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Foreword by the @eneral Sditor

Virahanka’s Vrttajatisamuccaya and Svayambhi's Svayambhii-
cchandas represent the tradition in metrics prior to Hemacandra. The
Kavidarpana, on the other hand, can be taken to represent to a degree
the post-Hemcandra metrical tradition. Even though it treats of the
Varnavrttas as well as the Matravrttas, it is primarily interested in the
Prakrit and Apabhrarisa Matra-metres. It is quite familiar with the
Chandonusasana, but the method of treatment and scheme of classifi-
cation are considerably different. From the hints and observations of
the commentator, we gather that in these matters the Kavidarpana
belonged probably to a tradition that was represented by Manoratha
~and the Chandahkandali with regards to Prakrit-Apabhrams’a metres

and by Sira with regards to Sanskrit ones. Unfortunately these sources
are lost to us and the importance of the Kavidarpana, besides other
things, lies in preserving for us that new school of prosody. The seve-
ral eulogistic references to Kings Bhimadeva, Siddharaja Jayasirhha,
Kumarapala and S’ékambhari;taja (as also to some Jainacaryas) found
in the illustrations adduced by the unknown Jain author and the
commentator point to the latter’s very close connection with the
regions of Gujarata and R&jasthan.

In his learned and exhaustive introduction Prof. Velankar has
discuss d all the important points relating to, the work. While giving
a critical analysis of the contents, he has drawn our attention to the
borrowings, correspondences and parallels from the whole field of
earlier literature on the classical metres. His comparative approach
has shed light on numerous points and his discussion of the history
and significance of the names Ullala, Kavya, Vrtta, Jati, Vitana,
Upajati etc. are especially rich in illuminating information.

Besides the Kavidarpana and its commentary, the present volume
includes two other short manuals of Prakrit-Apabhraris’a metres (the
Gathalaksana of Nanditadhya and the Chandahkosa of Ratnas’ekhara)
and also the text of Nandisena's Ajita-Santi-Stava along with the
metrical definitions of its commentator Jinaprabha. Of these the Gatha-
laksana seems to have reached us in a composite form. Prof. Velankar
suspects ol several interpolations. His view that vol. 26-30 are unde-
fined, quite out of context and hence likely interpolations, is borne out
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by the fact that they are directly borrowed from the Svayambhii-
cchandas, (Pirvabhagas 3.2, 4.2, 4.1, and 3.3; Prof.. Velankar’s edition,
p- 105). So also are the illustrations of the Diha (vol 83, Svayambhiic-
chandas 5.2, p. 53).

On the other hand, though the text of the Chandahkosa, seems to
have been preserved properly, the work itself is mostly but an expan-
sion of some earlier metrical manual of Alha and Gulha. Its interest
lies in the fact that in contrast with the classical prosodic tradition of
Svayambhi, Hemacandra, etc. it represents a metrical tradition which
has later crystallized as the bardic tradition in the hotch-potch of
Prakrta-paingala and in the ‘Pingala’ and ‘Dingala’ metrical treatises
and practices.

Here it'should be noted that many of the metrical forms, that have
been described in the different and divergent prosodic traditions
typified by the metrists from Virahanka to Ratnasekhara, were very
vigorously cultivated in Rajasthan and Gujarita, and we can point to
the metrical versatility of Abdala Rahamana, the author of the
Sandes.arasaka and to the numerous citations from the Vrttajati-
samuccaya, the Gathalaksana and the Chandahkosa in the commentary
on the same (both of which are closely connected with Rajasthan), as
just one proof of that fact.

One cannot emphasize too much the fact that Prof. Velankar has
done a signal service to Indology by bringing to light and studying
critically all those important works, which are unique and invaluable
as sources for reconstructing the entire history of Middle Indo-
Aryan prosody. We are grateful to him.for allowing us to enrich
the Rajasthan Puriatana Granthmala by this publication.

Rajasthan Oriental Research Instit‘ute‘,
Branch : Chittodgadh (Rajasthan) —MUNI JINAVIJAYA
March 1, 1963.
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INTRODUCTION"

1. The existence of the Kavidarpana was first known from a reference
to it in Jinaprabha’s commentary on the Ajita-Santi-Stava of Nandisena.
This commentary was composed in Sarhvat 1365; it quotes certain defini-
tions in Prakrit while explaining the different metres which are employed
- in the hymn.! These definitions are 34 in number? and all but one are
composed in the Gatha metre. The first of these explains the terms used
for the five kinds of the Matra Ganas in the subsequent definitions. The
second definition consists of a pair of Gathas which explain the constitu-
tion of a Gatha, while the third, which is the only one composed in the
metre which it defines, defines the composition of a Sloka. All the remain-
ing ones, i.e., Nos. 4 to 34, are in the Gatha metre® and define the remain-
ing 31 metres employed in the hymn. At the end of these definitions
Jinaprabha gives one more Gatha, No. 35, which is composed by himself
and which states that the definitions given so far were ‘spoken out’ by him

* The following works and articles are alluded to in the following introduction
and the notes at the end.

1. Chandahkosa of Ratnasekhara (CK.) edited here in Appendix I; 2. Chan-
dahsekhara of Rajasekhara; edited at JBBRAS., N.S. vol. 22, 1946; 3. Chandassutra
of Pingala; NSP. edition, Bombay, 1938; 4. Chandonu$dasana of Jayakirti (JK.);
edited in the Jayadaman, by the Haritosha Samiti, Wilson College, Bombay, 1949;
5. Chandonusdsana of Hemacandra; in Prakrta and Apabhramsa portions of the
work, the references are to my edition of these at JBBRAS., vols. 19 and 20
(1943-44); in other cases, the references are to the edition of the text at Jayadaman
mentioned in Note No. 3 and only rarely have I alluded to the edition published by
Devkaran Mulji at the N.S. Press, Bombay, 1912; 6. Jayadevachandas of Jayadeva
(JD.) edited at Jayadiman mentioned in Note 3 above; 7. Jandsray?l (JNS.); edited
at Trivandrum, 1948; 8. Kavidarpana (KD.); the present edition; 9. Ratnamafijisa ;
published by the Bharatiya Jnana Pitha, Kashi, 1949; 10. Vrttajatisamuccaya of
Virahanka (VJS.); recently edited in the Rajasthan Puratattva Series; 11. Svayam-
bhiichandas of Svayambhii (SB.); edited in the Rajasthan Puratattva Series; 12.
Apabhramsia Metres; published at the Bombay University Journal, Nov. 1933; 13.
Apabhramsa Metres No. II; Bombay U. Journal, Nov. 1936; 14. Apabhramsa Metres
No. III; at R. K. Mookerji Com. Volume, 1944; 15. Metres and Music; Poona Orientalist
Vol. VIII, 1943.

1. See Peterson, Reports III, p. 231 and Velankar, A Descriptive Catalogue of Mss.
in the Library of the BBRAS., Vol. III. No. 1794.

2. They are published here in Appendix III together with the original hymn, as
edited by W. Schubring at ZII. No. II pp. 178-203, with a very few changes in the
text of the hymn as suggested by the definiticns. These are indicated in the
notes on the stanza in question. ‘ :

3. To be exact, the Gatha is extended into a Giti in Nos. 9, 20, 28 and 31. - Nos.
8, 21, 22, 24, 29, 33 and 34 consist only of a Parvardha of the Géatha, while
Nos. 25, 26 and 32 consist only of an Uttarardha of it. On the other hand,
No. 11 consists of one whole Gatha and a Purvardha of another attached to it.
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‘mostly depending on the Kavidarpana'.

2. In 1935 I edited the Kavidarpana from the single palm-leaf manu-
script existing at the Bhandarkar Oriental Research Institute, Poona. It
was published in the Annals of the Institute, vols. 16 and 17 (1935-36) and
the definitions of Jinaprabha mentioned above were given in the Appen-
dix. But long before this, in 1923, W. Schubring had published these defi-
nitions along with the text of the Ajita-Santi-Stava at ZII. Vol. II, pp. 178-
203, carefully editing them both from a few Mss., which were available
to him. He also gave here a Sanskrit hymn called Rsabha-Vira-Stava by
the side of the main hymn, for comparison. This latter was composed by
Santicandra Upadhyaya of the Tapd Gaccha in the 17th century A.D., in
very close imitation of the metres of the original hymn. Schubring, how-
ever, did not give the last stanza composed by Jinaprabha at the end of
the definitions. In this stanza Jinaprabha mentions the source of his defi-
nitions to be the Kavidarpana. His words are ‘Kavidarpanam upajivya
prayena (mostly depending upon the Kavidarpana)’. Actually, it is found
that only four Gathas have been reproduced from the Kavidarpana that
is before us, while the remaining ones, whether Gathas, Gitis or their
halves, appear clearly to have been composed by Jinaprabha himself from
the model stanzas of the hymn, on which he was commenting. This has
been very well noticed by Schubring on p. 181 of the said article, and so,
the words of Jinaprabha in the last stanza (No. 35) in the definitions pub-
lished in Appendix III here, are to be understood in only a restricted
sense. All that he has actually taken from the Kavidarpana is the four
stanzas mentioned above, and what makes him use the words upajivya
is only the terminology employed by him for prescribing the Matra Ganas
in the composition of the different metrical lines. Perhaps, even the use of
the Gatha metre for the definitions may have been adopted by Jinaprabha
from the Kavidarpana. It is true that many of the metres employed in
the hymn are unusual and were probably unknown to Jinaprabha from
any other source and for that reason, he may have proceeded to compose
his own definitions on the pattern of the Kavidarpana. But it is also found
that in the case of a few metres, he has neglected the Kavidarpana, though
he could have very well quoted from it its definitions -of these metres.
Thus the Vanavasikd which is employed for the composition of v. 33 of
the hirmn, is defined at Kavidarpana 2. 19-20. Similarly, the Aparantika
used for v. 34 of the hymn is defined at Kavidarpena 5.7. It must, of
course, be admitted that the former is not an independent definition of
the Vanavasika, though it is in the Gatha metre, while the latter is not
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composed in the Gatha, but in a single line of the Aparantika metre it-
self, according to the scheme adopted by the author of the Kavidarpana
in Chs. IV and V of his work. This is, perhaps, why Jinaprabha composed
his own definitions in the Gathad metre for the sake of uniformity,
though at least in one case, this uniformity is set aside in Def. No. 3 (of
the Sloka). There are four more metres employed in vv. 15, 17, 25 and 28
- of the hymn, which are known to the Kavidarpana; in the ms., they are
described as Kusumalata, Khidyitaka, Ksiptaka and Adild Dipaka respec-
tively, but the Kavidarpana knows them under the names of Aupacchan-
dasaka (KD. 5.2), VamsSapatrapatita (KD. 4.84), Rathoddhata (KD. 4.
27) and Svagata (KD. 4.28), which are also the names known to Pingala
and his successors. Jinaprabha is silent about this point and even here
composes his own definitions of these in the Gatha metre, perhaps for the
sake of uniformity, as said above.

3. The definitions given by Jinaprabha are, for this reason, not in any
way useful for the edition of the Kavidarpana, even though they. first ap-
neared to me to be so owing to the mention of that work by him. At one
time, I was also inclined to believe that the recension of the Kavidarpana
which Jinaprabha had before him may have been different from the one
represented by our manuscript. But, very clearly, the fact that only 4
cut of a total of 34 passages are common to the two works does not sup-
port the view that they are the versions of one and the same work. I have,
therefore, ultimately to depend upon the single palm-leaf manuscript men-
tioned above for my edition. Fortunately, this manuscript is correctly
written for the most part, there being only a few scribal errors or
omissions of letters. The first folio is, however, lost and only foll. 2-86
are now available. The colophon at the end of the last chapter is also
missing, but it does not seem that any substantial matter from either the
text or the commentary is lost. A page is divided into two parts, leaving -
a space of about a quarter of an inch from top to bottom between them.
The part on the left side is somewhat shorter than that on the right side
of the page, which has generally 3 or 4 lines according to the breadth of
the leaves, a line containing 45 letters on an average, in both the parts
together. The Ms. shows the Prsthamatras throughout; it sometimes
writes the letter i in the older way, i.e., with two dots and an ukdra added
under them. In chapter IV, ya which stands for the yagana, is almost
always written as va. Letters dropped through oversight are indicated
with appropriate signs somewhere in the margin or between the relevant
lines. The colophon at the end of the chapters is brief and does not men-

v
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tion either the name of the author or of the commentator. That both of
them were Jain is amply clear from the introductory stanza (which has
to be reconstructed from the commentary) and the commentary on the
same. Both of them quote Hemacandra’s Chandonusasana and the verses
from the text of the Kavidarpana are quoted by Jinaprabha in Samvat
1365 as we saw above. This means that the Kavidarpana was composed
sometime in the 13th century A.D. The work seems to have become
popular by the time of Jinaprabha, who chose to follow it rather than
Hemacandra’s Chandonusasana, while explaining the metres of the
Ajita-Santi-Stava. The reason for this preference may have been the
simplicity of treatment of the subject matter. But it is also not impossible
that both Jinaprabha and the author of the Kavidarpana belonged to the
rame, i.e., the Kharatara Gaccha and hence Jinaprabha considered him to
be nearer to himself than Hemacandra in a way.

4. Kavidarpana reproduces the illustration of Sridhavala at 2.34.1
from Hemacandra’s Chandonusasana 5.33, of Dvipadikhanda at 2.36.3
from Srihai*sa’s Ratndvali Natika 1.14-16, of Cudala-Dohaka at 2.17.2 from
Jinasimhasiri, of Dvibhangi at 2.35.1 from Suraprabhasiiri, of another
Dvibhangi at 2.36.1 from Tilakastiri. The exact sources of the
last three quotations are not traceable at present; but they appear
to be from some biographical poems composed by these authors.
In addition to these authors, Kavidarpana mentions Kings Bhimadeva
(in 2.30.3), Kumarapala (in 2.30.4-6; 33.4; 37.3), Jayasimhadeva (in 2.3.3)
and Sakambhari-rdja (in 2.30.4). It also alludes to Tilakastri (in 2.30.2),
YasSoghosastri (in 2.32.1), and Guru Samudrasiri (in 2.22.1), evidently
as the comtemporary distinguished personalities. On the other hand, the
commentator largely quotes from the Chandahkandali, which is evidently
a work on Prakrit prosody written in the Prakrit language and employ-
ing the same terminology as is used in the Kavidarpana. Thus vv. 66-68 on
KD. 2.28.2, 71-80 on KD. 2.30.6 and 84-85 on 2.32.1 in the commentary are
all from this work. The Kavidarpana also quotes besides this, one stanza
“from Svayambhiichandas (v. 31 on p. 6) and several from Manoratha
(v.43 on p. 17, v. 95 on p. 42 and v. 96 on p. 43). Both these are Prakrit
writers on Prosody, like the author of the Chandahkandali; the work of
ithe former is now available and published, while the latter is unknown
so far from other sources. Among the Sanskrit prosodists the commenta-
tor quotes from Siara on p. 1 and on p. 8 under KD. 2.4; he mentions that
the technical terms used for the Matrd Ganas in the Kavidarpana are
borrowed from Sura (§ura-paribhdsa iyam pijya-prayukta sarva iti arthdj
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jiieyd). On the same page and under the same stanza he also quotes Tri-
locanadasa in support of the view that the Aryya or Gatha is a Catuspadi
and not a Dvipadi. On p. 18 under KD. 2.9, he speaks of Pingala as one
who gave the name Aryagiti to the metre which is known as Skandhaka
in Prakrit. He gives his own illustrations of varieties not mentioned by
the author, but added by himself from other sources, on KD. 2.8 (vv. 10-43,
‘varieties of a Gatha), 2.13 (vv. 46-58, derivatives of the Gatha), 2.33 (vv.
87-94, varieties of a Dvibhangi called Satpada or Kavya), 2353 (v. 97, a
Dvibhangi), 2.37.2 (v. 98, a Tribhangi), and 4.122-127 (20 stanzas in all).'
Among the illustrations of the varieties of a Gatha (vv. 10-43), he quotes
one (v. 36) from Padaliptastri and one (v. 43) from Manoratha, but does
not mention the source of the other quotations, as also of vv. 46-58, which
illustrate the derivatives of the Gatha. On the other hand, vv. 87-94, 97
and 98, which respectively illustrate the different kinds of a Satpada, a
Dvibhangi and a Tribhangi which are not actually mentioned by the
suthor, are all of them wholly reproduced from Hemacandra’s Chando-
nudasana. In the first chapter, he quotes a few stanzas or portions of them,
to illustrate some prosodial rules on KD. 1.5 (vv. 3-10) and 1.8 (vv. 11-30),
but most of these (vv. 7-10, 18-20, 24, 25, 28, 29) are reproduced from
Hemacandra’s Chandonusasana. Of these vv. 18, 20, 24, 25, 29 are first,
quoted by Haldyudha in his commentary on Pingala’s Chandas-siitra 6.1
and then by our commentator through the medium of Hemacandra.
In the case of vv. 21, 22, 23 and 27, the so called Yatyupanisad, our com-
mentator adopts the readings given by Hemacandra and not those that
are found in Haldyudha. Besides these, he quotes from other writers
without mentioning their names on KD. 1.1 (v. 1), 1.4 (v. 4), 1.6 (vv. 3-6),
1.8 (vv. 11-17, 26, 30), 2.3 (vv. 1-3), 2.4 (v. 4), 2.8 (vv. 5-9), 2.9 (vv. 44-45),
2.20.4 (v. 60), 2.23 (v. 61), 2.25 (vv. 62-65), 2.32 (vv. 81-82), 2.33 (v. 86),
3.1 (v.1), 440 and 4.104. The illustrations of the different Vipulas given
on KD. 4.122-127, which are all in Sanskrit, are again reproduced many
of them directly from Halayudha’s commentary and some of them through
the medium of Hemacandra. Some of these are also borrowed from the
Classical Sanskrit poets and dramatists; thus KD. 4.122.3 is from Bhava-
bhuti’s Uttararamacarita; 4.123.1 from Rajasekhara’s Viddhasalabhanjika
1; 4.123.3 and 4.127.5 from Magha’s Sisupalavadha 2.44 and 49. In addi-
tion to these he often quotes grammatical rules from Hemacandra’s
Sabdanusisana, Adhyaya VIII, for explaining a few Prakrit words and
forms occurring in the text or in the illustrations given by the author.
Similarly, the following personalities are mentioned in the illustrations
given in the commentary :—Ratnasari (2.32, p. 15), Dharmasuri and King
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Jayasimha (2.54, p. 21), King Siddhardja Jayasimha (2.53, p. 21) and
King Kumarapala (2.55, p. 21). The commentator thus does not appear
to be very far removed from the times of the author of the text.

5. The author of the Kavidarpana composes his illustrations like
Hemacandra as a general rule and introduces the name of the metre in
the illustration itself by means of the usual device of Mudra. His main
aim was to compose a practical guide in respect of metres, particularly
“those in the Prakrit and the Apabhrarms$a languages, which are usually
employed by the popular bards. Accordingly, he has expended great care
on the second chapter which deals with the Matra Vrttas, whether single
or strophic, composed in the Prakrit or the Apabhramsa languages. In
this chapter he employs the Gatha metre for his definitions which he
composes in the Prakrit language throughout; but he gives separate and
full illustrations of all the metres defined by him, composing them in the
language to which the metre belongs. He himself is, of course, silent
about the language to which the metre belongs, unlike Hemacandra who
has classified metres according to the language in which they are general-
ly composed and employed, assigning a separate chapter to the Apa-
bhrams$a metres which begin with Utsaha. Hemacandra composes his
definitions in the Sanskrit language, throughout his work, in the form of
Suitras accompanied by a brief commentary, which, too, is written in
Sanskrit. But his full illustrations are composed in the respective lan-
guages to which the metres belong. Our commentator certainly knows
this division of metres according to the language adopted by Hemacandra,
as is clear from his remarks on the quotations from Svayambhichandas
on Yati, at the end of his commentary on v. 8 in chapter I on p. 6. But
the author of the Kavidarpana does not follow Hemacandra in this res-
pect and classifies the metres under three heads in accordance with the
unit of scansion, namely, a Varna, a Matra or both, that underlies their
constitution. For this reason, we do not find a uniform use of the Prakrit
language in the illustrations of metres defined in Chapter II, as we find
it in the case of the following chapters which deal with the Varna Vrittas
and the mixed Matra-Varna Vrttas. As his main interest was in the
Prakrit and Apabhrarhsa metres, as said above, he does not give full
illustrations of the Varna and the Misra Vrttas which are generally found
in the Sanskrit language and which are defined in the later chapters of
the Kavidarpana. In the case of these latter, the definition itself serves
as the illustration and the definition is given in a single line in the case
of the Sama Catuspadis, in two lines in that of the Ardhasama Catuspadis
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and in four lines in that of the Visama Catuspadis, being always composed
in the Prakrit language. Thus in the second chapter, all illustrations of
the Ullalas, Kurhkuma and Karpara (2.3.1-2), of Mauktikadama (2.3.3),
of the Catuspadis beginning with Paficananalalitd and ending with
Cadaladohaka (2.14-17), of Vadana, Madila, Adila and Paddhatika (2.21-
22), of Rasavalaya and Vastuvadana (2.25), of Utsdha and Matras (2.26-
'28), of Ghattas, Kirtidhavala, Satpada, Phulla, Sridhavala, and Tarala (2.30,
32-34), of the Dvibhangis and Tribhangis which contain a Dohaka or an
Ullala (2.35-36) and of a Kadavaka which consists of 4 stanzas in the
Paddhatikda metre (2.37) are composed in the Apabhramsa language. On
the other hand, the examples of the Gatha and its varieties and deriva-
tives as also of those Dvibhangis and Tribhangis which employ a Gatha
or a Khanda are all composed in the Prakrit language.

6. Kavidarpana consists of six chapters of which the first is intro-
ductory; it first gives the threefold classification of the metres based upon
the unit of scansion, viz., Matra, Varna, cr both, as said above and then
proceeds to enumerate the different kinds of Ganas, whether of Varna or
of Matra, which are employed in defining the composition of the lines of
the different metres (vv. 1-3). The next two stanzas (vv. 4-5) discuss the .
nature and the graphical representation of short and long letters in
Prakrit and Apabhrams$a poetry, while the defirition of a Pada and the
explanation of a few technical terms used to convey numerical figures are
given in the following stanza (v. 6). Finally, in the last two stanzas (vv.
7-8) rules regarding the observance of the Yati in the middle as well as
at the end of a line are given. Our author is clearly in favour of the Yati,
but only so far as the Varna Vrttas are concerned, where he invariably
mentions it while defining them in the fourth chapter. The commentator
here quotes a stanza from Svayambhichandas (1.72) according to which
the Yati was considered as optional even in the case of the Sanskrit Varna
Vrttas by older prosodists like Mandavya, Bharata, Kasyapa and Saitava,
though it was adopted as compulsory in Sanskrit metres by Pingala and
Jayadeva who closely follows him. In the second chapter, which is the
most important one in the work, the first main division of metres, namely
the Matra Vrttas, is treated and the author shows considerable originality
in the treatment of the subject. He arranges these metres under eleven
heads in accordance with the total number of Padas or lines which a stanza
or stanzas in a simple or a composite metre may contain. Thus he begins
with the Dvipadi, i.e., a metre with two Padas, and ends with a Sodasapadi,
ie., a metre having 16 Padas in it. Among these Dvipadi, Catuspadi,
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Paficapadi, Satpadi and Astapadi metres are simple metres consisting of
a single stanza each, having respectively 2, 4, 5, 6 and 8 Padas in them;
while some Satpadis, Saptapadi, some Astapadis, Navapadi, Dasapadj,
Ekadasapadi, Dvadasapadi and Soda$apadi metres are always composite
ones consisting of 2, 3 or even 4, stanzas in simple metres of the same or of
different types, strophically combined. These strophic couplets or triplets
are a peculiarity of Prakrit and Apabhramsa poetry, especially the latter.
They owe their origin as much to the idea of variety and ornamentation as to
the need of finishing an incomplete sentence or topic started in the earlier
stanza. But the incompleteness in many cases is intentional and not due
to negligence or want of skill, though their early origin may perhaps be
traceable to these two factors. Thus the couplet or triplet is intended to
form a unit, both syntactically and in respect of contents. In some cases,
the repetition of a few words from the earlier stanza in the later one is
acutally prescribed to give greater effect to this intention. Really speak-
ing, such a strophic combination of stanzas may be considered as the
beginning of lyric and narrative poetry in the Prakrit and the Apabrars$a
languages.* Such strophic couplets and triplets are certainly not wanting
in Vedic and Classical poetry; but they are comparatively few. In Vedic
poetry we get the Barhata and Kakubha Pragathas made up of a stanza
in the Brhati or the Kakubh metre coupled with another in the Satobrhati
metre. Similarly, we get the Trcas consisting of three Rcs in the same,
i.e., Gayatri metre. Generally, they appear to have been composed with
the idea of presenting a musical unit for being melodiously sung in the
propitiation of the deity at sacrificial sessions. They too exhibit a syn-
tactical unity in a few cases, but almost always a unity of the contents.
The Pragatha has also an element of variety and decoration in it; but it does
not seem to have served as a starting point for the growth of lyric or narra-
tive poetry in Vedic Sanskrit. On the other hand, the Yugmakas, the
Kulakas, the Visesakas in Classical Sanskrit are unornamental and owe
their origin evidently to the poet’s convenience. They are more or less
syntactical units in the same metre, and are not based on any idea of
variety or ocrnamentation. As against this, the strophical couplets in the
Prakrit and the Apabhrarhéa languages are intentional and definitely meant
for variety and ornamentation. »

7. Among the Dvipadi metres our author selects only three, namely, the
two Ullalas, specifically called Kurmkuma and Karpira in the language of

- 4. See also my remarks on the Dvipadi and the Rasaka in Paras 3 and 4 of the
introduction to the new edition of the Vrttajdtisamuccaya of Virahanka.
5. See Vrttajatisamuccaya, 4.86 for these.
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the bards of Magadha, and the Mauktikadama. Of the two Ullalas the second,
i.e., the Karpura, appears to have been more commonly used and hence
described as of 25 kinds, in view of the number of short letters contained
in each of them. Thus, the shortest among these twentyfive contains only
8 short letters and 24 long ones, while the longest one has all, i.e., 56, short
letters in it. In both the Ullalas no long letter is compulsory, but a short
" one representing the 13th Matra and 3 shorts representing the 26th, 27th
and 28th Matra in the Karpara (only the 26th and 27th in the Kumkuma)
in each half is compulsory. The Yati in both the halves is after the 15th
Matra and in practice even the 14th and the 15th Matras are represented
by short letters for keeping a sort of balance between the concluding
portions of three Matras in the two parts, caused by the presence of the
Yati in each half. The third Dvipadi which our author defines is the
Mauktikaddma. Here the Yati after the 12th and the 20th Matra in each
half which has 32 Matras in all, is prescribed as compulsory. It is dif-
ficult to see why this particular Dvipadi is selected out of a very large
number of them which are defined by Svayambhi and Hemacandra. Nor
is the Yati very prominently felt in the halves of the illustration given
by the author himself. Besides, the same Dvipadi is turned into a Satpadi
which has three lines of 12, 8 and 12 Matras respectively, in each of its.
two halves, merely when a Yamaka is introduced at the point of the 1st
and the 2nd Yatis in each half. The author himself defines such a Satpadi
at KD. 2.30. It is also noteworthy that this same name Mauktikadama is
given by Ratna$ekhara in his Chandahkosa v. 6 to a Catuspadi which has
16 Matras in each of its four Padas and is virtually the same as cur Dvipadj,
‘but where there is only one Yati at the 16th. Matra instead of our two at
the 12th and the 20th Matras, a Yamaka being also introduced at the point
of the Yati. Yet it must be pointed out that Ratnasekhara’s Mauktikadama
is a Varna Vrita with 4 Madhyaguru Caturmatras (or Jaganas) in each
Pida and must be traced to a similar Sanskrit metre noted by Hemacandra,
at Chandonusisana 2.172. On the other hand, as seen from the illustrations
of both our author and of Hemacandra, the Dvipadi Mauktikadama shows
preference for the Adiguru and Sarvalaghu Caturmatras, apparently avoid-
ing the Madhyaguru Caturmaétra or the Jagana.

8. The name Ullala given to the first two Dvipadis is very interesting.
Kavidarpana says that they belong to the Bandins or the bards; Hema-
candra on Chandonus$isana 7.3 mentions them as Ullalakas and ascribes
them to the Magadhas, i.e., the bards of Magadha in particular, or perhaps

- the bards in general, as the terms Magadha and Magadhika (metre) were
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by this time extended to all bards irrespective of their home. Virahadnka
and even Svayambhii are apparently not aware of these particular Ullalas
or their names, so that the extensive use of this metre as well as its popular
name, i.e., Ulldla, may be ascribed to about the 11th century. It, however,
does not appear to be suitable for a running narrative, but may have been
used as a sort of variety, either at the beginning or at the end of a
Kadavaka, composed in the Paddhatika or some similar metre. Our com-
mentator has well noted this point and observed at the end of his comments
on KD. 2.31 : ‘Of these, certain kinds of Catuspadi like the Paficananalalita
and a few Dvipadis like the Kurhkuma are seen employed at the commence-
ment of Sandhis” By a convention of the bards, a Dvipadi is employed
either at the commencement of a Sandhi or at the end of a Kadavaka and
is then called a Dhruva, Dhruvaka or Ghatta, as our commentator tells us
on KD. 2.30.6 and quotes from the Chandahkandali in support of it.
Svayambhiichandas 7.1 and Hemacandra on Chandonusasana 7.57 further
note that a Dvipadi gets this name Dhruva, only when it is thus employed
for ‘restrospective allusions, requests, plot-contents, or auspiciousness’. But
otherwise, it is called merely a Dvipadi. It is clear, however, that though
Svayambhu mentions this peculiarity of the Dvipadis, his treatment of
‘them in chapter 6 begins with Laya and Bhramarapada which have 28
Matras in each of their two Padas and altogether drops the Kumkuma
and the Karpira, the famous Ulldlas of the Bandins. On the other hand,
Hemacandra begins his Dvipadis in chapter 7 with these two, which are
the shortest among the Dvipadis that can serve as the Dhruvas and which
had evidently gained great popularity among the bards between the times
of Svayambhii and Hemacandra, receiving a special name for themselves
at their hands. In addition to such a use of these Ulldlas as Dhruvas in a
Sandhi or a Kadavaka of long narrative poems, Apabhrarhsa bards used
them for the composition of strophic couplets or triplets as illustrated by
the Kavidarpana 2.33 (Satpada and Phulla) and 2.36 (Tribhangi). Prakrta
Paingala defines only the second of the two Ullalas, namely the Karpira,
while explaining the composition of a Satpada at 1.118 ; but does not give
any independent status to it. The 25 varieties of the Karpira Ullala men- -
tioned by our commentator on KD. 2.3 are only secondarily hinted at by
the Prakrta Paingala, while giving the 71 Prastaras or kinds, in view of
the presence of the short and long letters in each, at 1.120-123. Chandahkosa
goes a step further and neglects even the name of the poor Ullila i.e,
Karpiira, though it virtually alludes to this Dvipadi while defining the
-composition of two strophic couplets, namely, Satpada and Rasdkula, in
yv.12 and 29. [t is again significant that both the Prakrta Paingala and the
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Chandahkosa do not show any knowledge of the shorter Ullala, ie., the
Kurhkuma. This may mean that out of the two Ullalas popularized by
the bards of Magadha only one was generally adopted by the Apabhrarsa
poets of the 13th and the 14th century, whether as a Dhruva or as a strophe
in couplets and triplets, but its favourite name or rather epithet, was
completely forgotten. I think the term Ulldla was meant, originally at
least, as an epithet of a Dvipadi in view of its ‘charming surges or sweeps’
culminating in the thin skirts, each consisting of three short letters, first
at the end of the 15th and then at the end of the 28th Matra in each of its
two Padas. The root lal signifies ‘movement’, ‘a charming movement’, as the
past passive participle lalita suggests. This is indirectly corroborated by the
way in which the term Ullale is employed by both the Prdakrta Paingala
1.146 and the Chandahkosa v. 31, in the definition of a strophic couplet
called Kundalika. If the text alone of this definition—which is almost
identical in the two works—is taken into consideration, Ulldle would ap-
pear to mean ‘a peculiar decoration consisting in the repetition of the last
few words in the last line of the first stanza at the commencement of the
second’. The strophic Kundalika is made up of a Doha which forms its
first half, and a Kavya (whose stanza consists of four Padas of 24 Matras
each), which forms its other half. It must have Ulldla i.e., the decoration .
in the form of the repetition alluded to above. The commentator of '
Chandahkosa takes the word Ulldlaka as another name of the Kavya a
stanza of which contains 96 Matras; this is virtually also the explanation of
one of the three ccmmentators of the Prdkrta Paingala, while the other
two explain the term. to mean ‘turning back and then proceed’, or in other
words, ‘an immediate repetition of a few letters which are already once
employed’. Chandahkosa uses the same term Ullalaka in the same sense
once more in the definition of a sister metre Kundalini, where the metre of
the first stanza is Gatha instead of Doha, while that of the second is the
same, i.e., the Kavya, as in the Kundalika. This Kundalini is unknown to
the Prakrta Paingala.

9. The next main division of metres according to the scheme of the
Kavidarpana is the Catuspadl. Among these, the Gatha stands first and
in vv. 4-8, a Gatha, which is the same as the Arya in Sanskrit, is defined
together with all its kinds such as Pathya, Vipula and Capald. The
commentator gives additional information about some more kinds of the
Gatha, such as the 26, which begin with Kamala and are based upon the
number of short and long letters in them; the four, which bear the names
of the four castes and have either all short or all long letters in one or
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both of their halves, except those that are compulsorily short or long ; and
lastly those four, in which only two Ganas follow each other in succession,
the second of which is always a Madhyaguru or a Jagana, the first being
any one of the remaining four Caturmatras. Hereafter in v. 9, there follow
in succession the derivatives of the Gatha, namely, Giti, Upagiti, Udgiti and
Skandhaka ; in v. 10 the derivatives of the Giti, namely, Ripucchandas,
Lalita, Bhadrikd and Vicitra; in vv. 11-13, the remaining derivatives of
the Gatha such as Gatha and others ending with Malagatha. The com-
mentator mentions nine more derivatives of the Gatha the first of which
is Jatiphala; the remaining 8 are but the extensions of the Jatiphala, se-
cured by adding one Caturmétra each time before the last long letter of
the first half of the Jatiphala. Their names begin with Dama and end
with Maladama. In all these 17 derivatives of the Gatha, the second half
is always the same as that of the Gatha. It is also noteworthy that all
but three (Jatiphala, Gathini and Damini) have masculine names. Both
our author and commentator seem to have followed very closely Hema-
candra’s Chandonusdsana in giving these varieties. Virahanksa, Vrttajati-
samuccaya, 4.9-14 and 2.2-3 mentions only Giti, Upagiti, Skandhaka and
Gitika, which last is the same as our author’s Bhadrika; whereas Nandi-
tadhya mentions Udgiti, Upagiti, Samkirna Skandhaka and Skandhaka at
Gathalaksana, vv. 62-75, though some of these are given under different
names. It is to be remembered that the Gatha together with its varieties
and derivatives is a Catuspadi according to the author of the Kavidarpana,
though he has not mentioned its ‘Pada’ even once, throughout his treatment
of the metre; he always refers to its Dala or half. This is very probably
due to the influence of Hemacandra, who in his turn was influenced by
Pingala and his commentator Halayudha. Those two, namely, Halayudha
and Hemacandra, clearly state that the mention of an Ardha in the defini-
tion of the Arya (i.e, the Gatha in Prakrit) indicates that the division into
Padas or quarters is not to be understood in the case of this metre. This
appears also to be the view of the Sanskrit prosodists in general including
the author of the Janasrayi, though Jayakirti states at Chandonuddasana,
5.3, that an Arya has four Padas. On the other hand, the common tend-
ency among the Prakrit prosodists is to consider the Gatha as a metre of
four Padas. Prakrta Paingala 1.54, Gathalaksana, v. 16 and Chandahkosa
v. 51, all mention the four Padas of the Gatha; yet Virahanka seems to
favour the view of the Sanskrit prosodists at VJS. 4.35-36, where the 4th
Caturmatra in each half of the Gatha is required to be a Samanta; i.e., a
Jagana, or a Vipra or a Sarvalaghu Caturmaétra as seen from the stanzas
themselves which serve as illustrations. Strangely enough, Virahanka,
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while defining a Gatha at VJS., 4.1-2, does not mention either a Pada or a
Dala. Any way, that the author of the Kavidarpana considered Giti, which
is only a derivative of the Gatha, to be a Catuspadi is quite certain; since,
at KD. 2.35 to 37 he defines a Dvibhangi which is an Asta-padi and two Tri-
bhangis which are Dvéada$a-padis, assuming in all the three cases that
the Giti which is the metre of the second or the third strophe, has four
‘Padas. So the commentator is right in. introducing v. 4 in chapter 2 with
the words catuspadim kulakena dha ‘He defines the Catuspadi by a Kulaka’;
the Kulaka here is a collection of five stanzas.

10. Having thus started with the Gatha, which is a sort' of a Visama
Catuspadi, the author now proceeds to define a few, i.e., 10 important Ardha-
sama Catuspadis in vv. 14-18, followed by 21 Sama Catuspadis, in vv. 19-26,
under this Catuspadi Prakarana. Among the Ardhasama Catuspadis,
Dohaka plays an important part, yielding five different derivative metres,
cne of which is, strictly speaking, a Sama Catuspadi (Samdohaka in v. 16),
mentioned here incidentally, owing to its connection with the Dohaka. Out
of the rest Paficananalalitad, Malayamaruta and Rasa (v. 14) are unknown
to Virahanka. The first two are unknown even to Svayambhi, who, how-
ever, knows the Rasa and mentions it under the name Ravanamastaka at
Svayambhiichandas, 6.14. The last among these Ardhasamas is Magadhika, .
which is only another name of the Vaitaliya, when it is composed in the
Maigadhi language according to Virahanka, VJS. 4.28; Kavidarpana does
not lay down the condition of the language, but somehow tries to distinguish
1t from the Vaitaliya which is defined under the mixed metres in ch.
5 (v. 1), by mentioning only the Matras in the former, excluding the
mention of the Aksara Gana which is prescribed for the latter. In short
Magadhika is considered as a pure Matra Vrtta and this is in keeping with
what Hemacandra, too, has done.® Next, the treatment of the Sama Catus-
padi starts with the 6 metres of the Matrasamaka group which are usually
defined among the Sanskrit Matrd Vrttas.” All these have four Catur-
matra Ganas in each of their four equal Padas. Five more metres of the
same length, i.e., having 16 Matrds in each Pada, are further defined in
vv. 21-22. As a matter of fact, we have only three such metres, namely,
Muktavalika, Vadana and Paddhatika, whose constitution mutually differs
¢nly in respect of the Matra Ganas which are employed in them.® Hema-
candra mentions this last metre, i.e., Paddhatika, both among the Sanskrit
and the Prakrit metres, but prescribes the restrictions as above only for

>6“:WSee his Cagﬁﬁaﬁﬁédsd'na, 362 (Jayaddman, p. 106).
7. See Jayaddman, Introduction, pp. 28-29.
8. See note on the passage.
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the Sanskrit, but not for the Prakrit one. The remaining two metres of
this group of five are Adila and Madila; these are exactly identical with
Vadana in their constitution, but Vadana has no rhyme, Adild has two dif-
ferent rhymes for the two halves, while Madila has only one common
rhyme for all the four Padas.” Ten more Sama Catuspadis are next given
in vv. 22-26; they are :—Khanda with 13 Matras, Madanavatara with 20,
Galitaka and Rasdvalaya with 21, Khafijaka and Réasaka with 23,
Candralekha, Vastuvadana and Utsdha with 24 and lastly Dvipadi with
28 Matras in each of their four Padas.’® Regarding the names Galitaka,
Khafijaka, Sirsaka and Rasa, the commentator quotes a conventional rule
according to which ‘All metres except Gatha, Dandaka and the like, are
generally called Galitakas; all Galitakas are generally called Khanhjakas
when they have the Anuprasa and rhymed Padas. All Khafijakas when
coupled with one, two or even three metrical stanzas, are called Sirsakas
and, finally, all Matra Vrttas (Jatis) may get the name Rasa’. Regarding
the last, the commentator quotes an old authority, already quoted by Hema-
candra, Chandonusdasana 5. 3, which means :(—‘All Jatis are employed here
in view of their constitution; Rasdbandha is indeed an elixir among the
assemblies of elderly persons’.’! The author wholly neglects the Antarasama
and the Samkirna Catuspadis, but the commentator mentions them on v. 31
below while explaining the name Chaddanika and quotes from the
Chandahkandali in support. An Antarasama has its 1st and 3rd, as also
2nd and 4th Padas equal and similar; while the Ardhasama has 1st and
ond as well as 3rd and 4th Padas equal and similar. It will be seen that
the Antarasama itself becomes the Ardhasama when its 2nd and 3rd Padas
exchange their places; also that the terms are used in a slightly unusual
sense. Antarasama is one, whose alternate Padas are equal, while Ardha-
sama is one whose Padas are equal in each Ardha. Ordinarily, the term
Ardhasamai is used for the so-called Antarasama, meaning thereby that it
has two equal and similar Ardhas, or halves, each of which is made up of
two unequal lines. . Each of these two main varieties of a Catuspadi,
namely, the Antarasama and the Ardhasama, is of 55 kinds, according as
one pair of their Padas (1st and 3rd in the Antarasama; 1st and 2nd in the

9. For the different significations of the words Adila and Madild, and the constitu-
tion of their metrical lines, see notes on the passages.

10. See Vrttajatisamuccaya, Introduction, para 5 for a discussion of the name
Dvipadi as applied to a Catuspadi metre; also see notes on the passage for the
constitution of the different metres.

11. Hemacandra, too, mentions this conventional rule about the names at Chando-
nuddsana, 4.40 com., 41 and, 76; for the name Rasaka see note on the passage

and on VJS., 4.37-38.
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Ardhasama) contains from 7 to 16 Matras and the other pair contains from
8 to 17 Matras in it respectively. The names of the 55 kinds in both are
the same and begin with Campakakusuma. On the other hand, we get an-
other set of 55 kinds when the first pair contains from 8 to 17 Matras and
the second contains from 7 to 16. Their names begin with Sumanorama
and are the same in the case of both the Antarasama and the Ardhasama
‘Catuspadis. The names and full illustrations of all the 110 varieties of
the Antarasama Catuspadis are given by Hemacandra at Chandonusasana 6.
19-20. The next Siitra (which, however, is not printed in bold type in the
editions through oversight) states how the Antarasamas themselves be-

come Ardhasamas, by an exchange of the 2nd and the 3rd Padas among
themselves.

11. It is rather striking that the Kaovidarpona dismisses the old Apa-
bhramsa metre Matra in a couple of stanzas giving only a single variety
of it containing 15, 11, 15, 11 and 15 Matras in its five Padas respectively.
It is true that the author calls it pracurabhedd ‘having many divisions’,
but evidently does not consider the divisions to be important. We might
well contrast this with his treatment of the other Apabhramsa metre
Dohaka in vv. 15-17. It is also equally strange that our author’s normal
Matra does not agree with that of Hemacandra, the latter having one
Matra more in each of the 5 Padas. The four varieties of this Metre which
are noted by Virahanka at VJS., 4.29-30 are still different. Virahanka
actually defines the middle or the odd Padas (1st, 3rd, and 5th) of the four
varieties and says that they contain 13, 14, 15 and 16 Matras respectively.
* Tt is his commentator who fills up the gap with the help of other treatises
on the subject and from Virahanka’s own defining stanzas, which also con-
tain the illustrations. According to him the even Padas (2nd and 4th)
of the four varieties respectively contain 11, 12, 13 and 14 Matras in them.
None of these four varieties agrees either with that of the Kavidarpana
or those of Hemacandra. But a look at them all only shows that the odd
Padas of this metre must be longer than the even ones (by 2 Matras ac-
cording to Virahanka, and from 3 to 5 Matras according to Hemacandra
and the author of the Kavidarpana).

12. A longer Dvipadi which shows a Yati first after the 8th, the 10th
or the 12th Matra and then another Yati regularly after the next 8 Matras—
thus dividing the Pada into three parts—in both the halves, has undoubted-
ly developed into a Satpadi in course of time. This is particularly so when
a word is completed at the places of the Yati and the process was further
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bastened when even a rhyme was introduced at the same place. The posi-
tion of a rhyme (i, the main rhyme) in the case of the Satpadis
points to the same conclusion. It is not the 3rd and the 4th Padas that
are rhymed, but the 3rd and the 6th, which means that the chief rhyme
contemplated the stanza as consisting of two halves rhyming with each
other. The other two rhymes, when they exist, namely, that of the Ist
with the 2nd and of the 4th with the 5th, were originally conceived as only
internal rhymes; but, it is these internal rhymes themselves that probably
led to and finalized the division of the originally single Pada into three
Padas. Kavidarpana gives six different kinds of the Satpadi, which he
calls by the name Ghatta, in vv. 29-31 and remarks that there are many
other divisions of the Satpadi. He also mentions the peculiar Anuprasa
or Yamaka of this metre as explained above and remarks that the Satpadi
gets an additional name Chaddanika when it is employed at the end of a
Kadavaka, briefly summing up its contents. The commentator adds, on
the authority of the Chandahkandali (vv 73-74 on p. 35), that a
Satpadi receives two more names, Dhruva and Dhruvaka, since it is recom-
mended as compulsory, both at the commencement of a Sandhi and at the
end of a Kadavaka. This seems to be an old convention mentioned by
Hemacandra, on Chandonuéasana 6.1-3. In addition to these six, the com-
mentator mentions the three main varieties, each of which is further of
eight kinds, of a Satpadi, following the Chandahkandali and Hemacandra’s
Chandonus$dsana. The first of these main varieties is Satpada-jati; its
3rd and 6th Padas may each contain from 10 to 17 Matras in them, thus
giving rise to its 8 varieties, while the other four Padas contain only 7
IMatras in each of them. The second main variety is Upa-jati and the third
is Avajati. As in; Satpada-jati, so in Upajati and Avajati, the 3rd and the
6th Padas may contain from 10 to 17 Matras in them, thus giving rise to 8
sub-varieties of each of the two. But the remaining Padas, i.e., 1st, 2nd,
4th and 5th, contain 8 Matras in Upa-jati and 9 Matras in Ava-jati. The
commentator further adds, following the Chandabkandalt and Hemacandra,
that like the Satpadi, even the Catuspadi and the Dvipadi are employed
both at the beginning of a Sandhi and at the end of a Kadavaka; they are -
then called Dhruva, Dhruvaka or Ghatta like the Satpadi. But the addi-
tional name Chaddanika is given only to the Catuspadi and the Satpadi,
but not to a Dvipadi, when they stand at the end of a Kadavaka, briefly
summarising the contents of the Kadavaka and finally leaving the earlier
topic. There is also one more Satpadi called Kirtidhavala, whose rhyme
is peculiar since its 1st Pada rhymes with the 3rd in each of the two equal
halves into which a stanza in this metre is divisible. No other rhyme is
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mentioned in the definition nor noticed in the illustration. Hemacandra,
Chandonusasana 5.35 does not mention even this rhyme, though perhaps
his illustration contains it. As the commentator explains, this Kirti-
dhavala is one of the three Dhavalas which have 8, 6 or 4 Padas each. The
Dhavala of 8 Padas will be defined by our author under Astapadi accord-
ing to his scheme. But the Dhavala of 4 Padas is neglected both by our
~author and his commentator; the latter only mentions one of these last,
i.e., Gunadhavala and says that this and other Dhavalas of 4 Padas should
be known from other bigger works. Hemacandra defines and illustrates
all the three Dhavalas together with their varieties, (2 of Astapadi, one
cf Satpadi and 3 of Catuspadi), at Chandonusdsana 5.32-38. An interest-
ing stanza is quoted by our commentator, probably reproduced from
Hemacandra, according to which (No. 81 on p. 37) the name Dhavala
owes its existence to the fact that in these metres the praise of some great
man is sung under the image of a bull (a Dhavala). The employment of
this image is, however, immaterial in actual practice. Hemacandra uses
it only in one out of the six illustrations which he gives for the six kinds
of the Dhavala. According to another stanza quoted by both Hemacandra
and our commentator, the name Dhavala is only a common term affixed
to the name of any metre like Utsdha, Hela, Vadana and Adila, when it is
used for praising a great man under the image of a bull. Thus we have an
Utsaha-Dhavala, a Hela-Dhavala etc. When, on the other hand, any of
these metres are employed for celebrating any auspicious event the term
Mangala is similarly affixed to their names and we get an Utsaha-
Mangala, a Hela-Mangala etc. Both these stanzas (vv. 82, 93 on
p. 37) are in Sanskrit and this may indicate the practice of
using even the Sanskrit language for the purposes mentioned
above. Our commentator also -quotes two more stanzas (vv. 84,
85 on p. 37-38) from the Chandahkandali, which are in Prakrit, containing
the same information, but with the addition of two more metrical forms.
They are Phullataka and Jhambataka; the former is not a separate metre,
but a separate term used of metres that are used in praising deities. Thus
any metre like Utsdha is to be called Phullataka (or perhaps Utsaha-Phulla-
taka like Utsdha-Dhavala) when used in praising deities. A Jhambataka,
however, is a separate Catuspadi metre, whose Pada contains 3 Caturmatras
and 1 Dvimatra in it. There is no restriction about the nature of these
Matra Ganas. Hemacandra, Chandonudasana 5.41-42 gives both these
metres or metrical forms without referring to any authority. Perhaps
he knew the Chandahkandali or a similar work in Prakrit. But he makes
a significant remark : vaksyamana-gandhodakadhara eva ganavasat jham-
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bataka-samjiiam labhate. ‘The Gandhodakadhara itself, which will be des-~
cribed later, gets the name Jhambataka when it is used as a song (i.e., to
be sung in some Tala and not merely to be recited like a Sloka)’. Sva-
vambhit mentions the convention about the Dhavalas and the Mangalas
at 4.36-41, besides defining an independent metre called Mangala, whose first
2 Padas contain a Sanmatra and 2 Caturmatras each, while the last 2 contain
five Caturmatras each This Mangala is entirely different from the one
given by Hemacandra at Chandonusasana 5.39. Svayambhi dees not refer
to either the Phullataka or the Jhambataka and Hemacandra must have
got them from some other work on Prakrit metres, as said above. It should
be noted that all the four terms, namely, Dhavala, Mangala,
Phullataka, as also Jhambataka, are used only in the case of songs
sung for different purposes and not for stanzas intended for mere recital.

13. In v. 33 the author defines two strophic couplets, namely, Satpada
and Phulla. The first is a Satpadi and the second a Saptapadi metre. The
Satpada is alternatively called Sardha-chandas or Kévira according to our
author and his commentator quotes a Prakrit stanza in support of this.
The same stanza is also quoted by Hemacandra at Chandonusasana 4.79;
but from it he understands only the first two as the names intended for
the couplet and totally ignores the third, i.e., Kavya. It is interesting to
note, again, how the Vastuvadana itself is called a Kavya at Prakrta
Paingala I. 108-109 and how the name Kavya is not given to a strophic
couplet by any one except the author of the Kavidarpana. It would ap-
pear that the question turns upon the interpretation of the word Kavya
in the quotation mentioned above. Our author took it as a proper name,
while Hemacandra and others took it only as a common name. That it
was known to the author of the Chandahkosa as a proper name of a coup-
let can, however, be inferred from CK. vv. 31 and 38 where a stanza in
the Vastuvadanaka (or the Rodaka as Chandahkosa calls it in CK. v. 13)
metre is described as only a half Kavya (kavvaha addha; kavvapaya-
juyala). The two stanzas, v. 31 and v. 38, define two couplets Kundalika
and Kundalini; the 2nd constituent of both is a stanza in the Vastuvadana
or the Rodaka metre, while the 1st is a Doha in the Kundalika and a
Gatha in the Kundalini. Each of these two couplets contains 8 Padas; and
when the last 4 Padas in both of these are called half a Kavya, the infer-
ence is that the strophic couplet as a whole was called Kavya. But as
said above Prakrta Paingala calls the Vastuvadana itself a Kavya at I
108-109, thus giving rise to a self-contradiction, since Prakrta Paingala
1. 146 closely agrees with CK. v. 3l. See also Prakrta Paingala
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I. 117, 120, and 148 where the name Kavya is very clearly intended to
signify a single stanza and not a couplet. It is, therefore, possible to
assume that for some time the name Kiavya was given to a couplet and
then in course of time it was transferred to one of its constituents. I have
suggested a similar process in the case of the name Dvipadi in my intro-
duction to the Vrttajatisamuccaya, p. V-VI. It is also worthy of note
‘that the name Kavya is not given to a single stanza by any one except the
Prakrta Paingala.

14. The second couplet defined in v. 33 is Phulla, which is a Saptapadi,
as it consists of a stanza in the Matra metre which has 5 Padas, and
another in the Ullala metre which has only 2. The specific name Phulla
js not mentioned anywhere else, except in the quotation from Manoratha
(v. 95) which the commentator gives here. Hemacandra casually refers
to the couplet, but does not mention the name, at the end of his comments
on 4.79. In v. 34 an Astapadi metre called Sridhavala is defined; it is
however, not a Dvibhangi or a couplet. The only otheér author who de-
fines it is Hemacandra at Chandonusasana 5.33. Rajasekhara also gives it
at Chandah$ekhara 5.22, but does not mention the name. Our author here
bodily reproduces Hemacandra’s illustration, clearly mentioning his name.
Hemacandra also gives another Astapadi Dhavala called YaSodhavala, ‘
whose Padas contain respectively 14, 12, 14, 12,11,10 or 12,11, 10or 12 Matras
in them. Perhaps Hemacandra has borrowed from Rajasekhara’s Chandah-
$ekhara 5.22-25, where, however, no names for any of the three kinds of the
Dhavalas are mentioned. Five more Dvibhangis, the first four of which
are Astapadis, are further defined in vv. 34-35; the first of these (given
in v. 34) has got a specific name, i.e.,, Tarala. It is made of a Dohaka and
a Sandohaka and the commentator understands the name Dohaka as an
Upalaksana of the Avadohaka, Upadohaka and Uddohaka mentioned in
vv. 15-17 above. This name Tarala, too, is borrowed by our author from
Manoratha, a quotation from whom is given here by the commentator.
The other three Dvibhangis of the Astapadi type have no specific names;
they are made up of (1) a Vastuvadana and a Dchaka; (2) a Dohaka and
a Vastuvadana; and (3) a Dvipadi and a Giti. As said above in para 9, Giti
is to be considered as a Catuspadi. The fifth or the last Dvibhangi is called
Vastu and is made up of a Matra and a Doha. It is thus a Navapadi and
is also known as Radda.'? Hereafter, in v. 36, are defined in succession, 2
Dagapadi which is a couplet formed by a Dohaka and a Ghatta, an Eka-
dagapadi, and a Dvada$apadi, both of which are Tribhangis or Triplets,

12. 'ég;ﬁﬁg;é Vﬁiﬁjdtisaﬁiﬁé&_@i 4.31; Hemacandra, Chandonuddsana, 5.23; Ratnase-
khara, Chandahkosa v. 34 and Prakrta Paingala, 1. 133-134,
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the first formed by a Vastu (which 1s itself a couplet consisting of a
Matra and a Dohaka) and an Ullala, and the second by 2 Khandas follow-
ed by a Giti. This last again has received a specific name Dvipadi-
khanda and the illustration for it has been borrowed by our author from
Sriharsa’s Ratndvali Natika, Act I. It is difficult to say how the word
Dvipadi has come to form part of the name of this Tribhangi, though the
word Khanda in it is easy to understand. Perhaps, at one time a couplet
formed by a Khanda and a Giti was called a Dvipadi, where the word
Pada signified a metrical unit or a stanza, and not a line.!® One more
Dvibhangi consisting of 2 Ghattas and a Tribhangi formed by a Dvipadi,
a Khanda and a Giti, both the Dvibhangi and the Tribhangi being Dva-
dasapadis, and lastly a Caturbhangi which is a Sodasapadi made of 4
stanzas in the same metre like the Paddhatika, are defined in v. 37 of the
second chapter. This Sodasapadi is technically called a Kadavaka and
many such Kadavakas form a Sandhi, which roughly corresponds to a
Sarga in the Sanskrit poems. Both the terms Sandhi and Kadavaka are
peculiar to Apabhramsa poetry; but in actual practice, a Kadavaka does
- not necessarily contain a group of 4 stanzas of 4 lines each as prescribed
by our author. It often contains several rhyming couplets of lines, not
necessarily divisible into stanzas of 4 lines each, composed in different
metres which are amenable to a Tala of 5, 6, 7 or 8 Matras, even when
these metres are ordinarily metres of 4 lines.1*

15. The third chapter of the Kavidarpana merely introduces the
Varna Vrttas by enumerating three broad divisions, i.e., Sama, Ardhasama
and Visama, as also the 26 subdivisions or Jatis of the first of these. A
iechnical term, namely, Vrtta is also prescribed here for the Varna
Vrttas. Some older writers following the lead of Pingala’s Chandassiitra
5.1 have tried to use the term Vrtta exclusively for the Varna Vrttas; they
do not, however, employ any similar exclusive term for the Matra
Vrttas and call them by the common name Chandas. It was probably
Dandin, Kavyddaréa 1.11, who first gave the specific name Jati to them
and this is then sought to be adopted by Halayudha on Pingala,

. Chandassttra 5.1. But this nomenclature is not scrupulously followed by
any one, including Pingala himself. For he evidently understands even
the Matra Vrttas like the Vaitaliya and Matrasamaka by the word vrtta
in the Sutra (pdadah) yathd-vrtta-samaptir va (4.11), since they are
divided into Padas, even if the Arya and its derivatives which have only

13. See the discussion on the name Dvipadi in para 5 of the Introduction to the

Vrttayatzsamuccaya
14, See Apabhramsa Metres II, p. 67.
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Ardhas and not Padas are excluded from it. Bharata does not define the
Matra Vrttas separately, nor does he classify metres under three
heads, namely, Sama, Ardhasama and Visama. But he certainly includ-
ed Vanavisika, which he defines as a Matra Vrtta at 16.146, under
Vrttas; this is clear from the word vrttajita occurring in the same stanza
and also from the word Vrtta which he uses with reference to it at 16.151.
Here at the latter place, he makes a distinction between the Vrttas and
the Aryas; but at 16.168 again, he seems to use the word Vrtta in the
general sense of a metre, whether based on Matra or Varna.
On the other hand, he calls the 26 classes of the Sama Varna Vrttas by
the name Jati at 32.34-39. This is also done by Hemacandra in his com-
mentary on Chandonusdsana 2.2  (idanim ekaksaradyah  sadvim-
Satyaksardvasandl chando-jatir ~ aha) and 3.3 (anustubhi asta-
Lsardydm jatau). Jayadeva closely follows Pingala and even he seems to
use the word Vrtta in a broad sense at JD. 4.29 and 8.3 ff,, so as to include
even the Matra Vrttas. His commentator Harsata actually uses the word
Matra-Vrtta while explaining the Vaitaliya at JD. 4.15 (p. 15, 1. 10), and
calls the metres of the Matrasamaka group by the name Vrtta while ex-
plaining JD. 4.24-29 (p. 17, 1. 6, 11). Harsata uses the word Matra-Vrita
again in his commentary on JD. 7.34 and 8.1. Virahanka, too, does not use
the word Jati to signify the Matra Vrttas and the word Vrtta to signify
Varna Vrttas exclusively, even though the title of his work, namely
Vrtta-jati-samuccaya, may mislead one to think so. For, the word Jati
occurring in the title of his work clearly means ‘a class, a division’ and
nothing more. He himself uses the words Matra-Vrtta and Varna-Vrtta
at VJS., 1.3 and 6.45, Matra-Vrtta alone at 4.65, 6.18, 35, 36, 37 and Vrtta
alone in the general sense of a metre at 4.108-109; 6.12, 26, 29, 32, etc.
Hemacandra attempts to follow Dandin and Halayudha and distinguishes
between Vrtta and Jati in his commentary on Chandonusdasana 1.11
(vrttam : prag matrachandobhyo yad abhidhdsyate tad vrtta-samjiam
ineyam; matri-chandamsi tu jatir iti prasiddhani). He also refers to the -
name Jati in the sense of Matra Vrttas only in his commentary on
Chandonuéasana 8.2; but he actﬁally uses the awkward compound word
Matra-Vrtta at Chandonusasana 8.15, which word is, strictly speaking,
against the distinction which he tries to make between Vrtta and Jati.
On the other hand, we have also seen above, how he uses the word Jati
to signify a class of the Varna Vrttas like Ukta, Atyukta and others.
Kedara, author of the Vrttaratnakara, does not refer to this distinction at
any place and includes the Matra Vrttas under the term Vrtia occurring

in the title of his work. At Vrttaratnakara 1.21, he accordingly promises
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1o give the definitions of all Vrttas, beginning with the Matra Vrttas in
the 2nd Adhyaya. All this would show that in spite of the distinction
suggested by Pingala and expressed by Dandin, the word Vrtta is used
indiscriminately to designate a Matra-chandas as well as a Varna-chandas,
from the days of Pingala himself, even though Pingala, Jayadeva, Hema-
candra and the author of the Kavidarpana try to restrict it to a Varna-
chandas only. Janasrayi, however, sticks to the distinction between Vrtta
and Jati, which it distinguishes at 5.1 as follows: Jati is that which though
the same can yet belong to many different Chandases. Chandas is one of
the 26 varieties beginning with ‘Uktad’ etc. and it differs with the differ-
ence of the number of letters in a Pada, so that one and the same Jati,
though possessed of the same number of Matras, may yet possess different
number of total letters and thus belong to different Chandases. On the
other hand, a Vrtta can belong to one Chandas alone, as it can have
always the same number of letters. Ratnamafijusa does not allude to this
distinction anywhere. Probably these efforts suggest an older tradition
according to which the non-Vedic metres were called Vrttas as distin-
guished from the Vedic metres which are always called Chanddmsi, which
is surely an older word often occurring in the Vedic literature. For a
" long time, it would appear that the Matra Vrttas were unknown to
Sanskrit prosody, the unit Matra being foreign to the Vedic and post-
Vedic Sanskrit prosody. This metrical unit appears to have been sug-
gested to early Sanskrit poet-metricians from the Prakrit Matra-Tala
Vrttas, which presuppose a Kala Matra first and then a corresponding
Varna Matra. A Varna Matra, no doubt, was known in the times of the
Prati$dkhyas, as representing the smallest syllabic quantity which can be
pronounced in the shortest unit of time, ie, a Kala Matra; but its use as
a metrical unit must be regarded as subsequent to the introduction of the
Arya into the fold of Sanskrit metres.!’> To return to the contents of the
3rd chapter : In v. 3 of the chapter, Sesa Vrttas are mentioned as distinct
from the Dandakas; but both these are those metres which contain more
than 26 letters in each of their four Padas. There is, however, an impor-
tant distinction between the Dandakas and the Sesa Vrttas. The latter
are just like the other Varna Vrttas, having a certain order of short and
long letters at definite places. But the Dandaka is much different and
discloses its origin in popular Dance Poetry. The lines of a Dandaka con-
tain the same Aksara Gana repeated several times in succession, after the
initial five or six short letters, or sometimes, even without them. Thus

15. See Apabhramsa Metres III, para 11.
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there can be no doubt that the Dandaka was originally a Tala Vrtta sung
to the accompaniment of a time-keeping instrument or of a regular
rhythmic dance as in the case of the Dandaka in the 5th Act of the Malati-
Madhava of Bhavabhuti. It was sung in the Tala of 8 or 10 Matras ac-
cording as the particular Aksara Gana contained 4 or 5 Matras in it.18
The Sesa Vrttas are merely hinted at by our author; but they are more
fully described by Jayakirti at JK. 2.262-275; by Hemacandra at Chando-
ausddsana 2.381-386 and Svayambhua at SB. 1.135-139. They appear to be-
long to the tradition of the Jain prosodists. Pingala, Jayadeva (who closely
follows Pingala) and Kedara do not mention them at all. Ratnamanjusa
mentions only the Aticchandas; but the Jandsrayi mentions none at all.

16. Kavidarpana defines in the fourth chapter 109 Varna Vrttas of
the Sama Catuspadi type including the Dandakas, 8 Ardhasama Catus-
padis and all the four different groups of the Visama Catuspadis, viz., the
Vaktra, the Padacaturirdhva, the Udgata and the Upasthita-pracupita.
Of these last four, the author discusses the Vaktra group in greater details
in vv. 118-127, while the remaining three are disposed of in a single
stanza each. The Sama Catuspadis are distributed over 26 classes called
Jatis which contain from 1 to 26 Aksaras in each Pada. The names of
these 26 Jatis are given in chapter 3; they begin with Ukta and end with
Utkrti. Among these, the class called Anustubh has 8 Aksaras in each
Pada of the metres belonging to it. Kavidarpana defines 6 metres of this
class and in Sutra 19 states that any other metre of this class should be
called Vitana. The position of this Sutra makes it absolutely clear that
‘any other metre’ of this same class, i.e. the Anustubh, is meant by the
author; yet the remarks of the commentator are rather obscure, particu-
larly so the words vaksyamanebhyo anya-sama-vrttam, which must be
taken to mean that Vitana signifies any Sama Vrtta belonging to any one
of the 26 classes mentioned above. Our commentator, however, is not the
original culprit, since he has almost copied out the words of Hemacandra’s
own commentary on his Chandonusdsana 2.67-68 (NSP. edition p. 5a, line
4 ff) which are: uktad vaksyamandc ca anyat sama-vrttam chando
vitanasamjiiam : ‘Any metre other than those that are already defined and
those that are yet to be defined is called Vitana’. Jayakirti in his
Chandonusdsana 2.67-68 considers Vitana as an alternative name for
Citrapada; perhaps he has followed an older tradition represented by
Virahanka, VJS., 5.11. But it is more likely that he has adopted this defi-
nition and name in view of Haldyudha’s criticism of Jayadeva’s definition

16. See notes on Sutras 105-109 for the different kinds of the Dandakas, below.
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and illustration of Vitana at JD. 5.5 and of Citrapada at JD. 6.3, in an
identical metrical form (anyad ato hi vitanam; citrapaddpi ca bhau gau).
Against this Haldyudha on Chandassitra 5.8 remarks :—Since the white-
dressed one (the Svetambara author Jayadeva) has said: Vitina is any
metre other than these, (and then again) Citrapada too contains two
Bhaganas and two long letters, this latter is without any purpose as it were
(since it is included in the former which has the same metrical formula)’.
Jayakirti’s defence of Jayadeva is probably due to the fact that both of
them were Jains.!” But if it is a defence, it is very lame and the real
explanation of Jayadeva’s definition of Vitdna seems to be that this word
was intended by him, like his predecessor and model Pingala, to be applic-
able to all Varna Vrttas whether Sama, Ardhasama or Visama,'”2 which
were not of the Saméanika or the Pramanika type. This meaning of the
word Vitana as it seems to have been understood by Pingala and J ayadeva,
was, however, forgotten and given up at the time of Kedara, J ayakirti and
Hemacandra, all of whom treat Vitana as a proper name, along with the
names Samanika and Pramanika. They mention all the three names among
the metres of the Anustubh class and understand by the term Vitana any
other Sama Vrtta of the Anustubh class which is different from Samanika
- and Pramanika and which they have not defined. In this they have fol-
lowed Halayudha, who in his commentary on Chandassiitra 5.8 has clearly

17. See Jayadaman, Introduction p. 33.

17a. The word anustubhi occurring in Jayadeva’s definition of the Samani is, how-
ever, puzzling. Jayadeva was probably prompted to use it here, in view of the
immediately following Vaktra group of the Visama Vrttas, to which the word
anustubh is really applicable. In Pingala’s Chandassitra, the word anustubh
occurs at the right place, though it is dragged backwards by Halayudha. On
the other hand, if the word is taken, as it is, in the definition of Samani and
also of Pramani and Vitana, as is done by Jayadeva’s commentator Harsata,
the term Vitana would yet apply to all the different Vaktras, which are
Visama (in respect of the order of the short and the long letters, if not in res-
" pect of their number) and defined in Siitras 6 to 15 of the fifth chapter, as
also to those others which are Sama and defined in Sutras 3 to 5 in the sixth
chapter, since all these are different from the Samani and the Pramaini in point of
their la-ga-krama. Thus the term Vitana cannot be taken as a proper name of on2
particular metre, but must be regarded only as a class name of several metres
and so is not open to Halayudha’s criticism. At the same time it should be
noted that Saméanikd and Pramanika are essentially Vrttas of the Sama type
and if they are restricted to one particular class like the Anustubh, they would
become mere proper names of particular metres and not class names, as they are
evidently intended to be, of more metres than one. Further, as proper names,
their right place would be in the sixth chapter along with the other metres
like the Citrapada, and there is no reason why this threefold division should
be given here. It wiould, therefore, be correct to understand all the three terms
as class names only and probably intended to be applicable to all the Varna
Vrttas by Pingala and Jayadeva.
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said so: abhyam samani-pramanibhyam -anyad astaksarapadam chando
vitanam nama : ‘Any other metre having 8 Aksaras in its Pada, which is
different from Samani and Pramani, is called Vitiana’. Halayudha has -
given 4 different illustrations of the Vitana, all of which have 8 Aksaras in
their Padas and the order of the short and long letters in which is dif-
ferent from the one cbtaining in Samanika and Pramanika. It should also be
noted how Halayudha has anticipated the word anustubh from Siutra 5.9
for interpreting Sutras 5.6-8, in order that this threefold classification into
Samana, Pramana and Vitdna of metres should be applicable only to the
metres of the Anustubh class. This manipulation and interpretation of
the word vitdna by Halayudha, however, makes the signification of that
word quite uncertain.’”® For Kedara has defined only 6 metres of the Anu-
stubh class including the Samanika and the Pramanika; so that according
to him all those 9 metres defined by Hemacandra and all the 5 defined
- by Jayakirti, but not mentioned by Kedara, will have to be called Vitana.
The same will be true in the case of Hemacandra and Jayakirti and thus
the signification of the term Vitana becomes unsettled and. uncertain.
Hemacandra gives 4 illustrations of the Vitana, of which he copies 3 from
Halayudha; but one of these must be included under Naraca which he has
defined earlier, owing to the identical order of short and long letters in °
both. The fact, therefore, seems to be that all the three authors have fol-
lowed the wrong lead of Halayudha and missed the original signification
of the word as intended by Pingala and understood by Jayadeva.

17. Other authors who treat the term Vitana as a common name, and
not as a proper one belonging toc a particular metre, are the authors of the
Jandsray: and the Ratnamanjusa, both of whom are writers from South
India. But the author of the Janasray? mentions the threefold classifica-
tion of metres into Samanika, Pramanika, and Vitana at the commence-
ment of his treatment of all the Varna Vrttas like Pingala and Jayadeva;
while the author of the Ratnamafijiis@é mentions it at the beginning of
the Sama Varna Vrttas, after finishing the treatment of the Ardhasama and
the Visama Varna Vrttas in earlier chapters. He clearly means thereby,
that the name Vitana and the threefold classification applies only to the
Sama Varna Vrttas and not to the others.  His commentator accordingly
gives illustrations for all the three from the metres of the Jagati class, and
remarks that the name Vitana is to be applied to any metre beginning
with Tanumadhya and ending with Bhujangavijrmbhita (i.e., to any

18. Compare ¢ TXEIAL Faxa’ TAd: HA [EYIREH AT Agegd Tel A
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Sama Varna Vrtta). He also seems to mean that even the Matra Vrttas
which are of the Sama Catuspadi type like Matrasamaka, Nrtyagati and
Natacarana, are to be called by the name Vitdna. On the other hand, the
commentator of the Janasrayi seems to have held the view that the three-
fold classification applied only to the Sama Varna Vrttas, since he em-
ploys the Sama Varna Vrttas having 8, 6, 12 and 10 Aksaras in a Pada
only, for illustrating the three classes. This view is also shared by Hema-
candra and the commentator of the Kavidarpana, so far as their words
are concerned, as said above in the last paragraph. But the fact that Hema-
candra mentions Samaniki and Pramanika as proper names of two metres
of the Anustubh class and then defines Vitana in relation to them, shows
that in actual practice he tocok Vitana as applicable only to the Sama
Vrttas of the Anustubh class, though his words unmistakably convey his
awareness of an older tradition by which the term was applied to any Sama
Varna Vrtta. This is further borne out ‘by the illustrations of Vitana
which Hemacandra gives and which are all from the Anustubh class. In
this connection I may also point out that according to Utpala, Vitana has
ten Aksaras in each of its four Padas; they are made up of 3 Saganas and
a long letter at the end.’® But according to Virahanka, VJS. 5.11, it is
“a metre of the Anustubh class having 8 letters in each Pada, made up of 2
‘Bhaganas and 2 long letters, (like the Citrapada of Jayadeva). To sum up
then, it is evident that according to Pingala, Jayadeva and the Janasrayi
the word Vitana signified any Varna Vrtta, whether Sama, Ardhasama or
Visama, if it differed from the Samanikd and the Praméanika in the order
of their short and long letters. It signified a similar Sama Varna Vrtta
only, in the opinion of the Ratnamadijisa and perhaps also of the commen-
tator of the Jandsrayi. This second view seems to be supported unconsci-
cusly by the words of Hemacandra and of the commentator of the Kavi-
darpana, which words reveal their knowledge of an older tradition
supporting the view. Lastly, later writers like Kedara, Jayakirti, Hema-
candra, and the author of the Kavidarpana held that the word Vitana
signified a similar metre, i.e., a metre which differed from Samanika and
Pramanika, of only the Anustubh class, to which also the threefold classifi-

cation of metres into Samanika, Pramanika and Vitana belongs. Virahanka '
may be regarded as the exponent of this last view which considers Vitana
as a proper name. There is yet another word like Vitdna, the history of
whose signification is interesting. It is Upajati; this word is generally
supposed to signify a metre which contains a mixture of the Padas of the
Indravajra and the Upendravajrd. But Hemacandra 2.156-157 and our

19.  Compare trisagair api viddhi vitanam : Utpala on Brhat Sarihitd, 103.46.
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author (under his influence) at KD. 4.40 allow it even in the case of the
following two metres, namely, Indravarn$da and Vamsastha. They also
record a view of the elders, according to which all the Sama Varna Vrttas
belonging to any of the 26 classes may have their Padas mixed up to produce
an Upajati. Haldyudha too mentions this view in his commentary on
Chandassutra 6.17. An Upajati resulting from the mixture of the Padas of
the Indravajra and the Upendravajra is alternatively called Indramala ac-
cording to Jayakirti 2.117, Ratnamanjusa 5.27 and Jandsrayz 4.36. Similarly
that Upajati which arises from a mixture of the Padas of the Varnh$astha
and Indravamsa is called Vams$amalad according to Jayakirti, Chandonu-

sdsana 2.145 and Ratnamanijusd 6.6.

18. The fifth chapter of the Kavidarpana treats of the Ubhayachandas,
i.e., mixed metres which are partly Varna Vrttas and partly Matra Vrttas.
They are 11 in number headed by the Vaitaliya. Sanskrit prosodists, in-
cluding Hemacandra, define these metres under the Sanskrit Matra Vrttas,
which have a few restrictions in respect of short and long letters.2® Out
of the three groups of the Matra Vrttas, adopted by the Sanskrit prosodists,
the author of the Kavidarpana has already defined two, namely, the Gatha
group and the Matrasamaka group in the second chapter under the Catus-
padi Matra Vrttas. He has laid down a few restrictions regarding the em- .
ployment of short and long letters at some places in the lines of these
metres, and even mentioned the avoidance of an Aksara Gana like the
Jagana; yet he obviously does not consider them as mixed metres or
.Ubhayachandas, probably because, there is no employment of any positive
Aksara Gana in any of them. On the other hand, Aksara Ganas like the
Ragana, Yagana and the Bhagana are prescribed for the lines
of metres in the Vaitaliya group. When, however, the Vaitaliya
is defined as a pure Matra Vrtta under the name Magadhika,
no Aksara Ganas are laid down at Kavidarpana, 2.18. This means that no
long letters are prescribed anywhere, since the fixation of long letters alone
is what distinguishes an Aksara Gana from a Matrd Gana. A Matra is
equivalent to a short letter and serves as a unit for measuring both the
syllabic quantity of a Gana and the time which it may take in pronuncia-
tion. In Tala Vrttas, the Matra measures the time which a particular Gana
ought to take in recitation, while in the pure Matra Vrttas, it measures the
total syllabic quantity, or, in other words, the total number of short letters
which a Gana ought to have, regardless of the combination of any two

of them into a long letter. It should also be noted, tltat in pure Matra.

20 See Ja’qadaman Introductxon, ». 24.
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Vrttas, the distribution of the entire syllabic quantity of a metrical line
into the Matra Ganas aims only at the avoidance of a long letter at the
iunction of these Ganas, thereby securing their separateness from each
other. But in the Tala Vrttas the Matra Ganas have another function to
perform. They must represent the groups of time-units or Kaila-Matra
which constitute and govern the Tala of a metrical line. These groups of
time-units too, have to be kept separate from each other by avoiding a long
letter at their junction, so as to prevent their interlocking.2’2 Any way, the
author of the Kavidarpana has for some such reasons as given above, -
separated the Vaitaliya group from the other two groups of Matra Vrttas,
viz., the Gatha group and the Matrasamaka group, describing these latter
under pure Matra Vrttas in the second chapter. In the Vaitaliya group,
there are three chief metres; they are 1. Vaitaliya; 2. Aupacchandasaka; 3
and Apatalikd. The odd lines of a Vaitaliya are divisible into two parts,
the first consisting of 6 Matras regardless of the position of a long letter
in them. The second part consists of a Ragana followed by a short and a
long letter in-succession. The even lines are identical in structure with
the odd ones, except that they have 2 additional Matras at their commence-
ment. A Vaitaliya is turned into an Aupacchandasaka if the Ragana in all
the lines is followed by a Yagana, instead of the short and the long letter
at the end. Similarly, it is turned into an Apatalika, when the Ragana is
replaced by a Bhagana and the short letter after it by a long one, so
that the concluding part of all the four lines consists of a Bhagana followed
by 2 long letters. There is, however, one more condition about the 8 Matras
at the commencement of the even Padas of all the three metres; it is that
among the letters that represent them, six short lettérs in succession must
never be employed. If the 4th and the 5th out of the 8 Matras in the even
Padas are combined into a long letter, these three metres get the addi-
tional name of Pracyika; and when the 2nd and the 3rd cut of the 6 Matras
in their odd Padas are similarly represented by a long letter, they get the
additional name Udicyikd. When the long letter as directed above is used
in both the odd and the even Padas of the three main metres, they get
the appendage Pravrttaka affixed to their names. Thus we have three
varieties of each of the Pracyika; the Udicyika and the Pravrttaka. In the
same context, the author defines 2 more Sama Vrttas, each of which is six-
fold. Thus we get 6 kinds of Aparantika, all the four Padas of which are
respectively equivalent to the even Padas of the three principal metres and
the three varieties of the Pracyika. Similarly, we have 6 kinds of Caru-
hasini, all the four Padas of Whlch are respectively equal to the odd Padas

20a See Apabhramsa Metres III para 4 (p. 1067).
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of the three chief metres and the three varieties of the Udicyikd. One
more variety called Daksinantika is defined by our author; it has the 2nd
and the 3rd Matra combined into a long letter in all the Padas. This will
be of 15 kinds as explained in the notes. Hemacandra defines three more
metres under the Vaitaliya group; they are the Magadhi, which is exactly
the same as our Magadhika defined at KD. 2.18; Pascimantika which is
~made up of the odd Padas of the Magadhi; and Upahasini which is made up
of the even Padas of the same metre. At the end of this chapter the author
gives a method of finding out the number of short and long letters, (when
any one of them is known), in the case of a Matra Vrtta, the total number
of whose Matras is known. This really belongs to the sphere of the 4th
Pratyaya or Laghukriya as mentioned in the next chapter, which deals
with them only in a perfunctory manner. Out of the six Pratyayas, which
are enumerated at the beginning of the chapter, the author defines onl vy
two, namely, the Prastara and the Samkhya and these two, he explains
only as connected with the Matra Vrttas. '



II
(For Nanditédhya’s Gathalaksana See Appendix I).

19. Nanditadhya’s Gathalaksana is one of the oldest treatises on
brakrit metres. As its name indicates, it was originally composed for
defining a Gatha and the metres derived from it. Naturally short and
long letters are defined at the beginning for that purpose and it is stated
in v. 4 how the letter ai, au, ah, §, s, and the nasals of the ka, ca and ta
. Vargas from the Sanskrit alphabet do not exist in Prakrit. But the state-
. ment about the nasal of the Tavarga, i.e., about the letter na, is striking.
For actually Nanditddhya uses this letter when it occurs at the beginning of
a word, and this is quite in keeping with what Hemacandra says in his
Sabdanusasana VIIL. 1.228. Nanditiddhya also mentions the characteristic
short pronunciation of the vowels e and o, of the nasalized i and hi, as
also of the letters which precede a conjunct consonant containing r or h,
in Prakrit; but for no obvious reasons he does so rather late in his treatise,
i.e., in v. 54 and illustrates the use of all of them in vv. 55-60, at the end of
his treatment of the Gatha and before commencing that of the derivatives
of it. He divides a Gatha into 16 Amsas, 13 of which are Caturmatras, 2
‘are Dvimatras and 1 is Ekamatra (v. 7), but does not enumerate or define
any Matra Ganas anywhere. Only incidentally, he mentions the five kinds
of a Caturmatra in vv. 12-13, which are to be employed at the different
Amsas of a Gatha. Yet the specific names which he uses at v. 8 (also v. 78a)
are nowhere explained or even suggested. I have not met with these terms
anywhere else in treatises on Prakrit or Sanskrit metres. The terms which
are employed in the definition of the Madanavatira in v. 76 are clearly
borrowed from Virahanka’s Vrttajatisamuccaya and it appears, v. 77 is
\ actually quoted from his work (VJS. 1.7), in support of them. But there is
sufficient evidence to believe that the portion of Nanditddhya’s work be-
ginning with v. 74 upto the end is not a part of the original treatise, which
was intended to define and illustrate the Gatha alone, including probably
also its derivative metres. For Nanditadhya is a staunch follower of the
Prakrit language and disparages the use of the Apabhramsa forms in cem- -
position, in v. 31. On the other hand, the metres which are defined after
v. 74 are mainly those that are peculiar to the Apabhramsa language,
namely, Paddhatikd, Madanavatara, and Dohd with the metres derived
from it. Both the definitions and the illustrations, when thev are given,
are composed in the Apabhrarh$a language, and this is certainly against the
spirit of the above mentioned statement in v. 31. The reference to a lady-
love as the addressee in vv. 76-77 (also in vv. 82, 84) is not in keeping with
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the impression which is left on the mind of the reader that Nanditddhya
was a Jain monk. But even the first 74 stanzas do not all appear to be from
Nanditadhya’s pen. V. 8 looks like a marginal note added by a reader:
it is not really needed, its purpose being served by vv. 12, 13. Vv. 15, 30
and 65 all contain illustrations of a Gatha; but only one of these, perhaps
the first, seems to be genuine, as it is in its proper place, i.e., afier the defini-
-{ion of that metre in vv. 12-13. V. 16 is a sort of introduction for the three
main varieties of the Gatha, viz., Pathya, Vipula and Capala. These three
together with the subdivisions of the last one are defined and illustrated
in vv. 17-25. All these may be genuine; but the illustrations of Giti, Udgiti,
Samkirna and Gatha given in vv. 26-30 appear to be quite out of context and
uncalled for. The first three are the derivatives of the Gatha and not mere
varieties of it; so that their proper place is 6nly after finishing the varieties
like the four which have the names of the four castes in vv. 32-38, or the
96 which are based on the smaller or larger number of short and long
letters in them in vv. 40-44. All these derivative metres again are defined
and illustrated in vv. 61-73, under different names. Besides vv. 26-30 give
only the illustrations and are not preceded by definitions as in other cases.
They, therefore, do not seem to have formed part of the original work of
Nanditadhya. Lastly, v. 52 refers to these names, ie., Giti, Udgiti and .
Upagiti and on that account, is not genuine. Thus out of a total of 92,
only about 65 stanzas seem to be genuine.

20. Nanditidhya was a Jain Pandit, probably a monk. He mentions
his name only in two stanzas, vv. 31 and 63. Both these stanzas offer some
help in arriving at the probable extent of Nanditadhya’s original work.
The first states, in clear words, his contempt for the Apabhramsa language,
which excludes the possibility of his having included in his treatise Apa-
bhramsa metres and particularly of his having defined and illustrated them
in the Apabhrarhéa language itself. The second records the six varieties of
the metres derived from the Gatha and this shows that his Gdathdlaksana
was to include the definitions of these too. In four other stanzas he refers
to himself in the first person; of these the first two, i.e., vv. 1 and 2, declare
his intention to define the Géatha in accordance with what he has learned
from his preceptors and to distinguish between short and long letters, as
they are employed in Prakrit poems composed by earlier teachers and poets.
In the other two stanzas, vv. 20 and 32, he promises to give illustrations
of the metres which he has defined in the earlier stanzas. This would
show that Nanditddhya intended to give illustrations and not merely the
definitions of the Gatha and its derivatives. The illustrations of Pathya,
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Vipula and the three kinds of Capald in vv. 21-25 contain the names of
the respective metres introduced by the device of Mudra, and appear to
have been composed by the author for the occasion. But those in vv. 34-37
do not contain the names of the illustrated metres and may have been bor-
rowed by Nanditadhya from other sources. V. 36 evidently belongs to some
religious epic poem of the Jains and other illustrations which suggest that
the author was a Jain are vv. 15, 21-26, 36, 37, 57, 62, 67, 68, 70, and 71.
Again vv. 57 and 59-61 appear to belong to some religious poem of the
Jains. Thus, in short, Nanditidhya’s Gathalaksana was originally intend-
- ed to contain a discussion of the following topics only : (1) Short and long
_letters, including those that'become so by position (vv. 2-5, 56-62); (2)
Gatha and its composition (vv. 6-16); (3-5) its varieties like the Pathya and
others (vv. 17-25); also the four which bear the names of the four castes
(vv. 32-39) ; and the 26 which depend upon the number of short and long
letters in them (vv. 40-44); (6) the method of finding out the number of
short and long letters in a particular variety of a Gatha (vv. 45-47); )
the method of finding out the total number of letters in a given Gatha and
its name among the 26 varieties (vv. 53-55); and (9) lastly, the six metres
derived from Gatha, with their illustrations (vv. 63-75). As regards the
-date of Nanditadhya, we have some indications; thus while illustrating
the short o in Prakrit, Nanditidhya quotes a stanza from Rajasekhara’s
Karpuramadijari (I149) in v. 56; and Hemacandra in his Chandonusdsana
(NSP. ed. p. 27, lines 15-17) seems to quote vv. 40-42 from Nanditadhya’s
Gathalaksana. These two indications, together with Nanditadhya’s dislike
for the Apabhrarhéa language, seem to fix his date somewhere about one

thousand A.D.
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(For Ratnasekhara’s Chandabkos’a See Appendix II.)

21. Chandahkoia of Ratnadekhara is a short treatise on a few Apa-
bhramséa metres, which were considered by its author to be more important
and usually employed at his times. In addition to these it also defines the
‘Gatha together with its varieties and the metres derived from it. In almost
21l the cases, including those of the Gatha, the defining stanza itself serves
as an illustration of the metre which is defined in it. It is remarkable that
the Chandahko$a is composed partly in the Prakrit and partly
in the Apabhram$éa language. Thus stanzas 1-4 and 51-74 are
written in Prakrit and in a comparatively concise style. No
authorities are mentioned in this part. = On the ‘other hand,
vv. 5-50 are written in the Apabhrams$a language and in a rather
verbose style. This second part contains references to two Apabhramsa
poet-prosodists, Arjuna and Gosala, or Alhu and Gulhu as they seem to
have been popularly called. The former is mentioned in 9 stanzas, namely,
10, 11, 15, 19, 27, 30, 34, 35 and 41; the latter in stanzas 6, 12, 14, 18, 26 and 29.
In two of the stanzas, vv. 12 and 29, in which Gulha is mentioned, we find
also a reference to the vain arrogance and ignorance of Sanskrit Pandits,
who treat Apabhrams$a poetry with contempt. There are two more allu-
sions; one in v. 45 to Pingala and the other to Nagaraja, i.e., Pingala him-
self, in v. 4. But neither of these references can be verified either from
the Chandassitra or ffom the Prdkrta Paingala. The first of these two
stanzas, ie., v. 45, defines a Matra Vrtta called Hakka; this is, however,
known to the Prikrta Paingala as Catuspadi (I. 97). The other stanza,
v. 4, defines a Varna Vrtta called Somakranta; this is called Vidyunmala
both in the Chandassitra 6.6-and the Prakrta Paingala I11.66. Arjuna and
Gosala are mentioned as kavi in vv. 12, 27, 30 and 35 ; further, the stanzas
in which thelr authority is quoted contain such expressions as Alha utta,
ajjuno Jampae ajjuni kahio, Gulhu jampai-payampai, gosalena paydsio
etc. From these it is obvious that these two were distinguished poet-pro-
sodlsts, who wrote in the Apabhrams$a language and had very likely com-
posed manuals of Apabhrarmsa prosody, from which Ratnasekhara has quot-
ed in his Chandahkosa. It is really difficult to say what portion from vv.
4-50 of the work was actually composed by Ratnasekhara and how much
he reproduced from Arjuna and Gosala; but the appearance of those
stanzas at least in which the names of these poets are mentioned, should
leave no doubt that they were actually reproduced from their works. As
regards some others like vv. 12, 16, 25, 31, 46 and 50, whose close resem-
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blance with corresponding stanzas in the Prakrta Paingala raises some im-
portant questions, I shall offer my remarks in the next pai‘agraph. But if
these latter too are considered as actual quotations, as I believe them to be,
Ratnasekhara’s authorship must be restricted only to about 25 stanzas,
if at all, out of the 46 (from 5-50). On the other hand, vv. 1-4 and 51-74
appear to be composed by Ratnasekhara himself.

22. Ratnasekhara, the author of the Chandahkosa, was a pupil of
Vajrasenasiiri and the successor of Hematilakasiiri of the Nagapuriya Tapa
Gaccha, as we know from the last stanza in the commentary on it, composed
by Candrakirtisari, successor of Rajaratna of the same, ie, the Nagapuriya
Tapa Gaccha. Candrakirti was a lineal descendant of RatnaSekhara him-
self and was separated from him by a little more than two centuries. Two
dated works composed by RatnaSekhara are known; they are Sripdalacarita
composed in Sarh. 1428 and Gunasthanakramaroha with Vrtti composed in
Sam. 1447. The former is in Prakrit while the latter, both text and com-
mentary, are in Sanskrit.2! According to Pattavali, quotated in Shri M. D.
Desai’s Jaina Gurjara Kavio II. p. 759, Ratnasekhara was born in Sarh. 1372;
thus his literary activities must be ascribed to the second half of the
:14th century of the Christian era. Prdkrta Paingala, which bears many
verses in common with the Chandahkos$a, is not an, old work even though
it bears the name of Pingala. It is again, doubtful, whether in its pre-
sent form it is the work of a single author, as rightly observed by the editor
in his introduction (pp. VII-VIII) to the Bibliotheca Indica edition of Cal-
cutta, 1902. Hamir, the Rajput king of Mewar, whose reign ended in A.D.
1366, is mentioned in about eight illustrations of different metres in this
work. This and other indications show that the work originated sometime
in the second half of the 14th century A.D. But RatnaSekhara did not
certainly know it even though it seems to have been contemporaneous with
him. His references to Pingala do not refer to it nor to the Sanskrit
Chandassitra. These references appear to be of a general nature, ie., to
Pingala, as the originator of the ChandasSastra and not to any particular
work. But even in the case of six other stanzas which bear very, close
resemblance to those in the Prakrta Paingala, it is almost certain that
Ratnasekhara did not borrow them from the latter and that both Ratna-
$ekhara and Prakrta Paingala borrowed them from some earlier source.
Further, a caréfgl examination of these passages shows that while Ratna-
sekhara reproduced them without any changes, Prdakrta Paingala made
some significant changes in them, by introducing the name of Pingala

21. See Velankar, Descriptive Catalogue, Nos. 1592, 1593, 1596 and 1783.
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therein with the obvious intention of ascribing the authorship of these
stanzas to Pingala. Thus the words gulha kavi erisa vuttau in CK. 12 are
substituted by sesa kai vatthu niruttau at Prakrta Paingala 1.107 in an
otherwise almost identical stanza. The same may be said about CK. 16, 25
and 31. These, however, do not contain any name, but appear with the name
of Pingala at Prakrta Paingala 11.208, 1.170 and I.146 respectively (as
Fanindra, Nagaraja and Sukavibandhu). There are two more stanzas in
the Chandahkosa, namely, 46 and 50, which bear a close verbal similarity
with Prikrta Paingala I1.69 and 1.44 respectively; but in this case, the
latter has not introduced Pingala’s name in either of them. At any rate
this comparison of the two slightly different forms in which the same
stanza appears in the two works in the above mentioned six instances must
lead us to the inference that these stanzas were hot originally composed
by either Ratnasekhara or the author of the Prakrta Paingala, but that
they were borrowed from an earlier work (perhaps only with the help
of their memory), by both. For, if Ratnasekhara had borrowed them from
the Prakrta Paingala, he would certainly not have dropped Pingala’s name’
from them, or substituted Gulha’s name for it, and this is perfectly clear
from the other stanzas in the Chandahkosa, which contain the names of
Arjuna and Gosala. RatnaSekhara had no ambition of being called an .
original authority on Prakrit prosody and so he did not introduce his
name anywhere in his definitions. The author of the Prakrta Paingala, on
the other hand, wanted to lend authority to his composition by aseribing
it to the famous originator of Prosody.

23. Ratnasekhara’s treatment of the Prakrit and Apabhramsa metres
is not very methodical. Among the Prakrit metres he defines only the
Gatha (in vv. 51-54), with its varieties like Pathya and its derivatives like
Giti and others (in vv. 55-66). He mentions the 26 varieties of Gatha,
together with their names, as also the 4 varieties which bear the names
of the four castes and also the other main varieties, namely, Pathya,
Vipula and Capald. In vv. 67-70, he defines in succession Vigatha??, Giti,
Upagiti and Skandhaka, while in vv. 71-73 he merely explains the method
of finding out the number of short or long letters in a given stanza of a
particular metre. In this connection Ratnasekhara mentions an interesting
equation according to which %ths of a Matra is equivalent to a Yoni. This
measure, namely, Yoni, is mentioned by him in v. 30 in a casual manner;

922. This is the same as the Udgiti of the Sanskrit writers like Pingala and his
followers; but the name Vigatha, which is possibly the clder one, is found even
at Nanditadhya, Gathdlakgana v. 62 and Prakrta Paingala 1.66.
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but otherwise, it does not figure anywhere else in the treatise. We are
here reminded of Nanditadhya’s equally obscure equation that a Matra
is equivalent to a Karsa in point of weight, given in v. 47. Ratnasekhara
employs the Apabhramsa language in the earlier portion of his work,
namely, vv. 5-50, meaning thereby that the metres defined in this portion
were mainly used in Apabhrams$a poetry. He defines 45 metres in all in
this part of the work, of which 14 are Varna Vrttas, 15 are Sama Catus-
padi Matra Vrttas, 7 are Ardhasama Catuspadi Matra Vrttas, 2 are Visama
Catuspadi Matra .Vrttas and 7 are strophic couplets, both the gonstituent
netres of which are Matra Vrttas. His treatment does not follow any
definite principle of classification and so all the five different classes of
metres are mixed with one another. Only at the commencement, he
defines 8 Varna Vrttas in which the 8 Aksara Ganas or Trikas appear
singly.. Thus in Somakranta a line contains 2 Ma-Ganas and 2 long letters;
in Dodhaka, it has 4 Bha-Ganas; in Mauktikadama, 4 Ja-Ganas; in Totaka,
4 Sa-Ganas; in Bahula, 3 Na-Ganas; in Bhujangaprayata, 4 Ya-Ganas; in
Kaminimohana (otherwise known as Madanavatara in Prakrit prosody), 4
Ra-Ganas; and in Madanakula, 4 Ta-Ganas in succession. It is, however,
to be noted that when these Varna Vrttas are adopted in Prakrit and
‘Apabhramsa poems, a long letter can be substituted by two short ones
and two short ones by a long one, if this did not disturb the Tala of the
song or stanza; because, all these are usually adopted not for their Varna
Sangita (i.e., music due to alternation of short and long sounds), but for
their Tala Sangita (i.e., the music of time-regulated accent or stress).
Here, for example, a long letter is replaced by two short ones in a Ya-
Gana (cau for co in v. 9), in a Ra-Gana (ai in aisohanam in v. 10), and
in a Sa-Gana (jama in kari jamaka in v. 16); on the other hand, a long
letter is substituted for two short ones in the 3rd and the 6th Sa-ganas of
the second line in the Hakkad metre in v. 45. We shall discuss this point
a little later, in details. The next four Varna Vrttas which our author
defines in vv. 14-16 and 44 are the two Naracas, the Somakinta and the
Paficacamara, the Drumila and the Mehani. The first Naraca contains 8
pairs of short and long letters following each other in succession, while
the second contains 10 such pairs. Drumila defined in v. 16, has 8 Sa-
’ Ganas coming one after another, while the Mehani, defined in v. 44, con-
tains 8 lbng letters in each line, except the third and the fourth, where the
7th letter is short. This is comparable with the Somakranta of v. 4.
The next Varna Vrtta is the Hakka defined in v. 45 ; it contains 7 Sa-Ganas
followed by a short letter at‘the end in each line and is comparable with
thé Totaka of v. 7; only as said above, in the second line the 3rd and the
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5th Sa-Ganas have their 2 short letters replaced, by a long one each. The
last Varna Vrtta defined in v. 46 is Naraca; it contains only 4 pairs of short
and long letters following one another in succession. This Naraca is to
be compared with the other two Naracas in wvv. 15-16. Short and long
letters coming in succession seems to be the peculiarity of this metre. It
is noteworthy that in all the Varna Vrttas which are defined here, only
-one kind of the Aksara Gana is employed throughout a line and this is
due to the fact that such metres alone can contribute to the Tala Sangita,
which is an important factor of popular poetry including that in the
Apabhrarh$a language.

24. We shall now take up the Matra Vrttas, first the Sama Catuspadi
among them, in the ascending order of the Matras which a Pada of these
contains. Thus we have (1) Vijayaka (v. 19) which has 8 Matras distri-
buted over 2 Caturmatras of any kind, in a Pada. (2) Ekavali (v. 47) has
10 Matras in a Pada divided into two Paficamatras of any kind. This
metre was definitely sung in the Tala of 10 Matras. (3) Laghu Catuspadi
(v. 40) has 15 Matras in a Pada, the last 5 Matras consisting of a Pafica- .
matra. (4) Adila (v. 41ab) and (5) Madila (v. 41 cd) contain 16 Matras
each in a Pada; they are generally divided into 4 Caturmatras of any kind,
but in Adila all the four' Padas have a common rhyme, while in the
Madila the two halves have two separate rhymes. (6) Bhinna Madilla
(v. 42) has similarly 16 Matras in a Pada, but among the 4 Caturmatras
which constitute the Pada, a Ja-Gana or the Madhyaguru Caturmatra is to
be avoided. Like -Adila, this Bhinna Madilla too has one common rhyme
for all the Padas. (7) Malati (v. 49) also contains 16 Matras; but these are
to be mostly made up of Trimatras and Paficamatras,” thus showing a
short letter at intervals, compulsorily. There is one more metre which
contains 16 Matras in a Pada; it is (8) Paddhatika (v. 36): This is the most
popular metre of Apabhrarméa narrative poetry. Its Pada contaips 4
Caturmaitras of any kind, the last being a Madhyaguru. (9) Abhanaka’ (v.
17; cf. also v. 29 first half) contains 21 Matras in a Pada; generally, any
Caturmatra may be used, but a Paficamatra must be avoided and the last
three Matras are to be represented by three short letters according to a
convention mentioned by the commentator. (10) Rodaka, also called
Vastuka (v. 13; also cf. v. 12 first half, and vv. 31, 38 second half) contains
94 Matras in a Pada; they are made up of 1 Sanmatra, 4 Caturmatras and
1 Dvimatra at the end. The commentator also mentions Réasakula as yet
snother name of the metre; but this seems to be a mere guess from the
word at the end of the 4th line of the text. From the text itself it would

s
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appear that the metre was called Vastuka when composed in the Prakrit
language, but when composed in the Apabhrarhsa’ or the Desi Bhasa it was
called Rodaka. Rasakula is really the name of a strophic couplet mention-
ed below in v. 29. Kavidarpana 2.25 and Hemacandra, Chandonusasana
5.25 know this metre by the name Vastuvadana or Vastuka, while Prakrta
Paifigala 1.109 calls it Kavya. (11) Gita (v. 18) also called Harigita at
Prakrta Paingala 1.191, contains 28 Matras in a Pada. This metre is sung
in a Tala of 7 Matras, the first stroke of the Tala being on the 3rd Matra
in each Pada, which is thus divided into 4 Tala Ganas of 7 Matras of each.
These Téala Ganas are to be kept separate like the Matra Ganas and so the
2nd and the 3rd, the 9th and the 10th, the 16th and the 17th, and lastly
the 23rd and the 24th Matras must not be combined into a long letter.
(12) Dvipadi (v. 35) which seems to be an old Prakrit metre, probably
not adapted to the T&@la Sangita, also contains 28 Matras in a Pada, distri-
buted over 1 Sanmatra, 5 Caturmatras and 1 Dvimatra at the end.2? (13)
Catuspadi (v. 37) contains 7 Caturmatras followed by a single Dvimatra
at the end in each Pada; it has thus 30 Matras in all in a Pada. There ap-
pears to be no restriction about the nature of the Caturmatras that are to
be employed in it. (14) Dandaka (v. 30) contains 32 Matras in each Pada
-and is evidently a song metre to be sung in the Tala of 8 Matras. A Pada
contains 8 Caturmatras out of which the even ones must always be Ja-
Ganas or the Madhyaguru Caturmatras, while the odd ones may be any
one of the remaining four Caturmatras. Like the other Dandakas this too
may have been originally a dance metre. (15) Lastly, Padmavati (v. 50)
contains also 32 Matras in a Pdda, which are divided into eight Catur-
matras, but none of them must be a Ja-Gana or the Madhyaguru, techni-
cally called Payodhara which sp01ls the rhythm of the metre, as we are
told by our author

25. Ratnasekhara defines 7 Matra Vrttas of the Ardhasama Catus-
padi 'type and only 2 of the Visama type. Among the former, Doha is
_ the most prominent one; its odd and even lines respectively contain 13
and 11 Matras (vv. 21-24; vv. 31, 32, 34 first half). Saurastra or Sorattha
as it is called in Prakrit, is an inverted Doh4; it has 11 and 13 Matras res-
pectively in ifs odd and even lines (v. 25). If five Matras are added at the
end of the even Padas of a Doh4, it is called Calika (v. 26) and if ten
Matras are similarly added to the same Padas of the Doha, it is called
Upacilika (v. 27). If the odd Padas of a Doha contain 15 instead of the
usual 13 Matras, the even Padas being of the same i.e., their usual length,

23. See above Note No. 10.



§§ 24-25 ] | Tgtas: HigQon: xxxix

it is called Udgrahaka or Udgdhaka (v. 28). This is the same as Sarh-
dohaka of KD. 2.16. The next Ardhasama Catuspadi is Ghattd, whose odd
and even Padas respectively contain 18 and 13 Matras. As a matter of .
fact, this is clearly a Satpadi Ghattd whose equal halves have three lines
each, containing respectively, 10, 8 and 13 Matras in them. This can be
judged from the Yati and Yamaka at the 10th Matra in the odd lines of
the defining and illustrating stanza in the Chandahkosa, v. 43. For the
same metre, cf. KD. 2.29. Ratnasekhara has defined one more Ardhasama
Catuspadi, namely, Besara or Sphuta-Besara in v. 20. Its 1st and 2nd Padas
contain 16 Matras each, while 3rd and 4th Padas have 15 Matras each.
The two Visama Catuspadis which he defines are but a result of a com-
bination of the lines of a Doha and a Gatha; thus a Veralaka (v. 33) has
the first three lines of a Doha followed by the last line of a Gatha, ‘which,
by the way, is considered as a Catuspadi as at KD. 2.35-36. The second
Visama Vrtta is the Cadamani; its first half is that of a Doha and this is
followed by the second half of the Gatha (v.’48). In addition to these
simple Varna and Matra Vrttas, Ratna$ekhara defines seven strophic
metres all of which are Dvibhangis or couplets. Of these Satpada (v. 12),
also known as Kavya or Sardhacchandas to Hemacandra, Chandonusasana
479 com., Kavidarpana 2.33 and Prakrta Paingala 1.120, is made up of a
ctanza in the Vastu or Vastuvadana or Rodaka or Kavya?! metre coupled ;
with an Ullala Dvipadi which has 28 Matras in each of its two Padas. The
Ullala is again employed-as the second constituent of another strophic,
metre called Rasdkula (v. 29), the first being a stanza in the Abhanaka
metre defined in v. 17. The third Dvibhangi is also a well known one and
appears to have been in Vogue from very old days. It is a combination of
a stanza in the well known Apabhrarsa metre Matra, called Radhaka by
our author and another in the other famous Apabhramsa metre Doha. It
is called Vastu by Ratnasekhara, (v. 34) and also by Kavidarpana, 2.35;
but it is known as Radda to Virahanka, VJS. 4.31 and also to the Prakrta
Paingala 1. 133 ff. Hemacandra knows both the names. It is possible that
our author’s Radhaka is another form of the name Radda, here given to
the first constituent of the couplet which is known by that name.?> There
are four more Dvibhangis defined by Ratnasekhara. They are: (1) Kun-
dalika (v. 31), (2) Kundalini (v. 38); Candrayana (v. 32); and Candrayani -
(v. 39). These can be arranged in two pairs ; in the first formed by Kunda-
lika and Kundalini, the second constituent metre is the Kavya which is the
same as the Rodaka of v.13, i.e., has 24 Matrads in each Pada; but in the se-

24. See above para 24, No. (10).
25. Like the name Dvipadi and Kavya; see para 13 above.
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cond pair formed by Candriyana and Candrayani, the second constituent is a
stanza in the Kaminimohana metre defined in v. 10 and otherwise known
as Madanavatara. As regards the first constituent metre in the two pairs,
it is Doha in the Kundalika and Candrayana; but it is Gatha in the Kunda-
lini and Candrayani, or in other words, the Doha gives a masculine and
the Gatha, a feminine name to the couplet as a whole, in each case.

26. Ratnadekhara thus defines in his Chandahko$a some unusual
metres which are not known from other treatises. Evidently, he makes a
selection from the then popular metres prevailing among the poets who
wrote in the Apabhrams$a language, or rather, languages. From this selec-
lion we may be permitted to make a few deductions and draw some ten-
tative conclusions. Gatha, the most ancient Prakrit metre was still hold-
ing the field, whether for individual stanzas or for the formation of coup-
lets, which latter have certainly been popular from very early days as
seen from Virahanka’s Vrttajatisamuccaya. Along with the Gatha, how-
ever, two more metres, Ullala and Dohd, have come to the forefront.
Ulldla seems to be an indigenous product of the land of the Magadhas,
while Dohd was universally adopted by the Apabhramsa poets. Viraharka
‘does not mention the former; but even in the case of the latter, i.e., Doha,
it would seem that at his time that metre was just making a headway,
though it had already established itself as a constituent of at least ore
strophic couplet, i.e., the Radda, also called Vastu. The Doha, however,
came to have its varieties only later, but certainly before Svayambhi’s
times. That these two metres, the Gatha and the Dohd, were equally
popular at the time of RatnaSekhara can also be seen from the two other
metres, Veralaka and Cidamani, which are a result of the combination of
the Padas of the Gatha and the Dohd. We have also seen how both were
used as strophic metres for the composition of couplets, Gatha giving the
feminine and Doha the masculine name to the couplet. From the Varna
Vrttas, Ratnasekhara has selected only 14, but almost all of them having
a uniform rhythm produced by the repetition of the same Gana throughout
a Pada. This is very significant and gives a sure indication of the new -
type of rhythm, or music as I have called it elsewhere, in Apabhramsa
poetry, namely, the one which is based upon the regularly recurring pause
indicated by a stress guided by the time-unit called Matra i.e., a Kala-
Matra as distinct from the Varna-Matra. The two units are indeed related;
Kala-Matra is the smallest part of time taken by the pronunciation of a
letter and Varna-Matra is that much quantity of a letter or even that whole
letter, which can be pronounced in this Kala-Matra. It is thus that a short
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letter is said to represent or rather consist of, one Matra, i.e. Varpa-
Maitra and a long letter, two Varna-Matras. : :

97. This new type of rhythm or music is quite different from the
rhythm or music which is at the basis of the Classical Sanskrit Varna
Vrttas or the Vedic Aksara Vrttas. The music of the Vedic metres is pro-
duced by the modulation of voice, i.e., by raising or lowering of the voice
in three or more pitches, while the music of the Classical Sanskrit Varna
Vrttas is dependent upon the alternation or variation of short and long
sounds. Very different from these two is the Tala Sangita or rhythm,
where the main source of the music or rhythm is the regularly recurring
stressed pause, which is guided by a time unit, namely the Kala-Matra.
This time unit is generally indicated by a time-keeping instrument or by a
regularly trained clapping of hands or moving of some part of the body
as in a dance. This type of Sangita or rhythm as also the metres which
are based on it are purely popular in origih. They are totally foreign to
Vedic or Classical Sanskrit metres. In the case of metres which obey the
Tala-Sangita, a line of a stanza is divisible into Tala-Ganas, just as a line
of the Sanskrit Varna Vrttas is divisible into Aksara-Ganas or a line of the
Sanskrit Matra Vrttas is divisible into Matra-Ganas. Further, these Tala-
Ganas have to be kept separate from each other by avoiding a long letter
at their junction, like the Matrd Ganas in the case of the Sanskrit Matra
Vrttas. The question of keeping the Aksara-Ganas separate does not arise.
because there is no possibility of their being mixed up; while it does arise
in the case of the pure Matra Vrttas, since the Matra-Ganas can be mixed
up by combining the last Matra of the earlier Gana with the first Matra
of a later Gana into a long letter. Thus, for example, the whole rhythm
of a Gatha will be disturbed if a long letter is used for the 4th and the 5th,
or the 8th and the 9th Matras, together. But if such a mixture of the Matra
Ganas is avoided, any letters, whether short or long, may be used anywhere
in the line of a Gatha, barring of course, the exceptions which are mentioned -
in the definition itself. Similarly, the Tala-Ganas must be kept separate
by avoiding a long letter at the junction of these. The MétréfGapas. are
usually mentioned as five in number and respectively contain 2, 3,45
and 6 Matras in thém, as said at Kavidarpana 1.2. The Tala-Ganas, how-
ever, are not mentioned anywhere in works on Apabhrarséa prosody and
are to be known from the actual singing of these metres and from manuals
of Music. Broadly speaking, they are four in number and respectively con-
tain 5, 6, 7 and 8 Kala-Matras in them, or perhaps, 6, 7, 8 and 10 Kala-
Matras in them. These Kala-Matras in the Tala Vrttas may be filled-up by
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properly and. correctly pronounced short and long letters, whose time-
~ value is fixed by tradition and convention, or by improperly pronounced
short and long letters, to which time-value is attached by the poet or
singer at his sweet will and against the conventional mode of pronuncia-
tion, or sometimes, even by a silent rest or pause in which no letters are pro-
nounced at all. Each of these Tala-Ganas forms a musical unit as it were
and the Matra on which the stroke of the Tala falls must not in any case be
combined into a long letter with its predecessor, since the stroke of the
Tala cannot be made to accompany the 2nd of the two Kala-Matras repre-
sented by the corresponding Varna-Matra of a long letter. If, on the other
band, the stroke indicating the pause of the Tala were to accompany the
first Matra of the long letter, the Tala will be disturbed, since the stroke
of the Tala will be a little too early; while, if it were to accompany the
‘ne'x»f letter after the long one in question, the stroke of the Tala will be
a little too late. Beyond this rule of avoiding a long letter at the junction
of two Tala-Ganas, the Apabhramsa poets do not necessarily observe all
the conventional rules about the pronunciation of letters according to
Sanskrit prosody. They often take liberty in pronouncing letters, ie,
. they pronounce short letters long and long letters short, not caring for the
usual and conventional spelling of a word in the language. They some-
times even squeeze several letters within a Tala-Gana, which if properly
'prondunced would not be contajned in it. The Apabhramsa prosodists in-
deed do lay down certain rules of pronunciation of letters for general
guidance; thus, they lay down that the usual distinction between short and
long letters should be observed ; but some letters considered as long as
‘a rule have to be considered as short in Apabhramsa poetry. These are
for example, e and o, nasalised letters and conjunct consonants which have
h or r in them ; but even these may be treated as long letters if required
by the metrical rhythm. This means, that the poet may treat these letters
as short or long according to his will and convenience. As said above,
" the poet’s main concern is the preservation of his Tala in the lines of the
sbng; conventional pronunciation of letters and words may be set aside
‘when necessary and sometimes the Kala-Matras required for a particular
Tala-Gana may even be filled up by means of silent pauses where no
letters are uttered or by stretching out the pronunciation of a letter
so as to cover the necessary number of the Kala-Matras.

28. Among the metres defined by Ratnasekhara many are amenable
“to the Tala of 8 Matras, which is of very common occurrence in Apa-
‘bhramsa poetry. Thus Somakranta (v.4), Dodhaka (v.5), Mauktikadama
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(v. 6), and Totaka (v. 7), all of which are based on the Aksara Ganas hav-
ing four Matras in each of them, are to be sung in this Tala of 8 Matras.
Other metres which are amenable to the same Tala are Satpada (v. 12),
Drumila (v. 16), Vijayaka (v. 19), Dandaka (v. 30), Paddhatika (v. 36),
Adila and Madila (v. 41), Bhinna Madilla (v. 42), Ghatta (v. 43), Hakka
(v. 45), Pramani (v. 46) and Padmavati (v. 50). Those that are amenable
‘to the Tala of 5 or 10 Matras are Bhujangaprayata, Kaminimohana and
Madanakula (vv 9-11) which have in them Aksara Ganas of 5 Matras
each. Even the Ekavali (v. 47) is to be sung in this same Tala. The two
Naracas in vv. 14 and 15 are to be sung in the Téala of 6 Matras and the
same is true of the third Naraca in v..46. The only metre in this collection
which is to be sung in the Tala of 7 Matras is Gita (v. 18).
It is very significant that Ratnasekhara hardly mentions any of the pure
Matra Vrttas which owed their origin to the unconscious efforts of the
educated versifiers?® and which are described by Hemacandra at Chandonu-

sasana chapter 4 to 7., - ,

-26. See my remarks on the subject at JBBRAS., vol. 19 (1943), p. 29 arid Metres
and Music, para 10, at Poona Orientalist, VIII.
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(Seev Appendix III for Jinaprabha’s definitions and the Stava).

29. 1In paragraphs 1 and 2 of this introduction, I have discussed the
source of the definitions ‘given by Jinaprabha in his commentary on
Nandisena’s Ajita-Santi Stava. Here in the following paragraphs, I pro-
pose to discuss the metres which are actually employed in the Stava. In
determining the nature of the metrical structure of a line as known to
Jinaprabha, I have sometimes taken the assistance of the Rsabha-Vira
Stava, which is composed in very close imitation of Nandisena’s hymn by
Santicandra and which is published by W. Schubring along with it at
ZII. Vol. II. In the Ajita-Santi Stava Nandisena has employed 25 different
metres of which, however, there is only one which is a strophical couplet.®
‘He does not employ any of the metres which are peculiar to Apabhramsa
poetry and this is quite natural if we take into account the times in which
Nandisena must have written. Nor are there any among them which may
be described as Tala Vrttas, i.e., Vrttas in which the chief sources of delight is
the music which is produced by the rest-regulating stress. I have discussed
this topic in a separate article in the R. K. Mookerji Volume, pp. 1065-81. The
only strophical metre Bhasuraka (v. 30) is made of 2 stanzas, the first
being an Ardhasama Catuspadi Matra Vrtta (with 9 and 12 Matras in the
odd and even Padas respectively) and the other, a Sama Catuspadi Matra
Vrtta, whose Pada contains 16 Matras divided into 4 Caturmatras, the last
of which consists of two long letters. Owing to the purely mechanical
scanning of the stanza by Jinaprabha, whose definition, therefore, merely
records the Matra Ganas one after another, the real nature of the metre
has been very much obscured. This has been partly recognized by
Schubring on p. 188, who perhaps rightly considers the metre of the second
stanza to be the Varna Vrtta called Dodhaka, whose Pada contains 3
Bhaganas followed by two long letters, if we grant,that the initial long
letter of the first 2 Bhaganas in the 4th Pada is replaced by two short ones.?*
1 have, however, construed this as a Matra Vrtta called Rasa as defined at
Vrttajatisamuccaya, 4.85; each of its 4 Padas contains 3 Caturmatras and .
2 long letters. Thé composition of the metre of the first stanza is sufficiently
clear; it contains in its odd Padas 1 Caturmatra followed by 1 Paficamatra,

27, Eight of them are Varpa Vrttas, six are Sama Catuspadi Matra Vrttas, four
are Ardhasama Catugpadi Matra Vrttas, six are Visama Matra Vrttas and one
is a strophic metre, a couplet.

-28.. ‘This is.quite a common feature of Prakrta poetry, when a Sanskrit Varpa
© Vrtta is enmiployed in it more for its value as a song metre than for anything

olse.
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while its evén Padas contain 3 Caturmatras each. It also shows the pecuﬁar
rhyme of the 1st with the 4th and the 2nd with the 3rd Pada. Further,
according to Jinaprabha’s scansion we must read ganehi for ganehim in
line 2; but the corresponding Matra Gana in $Santicandra’s Rsabha-Vira
Stava is a Paficamatra, indicating that Santicandra at least reads ganehim
(i.e., with the last letter being considered as long). Similarly, the reading
peraniyassd, which Jinaprabha adopts in line 4 as seen from his scansion,
is not supported by S$anticandra, who seems to have followed the variant
given by Jinaprabha and followed by me, so that we have 4,4, SS in the
4th line instead of Jinaprabha’s 5,4, S. These considerations finally show
that the metre of the 1st stanza has 9 and 12 Matras respectively instead of
10 and 12 of Schubring, in its odd and even Padas.?® In the 2nd stanza we
have a common rhyme for all the Padas except the 1st one. Santicandra
has obviously corrected Nandisena and has employed one common rhyme
for all the Padas. Santicandra’s treatment of this metre shows that he
did not consider it to be a Varna Vrtta, but took it only as a Matra Vrtta.

30. Among the remaining 24 the following eight are Varna Vrttas of
the Sama Catuspadi type : —1. Sloka (v. 3); 2. Alinganaka (v. 5); 3. Sopa-
naka (v. 8); 4. Khidyitaka (v. 17), later known as Vams$apatrapatita;
5. Vidyudvilasita (v. 21); 6. Ksiptaka (vv. 24, 25), which is the same as
the later Rathoddhata; 7. Dipaka Adila (v. 26), which is the same as the
later Svagata; and 8. Nanditaka (v. 29). The 1st, i.e., Sloka, is well known
and the definition which Jinaprabha quotes is almost the same as the
one found at Nanditadhya’s Gathalaksana, v. 91. The 2nd, i.e., Alinganaka,
has 6 Saganas (IIS) in each Pada. The Tarunivadanendu of KD. 4.87 is
almost identical with this, but it contains a long letter at the end of each
Pada in addjtion to the 6 Saganas. But the metre is more akin to the
Totaka (VJS. 5.27) and the Bhramarévali (VJS. 4.61), which respectively
contain 4 and 5 Saganas only, in each of their Padas. As regards the 3rd,
the Sopanaka, it is interesting to note how Virahanka at VJS., 4.77-78, -
defines a strophic couplet called Sopanaka; its 2nd constituent is a Gatha,
while the 1st is an unnamed metre which is exactly the same as our
Sopanaka. Here, too, it seems clear that the name was transferred from

29. Schubring thinks that the odd Padas have 2 Paficamatras or 10 Matras each;
in the first line he reads thuyavandiyayassd, which, however, is not well sup-
“ ported by manuscript evidence. Besides the corresponding Pada of Santicandra
is Jinamdrudevo and contains only 9 Matras in it. He also counts the last
syllable, i.e., him, in line 3 as a long one on the analogy of line 2 and lines 2-4
of the next stanza. But Jinaprabha’s scansion shows it to be a short one and is

" also supported by Santicandra’s corresponding short syllable.



xlvi ‘ gﬁ-q,;g q;ﬁgﬁur : [ INTRODUCTION
the couplet to its constituent as in the case of the Dvipadi.?® The 4th or the
Khidyitaka is nothing but the Vams$apatrapatita of Pingala and others,
while the 5th or the Vidyudvilasita and the 6th or the Nanditaka are almost
identical; both contain 2 Saganas in each of their Padas, but the Nanditaka
has an additional long letter at the end of each Pada. There are no cor-
responding metres defined either by Pingala or his followers. The 7th
is the Ksiptaka which is - used in vv. 24 and 25; as a Varna Vrtta this is
the same as the later Rathoddhata, but the Ksiptaka in v. 24 is considered
by.Jinaprabha as a Matra Vrtta, while that in v. 25 is described by him as

- Varna Vrtta containing the Aksara Ganas ra, na, 7a, la, ga, i.e., the same
as in the Rathoddhata. The 8th and the last is the Dipaka Adila, which
Jinaprabha describes as a Ksiptaka, possessing a common rhyme for all
the 4 Padas. When considered as a Matra Vrtta the description would be
correct; but the evident Varna Sangita in it shows that it is nothing but
the later Svagata having the Aksara Ganas ra, na, bha, ga, ga in its Padas,
where, however, the usual freedom enjoyed by the Prakrit poets of replacing
a long letter by 2 short ones is quite evident in Padas 1 and 4. I consider
‘the names Khittaya and Divaya (Ksiptaka and Dipaka) given in the mss.
at the ‘end of vv. 24, 25 and 26 as the older or at least alternative names of
the Varna Vrttas known later as Rathoddhata and Svagata. The appendage
Adila in the case of the second name, i.e., Dipaka, signified, not .a new
metrical formula®!, but only an aspect of it connected with rhyme, as seen
from the' remarks and prescriptions of Virahanka, Vrttajatisamuccaya,
4.32, 33, 34; Chandahkosa, v. 41; Svayambhichandas, 4.29.

31. Nandisena employs six Matrad Vrttas of the Sama Catuspadi type,
where in some cases, however, there is a partial restriction about the use
of long letters at certain places. Thus he employs 1. Kisalayamala in v. 19
whose Padas contain 27 Matras each, where we have first, 5 Caturmatras
of any kind, followed by a Jagana, a short and a long letter at the end of
all. This metre is similar to Hemacandra’s Kamalekha at Chandonusdasana
459 and Virahanka’s Malati at Vrttagatzsamuccaya 3.35; but there is a

slight difference at the end of the Pada. The last 7 Matras in the Kamalekha
‘and the Malati are made up of a Madhyalaghu Paficamatra (SIS) and a
long letter, while in our metre they are made up with a Madhyaguru Catur-

*30. See Vrttagatzsamuccaya, Introductlon, para 5

31. See notes on KD. 2.21-22 for a discussion on the name Adila; it seems to have
been used as a common name for many different metres, like the names Gali-
taka, Khafijaka and Rasaka. Also see JBBRAS., N. S. Vol. 19, 1943; p. 29, last
_four lines, and Bhayani, Introduction to Sandesa Rasaka (Smghe Jain Serles,

Bombay, 1945), p. 51.
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matra, i.e, a Jagana, a short letter and a long letter. following it at the end.
2. Sumukha, which is used for v. 20, has 13 Matras in each Pada, the last 3
heing made up by a short and a long letter in succession. The first 10
Matras are represented by 2 Paficamatras of any kind, though Jinaprébha
prescribes different Matra Ganas for the different Padas for no obvious
_reasons, mechanically scanning them as in many other cases. This metre
entirely agrees with Hemacandra’s Upakhanda and Sundara Galitaka, at

Chandonusasana 4.46 and 4.28, or with Virahanka’s Jyotsna and Hamsini

at Vrttajatisamuccaya 3.3 and 4.72. 3. Ratnamala, which is used in v. 23,

has 32 Matras in each Pada, distributed over 8 Caturmatras of which the

last must consist of two long letters.  The first 7 Caturmatras may be of any

kind in theory; but actually Nandisena has employed a Bﬁagar}a” or the

Adiguru all through in the last three Padas and also for the Caturmatras

in the uneven places in the first Pada, while those in the even places of

this Pada are regularly represented by two long letters. The Latikusuma

of KD. 493 and the Sangatd of VJS. 3.34 are similar to our Ratna-

mala, which, however, has one long letter more at the end of each

Pida. 4. Lalitaka, which is used for v. 32, contains a Trimatra, fol-

lowed by 4 Caturmatras and a long letter at the end, thus

having 21 Matras in each Pada. This is almost identical with the -
Galitaka of the Kavidarpana 2.23, though the scheme of this latter is not

applicable to our metre only in the third line, where the first 2 Paficamatras

which are required by the Galitaka, are not kept separate.3® 5. The Vana-

vasika of v. 33 and 6. Aparantika of v. 34 are well known metres; the first

belongs to the Matrasamaka group and has the 9th and the 12th of its 1€

Matras in each Pada represented by a short letter. The second, i.e., the

Aparantika, is a derivative of the Vaitaliya, but is a Sama Catuspadi, all

its Padas being identical in form with the even Padas of the Vaitaliya.3+

32. The Ardhasama Matra Vrttas which are employed by Nandisena
are four in all. The 1st of these is the Magadhikd which is used for two
stanzas, namely, the 4th and the 6th. Its definition is quoted by Jinaprabha
from the Kavidarpana, 2.18. Our Magadhika is éxactly the same as the
Vaitaliya in its constitution; but sometimes, 2 short letters are substituted
for the long ones (which are compulsory for the Vaitaliya) in the

32. In the 3rd Pada, however, the initial long letter of the 3rd Bhagana is replaced
by 2 long ones.

33. For the other Lalitaka, which is purposely turned into a Visama Vrtta, see
below para 33. : ‘

34. See KD. 2.20 and 5.7. Both these metres are generally defined among the
Sanskrit Matra Vrttas; see Jayaddman, p. 157, No. 7 and p. 158, No. 17,
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Magadhika when it is employed in Prakrit poetry. See notes on the passage in
the Kavidarpana. The second Ardhasama metre is the Kiusumalatid used
for v. 15; bu! it is only another name of the well known Aupacchandasaka,
- which is defined at the Kavidarpana 5.2. Jinaprabha, }iowever, does not
quote from the Kavidarpana, and composes his own definition for his own
reasons which I have attempted to guess in para 2 of this Introduction.
Hemacandra’s Kusumalatagrha at Chandonusdsana 6.19.57, is nearly identi-
cal with our Kusumalatd; but the former contains 1 Matra less in each
Pada, i.e., 15 in stead of 16 in the odd Padas and 17 in stead of 18 in the
even ones. The third Ardhasama metre employed by Nandisena is the
Bhujangaparirangita in v. 16. Its odd and even Padas respectively contain
12 and 14 Matras. The former are made up by a Paficamatra, a Caturmatra,
a short and a long letter in succession, while in the latter one Matra is add-
ed in the beginning after the 1st Gana and another before the last long
letter. All the four Padas have one common rhyme. The fourth and the last
Ardhasama is the Citraksara used for v. 27. This metre is unlike the
other Ardhasamas; here the 1st and the 4th Padas are equal and similar
and so are the 2nd and the 3rd. All the four have a common rhyme in
our stanza as also in the corresponding stanza of Santicandra. Padas 1 and
4 each contain 5 Caturmatras followed by 2 long letters, while Padas 2 and
2 have each 6 Caturmatras followed by a single long letter. This is
according to Jinaprabha’s mechanical scanning; but really speaking, we
have 2 short letters added at the commencement of the 2nd and the 4th
Padas, which are otherwise exactly identical with the other two. In point
of rhythm this metre reminds us of the Ratnamala of v. 23, with the only
difference that the long letter at the commencement of the Bhagana is
very often substituted by 2 short ones in our stanza, while in the Ratna-
mala, this has happened only once, i.e, in the 3rd Gana of the 3rd Pada.
This kind of the Ardhasama is rather rare.

33. We shall now discuss the six Visama Vrttas of the Matra Vrtta
class, which are employed by Nandisena. The first among them is the
well known Gatha; this has been used in vv. 1 and 2, as also for vv. 35, 36
and 37. It would appear that Nandisena considered Gatha as a Catuspadi
like the author of the Kavidarpana; this is clear from the one cemmon
rhyme which he has employed for all the four Padas in vv. 2, 35, 36 and 37.
Rhyme indeed is not a characteristic of the Gatha, which is merely a Pra-
kritized form of the Sanskrit Arya. But as Nandisena has employed rhyme
prominently in his Prakrit poem, he has used it also for the Gatha. Gatha
must be considered as a Visama Vrtta, whether we consider it -as a Dvipadi
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or a Catuspadi. The second Visama Vrtta is the Sangataka used for v. 7;
its first 3 Padas contain 20 short letters followed by 1 long letter at the
end, while its 4th Pada has 21 short letters and 2 long letters, one of which
occurs after the 15th and the other at the end of the Pada. According to
the mechanical scansion, we get 4 Paficamitras having all short letters
and a long letter at the end in Padas 1 to 3; while in the 4th, we have 2
. Paficamatras, 2 Caturmatras, 1 Paficamatra and a long letter at the end. Jina-
prabha says that all the Paficamatras in Pada 4 consist of short letters; but he
does not say anything about Caturmatras. We, however, actually find that the
first consists of all short letters, while the second is a Jagana. The Vaisamya
here is quite intentional, 3 Matras or 1 short and 1 long letter being inten-
tionally added in the last Pada. The 3rd Visama Vrtta employed by
Nandigena in v. 10 is Rasalubdhaka. Here the 2nd and the 4th Padas are
equal and similar ; they contain 3 Caturmatras, a short letter and a long one
in succession, i.e. 15 Matras each; but the 1st and the 3rd are not similar
and equal. The 1st Pada contains 2 Caturmatras, followed by 1 short and 1
long letters, while the 3rd Pada has 3 full caturmatras followed by two
short and one long letters at the end. Thus we get 11, 15, 12, and 15 Matras
in the four Padas respectively. This Vaisamya too, is intentional; otherwise
it would have been a regular Ardhasama metre. The next, the 4th
Visama Vrtta is the Rasanandita employed in v. 12. Here the 1st and
the 2nd Padas have 3 Caurmatras each, of which the last is a Sagana.
The 3rd and the 4th Padas are similar to these, but the former drops 1
from the 2 short letters of the Sagana, while the latter, i.e. the 4th Pada
drops both of them. Thus we get 12, 12, 11 and 10 Matras respectively in
the 4 Padas. It is to be noted that in the last metre, i.e. the Rasalubdhaka,
the number of Matras was larger in the second half of the stanza; ‘here,
on the other hand, it is smaller. Both have the appendage rdsd in common
as the first part of their names.?* The 5th Visama Vrtta is Citralekha which is
employed in v. 13. The 1st and the 2nd Padas of this metre
are equal and similar; they contain a’ Paficamatra, a Caturmatra, '
a Paficamatra, two Caturmatras and a Sagana in succession. The
3rd Pada has one Caturmitra more immediately before the
Sagana, while the 4th has a single short letter at the same
place. We have thus 926 Matras in the 1st and the 2nd; 30 in the 3rd, but
only 27 in the 4th. Mark, however, how the concluding portion of 12
- Matras has the same rhythm in all the Padas. It is divided into two equal

35. It is difficult to see what the name signifies; but it is very likely that it has a
reference to its peculiar word music, as in the case of the Adila and the Ullala,
for which see note on KD. 2.21-22 and Introduction, para 8.
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parts, each consisting of 4 short letters followed by 1 long letter. Here,
too, the Vaisamya is quite intentional. Hemacandra’s Citralekhd at
Chandonusasana 4.71 is a Sama Catuspadi, each Pada having 26 Matras
in it like the first two Padas of our metre, though the number of the
Matras is differently made up there (5, 4, 4, 4, 4, 5). The last or the 6th
Visama Vrtta employed by Nandisena is Lalitaka in v. 18. In this metre,
the first 3 Padas are equal and similar; they contain 4 Caturmatras followed
by a short and then a long letter at the end. On the other hand, the 4th
Piada contains a Paficamitra in place of the 2nd Caturmatra, but other-
wise, it is exactly similar to the first three. Among the Sama Catuspadi
Matra Vrttas, we have another Lalitaka in v. 32; its Padas contain 1 Tri-
matra followed by 4 Caturmatras and a long letter at the end. It has
thus 21 Matras in each Pada, while the present Lalitaka®® has only 19.

34. Besides these 24 single and 1 strophic metres, we find that Nandi-
sena has employed three different kinds of what the ms. calls
Naraca (in wvv. 14, 28 and 31) and three different kinds of
what it calls Vestaka (in vv. 9, 11 and 22). Naraca and Vestaka are
both of them rhythmic kinds of prose, undivided into Padas. In the former
we get any number of long and short letters coming one after another;
but sometimes the long letter is replaced by two short ones for the sake
of variation.3” Vestaka is really speaking not a metre; it does not con-
tain any definite number of Matra or Varna Ganas, or of short and long
letters, but is full of Anuprasa and in some cases of rhyming ends of words
and compounds. A sort of balance is attempted by the introduction of
long letters at suitable intervals. Naturally, neither the Naraca nor the
Vestaka is divided into Padas and Jinaprabha’s scansion of these is purely
mechanical.®® A word about the Vaisamya in these Visama Vrttas would
not be out of place here. We have seen how this Vaisamya is intentional

- 36. For the different Galitakas, which seem to be the same as the Lalitakas, see
Virahanka, Vrttajatisamuccaya, 4.89-105 (and notes), Hemacandra, Chandonu-
$dsana 4.17-40 and Kavidarpana, 2.23 commentary. Could Lalitaka be an older
name of the Galitaka? It seems to be suggestive of the sound effect like Adila.

37. Naraca appears to be a name given to those metres which contain a regular

succession of short and long letters, coming one after another. See Chandahkosa,

vv. 14, 15. Here it is transferred to a prose passage which shows this peculiar

~ characteristic.” Sanskrit Varna Vrttas which show this peculiarity are called

Camara or Pafica-camara. Do the names suggest the peculiar movement of
the metre caused by the alternation of short and long letters ?

38. The Vestaka is supposed by earlier scholars to consist of Caturmatra Ganas
which are Sarva-laghu or Sarva-guru at the even places and Sarva-laghu or
Madhya-guru at the.odd places and thus supplying the peculiar rhythm. But
an analysis of our Vestakas will show that here and <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>