MIA. Miscellany
H. C. Bhayani
1. INTERPRETATION OF SOME PASSAGES OF THE GAUDAVAHO*

N.G. Suru has rendered a great service to the students of Prakrit literature by giving
a careful English translation alongwith explanatory notes, of the highly important but
equally difficult Mahakavya, the Gaudavaho of Vakpatirdja, written about 730 A. C.
Below 1 discuss interpretation of some of its verses and offer alternative renderings.

(1) V. L. gie-we-frmgfemw-wne-g+ g @dyg |
Suru’s translation : “(a white sacred thread) which was, as if, a fibre of lotus-stalk
extracted while coming out through the belly of Visnu.”

His notes : ‘The white sacred thread is imagined by the poet as the lotus-fibre
extracted and suspended over the body of Brahma, as he came out of the belly of
Visnu.”

But TaIgd is rather the umbilical cord which is attached to the new-born child.

(2) V. 7. @-0w-Miger-gHEaAt |

Suru’s translation : “ He had seized in his clutches a mass of clouds in His roaring fury.”

Rather it should be rendered as ‘He had seized in his clutches a mass of clouds, being
angry at their thunder.’ The lion is conventionally described as roaring on hearing the
thunder.

(3) V.175. dsfast

The verse describes the condition of the snakes burning in the fire of Pralaya. #Sf&31 in the
expression HelaRT-HUT-Tew-fafger- ST is rendered by Suru with Sk. @wefaq, and
translated as ‘dancing’. But here @&f&37 is a variant spelling of agf&, which is past passive
participle of @gq = Sk. ¥ ‘to spread’ (PSM. s.v.; Prakrit Grammar, 8,4,137; DN. 5, 5).
Fumes of smoke become pent up under the spread out hoods, not under dancing hoods.

4) V. 260. T

Y EEen a-Te-foradgn mifs-dwft |

TR | e § zom meRfE 1
The marching horses produce clapping sounds with their hooves, which also leave their
imprints on the dusty road. This is described by means of an original Utpreksa. The
horses as it were utter and write the letter ta with their hooves as they gallop along.
The image is that of a learner of alphabets who writes a letter first pronouncing it loudly.

In his Notes, Suru explains that the hooves left ‘imprints’ shaped like the Devanagari

* Gaudavaho, ed. N. G. Suru, Prakrit Text Series, no. 18, Ahmedabad 1975.
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letter 2. But strictly speaking it can be the shape of the letter ta that we find in the
script of the first half of the eighth century. In the late Maitraka and post-Maitraka
inscriptions we find the exactly horse-shoe like form of ta along with others slightly
different, and this fairly matches with the shape of imprints left by the hooves of

horses as described by Vakpatiraja.
(5) V. 317, 479. ufgafret

FOT-TQUUT-hE SHeTON - - oG ST |

Jurreife o ufefemsy aR-d2ft 1
The ufeeifiangw is interpreted by Suru as ‘keeping the courtyard awake during night'.
Bur ar3cefE ufssfieng® rather means ‘the courtyard attended or frequented by gusts
of stormy winds’. qfgufiner = ufsstf#er = Sk wiawrqq, here meaning ‘attended’. The
verse means : The courtyard of ‘the temple of Vindhyavasini when it was subject to
gusts of wind that lifted mass of dust and loops of shaven hair, caused shivers, because
of the apparitions, thus produced of vapourous, shadowy figures of goblins (wildly
dangling their hair). In V. 479 also ufeifmat has the sense of ‘attended by i e.
‘accompanied or marked by. IEUI-faaii-wuT-WOT-THI-ufgeemell means ‘marked by
the red glow of jewels on their pink spread out hoods.’

(6) V. 333 HUTEW-HEEH-HE- T $7-Tear e |
qE UNO-FGAl HIG = U] AEOT-HATT

Suru has translated the verse as follows :

“Your carrier corpse, indeed, makes itself (strong) and capable to bear you, its strength
being brought about, even in its dead state, by its body which can easily breathe.

There is a patent absurdity here. How can a corpse be said to be capable of breathing
easily, when it cannot breathe at all ? Suru himself has felt this when he observes that
this is a fantastic idea (Notes on V. 333). [ think 399 is a corrupt reading for the
original ST i.e. Sk. I|r, INY swelling’. A corpse gets swiftly swollen {(TeREE) and
this condition of attainment of @ qualifies it as SdtarE.

(7) V. 341. g&rE Iifauraa-piea-afauur aemr-faafar |

Wty Te-fatsia-faant 4oz wr |
Suru’s translation : “The dust on the round face, turned in curling knots in the absence
of any ointment (olimbha), wears an appearance of thickly besmeared sandal paste (to
alleviate) love’s pangs.”

In his Notes : ‘The absence of oily ointment (3fersramE)..... pangs of love torment
(wRTumiR) .

The verse is quite misunderstood, because of the failure to grasp the meanings of the
words SUfAWTHTA and WMy, The latter derives from Sk. HTAIT ‘musk’.
gaunfe-aem-fafesfm means ‘the decorative designs (Rif%3f) drawn by means of musk
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and sandle-paste.” The idea is that the curvilinear configurations produced by the white
ants in the dust deposited on the face of the corpse gives the illusion of decorative
designs drawn with musk and sandal-paste. The commentator rightly renders 3TfeTsT
with ST2fERT (white ant). WM is a wrong rendering of WeUNE. [t should be, as said
above, YIATRL. DN. 1,153 gives 3Nfet¥T in the sense of Pk. I&, Sk Swefem. DN. 1, 56
has given S as a variant of JaQfeaN i.e. SIfEeml. Both words mean ‘white ant’. See
PSM, DSS, and SDP pp. 64,767 (where Ramanujasvamin’s misinterpretation is
corrected). For cognates, NIA derivatives see CDIAL 2178.

(8) V. 495, Trar da-faferorer—uies-wror-Srammor-aresst |
wrat vitarmoet uftg-aee v Qe

The sense of the verse is not correctly grasped by Suru. MIA=TIYT means ‘the city-
gate’, not ‘balcony’. YUY means ‘unique’, not ‘generality. ufE="qft@r means ‘moat’
{around the city), not ‘rampart’. The idea of the verse is that when the city was lifted
high in the sky, the citizens curious to know what was happening went apprehensively
as far as the city-gate. They saw a yawning gap beyond. Thus instead of the usual
ditch surrounding the city, they now saw a unique ditch in the form of the sky itself.
offerauaT is frequently used in Apabhramsa in the sense of Sk. 3T ‘unique’,
‘extraordinary’. See for example Patimacariya of Svayambhii (Part 1, Glossary). l

2. ON THE APPELATIONS MADANAMANJUKA AND HEPPHAGA IN SOME
BRHATKATHA VERSIONS

In the various Sanskrit versions (recasts, adaptations etc.) of Gunadhya's Vaddakaha
(Brhatkatha), the name of Naravahanadatta’s queen and the heroine is found with
formal variation: Madanamafijuka, {(Brhatkathaslokasamgraha), Madanamaficuka
(Kathasaritsagara’, Brhatkathamafijari), Madanamaifjiisa (Karakandacariu}. The
Natakalaksanaratnakosa refers to a drama (now lost), the title of which occurs as
‘Madanamaiijiika’ at one place (p. 134} and as ‘Madanamaiijila’ at another (p.274).
From the citations it is clear that its plot is based on the episode of Naravahanadatta
living with Madanamaficuka disguised as Prabhavati through the latrer’s magic powers
(‘Kathasaritsagara, 106.; Tawney-Penzers’ Translation, vol. 8, p.37; elsewhere also,
Jain, The Vasudevahindi, p. 517, infra.) '

Among these variants Madanamafijuka is the basic form. Sk. -j- would change to -c-
in Pai$ici. Hence Madanamaficukd was its form in the Vaddakaha'. Madanamaiijusa
and Madanamafijula (if it is not a scribal mistake) are later variations. Etymologically
madanamafjuka can be interpreted as ‘as beautiful or sweet as the God of Love. If
madanamaricukd was the original form, it can mean ‘the couch or throne of the God
of Love.'! Both are appropriate as the name of the extracrdinarily beautiful daughter
of a courtesan. But maficuka as a derivative from mafica with the diminutive-endearing
suffix -uka- is otherwise unattested. Herce it is suggested that madanamaficukd is
secondary.
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A parallel, but rather complex, case is that of the name of the Vidyadharas that were
hostile to the hero, Naravihanadatta / Vasudeva, regarding which various Vaddakaha
versions show confusion. It is found as Hepphaa/ Hephaa / Hephaga in the
Vasudevahindi, as Ipphaka in the Brhatkathaslokasarmgraha and as Ityaka in the
Kathasaritsagara (Jain, op. cit., p. 34).

It is quite difficult to decide which was the original form and what is its etymological
meaning. Possibly ipphaka was the original form: ityaka is a corruption. In Prakrit we
have several cases of -h- being added to the initial vowel of a word. (For the prothesis
of k in Prakrit see Pischel § 338)

Accordingly ipphaka > hipphaka > hepphaka (oga) (-i- changed -e- before a cluster :
pischel § 119) can be suggested as the likely development. hepha(gia is an
orthographic variation. Even if this surmise is considered plausible, ipphaka as a form
remains impenetrable. It is doubtful to suggest Sk. ismaka as the source word. Compare
isma ‘name of Kama’, ismin ‘impetuous’ {MW.). For the development -sm- > -pph- this
would presuppose : see Pischel, § 422.

3. ON THE PRAKRIT METRE NIJJHAIYA

( Nirdhyayikd / Nidhyayika)

(1) Regarding the designation and the structure of the Prakrit metre Nijjhaiya, there
are some differences among the classical manuals of metres, namely the Janasrayi of

Janasraya (end of the six century A. C.}, the Svayambhiicchandas of Svayambhil {(ninth
century A. C.) and the Chandonusdsana of Hemacandra (¢. mid 12" century A.C.)

in the Jandsrayl, which has treated some popular Mitra-metres (really Prakrit metres)
as Sanskrit metre, the metre named Nirdhyayika (5.46) has 17 Matras per line, divided
as 4+4+ u-u+ uuu- (or —w-). In the Vrtegjatisamuccaya, the metre is called either
Niddhaia (1.4, 4.16, 4.33) or Nivvaid (1. 26, 1. 30). The commentator calls it Nirvapita
at all those places. Its structure is the same as given in the Jandasrayi.

In the Svayambhiicchandas, the folios of the Manuscript which probably contained
treatment of this metre are missing.

In the Chandonusisana, this metre is called Nirdhyayikd (Pk. Nijjhaid)(4.76). It is of
three types according to the number of Matrds per line : 17 (4+4+34+3+3), 14
(5+3+3+3) or 19 (5+5+3+3+3). Of these, the first type is similar to that defined
in the Jdnasrayi and the Vrttajatisamuccaya. Velankar, possibly following the
commentator of the Vrttajatisamuccaya, who has rendered Pk. tikalaya as Sk. trikalaka,
thinks (Chandonusasana, Introduction p. X) that the designation occurring as Trikalaya
“shows the influence of the Prakrit term, tikalaa. But trikalaya can be well taken as
trikalaya ‘that whose cadence depends on a triad” It is synonym with Tribhangi
(Chandonusasana.)

Besides occurring individually, Nirdhyayikd occurred also as the middle constituent of
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a three-unit complex metre. In the Jandsrayi it is called Trikalaya (5.59) which is made
up of Adhikdksard + Nirdhyayika + Gitikd. The Vritajatisamuccaya has described
Tikalaya similarly (4.43,44).

In fact, Trikalaya (c. 2™ to 4™ cent. A. C.) or Tribhangl were a type of songs whose
text had three constituents in different metres functioning as a unit. Velankar calls such
metres ‘Strophic metres’ on the analogy of the triadic structure of the Greek chorus.

(2) In several later texts of the Jaina Ardhaméagadhi canon, we come across a
traditional list of 72 arts {bavattari kaldé) (with a few later additions), in the
Jratadharmakathd, Rajaprasniya, Aupapatika, and Samavdya. A comparative table has
been given in the Thdnamgasuttam and Samavayamgasuttam.’ (pp. 758-761). Among
these occur the names of gjja, paheliya, magahiya, gaha, giiya and siloya {i.e. Arya,
Prahelika, Magadhika, Gatha, Gitikd and Sloka). These are wellknown Prakrit metres
(the last one of course is Sanskrit). Evidently, this means the art of composing and
singing songs whose text was in the afore-mentioned metres. Now, in the Rdjaprasniya
list there is one more names, namely niddaiya. This is nothing but a corrupt form of
nijjhaiya described here in the first section. The correct form is nijjhaiya (Sk.
nirdhydyika / nidhyayikd. -ddha- (in the Vrttajatisamuccaya) or -dda- (in the
Rajaprasniya) is a scribal error. The Sanskrit rendering nirvapita by the commentator
of the Vrttajatisamuceaya is also, I think, based on niddhaia (< nirdhyayika, read or
copied as nivvaid, which was then understood as Sk. nirvapitaj.

As the Nyjhaia lyrics were already known to the Janasray?! at the end of the sixth
century in the South, they can be taken as being in vogue and popular, along with the
songs in metres like Arya, Magadhika, Gitikd, in the vicinity of that century. The
Rajaprasniya alone has got that name. It would be, therefore, reasonable to date its list
of the arts in that century.

(4) ON THE LANGUAGE OF THE SONG-TEXT OF THE ILASYANGA SAINDHAVA

In his systematic treatment of the Lasyangas, based on various dramaturgical sources,
Raghavan has pointed out that, according to the Abhinavabharati, in the case of the
Lasyanga called Saindhava, the song text should be in Prakrit. According to the
Natakalaksanaratna-kosa, which, following the Dasaripaka’ and others, consider the
Lasyangas as specially connected with Bhdna, defines Saindhava as

Sankha-valaya-dharanadi-sindhudesabhasa-visesa-gita-vadya-visayam (p. 274).

This means that, in the Saindhava Lasyanga, the song-text should be in the Saindhava
dialect. The Bhavaprakasana also gives this definition briefly, perhaps wrongly reading
Srikhala for Sankha (p. 246, b : 5-6). Abhinavagupta, while discussing this Lasyanga,
quotes from (1) Ranaka’s ‘Cidamani’ Dombika, from (2) Bhejjala’s Radhavipralambha
Rasakdrnka, and from (3) Bhatta Tauta’s work. Now, the few quotations that are
available from the ‘Cidamani’ and the Radhavipralaribha’ indicate that the former had
some passages in Apabhrams$a language and the latter, some passages in Prakrit. In this
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connection, it is to be noted that Anandavardhana, while peinting out how there are
endless literary modes of expressing a theme (ukti-vaicitrya), mentions one that is based
on a particular language or dialect and illustrates this with the following verse

composed by himself :

Wg Wg 3w WvAE, WAy W WURY |
dr-fa o7 d3murEers, merfEls WUy W

Now, the language of the verse is standard Apabhramsa, but in Abhinavagupta’s
‘Locana’, the language is designated as Saindhavabhasa, ‘the dialect of Sindhudeda’.

If we put these points together, it seems probable that, in the performance of some
dramatic works, when the Saindhava Lasyangya was employed, the language of the
song text was, sometimes at least, Apabhramsa.

5. THE ILLUSTRATION OF UTTHAKKA CITED IN THE SVAYAMBHUCCHANDAS

The eighth chapter (but really the 14% if we include the Plirvabhiga portion) of the
Svayambhiicchandas, called ‘Utthakadayah’ (i.e. Treatment of Utthakka and other
metres) opens with the definition as illustration of the metre Utthakka. It is defined as

follows :

g fafvor &ffa wrerammor, swen-fa e werEmTT )
o W8 a3 gg-fawror, wwewer @wr x x wg fawmr o

(The last line is defective)

‘If each line has three pa-ganas and ends with a da-gana, and if the yamaka occurs,
you know it to be the metre Utthakka x I’

This is illustrated there with the following verse :

RTg-vifiqaruTT, famor ¥g gEwoT |
W§ W U WI WO, @ ayur i gEvEnm i

(¥% in the printed text is corrected as %)

‘If I, Duh$ésana, who is a life-breath of the emperor Dhrtarastra, who is difficult to deal
with and is highly uncontrollable, does not force (the opponent) to flee, | may pass
away by the path ruled by evil’

Now, this citation, given anonymously by Svayambhii, can be identified from his epic
poem Ritthanemicariya (or Harivamsapurana) as 5.,5,4 / 5-6 : In the MSS. the lines 2
and 3 are exchanged. These words are spoken by Duh$asana who takes up the
challenge 1o confront and defeat Abhimanyu. The latter has broken through and
entered the Cakravyitha and he is inflicting defeat after defeat on all the top seasoned
Kuru warriots.

This identification has several important implications : (1) This confirms that the
Svayambhiicchandas was written after the Ritthanemicariya : (2) The anonymous
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citations given in the Svayambhiicchandas are from Svayambhi’s own poems : (3) The
whole of the fourth Kadavaka of the 55th Sandhi of the Ritthanemicariya is composed
in the Utthakka metre. It must have been one of the favourite metres with the
Apabhramséa poets, as both Svayambhii and Hemacandra have treated it, but so far we
have no knowledge about its occurrence in any other Apabhraméa poem. It is in the
tradition of the Apabhramsa metres like Adilld and Madilla and the Prakrit metres of
the Galitaka class which characteristically employed the Yamaka.
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