-.at.op of poetry, 143

x s s t s . *  H w P
^ o f t o T p S S J l t t ,  143 Aristocratic c h a r t e r  of Sanskrit
A i ta n y a  fir lih m a n a , 9, 108, 123 literature, 16, 143

a&S3S:8’“,“ Jffl&tun*
A k i l i l c k c  « a 2 n7 3 ! 7 7 a 8 a w .  Arili-inwrauySsH. a ,1S 

132, 138 ArtboSastm. 103, 104
Alan.buna, 129 Arthnvyaktt, simplicity of
A laihkara, man, 58 26,133
A la thkO ra , w ork , 77 A rtificiality of .Sanskrit p- . t r i ,
A laihkarM , figurna, 46 ,141 , 142 .1 6 ,1 4 4  ,»
A la r h k ira , uif&initni, Ik )  j A rv5  m etre , 22
A la m kH ra sa rva sra , H o  | ■}’ i< fr»^a:s,'/« , H "
Alankika, form of pleasure, 136 \ry a  b u r i, l l
Alexandrian poetic style, 53, 55, , A rynva i ta ,  1- 

7 9  | ASoka, king, 10, 11,
Allahabad PraSasti, 27, 28 ASoka, tree . 3- , '
Allata, 139, 140 I A s k a n c e . 1 8 , Alliteration <i«<
Alliteration, 25, 27, 54, 59, 6 6 , 76, Paronomasia

7 8 ,7 0 ,8 3 ,8 6  AAukav., .mprov, c. 114

2T-?5°!h, 3l! 75, 1 0 1 ................
A S  24 A t o n w i a .  9

anlhano. 39, 73 u. 1. Atifiayoktl, 13S 
116, 135, 140 A u c 'ty a v tc d ra io tr a ,  1.



X ^ ^ w k W -A E ia tic  influence on San- .ff/arvf: Yajurveda  S

»  & * 1 f f f i f f i ’s s K ' f d s 9*16
Avantisundarikatha, 71 n. 2 o n T o 7  ’ lOS^1’ °f’ 13': Satire
A vantivarm an, 56 Brha’spati’, E n g , 56

f tA B Y L O N lK A ,  85 ^ 9 1 -1 1 0 ^ " ’ W ’ ?3’ 81 ’ 84' 85'
B a n a^ lS ^ ig 6^ ; ’ ^cg 7n 7r B rh a tka th d m a n ja ri, 89-91

80, 8 7 ,9 0 ,1 2 0  ’ C ’ ' % h J t ^ % V \ tSagara' QX
Karzoe, 112 89 «« '̂ ^ ^ h g r a h a ,  29
Bauddhasai/igalyalathkdra, 77 Bud ’ 112 ^  ' '
B M m ahrf l ^ l 26’̂ ^ 3 131 134 S u^ ? sv5lllin. 91. 94, 95, 109 

131,139 142 *’ 1 3  ’ 1 3  ’ 134, R,uddha, language of the, 1 0

B hanudatta, 140 22’ V
B harata epic, 14 96’ 102’ 103■
B hdra ta m a n ja ri, 57 of n o rts’ 1 4 ?’ 12°  ; classlfication
B h a ra tiya  N atyaSdstra , 7, 13 I P ’ 1 4  J 

Sl? 129, 130, 133, 139, 141 i /~\AKORA 142
t a ’ l W ’ M . M . K . S S ,  C  p v S l 4 2

Hhartrharl, 53, 109, 118.119,124, | S S & j®  pleasure

Bb.c l-ar 'i 'S n 11, 1 7  Cannhya N itiS d s ira ,  123

Bhat [sn i 1 1  arioanrinq 64*, j f  1 2 3

Khmimfllil T ’ J8' 53’ S8> 71 ’ 131 Candrajrupta II, 2,3, 32, 45sri:?"'56 , gssg£ift,Hi
B 139 katVU’ power to  8eae**Use, Carnka, 16

| fS S 7̂ 3
Bllimaratha, story of, 14 _ c Z T & l ™ # * '  U °

n 32  126°13q°Va’ 16’ 87, 120  Ch&ndogya Opan,sad, 102ss-ws*.* gsssser*asssaariS5«^- ■* 1 chg „«„a„wi,g,1,
Bhusana Bhattu, 79, 84 I ChnrnetrrioH™ •.
Bibliat'u, sentiment of disgust, 1 2 8 ™ “  of Sausknt poetry,

B i j j a ,  16, 26, 64-6, 67, 119 n, 1, G p p ^ a  Ja tu p .d a , 56
I Citra, kind of poetry, J37
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^ ^ u S e a x a e s s ,  of style, 26, 133, 134 Dravidian influence on Sanskrit,
Cloud as messenger, 34, 35 20
Comic sentiment, 130 D vyaSrayakavya , 69
Compounds, 18, 19, 25, 26, 27, 37,

56, 73 n. 1, 76, 7S, 79, 83, 86, p A S T E R N  style, see Ganda 
109, 122, 138 L ' E k a v a li,  139

Conventional language in poetry, Elevation of style, 26, 133
1 4 2  144 Emotion, suggestion of, 35,40,45,

Court’ epic, in Kalidasa, 36-45; 116, 117 ; and see Sentiment
a f t e r  Kalidasa, 49-60 Epic, language of, 7, 8, 11, 12;

Culture, 30, 143, 144 influence on Kavya, 17
Equivoke, see Paronom asia

r\A K S lN A V A kT A N A T H A , 36 Erotic descriptions, 55, 75 
s J  Damanaka, 106, 112 Etymologising, in style, 78, 133
D a m a ya n lika tk i, 85 EupPues, 79
Daraodaragupta, 124 Evenness, in style, 133
) Jandin, 19, 26, 49, 50, 51, 59, 70- Exaggeration, in style, 50,78,133,

77,' 90, 94, 100, 130-33, 135, 143 144
D aSakutndraeaeita, 20. 73, 80 r^ABLES, 102-13
DaSaratlia, 43 1 Fate, 68, 128

, Fear, sentiment of, 130
M p t i S ,  27 34 35, 38, 49, F,gores. 26, 47, 4 ^  S3, 68 69, 76,

60,65’ F W m a e h i n i , 9 C  ’ ‘
M3, n / , u 3 ,  n o  Foreign influence on Sanskrit, 20

Destiny, 128 F o r e i g n  translations of the
Deterioration of language, 18 PaHcatantra, 113
Dhanaraiaya, 140
Dhanartijaya, author of ft ASg/m ■ Y A C I N T A M A N I ,  84

vafiatuiaviya, 56 n. 1 G  C a n a p W * .  19 '■
Dhnnnpala, 84
Dhauika, 140 , G antflstotragathd, 25
Dharmnkirti. 77 , Gatha language, 11
D karm a$ar»:M f!udayat70%H7n.l Gaiulu stylo, 49 50, 7», 1 ^ ,  
Dhavalacan/lra, 111 1 GaHjfiivaha* 55, 56, o5
Dhoyi, Dhoyika, 30, 120 , Genius, necossnrv m poet, 13.1, Ml
Dhvunl, tluory  of ugg. stion, .,eu tlcue-« ..f •H-le 13.1

■ GPafakarpara, 114
DhvanikSra, 135-37 ' G irnar Pr.JasH , of Rudrudiiman.
Dhvanyaloka, HO 25, /  ,
Dialects, absence of iuS. u.skrit.17 GU agovtnda. 120---
DMactic fable-, 102-13 , ‘ •w m ic verso, 123-28
1 tiddii, 67 ! ‘ '" “ "k h a .aS

DinSra aiW2’ 48 1 G o' iniia, 19
Dipaka, ligure, 130 j Grammatical irregularities, 17-19,

Ltem, defect,V30 I GrSmys', manner, 1M 3 i ^ j
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m m 6 on, Sanskrit romance, Jain  authors, 16 ,36 ,84 ,8 6 ,87, 98, 
o4-ab ; words m Sanskrit, 20 100 1 1 1  112

Gu0», quality, 26, 130, 133, 134, Jain  P rakrit, 10
f '  * ^ rvrw ^ ^ Jd m b a va tlv ijaya , 126
Gunadbya, 81, 00, 91-98, 100, 110 Jam blialadatta, 98 n. 1 
Gum bhutavyangya, kind of poe- Jdnakiharana , 31, S3, 54 

try , lo7 Ja iakam ala , 88 n. 2, 101
,  TATA 1 1  in  m m  Jatakas, style of, 87, 102, 108
H  ’ 15_> 50> 114-16 ! anti see Jayaccandra, of Kanauj, 58 

JI Jay adeva, lyric poet, 120-23
Halayudha, 3.8,,56, 127 Jayadeva, dramatist. 141
H a ra v ija ya ,5 f, Jayapida, 124, 131, 133
Hancandrry 64, 70, 87 Jayaratha, 140
H ansenn, 28, /2 , 88 n. 1 Jayasiibha, of Anhilvad, 140
H anti, Harsadeva, 16, 63, 131, Jayasimha, of Kashmir, 58

_____ „ Jayavallabha, 114, 116
Harsn, Sn-IIarsa , 18, 58, 59 Jinasena 36

^  22, ^6’ Jinendrabnddhi, 131
Hekataios, 66 ^ “ bbTTlT " '
H'. macandm 59 69, 34, 1 0 0 , Jo g in a rS  inscription,45 

112 n. 1,140, 142 143 John of Capua, 113
H -o )li in :ntIlrlent’ 24' 42' 45' S3' Juvenal, 143

’ 130 JycsthakalaSa, 64Heron of Alexandria, 85 
Hieratic language, 8, 9, 19
Himalaya, 38 I S A D A M B A R l ,  18, 72, 79-83,
Historic Kavya, 61-69 i v  90
History in India, 61, 62 K adam harikathasara, 100
JJitopadeSa, 110, 111, 127 A’alSvildsa, 125
Horace, 12-1 Kolliana, 06-68
Horror, sentiment of, 130 Kalidasa, 12,14,16, 17,18, 20 23
Humour, 48. 86, 106, 115, 130 28 ,31 -48 ,53 ,58 ,64 ,65 ,75  92
Huns, 32, 143 111, 114, 122, 142
Hyperbole, see Exaggeration  ̂ K a li!ah wa J 'im tm h , 112

KaliAgoRena, 96
IAM15LICHOS, 85 Kalfianihnantfitikd, 101 n. 3

Iliad , 11, 40 I Kama, the god, 38, 39
Imperfect, use of, 53, 109 , Kaxnadeva. 56
Indelicacy, 40, 74, 75 K am andaki NUiSHsira, 111
Iiulra 111, 85 K iivta i Astra, K am asutra, 28,91.
Inscriptions, 15, 25-7, 61, 72, 84, I 10,45, 49,58,59. 121, 144 

1 j Kamboja, language of, 17
Inspiration, of poet, Ml j Kanaka. 22
Irani.r\ words in Sanskrit, 20 Kami, grace or beauty, 26, 133,
Irregularities of gramm ar, 17-19, i 134 

2“* • 25 Kapphun&bhyudaya, 59, 60
I-Tsing, lltt Kapinjala, 81

Karapikn, 106, 112 
1AHALI, 80, 81 ’ K arnasundarl, 64

Jagntmuthu, 138, 140, Ml i Knrunu, pathetic i-rntimcut, 130
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V ^ P r l v ^ s e n a ,  61, 61 ; and sec R iti, style, 133-35
" W tZ ^ n d h a  A’gzn da, 8 , 9, 11, 29, 102

Prepositional compounds, 18, 37 RtusafhhCira, 32, 33, 35, 36, 50
Preyas, figure, 134,137 Romances, 70-86
P r i m a r y  P r a k r i t ,  7 Rudrn Bliatta, 112, 116,110
Princes as patrons, 16 Rudrndnroan, inscription of, / ,
P riyaugu, story of, 14 25 ,26 ,72
Prose source of, 19 ; romances, R udrata , 112 n. 1,139

7 0 _gg R upaka, 130 ; and  see M etaphor
Prose and verse narrative style, R uyyaka, 140,141

88,101,108
• P;ins, see Paronom asia and  o  ABDALAMKARA, figures of

■olesa k-7 sound, 25,46
Pi indarika, 81 Sabba, 58
I  'urnabbadra, 112 Sadharanadeva, 116

Puspadanta, 127 S a d u k lik a rn d m r ta , 125
Q U A L IT IE S  of style, 26, 130, SdhityadarP ana , 59, 85
1 ^  1 3 3 i i 3 4 , 137, 138 ; and_ see Sahrdaya, connoisseur, 136, 143 

G auda, L ata, P  a n  c a  1 a, Saka Satraps, 7 
Vaidarbha tsaktivoga, 96

D  AllHA, and Kfsna, 121-23 Saktiyaflns, 97

KaJ X i aZ 2 P£ 4aVfya‘ 1 “  m etaphor, 133
A W /«'t.:> /a^',23. 32.40-45.47,53 Svmiast dpu rap a ,36s 144
m k sa sa k d v y a ,  114 Sam aya ,na /r*4 , 12-
Rujafiekhara, 53, 90, 139 SambhallmcOa, 124
R S ja ia ra b g in i , 66-68 Sam bhu, 116
Rajyav ardnana, 63 Sameness, of style, 133
RaiyaSri, 63 Sam gati, poetic convention, 142
Kam a, 43,44 „ Samhita.'. language of the, 8. 9
jednuiyana, 11, 12, 13, 23, 34, 4b, Samkhya-Vogu, 24, 45 

53.92 Sam udrabandbu, 140_
R dm d ya iia a m p ,, 87 Sam udragupta, 16, 27 37, 45
A d m a y ,Itia tiia n p ir t57 gailkim i, 119. 127
Rasa, 136 ; and see Sentiment Snnkuka, 139
R dsagannidhara , J3S, 140 , cjQnskrj ; .’7-21, 89, 90 IlM, 105,
R a sa m a h ja ri , 140 ] 3 2

R a sa ta m rtg in l, 140 i Santa, •>entin:ent of resignation,
Rasavat, figure, 134,137 1 3 0

Rusika, 14:’. ! J$,i„tiSalaba, 119
HStavarman, 72 1 SaptaSataka, 114-16
Rati, 38, 39 , s„ ia n a , 120
R atnakara, 56, 5 /, 12/ Saiasvati, sacrifice, 9
R atnapm bha.96 ; Sarasealikanthabhayana, 125,
Raudra, sentiment of horror, 1 8 U j.jg
RetVdn&riunlya, 18 Sargabandlm, 131, 132

a s a a ^  «  «* s * * — *- ® , ,
Kim— S i « ,  Hi) 121. IV  .... ..................... *>. *>
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by *«**•
S attv ikaf feelings, 130 2
S a tyra , of Petronius, 72 Sndharadosa, 125
Saundarananda , 24 Sndbarasena, 53
Saurasent P rak rit, 14 Srf-H arsa, 18, 58, 59
Schiller, 35 Srikan(/iacarita , 57, 58
Seasons, 33, 34 Sthaviras, PaiSaci of, 91
Semonides, 124 Sthayibhava, abiding emotions,
Sentiments, 26, 45, 122, 123, 133, 12S

134, 136, 137, 138, 139 140 Strength, of style, 26, 133, 134 
Setubandha, 50, 59 61 Study, necessary for poet, 133
Sibi, legend of, 107 Style, of ASvaghosa, 24, 25 ; c >f
Sfddharsi, 16 Kalidasa, 40, 4G-8 ; of B haravp,
S ighrakavi, g ighrakavita , 16, 144 ?,2, Ku™:‘!l£?d5*£b 52 : °5
gil'iMi'i i t'",ri1raS3 Magtaa, 55 ; of Vukpati, 5 6 ; of
^  h -  U “  Bana, 63 , 64 , 82 . 8 3 ; of
S ilahara, 65 Bilhana, 65, 66 ; of Kalhana,
Silhana, 119 ,120 68, 69 ; of D andin, 75, 76 of
z u i i i ’usanadvatrithH ka, 100 Subandhu, 78, '79; of Budha-
Similee, 47, 48, 68, 7'., 144 svamin, 94 ; of Somadeva, 95 :
Simplicity of style, 26, 133 of T ’n trakhyayika , 108, 109 :
Sindhuraja, 64 of Am aru, 117,118 ; of Bhartr-
Sl?tos, language of, 12, 13 liari, 119 ; of Jayadeva, 122,123
S isupa lavadha , 54, 55 Subandhu 19, 27, 75 , 76 77-79
Sita, 43. 44 83,87,90
Sitaljenga inscription, 15 Subha$ilavali, 125,143
Siva, 38, 45, 51, 52, 57, 58 Sudatta ,86
givadasa, 98 gudraka,80 ,82
Sivadatta, 98 Suggestion, in poetry, .35, 40,
Sivasvamin, 59 116,123, 135-40
Skandagupta, 32 Snkanasa, 80
Slesa, double entendre, 27, 48 ; Sukum urata, gentleness of style, 

finn structure, 133 133
Slokam tH graha, seeB rk a tk a lh i-  • Su™ano‘'a ra , tale of, 14 

ilnkcnam yraka  Sundan, story of, 24
Snbbu, charm, 134 Suprabhadeva, 54
Soma, father of V agbbata, 140 fn ru p a s .J a n g u a g e  of, 1/
Somadeva, 91, 95-98, 110 s
Som adeva,authorof Y a ia U ila ta , , Surya§aTlkd, 120
Southern  PaHca/anlra, H I  S « lra la # * S ra  25 , 1 0 1

V i V m a  i S S S S '  26, 133, 134
r-\. - ’ Syriac versions of Pancatantraf'ffnra, erotic sentiment, 130 112,113
£ rn \\a .‘aprak&$al §0 n. 1 ,120n. 2,
a  T 5 ,  . , , ,  1 T A N T R A K H Y A Y I K A , 89,
o rn  Arafataka, 110 * 104-10,112,113
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X ^ -^ ^ rf irM c ja , 80, 82 _ _ Vam ana, 59, 133, 134, 136
'fehnyson, and Kalidasa, 33 Varaham ihira, 30
T ex tu s o m a tio r  of P ancatantra, Vararuci, 14, 129 

112; sitnplicior, 112 Varm alata, 54
Theories of poetics, 129-44 Vasavadatta, story of, 14
Threefold division of poetry, 137 V&savadatta, 64, 77-79

‘ukydides, 35, 67 Vastu, subject m atter, 136
’-akam anfarl ,84,100 Vasubandhu, 31 a. 1
ne, Dlivani, 135-38 Vasudeva, 59
nslation, alleged, of epics Vatsabhatti, 32, 49, 50 
•om Prakrit, 7, 11, 12 Vatsyayana, 28, 144; and see

inflations of the P ancatantra , K&viakastra
112, 113 Vatudaso, 125

ripura, 58 Veifc language, 7-10
r t ia ti ,  30 c. 2 Vel5, 97

'rriv ikram a Hhatta, 85 Vernaculars, 16 n. 2, 21, 30, 112
Tapper, M artin,‘j 24 VctalapancaviriiSatikd, 97, 98,
T uruska kings, 66 99

Vibhavas, factors, 129, 130
_ . n j , , , ™ , ,  , Vicchitti, charm, 19, 141UHAKiVTVTi, elevation, 26,133 vklohas/ 9
li  li i 131*13 4  ’ rv ; Vidyadhara, author, 139, 142Udbhata. 131,134, 135 VidySdharas,93, 96, 97
Uddipana, actors which enflame v id ^Sn5tllftj 139| 142
U d T y o ta k a ^ ? ,  131 Vikramaditya, 32, 97, 114, 116,
Umnpatidhara, 120 i V ikramaditya VI, of Kalyana,
Upama, simile, 130 64 65
U pam itibkavaprapancakathi, Vtkram&nkadcvacarita, 64, 120
IIr" - ___- .... Vimalasuri, 21 n. 1

, k,3 ' raaaner-.1^  Vira, heroic sentiment, 130
o S i i r ?  ,°S7  8 VTrr.sena, inscription of, 28Urjasvui, figure, 134,137 VTreSvara, 116

_ , Virgil, 46
\/A G B H A T A , 141, 143 ! Vijaraafula, 98

* V/tgbhattUaihkira, 140 Vi n.i, 15
Vaidarbha style, 26, 27,47,49, 50, VisnuSonnan. 104 

5 4 , 66, 71, 76, 132, 133 1 VKvan.ltha, 37, 138, 130
I ’aiidgyatataka, 118, 119 Vrtti, manner, 134
Vaifiampiyana, SO, 81 VyahhkdlribWIv*. tttuashul
V ajja lanta , 111, 116 tions, 129

1 \  ukpati. 55, 56,87 V yakitv tv tka , 139
Vakrokti, metaphorical expits- Vyanjana, suggestion, 130 

lion, 83, 134, 135 
P akroktiil v ita , ] 39
V atn . i ik s ,  127 W B S T R R N  style, see >
Vakyapadfya, 118, 131 ‘,rblul J , ,
Vallabbadeva, 36 White Tsland, legend of, 9b
V utolki, 12, 34 44; and see Wonder, sentiment of, 45, 79, 130

A’C.tmiyana Word order, in prose, 19
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X ^ ^ ^ ^ N O P H O N ,  of Ephesos, 85 Y asovarraan, 16, 55
Y atras, 120,121

Y A K S A . 34, 35 Y augandharayana, 93
Y am aka, 46, 47, 58, 59, 121, Y avakrita, s to ry 'of, 14 

133 Yavanas, 85 ; perhaps M uhara-
y'asastilafra, 86, 87, 100 rnadans, 124
Yaska, 17 Y ayati, story of, 14
YaSodharman, 31 n. 1 Yoga philosophy, 45

25058
j(iL -

r  ■ v
(( l, .*/ CLASSICAL SANSKRIT LITER A TU R E ^ l | |  ^


