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PAURANIC TRADITION—IS IT VEDIC?

By Pror. Dr. ViMaNn CHANDRA BHATTACHARYYA

THE importance of the Puranas for a correct and compre-
hensive understanding of ancient Indian history is first
emphasised by Pargiterl towards the beginning of the twen-
tieth century. Before him, reputed scholars no doubt entered
the field of Pauranic studies but they were hardly able to dis-
integrate the Purianas from the network of mythology with
which they are interwoven. Wilson, generally regarded
as the pioneer in this field, goes so far as to say that ‘the
Purinas are only pious frauds written in subservience to
sectarian imposture’. Goldstucker speaks of the Purinas
most deridingly and makes them - responsible for the de-
generacy of Hinduism3. Of late, a systematic study of the
Purings is being continued by Hazra but he is mostly concern-
ed with Smygti-materials® as Pargiter was with Polito-histo-
rical data in them. When Goldstucker says that the reli-
gious depravity of the Hindus is due to the acceptance of

Y Ancient Indian Historical Tradition, (London, 1922).

2¢All barriers to religious imposition having broken down since
the modern Purinas were received by the masses as the source of their
‘faith, sects have sprung up which not merely endanger religion, but
society itself; tenets have been propounded, which are an insult to the
human mind; practices have been indroduced, which must fll

cvery
true Hindu with confusion and shame.”—Inspired Writings of Hinduism.
p. 108.

3 See his Studies in the Purapic Records of Hindu Rites and Customs,
109
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the Puranas as the source of their faith, and that it can be
checked only by an admission of the masses to the R gvedd®,
it is obvious that the role of Vedic heritage in the I"ur:'igas
escapes his serious attention and that he forgets that the
Hindu word Dharma being of protean import far surpasses
its English counterpart in connotation; that the history of
Hinduism is the chequered history of a steady absorption
and subtle unification of heterogeneous thoughts and beliefs
through 2 long stretch of time and that, last but not the least,
‘a living society must have both the power of continuity and
power of change’s. The present paper proposes to give 2

sketch of the vestiges of Vedic influence on the Purana lite-
rature.

We must remember that Dharma always supplies one
of the main motives of literature. It is so in all countries
and especially in India which is pre-eminently a land of
Dharma. If, as Radhakrishnan says, °‘religion signifies
faith in absolute values and a way of life to realise them?’;¢
the Vedic literature is undoubtedly religious in character.

Being surrounded by a halo of sanctity round their tradition
Vedic civilization and culture were urged forward by the

momentum of their values and concepts expressing them-
selves, in every age, through different literary forms, ab-
sorbing and welding together discordant faiths and beliefs
by power of intrinsic cultural cohesiveness. The later
streams of literature in India, therefore, are only so many
tributaries of the Vedas—their perennial source of vitality.
An analytical study of the Purinas shows that the religious
background with which the society of the Purana-period
is bound up, has a character of its own. The Dharma of the

& Inspired Writings of Hinduism, p. 108-9.
5 Radhakrishnan, Religion and Society, p. 113; Radhakrishnan de-
fines 2 ‘Hindu’ thus : ‘A Hindu, for our purposes, is one who adopts in

his life and conduct any of the religious traditions developed in India
on the basis of the Vedas’—ibid., p. 137.

8 Ibid., p. 21.
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Purina-period is the outcome of the conflict and compact
of powerful and diverse motivations, of clash of cult and
contact of cultures, and grows out of the impact of varied
ideas, customs and characteristics of different sections,
sometimes also of different ethinical groups, of people and
their interplay upon one another. The changes that emerge
as a result are steady and gradual and perhaps scarcely
visible at the start. But the result is the new social pattern
reflected in the Purinas which though resembling Vedic
society in many ways, bears a stamp of character-that is
peculiarly its own. -

The history of the journey of Indian religion and cul-
ture has been the history of 2 continuous adjustment and
fusion where each succeeding phase being indissolubly linked
up with the precéd_ing ones is more an emergent than a
resultant and because unity is not uniformity, all these phases
are bound up with a2 thread of unity. ¥, therefore, the task
~of making a correct assessment of anything Purinic is carried
against a historical perspective, it may furnish striking finds
considerably helpful to reconstruct the history of Indian
culture and civilization out of the moving panorama of
diverse and hazy myths and legends, rites and traditions.

Often in the Purinas we come across a verse declaring
that the Vedas should be interpreted in the light of the Iti-
hasas and the Puranas, as the Vedas are always afraid of one
not thoroughly acquainted with traditions (alpasruta) thinking
‘this one will maim and mutilate us’. The authors of the
Puranas also tellusthat even by knowing the four Védas along
with the Vedangas and the Upanisads one does not become
wise (vicaksana) until and unless one knows the Purinas.? All
this shows that the Puripas declare them as saying the last

? Comp. Itibdsapuranabbyam Vedam samupabymbayet
vibbety alpasrutad Vedo mam ayam prabarisyati |
yo-vidydc caturo vedin sifigopanmisado dvijcp
na cet purapam samidyin naiva sa syad vicaksapab [|
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- words on the interpretation of the Vedic passages. In
fact, tradition is the very essence of culture and memoty
preserves tradition®. This memory, again, is the differentia
distinguishing man from the lower species. Radhakrishnan
says, ‘Animals suffer from an oblivion of what they lived
through, and wotk with very little experience. The tiger
of to-day is identical with that of 6ooo years ago. Each
one begins his life as a tiger from the beginning as if none
had ever existed before him. But man reraembers his past
and uses it in the present’®. The contribution of tradition
in the field of Vedic interpretation has always been great®
In explaining the Vgtra-legend as a natural phenomenon of
the cloud imprisoning the waters-Yaska refers to the opinions
of the Aitihasika-school,®® and then gives a naturalistic
interpretation of the whole allegory.’? Even Siyana, the
most well-informed commentator of the Vedas, interprets
Vedic passages with the received impressions of his age and
makes his commentary a very large assemblage of traditions
by profusely drawing upon the. views of the mythologists
(Pauranikas), grammarians (Sabdikas), historians (Aitiha-
sikas), etymologists (Nairuktas), mystics (Rahasyabhijfias)

8¢A culture dies a natural death whenit becomes crystallised or
congealed, an accidental or artificial death when its tradition is interrupt-
»_Radhakrishnan, Religion and Soriety, p. 118.

® Ibid., p. 105.

10 V, C. Bhattacharyya, Traditional Schools of Vedic Interpretation,
Ouxur Heritage, Vol. I, Part I, p. 153 f.

11 A rigid distinction between Itihdsa and Purina is not always
feasible. In fact, historical and mythological traditions commingle to
such an extent that a division of the two into water-tight apartments is
almost impossible; comp. purinesvitibaso'yam pathyate vedavidibhib—Matsya,
58. 4. According to Monier Williams the two literary species though
‘very different’ are closely related (Hinduism, p.” 82).

12 42t ko Virtra megha iti nairuktis tvastros'wra ity aitihasikabapam
ca jyotisa$ ca miSrithivakarmano varsakarma jayate talra upamarthena y#-
ddbavarna bhavanti—Nirukta, 11. 16.

In course of his work Yaska mentions twenty four great teachers
and seven different schools by name (including the Aitihisika-school),
not frequently without referring to some others in a general way.
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and so on. If tradition reflects culture, Vedic culture has
always been a living force’. The Veda, the repertoty of
Aryan culture, passes through many vicissitudes in course
of its journey up to the Puriana-era when, in the Purinas,
it propagates a neo-nationalism which remains no longer
Aryan but Hindu in both spirit and contents. As the Purinas
are the outcome of the weaving of diverse traditions coming
down from the Vedic agel4, they possess an incalculable
advantage in point of time over the pre-Purinic literatures
and therefore become almost encyclopedic in character. If
the Purinas have set up any tradition, it is the tradition of
reconciling and bringing the moderate heterodox cults of
their age within the pale of orthodoxy and yet maintaining
regard and respect for Vedic rituals and customs and re-ad-
justing them according to the needs of the age. In any other
sense, any such phrase as ‘Paurinic tradition’ will be a mis-
nomer. It may, therefore, be said that if in the Brihmana
literature we find the first phase of Mantra-bhisya
settling itself as a distinct kind of literary production,
the Puranas present us the last literary phase of the
same. .

Yet there is a fundamental difference between thes
two phases and this difference is due to the fact that the
conception of Dharma prevailing in the Brahmana-period
undergoes a thorough change in the Puriana-era. The
Braihmana literature -stems out of the view that performance
of sacrifice by uttering Mantras is the first Dharma. In its

13 Comp. ““Tradition is something which is for ever being worked
out anew and recreated by the free activity of its followers. What :
built for ever is for ever building. If a tradition does not grow it only
means that its followers have become spiritually dead. Throughout
the histoty of Hinduism the leaders of thought and practice have been
continually busy experimenting with new forms, developing new ideals
to suit new conditions’’—Radhakrishnan, The Hindu View of Life,pp.
21-22 (Eighth impression, 1949).

18 Gkhyanais cipyupakbyanair gathabhirdvijasattamab |

puranasambitim cakre puranartha-vifiradab [|[—Vispa., I1I1. 3,16,

F‘z
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exposition of RV 1.164.501% the Aistareye Brghmapal® shows
every inclination towards the view that the system of sacri-
ficial performances comes down to its age from the hoary
past and that sacrifices are the first laws (prathamini dhat-
-mani). It also refers to a sacrifice (sattra) performed by seers
on the Sarasvati, the memory of which is kept alive even at
its time in the name Parisiraka given to the particular spot
where the sacrifice it refers to is held??. The Mimamsaka
school avowedly confines itself to ritualistic texts and regards
the Vedas as the source of the knowledge of Dharma which
in its pristine form for the outward mind is nothing but the
performance of sacrifice. In one word, the Vedic literature
attempts at a ritualistic interpretation of the hymnal texts
ind strains every nerve to justify their liturgical employment,
preaching thereby the Srautadharma which is, in all essen-
tialities, Yajfiadharma in character.

The Purinas also believe in the ceremonious origin of
the Vedic Mantras though they do not support each appli-
cation of them as it prevails by their time8. The Agn/ P.
says that Rks, Yajus and Samans are created for the accom-
plishment of sacrifices’®. In a passage of the Mazsys P.
Sakra says to Bali that gods partake of their shares in sacri-

15 It reads thus : YajAena yajnam qy:y:anta devas tanmi dharmani pra-
thamany asan.

1¢ It is generally believed to be one among the oldest of its class:,
see Keith, Religion and Philosophy of the Vedas, H. O. S., Vol. 31, p. 19.

17 Comp. fasmadd bfqg etarbhi parisarakamity acaksate yad enam saras-
vati samantam parisasira—A. Br., VIII, 1, also, ibid., XX VI ; 1, in connec-
tion with name Arbudodidsarpani. The T. Br. ii. 8.8.10, gives 2
stanza spesking of Yajiia being performed with. oblations of ghee in the
four fires. In his thesis entitled Rgveds Mantras—Their Original Purpose
and Later Applications, the present writer has elaborately quoted the views
of both oriental and occidental scholars that all the Rgveda-Mantras
have not only ceremonial uses but also ceremonious origin.

18 This point has been discussed later.

1% Comp. rco yajimsi simani nirmame yajfiasiddhaye—.Agns, 17.13 also
Visnu.. 3.14.21. :
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fice on the authority of the Vedas20. ‘The Brahminda P?™.
tells that sacrifices have been prescribed in the Vedas and
that they are performed by uttering Mantras. In an inter-
esting passage the I”gyx P. 20* narrates that the gods who are
created from the mouth of Brahrna are called Jaya and the
Mantras come to constitute their forms (mantrasarirah).
Curiously enough, of gods falling under this generic name, two
bear the names of Darsa and Pirnamaisa, suggesting thereby
that the Istis are not only coming down from the most ancient
times but also bear a close relation with the Vedic Mantras.
The Kirma P.29° mentions Bharatavarsa as a land of sacrifice.
The performance of Yajfia once gains so much popularity
that the Purinas refer to King Vena’s destruction at the hands
of his subjects for banning all sacrificial performances in his
kingdom?2!. A verse in the Brabmanda P. clearly states that,
the Veda is the basis of Yajfia and the®loss of the.one brings
a loss of the other22. A verse in the K#rma P. tells that if
three consecutive generations of a Brahmin-family desist
from performing sacrifice with Vedic Mantras, the fourth
generation in the Hne is called a2 Durbrihmana?3.

The Vedas are always held in high esteem in the Purinas.
Brahma is called Vedanidhi.?¢ The first three Mantras of
the three Samhitas ate said to come out of Brahman’s mouth?2s
and the Puranas are regarded as nothing but a2 continuation

- ComP. _yajiiabhagabhujo deva vedapramanyato’ surab—A>Matsya. 246.14.
s 15.2.1; 63, 32.. 206 66.4-7. 20¢ 56.27.

2 Visnu. 1.13; Brabmanda. 68.107, f.
22 Vede nasam anuprapte yajio nasam gamisyali |
yajiie naste devanisas tatab sarvam pranaSyati|[|
—Brabmanda., 66.6.

23 The verse is—yasya Vedas ca Vedi ca vicchidyete tripirusamfsa va
durbrahmano nirbab Sriddhadisu kadicana—Kiirma. Upa., 21.27 ; this verse
is quoted with slight modification by Bhatta Bhiskara, onc of the pre-
Siyana commentators of the Vedas (T. S., Mysore ed. 1L 1, 10, p. 315)
replacing nama ya$ caiva vrsalipatib for narbab Sraddhadisn kadicana.

24 Vayu., 25.43.

26 Ibid., 26.17f ; Brahmanda,, Chap. 27.
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of the Vedas®. Vedic customs and traditions have been
declared supreme and any other customs or traditions not
strictly conforming to them and not surrendering to the fold
of Vedic orthodoxy have been disparaged??. .
Readingout the Vedas in a Stﬁddh—cercmony is a practice
very widely followed in the Purinic society2® and a brahmana
not well-versed in the Vedas is not entitled to an invitation
to such ceremonies?®. Agnihotra is the supreme relegious

¢ Ka, Upa., 24.21. The phrases purdpam vedasammitam, puranam
brabmasammitam, pupyam Vedaif ca sammitam, nana-fruti-samiynktam are
of frequent occurrence.

3? Comp. rco yajimsi samani tathaivitharvanani ca |
brabmanab sabajam ripam nityaisa Saktir avyaya [|
anddinidbana divya vdg uisgsta svayambbuva |
adau vedamayi divya yatab sarvib pravritayab ||
ato’nyani bi fastrani prthivyam yani kanicit |
na tesu ramate dbirab pasandi tena jayate [|
Vedirthavittamaib karyam yat smyptam munibbib pura |
sa jieyab paramo dharmo namyaSistresu samsthitab |[|
_ya vedabahyab smiytayo yaf ca kis ca kudrstayab |
sarvas tab nisphalab pretya tamonistga hi tab smyiab ||

—Kiirma Pi., 2. 27-31; also comp. Vayu., 62.110.—

In the Purinas the word pdsanda stands for any anti-Vedic faith
and a follower of such a faith is called pdsandin. In the inscriptions of
Afoka the word means a religious faith in general. The word occurs in
Manusambita (IV. 30; I1X, 225) where Koullika explains pdsandinab
as vedabibyavratalimgadbarinab fikya-bhiksu-ksapanakidayah and pdsandasthab
as  Srati-smrti-bibya-vratadbarinab. It appears, the word undergoes a2
change in sense towards the worse during the resurgence of Brahmanical
faith at the hands of Brihmands. From a verse in the Vayn. P. we come to
kaow that differentanti-Vedic religions are already able to establish them-
selves by recruiting a swelling number of adherents from the society—

Vedih krtayuge pujyds tretdyam itu suras tatha |
_yuddbini dvipare nityam pasandas ca kalanyuge || —Vayn P., 78.317.
B Kigrma. Upa., 22.69.
 Viyu. 83-60-64. The Visgnu. 3.15 lays down the requisites of
such 2 brahmana thus—
bribmanin bhojayet fraddbe yadgunams tin nibodba me |
tripiciketas trimadbus triguparpab sadamgavit [|
Vedavit frotriyo yigi tatha vai jyesthasimagab [/
(See §ridhara Svimin’s commentary). A brihmapa having no
knowledge of the Vedas is called magna (Vispu., 3.17.5).
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deed for the brihminas3?. In narrating the Ramopakhyana,
the Agni P. speaks of Rima’s observing the vow of Catur-
misya3l. In declaring the supremacy of Mahadeva over
Brahma and Visnu, the K#rma P.31° counts on the verdict
of the Vedas as final32. In short, the Mantras of the four
Vedas are declared as instruments for the attainment of the
fourfold goal (caturvarga) of human life.33

But Yajfia on which the Vedic religion mainly hinges,
now recedes back in the new social pattern of the Puranas34.
The Matsya P.34% categorically states that the Vedas are lost
in the Kali era35. I have frequently come across passages
where it is told that performance of Yajfia was introduced
and considered Dharma in the Dviapara era3¢ and making of
gifts is the greatest Dharma for the Kali age3?. The reasons

30 Krdama Upa.,24.11.

3 tac chrutvd malyavatprsthe caturmasyam cakdra sab— Agni., 8.5.
318 Chap. 31.

32 Bven the advocates of the Krsna-cult pretend to draw upon

the Vedas as the authorities of Kfsna’s supremacy—

radhivilasarasikam Fkgsnakhyam purnsam param |

Srutavin asmi vedebbhyo yatas tadgocaro’bhavat [| —Vayu., 104.52, 55,
33 Agni., 271.1; elsewhere (104.20, 21) it states that it lays down

various ways to salvation in consonance with the Vedic authority—
muktimarga babuvidha uktd vedavirodhatab |

3. Though the Matsya., (145.44) clearly knows of the determinants
of a Vedic Yajha—pasinam dravyabavisam tk-sama-yajusim #tatha |

rtvijam daksinaya$’ ca samyogo yajsia ucyate ||

34a 144 .17. Comp. also Brahmanda., 65.42.

% ‘Vedas’ means ‘Vedic Yajiadharma’ in a transferred sense;
it may also mean ‘the Vedas proper’ as the Puranas believe in a2 dangerous
tampering in the body of the Vedas at different times and at different hands.

3¢ The Purdnas recognise the institution of sacrifice as belonging
to a hoary past. According to the Matsya P. (143.42) Yajiia was insti-
tuted in the Svayambhuva era. The Vayx P. in one place (8.66 ; also
Kirma P., 28.17f) declares it as having originated in the Dvapara age,
while, in another (31.16), in the Treta age,

37 Vayn., 8.66; Brabmanda., 8.65 ; the Kirma Upa. 26.10 tell that
gift is to be made only when one has surplus after maintaining
one’s family—

kutumbabbaktavasanid deyam yad atiricyate |
anyatha diyate yadh hi na tad dinam phalapradam [
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of this relegation of Yajfia from social life are not far to seek.
In the Ma#sya P. we hear Vasudeva telling in course of his
talk to Yudhisthira that the performance of Vedic Yajfia
(as prescribed by sages and gods) involving huge expense38
and requiring various materials, always remains beyond the
means of the poor. Only the rich are in a position to reap
the merit accruing through the performance of a Yajfia.
Viasudeva, therefore, advises Yudhisthira to have recourse
to voyage io holy places (tirthas) which is easy for the poor
and assures him that it will bring him greater merit than
even what is achieved by performing Yajia3®. This sym-
pathy for the poor actuates the authors of the Puranas to
extend religion to the doors of every man of the society and
Dharma now remains no monopoly of the favoured few.
The Vrata-cult so elaborately propagated in the Puranas
comes to the fore-front due to the same reason. It is mainly
considered advantageous for the poor, inasmuch as it can
be observed even by a destitute according as his resources
permitd. The Mua#sya P. deprecates Yajfia as the greatest
enemy of mankind not because it does not believe in its effi-

cacy but because it apprehends every defect at every step

3 The Soma sacrifice regarded in the Purdnas as the best and the
greatest of its kind, is so expensive that one having in storc foodstuffs
sufficient to maintain one’s family for three years is only authorised to
perform it—Kirma, Upa., 24.13-14. Also Vide Manu, XI1. 7

3 Comp. 1s5ibbib kratavah proktd devaiS capi yathakramam |
na bhi sakyi daridrena yajiiab praptum mabipate [/
babiipakarand yajia nanasambharavistarab [
prapyante parthivair etaih samrddhair vi naraib kvacit [/
0 daridrair api vidhib Sakyab priptum naresvara |
¢ tlyo yajraphalaibh punyais tan nibodha yudhisthira [[
rsinam paramam gubyam idam bhiratasattama [
lIrthinugamanam punyam yajrebhyo’pi visisyate [/
—Matsya., 112-12-15.
“In culogising the Vibhatidvada$i-vrata the Matsya P. (99. 17-18)
ccads—alpavitto yathifaktyi stokam stokam samacaret |
vaf ca py ativa nihsvab syid bhaktimin midbavam prati [|
pryircana-vidhinena sa kuryid ralsaradvayam [/
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owing to the very complex nature that ifs performancc
involves4l,

There are other factors also contributing considerably
towards the banishment of Yajfia from society. It may not
be an unwarrantable supposition that when the Brihmanical
religion loses its popularity with the masses42,. different
religious sects with different customs and traditions and
preaching different religious tenets try hard to transplant
their thoughts and ideas on the soil of India and recruit
fresh adherents to their faiths from among the masses. The
Kéarma P. refers to Smrtis that are current at its time though
not sanctioned by the Vedas (Vedabahya) and also to other
corrupted visions of thoughts (kudgstayah) all rooted in
tamah (tamonisthah)#. In a passage of the Matsya P.4% it
is told that Indra killed the preachers of some non-Vedic
religions with his Vajra44. We also learn that by the time

¢ Comp. annahino dahed rastram mantrahinas tu rtvijah /

yastaram daksinahinam nasti yajdasamo ripuh //
na vi ‘py alpadhanah kuryat laksahomam narah kvacit /

yasmat pidakaro nityam yajiie bhavati vigrahah [/
—ibid., 93. 111-12.
42 The animosity existing between the Vedic and the anti-Vedic
people is one of the causes of the downfall of the Brihmanical religion,
Comp. “That the religion or the government did not always feel secure
may be inferred from a passage in which Indra is requested to protect
the worshipper not only in war but in peace, oramongst or against the
people’’—Wilson’s translation of the Rgveda, Vol. III, Preface, p. xii.
According to Wheeler, the Brahmanical theology fell because ‘it was
devoid of all humanity’ and ‘utterly failed to reach the heart’. He says,
“It is obvious that so far the theology of the Brahmanas was without any
moral meaning. It satisfied no yearning, furnished no consolation and
utterly ignored the affections. But without human sympathies, theology,
man cinnot worship deity, anymore than he can worship beauty,

excepting through the medium of humanity”’—

—India » Vedic and Post-V'edic., p. 80.
43 Kiirma Py., 2.31.
44a 24 48—49.
4 Comp. Vedatrayiparibbrastimscakira dhisapadhipab |
Viedabahyan parifiidya betuvidasamanvitan [/
Jaghana Sakro vajrema sarvan dharmababiskytin //
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of the Kirma P. many Sistras preaching anti-Vedic views
prevailds. They often mercilessly criticize the Vedic system
of Yajsiadharma so widely prevalent among the masses.
The Vedic doctrine of "Sacrifice with a luxuriant promise
of heaven and happiness is hammered even by the Bhagavata
secti®, We find the interesting story where great sages
asserhbled in a sacrifice held by Indra, hur! questions after
questions to him regarding the propriety of killing of ani-
mals in a Yajfa4?. Elsewhere, it is told that a religious rite
corrupted by killing of animals cannot lead one to heaven
or bring him salvation48. The doctrine of Ahimsa appeared
in the field of Dharma as a distinct anti-Vedic movement
led by the Bhagavatas, the Jains and the Buddhists. On
the other hand, even Buddha himself is not spared by the
Bribhmanast®. Buddha, begging alms from door to door is

& Kirma Pv., 2.28-29; a list of such Sastras is given in Kirma Upa.
37. 146-7; also comp. ibid., 37.30; _Agni., 237. 4-5 and 238.8-9 mention
the names of many branché&s~of knowledge called Vidya. For the
origin of the Arhata religion and its criticism of the Vedic system of
sacrifice see Vigmw P. 3.18. Matsya P. (24.47) refers to Vedabihya
Jinadharma; reference to atheism is also made in Vigne P., 3.18.

48 See Gifa., 4.33; 4.42f Comp. “The earlier Brahmanical attitude
towards the faith (Bhigavatism) was one of hostility but later on there
was a combination between Brihmanism and Bhiagavatism probably
owing to the Buddhist propaganda of the Mauryas”—Roy Choudhury,
Early History of the Vaishnava Sect, (2nd ed.), p. 6-7. The allegorical
representation of Yajiia in Chandogya Up. (3.17) probably bears testimony
to this fact.

47 Brahmiapda., 63. 12f.

8 Vigmu., 3.18.15.
® The Saqrzwfam',éa_'ya (1.162) shows that contemporary brihmanas
called Buddha °Vpsala’. In the Rémayapa (Ayodhya-kianda, 109.34)
Buddha is called a thief—yazha bi canrab sa tatha hi buddbas-
fathagatam nastikam atra viddhi [
Jasmaddbiyah Sakyatamab prajanam
sa nastikenibbimukbo budbab syat [|

This animosity is also present in the Bbggavata Purana (1.3.24)
tatab kalaw sampravytse sammohaya suradvisanm |
buddbanamna )fijanasutab kikatesu bhavisyati

 Mabibhirata (§intiparva., 90.14) defines a Vfsala thus—-yasmin
viliyate dharmas tam devi vrsalam vidub || .



PAURANIC TRADITION—IS 1T VEDIC ? 121

seen being insulted and refused by the Brahmanas%. In his
conspiracy to kill Buddha, Devadatta is successful in getting
the active co-operation of even King Ajatagatrusl. Yet,
the doctrine of Ahimsa so emphatically advocated by Bu-
ddhism leaves a deep and permanent impress vpcn the spirit
of Brahmanical religion52. The Brihmanas henceforth accept
the doctrine of Ahimsa after modifying it not by inspiration
from53 but by impact against Buddhism. Ahimsa is advocated
as the greatest of all Dharmas and yet declared to be on a
par with slaying of animal victims in a horse-sacrifice®.
The foregoing sketch will explain the considerable
animosity existing - amongst different religious sects. The
result of this animosity is not happy and certainly very per-
plexing for the people in general. The sixty-fourth Chapter
of the Brahminda Puripa presents us a picture very helpful
in forming an idea of the turmoil the society passes through
during this period of religious transition. Herefrom we
learn that on account of different opinions maintained and

8 Mookerji, Hindu Civilization, p. 264.

51 Ibid., p. 193-4.. Hicu-cn-sang happens to be an eye-witness
of a situation in which five hundred brihmanas conspire and set fire to
a Sanghiarama built by Harsavardhana (Beal, 37-Yu-£i., Vol. 1, p. 219-21.)

52 The U .chavrttyakhyina in the AMababharata denouncing Vedic
Yajiia deserves attention.

58 Munshi (The Age of Imperial Unity, Foreword, p. xiv) says
‘Buddha was undoubtedly the product of Aryan culture.’

88 cf. abimsa paramo dharmas tatha'himsa param tapab |
abimsd paramam salyam yalo dharmab pravariate. [|
—Anunsdsana Parra. ; 115.25.
and masi mdsy aSvamedhena yo yajeta Satam samab |
na khadati ca yo mamsam samam efan matam mama |[|

It is interesting to note that when Pusyamitra Sun ga (187-151 B.C)
the Brihmana general of the last Maurya King Brhadratha occupies the
throne of Magadha and pzrforms Horse-sacrifice to celebrate his victory,
he finds a2 warm welcome from the Brahmanas—

Comp. andbbijjo bhavitd kascit senani kasyapo dvijab |
asvamedham kaliyuge punah pratyibarisyati [|
. —Harivamsa (Bhavisyaparva., 2.40).

B 3
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lacking was not a set form of Gthya rituals but was either the
enthusiasm or the skill to prepare out of the prevalent®? mass
of domestic rites systematised ritual treatises.

The Purinas believe that the Yajurvedc—the Veda for
the rituals, as the very mame indicates—is the only one exist-
ing since the most ancient times, and of which the three
other Vedas are mere sub-divisions®?® at a later epoch. If
it is held that division of the Vedas into distinct collections
is necessitated by the growing complexities of rituals and that
this is done to tacilitate the performance of the respective
duties of the four chief priests, it must be admitted after due
onsideration of the aforesaid myth that the Yagjurveda re-
ferred to in the Kirma P.%98¢ was the Veda for the Grhya
rituals and was the earliest forerunner of the whole ritual
literature we possess today.

By the introduction of the aforesaid myth and by dec-
laring that the Yagjurveda is the original Veda, the authors of
the Puranas were able to convince the society that the Gghya-
rituals preceded their Srauta counterparts in the evolution of
ritual history and, therefore, a relegation, if not rejection, of
the latter would only mean a go back to a practice sarctified
by both originality and antiquity.

The above discussion shows that the set of traditions
propagated by the Purinas is basically founded on the Vedic

%7 In the light of the aforesaid myth of the introduction of the two
Srauta fires ata much later epoch by Puriiravi, it becomes impossible
to deny a chronological priority of those mantras in the Rgueda that are
originally composed even in that age for being used in domestic rites.
Comp. “There are indeed traces of hymns made for such occasions
(household ceremonies) as the ploughing, the return of the cattle from
the pasture, their driving in and driving out, but these are almost isolated.
There are, however, hymns for marriage and the funeral ritual and a few
hymns dealing with magic rites," such as the removal ‘of jaundice by the
Sun, the prevention of miscarriage and the prognostication of misfortune’
Keith—Religion and Philosophy of the Veda (H. O. S. Vol. 31), p. 256.

%8 Comp. eka asid yajurvedas tam caturdhi vyakalpayat |
caturhotram abbhiid yasmims tena yajfiam athikarot
—Vigpu., 3.3.11.
s 3.3.11.,
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heritage. Since the Sambhita-period, the Vedic Mantras
undergo successive phases of liturgical application, the last
phase being represented by the Purinas and differing from
the earlier ones in point of domesticity. A comparative
and historical study of the Viniyoga phases of the Vedic
Mantras presents a formidable and yet an interesting task
which, if ever completed by anybody, will render yeoman
service to the proper understanding of the elixir that sus-
tains the continuity of Mantra application throughout this
long stretch of time. The question of the propriety of the
liturgical employment of the Vedic Mantras presents a tough
problem and can be answered only after a careful investi-
gation of every single Mantra citation in the perspective
of all the rituals it accompanies in different phases.
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propagated by different religious sects regarding Dharma,
the true presentation of Dharma is entirely lacking and,
as a result, people become confounded and come at a loss
to determine which one they should accept. The Ritua-
listic School pervades its grip over the society to a deplorable
extent and renders religious texts in a way that suits them
most®® without caring for what their interpretations ought
to be. The indiscriminate and indiscreet employment of
Vedic mantras in rituals also help to create a2 good deal of
aversion in popular mind for the Vedic rituals. The priestly
class sometimes indulges in luxuriant speculations in select-
ing Mantras to be applied in rituals prescribed by Vidhiss,
The Kirma P. narrates a story which is very important
from this point of view. Daksa, son of Pracetas, holds a
sacrificial session at Gangadvara without offering any obla-
tions to Rudra therein. Sage Dadhica asks for the reasons
of doing so. Daksa replies saying that Rudra has not been
allotted a share in every sacrifice and that Mantras also are
not there (in the Samhiti) by uttering which oblations might
be offered to him accompanied with his wife5?. Sages
assembled there side with Daksa. This story clearly points
to the fact that a proclivity to accommodate new gods in
sacrifice is seen with the priestly hierarchy and because there
is not a parallel protuberance in the number of Vedic verses
needed for them, the priestly class, in order to meet the grow-
ing demand, has to transgress their scheduled jurisdiction

55 Comp. Saétmzthmh sam$ayapriptain yatharthan wvai vikalpitaih/
Matsya., 153177. See also Brabminda., 64-12-17.

5¢ Comp. mantranam kalpanam caiva vidhidfstesu karmasu—
Brahmanda, Chap. 65. The passage fGstre Sfasire smrtd rmantrdb prayogis
talra durlabbab (Agm 312.4) points to the reverse case where Mantras
survive leaving their corresponding rites totally forgotten.

57 Comp. Sarvesy eva hi yajfiesu na bbagab parikalpitab |

na manira bhiryaya sardham Sandkarasyeti nejyate [|

Kirma Pv. 15.8. When Virabhadra, attendant of Rudra, demands Rudra’s
share in sacrifice, gods tell him, “There is no mantra that entitles you to
a2 share in sacrifice”’—ibid., 15.52.
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and recruit new verses from beyond it. A continuous addi-
tion to the bulk of the Mantra literature in different times
and at different hands is also expressly referred to%8. A
tampering or reshuffling of the Yajurveda, the Veda for the
ritualists, is also hinted at%®. It is told that Sikalya, called
Padavittamah® or Vadakarta®l dies of his being defeated
by Yajsavalkya in a controversy with the latters2. This may
be suggestive of the fact that Sikalya’s splitting up of the
Vedic Mantras into their constituent Pada-units is challenged
by no less a seer than Yajfiavalkya and the former has to pay
the penalty for the wrong method pursued throughout his
Pada-text in the form of death. :

The growing influence of the Tantra-cult is also seen
in this period. The use of the terms Kg¢tya, Abhicara,
Grahaganti, Paustika etc. is very frequent. In one place
we get a long list of articles required for Vagikarana®3. Be-
lief in the magical power of Mantras is seen®4. Mantras
from the Tantra-texts are profusely recruited®s, and they
already acquire so much popularity that they hardly require
full quotation and easily pass.by their technical names®s,

58 Comp. pratimanvantaram caiva Srutir anya vidhiyate |
reo yajsimysi samani yathavat pratidaivatam || Matsya., 145.58.
5 Brabmanda. 66.23 ; the result is that the Yajuhsamhitds current
in the northegn, eastern and the central part of the country considerably
differ from one_another—the three Samhitds being respectively known
as §yim§.yanl, Alambi and Aruni—ibid., 67.8-9. This chapter gives a
tairly long list of different sages and the prodigious number of Samhitas
composed by each of them.

% Thid., 66.64.

81 Ibid., obviously for his being an opponent of Yijiiavalkya in a
hot controversy with the latter.

82 Jhid., 66.64-5. o
83 _Agni., 123.28-34. _. {ﬁ .
8¢ Ibid., 137.9f. Y- -

-
88 Comp. dgamasambhava mantra—ibid., 97. 71.

%8 As for examples, Uma-maheéa-mantra, Gaurimantra, Pasupata-
mantra—cgni., 97, 35, 38, 59. Names of several Tantra works ancfn the
countries in which they are widely in vogue are given in 4gni., chap. 39,
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The reason of this growing influence of the Tantra-cult is
obvious. The Purinas are mainly reservoirs of Ksatriya-
tradition and Ksatriyas are seen to be particularly interested
in and inclined to the .Atharvaveds®?. Particularly in war
times Kings are seen to have recourse to Tamtra®8. ‘The
later the Puranas, the more they betray the Tantra-influence.
By the time of the .A4gnwi P., even a ritual for Visnu
assumes threefold character—Vedic, Tantrik and mixeds®
(misra).

Above is a brief assessment of the nature and direction
of some of the momentous forces working through the life
of India and steadily broadening out the Vedic Yajfiadharma
into the powerful neo-nationalism of the Purianas. It has
been already stated that to satisfy the popular thirst for re-
ligion the Puranas brought forward the Tirtha-cult and the
Vrata-cult?0. Another important substitute for Vedic Yajfa
is the Temple-cult which ramains quite unknown in the Vedic

$7 Comp. ra’j?i’a.r‘ tv atharvavedena sarvakarmapi sa prabbub |
karayamdsa maitreya brabmatvam ca yathabutib—
Visnu., 3.3.14.

€8 Agni., 125.51-55. The Trailokya-vijaya-vidya (ibid., 134.3),
Sangrama-vijaya-vidyZ (#bid., chap. 135) are specially helpful to kings
to disperse hostile army in the battlefield.

8 Comp. vaidikas tantriko misro vispor vai trividbo makbab—.A4 gni.
372.34.

Monier Williams says “The Puranas were written for the express
purpose of exalting one or the other male deity while the Tantras came
to extol the prominence of their female counterparts. He undermines
both of these two literatures as representing ‘the most corrupt phases
of g:g:ular Hinduism’—Hinduism., p. 81-2. Just as Buddhism is ab-
sor by the acceptance of Buddha as an Avatira of Visnu and that of
Mahiyinaism into the fold of Vaispavism and Saivaism so the Tantra-
cult is absorbed.by allowing the Agama-tradition to come on an equal
footing with the Nigama-tradition to form the basic authorities of Hindu-
ism. That the Tantric cult of the mother-goddess once greatly influenced
Vaisnavism is proved by the Khoh inscription of A.D. 441. [The Classical
Age (Bharatiya Vidya Bhavan), p. 421].

7 Besides occasional discourses the Matsya deals with the efficacy
of Tirthas in 15 consecutive chapters (Chaps. 180—194) and devotes
one whole chapter to eulogise 60 vratas at a stretch,
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period”. ‘The Agni P. declares that the right use of wealth
lies in its being spent for making gifts (dana) or holding
naming sessions (kirtana) but the best use of it can be had
by spending it for building up the temples of the Trinity.72
It goes even so far as to declare that the very thought of
building up a temple makes one completely freed from sins
by a day?3. This was but natural. -The Vedi¢ religion is
a religion of the contemplative sages presenting only a pro-
cession of thoughts and hardly furnishing any stereotyped
result. The religion of the Brahmana literature is a religion
of the mercenary priests, accessible only to the wealthy
section of the society and exclusively sacerdotal in character.
But the religion of the Puranas is a religion of the brahmanas,
adherents of one or other member of the Trinity, meant
for and accessible to all and therefore, popular in character.

The doctrine of Incarnation is also a noted feature of
the Puranas. It has been stated that one attains heaven by
hearing myths and legends connected with the Avataras.
Copying of the Puranas and making gifts of them come to

72 See Wilson’s translation of the Rgreda, Vol. I, Preface p. xxii;
Radhakrishnan, Religion and Society, p. 1252 Monier Williams, Hinduism,
p- 22.

The art of making images (Pratima-nirmina-vidya), the art
of colouring them (simhavidya), the practice of worshipping holy
stones (§ilagrama-piijanam) grow as natural corollaries of this Cult.

72 Comp. yada vittam na dandya nopabhogaya debinam |

napi kirttyai na dharmartham tasya svamye’tha ko gupab ||

tasmad vittam samasadya daivad va panrusad atha [

dadyat samyag dvijagryebhyab Rirtanani ca karayet |[|

danebhyas cadhikam yasmat Rirtanebbyo varam yatab|

atas ca karayed dhiman vispvader mandiradikam [[—.Agni., 38.
24—27.

" Comp. devigiram karomi i manasid yasts cintayet |[|
tasya kayagatam papam tad abna bi prapfyasi [[
anenaivanumeyam hi phalam prasidavistarat [
—ibid., 41.33-35,
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be regarded as deeds of unlimited merit?4. The impot-
tance of the ceremony of Diksa?”® and of the position of
Guru?¢ as the spiritual guide of a man may also be regarded
as the natural offshoots of the urge to provide every
scope to the people for satisfying their religious thirst that
remains subdued for centuries by the unsympathetic atti-
tude and rigid character of Vedic Yajfiadharma. The con-
tribution of Buddhism working on the religious front as a
protestant fajth is also in no way negligible. The spirit
of sympathy for the mass that makes the Purinas so conspi-
cuous and adds a character to them is practically derived
from Buddhism. Monier Williams thinks that probably
the definite shape given by the Brahmanas to the doctrine of
human incarnation, was due to their perception of the fact
that the success of Buddhism was in great part due to the
reverence the Buddha inspired by his own personal charac-
ter??. The legend of Vimadeva as being born of his mother’s
side is thought by Wilson? as ‘suggestive of the subsequent
similarly marvellous birth of Buddha’. It is to be noted that
the age of the Puranas is the age of the revival of Brahmanism
in 2 new garb—that of Hinduism. On the open platform
of self-implantation Brahmanism has to face as its .rivals
different sectarian religious cults of which Buddhism becomes
the strongest protestant church. It is an age of vying of
the two—each one trying hard to absorb the other by bringing
it within its own fold. Braihmanism ultimately emerges
victorious primarily for its principle of absorption suffici-
ently elastic for sheltering other faiths yet sufficiently rigid

74 Agni., 63. 20—22; Matsya., Chap. 292; Agni., Chap. 272.

7 Agni., Chap. 81; 83.62.

76 Ihid., 9. 34f comp. also gurur gurob paduka ca paro gurns ca paduki—
ibid., 33.46.

77 Hinduiswr., p. T2.

78 His translation of the Rgreda, Vol. III, Preface, p. xviii Comp.
also ‘The Buddhist conception of the Pratyeka-Buddhas might have
influenced the development of the theory’—The Clussical Age (Bharaciya
Vidva Bhavana), p. 415.
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to secure its own. Waith this is added the advantage derived
from the greatest blunder of Buddhism—the blunder of
deriding the Vedas and denying the Vedic theology. Both
are, in fact, systems of duty, morality and bencvolence and
both lay stress on more on a way of life than a system of
thoughts. Buddhistic system of duty and way of living
combined with Vedic theology makes what we have in the
Purinas—the Hinduism. In other words, Hinduism minus
Vedic theology constitutes Buddhism?°.

The success” of Hinduism, therefore is mainly due to
the fact that the 'Puranas, the propagating authorities of
Hinduism, built up on the foundations of Vedic heritage
and traditions8. A sincere and deep regard for the Vedas
as well as the rites prescribed by them is palpably visible
throughout the Purinas. Even where the Tirthas and the
Vratas are glorified they are done so because they promise
merit equal to that accruing through the performance of a
Vedic rite. The Tirthas are glorified because it is stated,
the Vedas and the Yajnas are bodily present there$l. When
Savitri enumerates the gateways to meritorious deeds before
the God of death, mention of Yajfia comes first in the list82.

7 Comp. ‘Brihmanism is a religion which may be described as
all theology, for it makes God everything, and everything God. Bu-
ddhism is no religion at all, and certainly no theology, but rather a
system of duty, morality and benevolence, without real deity, prayer
or priest’'— M. Williams, Hinduism., p. 52.

80 Comp. “The title ‘Veda’ is sometimes given to them’, and the
word Rk and also apparently Stikta to their verses’—Pargiter, Ancient
Indian Historical Tradition, Chap. II, p. 29-30.

8L Comp. Zatra veda$ ca yajiias ca mirtimanto yndbisthira—Matsya.
110.90 ; sarvayajiiesu yat punyam avimykte tad apmuyad—ibid. 185.54. It is
said that Indra becomes the king of gods by performing Yajiia in the
Jamadagnya Tirtha—ibid., 194.35, 47. In factthe more the Tirthas are
glorified in a Purdna, the more it is of late origin.

82 tasya dvaranpi yafanam tapo danam damab ksama |
brabmacaryam tatha satyam tirthanuSarapam Subbam ||
svadbyayaseva sadbiinam sabavasab swrarcanam [
gurinam caiva Susriisa brabmananam ca pijanam ||
indriyanam jayas caiva brabmacaryam amatsaram|[—ANMNlatsya., 212.20-22,
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Being virtually connected with the life of the common people
much more closely than the Vedic literature, the Puranas
exhibit a wide catholicity of outlook in their conception of -
Dharma and regards it as the great sustainer’®3, - The religion
of the Vedas being preached by few sages and accessible
to the wealthy few of the society is marrow in charactet,
while that of the Purinas being framed Ly the temple-
priests, propagated by the Siitas and meant for people belong-
ing to all walks of life, is ecclesiastical and rational in charac-
ters4,

The role of the Vedas and the Vedic Mantras is also
not inconsiderable. In dealing with the ritcs, ceremonies,
usages and religious views which are different from Vedic
tradition, the Purinas provide ample scope for employment
of Vedic Mantras, all types of liturgical formulae, Praisa,
Githa, Sloka etc. Many passages in the Puranas quote
Vedic Mantras verbatim or by parts or when not actually
quoting the very words of the Vedic texts give a very close
paraphrase of them that is, at times, agreeably surprising, or
press into service famous Vedic legends for the glorification
of holy places. VVgyx P.3% js couched almost in the same
words as Rv.8% A close resemblance with Upanisadic text
is found in Ki. Upa84, Agni P.844. Some passages are often
met with which are nothing but Vedic verses reproduced

8 dbarmeti dharane dbatur mahatmye caiva pathyatef

dbirandc ca mabattvena dharma esa nirucyate [|—ibid., 134.17;
for similar views vide Agni., 161.11-17, Vaya., 59.270 etc.

8¢ Comp. ‘The various treatises on temples and image-worship
took their shape after Hinduism grew out of Vedism’—Radhakrishnan,
Religion and Society, p. 125.

8a(.99,

8¢ x.90.12,

84c 9 12 and 10.13.
8¢d 382,21f.
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in Pauranic forms®. 17Gyx P.85 is close to Rv.8* Tayu P8%.
reminds us of Ry.85. Many passages are there that present
a very lucid explanations of some allegorical Rk-verses®s.
In describing the churning of the ocean, Agn/ P. draws an
analogy with the Vedic system of churning of the fire (Agni-
manthana)8? and expresses it with the help of ritualistic
terminology. In describing the person of Visnu in His Boar-
incarnation we clearly see the influence of the Vedic heritagess.

85 Comp. Sam no’stu dvipade nityam Sam»e’stu catuspade—Viéyn., 27.59;
mathitoyas tv arapyam rvai so'gmiragnib samidhyate—
> ibid., 29.38;
sabasra$irsd purusab sabasriksab sabasrapat |
sarvavyapi bhuvab sparsid atyatisthad dasiRgulam |/

8sa 30.184.

884 1.10.1.

86c 97,60—62.

85d 1.154.i.

86 Visnu, 1.12.59-9; 61-63 and also comp. Vignn., 2.8.95-986). Matsya.,
125.41—43 reads— )

chandobbir vajirupais tair yathicakram samaistbhitaib |
varunasya rathasyeha laksanaib sadrsas ca sab [
tendsan carati vyomni bhisvin anndinam divi [

athan gini tu siiryasya pratyarigiani rathasya ca |[|[
samuvatsarasy avayavaib Ralpitini yathakramam |

abar nabhi tu siiryasya ekacakrasya vai smgtab [[
arab samvatsaras tasya nemyab sad rtavab smigich ||

This portion can be regarded as explaining some allegorical verses
on Sarya in Re. 1.164; comp. also, Brabwarda., 56.37; Visnu., 2.8.7.

87 manthanam mandaram krtva netram Rriva tu

vasukim—Agni., 276.16; also Vispu., 1.9. 77, 83.

88 Comp. vedapddo yipadamstram kratudantas citimukbah—Matsya.,
248.67—173; Vispu., 1.4.25, 29; Vayu., 6.16—23. Yasoda with Yoganidra
in her womb is called phalagarbha tvamevejya vahnigarbba tatharanib—Vismx.,
5.2.9. When missiles hurled by the demons at Visnu enter the latter’s
person, it is expressed with the help of a simile tiken from the ancient
practice of the oral teaching of the Vedas by a preceptor to his disciple—

tany astrapi praysktani Sariram vivisur bareb |

guriktany upadistani sac chisyasya smgtiv iva ||—Matsya., 151.9.
. The hymns of the Rgveda from the teeth of Visnu in his Viamana-
incarnation—=Mat#sya., 245.60.

F. 4
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In a passage of the:F7snn P., the import of a liturgical
formula is surprisingly brought out8®.

The doctrine of Trinity that is commonly regarded
as the peculiar contribution of the Purinas.is believed by
Meonier Williams to be rooted in the Vedas and he says that
‘a change of name in Hindu mythology does not necessarily
imply the creation of a new deity’?0. Wheeler®! also agrees
with M. Williams when he says that Visnu of the Puranas
is an old Vedic conception more or less associated with the
Sur’. Wilson, though himself not advocating a Vedic
basis for the doctrine of the Triple manifestion, yet admits
that ‘according to high authority on the religions of anti-,
quity, the Tri-mirti was the first element in the faith of the
Hindus®2. Saunaka in his Brbaddevati gives Visnu as one of
the names of the Sun-god®. The number ‘three’ which
forms the very basis of the classification of the Vedic gods
probably serves as the motive power behind the doctrine of
Triple manifestation®®. The concept of Triple manifesta-
tions representing the thtee distinct functions of creation

Ry. 1.22.17 may be taken as forming the very basis of the Viamana-
ncarnation. The Vedic literature supplies the basis of the Boar-incar-
nation too. The Classical Age (Bharatiya Vidya Bhavana), p. 415.

8 Comp. prabba vivasvato ratrav astam gacchati bhaskare |

visaly agnim ato ratrau vabnir diirat prakasate [|

vabnipadas tatha bbanum dinesv avisati dvija |
ativa vabﬂi.réyogid atab siryab prakasate [/
—Visnn., 2.8.21-22.
%0 Hinduism, p. 17-8; the triad of the Purinas—Brahmi, Visnu and

Mahe§vara—has, according to him their Vedic counterparts in Agni,
the Sun-god and Rudra respectively—ibid., p. 63.

1 India : V'edic and Post-Vedic., p. 75.

*2 His translation of the Rgreda, Vol. I, Preface p. 25.

%8 The #ri-vikrama or the three steps of Visnu have been often
explained as referring to the three positions of the Sun—its rise in the
eastern horizon, culmination in the mid-sky and setting on the western
horizon.

%€ Even where the number of gods swells to 3339 (Rs. 3.9.9;
10.52.6 VS 33.7; T.Br. 2.7.12.2), it still remains a multiplication of 3.
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(srstf) sustenance (sthiti) and dissolution (laya) may also be
said to be rooted in later Vedic literature®. Idolatry forming
the special feature of the Paurinic society is no invention of
that period. Image-cult is not unknown to the Vedic society.
Evidences are there to show that the Vedic Rsis conceived
God both as corporal as well as incorporal. In Ry. 7. 100.6,
the Rsi asks Visnu not to hide His form. In another, Ry.
10.130.3, the word Pratima actually occurs.

The religious rites prescribed in the Puranas are of
Grhya character and they do not requirc the three $rauta
fires for their accomplishment. The Puranas advance 2 myth
according to which the household (garhapatya) fire is the
original one and the introduction of the other two is made
by Aila Puridrava at a much later epoch®®. It is plausible
that the Vedic Arvans developed, as is very natural for a race
in its religious commencements, its elaborate system of
domestic rites and ceremonies before diverting its attention
to working up a highly complex structure of grauta rituals.
Such an inference would place the Grhyasiitras even before
the Brahmana texts which are the first ritual treatises avail-
able. But the Grhysiitras at a much later period being the
only systematised works dealing with Grhya rites, we have
practically no warrant in asserting with confidence the
hypothesis wealready framed about the chronological priority
of Grhya literature, unless we try to explain the absence of
such a one by putting forward a theory of wholesale destruc-
tion a that might have easily taken place during thé untold
vistas of centuries or have faith in the belief that what was

9 In the verse—eka era rudro’vatasthe na dvitiyo rame nighnanpy-
tmisu Satrin, samsrjya visva bbuvanini gopa pratyar janan samcnkociniaksle
(partially quoted in Nirwkta 1.15), the three functions are combined into
one god, Rudra.

% The story is elaborately given in Vigmn., 4.6.35—46; also comp.

asvatthad aranim krtva mathitva’gnim yathavidhi |
mathitva’gnim tridha kytva hy ayajat sa narédhipab [/
ko’ gninmt piirvam Jdsid vai ailas trims tan akalpayat||—1 dyu., 91,46-7.
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lacking was not a set form of Grhya rituals but was either the
enthusiasm or the skill to prepare out of the prevalent®? mass
of domestic rites systematised ritual treatises.

The Purinas believe that the Yazjurvedec—the Veda for
the rituals, as the very mame indicates—is the only one exist-
ing since the most ancient times, and of which the three
other Vedas are mere sub-divisions®® at a later epoch. If
it is held that division of the Vedas into distinct collections
is necessitated by the growing complexities of rituals and that
this is done to tacilitate the performance of the respective
duties of the four chief priests, it must be admitted after due
onsideration of the aforesaid myth that the Yagjurveda re-
ferred to in the Kirma P.%98° was the Veda for the Gghya

rituals and was the earliest forerunner of the whole ritual
literature we possess today.

By the introduction of the aforesaid myth and by dec-
laring that the Yagjurvedais the original Veda, the authors of
the Puranas were able to convince the society that the Gghya-
rituals preceded their Srauta counterparts in the evolution of
ritual history and, therefore, a relegation, if not rejection, of
the latter would only mean a go back to a practice sarctified
by both originality and antiquity.

The above discussion shows that the set of traditions
propagated by the Purinas is basically founded on the Vedic

%7 In the light of the aforesaid myth of the introduction of the two
Srauta fires ata much later epoch by Puriiravi, it becomes impossible
to deny a chronological priority of those mantras in the Rgueda that are
originally composed even in that age for being used in domestic rites.
Comp. “There are indeed traces of hymns made for such occasions
(household ceremonies) as the ploughing, the return of the cattle from
the pasture, their driving in and driving out, but these are almost isolated.
There are, however, hymns for marriage and the funeral ritual and a few
hymns dealing with magic rites," such as the removal-of jaundice by the
Sun, the prevention of miscarriage and the prognostication of misfortune’
Keith—Re/igion and Philosophy of the Veda (H. O. S. Vol. 31), p. 256.

%8 Comp. eka dsid yajurvedas tam caturdha vyakalpayat |
caturbotram abbiid yasmims tena yajfiam athikarot |[|
—Vigpu., 3.3.11.
w8z 3.3 11.
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heritage. Since the Sambhita-period, the Vedic Mantras
undergo successive phases of liturgical application, the last
phase being represented by the Purianas and differing from
the earlier ones in point of domesticity. A comparative
and historical study of the Viniyoga phases of the Vedic
Mantras presents a formidable and yet an interesting task
which, if ever completed by anybody, will render yeoman
service to the proper understanding of the elixir that sus-
tains the continuity of Mantra application throughout this
long stretch of time. The question of the propriety of the
liturgical employment of the Vedic Mantras presents a tough
problem and can be answered only after a careful investi-
gation of every single Mantra citation in the perspective
of all the rituals it accompanies in different phases.






THE YOGI-YAJNAVALKYA SMRTI AND
ITS UTILISATION IN THE MEDIAEVAL
DIGESTS OF BENGAL AND MITHILA

By Prof. BHABATOSH BHATTACHARYA

THis Smrti is different from the famous Ydjsavalkya smrti,
as its very name implies. It has recently (1951) been cri-
tically edited with a Sanskrit introduction by Svami Kuva-
layananda and Pandit Raghunithagastri Kokaje and pub-
lished from Lonavla (Poona district) as ‘Brhat-yogi-yajsia-
valkya smrti.” 1t consists of 12 chapters with verses ranging
between 20 and 198 in the several chapters, the total' number
of verses being 928. It deals with dudra, its 724 chapter being
concerned with ceremonial ablutions. The printed edition
is based on the collation of two MSS., deposited in the
libraries of the Bhandarkar Oriental Research Institute of
Poona and India Opfice of London respectively. The learned
editors have supplemented the text with an appendix, con-
taining a well-arranged collection of verses of Yogi-Yijfia-
valkya (Yogi-Y3j.) from several published digests but missing
in the two MSS., collated for this edition. The object of the
present paper is to investigate the utilisation of the Yogi-
Y3j. by Ballila Sena, Candegvara, Govindiananda and Raghu-
nandana, all but the second of whom belonged to Bengal
and the second only to Mithila, all of them having flourished
between the 12#/6) and 1626 centuries of the Christian era.

(1) Ballala Sena (1158—1179 A. D.)

The Danasagara® (D. S.) Ddnasigara and the _Adbbuta-
sdgara® are the two extant® works of the Bengal king, Ballila

1 Edited by the present writer and published by the Asiatic
Society, 1956, as work No. 274, Bibliotheca Indica.

* Edited by Muralidhar Jha and published by Prabhakart &
Co., Varanasi, 1905.

3 Ballila Sena wrote at least three other works, viz., Acdrasigara,
Pratisthisagara and Vratasigara. The introductory verses 56 and 55
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Sena. Of these, the latter coptains no quotation whatsoever
from the Yogi-ydj., concernedas itis with gn#/, i.e. propitiatory
rites only. But the former contains a fair number of the
Yogi-yij. quotations, it also having mentioned both Yajda-
valkya and Yogi-ydjiiavalkya among its authorities on p. 3
in its introductory verses 16 and 17 respectively. ‘The
Yogi-yij. quotations in the Ddnasigara concentrate mainly
in its chapter on paribhisg (i.e. technical terms), included
‘within its introductory portion, while its chap. 43 on vidyi-
dina (i.e. gift of learning) contains a single quotation of one
verse and a half only from the Yogi-yij. Almost all of the
above verses with the solitary exception of that on p. 53 of
D. S. arc found in the printed edition of the Yogi-yaj. It
may be added here that though the thrce verses on pp. 52,
56 and 57 are prefixed with the word ‘Yajravalkyah’, yet
they are really Yogi-yij. verses. The Brahmacarikinda of the
Krtyakalpatarn (pp. 63-64) has ascribed these verses to the
Yogi-yij. and the present writer has noted this fact in the
tootnotes of the relevant pages of his edition of D. S, as the
Yogi-yii. Smrti had up till then not been published. The
first two Yogi-ydj. verses (on pp. 52 and 53) in the D. S.
relate to moral conduct and mode of wearing clothes respec-
tively at the time of religious observances and the last one
and a half verses (on p. 491 in the chap. of gift of learning)
detinc seven books of the siddhinta class, while those
on the pages 55, 56-57 and 63 are concerned with the
proccdure  of japa (i.c. inaudible muttering of mantras
as a mode of worship) and the importance of vidhi

(i.e. duc formality) and gsraddha (i.e. faith in religious
actions).

(p- 6 of the published edition) of the Damasigara record the names
of the first two works, while the existence of the third is inferred from
two references on pp. 52 and 59 of the above edition of the same. Vide
also the present writer’s paper, v/%., ‘Cande§vara’s indebtedness to Ballala
Sena’ (Indian Culture, Vol. X1, 1945, pp. 141—44 at p. 144).
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(2) Candesvara (1290—1370 A. D.). _
Of the seven Swrti-ratnikaras of this Maithila digest-
writer, the following thrce viz. Krtyaratnikara,® Grhastha®
and 177vada® have bcen published, while the following two
viz. Swddbiratnikara® and Dinaratnikara® cxist in MSS. only.
The first two of the published works and the unpublished
Dinaratnakara only contain quotations from the Yogi-yaj.

(a). Krtyaratnikara (K. R.)

Though the K. R. mentions on p. 307 in the sub-chapter
on pramana (i.c. sources) in the chapter on dharmanivipana
(i.e. determination of dharma) the work of the Yogi-ya;. as
onc of the reputed sources of dharma to be followed on
appropriatc occasions, yct irs five groups of quotations from
the same on pp. 46, 47, 49-50, 51 and 63-64, amounting to 16
verses only, are identical with first five among the six groups
of Yogi-yij. quotations in the ID. 5., which latter work
is also explicitly mentioned on p. 51 of the K. R. in the phrase
“iti sdagarak’ (i.e. as quoted from the $Zgdra, an obvious abbre-
viation of the D. §.) after the Yogi-yu/. quotation, thus, clearly
showing that the K. R. quotations arc second hand ones,
being from the D. 5. and not from thc Yogi-ygy. itselt. Four
- of the above five groups of quotations, i.c., almost all except
that on p7 47, the last three verses on pp. 49-50 and two
out of seven verses on pp. 63-64, are found in the printed
Yogi-ydj.

(b) Grhastharatnikara (Gr. R.)

The Gr. R. quotes the Yoqgi-ydj. not less than 30 times in
its chapters on  prdtah-snina, Kriya-suina, sandhyopdsana,

1 All these three works have been edited by the late MM. Kamala-
krsna Smrtitirtha in the Bibliotheca Indica between 1925 and 1931.

® Asiatic Society MS. No. 3826 of the Govt. of India collection.
¢ Poona Deccan College MS. No. 114 of 1884-5.
! AN — A A mac—ag A —agaraard fr
g Sl rariaEeamidy 333 S
F. 5
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Japa and farpana (pp. 191—268).‘ Most of these quotations,
which are big ones, ranging between 17 and 45 lines, are
found with occasional differenf readings in the printed
Yogi-ydj. (chaps. 1, 4 and 6—8). A big quotation of 25
lines on pp. 243-44 is partly the same as the two werses of
the quotation of five verses on pp. 49-50 and as the three
verses of that of seven verses on pp. 63-64 of the K. R. The
latter half of another big quotation of 17 lines on pp. 241-42
is the same as the remaining four verses on the last-mentioned
pages of K. R. The first of the three unidentified verses out

of five in the quotation on p. 219 is the same as the third one
on pp. 49-50 of the K. R.

- .(3) Govindinanda (1500—1540 A. D.)

Of the four published works of this author, the follow-
ing two only, viz.the Varsakriygkanmsdi (V. K. K.) and
Suddbikaumudi (S. K.), quote the Yogi-ydj. twice, once in each
case. The 1. K. K. quotation on p. 503, consisting of a half-
verse only, is tlt€ same as the second quotation on p. 263
of the Gr: R. and the S. K. citation on p. 298, consisting of
a single verse only, is also identical with the second one on
p. 217 of the Gr. K. Both the quotations are found in the
7th chap. of the Yogi-yij. (vv. 87b and 154). .

(4) Raghunandana (1soo—i1575 A. D.)

As the present writer has fully described Raghunan-
dana’s utilisation of the Yogi-yd7. in his monograph ‘Raghu- -
nandana’s indebtedness to his predecessors’ (. Asiatic Society, 1955),
he does not intend to repeat it here but refers the readers
to his above-mentioned work (pp. 17—18, pp. 124-127).

It may be stated in conclusion that this Yogi-ydjriavalkya-
smrti is entirely different from the Yoga-yijiiavalkya, a work
on Yoga, a critical edition of the latter having been recently
published by Mr. P. C. Divanji as supplements to the ]oymaf
of the Bombay Branch of the Royal Asiatic Society. The atten-
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tion of readers is also referred to his paper viz. ‘Brhad-yogi-
yajriavalkya smyrti and the Yogi-yijiiavalkya® (Annals of the
Bhandarkar Oriental Research Institute, Vol. XXXIV, 1953,

pPp- 1—29).
Appendix of the quotations

[N.B.—As all the}Yogi-ydj. quotations in the K.R. are identical with
those in D.S. and as also the two citations in the V. K. K. and the
S. K. are together the same as the two out of many such in the Gr.
R., so we have omitted the quotations in the K. R., the V. K. K. and
the S. K. from this Appendix and dealt only with those in the
D.§S. and the Gr. R.]

(1) D. §. quotations

D, &. Yogi-yaj.
1. p. 52 = 7/37—(=rfr-) amEsa—9 a9 .. S=A)
2. p.53 = —atfraTsEaera—afammefe: . . . gae@’ )
3. p. 55 = 7/147 & 149—giRETaeT— AT ... . . . geTae |
(2 verses) . .. AfmamEEa— fEfugsesy ...... gEFATH: |

(3 verses) (not found in Yogi-yij.)
4. pp. 56-7=7/148 and 34—aqqr 9 (Af1—) FTwaeFa:—afs aFEHST:
... arfefa =qfa’)
5. p. 63 =7/131-2, 135, 137-39—ifiraTaaera: — STAATTHRET—
gsmHaaa fg'1 (The 1st v. not found in Yogi-yij.)
6. p. 491 =2/67a-68a—fggrarey Fiffaaasaatsarn: | aqr =T IIfT-
AT~ X . . . fagraey gwfi
(2) Gr. R. quotations (identified ones only)
Gsz. R. Yogi-yij.
1. p. 191 = 6/26——Yfamasd: — 'S5 g7 . . . 9 auf=ah’ | (Yogi-
yaj. reads ggrarfear 3 for Fufeafin:)
2. pp. 202-3=06/27-30—ifATacaq: — FTSRGTE ... HAAT  HIAA
waq |
Gr. R. Yogi-yaj.
3. p. 212 = 7168-9, —figTae . —aisaY faaa e, ..
) 170a and 171b wfese werenfin
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4. p. 217 = 7/154 —(ofr-)greraesa: . . . . TIT— SATRTEARTAT
...... dratfefrgar’

5. p. 219 = 7/40-41—NRqHasR=T: JaT—"aragary © * 2™
Tguaa:’ 1

6. p. 223 = 6/1 and 4—gx aifaEEeTT: — @9 gaeaTiy. . 0L

gt Isfa |9 1

7. p. 225 = 6/11 and 25a—xtfraEEer: — Fragdr - Aiflga @Y N

8.

9.

10.
11.

12.

13.
14.

16.
17.

18.

PP- 225—7=6/5-6, 9,—fmamsrassa: —'sffwr7 - - - afrassaa’ 1t
10b, 12—19a,
20-21
pp- 227—30=06/25b——gax{fmarsrassa: —'w==arga=1 " " " fazraa:’n
-
1/27 (cf.
4/2a and 3b)
p- 236 = 6/2 and 8—TFTHaEeTa: — '@ AT I """ faf=a:’ n
pp. 237—"= 8/22—25—gga aifmamara T— Arfasrgese -
IR N
p. 238 = cf. 8/9—graifiaTeacey: — 'FHFFEIH TS ATTATH-
| fersaonr a1
p- 240 = 8/46—rfiraTaeTa: — 'TrEATENEE a1
p- 243 = 7/140—'sg@q wEAT A9 SwREq 3fa arfEme-

FeEdTERd ATEO a9y geasaH |
Gr. R. Yogi-ydj.

pp- 243-44= 7/131-2 —agYfgqraigesy: — 9 IS99 " ITuRis
147 and 149 I=ga’ N
(partly identified)

p- 263 = 7/87b—Ag I AT aeaq:— IO ¥ T IS T AT FETa |

p. 268 = 7/40-41—aifirsrassa: —aragary - wgfafa:’ o
(The same as the 57/ quotation of the Gr. R. on p. 223)

P- 268 == 7/44 and 46.—-'q-=rﬁ'rmam: _‘mﬁﬁﬁd‘ -----
gfawaag 1l



PROLOGUES IN THE BHASA PLAYS*

By Dr. G. K. BHAT

THE prologues in the Bhiasa plays must be viewed in the light
of the dramatic practice prevalent on the Sanskrit stage.
Thus viewed, there is a possibility that a proper explana-
tion of their particular character may be furnished.

I

The dramatic practice on the ancient Indian stage
reveals three or four distinct phases of development. The
oldest practice must naturally have been that enunciated
by Bharata. This consisted of an elaborate p#rvaranga com-
prising 19 items!. The first 9 of these items were performed
behind the curtain; the next 10, on the stagein the presence
of the audience. Many of these latter items, too, were:
concerned with music and dance. The items which- are
significant for the drama proper are ndndi (13th), ranga-
dvara (16th), #trika (18th) and prarocand (19th): Nand:
was a formal prayer sung to propitiate the gods. In #rika
the Sitradhira with the help of the Vidisaka and the Pari-
parsvika (the three forming the #rika or trio) introduced by
means of light talk, the .drama and the dramatist. Ranga-
dvira consisted of a verse which was sung to the accompani-
ment of gestures (abhinaya) and was, thus, a foretaste of the
dramatic performance. Finally, prarocani, which was the
last item of the piirvaranga, was an appeal to the audience
to secure their interest and attention in the performance.
These four items, namely, nandi, rangadvira, ?rika and pra-
rocand, which must have been ‘written and arranged in a

* Paper submitted to the 19th session of A.I.O.C., Delhi, 1957.
1 See, Prof. R. B. Athavle’s Paper, The Problem of Nandi and Piirva-
ranga, read before the Classical Section of the A.I.O.C., Ahmedabad,
1953, and published in ‘Oriental Thought’ (1954). I am indebted to prof.
Athavle for the discussion on the interpretation of theoretical passages.
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set form by the director of the dramauc company?, contain
the entire material of the prologue of the drama. This
may be called the parvaranga phase.

The pirvaranga was a very heavy performance and was
apt to be tiresome to the audience that had collected mainly
to,witness the dramatic performance. Bharata himself seems
to be aware of this psychological reaction of the audience,
and provides for cutting down 2 good deal of musical portion
from the pirvaranga® But this was not all. A dramatist
must have felt that he should have his own mangala and that
he should properly introduce his own play and himself to
the audience. This desire on the part of a dramatist was
quite natural; because, the introduction performed by the
manager of the dramatic company must have been more or
less of a formal or set pattern. So, while on the one hand
the pirvaranga was gradually curtailed, the dramatist, on
the other hand, started providing his own benedictory versc
and the introduction to his play. Thus, in course of timc,
there came to be established two prastivanis, as it werc;
one, that of the Sttradhara as an integral part of the pirva-
runga, and the other, that of the dramatist himself, written
as part of the text of the drama. Both were naturally per-
formed one after the other, and just before the actual dramatic
performance. The texts of the extant classical Sanskrit
plays do not furnish any open clue to this development of
dramatic practice; but the stage-direction, “Then at the con-
clusion of the wdndi, enters the Siitradhara’, and the Sitra-
dhira’s statement, ‘Enough of prolixity’5, at the beginning "
of his prose speech, found in many plays, are significant
pointers in this direction. In fact, they cannot be properly
'cxplained unless the older and elaborate plirvaranga is pre-

2 Ibid.

- 3 Cf. Natyasisira, GOS, V. 165—167.
¢ CE. ‘Frera qa gfamfa gaar: )’

5 Cf. ‘gonfafasgeor’ etc.
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sumed to have been performed earlier. It is not, howcver,
necessarv to depend upon inference only for this conclusion;
for, the testimony of Abhinava clearly vouches for the
existence of the two prastgvands on the Sanskrit stage.® This
may be called the phasc of the double prastivana.

When the two prologues existed side by side on the
Sanskrit stage,.the normal practice probably was that the
Satradhira performed the pirvarange and departed; then
another person, like the Sdtradhiara, from the dramatic
company, appeared on the stage and performed the prologue
of the dramatist.? From this point of view, the dramatist’s
prologue can properly be called sthgpana, and the actor who
performed it can be called Sthapaka, since this was establish-
ing the author’s prologue. There is an indirect testimony
derived from some plays which contain these particular names
and which thus suggest the particular dramatic practice.®

This practice of the double prastivand must have con-
tinued for some time. But the superfluity of one of
the prologues was quite obvious; and it was natural that one
of them should have been dropped. In this struggle the
dramatist seems to have won in the end. The pArvaranga,
already suffering a process of curtailment, came to be dropped
completely, and the dramatist’s prologue was established .

¢ See, Abhinava’s Comm. on NS., V. 180 (GOS, pp. 251—152).
7 CE. (a) NS., GOS, V. 172=173, pp. 249-250:
sgsa fafaqs g @0 savE:
as: SERq X PEAATSOS |
(b) Dasaripaka, 111. 2 :
@ faamet gEEr &
sfas TEEaT FTEaHTEINaNeE: 1
(c) Sabityadarpapa, VI, 26 : ° .
@< faads grar fEda)
sfaza TaTIwEIEd m "
8 Cf., for instance, the Prologues in Karp#ramasijari of Rijasekhara,

and _Abkinavaraghava of Ksiraswamin. See, also Prof. Athavle’s Paper,
op. cit. ,
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in its place. Now, the entire prologue, including the #andi,
was written by the dramatist; and it was performed by the
director of the dramatic company. This development, when
the prologue of the dramatist took the place of the old prirva-
ranga, may be called the phase of the dramatist’s prologuc.
This development is recorded by Vigvanitha.?

It appears that, though the parvaranga was dropped,
an exception was made in the case of the nandi which was
allowed to remain as an essential clement of the ceremonial
opening of the drama.l® The ﬂd-ﬂd}, however, was written
by the dramatist himself; only he attempted to model it on
the lines suggested by Bharata; and it was shown separated,
as it were, in the text as 2 mark of deference to Bharata.

When the dramatist’s prologue was established on the
stage, a few variations only were possible in the dramatic
practice. They are recorded by Rucipatil® According
to him, the dramatist’s #ind7 was sung by some one and then
the Satradhara entered to perform the dramatist’s prologue;
sometimes, the Sitradhira, himself known by the name of

Nindi, sang the nindi verse from behind the curtain and then
entered to perform the rest of the prologue..

IT
The prologues in the Bhasa plays reveal the following
characteristics on an analytical examination:
1. They begin with a ndndi invocation; the only ex-

ception is Carndatta which does not contain the
nandi versec.

S Cf. Sdbityadarpana, VI. Viévanitha’s comm. on VI, 25. See,
also Natyadarpana, GOS, p. 155,

19 Cf. Sahityadarpana, V1. 23:
SR (qiTer) it Tt
| TATAAE FaAT Ay e |
11 Rucipati’s Comm. on Amarghyarighava by Muriri, Kavyamald
No. 5, pp. 7-8.
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2. PParonamastic phra.s'mg (technically, the figure of
speech known as Mudra) is used in the ndndi verse
to suggest the names of the dramatis personae in
s out of the 13 plays (namely, Svapra, Pratifiia,
Pratimi, Pasicaratra and Urnbbanga).

3. The gods invoked in the #nandi verses are:

(i) Balarama : Svapne.
(ii)) Skanda : Pratijsia.
(iii) Rama : The two Rdmayapa plays,

namely, Pratima, Abbiseka.
(iv) Visnu-Kysna : Allthe Mahabhirata plays and,
Balacaritu and Avimdaraka.
4. The prologues are called sthdparna.

The technique employed in the prologues shows
some variations :

S
.

(A) Monologue is used, and only the Satradhara appears
in 7 plays. Here, the procedure is:

(i) The Sitradhara is about to address the audi-
ence, when he hears ‘some kind of noise’;

(ii) This is followed by an utterance behind the
curtain;

(iti) TIn an attempt to explain the ‘noise’ and the
utterance, the Sdtradhara introduces—

(a) the character that opens the main scene
(Svapna, Karnabhira, Balacarita);

(b) the main scene (Paricardtra, Madbyamayyiyoga,
Diitavakya);

(c) the background of the play (Diitaghatotkaca).
(B) Dialogue is used in the remaining 6 plays; but
here there are further variations.

(a) Tn Abhkiseka and Urnbbanga, the Pariparsvika,
or the Assistant, figures with the Sitra-

F. O
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dhiara. There is a reference to the ‘noise’ in both
the plays. But—

(1) in Abbhiseka, it is described by the Assistant
as an ‘ear-splitting” noise, and he questions
the Sitradhiara about it.

(1) In attempting to explain the cause of the
noise, the Statradhira summarises the back-
ground and introduces the event and
characters of the.main scene.

(iii) In Urabbanga, the source of the noise is the
movements of the soldiers on the battle-
field. In answering the question of
the Assistant about the movements, the
Sttradhiara introduces the topic of the
mace-fight.

(b) In Pratijiia, Avimivaka, Pratimi and Cairsdatta,
it is the Nati who appears along with the Sdtra-
dhiara. The variations here are as follows :

(1) In Pratijiia and Pratima, the Nati is asked to sing
a song.

(1) In Pratima, she actually sings; then there is
an utterance behind the curtain;

(ii) In Pratiysa, she does not sing because she is
worried about a2 bad dream which has made
-her apprehensive about the well-being of
the relatives; the Siatradhara promises to
send a messenger; Then there is an utter-
ance behind the curtain.

(iii) In both these plays, however, the Siutra-
dhira’s verse which follows the utterance
behind the curtain, contains a simile which
helps to introduce the character that opens
the main scene.
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(2) In Avimiraka and Carudatta, the Sutradhara and
Nati converse with each other.

(i) In .Avimdraka, the Nati expresses a desite to
go to the park;

Immediately, there is an announcement
bechind the curtain;

The character referred to in the an-
nouncement appears in thc second scene after
the opening of the first acrt.

(i1) In Cdrudatta, the Siatradhara and Nati are
talking about food and religious fast; An
invitation is given to a Brihmana; The
Brahmana who is the Vidiisaka in the play,
opens the main scene.

TIT

The apparent simplicity and the similarity of pattern
that is discernible in thesc prologues may lead some one to
assume that thcy are written and arranged by the manager
of the dramatic company. In other words, they may belong
to the parvaranga phase. Such an assumption is bound to
be erroneous, and for a number of reasons :

(1) The paronamastic phrasing employed in the wand7
verse of some_of these plays, however artificial it may be,
is too clever for the manager of the dramatic company; much
less can we think of its repetition with appropriate variations
in word and sensc.

(ii) The fact that the other plays have a distince
nandi verse of their own belies the assumption of a conven-.
tional set pattern.

(iii) A little consideration will show that there is a
particular appropriateness about the »and; verses : (a) The
equivocal verses, of course, suggest the characters in the
particular plays, and contain a remote reference to the story
in them. (b) The god invoked in each verse is appropriate
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to the theme of theplay: Thetheme of the Svapna is concerned .
with bal/a; both the strength of intellect and of army are re-
quired to reinstate the hero on his lost throne and to bring
about a happy reunion of the deliberately separated lovers.
Pratijfia is a play of bold strategy and daring adventure on
the part of the Minister; moreover, it is @ play without a heroine.
The invocation to Skanda is, therefore, both appropriate
and significant. The two Ramaiyana plays invoke Rama,
who is a god and also the hero of the plays. The same
consideration applies to the Bglacarita, where Damodara is the
hero of the play and an incarnation of god. The Mahabharata
playsi nvoke Visnu-Kysna in one form or ‘the other; and this
is natural because the Mahabhiarata story is dominated by the
personality of Krsna who is definitely conceived as a godhead.
Especially significant is the invocation in the D#taghatotkaca,
where Narayana is described as the Sttradhira of the drama
of the three worlds. The theme of this play is concerned
with the uncertain issue of political negotiations the end
of which can be forestalled by a divine agency only. Further,
the theme is a2 new creation of the author; and while present-
ing it on the stage, what is natural but he should invoke the
god as a Statradhara? In Avimaraka Visnu is invoked pro-
bably for a double reason: The real name of the hero is
Visnusena; the royal families seem to be cgonnected with
Visnu, since Nirada actually appears on the scene to
advise the father of the heroine on the question of her
marriage.

(iv) The gods invoked in these plays are nearly identical,
with the exception of Pratijsid only. Balarama who is invok-
ed in the Svapra is in fact the elder brother of Kysna;
the identity of Krsna and Visnu is open; but the identity
of Rama with Visnu-Krsna is also clearly assumed in the
nandi verses of the Avimgraka and of the Bglacarita; in fact,
the nindi of the Bdlacarita is remarkable for the identification
of Niriyana, Visnu, Rima and Krsna (Dimodara), who are
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conceived as the four avatiras in the four yngasi? ‘This should
lead us to suppose that the deity invoked is not only appro-
priate (semucita) to the theme of each play, but it is a favourite
deity (is¢z) of the author as well.

(v) The technique with which the prologues are pre-
sented is simple and nearly uniform in many of these plays.
And yet, there are remarkable variations. There is mono-
logue used in some plays, and dialogue in others; in this
latter form there are further variations.

(vi) It is noteworthy that the technique of Kalidasa’s
prologues bears a striking resemblance to that of Bhasa’s
prologues. Kilidasa addresses his #andi verses to his own
favourite deity. He uses the technique of referring to
‘noise’ behind the curtain, and in explanation of it by the
Siitradhiara suggests the opening scene of the play Vikranor-
vasiya. In Sakuntala, the Nati sings a song; expressing his
appreciation of her performance the Satradhira uses a simile
which introduces the scene and the character with which the
play opens.’® It is presumable that Kalidasa is influenced

12 Avimiraka, 1, 1 ¢ @ ‘geq3Fal frfaqa ﬁwmhﬁ;wﬁﬂcm'
(7ga)”
r 3 .This is taken as a reference to the incarnation of Rama. Balacarita,
ASGEATEY: 7T Fagd qAAT  F A0
Samat  FoafatnEar Fep gIosn: )
gafamafmn §  TEuEd TET ZT X
frer dssomE R Sfead & I1g TEE U
13 Read : (i) gaam@: — (&0 I<@T) 3@, & 9 @g sgfEmmam<s
(v.l. fasmamr=ad afy smatar) FOOMHETERT =T AFT 00O
(fefea ) wag @A)
FEQTET ATHEE {A: GIEAT Fomaardqeqgd qaaaE |
FFar AT FeEa: T TSI
Vik 1.4,
(ii) aarfenr Maxrior gricom g@d ga:
og e gea: graTomiaaEET i Sak. 1. 5.
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by the technique of Bhisa, and is not adopting the mode of
DpiArvaranga set by the dramatic companies.

(vii) Itis clear that the prologue as a whole, including
the ndndi verse, is used in all the Bhisa plays for suggesting
the characters, event, background, the opening scene or the
character who begins the first act, all connected with the
dramatic story. Such a suggestive mode would appear to
be beyond the capacity and purpose of the manager of a
dramatic company.

(viii) Finally, these prologues bear a particular name,
sthapana, which also reveals the hand of a dramatist.

These considerations lead to two irferences :

(1) The Bhisa prologues are the creations of the
dramatist.

(2) They cannot be put down to the p#rvaranga phase.

v

There is no doubt that Bhisa is an early author, who
definitely preceded Kailidasa. The question, therefore, is
whether the Bhisa prologues can be put down to the- phase
of double prastgvana.

There are some considerations that seem to indicate
the contrary : Though the Bhisa prologues do not belong to
the pArvaranga phase, yet they differ from the prologues of
the classical Sanskrit plays in some important details :

(i) The Bhiasa prologues begin with the Sitradhara
and then the #dnd7 verse follows, while all the classical plays
begin with the #indz verse and the stage-direction that imme-

diately follows indicates that the Siitradhira enters after
the singing of the windi is over.

It is not only the reader of the present day who is
struck by this peculiarity of the Bhasa prologues; Bana has
noticed it as well3* But barring the particular position of

1 Harsacarita, 1 : A TFATTAA lehagq(Hh: |
FUATHANT FH ATEY JFFH T 1
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the nandi verse, there is apparently nothing that distinguishes
the Bhasa prologues from the prologues of the common
classical plays. If, therefore, the mention .made by Bina
were to have any sense, it should refer to a kind of departure
from the common dramatic practice that Bina must have
known from personal experience or knowledge. And this
suggests that Bhasa was responsible for starting an innovation
in the dramatic practice.

The innovation appears to be this: The Bhisa plays
begin with the stage-direction, ‘The Sitradhira enters after
the mandi is over.” Then comes the nandi verse which, as
we have seen, is composed by Bhasa. This nreans that the
Bhisa plays reveal the practice when the p#rvaranga and the
dramatist’s prologue existed side by side. Accordingly,
the Sttradhara finishes his p#rvaranga items and then begins
the performance of the dramatist’s prologue, beginning with
the mandi. The normal practice at this stage was that the
Stitradhara performed the pirvaranga, and another actor called
Sthipaka performed the dramatist’s prologue. Bhiasa has
named his prologues sthapand, appropriately; but he seems
to have entrusted their performance to the Sitradhira only;
so that in the Bhasa plays the Sitradhira performed both the
phirvaranga and the dramatist’s prologue as well. This was a
departure from the practice known to Bina, and, therefore,
he must have telt that it deserved mention.1®

Apart from this peculiar opening, these prologues
have two other distinctive features:

(ii) They do not contain the name of the play and
of the author.

(ili) They also do not possess the familiar type of
prarocani, which we find in all the extant plays and which,
in fact, is a direct appeal to the audience with a view to secur-
ing their best attention. The Sttradhira in the Bhasa pro-
logues says that he is disturbed by a noise as he is engaged

18 Tbid.
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in making an appeal to the audience;1® but the actual appeal
is not to be found in any of these plays!

v

A possible explanation of these peculiar features can
now be given on the following lines:

While Bhdsa wrote his own prologues and started the
practice of entrusting their performance to the Sitradhara
himself, the structure of the prologues suggests that some
significant items of the p#rvaranga were continued to be per-
formed in the older way; and that it was for this reason that
Bhiasa did not repeat them in his own prologue.

The item #r/ka of the piirvaranga was intended to intro-
duce the author and his play; and the prarocanad was an appeal
to the audience. The absence of these details in the Bhasa
prologues probably means that they were done in the pirva-
ranga and hence, Bhisa did not think it necessary to mention

the name of the author and of the play again, and make a
fresh appeal to the audience. What was perhaps necessary
was to give a few more details about the play itself, since
the introduction in the #77&z would, by its nature, be of a
general character. So, by means of the #ands verse, sometimes,
Bhisa would suggest the names of the characters in the play;
and by suggestive hints in the SGtradhira’s speech he would
indicate some event or the background of the play, and
introduce the opening scene. This additional information
would surely be helpful to the audience.

When, however, the pirvarange came to be neglected
and gradually dropped altogether, it was absolutely necessary
for the dramatist to introduce his own name, that of the play,
and make an appeal to the audience too; that is to say, the
dramatist had to construct a full prologue, not only with
his own méndi verse, but with the inclusion of the business

1¢ The usual statement is :

fF 7 @9 #fa feread aes 33 Had!
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of the #7:ka and especially the prarocani as well. Apparently
it was not necessary for Bhasa to include the #7ika and pra-
rocand items.1?

I am, therefore, inclined to infer that the Bhisa plays
belong to the fransitional period between the piirvaranga phase
and the phase of the donble prastavani. ‘This was the period
when some items of the pirvaranga were performed and the
dramatist had also started putting in his own nandi verse,
together with a small introduction. This, and the probable
transitional period, should explain the similarity in the prolo-
gues of many of these plays. But since the names of the author
and the play were given in the pirvaranga and an appeal to
the audience was also made, (in‘ the item, prarocani), the dra-
matist contented himself with putting in his own wandi verse,
and adding a few suggestive details about the play itself.

Bhasa seems to have relied on the current dramatic
practice, introducing a few innovations only of his own,
some of them, like the mode of suggesting the opening scene,
were adopted by the dramatists that followed; and some, like
the Satradhara performing the entire prologue of the
dramatist, underwent minor variations in the following
period. But Bhisa must have left a mark of his own on the
dramatic practice.

This is 2 probable explanation of the peculiar features
of the Bhisa prologues. The explanation lends additional
support to the fact that Bhiasa is a very early writer. And,
further, it brings the plays closer together, suggesting
common authorship.

7 The authors of the INafyadarpara write :

JEATIVEG TaaT Smdfged Famg X ffwesar (F-
Fmrfr) - - - SufEarfa | SKEET g ETETERESH AeY ¥t NHERAH S
ssgal ND.,, GOS, p. 155

Although the illustration quoted of prarocand is from an extant
play, (Abbinavarighava by Ksiraswamin), and not from pérvaraniga, the
remark is surely indicative of a dramatic practice when, along with the
dramatist’s prologue, items like prarocani were performed in the pirva-
ranga stage. Our assumption, therefore, would not be imaginary.

B. 7






BAUDHAYANA SRAUTA SOTRA-PRASNA II— °
A FRESH STUDY#*

By éni C. G. KASHIKAR,

1. IN a previous article I had pointed out? that the present
text of the Agnyddheya portion of the Baudidyana Srauta Siitra
(Baudb-.f S) does not stand in the proper order. I had also
proposed therein the readjustment of the Siitra-portion
according to which the order of the various Kapdikds of
Praéna II of the Sttra-work omitting Kapdikds -7 consi-
dered as interpolatory would be as follows :—12-14; 1; 3;
4; 23 8-11; 15-21. The following are the contents of the
respective Ka#dikds :—Kandikd 12—Preliminary arrangements
of agnyidheya, Kandikds 13, 14—The Brahmasdana tite.
Kapdiks 1—Pronouncement of the sacrificer’s desire to set
up the fires. Kandikd 3, 4 choosing of the officiating priests.
Kandiké 2—Begging of the sacrificial place from the officia-
ting priests. Kandikds 8-11—Gopitryajia. Kapdikds 15-21—
Churning out of the fire and setting up of the sacred
fires. I propose to present here a further study of the
problem.

2. In the previous article the pronouncement of the
sacrificer’s desire to set up the sacred fires, selection of the
officiating priests and begging of the sacrificial place were
said to be taking place on the day preceding the day on which
the sacred fires are to be set up. As a matter of fact, the
pronouncement ought to take place on the preliminary day,
that is, one year before the day of setting up the sacred fires,
or 12 or 6 or 3 nights before that. Because the general

*Paper read at the 17th session of the All-India Oriental
Conference Ahmedabad, 1953.

L cf. The text-problem of the Bandbiyana Adhina Sitra, Annals of
the Bhandarkar Oriental Research Institute, Poona, Vol. XXIX. 1948
pp. 107-17.
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ritual-practice is that the pronouncement of the desire to
perform any sascrificial act has to be done at the very beginn-
ing of that act. The author of the Swbodbini commentary
on the Bandh- S$? says : wd€i FHOTTATHTART ISqTELUEHAT]
etc. The occasion for pronouncing the desire to set up
the sacred fires should, therefore, be the very first day when
the preliminary arrangements, namely, the erection of the
sacrificial pandal and collecting the materials, are made.
At the pronouncement of his desire, the sacrificer makes the
priests (who are not yet formally chosen)’ seated to his north
facing eastwards®. He begs of them the accomplishment
of his desire by saying oW “Feqal THAWEIAT avF SqUWT B |
To this the priests respond by saying @& =saal o< @qsgai
goeat sw:1 The author of Bawdbayaniya Adbanapaddbati
says : IOMgH, X foaor: SeATg O wedai etc.

After the pronouncement of his desire the sacrificer
chooses his officiating priests and then begs of them the
sacrificial place. In the present Sitra-text the pronounce-
ment is followed by the choosing of the sacrificial place and
thatagain is followed by the choosing of the officiating priests.
This discrepancy did not escape the notice of the ancient
commentators. The author of the S#bodhinz commentary
says :

gafy sgwafafgd aofs =fag sreagafcsaamaforas
FTOMTACATIIAN AWFANT AT A Tqeqq:1 3 o IIufaeg-

Y AT g 1Aq LAAAATATEA N SH AT ——SqaST T aATa T~
* g zfa

This necessitates a slight modification in the order of
the Kandikis proposed previously, namely, that Keupdikds
13 and 14 should be taken up after Kapdikd 2. ‘Thus the
order of the various Kandikds would be :—Bandh-SS 1I. 12,
I, 3-4, 2, 13-14, 8-1I, I5-2I.

521,
3 The Subodhini says : JATAT IAG: SrE@F, Hiasr 13T
ITEGTELIH |
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3. ‘There is evidence to show that Bawdh-$5 II 1-11
probably did not form part of the original SGtra-text; these
Kapdkas might have been added later on. This addition,
which is of threefold or fourfold character, might not nece-
ssarily have been made at different periods. Contrary to
the expectation, this addition was made to the beginning
rather than to the ending portion. The portion ~of gopi-
tryafiia (Baudh-SS 11 8-11) was put before Bawds-§S 11 12
with which the Adbina Sitra really commenced. The Kar-
minta-like portions (Baundh-S.5 11. 6-7) were, for some reason
ot the other, put before Bandh-$S II. 8. ‘The formulas called
Péapmano Vinidbhayah or Simklanuvika* which are to be recited
by the sacrificer for self-purification prior to the gopi/ryajia,
were placed beforce Baudh-SS 11. 6 and lastly the four Kandikas
dealing with the pronouncement of desire (to setup the fires),
the chvosing of the sacrificial place and the choosing of the
officiating priests were placed before Bandh-$SS 11. 5. A
comparison of Bandh-SS with the Bhiradvaja and the Apas-
tamba Srauta-Siitras shows that the opening rites of Aguyi-
dheya as given in these Siitra texts practically agree with
" Bandh-$S II.12. Those Sitra-texts contain nothing which
is parallel to Baudh-SS 11. 1-11. The main reason pointing
to the supplementary character of Bandh-SS. 11. 1-11 is that
the Dvaidha Sttra, which goes parallel to the original Siitra-
text artrd which was the first to follow the same, does not
take its cognisance. There is no Sitra in the Dvaidha,
which, discusses the ritual .given in that portion. It can
hardly be said that the Dvaidha did not refer to it becausc
there was nothing to add to it or discuss about it.

4. Prof. Caland has already discussed the problem
of the comparative chronology of the Bawd)-SS. He has
pointed out that thereis not much difference of time among

¢ Bandh S5 11. 5
5 Baudh S5 11.1-4.,
8 ct. Das Rituelle Siitra des Bandbiyana, Lepzig, 1903.
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the various parts of Baudhiyana’s Siitras; however, the
original fraﬂta—.S':}‘rm, the Dvaidha, the Karmanta and the
Grhya-Siitra were composed successively. According to this
view, the otiginal Sranta-Sitrawas composed no doubt befote
all the other portions. But Baxdh-$5 II 1-11 did not pro-
bably form partof the same. It is quite possible, as suggested
by Caland, that the various chapters of this Srauta work
remained without enumeration for a long time. It is, there-
fore, not improbable that gopitryaifia-siitra’, even though
composcd perhaps contemporarily, remained outside the
fold of the original Sttra-text8. The gopifryajfia is not found
in the Taittiriya recension to which the Bandhayana Srauta
Siitra belongs. It is also not found in any other Stitra-text.
The other é:auta Satras belonging to the Taittiriya recension
have notgiven this rite. A reference to the killing of a2 cow
is however, found in them in a different context, namely,
in theritual pertaining to the sacrifice for Agni to be perform-
ed after the setting up of the sacred fires. The Kdthaka-
Sanmshita® mentions thekilling ofa cow won in the game of dice-
arranged in connection with the sacrifice for Agni, and dis-
tributing her flesh among the playmates. The Kathaka-
Srauta-Sitra is unfortunately lost. It appears that the
Gopitryajiia, which might have been introduced by some
Vedic clan, was also adopted by the followers of the Baudha-
yana school probably due to close cultural contact and was,
therefore, admitted as an obligatory rite in the same. Go-
pilryajiia is not in  disagreement with the spirit of general
ritual practice of the Vedic period.
5. The text of Baudh-55 11 5-7 has already been dis-
cussed?® and the interpolatory character of the same has

7 Bandh-SS 11.8-11.

8 It is worth while noting that the original Sutra-portion of
Bandl SS.11. 15 contains 2 few Sutras which, even though out of place,
discuss about the suitability of killing a cow in the gopitrryajia.

® 8, 7.1 wafea af fadiegsa af awragw. g Sugdia |

10 _4BORI, XXIX pp. 111-112,
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been brought out. Out of that, Baudh-SS 1L 6-7 bears the
character of the Karmianta Sitra and gives additional infor-
mation about the time for setting up the sacred fires, the
collection of materials, the procuring of the Brahmaudanika
fire, the ancillary sacrifices and the Daksina; in short it dis-
cusses many things pertaining to the entire Agnyadheya
ritual. It cannot be said to have been a regular part of the
Karmianta Satra, since it does not fit in with the order of the
same. Hence this part may be said to have been composed
later than the Karmianta Sitra itself and, for some reason,
placed before the portion of gopizryajia.

6. As for Bawudh-$S 1I. 1-4, it cannot be decided
whether these four &azndikds might have been added at one
stage or at two different stages. The fact that the kondiks
relating to the begging of the sacrificial place precedes the
KRandikds relating to the choosing of the officiating priests
would, of course, go in favour of the latter possibility. An
important point in favour of supposing the later addition
of Baudh-$S II 1-4 is that that portion does not fit in with
the remaining portions of the Sitra-text. According to
that portion, the sacrificer is required to pronounce his desire
to set up the sacred fires, and so on, which presumes that
the sacrificer has already taken his bath and has performed
other morning rites. This, however, does not concur with
the order of the ritual given in Baudh-SS 1. 12 according to
which the sacrificer is required to fix up the places for the
sacred fires in his fire-chamber, sprinkle them with water,
get himself shaved, (bathe), wear new garments and partake
of the food.

To sum up : The order of the various £andikds in Prasna
11 of Bandh-S'S from the ritual point of view should be as
follows : SSII. 12, 1, 3-4, 2, 13-14, 8-11, 15-21. There Iis
moreover, evidence to show that Bandh-$S I1. L-11 did not
form part of the original Siitra and was added later en.






A MEMOIR OF F. W. THOMAS
By MAHAMAHOPADHYAYA Dr. P. K. ACHARYA

PrOFEssOR Dr. F. W. Thomas died in peaceful sleep in
April 1956 in a hospital. Mrs. E. G. Thomas, his devoted
wife and life companion, wrote—‘“Ny husband F. W.
Thomas had a short illness but I knew he was fading—his
wheel of life had turned down last year (1955) before he
went to Rome. His hearing was going and this year (1956)
he became stone deaf and he had other troubles in March
and April. He was working at an Index in April. He
died in his sleep at 7 p.m. in hospital. I tried to keep him
here at home but it was not to be. He was taken to
hospital on Friday and died on Sunday. He was cremated
at the Oxford crematorium.” |

It may be assumed that his earthly remains were
‘cremated’, and not intermed as is the usual custom,-at
his express wish. The life expired at sunset at 7 p.m. in
April. His last journey to Rome, the holy T#rzha of the
Christians, was purposely undertaken at the age of 88 when
““his wheel of life had turned down.”” Since his return
from this pilgrimage he became detached, like 2 Hindu
Rsi, to his home and hearth but struggled to finish “‘an
Index’” in April when he died. He named his only son
as ‘Ren’ which means in Latin twice-born (dvija); he is
now an expert ‘“‘consultant Ear, Nose and Throat in York
and has four children.”” His only other descendant is
named ‘““Hellene’® a general name for Greeks; she has married
Professor E. K. Waterlzure and has two girls. Thus
Professor Thomas combined in him the three leading Aryan
cultures—Sanskrit, Latin and Greek.

Mrs. Thomas writes, “My husband’s last wotk is

about ancient Folk-Lore of India and is being published

161
F. 8 .
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by Hartmann of Berlin. There is also an unpublished
book on the Zan Zune language. Miss Thompson (India
Office Library) and Professor Kahle are dealing with them. ..
there is his vast library. .. Oxford may have the oriental
books they have chosen, Heffer of Cambridge the others,”
Indian culture was uppermost in his thought. His versa-
tile genius was enriched by his intimacy with Latin and
Greek civilization. Oxford and Cambridge have equally
shared his gifts. But he was attached to India perhaps
owing to his origin from some family of Rsi (Seer) in his
previous birth.

On February 2, 1953 he wrote (from his home, Limen,
Bodicote, near Oxford) ““In publishing ‘9oo double crown’
pages of ‘Glories of India’, of which I have seen a pros-
pectus, you have certainly made a fitting use of your retired
leisure and have served the Indian people with the same
devotion and talents which you had been applying to the
University. The ancient civilization of India is not, how-
ever, only ‘glories of India’, though that indeed it is, but
in my view a continuation, in some respects uniquc]y valu-
able, to the deepening, rationalizing and harmonizing of
mind and conduct in humanity at large : it calls not merely
for commemoration but also for continuing study and
realization”. Despite failing health and heavy correspon-
dence he read the book thoroughly and wrote to me on
August 16, 1953—“I have had another spell of reading
your book, which by the mass of its detailed matter attests
a really heroic labour on your part and demands a strong
intellectual digestion on the part of the reader. Although my
highest regard is for the profound ideas and basic truths
originated by India in most spheres of thought, I can under-
stand that for Indians themselves the vast and multifarious

array of their traditional culture,. ..... its ground-work
of their lives, should be the most imposing and inspiting
object of contemplation. Its momentum may carry it
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substantially unimpaired thtough our modern vicissitudes
and your book may often supply arguments in appreciation
of its worth.”’

Professor Thomas seems to have been the admirer
of our family life of sacraments and sacrifices also. On
hearing of the Upanayana (initiation), and marriage cere-
monies of my only daughter and two sons he wrote (on
January 20, 1952)—“with daughter also married and two
sons now provided with careers you are manifestly Panya
bhagin.>> 'This Hindu ideal of life seems to have been prac-
tised by both my Professor and Mrs. Thomas. Their ‘son
Ren and daughter Hellene were brought up and married
as any Hindu parents would do. And Professor Thomas
must have felt himself Punyabhigin by performing the
parental duties satisfactorily.

Professor Uhlenbeck and his wife of Leiden, Holland,
imbibed Hindu mode of living in 2 more orthodox manner.
This couple used to pray in Sanskrit, the former reciting
an appropriate Vedic line and the latter a classical one,
before meal, the first morsel of which must be boiled rice
(anna). Professor and Mrs. Thomas did not perhaps follow
this practice. But they also practised hospitality as one
of the five daily duties of a house-holder. Innumerable
Indian and non-Indian Indologists used to visit him during
a period of so years when he worked as the Librarian of
the India Officein London. He never neglected to entertain
them to some meal at his home which was always far away
from the crowded city and situated like a hermitage in
quiet surroundings. He wrote to me : “Neither my wife
nor I forget old friends. We both vividly remember your
first visit to our bungalow in Surrey, and your stay in London
(in 1933) along with your dear wife; and my own thoughts
go back also to many occasions during your student time
in London (1914—18), not forgetting Leiden (1917-18)
and especially to happy days as guest in your fine and truly
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Indian mansion in Allahabad with the comely and lively
young biood’.
Much like a lost child in a storm I was presented
dramatically to Professor F. W. Thomas on October 7,
1914, two months after the World War 1 was started, by
Sir Thomas Arnold who was then the Adviser for Indian
students to the Secretary of State for India, Austin Chambes-
lain. Dr. Arnold was then in charge of the Indian students
section of the India Office. Equally dramatic was my em-
barkation from Bombay on September 12. In appreciation
of my unusually good result of M. A. Examination in 1913
1 was selected as Principal of the Risikula College at Hard-
war, of which Pandit Madan Mohan Malaviyaji was the
President of the Managing Committee. Waithin six months
of my appointment at Hardwar the Government of India
State scholarship for the advanced study of Sanskrit abroad
on scientific lines was awarded to me. 1 left the Principal-
ship in July although I was not certain if I could cross the
prohibited sea especially during the life time of my octo-
genarian grandfather (Lakshmi Charan Vidyalankara).
Before reaching home the sad news of his death reached
me. But the World War I broke out on August 7, 1914
and the Secretary of State for India advised the Indian
Government not to send students abroad until the passage
could be made secure as several passenger steamers had
already been torpedoed. We, however, reached London
safely. But Sir Thomas Arnold got upset at the arrival,
especially of language students including myself. I had
been intended to study under Professor Hultz at Gottingen,
Germany, against whom the United Kingdom had dec-
lared War. Thus Dr. Arnold got upset and took me to
Dr. Thomas at the India Office Library for consultation
about my study.

At that time Dr. Thomas was a part-time lecturer
of Philology and Dr. L. D. Barnett of British Muscum 2
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part-time Professor of Sanskrit at the University of London
where I'' was admitted as an'internal student and permitted
to proceed direct to the D.Litt course under the supervi

sion of Dr. Barnett and also to study philology under Dr.
Thomas. Additional grants were made for the study of
Latin, Greek, French and German. Troubles arose in
selecting 2 suitable subject of research for D.Litt. thesis.
E. B. Havell, the great scholar of Indian arts suggested
the exploration of Madnasdra-sSilpasastra. Dr. Thomas
undertook to collect through the good office of the Secretary
of State for India all the Mss. known to exist in India, and
European libraries and institutions. Thus I was provided
with eleven fragmentary and badly preserved Mss., on
one of which referring to first dozen chapters out
of the total of seventy chapters the Madras Judge Ramraj
wrote his Essay on Southern temples in 1834. The Mss.
were written in five different scripts in a language rightly
castigated by Dr. Buhler and Sir R. G. Bhandarkar as
“barbarous Sanskrit’>. Sir Ganganatha Jha, like Buhler
and Bhandarkar, had to give up the attempt in disgust to
make out any sense. After struggling for two years I was
about to give up the efforts when the authorities of the
London university suggested that I should ‘“make a full
dictionary of all architectural terms used in the Mdnaséra,
with explanations in English and illustrative quotations
from cognate literature where available for the purpose.”
This ‘cognate literature’ comprised the entire vedic and -
post-vedic Sanskrit literature, the Pali canonical books of
the Buddhist and the Prakrit literature of the Jainas. The
vast field of the gilpasastra and other technical literature
had to be ransacked. And the entire Purinas of north
and Agamas of the south had to be searched line by line.
Still it frustrated proper elucidation of architectural terms
which swelled to some three thousand by new additions
from these sources.



1€6 P. K. ACHARYA
At this stage the condition of the war did not permit
uninterrupted work in the India office library on the top
floor of the Whitehall wherefrom at the sound of alarm
bell for air raids all had to run for shelter. In consultation
with Sir John Marshall, the Director General of Archaeo-
logy, Professor Thomas had already fixed up an appoint-
ment for me at Madras. And he suggested that I could
more easily complete a Thesis on Philology dealing with
the indiscriminate use of Paficami and Sasthi vibhaktis
(suffix) in epics and classical Sanskrit and return to India.

But the desirability of completing the research on

the Mdnasira was more tempting. And the Secretary of
State for India readily accepted the suggestion of his Ad-
viser (Sir Thomas Arnold who himself was a great scholar
of Arabic and sometime Principal of the M.A.O. College
at Aligarh) to extend my scholarship and send me to Leyden
University and enable me ta work under the supervision
of Dr. J. Ph. Vogel who was, in Arnold’s time in India, the
Director-General of Archaeology. As a great Statesman
Mr. Austin Chamberlain further” wanted to get the doors
of Dutch universities opened to Indian students because
such students could no longer be sent to German Univer-
sities. A doctor’s degree at a Dutch University entitled
the recipient for their home and Colonial Civil Service like
Indian I. C. S. Thus Chamberlain wanted to send a student
and get this double. function of a University altered. I
could be awarded their doctor’s degree’ by a Royal Warrant.
Now they have changed their old regulations.

At Leyden I completed the study of the remaining
colossal archaeological material by going through some
so,000 pages of epigraphical records. This source made the
literary description of the Manasiéra, Agamas, Purinas and
other literature perfectly clear to me because the discovery

of an inscription on a2 monument or a part thercof makes

its identification beyond any doubt. Thus, for instance,

_ R
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Professor Rapson of the Cambridge University and Professor
Macdonell of Oxford who, along with Dr. Barnett, were
the examiners of my thesis for D.Lit.,, enthusiastically
accepted the architectural meaning of ‘janman’ (birth) as
the ‘plinth’ (the first part of a wall). The Dutch scholars
are traditional lovers of archaeology. They gave the first
welcome to a summary of the AMgnasara which they accepted
for my Ph.D. degree, which later was enlarged and deve-
loped into Vol. I1 of the Manasédra series. Volume I of the
series—.A Dictionary of Hindu Architecture, was accepted
by the London University for my D.Lit. degree.

On my return to London from Holland Professor
Thomas informed mec that the Dutch had officially informed
the Secretary of State for India that on the strength of a
Royal Warrant I had been awarded their Doctorate which
entitled 2 Dutch graduate to join their Colonial Civil Service.
Thus my name was included in the list of I. C. S. officers
to be nominated by Secretary of State without any further
competative examination. Sir Edward Lutyens, the Royal
Architect, who designed the Metropolitan City of New
Delhi had asked the Secretary of State to send me to him
for consultation regarding the Memorial under design to
Indian soldiers who died at Alsise—Lorraine (between
France and Germany). Another curious incident occurred.
1 was confused with the Mathematical prodigy Ramanujam
who was brought at that time from a clerical post at the
Madras Port Commissioner Office to Cambridge. At that
time a'so Bhupendranath Basu, the great agitating poli-
tician came as the Indian Member of the Council of Secre-
tary of State. Curiously he demanded my appointment to
the newly started school of oriental studies in London.
When I declined the offer on £8oo/- as initial salary per
annum he became cross with me and deplored my homesick-
ness. Similarly I disappointed Mr. N. C. Sen assistant
Adviser and colleague of Sir Thomas Arnold when I pre-
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ferred LLE.S. to I.C.S. From a.Civil Service list Dr. Arnold
pointed out that Dr. Ganganatha Jha was then drawing
the salary of Rs. 4oo p.m. after 14 years service in P.E.S.
I agitated for equal emoluments and status for those few
Indian Officers who were then officiating on two-thirds
salary of the regular 1. E. S. Europeans. My point of
view impressed the authorities of the India Office and
that invidious distinction was removed from 1920 when
a number of Indians were directly recruited and
some including Dr. Jha were promoted from P.E.S. to
L.E.S.
But my over-enthusiasm to finish the Algnasara re-
search misguided me and I suffered from miseries and
anguish for nearly two years after my rcturn from London.
On my way to join the post directly under the Governor
of Madras, Lord Pentland, I made an error of not joining
as Inspector of schools of the Presidency Divisicn cf Bengal,
which post so long reserved for European I.E.S. only was
offered to me by the D.P.I. (Mr. Hornell). Similar errors of
judgmentI committed in quittirg the Madras appointment
which I was delibrately provoked to do by an Iadian
(Madrasi) Secretary to the Madras Governor. For similar
impatience and lack of experience, I suffered by declining to
accept the offer of a post at Dacca University on Rs. 1200
—180c0 made by Dr. P. J. Hastague the first Vice-Chancellar,
and another offer made by Sir Ashutosh Mookerjee at
the Calcutta University. 1 also hurriedly resigned the
post at Patna College at the ticklish behaviour of the
principal Coldwell. Ultimately Dr. Thomas came to my
rescue. Sir Henry Sharp introduced me at Simla to Sir
Claud de ]la Fosseand got me posted at Muir Central College
through the personal selection of Sir Harcourt Butler,
the then Governor of U. P. Sir Claude made immediate
arrangement for the printing of Vol. T and II'™ of
the Minasiara Series, at Goverment Press at Allahabad,
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the publication of  which, through the Oxford
University Press, had already been arranged by Professor
Thomas. '

Thus Dr. Thomas wrote on January 20, 1952,—
““Of course, I am interested to know your Madnasara Monu-
ment is now piled still higher by the publication of vols
VI and VII.”” Like all others Dr. Thomas seemed to have
suffered from the want and privations of the World War
II especially when it was coming to an end. On January
22 and August 26, 1945 he wrote—*‘“We have been livihg
in strange times. I, for one, have been very, hard-worked
and without any spare energy.”” Again he referred to the
troubles—“As you will realize, we have been living in
stirring times, and even normally during these war years
one’s energies have been rather exhaustingly preoccupied.
The accomplishment . of every project is beset with
vighnas (obstacles), from lack of domestic help to dilatory
post, scarcity of paper and printers, and inaccessibility
of library treasures.”” In 1945 I retired from IE.S. on
attaining the age of s55 years. In the United Kingdom
the age of professorial retirement was 65 years. It was
suggested that I might go to the London School of Oriental
and African Studies. Commenting on this suggestion
Dr. Thomas wrote to me (22.1.45)—“Of course, I, as a past
occupant of the chair. .. ., should have been pleased if the
opportunity of appointing an Indian had been seized.”
But he warned me by saying that ‘“to leave your fine house
and come to England seems adventurous thesedays. A re-
moval to this country would give us the real satisfaction of
meeting again.”” He added—*your reappointment in the
Allahabad University gave me genuine pleasute’” (May
24, 1946). .. We should both be happy to see your wife
and yourself again in this country and to welcome you in

‘this Asrema at Limen, Bodicote, North Banbury’” where

hewas living the real vépaprastha life with his wife as the only
F. 9
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companian, the son and the daughter having been already
married and settled.
By 1948 my continuous work on the Mdnaséra since
1914 came to an end. Volumes 1II (Text of the Manasara),
IV (translation) and V (Illustrations) were published in 1934
exactly after 100 years after the publication of Ram-Raza’s
Essay on the Manasgrez published in 1834; and’Vol. VI
(Hindu Architecture in India and Abroad) and Vol. VII
(An Encyclopaedia of Hindu Architecture) came . out in
1946 but published formally in 1948. Some learned co-
lleague designated as Vol. VIII of the Manasara series the
Swastika Bbavana constructed for a demonstration of the
rules and regulations of the Mainasara architecture. In
his letters (January 22 and August 26, 1945, and May 24,
1946) Professor Thomas bitterly referred to an unusual
and peculiar incident which was about to upset the plan of
the Secretary of State for India made at international level
when I was sent to Holland in the thick of World War 1
in 1917. He wrote (January 22, 1945)— ‘I am pleased to
know that your Mdnusara work is still bearing abundant
new fruit. It must also have been some satisfaction to you
to see Vogel’s article, in which he made some amends for
his action at the time when you took your Degree (2t the
Leyden University). The article was published (in Indian
Arz und Leiters (India Society). 1 have traced Professor
Vogel’s commendatory article on your Mdnasdra : it is
printed in Octa orientalia (1935, Vol. XIV, pp. 224-230).
He referred to this matter again (on May 24, 1946)
—*I have always regretted that the incessant demands
upon my energies prevented my writing in ‘Indian Art
and Letters’ concerning your Manasira. But any more
commendation of your original and important publication
became many years ago superfluous.” Brief extracts from
some leading Reviews may disclose what Professor Thomas
meant to sav. He scems to have been impressed, like
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lovers of Indology all over the world, by views and Re-
views of Tagore and especially of Professor Keith and
Sir Ganganatha Jha.

When volumes VI and VII of the Mgnasara came out
in 1948, Professor Thomas as the originator of this big
project saw the end of it. On July 6, 1933, he wrote to
Professor Tuxen of Oslo (Scandinavia)—‘“you may have
seen his dictionary of Hindu Arzchitecture. He has now
completed his very extensive work on the same subject
including an edition and translation of the Miunasira and
a very interesting volume of Plates, designed in accordance
with the directions in the text.”” In his Presidential address
to the A/ India Ovriecntal Conference held at Trivandrum
(2oth December, 1937) he took fatherly delight by saying
that “Acharya’s heroic and monumental labour upon the
Manasara has had sequelae in the publication of some new
texts from Travancore.”” .

. “Of course I am interested to know,”” he wrote (in
January 1952), “‘that your Minasira Monument is now
piled still higher by the publication of vols. VI (Hindu
Architecture in India and Abroad) and VII (An Encyclo-
paedia of Hindu Arxchitecture).”” He was satisfied with
my endeavour when he remarked (in his letter of July
13, 1938)—““Your powers of work are indeed remarkable.”
It is no exaggeration to say that without.continuous aid
and inspiration from my Guru (Dr. Thomas) this gigantic
task could hardly be carried out with any success. He
supplied necessary materials and facilities to work in London,
Oxford and Cambridge. He protected me from evil forces
in Holland, Madras and Patna. He kept me away from
the temptations of accepting lucrative offers received at
the moments of dire necessity at Calcutta, Dacca, Banaras,
Lahore and London. He got me fixed up at Allahabad
and arranged the publication of the whole Manasira Series
through the Oxford University Press. The Uttar Pradesh
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Govemment expressed appreciation of this work through
the Secrewry tb the Governor! (G. O. No. A—s500—XV—
2046—49, dated May 10, 1954)—‘“The Governor has, in
appteciztion of the leatning and scholarship manifested in
the monumentdl work (Minasira), been pleased to sanction
a rewird to De. P. K.Acharya:”” If it were adequate this
rewatd should have been given to Professor F. W. Thomas.
The Goverriment of India, however, honoured us all by con-
ferting the title of C.I.LE. upon Dr. Thomas' who had served
as-the Librarian of India office for over a quarter of a cen-
tury from about 1goo. He had been also honoured by
most of the older universities in-India and in Europe by
awarding their honorary Doctorate to him.

Through his handling of Indian records and sanskrit
books and manuscripts preserved in the India office Library:
His familiarity with and appreciation cf the achievements
in the wide field of our culture and civilization were unique.
He overcame the genuine sentiment of Professor Maxmullar
whic declined the repeated. invitation to visit India because
the picture of the real Indian life he had drawn from His
study of Sanskrit literature did no longer exist and' the
‘Sons and daughters of Manu’ disappeared through the
foreign conquests. Professor Thomas, on' the other hand
fulfilled his-curiosity by visiting India twice at the fag end
of his career. He had numerous acquaintances in India.
Almost all the Indologists, Indian and non-Indian alike,

wete indebted to-him for the invaluable materials treasured
in the India office library.

In his Presidential address at Trivandrum Oriental
Conference he mentioned incidentally the well-known
names of scholars. ‘I do indeed sincerely feel that circum-
stances have conspired to invest me with a quasi-represen-
tative character. As a pupil of Cowell (who later was the
principal of the Government Sanskrit college at Calcutta,
prior to Pandit I§warachandra Vidyasigara), and a remote
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successor in London and Oxford of Horace Hayman Wilson,
in London also of Ballantyne and others; as having worship-
ped at the feet of Barth, Kefn and of Aufrecht,”whose tradi-
tion went back “to the days of Lassen and Bopp; as a junior
friend of Buhler, Kielhotrn, Fleet, Jacob, and Burgess and
of Senart, Kuhm, Pischal, Oldenberg, Eggling, Jacobi,
Rhys Davids and how many others including Sylvain,
Levi, Abrilliant, enthusiastic and incredibly accomplished
Savant....... I ' may not have personally known Max Muller
and Monier Williams, Weber, Bothlingk lor Roth, not to
mention many another famous names of that period, yet
my roots do really reach far back into the European past
of our studies (of Sanskrit literature), and that in some
degree I am ?2authorized to pronounce in their name 2
benediction upon your work.””. . ...

He went on : ‘I am charged to represent here the
oldest and perhaps the youngest of the English corpora-
tions particularly concerned with Oriental studies, namely,
the University of Oxford, with which may be associated its
Indian Institute, and the School of Oriental Studies in the
University of London;... the Royal Asiatic (Society of
Great Britain and Ireland), the World Congress of Faiths,
and other Institutions in Great Britdin, on the Continent of
Europe and in America and Asia.”

As mentioned elsewhere Professor Thomas was
actively associated with Indian or Oriental institutes as
known more widely all over the world. Coming to In-
dian contributions to Indology he rightly reminded us—
“Indian scholarship has ever been ready to acknowledge
indebtedness to such co-wotkers, teachers and inspirers
from the west : your zeal and devotion mayibe an encou-
ragement to their successors.”” He illustrated the point
by mentioning Sir R. G. Bhandatkar whom he honoured
as “‘Bhishma, as it were, enunciating S_ﬁstras from his couch
of spikes. I knew his generous insistence upon the contri-
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bution of European critical methods to our common stu-
dies. It was accompanied by familiarity with that old
learning which, like the classical studies in Europe, not
only developed the intellect, but also moulded the character
and helped to form the soul. In succession came Dr.
Ganganatha Jha, whose scholarly translations and studies
of Sanskrit philosophical texts had enabled us to follow
the intricate reasoning of that great literature.”

He further elaborated the invaluable contributions of

Dr. Jha by paying tributes to the memory of ‘“Mahamaho-
Padhydya Dr. Ganganatha Jha, Vidyasagara (truly ocean
of learning), the President of the Madras Conference in
1924, that unrivalled authority on ancient Sanskrit philo-
sophical texts, that scholatly translator of Stutras and Bhi-
§yas, the re-discoverer of the system of Prabhidkara, the
Editor of Indian Thought.> He offered “‘heart-felt con-:
gratulations upon the completion of his translation of the
Sahara-Bhagya, filling more than 2000 closely printed pages
in the Gackwad’s Oriental Series, 2 work of enormous
difficulty and importance. If the announcement, in the
latest preface, that this great achievement completes D,
Jha’s proposed life-task is to be accepted as difinite, though
we hope that may not be the case, we must at any rate agree
that the annals of pure Sanskrit scholarship record no more
monumental contribution than is constituted by the work of
Dr. Ganganatha Jha.” Professor Thomas also referred toO
the tributes of Colonel Jacob ““who greeted with enthusiasm
the earlier part of Dr. Jha’s writings.””> The tributes paid
to Dr. Jha “in the form of a large commemoration volume
replete with notable essays” is also mentioned ‘as a sort
of winding up statement.”

After the conference at Trivandrum (in December
1937) Professor Thomas toured all over the country for
more than six months. On July 13, 1938 he wrote to me from
his steamer S.S. Vita in the Persian Gulf—‘“‘your letter of
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June 8 reached me a few days ago in Bombay. I am now
four days out from Karachi on my way home, expecting
to be in Basra to-morrow and in England about the fourth
week of July. I left Nepal on May 22, and since then I
have visited Darjeeling, and Burma, and then on my return
Mysore, Poona, Bombay, Agra, Mahenjodaro and Karachi.
In Agra and the last two it was very warm. I started on
this voyage rather fatigued ; but now the rest and good
breeze have made me fresh again.”” After an enquiry
about my children and wife, he referred to Dr. Jha again,
“If you see Dr. Ganganatha Jha will you kindly mention
that the Executive Committee of the Oriental Conference is
going to take action in regard to the proposed Indian
Academy. They will receive comimunication in due course.”
He spent a couple of months in Calcutta and a few days at
Allahabad during this visit to India.

Professor Thomas was enthusiastic, since 1914 when
I came to know him, to establish the Indian Academy.
Dr. Jha never discussed this matter with us. On the other
hand he was rightly in despair about the future of Sanskrit
studies. He often used to say that ““only misguided youths
took up Sanskrit for study and a succesful career.” He
was, however, honoured with a knighthood in his death-
bed. And it is happy to remember after his demise that this
Ganganatha Jha Research Institnte was established and
it is coming out splendidly at the untiring efforts of his
beloved pupil Mahimahopadhyaya Dr. Umesha Mishra,
the able Secretary of this Memorial.

After referring to the contributions of Sir R. G.
Bhandarkar and Sir Ganganatha Jha, Professor Thomas
in the Presidential address referred to ‘“Sir Jivanji Jamshedji
Modi, the very prolific investigator of old Iranian litera-
ture and culture; the genial veteran Haraprasad Sastri who
out of his own experience could discourse so shrewdly and
wisely upon many departments of Indian studies, a very
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fountain of unpremeditated and original instruction;
Hiralal with his inexhaustive knowledge of Indian archaco-
logy; Kashi Prasad Jayaswal and Dewan Bahadur Krishna
Swamy Aiyangar—all maintaining a high standard of sound
scholarship of originality and method in research, of insight
into the problems calling for solution and of judgment in
valuing results.”

Professor Thomas also referred to the famous series of
publications brought out by the Governments of the centre
and provinces such as the Census Reports, Gazetteers,
the Linguistic and Archaeological Surveys; Sir John Mar-
shall’s three volumes of Indus wvalley civilization, Indian
Antiquities, the Corpus Inscriptionum Indicarum; Epi-
graphia Moslemica, Carndtica, Burmanica; Mysore and
Travancore Archaeological Series, not excluding Greater
India, Epigraphia Zeylanica and Inscriptions du Cam-
bodge. ‘“During the years spent-in.the Library of the
India office I could not help being aware of a large output
of pamplets, in verse or prose, of a local character relating
mostly to shrines. ... conceiving that in old India, as
in medieval England and Europe, topography was not
primarily 2 matter of towers and villages, but of the
great religious establishments about which they clustered.”

In the Presidential address of the classical Sanskrit
Section Dr. Thomas disclosed an astonishing glimpse of
his extraordinary familiarity with the oceanic store of the
Vedic and the post-Vedic Sanskrit literature. He rightly
asserted—*“Hitherto the Vedic Sanskrit has been little studied
from the aesthetic point of view. The scholars have been
too intensely occupied with the questions of etymology,

literal meaning and grammar to have leisure for the appre-
ciation of the form and content as literature.... we may -
sum up by saying that the Vedic literature, though mainly
professional, is not the work of persons. whose profession
was literature. Literary art appears in it as a by-product



A MEMOIR OF F. W. THOMAS 177

in the attainment of another object or as a spontaneous
intrusion of human feeling. The (post-Vedic) Sanskrit
literature, on the other hand, may be said to be wholly under
the dominion of conceptions of art and method. ... But,
when we say that the Sanskrit literature is dominated by
artistic conceptions, we mean much more than that it is
so largely in verse. It is governed by formal ideas in
regard to exposition. ... with this slight sketch we may
connect a few reflections upon what the Sanskrit has accom-
plished and what it may still hope to achieve.”

No body is more qualified than Professor F. W. Thomas
to evaluate what-Sanskrit has accomplished, ‘“‘namely, that
disciplining of Indian society and mentality which followed
the philosophiécal anarchy of the time of Buddha and accom-
panied the growth of extensive empires... Outside the
limits of Aryan India this would be of special importance.
For to the new people in Further (“Greater’’) India and
elsewhere who became subject to Indian influence it was
necessary to import some definite language and system of
things; and for this purpose Panini and Manu were instru-
ments ready to hand.”” The whole regions of Sirindia and
Insulindia bear witness to this fact. ‘“To central Asia
Indian influence came in a Prakrit’ Buddhist form; but the
documents show numerous effects of Sanskrit influence
and the florid epistolary style is plainly a product of the
chancelleries of the Hindu States. In Burma, Siam, Indo-
china (Malay, Cambodia etc.), Indonesia (Java, Sumatra,
etc.) and Ceylon, the early infusion of Aryanism penetrated
despite Buddhist and Jain propaganda which served in the
end for the extension of the Brahmanic system.” Regarding
what Sanskrit may still hope to achieve, Profesor Thomas
did never hesitate to make a prophetic prediction. “The
Sanskrit, far from manifesting any exhaustion, has acquired
through the discoveries of modern times an immensely
increased importance. .. with the awakening of self-cons-
F. 10 P
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ciousness of Buddhism and the revival of scholarship in
the several communities the Sanskrit literature of Buddhism
is likely to attract 2 growing interest in the whole of eastern
Asia™.

In India ‘“the principle is on the way to general ack-
nowledgement that for higher education on the humanistic
side Sanskrit is in India an imperative requirement. It
would indeed be preposterous, if those Indians whose
interest is turned to matters social, literary and historical
were without access to that knowledge which alone can
enable them to realize the situation in which they find them-
selves. With the aid of English it is, no doubt, possible
in large centres to lead an entirely modern and international
life of political and social interests and arfiusements. But
such a life, divorced from the total milieu and dependent
upon stimulus from abroad, is without roots in its own
soil and related to its surroundings rather by irritation than
by sympathy. We must look forward beyond the period
of overwhelming influx from Europe to a period of equi-
librium when for further progress India will depend at
least as much upon her own powers of originations as upon
importation from abroad. The English language, so widely
spread over the earth, will remain, no doubt, its interna-
tional medium,”

“nyill it réquire another common language for its
internal needs, and if so, has the Sanskrit still a chance ?”’
He answered the question himself, ‘“There might be no
such common medium, or there might be a ‘duality or
plurality of such with local distribution; in that .case the
problem is not solved, but is postponed to a later stage.
Qne of the living vernaculars might take over the func-
tion; and this would have the undoubted advantage that
the modern vernaculars have shown no reluctance to adopt
. from abroad such vocables 2s may be convenient for modern
life. But in view of the great linguistic divisions of the
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country, if i# is to be one country, it may be worth “while, at
the risk of appearing to flog a dead horse, to ask whether
the Sanskrit , perhaps in a further simplified form, may not
again rise to the occasion.”

The power of Sanskrit to express the modern ideas is
illustrated—*“that Sanskrit can be adapted to the expression
of 2ll modern contents was demonstrated a century ago
by the pioneer experiments of Dr. Ballantyne and his collea-
gues in Banaras. Lately, I have enjoyed a re-perusal of 2
little work in Sanskrit by a distinguished Acarya, giving
an account of his pilgrimage to the Badarikiasrama. The
author had no difficulty in communicating through the
Sanskrit, with no great apparatus of syntax, all the incidents
of the journey by rail, etc., and all features of the places
visited which he desired to record.”

In modernizing old Sanskrit Professor Thomas
suggested that ‘““the Sanskrit should be allowed the freedom
of appropriating Riidhi (basic) texms which have established
themselves in the actual vernaculars or even of borrowing
them direct from foreign speech, as it often necessarily does
in the case of titles and proper names.”” Similarly the diffi-
culty of pronunciation of Sanskrit words, differing widely
in different parts of India, may be overcome by asking
different peoples <‘to surrender any deviations from the
cortect old pronunciation of Sanskrit established upon the
unshakable authority of the early works on phonetics.”

Professor Thomas was convinced, a decade before
Indian independence came into being, that by nothing but
the medium of Sanskrit the essential unity of India can
be retained. ‘“One advantage of Sanskrit in comparison
with any vernacular is that in very many cases it is already
known in the vernaculars, both Aryan and Dravidian as

the single original form of competing vernacular deriva-
tives. The necessary amount of syntax need not be greater
in the case of (simplified) Sanskrit than of a vernacular.”
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Another and greater advgntage of Sanskrit being adopted
as the lingua Indica would be that ““‘outside of India Sanskrit
would carry with it a convenience by facilitating a solidarity
with those countries whose religious literature has a Sans-
krit basis, an area which,” as we have seen, comprises a
great part of Central and Eastern Asia.”’

Professor Thomas concluded his prediction by giving

a prophetic warning. ‘I, therefore, do ‘not feel that the
idea of Sanskrit resuming its place as a common literary
medium for India is 2 hopelessly lost. cause, since the alter-
natives are either that there should be no such medium
other than the English which, it should be remembered,
is in regard to many necessary Indian notions itself without
any resource, or the dominance, despite unavoidable re-
luctances, of some particular vernacular’® (like Hindi).

The future is unpredictable. But the present policy

and programme of independent India make it impossible
for Sanskrit to become the all-India medium or Lingua
Indica. Even the very existence of Sanskrit as a subject
of study in schools and colleges, and in Pathagilas and
Sanskrit Universities, may notservive after a few generations.
Only the ‘““misguided youths would take up Sanskrit for
regular study’’ as predicted, in great despair, by Sir Ganga-
natha Jha. Like the efforts of Kemal Pasha to modernise
Turkey our present policy is to push on with the indus-
trialization through intensive cultivation of science and
technology. The study of Sanskrit does not provide a
career for young men and women of the country.

It is true that the Government have set up, not only
one academy of Professor Thomas’s dream but three Aka-
dami adopting the Arabic spelling of the word and altering
his aim and object. The Sahitya Akadariy has been award-
ing prizes for wotks in all regional languages. ‘The Sarngit-
Nitaka Akadami has been similarly encouraging singing,
dancing, dramatizing, filming, by offering titles. .And
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the Lalita-kali (fine arts) Akadimi has been pushing the
" artists to come out with their various inner urges. Ewven
the dying Pandits in their death bed may expect big life-
long pension if they happen to be the favourites of the
politicians and party-leaders. A Sanskrit Commission was
also set up although their recommendations are not likely
to be implemented by making Sanskrit (or some other
classic) compulsory for school-going boys and girls. The
study of Sanskrit has been uprooted by making the study
of the National language (Hindi), the regional mother
tongue, and the English compulsory up to the Intermediate
stage. In addition to these three languages, only the mis-
guided pupils would take up Sanskrit and deprive them-
selves of the opportunity of an acquaintance with history,
geography or mathematics and one or more science sub-
jects which will be more helpful for employment and eatn-
ing one’s livelihood. The priest-craft is dying out. The
Varnasrama is derided. An irritating term “Casteism®
has become very popular in the gaping mouth of the self-
seeking legislators. The members of the Brihma, the Arya
and other advanced Samidjists have already adopisd the
vernacular forms for the performance of marriage, death
and one or two more sacraments which are still observed
as a matter of habit, not of faith and belief. The sanctity
of the Deva-bhiasa, Sanskrit, is no longer acknowledged.







PREFACE

By Srt H. L. SitArma

Nor unwittingly perhaps, the authors of Alathkira Lite-
rature in India evince an intimate knowledge of facts about
beauty-consciousness. The facts are the elusive moments
of beauty-thrill, the fleeting panorama of images and those
delightful streams of creative bliss, which we sigdificantly
call Rasa. They require culling them and stringing them
together, and need an evaluation and interpretation against
a philosophical background. This is to introduce a mental
ordering and reduce chaos to the cosmos of Laws. What
we thus get is the Aesthetic Philosophy of India. ‘The pre-
sent thesis is an essay to reduce our artistic sensibility to
system and law.

The Vedas, the Rémayapa and the Mabibhirata do
not contain any express theory of Beauty. Yet for the
completeness of impression, we have suggested some theo-
ries regarding their art-form. A self-conscious Aesthetics
begins with Bharata who serves as a tower of illumination
for centuries to come. He supplies the basic concepts and
the main spokes of the wheel on which the later super-
structure of Art-Philosophy has been raised. I have indi-
cated the psycho-aesthetic foundations of his entire thought-
scheme and pointed out the nuclear elements in art-experi-
ence.

From a psycho-aesthetic stand point, the schools of
Alashkira, Riti and Guna reveal the Principles of Form and
Decoration underlying the graphic as well as musical arts.
A closer study of Alankara further indicates the modus
operandi of creative genius even outside the sphere of
Literary Art.

It is Anandavardhana who deepens the outlook into

the Metaphysics of Beauty and unveils an inveterate habitus
183
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and idiom of aesthetic consciousness by his discovery of
Dhwani. His is a brilliant survey of mind’s beauty-ex-
perience, a close charting and mapping of the unfathomable
and unseen recesses of the human soul and a distinct arti-
culation of flashing moments of beauty-thrill. He goes
behind experience to the psycho-metaphysical depths and
defines such concepts as Camatkara, Rasa, Ananda etc. in
precise, intelligible language. The Thesis in hand formu-
lates the metaphysic of Beauty and traces its developments
through Mahima, Mammata and Vis§vaniatha.

The last in the line of great thinkers is Jagannitha.

While he endorses the Metaphysical stand-point of his pre-
decessors, he flashes at times the meta-psychologic depths
in his definition of basic notions. Some genial thinkers
of Bhakti School also develop the viewpoint of Subliminal
Psychology in defining Rasa etc. in terms of soul-liquifi-
cation (druti), illumination (Vikisa) and expansion (Vis-
tara). Besides, I have also set forth the emotional Princi-
ples of Harmony and the formal Principles of Beauty as
they come to us from Riapa Goswami. The nature of
colour-harmony and Rhythm has also been indicated. At
the end I have set forth the great Law of Organic Arti-
culation in Art and Symbolism governing all forms in out
hieratic architecture and sculpture. ‘The approach is from
the side of Literature and if our conclusions go out to apply
to other forms of Art, they are confirmed by consilience.

I have not depended on the letter of the text which
are only corroborative, though the conclusions are founded
in them. The point of view throughout is critical. The
unity of purpose which thus results has enabled a coherent
system of thought to be built up. The comparison is also
many-sided-horizontally ;I have compared our theories with
parallel thought-systems in the West without confusing
them with one another. Our view of Beauty as value has

been checked up with other forms of value, so that the
2
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axiological approach is not lost sight of. Theuse of thought
in the West has been made both to supply a2 background of
scientific Aesthetics so that our own may stand out in
bold relief and to expound some hazy notions in modern
terminology. I have taken 2ll care to keep both the lines
of development separate and metaculously dvoided reading
anything Western in our texts.

My efforts throughout have been directed to forming
a pyramid of Indian Aesthetics, with a ground plan supplied
by Bharata, developing many phases through the ages,
thus growing in stature, volume and splendour yet point-
ing out to some definite conclusion. In this attempt my
borrowings are not less significant. They are in the form
of clear hints as to the general stricture. My contribu-
tion, as I suppose it to be, is designing and assembling and
giving it the shape of Philosophy.






THE CRITICAL AND COMPARATIVE STUDY OF
INDIAN AESTHETICS

HisToricAaL CoONSPECTUS

1. Vedic Coniributions

India’s art-tradition goes back to the dateless past.
The cave-carvings and other art-monuments of the pre-
Vedic era are the rarest expressions of India’s natjve aesthétic
impulse. We omit to assess their value or formulate a theory,
for that will not be very different from one already current
about the Primitive Artl,

The Vedic theory of beauty in art may be known as
Naturisz. The fountain of creative inspiration is Nature
and her very breath, her colourful and sonorous harmonies
are captured in the rhythmic movement of the Vedic lines.
The main form of Vedic poetry is a prayer or an apostrophe.
It is the total and spontaneous reaction of man to his en-
vironment. The prayer does not indulge in cynicism or
escapist wailings. Life is for living fully and freely; its
deepest cravings, despairs and joys lead to its fulness. There
is no division or divorce between religious, moral or artistic
aspects of life. The Vedic gk is the example of complete
aspectual unity of life.

Vedic lyricism?2, therefore, sounds so distinct from
later sentimentalism. In Keats, for instance, the turbulent
passion to be one with Nature, vand partake of her freedom
and frenzy, is an echo of wearied life. Shelley’s lyricism
is the morose chafing at his helplessness to break the bonds
which life imposes upon us. The Vedic lyricism is the
complete emotional reaction of life to its inner and outer
demands.

187



188 H. L. SHARMA

What distinguishes the artistic from the artificial
is the interpenetration of theme and form. This the Vedic
art achieves. Whether the theme is erotic, comic or terrible,
the Vedic pk glows with energy and vigour. Such a quality
of art may be described as Simplicity or Sahaja. Negativziy
it means freedom from ‘technical swagger’ and convention-
alism. But positively Simplicity signifies directness of
effect and vigour of form. Artificiality is opposed to Sim-
plicity.

As the very model of Simplicity, Vedic poetry has its
wealth of aesthetic charm in the use of metaphor and simile3,
There is no attempt at sophistry or bashful concealment.
The Vedic metaphor is not the product of the fluctuating
imagination. It is born of the experience of heightened
and expanded life. There is a passion-glow behind the
image-picture of the metaphor, so that the image does not
remain there to produce the three-dimension illusion or
““chromatic effect’’, but to expand the being, to illumine the
unseen recesses of the soul, through its charm. ‘The total
effect of metaphor is not isolated; therefore the whole thing
does not seem to be 2 mosaic of emotionally tinged images.
On the contrary, in a Sukta, there is an atmosphere burning
with a creative energy, and the metaphoric image is only a

lively current in the total passionate flow of harmony.

Naturism and INaturalism.

Is Vedic art naturalistic? No; for in Naturalism,
the phenomenal Nature is presented to us in its logical-
perceptual version. . There is something of the primitive
in it, though not truly primitive. In a mnaturalistic art,
therefore, there is no lyrical vigour, glow or movement.
Nature is not fransformed. In a true art of INature, hoewver,
the lyrical transformation is absolutely essential in exactly the
same manner as the logical transformation is needed to produce

‘Science’. ‘True art re-builds, refines and lyrically transforms
6
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the experience as the true Seience does. In a naturalistic
art, there is no such reorganization of experience. There
may be slight transformation of Nature necessitated by the
needs of presentation.

Lyrical transformation of Nature, in the context of
Vedic art, should only mean the artist’s living over again
the life when it was (and is) in a2 complete ‘rapport’ with
Nature. 1If is rather a transformation of himself. Natare is
as much lyrical, or more, as she is rational, and does not need
any adornment or idealization by imagination. Naturism
does not mean the crude expression of unrefined feelings.
It is the other name of Simplicity or Sahaja. The acute
extroversion caused by the life’s needs makes man wonder
what he has made of himself. A distance is created between
our present self and natural self. Naturistic art of the Vedas
shortens this distance and restores the joyous rhythm of life.

This may lead to the charge of anthropomorphism and
‘pathetic fallacy’ against Naturism of the Vedas. The
truth of the matter is that the Vedic art does neither invest
natural phenomena with human attributes nor transform them
in the light of the human feelings. It is creating /lyrical
order in Nature and tuning the human self to Nature’s cosmic
thythm. <‘Pathetic’ attribution to the objects of Nature is
an emotional make-believe, and is, therefore, morbid and
artificial. The Vedic art is artistic, born as it is of the creative
cmotion, restless for expansion and embodiment. This
lyric tendency of our nature is part and parcel of our “ordered
and ordering self.’

Aesthetic Functionalism.

Yaska’s INrrukiaz and the Vyikarana Philosophy yield
us an art-theory which may be known as Aesthetic Function-
alism or Aesthetic Activism. 'The material elements in an
art-creation are not only structurally related, but also func-

tionally interconnected. Thus a word, tone, colour, volume
7
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or line in a work.of art is what i# does. Art-joy as much as
art-creation is a form of self-activity and self-activation,
The meta-psychology behind it is that the Jiguid intelligence
of man cannot identify itself with anything that is not itself
action and movement, and further, cannor Aknow it unless it
becomes it.

Yiska, in common with the general stand of Mimamsa
and India’s Grammatical Philosophy, has his own theory
of language. Language, as a form of articulation, is the
function of consciousness. It is dynamic and creative.
Mind being a liquid, creative flow articulates itself in verbs.
By analysis every word can be shown to follow from some
verb!. It is from a hypostasis that the substantives have
grown. Evena verb, say to cook or to walk, is not"a single
action. It is 2 mass of actions momentarily succeeding one
another and condensed into one sense. ‘Thus the word has
grown out of concentration or restriction of conscious life.
A word is the condensed, articulate consciousness.

Starting with this stand, the Grammarian states that

a word has praksti or dhitu (root-verb), which is capable
of containing and conveying vast variety of meanings. Out
of them we select one for practical purposes, which is. its
common connotation or primary meaning. It is by Jimiting
the power of the word, by virtue of which it zends o develop
into a rich tissue of significance, that Science and practical
life purchase accuracy and directness in the use of language.
We should not think, as is commonly done, thatour starting
point is Abhidhi; thence we proceed to Laksana and Tat-
Parya, and that Vyagijani is the enriched and extended mean-
ing of Abhidhi. The truth of the matter is that the wosd
by itsinherent potency, tends to full lowering and indicates,
the vast wealth of meanings. The primary meaning is the
result of condensation and restriction. |

This naturally leads to a paradoxical conclusion.

Every word can, by its inper«logic, signify every sense,
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says Patafijali. Kumirila teaches that the word containg
as much meaning in it as it contains references to dhitus
from which it seems to follow. Durgicirya says that out
of the multisided meanings suggested by the word, we
cannot choose one and reject the other. A word thus he-
comes: the radiating centre of meanings and cluster of signi-
ficant mental states. The only restricting agents are the
context and the practical needs.

How then are the Vedic texts to be interpreted ,

A Vedic mantra is Kimadhenu and has infinite meaning.
It is cloud-like (gsi==g) raining profusely. A man can
discover as much out of it as his capacity to discover the
references to dhatus in it. The same jymantra can convey
metaphysical (sregrew), psychical ((srfa=x)) and physical
(afeqa) meanings in its contexts. In each case the meaning
of the mantra produces an immediate and ‘intimate sense
of reality. The ordinary meaning—the relation of sign and
significance—can give us a restricted and poor sense, and
cannot produce a direct and overwhelming feeling of its
" presence. The word must be s@mfer ie., the actions
which it embodies must be mentally realizable. A4 Word
without this capacity will remain an informant of second-band
knowledge, but never will it become formant of a lively experence.
Without that, so proceeds the Vedic theory, the god (}=m),
who is of the word-form (sw®y) will not be realized.
Dévati is no deity external to the mantra. The essence of
the mantra itself—the sense it creates~—is the soul and body
of thedevati. Thus alone, the worshipper. of god effectively
prays to him. In the ecstasy of contemplation produced by
the lively experience of the mantra, the seer loses his indi-
vidual identity in the being of the god himself. He¢ wor-
ships god by becoming god. This is the Vedic form of
worship in which the seet has pratyaksa of all dharma.

The Niruk#z is the process of turning afadre and Tw-

if words into segsrafir. In the context of Aesthetic
9
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Theory, ‘nirukta’ means turning a sign into a symbol. A
sign is wmi-sense?, while a symbol is multi-sense. 1t is, as has
been well said, a p/urisign. A word in Science is, I may add,
single-dimension. In art it is mwlti-dimension. The word,
colour, timbre or movement has a depth of significance,
and is charged with vivacity which expands our own sense
of being. The language of art is the very opposite of the definite
expression in Science : it must be indefinite and rich in vague and
varions suggestion. ‘The quality of art grows with greater
suffusion of meanings in a word.

But to be multi-sense is to be dynamic at the same time.
The art-element does not convey rigid sense, but creates
and ssustains movements, both centripetal and centrifugal,
in the psycho-organic life of the creator and the critic. Con-
cepts, being of the nature of static growths in the mind,
find no place in art-creation or appreciation, while ,emotions,
which are of the nature of movements in life and vague in
their meaning, are so fit for it.

The main problem of artistic creation and appreciation
is : How to transform a sign into an art-element? In this
the artist follows the method of the Nir#&Zz in his own way,
In so far as he deals with the material basis of art, colour,
volume or line, he finds in the objects of sight, touch, etc,,
something rigid and dumb. A colour in itself is srfRer, and
has an indistinct and single-track meaning. The artist has
to wake it up with emotional energy and invest it with wide
and vague suggestions. So long as a piece of sculpture re-
mains a well-hewn stone, the art has neither been created
nor enjoyed. When, however, every furrow of the face
or twitch of the lips begins to voice a thousand concealed
experiences of life, it becomes art the very moment.

The art-element is always s@sfda. We must not lay
too much emphasis on the material basis of art, for the work
of painting, for instance, no more hangs on its colours than
the stars do on the blue of the sky. The colour or line is
10
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the vehicle of multi-meaning of art, and must be suffused
over and infused with passion. The colour must come to
life—its wvitality must be manifest (syzfr). It seems to
be dumb and dead to our practical perception. But in crea-
tive imagination it lives, breathes and moves. It is in this
way that art restores life, which the mechanical demands of
practice take away.

To sum up : Judgment in aesthetic experience should
take the form : This is beautiful because, and in so far as,
it is dynamic and activating. An art-element is the sign—
a sensuous perception—transformed into the galvanic centre
of multi-meaning by the process of discovering verbs, move-
ments in it. This process of transformation of afgalmafa
into sradfagfa and the latter into s@gfa where the
meaning is immediately and intimately comprehended, is
the process of artistic creation and appreciation.

2. The Krausica Episode

The Vedic Naturism is 2 distinct stage in the art-
history of India. Nature in its cosmic aspect is the fountain
of the Vedic poetry. It starts from the fulness of life, its
joy, wonder and child-like questioning. By its power it
takes man very near to the joyous source of his own being.
Its main aesthetic charm is its power of, communion. Iz
Véalmiki, the centre is shifted from Nature to man. The theme
of Valmiki-art is buman nature in conflict with the immutable
order of things. The resulting emotion is Pathos. Pathos
is a creative emotion. When it finds a proper theme, the
resultis an overflow of harmony in some medium, which is art.

The Kraufica Episode is the key to both creative and
appreciative aesthetics of the Rimiyana. Vailmikiis the
creative genius, and, naturally his personality seeks medium
for artistic embodiment. His quest® for the perfect pattern
of humanity is the first expression of the poet in him. He got
the theme (vastu) from Nirada. This theme needed artistic
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recasting in the medium of a master emotion. ‘This did
not come to him, though it was gradually taking shape in
the depths of his soul, till the seer chose to have a merry dip
in the Gangi and a carefree?® stroll in the jungle. There the
thing happened. The Kraufica pair, forgetful of the invi-
sible hand of fate, engaged in merry-making, till the huntet’s
arrow made one to wallow in the pool of his blood and the
other to wail in her agony and despair. °‘Blood and tear’™—
this is the world and its finfle. The realization of this fact
with a terrific suddenness before his eyes unlocked the un-
conscious music of the seer’s soul. Pazhos flowed into poetr).

But this was not enough to produce the epic that the
Régmiyapa is. The theme was got from Nirada; the form
of art, pathos!® came to him on the banks of the Ganga.
Valmiki was still perturbed, not seeing the true significance
of each. Something in the depths of his life was agitating
to be born, something tragic, true and moving. Brahmall
came to the Muni who fell into a trance in his presence.
During that moment of self-merger, the form and theme
combined into one artistic whole. Poetry ran out into 2
clear current of musical harmony to the wonder of the poet
himself.

In general structure and essence, the Kraufica episode
sums up the nature of epic art. Further, it reveals the modus
aperandi of creative genius and the laws of movement of aes-
thetic emotion. Art consists in close wedding—or rather
welding—of theme and form. Theme is a2 cognitive element,
sensuous material of art, event or ideal. Form is emotion.
Art-creation consists in suffusion of emotion over a theme,
In the Rgmiyipa, the master-emotion is pathos which sounds
as the ‘recurrent motif’ of the entire work. A general psycho-
graph of aesthetic emotion, its ascent and descent so as to
produce beauty-thrill, is pointed out in the West also. The
stages are Exposition®, Crisis, Climax and Denouement.

In the Ramdyana, we find no such mathematical idea. In it,
12 -
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the art-form is wholly governed by the laws of emotional harmiony.
The central emotion is one : it is pathos. All other emotions
centre round it. Each emotion, whether erotic, heroic or
ludicrous, draws from its centre and contributes something
of its own to it. This dynamic relation of ufferent and efferent
interaction between the master emotion and other emotions forms
an aesthetic constellation. The theme has got to be woven
round this. The act of artistic creation consists just in ma-
terializing this constellation.

When does an emotion become artistic, The answer
is : the moment it takes 2 form. In our ordinary experience,
an emotion is a vague psychic storm. It has no form. It
tends to suppress every other emotion and fixate on an object
whose form it seeks to adopt. But the moment it forms
a constellation with an active centre round the laws of har-
mony, it becomes aesthetic in nature and passes out of the
private sphere. Further, an emotion in art is creative.
The Kraufica story reveals the way in which an emotion be-
comes productive of art. So long as the pathetic feeling
possessed the Muni, and was felt as his own, poetry could
not be praduced. But the moment the central emotion
organized in a form and was transferred from his self to
the theme proper, it became creative. This transfer creates
a ‘psychological distance’ between the creator and emotion.
An emotion, however, too near or too far, cannot be appre-
ciated from the standpoint of art. The point at which it
becomes creative has been called as ‘aesthetic?® distance.’
In brief, emotion becomes artistic and creative when it has a ‘forns
and is “distanced’.

3. A brief historiograph

Man, not as Nature made him, but as he has made of
himself by his beliefs and actions, is the source of inspiration
for the post-Valmiki art. Though the chronological order

may not be correct, the three classes of art can be distinctly
3
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marked. In the Vedic art, the art-atmosphere breathes
spiritual and religious air of Nature. Man remains the
loveliest and loving child of her. Its main-guality is rhythm,
and through rhythm the finite communicates with the In-
finite, the mortal realises eternity. Valmiki art is human
par excellence. Though rhythmic, its main power is the
dynamic harmony of emotion. It makes us feel not divine,
but human. We realise the tremendous conflict at the heart
of creation. The atmosphere of the post-Valmiki art is
psycho-social. Art-impulse gets a chance of full play be-
cause of the widening of theme. Buddhist sculpture and
painting mark a further expansion and invention of art-
forms, and later Brahamanism perfects the process of re-

finement.
As progressively man subordinates Nature, - art loses

its spiritual rhythm and harmony. But even in the midst
of social art, the Vedic and Valmiki elements emerge and
illumine the whole. Art, however, serves now no more
the necessary end of life. It is reduced to pastime and
recreation. Not presentative of the deep experiences, the
later art represents the social complexities. Representa-
tion in art increasingly dominates, till it is reduced to its
pictorial quality. Further decay is caused by canoniza-
tion of art-forms and themes. Within the rigid frame-
work of formulas for everything—dance, drama, music and
sculpture,—art was frozen to death. Even the barren em-
bellishment was identified with art. Art has been recently
revived by the warm breath of the saint-artists, mainly by
the call ‘back to the past’ of the Bengali School.

We sum up below the dominant marks of India’s
art-genius which became manifest during the vast stretch
of time :— N

1. India’s art, as her Philosophy, is mainly #rans-
cendental. It is an attempt to realize the Supra-real and to
give form to the formless, and to paint the Infinite on a
14
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finite canvas. This mark is so fundamental that every other
follows from it as its direct corollary.

2. 'This is achieved by the Principle of Sonus (Dhvani).
All Indian art is—even the graphic—of the musical or sound-

. form. All lines, volumes, colours or any artistic forms,
visible or audible, resound with suggestions. The Infinite
can only be suggested by the finite. The suggestion ema-
nates as an overtone from the material symbol. All Indian
art, therefore, is infused with a ‘chant-like’ thythm and
inner harmony.

3. For the reason that Indian art is transcendent, the
process of art-creation is also afferent. Arst-form develops
from within a state of contemplation illumined by spiritual
glow. The material element in art is only a poinfer,’® but
it is charged with energy so as to create a rhythmic flow of
life. IZ%is ego-centric in® both creative and appreciative moments :
art-creation embodies the primal rhythm, and, cannot be
enjoyed until our small individual being flows back into the
vast current of vitality. Indian ar# can be enjoyed with closed-
eyes—even the visual art.

4. Indian art, at its best, i¥ anti-representation and
anti-portraiture. We cannot find an exact counterpaft in
Reality outside to an art-form. Indian art-forms, specially
its anatomy, look so peculiar, even ludicrous, to the Western
connossieur. Sometimes the ‘departures’ from the real
pattérns are intentional so as to wean our minds from referr-
ing the art-form to them. Even when patterns are chosen
in the graphicarts, they are taken directly from Nature,
and not from the blundering imagination of the artist. Even
in music and metre the prototypes are natural. These pro-
totypes and patterns are condensed and preserved in her
art-traditions and mathematics, which sound so mystic to
one unacquainted with India’s cultural past. It is to be
regretted, however, that this mathematics, intricate and

mysterious, abounding in formulas and measurements,
15
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chilled the very current of art-life from wihch it
arose.

s. It is dominated by Rasa, and creates emotional
rather than mathematical harmony. All evaluation is in
terms of Rasas. Bharata, the founder of India’s Psycho-
aesthetics, points out emotional value of each movement in
dance, tone or microtone in music and colour in painting,
and their combinations and permutations. Some sculpture
and architectural forms refer to Sattva, Rajas and Tamas,
the metaphysical realities of the Saskhya philosophy. But
these are only three forms of emotional tendencies mani-
festing the primal matrix and creative energy.

6. Art is the way to self-perfection through self-activity.
It is predominantly religious, being a way of inward commu-
nion. It not only refreshes and revitalizes, but re-creates
the soul by uniting it with the infinite vital surge. A7z
creation and appreciation, therefore, bring about an emotional
reorganization of life. Ninety per cent of Indian art is the
product of the devotional cults. Her themes are religious
and, though old in age, are eternal fountains of delight and,
inspiration. These never-old themes take on the artistic
forms in sympathy with the voice and vision of the age.
India’s art-history thus flows down to this day as a conti-
nuous stream, which, in spite of the tributaries swelling it
with forms and volume, despite so much of fusion and con-
fusion of so many clements, retains this religious character
of its parent current. Art in India remains the way of self-
growth, emotional self-discipline, in short, a way of worship.

Lest we should be regretting the narrow canvas of
the Indian artist, we may note that ‘religion’ is not the word
which conveys the full sense of the above remark. Upasana
is the right word. Upasani of the beautiful is the creed of
the artist, and, God as the micro-cosmic and macrocosmic
essence, is conceived to be beautiful. Beauty in all forms,
human or animal, demonaic or divine, is God Himself.
16
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Creation of beauteous rhythm, therefore, is an act of upa-
sana. Upiasania is the creative emotion leading to the ex-
pansion of being and self-fulfilment. It is creative delight
(Ananda) as distinct from the empirical satisfaction. In
this sense, the artist’s scope becomes as wide and deep as
the life itself. Indian art, therefore, has all the vigour and
variety of an ever-growing aesthetic impulse. |
7. The highest state of art-creation and appreciation
is the contemplative self-merger. It is the state of Samidhi,
the culminating point in the process of psychic integration.
Samiadhi is the highly creative state of the mind, when, in
the language of Psycho-analysis, the ego returns to the primal
rhythm. Only Samaiadhi is not abnormal. It is not a2 nega-
tive state either. During Samadhi, an emotional rapport is
brought about so as to canalize the infinite creative energy
into the individual psyche. The first effect of artis the emo-
tionalization of the ego. The dynamic of rhythm which is
the essence of dance, music and poetry, works the soul up
into the region of super-reality, where it is emancipated from
the bondage of individuality. Art, therefore, is the means
to mukti, freedom from psycho-organic complexes. This
power of self-absorption through art is not achieved without
a rigorous self discipline. Hence, art is not to be touched
by the profane hand of a debauchee, for it is not the way of
auto-eroticism, as taught by the psycho-analysts.

17




200 H. L. SHARMA

II. BEAUTY AS RASA-EMOTION

" Beauty as a form of human value must be found as a
basic element in human experience. All attempts to derive
it as a secondary quality from bio-psychic processes must
now cease after the burial of the Atomistic Psychology and
Mechanism. Below we detail India’s contribution to the
understanding of Beauty as a form of emotion. In the
interest of systematic study of India’s Aesthetic Philosophy,
we discuss the esse, form and function of beauty-emotion
from the metaphysical, meta-psychologic and psychological
points of view.

1. Metaphysics of Emotion.

The Vedic seer is convinced to the core that crestion
is not the unfoldment of a plan but fulfilment of a passion.
Before the emergence of the rational order, the primal crea-
tive state was Death! Death is the form of hunger. It
is the undifferentiated and unmanifest matrix of all creation,
the self-shining golden egg charged with inner tension. It
is the transcendent but creative condition. The human
individuality cannot comprehend it, though it underlies
as the bedrock, cannot illumine it, though it hovers over
it as an encircling halo of delight. From Death starts every-
thing that is, and returns unto it as the shadows of the night
begin to fall.

This metaphysical nature of creative emotion deter-
mines the very character of Indian Art even to this day. A
work of art is the externalization of passion as the entire
creation is. The artist repeats in his own way the process
of cosmic creation. He is 2 Kavi as God is. Creation?
whether cosmic or microcosmic, is governed not by the
rational uniformities of Nature, but by the artistic laws of
beauty. The universe is to be conceived not notionally as
the organised sum of intellectual concepts, but emotionally®

as an embodiment of beauty-impulse. The visible Nature
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in all her lyric or terrible aspects® is fulfilling herself in arr-joy
of creation.

Plato’s metaphysics is intellectual with all its emphass
on the supermundane Idea. So he conceives the armst’:
work as the shadow of shadow, a tertiary realiry, hence
illusory and condemnable. Aristotle too following the mamier
does not regard the work of art as true creation. T« mm
the creative process in art is imitative reproduction <f i
universal characters of Nature—nothing more thaz M mese.
Greek art and Greek Aesthetics, therefore, do not soas s
Representationism. In what is known as the Ganalian
Art in India, we can clearly read the Greek infuener m o
Buddhistic sculptures. The Buddha image is 2 reorosonms
tion of the archetypal form, rigid and lifeless, a5 the wma
Greek hero.

In India the metaphysical theory of beaury in art =
bound up with a sound metaphysic of emotion. The entue
cosmic scheme is the outcome of a creative impulse which
is emotional® in nature. Indian’ thinkers lay emphasis on
‘orders.” But this order is not a notional concepr. It s
an emotional energy; for Rta is creative and moves the cyele
of creation. It is dynamic and its movement is governed
by intense rhythm. In Samidhi state the human pavche
overflows with Rta and Samidhi is the result of paychic
integration and emotional re-ordering. So i3 art. In the
moment of creation, there is an ecmotional overflow of Ris.
Art results from the emotionally ‘ordered’ self, which means
when the emotion takes on an aesthetic form.  Enjoyment
of art also results in emotional re-organization of the self,
that is, in the recreation of Rta within the self.

Whether the artist is divine or human, art is always,
at the creative Or recreative stage, 4 divine experience trans.
cending the limirs of individuality. It is, therefore, super.
moral and super-inteilecrmal illumination of the soul, Ars.
ecstasy Is an, ‘oceanic” feeling (ww-wrvar), resulting from

1t
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the emotional integration which culminates in the overflow
of the microcosm with the cosmic rhythm (Rta). Much of the
Indian art, therefore, being rhythmic is of musical character,
and makeés great demands on the connossieur’s own spiritual
integration. ‘The sensible is the means to awaken the spiri-
tual rhythm in the soul. Beauty, therefore, is this power
of awakening the primal rhythm. ‘This is done, negatively,
by transcending the individual limits, and, positively, by
means of self-affirmation. The sensible elements are not a
mere harmonious blending, but they are made to speak the
language of suggestive symbols. The Indian Silpakira?
who cuts the idol of a divinity out of a marble rock revives
the grand rhythm within his soul by the powers of his inner
discipline, and, in the moment of rhythmic overflow, he makes
the lines and volumes as the echoing voices from eternity.
Beauty as an emotion is the moment of spiritual communion
with the Infinite and the Formless.

The Sankhya metaphysic is a huge metaphoz®, but the
product of the natural idiom of aesthetic language. Prakgt
is not an idea, but the matrix, the Mother of all charms and
creations. It is the other name of enchantment. Purusa
and Prakrti are two fructifying tendencies embodied in the
masculine and feminine energies. The creation starts from’
their ecstatic union. Prakrti is the dance-girl, and in her
rhythmic creative movements, she presents all the emotional
moods and temperaments. She is trigupamayi, and all
colour, tune and space, everything, concrete or abstract, her
each aspect or facet presents some rasa for the enjoyment of
the Purusa. ,Nature is the cosmic drama, a2 work of art evolv-
ing from within the entire artistic harmony. But the Purusa
is not the expert connossieur of the cosmic art of nature, for
he, driven by the empathic induction of emotion, transfers
all to his own self which, in fact, is happening outside on
the stage. This causes him sorrowing in the events of nature.

The artistic enjoyment of Nature’s great drama is no more
20
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possible. In the language of Aesthetic Philosophy, the
Purusa fails to ‘distance’ the work of art from himself. If
the Puruga comes to know what is what, and, by creating
an aesthetic distance between himself and the work of art,
he becomes, as he is in his true self, merely a spectator, the
sorrows end and thebondage of individuality torn off. Beauty,
according to the Sinkhya Philosophy, is the contemplative
state of the Purusa, in which Nature in all her colour or sound
harmony is presented to him without self-merger. A work
of art is beautiful because, and to the extent to which, it
induces the original emotional liason between itself and
the enjoyer and sustains the contemplation.

2. Aesthetic Imperative

The metaphysic ‘of emotion, as outlined above, not
only gives true content to ‘creation’ and ‘creativity’, but.
also brings out the nature of Aéesthetic Imperative. Emotion
being the moving energy behind the evolutionary process,
the entire universe becomes transformed into an articulat
passion. The conception of a ‘rational order’ is, in its essence;
the conception of unity and uniformity. This is deducible
from, or, forms a part of, the Law of Beauty which means
ever creative movement towards greater harmony and rhythm.
Every aspect of Nature, consciously or unconsciously, obeys
this law as 2 matter of inner necessity. In an ever-expanding
process newer aspects emerge to create disharmony. But
that is only a passing phase, an inhaling by the cosmic pro-
cess, which must exhale a new order of emotions. An order
of emotions is the ‘order of beauty’, rhythmic and harmonic
movement of the creative process. To this-order the procesd
returns, and, any obstacles to its fulfilment are countered
by economic or social revolutions®.

Nature, cosmic or microcosmic, works with a will,
which is the ‘will-to-beauty’® Nature, at the self-conscious

stage, seeks to establish the emotional order in its psycho-
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social sphere. The entire economic and political structure
of the society, raised on the basic concepts of justice and
equity and .the dignity of man, is emotional in character.
For not Reason but Emotion can give the right clue to the
understanding of the meanings of ‘justice’ and ‘equity’. If
they are not merely abstract ideas, but convey concrete signi-
ficance, their only intelligible meaning can be rhythmic
harmonious movement of life, which is the other name of
beauty in its dynamic sense. The will-to-beauty thus fulfils
itself in creation of harmonious order. In human arts, the
artist creates rhythm by the dynmamo of the art-material.
In beauty-contemplation, with or without self-merger, the
emotional low becomes rhythmic and the whole life attains
to 2 new plane. This is the creative virtue of art-enjoy-
ment.

Emotion of yore could not find a central place either
in the anatomy of psychic personality of man or in the cosmic
constitution. It was thought to be a kind of blind urge
directed by the light of Reason. In Indian metaphysic,
Emotion is formative power, the truly creative force. It
has the natural form, which is harmonic rhythmic flow, or,
in other words, the natural form of emotion is beautiful.
Where harmony is disturbed, or, rhythm is not vital, ugliness
appears. It is overcome by creation of greater harmony
and rhythm. Even the present form of human personality,
its complex psychic apparatus or its products, which are
the psycho-social institutions, are shaped under the Law of
Beauty. The Law asserts itself dgain and again to restore
the balance. This self-affirmation by Emotion is nothing
but the Will-to-Beauty.

3. Aesthetic Hedonism ,
(@) The Upanigadic seers are the first Indian hedonists.
The hedonic metaphor conceived by them is the sky as the

cup overbrimming with joy. Ananda is the very stuff of
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our soul. But Ananda is the metaphysical essence. It is
concealed behind the sheaths of physical®® body, vital system,
instinctive urges and intellectual acquisitions. .Ananda is
in the very centre of our spiritual existence, and, the entire
system overflows with its radiating sparks. The soul has
to turn inwards to reach it and pierce through the veils which
the course of evolution has imposed upon it. The state of
beauty-vision is the centripetal movement of emotional life,
which the Upanisadic seer compares to the rapturous?? em-
brace in an erotic experience. Beauty in art is its power
to induce this state.

Vialmiki’s Aesthetic Philosophy takes its stand on this
Upanjsadic conclusion. Beauty in art is joy which is of the
nature of sex-craving smarting under the obstacles which
make union difficult and therefore more intensely desired.
Mere sex-craving does not lead to art. It becomes creative
when it is- transformed into Pathos: Vilmiki’s hedonic
approach to the problem of beauty in art is thus qualified
by the element of conflict.

Viatsyayan’®s Philosophy of the Kéma-s#ira is grossly
hedonistic. Real joy is a form of self-forgetfulness in.a
tremendous flow of energy. It is a tendency to self-merger
in a void of nothingness. Priti or Rati is pleasure in action,
perception and imagination. This is comparable to the
Factum, Function and Fancy pleasures of Modern Psychology.

A natural development of this line of thought is found
in King Bhoja’s thesis of Sgngiaral®. To him the main
aesthetic feeling is erotic. Sgﬁgira—Tattva is the essence
of artistic experience and every other mode of ‘emotion,
as anger, fear or frustration, is only contributory to it. King
Bhoja’s thesis is monistic, and compares well with that of
Kanovitch. According to the latter, when the mechanism
of the society has been perfected and the last vestige of in-
justice remaved, the only feeling which will be the source

of joy and beauty to man is sex. According to Bhoja also
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all joy-seeking through creation is art, and all joy-seeking_
is seeking intense experience through emotionalization of
the Ego (wafraarwasi:).

(b) Hedonic Aesthetics reaches its culminating pet-
fection in Riipa Goswami, a scholastic philosopher. He
defines and applies all aesthetic terms to the love-frolics
of Ridha and Kysna, the eternal mian and woman. He takes
Bhaval® to mean as the first dawn of erotic feeling which
lends 2 rosy charm to the body.” Hava is the next stage
when the same feeling overflows the body and mind. Last
is the mature manifestation when the sex-emotion surges up
ta give 2 new grace, hela. In all the three stages, sex emotion
is the central core in the various expressions of beauty.

Sobhi1® is defined as that which lends charms to the
clements by means of form and feast and the like. ‘This
definition is complete and correct, as it lays emphasis on the
formal (Ripa) and emotional (Bhoga) aspects of beauty.
Beauty thus is the residfuum which, even though realizable
in and through the elements, transcends them. The trans-
cendental phenomeneon is Ripd and Bhoga. Kaianti is Sobha
when the same blazes forthwith the fltame of erotic fire. In
this progression of.the beautiful, the elements are further
subordinated to emotion, form to feast. In a painting, for
instance, where the harmony of colour and form capture the
vision and do not release the mind to enjoy the erotic
suggestion rising from them, there cannot be said to be the
Kinti form of beauty.. The third is the stage of Dipti'.
Here the age, place, time, merits, etc., are all used for the
full development of the erotic emotion. In a dramatic scene
the whole context of the situation may be used to enhance
the emotional effect. Or, when in a piece of musical per-
formance, the formal relations are lost sight of, the text
drowns the tune—then it may happen, as it does often in
the moving sort of songs, that the motif rules, and every-

thing else, even the musical harmony, works up the emotion
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to the high pitch of absorption. This is the Dipti form of
beauty-experience.

If we draw a psychograph of aesthetic experience,
representing both volume and height of emotion, then Dipti
will be the peak point or the climax, and Sobha and Kanti
will represent the Exposition and Crisis respectively. The
last is Madhuryal® or sweetness which is the Dexonerzent in
the drama of emotion. Ripa Goswimi defines Midhurya
as Cirutia or all round beauty. Itis the form of equilibrium
after the climax. It is, as it were, the life-giving experience
of emotional drink when the maddening inebriation has been
overcome. It is the persisting sweet flavour after the beauty-
feast is over.

Ciruti is a common word for beauty. Its etymology
indicates 2 deep dynamic meaning. It is not proved by
the grammatical rules of Panini. It is an Unadi® word,
derived from the root “=T’ meaning ‘to move’ and ‘to
taste’. That which moves and tastes is ciru. An instinc-
tual joy results from expenditure of energy; but in aesthetic
experience, there is vital expansion and upward movement
in the psycho-organism for re-orientation and rebuilding
of life. Often enough, many tsoublesome complexes are
broken up and knotty problems of life solved and under-
stood in the moment of intense beauty-experience. The
word ¢ ciru’ more than any other word, brings out this dynamic
implication of the ‘beautiful’. Ripa Goswami rightly des-
cribes Madhurya as beauty (ciruti) of actions in all states.

(¢) In our times, the poet Tagore has biven a per-
fection to thelogic involved in this line of thought. Accord-
ing to him, beauty in art obeys the logic of Love. It is not
for nothing that the beautiful is lovely*.

* e TS, 7 gre arera w=g fauw e ars; e sneax

T=F ATIATR TGO AHRSTET; qUET HIT gHfe 3w oo uwfe sa< afea
faax w3 A1, Stg wREAT 7w g e F Sre™ar 93 Aar; =t aual T e
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(d) Not satisfied with the intellectual approach to
Reality, the Indian seers saw possibilities of sublimated exis-
tence through emotional development. They have given
us the conception of Bhakti rasa, a state of Eudamonia and
spiritual ecstasy which is a tremendously creative condition
of the soul. The devotional cults, therefore, are basically
artistic, and their object is the worship of the Beautiful,
The Beauty is at once divine and spiritual, having no counter-
part in physical reality. Visnu, the Beautiful, is the symbol
of cosmic rhythm and harmony, and the product of profound
aesthetic experience—Riadha and K¢sna are the human incar-
nations of the divine couple, Lakgmi and Visnu. Much of
India’s art and many of her Bhakti cults centre round them.

The Bhdgava?a®® conceives of Bhakti rasa as a state of
emotional equipoise and eudemonia resulting from the con-
centration of the entire instinctual energy and its re-direc-
tion towards a higher and rhythmic form of experience.
Bhakti-rasa thus involves a rigorous ethical discipline and
mental culture. It is not an empirical emotion. It trans-
cends the psycho-physical order, and by purging the mind
of its object-seeking conative urges, it initiates a highly
charged spiritual condition, which is creative par excellence.
The whole of the intellectual apparatus becomes archaic

£XAT [ AAFTEAT AH AT | AL TeAF AT AT R FGeAr; g vy
ATHT A ATIAT GaX F 3IS AT ¥ Gra< groar< s | qigra g
CATATHTT B3, AT TS GHSE AA BT, AT FHST A ATHACE 7w
S gEaT 3159, UF SN ATITF Ad A7 Arfa, argr 8w, Arargrw
gw=< gfa, a1 argex wafe g gar Sfew . . smga QT TS,
qATE A GEAT Y TATATAS | § THTNITHE Gra< g2ATS, AT A=A
AR AT 1. . . 7 T AAITT argrR a4 o+ fyw | arra
AFIT FHEOT T ST TRGATS, Y FTRTHT FL FFA A7 7. . AR
gorfe IAT g, A g+ Mafear SoTEd 913, gy T3 romedr
27, aver<r AT ERERT g3 g% S1fEaT A 1wy Ssead a1Rd A
o= B SFATEAT 39, ¥ ALY 9 Sfaw Fhar g, & snofq g
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in its functioning when a new form of self-activity and self-
shining processes are set in. The Gita calls this new form
the divine vision by which the cosmic aspects are realized,
and the mind is raised from the physical to the spiritual realm
of beauty-experience.

Is not Bhakti-rasa a negative and regressive ‘affectional
attachment’ or ‘cathexis’ ? An emotion is said to be ‘nega-
tive’ if, frustrated in its natural fulfilment, it seeks 2a substi-
tute fixation. And it is ‘regressive’, if the substitute is on a
lower psycho—moAral plane. Naiarada?! thinks that Bhakti is
the pure form of Love. Love is a positive feeling, for it
gives the greatest self-fulfilment through the objec; of love.
Love negates the unlovely. Both Nirada and Sandilya®?
emphasize this negative side. But Madhustidana brings out
the positive nature of Bhakti. All emotions have the power
of liguifying the soul-substance. In the Kquid state, impressions
are deepened. Here, the idea seems to be that emotions
contribute the rich concreteness to our cognitions which
otherwise remain jejune forms. Bhakti is experience of the
liguified soml, forming an emotional continuum of divine gualities.
God is bliss Himself, and in the moment of Bhakti emotion
the Individual soul merges, as it were, in the ocean of joy.
This concentration of the entire emotional energy in the
divine contemplation is followed by a new awakening. Bhakti
as a process thus becomes the process of emotional integra-
tion culminating in the internal balance and rhythm. Ma-
dhusidana lays down ten stages of this process. Even
emotions like anger, fear, jealousy, etc., lose their empirical
character, and become forms of Rati (bliss) turned as they
are towards Infinite Bliss. Another author?® regards Bhakti-
Rasa as contemplative or reiterative Rati, which is spontane-
ous and free from instinctive urges24. It is the pure and pris-
tine form of libido. Its liquification in Bhakti-Rasa leads
toa loosening of the sheaths which condition the functioning
of the psycho-somatic apparatus, The state of Bhakti emo-

27
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tion thus becomes the fountain of rhythmic delight and
mother of many arts.

4. Metapsychology of Emotion

From the metaphysical point of view, beauty is the
cosmic impulse of Nature moulding every phase of existence
to its requirements of rhythm and form. The universe as
the work of divine art is an articulate passion. The human
creator and critic of att articulate the same passion through
the same cosmic process. Prayer or spiritual communion
is the way of both art-creation and art-appreciation. Art
thus becomes’ the way of life and its perfection. Much of
India’s hieratic art conforms to this view.

A rival view now comes up for consideration, which
regards art as a negative attitude towards life and its per-
petual call for fresh adaptation. This is the view of Psycho-
analysis, better called Meta-Psychology. Below we examine
its claim and fitness for an adequate explanation of the pro-
cess of art-creation, and symbolism in art.

Freud ¥ thinks that the meta-psychologic depths hold

* (1) Covering of the body, which keeps abrest with civilization,
Continuously arousessexual curiosity and serves to supplement the sexual
object by uncovering the hidden parts. This can Il')ac turned into the
artistic (“sublimation’) if the interest is turned from the genitals to the
form of the body. The tendency to linger at this intermediary sexual
aim of the sexually accentuated looking is found to a certain degree in
most normals; indeed, it gives them the possibility of directing a certain
amount of their libido to a2 higher artistic aim.”

Contributions to the theory of Sex—Page 568

(2) “I have no doubt that the concept of “beauty” is rooted in
the soil of sexual stimulation and signified originally that which is sexually
reciting. ‘The more remarkable, therefore, is the fact that the genitals,
the sight of which provokes the greatest sexual excitement, can really
never be considered ‘‘beautiful’”’. Ibid, p. 568.

(3) “Only in one field has the omnipotence of thought been retained
in our own civilization, namely, in art. In art alone it still happens that
man, consumed by wishes, produces something similar gratification
of these wishes and this playing, thanks to artistic illusion, calls forth
effects as if it were something real. We rightly speak of the magic of
art and compare the artist with a magician. But this comparison
is perhaps more important than it claims to be. Art, which certainly
did not begin as art for arts’ sake, originally served tendencies
which today have for tke greater part ceased to exist. Among these
we suspect various magic intentions.” Totern and Taboo, p. 871,
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a major part of the total human psyche. JThere?® lives ‘Id’,
a subliminal force, blindly seeking unlimited sex-satisfaction
and dashing its monstrous head against the rigid rock of the
Reality principle! and the psycho-moral super-ego. The
‘Id’ is 2 chaos, a cauldron of seething excitements. Naturally,
the id knows no values, no good and no evil, and no morality.
The economic or the quantitative factor, which is so closely
bound up with the pleasure-principle, dominates all its
processes. Instinctual cathexes seeking discharge—that in
our view, is all that the id contains.” Thus the very anatomy
of the human self places it in an eternally tragic situation,
and is the cause of all neurotic symptoms and complex-
formations. Art is born in some compulsion-complex. It
is auto-eroticism  or the ‘phallus-coitus play! Symbolism,
according to Freud, is the way of the unconscious function-
ing. Kretschner?®, following him, regards art and mystic
experience as ‘simply an imaginative translation of erotic
wish phantasies into spirituality’. The general conclusion
of this line of thought is : ““Non est magnum ingenium sine
mixturd dementiae’ (Seneca).

Jung’s Philosophy of Art is his corollary from the
Philosophy of the Unconscious. The Unconscious is the
Mother of Libido, of all psycho-somatic enetgy and its mani-
festations in civilization and science. Just as in the Freudian
system Masochism or the regressive death-seeking instinct
is supposed to be an eternal thirst of the psyche, so Jung
affirms the Mother-seeking tendency or incest wish as an
-undying urge of human nature. At bottom the position-is
the same : Human nature representing the peak of the evo-
lutionary process naturally dréads to ascend further by per-
petual attempts to create new forms for inner and outer
adjustment. Regression?? is the return to the original death-
state from which life has sprung and evasion of the concrete
and vital ’ssue which it must face. This Jung calls introver-

sion or self-incubation. ‘“Through introversion one is ferti-
29



212 H. L. SHARMA

lized, inspired, regenerated and reborn from God?8.”> In
this state of ‘self-incubation”® which Jung identifies with
Tapas, the horizon of individuality is crossed and the very
springs of the primal rhythm stirred to intense creativity,
““That is the secret of effective art. ‘The creative process
consists in an unconscious animation of the archetype and
in a development and shaping of this image till the work is
completed. The shaping of .this primordial image is, as
it were, a translation into the language of the present
which makes it possible for every man to find again
the deepest springs of life which otherwise be closed
to him?9.”’

The process of art-creation is thus the process of dis-
covery by the introverted libido of ‘the primordial image’
in the depths of the Unconscious. ‘‘Recoiling from the
unsatisfying present the yearning of the artist reaches out to
that primordial image in the Unconscious which is best
fitted to compensate the-insufficiency and onesidedness of
the spirit of the age. The man who speaks with the pri-
mordial image speaks with a thousand tongues; he entrances
and overpowers, while at the same time he raises the idea
he is trying to express above the occasional and the transi-
tory into the sphere of the everlasting®. This image is the
archetypal symbol of our deepest yearning and therefore
‘it provokes unconscious participation’ in the common feast
of self-fulfilment. But for all that the creative genius in
art is infantile and phantastic. According to ‘Thorbun,3
the creative process is dream-like, and the figures and sym-
bols in 2 piece of art are made of dream-stuff, vitalized by
the wish-phantasies of the artist. The Psycho-pathologists
 regard art as a product of the hysterogenic mechanism, as
a ““sort of atavistic manner of reaction, a tendance a la rever-
sion.”

Where art is no more than ‘escape’, the -inspiration of
art is rightly a pathogenic symptom. There is an escapist
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art which seeks to give us surrogate satisfaction;.but that
is to be distinguished from one whose very aim is the per-
fection of the vital apparatus by intensifying its creative
power. Even Psychology has grown to deny the condi-
tioning power of the brain which is regarded as an ‘organ
of choice’ and action and not a directing or centralising agent
Its function is to ‘canalize® and translate into action our con-
sciousness which is ‘virtual action’. There has been a change
of outlook in regard to Mental Dynamics, for ‘“we do not
go from the perception to the idea, but from the idea to the
perception; and the essential process of recognition is not
centripetal, but centrifugal3®’ Associative affinities, says
Driesh33, cannot explain mental life which consists in constant
enrichment of meaning. This enrichment itself requires
a directing and ordering agency. With this orientation
of the Mental Science, we feel safe in saying that there can
be a life beyond the normal where, as a result of progressive
integration of the psycho-cerebral system, the libidinal
current becomes creative and the flow more rhythmic.
Artist’s is this supernormal existence. Art is born in
the meta-psychic experience which is positive and progressive.
The main charm of art-creation is not the discovery of the
‘primordial image’, but revelation of a transcendent plane
beyond the empirical. The artist is the yogin, and “art
and meditation are creative states of the human mind. The
highest form of meditation or perfect absorption, which has
no peculiar subject, may be described as a spiritual vacuum
in which the universal forces of our soul can manifest them-
selves34.”” Art seems to emanate from an emptiness of the scul
because the empirical should be denied to let in the cosmic
current of life. “‘In order to hear the artist must be silent,
in order to see he must close his eyes to the external forms,
in order to feel the cosmic rhythm he must arrest his breath
and master his heart,—and in order to be carried by the eternal

streams he must give up his selfish desires... The hidden
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way that leads down to this source is the path of meditation
and absorption, and the vessel in which the water of life
is brought up to the surface is3® art.”> While not denying
the conception of escapist, pathogenic art of Psycho-analytic
schools, we only affirm that much of India’s art is not of this
brand, and, that in India art-inspiration mainly draws from
the soulful fountain of creative delight, Brahminand, the

infinite bliss.

5. DBbarata Aesthetics

Bharata was first to ‘psychologize’ Indian Aesthetics
and to build up a system of thought. His approach is induc-
tive and empirical, encyclopedic and analytic. He is the
founder of Indian Psycho-aesthetics. He studies psychology
and physiology of emotion and concludes that an emotion
never occurs singly in the mind. An emotion is the domi-
nant note in a general psycho-somatic reverberation. The
first appeal of art is to the senses, and through senses, art
aims to awaken an emotional rapport, a rhythmic harmonious
flow of inner life. Below we outline his psycho-aesthetic
approach to the problem of beauty in art.

Nazitya is not ¢ form of art, but zbe form of art. Itis
both of the ear®® and eye, graphic and auditory. It is the
complete form of art. Round it cluster and move all other
arts like satellites round an orbit. The construction of the
stage requires all the beautifying devices of architecture and
sculpture. Bharata gives in detail the measurements and
forms of suitable stages. Then drama and dramatization
involve dance, music, poetry and painting. Bharata there-
tore, regards the histrionic art as central while other arts
as subservient to it.

Nitya is miniature representation3? of the world of
human affections, the noble and exemplary aspects of society.
The aim is recreation of lite through emotional awakening,—
the life which undergoes constant wear and tear by its stern
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demands.The aim is thus partly aesthetic and partly utili-
terian. The drama should breathe an air of realism, includ-
ing all moods and affections of the human mind, its virtuous
tendencies and pettiness, but all in such a generalized form
that without making personal pricking it turns the spectator
towards the future. Drama becomes moralizing through its
power of re-orientation of the mind. Bharata lays full
emphasis on the realistic character of dramatic art. but his
realism is touched with social idealism.

Bharata stresses the depiction side of art. Depiction®
should be by types, and the types should be natural par
excellence. Thus incidentally Bharata is led to discover
types®® of men and women, their gait and gestures under
various emotional conditions. His three-type theory-divine4?,
human and demoniac,—seems to draw directly from three
fundamental realities of the Sankhya Metaphysic, viz., Sattva,
Rajas and Tamas. Besides these natural types, there are
social types also representing every stratum of society, every
functionary and the entire rank and file. If the drama is
to be the world itself on the stage scale, each type must
clearly represent its typical qualities and traits most cons-
picuously. Bharata examines the fitness of each type for
the stage and minutely details the stagecraft.

Bharata, however, cannot be accused of cold realism
or flat naturalism as devoid of aesthetic charm. Firstly,
he grasps the most prominent and representative traits of
a type, which are not distorted from the norm by peculiar
circumstances. There is a selection based on the class-
essence. “Secondly, he stresses on nature, which seldom
presents its ‘natural kinds’ in the purest form. Thus alone
his depiction is able to transcend the individual and present
the universal aspects of life and society. Thus also the
appeal is to the eye as well as to the mind. Bharata is fully
aware that the stage world is not the real world, and that

he cannot create the reality-illusion on the stage, and, that if
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he could, what can be the charm in such a factual presenta-
tion? And yet the departures cannot go too far without
becoming fantastic. Bharata thus is face to face with the
difficulty of that view of art which takes its inspiration from
outside. He grapples with the diffi culty by his distinction
of the real (S=s#T) and the dramatic (Aresr¥Hl); and the true
art of drama is the marvellous mingling of both. Abhinava,
his commentator, defines the first as that which the artist
presents in a matter-of-fact way without idealization or adorn-
ment from his side. But, he adds, the poet has to take the
help of aesthetic imagination to enrich the real with embellish-
ments, emotions and body-movements. Nature even has
got to be transcended, Abhinava emphatically concludes,
by the creative efforts of the artist.

Dance is the important constituent of drama. Bharata4?
raises two relevant questions which he answers satisfac-
torily. (1) What is the nature of dance which the experis
regard as the giver of all goods (2) What interest does
dance serve, which is not connected with the meaning of
the song, nor is the conveyer of any meaning at all  Bha-
rata replies that dance is to serve no specific purpose, its main
raison d’etre being its power of generating beauty. Love
of dance is in the very nature of man. It is auspicious and
recreative. And it is enough to justify it. His method
being analytic, he first enumerates and defines the minimum
unit of dance, which he calls Karana. Karana?? is the har-
monious movement of hands and feet. These are one hundred
and eight in number. These in a further synthesis combine
into body-movements (mgrt). They are thirty two. The
other such harmonious combinations of movements are
Cari, Khanda%* and Mandala. There is also the trembling
movement of certain parts, known as Recaka. The.sitting
postures are called Pindi. Dance as Nrtta comes out of
these in various pleasing forms in accompaniment of the

musical forms. Bharata stresses this wedding of dance and
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orchestral music, because both of them he regards as capable
of producing a vital and moving pure harmoney of form.
He lays down as a rule that in the Tandava form of dance
only those experts should play on the various instruments
who know the musical relation of several constitutive elements
in 2 dance-form, and that the orchestra must follow the
rhythmic movement of dance. The same is to be done in
the tender forms (FFATT) of dances.

Bharata’s treatment of Abhinaya is the master-piece
of behaviourlogy. All emotional states, moods and mental
climates reflect on the sensitive periphery of human body.
To suppress them is unhealthy. To express them through
proper body-movements is the highest pinnacle of creative
arts. The whole drama is grand Abhinaya. Bharata treats
with minute details Abhinaya, the expressive form of art-
creation, of different parts of the body, the eye, brow, pupil,
lips, chin and so on. Thus in an aesthetically pleasing form
of dance, the entire body becomes the galvanic centre of ex-

pressive movements creating a perfect and pure form of
harmony.

This brines us nearest to Bharata’s conception of -
O

aesthetic quality in a creative art. Beauty is expression
(Abhinaya). The human body is the fittest vehicle of ex-
pression, because this can become tremendously expressive
through various limbs, voice, dress and moods, and, can

satisfy most completely our aesthetic sensibility for form,

colour, proportion, mass and movement in a single stroke.
Abhinaya thus is the most powerful articulation of the entire
human form. It is the whole body speaking in a thousand
tongues appealing to the eye and ear, and, through them to
the entire man by creating a dynamic harmony, both formal
and emdtional. This point is important, for it is the diffe-
rentia between Bharata’s and the Western aesthetics of dance,
and of music. Dance as creative of formal and emotional
harmony has both the form and the theme. An emotion

B, 15 =
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cannot be purely and abstractly formal without a clear and
complete theme. A form of dance, therefore, producing
a total and concrete vital harmony, becomes lyrically touched
with a narrative quality, and, even tends to become frankly
descriptive in its decadent age. This point is confirmed by
the history of Bharata dance in India, which is scattered
and applied all over the country to suit all sorts of devotional
and social themes. A pure form of dance aiming to produce
a mathematical harmony of movements is devoid of any such
possibility. _

Its intricate grammar aside, Indian 'music distinctly
shows its native character as productive of concrete vital
harmony. Purely from the standpoint of form, ‘““‘the Riga
may be best defined as a2 melody-mould or the ground plan
of a song.4®”> “Indian music is purely a melodic art, devoid
of any harmonised accompaniment other than a drone. In
modern European art, the meaning of each note of theme
is mainly brought out by the notes of the chord which are
heard with it; and even in unaccompanied melody, the musi-
cian hears an implied harmony.4?>> Butapart from this Raga
has a ‘definite ethos’, and as 2 marvel of composition there is
the measured and remarkably sensitive rise and fall as in an
epic. Bharata’? as the chief exponent of Indian Music
connects each microtonal division of the octave and each tonal
complex with a definite emotional state. Thus, Riga not
only creates cerebral music through awakening of brain vib-
rations, but also a deeper emotional music through mental
vibrations. “Indian music is mainly contemplative even
in its execution.’?””> It therefore, has a dynamic rhythm,
““The climax of the rhythm, the point where the gathering
momentum of the song exhausts itself for the time being is
only to begin again. This climax is an integral part of Indian
music.5%’

As the grammarian of Indian music, Bharata expounds

the rules of musical composition. Of aesthetic interest
36



H. L. SHARMA 219

in it is his delineation of a ‘musical form®>. All the micro-
tones (&) enter into the composition of a Riga to form
an aesthetic whole. ““Together, they form a cluster which
forms the vital part of the Raga. This constellation gathers
round 2 dominating note, (Vadi, called the King of notes,
e.g., re in Sarang) in the forepart of the octave.... having
its counterpart in the subsidiary dominant (§amvadi, what
follows the Vadi as minister of the King). The predomi-
nance of the regnant note is displayed by oftener recur-
rences3.”” ‘Thus, a Riga is the musical whole of concordant
notes, having at the sametime an emotional crescendo and
cadence. ’

In fine, we consider Bharata’s theory of Rasa which
forms an undercurrent of his entire thinking on Aesthetics
and his lasting contribution to its subsequent developments.
He finds the secret of beauty delight in the permanent and
primary dispositions : Qur instinctive®® heritage is trans-
formed into art-experience by means of aesthetic causation.
Underlying Rasa emotion, therefore, there is 2 strong native
urge. The onus probandi of such view is : By what means
the goal-seeking conative urge is diverted from its natural
channel to produce a beauty-thrill, which is essentially non-
conative ? Alexdander5® has sought to resolve the mystery
of art-creation into a single ‘propensity’ to construct. Mc-
Dougall®® reduces it to ‘curiosity’ and ‘wonder.” These
explanations seem to be inadequate, devoid as they are of
any serious attempt to formulate a view of ‘aesthetic causa-
tion’ and - response. |

A formula, known as ‘Rasa Sttra’?’, contains Bharata’s
theory of Aesthetic Causation®8, which he himself has fully
expanded. Let us take a few of his terms used in the state-
ment of the law.

The first such term is Bhava®?. In the context of Art-
Philosophy, Bhaiva means that which articulates the artistic

meanings in the mind suggested by word, sound, movement
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or emotional expression. Certain chords in the mind and
brain have to be awakened to realise beauty, which therefore,
becomes an original experience. This way of artistic arti-
culation of the mind is the function of Bhava. Vibhava®
is the aesthetic cause. It is mnot the physical stimulus,
Vibhiva is the artistic meaning charged with suggestive
capacity. Thus Vibhivas, formed into a setting®, work
upon the mind which begins to respond and reverberate
to the aesthetic suggestions received from outside. The
whole setting of Vibhavas may have an erotic suggestion;
then we experience Srngira-Rasa, and so on. Thus, the
responsive human soul worked on by the suggestive artistic
meanings (fawra) is caused tc be articulated (wfaw). A
Vibhiva setting, further, never produces a unilinear effect
either on the mind or body. There is a general psycho-
organic resonance culminating in the development of Rasa-
emotion. The body-resonance - is called Anubhiva, and,
the mental resonance is known as Vyabhicari-Bhava®. Thus
in a total aesthetic causation of Rasa-emotion, the native
urge is awakened by the joint working of Vibhiva, Anubhiva
and Vyabhiciri-Bhiva. ‘“Through a harmonious blending
and representation of appropriate Vibhavas, Anubhavas
and Vyabhicari-Bhiavas there arises in the audience a certain
ciimax of emotion, invariably accompanied by a thrill and _
sense of joy, and this is Rasa, or aesthetic pleasure.®®’ ‘This
in brief is the modus of aesthetic causation.

In Bharata’s Aesthetics, the law of aesthetic causation
is sufficient to distinguish art-emotion from empirical and
instinctual emotion. Bharata, and, more his commentator®
Abhinava further, lay down that in a work of art, emotions
have formal relations, so that a sort of ‘consonantia diver-
sorum’ is realized. In the unity of diverse Rasa emotions,
the point of denouement (fidgw) is important, where the
emotion of wonder should predominate. ‘This harmony
of form is the crucial factor to transfer the empirical into the
a8
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artistic quality. Paulhzn,%® an English psychologist, re-
gards aesthetic emotion as resulting from a conscious inhi-
bition of the conative urges or their. weak but diffused sti-
mulation so that there is neither an actual feeling nor maturing
of the feeling into. action. ‘“The performance of a fine
but terrible drama will give us pleasure if the tendencies
that arise in us are checked sufficiently early to give us merely
the impression of their complexity and their systematization;
but if we do not inhibit them speedily enough. .. we shall
experience a2 mixiure of pleasure and pain that may be con-
verted into actual suffering... The aesthetic emotion may
be regarded as due to the weak stimulation of a lagge number
of tendencies.”” Other psychologists also who must base
their aesthetic theory on the instincts of man must find a
subterfuge to transform the empirical into artistic, such as
we find in Bharata and Paulhan.

This question of Psycho-aesthetics is a part of the larger
question of Philosophy, namely, the question of transforma-
tion of Nature by artistic activity of the mind. The question
not only evades any solution but also raises complicated issues
if we regard external Nature as the source of art-inspiration,
and our instinctive experience as the ground of all art-emo-
tion. A true theory of art has to be necessarily mystical
and idealistic, for aesthetic activity has got to be regarded
as original- and creative activity of the mind. Emotional
energy which manifests itself in instinctual functioning and
supplies a resistence and stiffefiing o the ‘conative drives’
in meeting the situation, performs altogether a different
function. In purpose and orientation it is different, and
involves psycho-neural mechanisms different from those
in the emotional experience of beauty in art. Hence, as a
general criticism of Bharata’s Psycho-aesthetics, it may be
urged that he has confused the role of aesthetic and empirical
emotions. An aesthetic emotion is originally different from
the instinctual : Beauty-emotion is experienced when the
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original psycho-somatic energy (ordinarily funded and
canalized in the instincts) i§ liquified and expanded, and
creates internal rhythm and rapport, and thus begets an
overwhelming and yet calm sense of self-feeling. ‘To say
this is to return to the metaphysical conception of emotion,
to which Bharata could not rise, bound as he was by his psy-
chological standpoint. Beauty-emotion is pure and ‘pla-
tonic’, felt when, in Paulhand’s phrase, the entire soul-energy
is ‘inhibited’ from goal-seecking and diverted towards self-
creation and self-fulfilment.

Bharata’s pluralistic Aesthetics had many reactions
as it had a legion of supporters. We choose to consider below
only two monistic forms. As is natural with Monism, it
challenges plurality from the metaphysical point ot view, and
never rejects the empirical many. So, according to the first,
the Supreme®® self is of the form of light realizable through
self-experience. It has, however, a2 power of individuation
by which it realizes itself in the objective empirical world.
The self thus has dual existence. From the Supreme Self,
under egoistic impulse, start all cognition (FATasAT), emotion
(aTviggAT) and conation (fFawrwr). By their further combi-
nations, they give rise to Sattva, Rajas and Tamas tendencies.
Thus Ego, as the principle of individuation, manifests the
light of the Self through the Mind, sense-organs and ‘objects.
The self-same Ego, flowing out through the channels of the
senses and fixating on the external objects, is transformed
into the several Rasa emotions. s;-ngira emotion, for ins-
tance, is produced when the self, under the influence of
Sattva and Rajas tendencies, is worked on by an appropriate
set of aesthetic causes. It is the same Ego undergoing
changes under the change in the nature of aesthetic causation.
This school of thought is attributed to the name of Siva.

Bhavabhiiti, the poet-philosopher, seems to be the
spiritual déscendent of Valmiki. Rasa, according to him

is one, and that is Karuna®? (pathos). There is no place for
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any other principal emotions in the world where the order of
thnigs is so irreversible, apathetic to human affections, and
without response to man’s deeper sympathies. Other emo-
tions and Rasa experiences rise and fall like waves and bub
bles on the surtace of water, but the real substratum remains
pathetic. Rama’s later_ life is the fit art-theme. It is the
tale of half-realized love. Bhavabhiiti seems to work on 2 hint
thrown out by Bharata himself. Equipoise of the mind is
the common matrix of all emotions and moods, which emanate
from it and in it they are dissolved when causation ceases®®.

Beantifil and Sublime

Bhartrhari’s Sazfzkas contain germs of a monistic
Aesthetic Philosophy. He does not postulate multiple
enduriig dispositions which are transformed into Rasa
emotions by creative art. There is one and unique Kama®®
tattva, the primitive sex-energy, infinite and undying. By
some inherent necessity, the primal energy bifurcates into
male and female tendencies. The entire reality is the mani-
festation of the primal energy realising itself in the masculine-
feminine?® form of polarity. This bifurcation notonly fulfils
its biological end, but is also the fountain of beauty-creation.
For the two poles of primal energy ever seek to lose their
individual identity into unity of one being, impelled by the
condition of their original? oneness. The climax of joy is
reached in that fruitful unity, and even the highest truth
realized. '

S;ngﬁra is the monarch of Rasa emotions. Woman
in her full bloom of youth presents the perfect paragon of
beauty. She is the eternal spring of all art-inspiration.
Music and visual art, dynamic harmony of movement and
static harmony of form and colour, the effect of mass and
volume, and that of design and pattern, thatis, all the prime
requirements of all arts, and to crown all, the deepest satis-
faction of instinct and spirit at the same time, are met in the
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body of woman, which glows with the clearest flame of libido.
The laws of all the cireative arts flow from, and, realise them-
selves in the feminine frame. Bhartrhari puts woman in
the centre of his Aesthetic Philosophy. This seems to be
thesis of his Sragdra-Sataka.

But that is not all. We have not to consume all the
fire in us in sex-seeking, and must turn weary to the world
of spirit. This turning our back to the biologically and
aesthetically the most intense urge involves us in the greatest
self-szcrifice. Out of this turning—the grave crisis in poet’s
life—is born the quality of art we call sublime. But before
the state of Sublime is attained, the artist suffers from emo-
tional extremes.?”2 The woman begins to appear as the cup
of nectar and poison at once. The tragedy of sex-iove
touches the peak of pathos when, in a Sloka, Bhartghari
-depicts the condition of a traveller, burning with love wishes,
to return bome at the arrival of rains to see his beloved. <‘Oh,
what boots it to go home if the beloved is not alive (for being
dead passion-striken); or, what boots it to go home if she is
found alive (for then she has no burning passion for him) :
thus disturbed at the sight of new cloudy trails, the traveller
decides not to go home at all.?3”’

There is thus the bridge from Sgﬁgﬁra to Vairagya.
No single English term can exactly and completely render
Vairigya, for our author gives such 2 rich and varied content
to it that many terms severally and collectively convey the
total sense. We consider them below.

The Satzkaon S;ﬁgﬁra opens with invocation to Kama,

-and, very significantly, the Va:’rigya—.f ataka opens with
prayer to the deity Kamairi,? the slayer of Kama. Vairigya
thus is the negative reaction to Kama. First, there is the
sense of frustration, a recoil to the dead past. It is the
state of repentance and remorse. By its nature, it is barren
and cannot produce art. It can give us at best the art of

sighs and sobs.?%
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This negative attitude, however, does not last long.
It deepens into quietism. Crying over spilt milk leads us
nowhere. There is return of a healthy outlook : what if
the intense jovs of life have not been enjoyed?® So much
of the religious art of mmediaeval India and Europe, with
melancholy arches and meditative poses, resounds with a
clear quietistic note. This attitude seems to be quite fertile,
for the Jain and Buddhist quietism gave such a strong impetus
to creative genius in India that the third and fourth centuries
saw invention of countless art-forms filled with spiritual
vigour.

We must remember that Vairagya seeks the fulfilment
of libido and not its virtual negation, tor in it too we create
a state of rest, only more subtle and stable. Quietism thus
develops into Escapism. Reality binds us to the inexorable
laws of space, time and causation. It draws an impassable
distinction between things perceived and things created by
imagination. Artists, Philosophers and mystics seek, there-
fore, freedom to create things in imagination which reality
denies them. All art and Philosophy in this sense are es-
capist.

Escapism is one form of Vairagya. It is the most
creative state, when the Ego attains freedom and subdues
the reality-principle. Fictions, virile Romanticism?? of the
Russian type, much of music and painting might not have
been produced but for the escapist attitude of the creative
Ego. Imagination borrows strength to soar to celestial
heights from escapism.

These three forms of Vairagya, viz., Pessimism, Quie-
tism and Escapism, are forms of introversion, with little
or no psycho-organic integration. There are two other
ways leading to the same goal of self-extinction or nirvana,
which require massing and marshalling of entite life-force.
The first is to accept the existence of fate, the invisible and

inexorable law of life. Omne who will accept life must accept its
43
F, 16




226 H. L. SHARMA

law. Most of the epics of the world, the dramatic art and
poetry, heroic and defiant poses in sculptures, cloud-kissing
spiral minerets and pillars, the Cross and the battles for chi-
valry and pride, and, the pyramids and Stupas, brim over
with pathos, resulting from an inténse sense of struggle
against the almighty force of fate.?®

A higher note of the greatest aesthetic value is the
feeling of the Sublime, which means the vision of the infinite
fire burning at the heart of the universe, and identification
with it. It is the state of eternal calm undisturbed by the
catastrophes of life. It is the evershining smile which
scoffs at the storms and watches the trains of thundering
events with perfect calm. This composure and internal
harmony results from the merger of the limited personality?™
into the limitless. It is the consciousness of an identifica-
tion with super-personality. The Muabgbhirata rings with
distinct note of Sublime, and we reach the noblest concep-
tion of it in the character of Sri Krsna.

To conclude, Bhartphari’s Aesthetics regards Syphagira
and Vairagya as two art-emotions or creative passions. At
bottom they are one, as the positive and negative fulfilments
of libido. Vairagya is the way to de-sexualize the libidinal
urge. Art-emotion corresponding to Vairagya is Sama or
Santi in Sanskrit literature. Sama seems to be the right
rendering of the word Sublime. Krysna’s earlier and later
life as depicted by Vyisa in the Bbégavata is the appropriate
example of artistic presentation of libido in its sexualized and
de-sexualized forms.

8. Croce and Art-creation

Bhavabhiiti and Bhartphari leave us the conclusion that
art-activity originates in the emotional reactions of man to
his own nature and the nature of Reality. The panorama of
life must pass on, unmindful of theeternal thirst for union—

this we saw is the mainspring of art in Bhavabhiati. Croce
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too regards aesthetic as the primary activity of the mind,
but its initiation he regards as extra and not from any deeper
realization. Croce starts from the Sensuous, and thinks
that the sensuous fills out with emotion through intuition.
Bhavabhiiti starts with a realization which, seeking to con-
cretise itself, fills out with colour and form. Intuition is
. the first spiritual contact with the sensible world. Sensation
being regarded as ‘the limiting concept’ and not a concrete
fact, this first contact begins with image-production. This
is the ‘first’, because soon after it begins the logical-concep-
tual activity which not only distorts and abstracts the ‘first’
concrete experience, but also raises questions of truth and
falsity.

“Intuition gives us a2 knowledge of things in their concretness and in-
dividuality. . . . It is the undifferentiated unity of perception of the real
and of the simple image of the possible®0.”

It is ‘the whole of our experience’ complete and concrete
even without the logical processes which start the next
moment.
‘““That first instant in multiplying and dilating gives place to the life of
art. Without the first spark there would not be the great flame. Those
who are the artists in the eminent sense have the power to persist longer
than other men in the moment of pure sensation or intuition, and have

the power of aiding others to persist in it. Artists keep the innocent
and attentive look of childhood®!.”” (Croce)

The second point of contrast between Bhavabhiti
and Croce is in regard to the nature of lyricism. Art to
both of them is essentially lyrical. It is an overflow of
mature which springs from the fulness of realization, and
transforms the experience lyrically by its power of rhythm,
according to Bhavabhiti. To Croce ‘it is lyrical, for it
springs from within and gives expression to what is internal,
not external.” But, we must hasten to add, ‘what is internal’
in Groce is ‘pure sensation’ or intuition received from out-
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side in the moment of immediate apprehension. We may
also note in passing that accerding to Croce Mind as the
concrete creative process is characterised by ‘knowing’ and
‘doing’. Aesthetic activity is the ‘immediate form of know-
ing” which ‘apprehends the living palpitating reality’. Logi-
cal is the other form of knowing. The two forms of ‘doing’
are utilitarian and ethical. “‘In the first moment of its acti-
vity all reality is presented as beauty; in the second moment,
as truth; in the third moment, as utility; and in the fourth
moment as goodness®2.>> ‘There is thus no place for a lyrical
quality based on emotional rhythm in Croce.

9. Aesthetic Effect

Bharata defined the nature of aesthetic causation as
the working of Vibhiavas (aesthetic meanings and suggestive
symbols), anubhivas and Vyabhicaribhavas (the presentation
of the body-mind reverberations) so as to produce Rasa or
beauty-experience. ‘This definition is common to all forms of
artistic presentation. Now, we consider the nature of aesthe-
tic effect as it is produced in the mind of the connoisseur.
Aesthetic experience being of the nature of communication
through the medium of art and a bipolar process, between
the creator and critic, the understanding of cause and effect
is of equal value. The artist and the enjoyer are emotionally
en rappor? in the moment of enjoyment.

The common effect of all artistic presentation is the
feeling of ‘release’ from the bondage of individuality, which
Psycho-analysis regards as the ‘liberation of blocked life’
Thete is no doubt a dissolution of painful complex tormations
in the mind and a dawning upon of new light. Indian art-
philosophers have regarded art-experience as a feeling of
‘self-absorption’, not sinking to lower levels of life, but as
emergence of higher planes and more integrated order of
emotional existence. For art is to the Indians one form of
discipline of life.
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But each Rasa has its own peculiar effect on the mind.
Ananda and his commentator, Abhinava, have given us a
fully developed psycho-aesthetigf of the enjoyet’s mind.
In the enjoyment of erotic and pathetic Rasa emotions there
is, Ananda®® says, ‘progressive Jiguification of the soul. ‘The
human psyche in its day-to-today existence is hardened
into 2 matter-of-fact self and involved in its petty joys and
sorrows. In the experience of Syigira and Karuna emotions, .
the blocked internal springs of joy open up and let a new
current of vitality pass into the soul. ‘This experience is
characterized as sweetiress. In the heroic and terrible types
of Rasa-emotions, we feel no ‘liquification?, but an ‘illumina-
tion’ of the soul®t. It is a feeling of energy and resalts from
an intensification of life-force. If in the first type of experi-
ence we have a feeling of ‘repose’, in the second we feel
‘movement’.

The approach of Indian Aesthetics to ‘Laughter’ and
‘Wonder’ as Rasa emotions is functional, and, at once, co-
rrective and comprehensive of some new theories about them.
In the first place, the aesthetic quality of laughter and wonder
is 2 common element to other Rasa emotions. Consequmﬂy,
in them we taste both ‘sweetness’ and ‘energy’ as a result
of hqmﬁcanon and illumination of the soul respectively.
In the second place, there is a feeling of ‘expansion’® and
‘growth’® Thus these Rasa emotions not only lead to the
discharge of arrested libido-energy®®, but also advance and
integrate it to a higher plane. This positive and dynamic
aspect has been overlooked by modern theories of laughter.
To Freud*, it is an abnormal expression of the suppressed
sex-wish. It is a kind of neurotic joy, only divulging in
an abrupt manner the concealed complexes. McDougall®s
regards it as Nature’s “safety vale’ for letting out the emotional

*K. Fisher—*“wit is a playful judgment.”

Jean Paul—*“Freedom begets wit and wit begets freedom.” Wit
is nothing but free play of ideas.
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overcharge of the mind invdded by an induction of primitive
sympathy at some sad sight8?. Bergon’s theory of ‘Rire’®®
also makes no advance, for to him laughter arises when the
mind as the creative surge of life everswelling with constant
renewals dashes against mechanism and feels blocked mo-
mentarily. By an analysis of all occasions of laughter, he
concludes that it arises whenever there is a tendency of elin
- vital to freeze, to stratify, to repeat, that is, tendency towards
the mechanical.

These three theories are not wrong, for we do have
neurotic, sympathetic or mechanical laughters. Bharata
regards laughter as a secondary aesthetic experience emerging
from S:ﬁg‘im or Eros. The role ot comic (assigned to Vidii-
ska) is to bring to light the lurking sex-wishes, so that there
is no selt-deception. When laughter arises from half-comic-
half-tragic circumstances, such as deformity, etc., we have
several kinds of laughter different on different cultural levels,
But these theories are partial and negative8?. Laughter not
only performs a major mental operation on the psychic
sores, but also heals them up. Not only heals them up;
raughter in an artistic form, definitely and positively, braces
and builds up and marshalls the mental energy for fresh ad-
ventures.

.10. The Process of Rasa-enjoyment

We close up this account by a discussion of the pro-
cess of Rasa-enjoyment which indicates an important law of
aesthetic comnsciousness. The law®? is, mnegatively, that
Rasa-enjoyment is neither personal nor impersonal®®, neither
true nor false, nor yet illusory. It is, affirmatively, enjoyed
as a blissful contemplation by one whose aesthetic sensibility
and power of imaginative®? sympathy bring him en rapport
with the object of art. The person in his native purity is psyclo-
aesthetically fit for beauty-experience. ‘The person is said to

be ‘pure’ when he has risen above the meum-teum distinction.
4
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Induction of artistic sympazhy between two living poles, the
enjoyer and art, is possible when, their temporal and spatial
peculiarity shed off, they stand out in their uniqueness which
is their universality. Art, by its powers of universal appeal,
reduces us, and calls upon us to reduce ourselves to our
community-essence or ‘pure’ nature. This process has been
named as °‘Sadbiaranikarana® in Indian Aesthetics.

The author of the BhavapraksSana quotes also the view
of Saiva Philosophy.®* The spiritual nature of Jiva, accord-
ing to it, is characterized by Riga, Vidya and Kali. Riga
is the emotional capacity by which he is rendered capable
of enjoying pleasure and pain. Though the world is a mix-
ture of both, yet on account of Raga, he enjoys it all the same,
So also in Art the same Jiva has an attitude of enjoyment,
Vidya is the manifesting power. The world of sensory
qualities is presented to us through Vidya. Kali% is the
cause of illumination of beauty-sense in us. It is this which
makes the conscious self restless for beauty-experience. Thus
the relation of enjoyer and enjoyed issues from the three
natural capacities of the Jiva.

Ananda and Abhinava, two very genial thinkers on
Indian Aesthetics, have given their view of aesthetic enjoy-
ment which they call Rasacarvana® (g=dw). Abhinava
teaches that arz appeals to the whole man. This view of aesthetic
value compares well with Freudian Ethics as interpreted
by E.B.%” Holt. Evil arises when a wish, creating a physio-
logical attitude, causes a conflict with another equally potent
attitude, Virtue results when the conflict is resolved at a
higher and more inclusive level of mnervous integration.
Thus, as Virtue is the total reaction of the perfectly inte-
grated psycho-physical organism, so beauty is the complete
emotional reaction of the perfectly attuned soul. Further,
he tells us that Rasa-enjoyment results from a capacity for
self-merger®® in the object. He also quotes Bharata in su-

pport of his veiw, which is that a contemplation of the object
19
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which is.in emotional harmony with the self causes Rasa-
expreience pervading the whole body.. This attitude of
contemplative self-merger is what transforms a feeling of
virtual wretchedness®® into an enjoyable experience of Pathos.
By the same process eyen a Vibhaval®, Anubhiva or Vyabhi-
ciribhiva becomes aesthetically enjoyable. This is not at
all a process of attenuation or abstraction. On the contrary
it perfects an emotion by making it creative. Abhinavalfl
emphatically concludes that this process of Rasacarvapa is
nothing like perceptual, inferential, scriptural, or mystic or
revelational type of knowledge. Different from these, yet
it is a positive experience of enjoyment. It becomes extra-
ordinary as it is caused by aesthetic meanings of things
(Vibhiva) intensified by emotional harmony (FFqEAR).

(To be Continuned)
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REVIEWS OF BOOKS

NANARTHA-RATNAMALA of Irugappa Dandiadhinatha criti-
cally edited by Bellikoth Raimachandra Sharma, Pro-
fessor, Mithila Institute of Post-graduate Studies
and Research in Sanskrit learning, Darbhanga, pp. 6,
141, 139, Deccan College Post-graduate and Research
Institute, Poona, 1954. Price Rs. 15.

Ko4AKALPATARU of Visvaniatha, edited by M. M. Patkar
and K. V. Krishnamurthy Sarma. Deccan, College,
Sanskrit Dictionary Department, pp 6, 315, Fascicule
1, Poona, 1957. Price Rs. 20.

We are very happy that the Deccan College Post-
graduate and Research Department has been given the
compiling and editing of the New Sanskrit Dictionary
on historical principles, on the lines of the great Oxford
Dictionary. As a preliminary step of the survey of the
materials, the above two works on Lexicography have been
published; and we warmly commend the same to the study
of all critical scholars.

The first work is a lexicon of homonyms written by
Irugappa the Dandiadhinatha—the Minister of Law or
Chief Justice in the court of Harihara IT of the Vijayanagar
Empire who reigned between 1379—i1406 A. D. The
author therefore must have lived somewhere between
1350—1425 A.D. The text consisting of 2641 lines is
printed in 141 pages; and this is followed by an alphabetical
list of the words with explanatory meaning in English.

The second work is the first portion of the Kosakal-
pataru and contains 7459 lines. This lexicon one of the
biggest of its kind and containing more than jooo verses
is the work of Vigvaniatha whose patron was King Jagat-
simha of Udaipur (Mewar) of the 17th century A.D,

F. 17 233
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It is noted by the Editor that there are manuscripts
of the work in the.Sarasvati Bhandir at Udaipur and that
they could not be procured for utilization of the present
edition. This reflects the present difficult condition of the
editing of new works from manuscripts. In this con:nec-
tion we would invite the attention of the Government to
their onerous duty of arranging for making at least photo-
stat copies available to scholars in these days of such ad-
vanced and scientific printing in case the manuscript owners
do not like to part with their Mss. While the Dictionary
is in the stage of compilation we would give the tollowing
for the consideration of the Government. The materials
collected should be submitted to various scholars for their
critical study and for their suggestions as to additions,
etc. All the compilation connected with these should be
submitted to them. Sufficient time should be given for
their remarks as also 2 decent remuneration for the portion
of the allotted work. With such co-operation alone, the
Government would be doing its duty towards this great
task. No useful purpose would be served by pointing the
omissions and necessary corrections after the Dictionary is
published; for, infer alia a second corrected edition may not
be had within half a century. Again, a2 meeting of scholars
say once in two years preferably at Poona itself, for a dis-
cussion of the collected matter should also be effected;
costly though it would be, it is necessary to point out that
there is no other way of assessing the vast material collected
and to be collected. If these steps are taken, the Dictionary
would be the joint product of all the scholars in India. The
Deccan College also should welcome this work as from
colleagues. In this way alone could we really produce a
Sanskrit Dictionary on historical principles on the lines
of the English Oxford Dictionary and worthy of the great
—A. S. Nataraj Ayyar

name of India.
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TARAPOREWALA MEMORIAL VOLUME, published by the
Deccan College Research Institute, 1958, PP. X, 390.

This sumptuous memorial volume consists of 43
essays by the friends and admirers of the late Dr. I. J. S.
Taraporewala who was one of the best linguists of India
well-versed in English, Sanskrit, Avesta, French and Gez-
man—all of which he taught as professor. He had the
distinction of being the first Professor of comparative
Philology at the University of Calcutta and the first presi-
dent of the Linguistic Society of India. He had several
works to his credit on Avesta and Philology. His ‘Ele-
ments of the Science of Language’ (Second edition 1951) is 2
favourite with students of Comparative Philology.

The articles in the volume are on various topics of
Indology and especially of Philology and are of uniformly
high quality and would be welcomed by scholars. For
instance, the article on “ sqaw gwdsy’ by J- A. B.
Von Buitenen sets at rest the long controversy which had
been raging over the meaning of this veritable apple-of-
discord gassage in the Chhindogya Upanisad 1. 6. 6-7 and
acquits Sankara of giving any sinister meaning to the passage
as it is clearly shown that he is only quoting the meaning
of the Vyttikara before him.

Le TATTVABINDU de Vicaspati Miéra, Edition critique, Tra-
duction et Introduction Par Madeleine Biardeau.
Institut Francais D’ ' Indologie Pondichery, 1956,
pages 6, xxx, 6o, 32.

This is a critical edition of the Tarfvabindu of Viacas-
pati Misra I by the French lady scholar of the Institute of
Indology at Pondichery. The previous editions of the
work in the Pandita and of V. A. Ramaswami Sastri have
been used together with two new manuscripts—one from
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the Bhandarkar Research Institute, Poona and the other
being the Manuscript belonging to the personal collection
of Mm. Dr. Umesha Mishra, the Secretary of the Ganga-
-natha Jha Research Institute, Allahabad.

The result is an excellent text in Devaniagari script
(with variant readings) in 32 pages together with a trans-
lation in French in 6o pages with an introduction in Eng-
lish and French in 30 pages.

The Tattvabindu deals with the problcm of verbal
knowledge “in quite original ways Which remain strange
to the West”’ (Foreword p. xvi). And we congratulate the
young lady Research Scholar for having successfully in-

troduced the Sanskrit philosophical text to the French
readers.

TRISASTISALAKA PURUSACARITA by Acharya Sri Hema-
candra, Vol. IV, Books VI & VII. Translated
into English by Helen M. Johnson, Gaekwad’s
Oriental Series No. C xxv, pages xxxiand 4o09. Price
Rs. 35, Oriental Institute, Baroda.

This work is a translation into English of the life of
eleven Tirthankaras of the Jainas. All the biographies
contain sermons invaluable for the comprehension of
Jainism. The major portion of the volume under review
deals with the Jazina Ramayapa.

An outstanding feature of the Jaina Ramayana is that,
though later than the UVal/miki Rémdiyana, the Jainas have
adapted the VVa/miki and have created a story, mythology
and morals of their own. There are two schools of Jaina
Rimiyapas represented by Vimalasiiri and Gunabhadra-
siiri; and there are works of each of the schools in Prakrit
and Sanskrit and also in the Kannada literature of the
south. The Jaina variations teach Jainism and have prac-
tically nothing to do with the ideals as set forth by Valmiki.
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An acute critic of Kannada literature admits that these
Jaina variations and the following of the same by Kannada
poets resulted in writers who cannot equal KAMBAR in
Tamil or TULSI DAS in Hindi who are the creations of
Bhakti. The Jaina RGmdyanas however, form an important
branch of study in the history of the Rimiyana.

NAYADYUMANIH by Meghanadarisiri critically edited by
Pandits V. Krishnamacharya and T. Viraraghava-
charya, No. CXLI of the Madras Government Ori-
ental Series, pages clix and 284. Price Rs. g-12-0.

We congratulate T. Chandrasekharan, Curator, Go-
vernment Oriental Manuscripts Library Madats for being
instrumental in getting the work included in the series.
We equally commend the two editors who have written
the English and Sanskrit introduction respectively in 30
and 110 pages.

The author of the work is believed to have lived in
the 13th century after Raminuja (1017—1137 A.D.) and
the present work is an independent treatise on the Visis-
 tadvaita school of Vedanta philosophy. The peculiar
characteristic of this school is that Sanskrit works, like the
Pasicaritra and Vaikbinasa Agamas and the Tamil poems of
the Alvars, are held authoritative. Another special feature
is the fact that philosophy is believed as religion by the
general elite and supported as such by the best intellec-
tuals of the school.

The work in 12 sections is in Sanskrit of the ordi-
nary philosophical styles. This is important in tracing
the history of Vaisnavism in South India in the 13th century
and in noting the differences in the views of its two sub-
schools the Tenkalais and the Vadagalais. For instance,
the rank and place of Laksmi the consort of Niriyana has
given rise to acute polemic literature.
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We recommend the work for the earnest student of
the history of Indian Philosophy.

THE DEVELOPMENT OF HiNnDU ICONOGRAPHY by Professor
Jitendra Nath Banerji, pp. xxxvii, and 653 with 48
plates, University of Calcutta, 1956. Price Rs. 3o0.

This is the revised and enlarged edition of the author
who is the Carmichael Professor and head of the department
of Ancient Indian History and Culture in the University
of Calcutta and this work is published as the University
publication. The author is a recognized authority on the
subject and this work of the savant (nearly double the size
of the first edition of 1941) would for a long time remain
as the standard work of reference by students and scholars
in all matters relating to the development of Hindu Icono-
graphy. It is impossible to do justice in a short review
to the matter compressed in this work.

The history and origin and development of the di-
flerent Brahminical Hindu cults is given in broad outlines;
and brief accounts of the different cults is also given so
that the groups of images illustrating them in an esoteric
manner may be properly understood. The 12 chapters of
the work deal with the study of Hindu Iconography, the
antiquity of image-worship in India, the origin and deve-
lopment of image-worship in India, Brahminical divinities
and their emblems on early Indian coins, Deities and their
emblems on early Indian seals, Icono-plastic art in India,
Iconographic terminology, Canons of Iconometry, Cult
Icons—Vyantara Devatis, Visnu and Siirya, Siva and Sakti,
Miscellaneous and syncretistic icons. The drawings and
plates are all exceptionally well got-up. :

The matter dealt with is of the utmost importance
to the students of history and culture of ancient India as
without it 2 correct and comprehensive view of the images
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of deities actually worshipped by the Hindus could not be
obtained. And on this the nature of the religion actually
believed and practised+by the people at large has to be
ascertained.

The work under review would from the basis of all
further research and as noticed by the author in his present
preface it requires a band of earnest workers in the
field to devote their energy and scholarship to the general
as well as regional studies of this fascinating branch of
Indology in order that many facts of the composite culture
of India may be correctly interpreted.

Another special feature in the development of icons
is the inter-action of law and philosophy on this branch of
study. Saﬁkara, the reputed defender of the Nirguna
Brahman combats sabara the Mimarnsa Bhasyakara and
offers philosophical and religious proofs for the existence of
the Devata in his Devatd-adbikarana of this Brabma-S#tva-
Bhésya. Law also develops; and complete juristic personality
is recognised in the Idol and all endowments belong to it.

The few extracts printed in the appendices from the
Sanskrit works dealing with icons only whet our appetite
for the special study of these works.

We warmly recommend this work to all who want
to get correct ideas about Hindu Icons.

R AMABHAKTI MEN RASIKA SAMPRADAYA by Dr. Bhagawati
Prasad Singh, M.A., Ph. D., Principal D. A.V. College,
Balrampur, Published by the Awadha Sihitya Mandir,
Balrampur, pp. 25-f-627. Price Rs. 15/-, 2014 v.s.

Recently. studies in Rasas and Bhakti have been
taken up by learned individuals and scholars. A heartening
feature of these studies is that they are being published in
Hindi. We have earlier had a book by Shri Bhuwaneshwar
Nath Mishra, “Miadhav’®> The present work is another
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welcome addition to the Hindi literature and is almost
unique in as much as it is for the first time that a study has
been taken up on these lines.

The book is invaluable in many respects especially
because of the scholarly introduction of the greatest living
authority on Bhakti Philosophy Mm. Dr. Gopinatha Kavi-
raja who has traced the history of Bhakti-Sadhani in his

introduction.

The book is divided into six chapters and has a de-
tailed contents and two indices. Chapter I deals with the
published and unpublished "works of Rasika-Sampradaya.
The second chapter is devoted to the study of Ramabhakti.
In so doing the author has discussed the Rama Saga in
detail and has touched almost all the material available.
He has done justice to both the sources—Literary and
archaeological. Chapter third deals with the development
in the nineteenth century. It also deals with the three
centres of Riama-lore—Ayodhya, Citrakiita and Mithila.
It also has a discussion about Sadhani including the Pafica-
samhskira and the Paficirtha upadega. This chapter is the
notable contribution of the writer.

The fourth chapter takes into account the traditions
and the Sampradiyas of Ramabhakti still prevalent in India.
The fifths chapter deals with the literature on Rasika-Sam-
pradiya. While the author has no doubt drawn upon the
printed and unpublished sources, yet it must be said that
his description has been confined to Hindi literature es-
pecially. The Rama literature available in other languages
has not been dealt with. A large number of sphuta songs
and poems are available near and about Janakpur in Mai-
thili and if these are collected and utilised much more in-
formation can be had about the Sampradiya. The last
chapter is the conclusion.

The author has not attempted anywhere any com-
parative study of Rasika-Sampradiyas which some would
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think was necessary in view of the popular belief that
Ramabhakti is not full of the Rasa element. That this con-
ception existed in medieavale period is known from the
following suggestion of Vidyipati in his little known
Kirtipataka, etc.

“TRT URSFRE HarfaERramsIgamad . aaaRgA kg
FEMTART  MNIFART. . FRAT<HEA AT feed FTATADIG DA FIT
gfrsamar: avesti gdiar gagrarm:  afea: ffw@s...!

Anyhow the author deserves our praise for bringing
to light certain unpublished works, and the lucid exposition
of this Rasabhivani in the Rimabhaktas. I recommend
this work to all scholars interested in ancient culture of
India and congratulate the author for having written such
an interesting and scholarly work on a forgotten section

our culture.

THE CALL OF THE JAGADGURU.—Teachings ot His Holiness
Sri Jagadguru Chandrasekhara Bharati Swamigal of
Srageri by R. Krishnaswami Aiyar, M.A., B. L. with
a foreword by Dr. Sir C. P. Ramaswami Aiyar pages
xvi—188. Price Rs. 4. Ganesh & Co.Ltd. Madras 17.
Among the Mathas, founded by the Adi Saskari-

carya, S:ﬁgeﬁ, in the Mysore State, occupies an honoured

place. Sti Candrasekhara Bharati occupied the gaddi of

Jagadguru Sankara from 1912 to 1954. He was considered

as a saint and often went to Samadhi state. While on his

tour in South India he gave valuable addresses in its various
languages. They have been collected and arranged by

R. Krishnaswamy Aiyar, a2 devoted disciple and have been

translated into English for the benefit of English-knowing

readers. Dr. Sir C. P. Ramaswami Aiyar states in his fore-
word that the late Jagadguru was a man both of profound

learning and of unsullied and lofty character. He was a
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truly evolved Being and an authentic Seer who lived and
taught always in sight of his Master.

We recommend the analysis of the teachings in 14
chapters and 63 sections, for the modern student as the
best general introduction to Indian philosophy. .

At the Srngeri Matha, Sankara’s Viveka-Ciidumani is
taught to the lay and sannyisi disciples both from the point
of view of learning the Sanskrit language and imbibing
practical Advaita philosophy. The Jagadguru has written
an original commentary on the Viveka-Cédamani which
has just been published in 1958. The review of this work
will appear in the next issue of our Journal.
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