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Editorial Remarks

We have great pleasure in introducing the current volume of
Pratyabhijna, the research journal published by the Department of
sahitya, Sree Sankaracharya University Sanskrit Kalady, CARE listed
by University Grants Commission. The Department of Sahitya started
its distribution of knowledge 27 years ago. The first edition of
this journal is to document the achievements of knowledgeable
writings to the connoisseurs. The Dept. of Sahitya has presently
published around 30 books in various scholastic subjects.

ceeny

that deals with various dimensions of Sanskrit and Indological studies.
7 articles are written in Sanskrit while the rest are transcribed in
English. The articles are written by various renowned scholars, faculty
member of our university as well as from other colleges. Research
scholars on Vedic, Puranic, Epic, Upanisadic, classical literature and
Sastras like Grammar, Linguistics, Ayurveda, Philosophy and
Aesthetic works.

Dr. P. V. Ramankutty crtically observes the destiny and manpower
reflected in Mahabharata. Dr. V. R. Muralidharan goes through
language, linguistics and mimamsa in Indian viewpoints. Dr. Jeena
George explains the rasa in Ratnaketiidaya and Preetha P. V. goes
through Kerala Sanskrit tradition of Vaidyamanorama respectively.
Dr.M. Sathian reveals the role of spectators in drama through the
views of Bharata and Kalidasa. The four other articles are also based
on drama literature and its dimensions. Dr. Kiran A.U. goes through
the stage performance of Bhasa plays, E. Muralikrishnan investigates
the mental pain and stress glorified in Abhijnanasakuntala of
Kalidasa. Archana C. S. compares the character of Hidimba in
Mahabharata and Madhyamavyayoga. Galeel T. analyses the main
characters in Vikramorva$iya. Dr. Ambika K. R. and Biniya A.B.
explore the different areas of Dharmasastra topics. Dr. Gisha K.
Narayanan reveals the information of personality and perception in
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Upanisads. Sujith Subrahmanian goes through the word upadesa
and its different dimensions in Paninian Grammar. Dinesan V.R.
evaluates rhythmic speciality in Kathakali art form. Saju Thuruthi, a
renowned mural artist introduces the traditional art forms of Kerala.
Dr. Jensi M. reveals the dark-arts described in Keralodaya of K.N.
Ezhuthachan and Keerthy Mary Francis goes through the contribution
of Amos Pathiri, Johann Ernst Hanxleden, to Sanskrit and Malayalam
language and literature. Thus, the present Volume communicate with
us a number of areas of studies associated with Sanskrit wisdom.

The articles of the contributors are published in the present volume
without much editorial changes in the content and form. Hence, we
would like to make it clear that the contributors themselves hold the
responsibility of the views and ideology taken by them in their articles.

We do express the sincere gratitude to the contributors of articles.
We hope this journal will inspire Sanskrit scholars and we are happy
to present this volume before the Sanskrit scholars.

Editorial Board
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Dr. C. Rajendran

TOWARDS A GLOBAL THEATRE: WHAT CAN
KERALA’S SANSKRIT THEATRE OFFER US?'

Kutiyattam, the traditional Sanskrit theatre of Kerala has come
to the limelight in recent times with the UNESCO awarding the title
Masterpiece of Oral and Intangible Heritage of Humanity to it in
2001. Being the only surviving Sanskrit theatre anywhere, it opens
up vast possibilities of research in classical theatre. India is fortunate
in having a seminal text like the Natyasastra which happens to be
the only ancient treatise in the world in outlining the a to z of theatre.
However, the abstract principles of performance described in the
text are often baffling for want of a living theatre. Sanskrit theatre, it
is well known, has become extinct in most parts of India from
medieval times. However, through Kutiyattam, the only surviving
Sanskrit theatre anywhere, we can understand the implications
of theatrical practices of ancient India to a considerable extent,
though it has developed a lot of regional ramifications in the course
of its development. It is proposed here to explore what Kutiyattam
has to offer us in decoding the theatre language of ancient India.
The salient features of the Sanskrit theatre, especially its emotive
dimensions, body language,dance orientation and orchestration could
be better understood if we could explore the theatrical practices of
this unique art.

Sanskrit drama seems to have been transplanted to Kerala during
process of Aryanisation. This long and continuous process began in
the first millennium and gathered momentum from the seventh
century A.D. onwards. It seems that the Sanskrit drama which was
performed in royal courts, and public places came to be grafted to
the temple ritual when the Kerala agrarian societies were organized



in Brahmin settlements with temples as their nucleus. The ancient
tamilakam region had a rich tradition of oral discourses called Kiittu
and the Sanskrit performance tradition came to be amalgamated with
this regional theater in a process of remarkable indigenisation. Many
of these changes were the products of continuous evolution, but some
said to be introduced by King Kulasekhara of Mahodayapura, himself
a playwright and patron of Sanskrit literature and Tolan, his
companion. As a result of the changes introduced by this duo, the
classical Sanskrit theatre came to use Malayalam also in addition to
the regular Sanskrit and Prakrit and the character Vidusaka became
a prominent figure in the Kerala theatre. Enactment of the play
gradually came to be confined to certain acts and the previous story
narrated in introductory discourses called Nirvahana

The Kutiyattam is performed by the acting community consisting
of Cakyar, Nambiar and Nanyar .The male characters are enacted
by the Cakyar and the female characters by Nanyars. The Nambiars,
the male counterparts of the latter are the professional drummers
who play the instrument Mizhavu. There were eighteen families
belonging to the Cakyar community, the mainstay of the art, but
now it has been reduced to three. These families were assigned the
performance of the enactment of the ritual at various temples all over
Kerala and various entitlements fixed to them, which ensured the
continuity of the ritual across centuries.

The plays presented in Kutiyattam make an intriguing list. The
most conspicuous omissions are plays of celebrities like Kalidasa,
Sﬁdraka, Bhavabhiuti and Vi$akhadatta. The reasons are obscure.
But fortunately we have most of the plays ascribed to Bhasa, though
now the staging of plays except portions from Pratijnayaugandharayana,
and Abhiseka has become practically extinct. Harsa's Nagananda
was popular though Ratnavali and PriyadarSika were not staged.
Another hot favorite was Mahendravikrama’'s Mattavilasaprahasana.
An early and frequently staged play is the Ascaryaciidamani of the
Keralite author Saktibhadra of the 8" century. The Kalyanasaugadhikavyayoga
of Nilakantha, and Bhagavadajjuka of Bodhayana are also some
interesting plays. But the most frequently staged plays were of King
Kulasekhara himself, whose Subhadradhananjaya and Tapatisamvarana
were very popular on the stage probably because of their authorship
by the King, who was a great patron of Sanskrit learning. Recently,
there has been a concerted attempt to revive the performance of plays
which have for long been extinct on the stage as well as to stage
plays like Abhijianasakuntala which were never staged before.
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Kutiyattam was conventionally staged in specially constructed
temple theaters called Kiittampalam though in the second half of the
last century, it was taken out of the temple precincts by reformists.
Many important temples of Central and South Kerala like those at
Trichur, Irinjalakkuda, Kidangoor, Harippad, Guruvayur, Peruvanam,
Muzhikkulam, Tirunakkara and Chengannur have their own
kuttampalams which used to stage the Sanskrit drama regularly as a
structured ritual. Most of the Kiittampalams are rectangular in shape
as mentioned in texts like the Natyasastra eventhough they do not
possess characteristics like Mattavarini. One half of the structure is
earmarked for the audience. The other half consists of the stage and
the green room, which is connected with the former through two
doors. The stage is usually one feet raised from the level ground and
its area ranges from 21"4’’ X21’4’ square feet and 9’4’ X9’ 4’
square feet. The stage is demarcated by four to twelve decorated
pillars, which support a roof having architectural decorations. The
low roof of the stage creates a bigger than life image for the actors
dressed up in their costumes The Kittmpalams have excellent
auditory properties and good ventilation. The biggest theatre as in
the Vadakkumnathan temple of Trichur can accommodate two to
five hundred spectators at a time. A big oil lamp placed in front of
the stage serves as the focal point of the stage wherein the actors
face the main audience sitting in front of them.

The Kutiyattam performance can be distinguished into four
aspects: the preliminaries called the piirvaranga as in the Natyasastra,
the summing up of the previous story called Nirvahana, the enactment
of the text proper and the final concluding ceremony called
Mutiyakkitta.

The preliminaries were an elaborate affair beginning with the
offstage ceremonial preparation called Talayilkettuka, the symbolic
tying of the red headgear by the main actor. This is preceded by
several rituals like the ceremonial shaving of the hair, ablution in
water, the formal permission receiving ceremony, the lighting of the
two wicks of the stage lamp, and the worship of Lord Ganesa and
others in the green room. There upon, he touches his face with
clarified butter and other articles of cosmetics. After this headband
ceremony, the actor cannot remove the cloth before the performance
is over and his ritualistic status is akin to that of the yajamana in a
sacrifice. After the ceremony, the actor takes to his appropriate
costume while the drummer plays the Mizhavu kept on the stage.



The second part of the preliminary is the decoration of the stage.
The pillars of the stage are covered with unbleached clothes and
decorated with plantain trees having fruits and bunches of coconut
and areca nut leaves. A big lamp is placed on the forefront of the
stage and hanging lamps all over the stage. A full measure of unmilled
rice [nirapara] with a bunch of coconut flowers and the eight
auspicious articles called Astamangalya are also placed on the stage,
along with the offerings to Lord Gane$a on a plantain leaf. The
Mizhavu drum is placed in its wooden stand at the back of the stage
and covered with unbleached cloth. A sheet of white cloth is placed
on the floor in front of the Mizhavu wherein the female singer
belonging to the caste of Nanyar is to sit.

In the next phase, the drummer, who is the Nandisutradhara comes
forward and seeks the formal permission of the authorities of the
temple for the performance. He enters the stage from the left side
and places the cymbals on the white cloth spread in front of the
female singer’s seat. He lights the third wick of the lamp and
approaching from the right side, sits behind the Mizhavu. He starts
playing the Mizhavu in Ekatala after due worship of the family god
and Lord Siva. Then the chief priest of the temple comes to the stage
and performs the worship of Lord Ganes$a for the successful
completion of the performance.

Afterwards, it is the turn of the female singer to enter the stage
and she sits down on the cloth spread for her to sound the cymbals to
the rhythm of the drum. She sings verses called Akkitta in praise of
Lord Ganesa, Siva and Sarasvati. In between the verses, the drummer
plays intricate rhythmic patterns. The duet is called Gosthi kottuka.
After all the rites are over, the drummer comes close to the front
lamp and sprinkles the stage with flower, water and sandalwood paste
while reciting a benedictory verse. He salutes Brahma by touching
the ground and then returns to the green room. This is called the
arannutali. The preliminaries come to a close with this.

The performance proper begins with the ceremonial entrance of
the actor called Purappadu. He, in the case of the main characters, a
red curtain is held on the stage to conceal the identity of the character.
Naturally, this excites great curiosity in the audience. The drummer
plays a particular rhythm and the actor, facing the Mizhavu drums
makes obeisance to them. The actor then performs some dance to
the beat of the drum, also behind the curtain. This is called the
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Marayilkriya, the ritual behind the curtain. There upon, the curtain
is removed and the character faces the audience. Ifit is the Sttradhara,
he takes five ceremonial steps (pancapadavinyasa), comes forward
and sits in a specific posture. In the case of other characters, the
actor attains the mood and the specific type of the character through
some set movements and conventions. There upon, the actor
introduces the text of the play through some gestures. This
introductory acting, however is not as part of the regular enactment
of the text, which is yet to begin. For, when these pure movements
are performed, the actor has not assumed the role of the character. In
order to indicate his status, the actor takes his upper scarf from his
waist to his left shoulder, tying it into two notes and unties the two
ends of his lower garment. This enactment is followed by some dance
movement, technically called Nityakriya, usually accompanied by
the songs from the female singer. After this performance, the actor
again assumes the role of the character and returns to the temple,
signaling the end of the day’s performance.

Performance of the actual text is prefaced by the narration of the
previous story. This is done in three stages, anukrama, samksepa
and nirvahana. The first part of the text having been given in the
purappadu ceremony of the previous night, the actor begins
anukrama, ‘the sequence’ which consists of describing what has
happened in the past through questions in the reverse order. The
actor sits on the stool, and looking at the audience pays obeisance to
it with folded hands resembling the lotus in a technical style called
kamalaparivartana. For example, in the enactment of the second act
of Nagananda, the actor donning the role of Jimiitavahana asks,
through gesticulation, the following questions in a reverse
chronology: How did Jimuitavahana meet and fall in love with
Malayavati in the Gouri’ s hermitage? Before that how did he go to
the hermitage of Gauri? Before that, when traveling on the mountain
to construct his penance hut, how did he see the hermitage of Gauri?
And so on the questions stop at the very beginning, directed towards
the origin of Himalaya which was the abode of the Vidyadharas,
The anukrama ends with the survey of the audience and the
kamalaparivartana obeisance and then the sanksepa narration begins.
The actor narrates how the capital of the Vidyadharas was fashioned
at the time of the creation of the world and how Jimitaketu, the king
reigned there. The narration continues with the story of Jimtitavahana,
his son, the reigning prince, who visits his parents in the forest in



company with Maitreya, his friend. In the Nirvahana, all the questions
asked in anukrama are answered in the reverse order. Here all the
previous story of the first act of Nagananda is presented. Here the
verses are sung by the female singer after their representation in
gesture by the actors. When the story reaches the present situation,
the text of the play is taken up for performance. In the course of the
play, the action is stopped whenever a major character is to enter
and have his or her Nirvahana.

As pointed out by Pragna Thakkar Enros, the “past in the
flashback” device is a very important and distinguishing element of
Kutiyattam since it supplies the essentials of the previous story to
the audience, which becomes necessary due to the limitation of the
performance to select portions of the play. To quote Enros,

‘A story in flashback is very dramatic in its effects and serves a
number of purposes. Its format is such that it not only gives the
incidents of the past, but also presents fully the personality of the
main characters. In other words, it introduces a character’s present
situation, past experience and basic nature. Thus, when the actual
text starts, the character’ s personality is to a certain extent established,
and from this the thread of the story can be picked up and developed.
The most important thing about the story in flashback however is
the way it is woven into the actual text of the play. A character starts
He then reveals the past in a flashback which gives the background
to the story, introduces the characters, highlighting those aspects of
their personality important to the play, and suggests the angirasa-
the main rasa or aesthetic experience of the play. The play does not
start after the past in flashback, as is generally believed, but
immediately with the entry of the first character. Thus the past in
flashback, while not part of the actual text, is treated as a part of
performance’ .»

In the actual enactment of the text following the Nirvahana, there
will be a short introduction to all prose and verse passages. This is
devoid of speech and simply enacted with gesture. Then the text is
recited and enacted. An elaboration and interpretation follow through
gesture. This is followed by a repetition of the last lines of the text,
which gives some sort of continuity to the text. Since the elaboration
and interpretation of the speaker last for even hours, it is quite common
for the characters, including the person addressed, to leave the stage.
This often gives the performance an impression of solo acting.
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The final ritual at the close of the performance is called
mutiyakkitta. The drummer plays on his mizhavu to announce that
the stage is ready for the final bath (avabhrta). the Cakyar comes to
the stage with the headband on, carrying the holy water in a beaked
vessel. He washes his face and feet and formally sips three mouthfuls
of water as Zcamana and then touches his ears, eyes, nose, chest and
head with a particular finger, declaring that he is performing the final
bath and uttering a prayer. He then sprinkles water on his head and
body and on the stage and the audience. Taking one wick from the
lamp, he invokes the god, describing a circle. Then he drops the
wick on the floor, salutes the god again and prays for atonement
(prayascitta) for any lapse in the performance. He then ends the
performance touching the ground.

The angikabhinaya (bodily acting) of Kiitiyattam is mainly based
on the Kerala text Hastalaksanadipika. The work, even while
retaining the basic features of the Natyasastra, has developed
differences of detail with regard to the nature and usage of individual
mudras or hand poses which can be shown at with either or both of
the hands. Of all, Kutiyattam, like Kathakali, makes use of twenty-
four Mudras. They can be shown at five different levels, viz. below
the navel, at the navel, chest, brow and above the brow. The Mudra
should not exceed the range of the vision of the actor on his normal
posture with head held erect. In other words, the actor should not
have to turn his neck even slightly to have a view of the Mudra. The
acting is technically distinguished into three, called Irunnattam,
Patinnattam and llakiyattam. These represent acting done while
sitting, standing and moving. The language of the gesture is extremely
sophisticated and can convey even the number, gender, and case
relation of the word, apart from its general meaning. In fact, the
gesture language is a parallel language with its semantics and syntax.
The Mudras are not static poses and at every moment present an
impression of perpetual movements.

A unique and interesting feature developed by Kutiyattam and
adopted by other art forms like Kathakali is what is technically called
pakarnnattam or the technique of assuming the nature of another
character. Here, the individual actor enacting the role of a character
like Arjuna or Subhadra may, when interpreting the text, momentarily
assume the nature of another character and present his or her role for
the time being. Suppose Arjuna is engaged in a soliloquy in which
Subhadra, the heroine figures. Here the actor would himself turn



into Subhadra momentarily, present her action and thought, and revert
to his basic stature of Arjuna afterwards. This practice of mono acting
gives unusual depth to acting, but in its extreme form, as when Sita
has to assume the nature of Hanuman, it is not without aesthetic
problems and has been attacked vehemently by works like the
Natankusa, a critique of Kiitiyattam. It has communicative problems
also, since a layman will have absolutely no idea of what it is all
about since the acting in such instances are not accompanied by any
text.

In Kutiyattam, the Vacikabhinaya is done mainly through what
is technically called Raga or Svara. Padmasri Mani Madhava Cakyar
has given the details of the various Svaras and their usage in his
work, Natyakalpadrumam. Various talas are also assigned to the
Svaras. The various Kramadipikas or stage manuals contain
instructions of the Svaras to be sung on proper occasions. There are
regional variations found in the employment of Svaras. In this
connection, there is an important point to be noted: Even though
tradition uses the terms Svaras and Ragas to denote these voice
modulation patterns, it would be wrong to confuse them with Svaras
or Ragas, found in classical Indian music. The Svaras/Ragas of
Kiutiyattam do not possess the musical quality and the melodious
individuality of the Svaras and Ragas of Classical music, which have
accurate frequency regulations in regard to the basic adharasruti [basic
tone] represented by the drone. The manner of articulation of the
Svaras however, is very effective in capturing the mood of the
context.

The vacikabhinaya of Vidusaka deserves special mention here.
The Vidusaka of classical theatre, who is only a minor character,
has undergone a remarkable transformation in Ktuitiyattam in as much
as that he becomes the dominant figure with ample scope for
elaboration and improvisations. The Vidusaka, who speaks Prakrt
in the classical theater, is allowed to speak Malayalam also and in
doing so, he becomes a solo exponent of the text. He reproduces the
dialogue of the other characters and translates them into the
vernacular language and expounds the meaning. In doing so, the
Vidusaka introduces a lot of fresh material into his structured text
like parodies, of the original verses sung by the hero, anecdotes and
illustrations which are all delivered in Malayalam. Another feature
of the dialogue of the Vidusaka is that he involves the audience also
into the time-space frame of the play, identifying them as characters.
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The Vidusaka is, as suggested by Kunjunni Raja, actually a
‘chartered libertine’ who can make fun of anybody among the
audience and this is usually done by assuming that the particular
individual targeted by him is actually a character in the play.

The costume of Kirtiyattam bears close resemblance to those in
Kathakali to such an extent that a layman may find it difficult to
distinguish between the two. In fact, the costume and make up of
Kathakali is a refined form of the former. The characters in the play
are divided into various types on the basis of their nature and stature
and various types of costumes and makeup like Pacca, Pazhukka,
Kari, and katti and tati accorded to them. Generally, heroes are
indicated by Pacca and Pazhukka. Heroes like Arjuna take pacca,
while some characters like Jimtitavahana in Nagananda and
Samvarana in Tapatisamvarana are adorned with pazhukka. In
pacca, the face is painted green and lips painted red, and the eyes
and brows are blackened. The character wears a prominent white
paste, or of late, a curved paper frame called cutti, which ‘extend
down to the curve from the cheekbone to and the sides of the jaw to
join at the chin’* The Pazhukka costume is more or less the same,
save the difference that the face and lips are painted red. The
siitradhara’ s faceis also painted red. The characters like Ravana,
who are of demonic nature and haughty in temperament are
represented with green face. A long mustache in red and white is
also added to their face .A red and white design is painted on the
nose and between the eyes which extends to the forehead in a knife-
shaped design over the eyebrows which gives a weird appearance to
the character, enhancing his evil nature. This design is called katti.
A white knob, resembling the nose of a rhinoceros, is also attached
to the nose of the actor. Otherwise, the character resembles the pacca
type with cutti and other facial designs. Demons and similar sinister
characters are represented in the kari type of costume wherein the
actor is painted black, with white marks in the forehead, and cheeks.
The lips are painted red. éﬁrpanakha in her terrible form takes this
costume and is always represented by a male actor, while her beautiful
human disguise is represented by a woman actor herself. Another
type of costume is tati, which is based on the colour of the beard,
and this is generally given to characters like the monkey. There are
two types of this character, the red beard and the white beard.
Characters like Valin, who are egocentric, take the former, while
those devoted and kind, like Hanuman are white bearded.The



Vidusaka, an important character has his own peculiar costume. His
face and limbs are painted with white paste made of rice flour and
brown spots are applied to his body. Black color is applied to his
eyes and brows. His moustache, drawn with charcoal, has one tip
pointed upwards and the other downwards.

The orchestration in Kiitiyattam mainly consists of a couple of
the pot drum mizhavu placed on stands near the green room, the
cymbals played by the female singers, the conch sounded at the
entrance of divine characters, itakka, the hour glass like percussion
instrument and the kurumkuzhal, the small pipe. But the most
prominent instrument is the mizhavu, which is sounded throughout
the performance except when the actor bids its stoppage formally
for the deliverance of the dialogue .

The cultural and aesthetic significance of Kiitiyattam is self
evident. It is the only surviving Sanskrit theatre with the history of
more than a thousand years and ancient plays like AScaryactidamani,
Nagananda, Pratijiayaugandharayana and Bhagavadajjuka are
enacted in it in a most authentic and traditional way, although with
some local innovations. Thus abstractions of the treatises like the
Natyasastra become concrete realities on the stage, thereby giving
the audience the taste of the traditional theatre. The most outstanding
feature of Kiitiyattam is that it has retained the syntax and semantics
of the unique body language of theatre developed in angikabhinaya.
Bharata, in the Natyasastra has dilated on the possibilities of the
human body in developing a most sophisticated mode of
representation by carefully segmenting the body into main limbs and
sub limbs. Thus the face, the hands and the feet are co ordinated in
the communication process in an integrated manner on one hand,
and segments like the eyes, cheeks brows, and fingers are treated
separately as autonomous units to enhance the variety of acting.
Another feature of Kiitiyattam is its being well equipped to represent
all the grammatical features of the language including compounds,
gender and number all of which are shown with appropriate gestures.
Finlly, the mudra language of the hand and fingers, envisaged in
treatises like the Natyasastra can also be retrieved from Kiitiyattam,
although it bases its gestures on texts like the Hastalasanadipika.
One significant feature of Kiitiyattam is that the enactment is
conceived as an elaborate process of micro acting, with every shade
of meaning being brought to the forefront, the audience already
sensitised about the nature and previous history of the character.
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Thus when a character like Ravana or Arjuna comes to the stage, it
is their mental life which is projected through acting and the action
of the drama moves at a very slow tempo. Though this may appear
to be somewhat strange to the audience trained to watch action movies
of contemporary times, when one prepares to enter into the time
frame of Kiitiyattam, one comes out of the theatre with an enriching
experience. There is no shade of emotion untapped and no mental
process behind the action unexplored in the acting here.

An extraordinary technique in Kutiyattam is the same actor,
retaining the costume and nature of the character represented by him/
her, assuming the role of another character and enacting what that
character has to say .This is technically called pakarnnattam. Though
vehemently criticised by texts like the Natanku$a, this technique
definitely adds to the variety and richness of acting and may be an
off shoot of the kim bravishi technique extensively used in plays
like the dramatic monologue Bhana.This constitutes an important
technique in narration where the single narrator can create the
impression of many characters coming to the stage.

It is the costume in Kiifiyat tam which offers rich resource material
for the reconstruction of classical theatre. Kiitiyattam can be
regarded as a Keralite form of epic theatre where divine and semi
divine as well as demonic and other supernatural characters present
themselves on stage. The typology inherent in the costume division
ensures that the basic nature of the character is symbolically
suggested in the costume and make up assigned to that character.
Innumerable characters like Krsna, Arjuna, Yudhisthira, Kapalin,
Ajjuka, Rama, Sita, Ravana, Jatayu, Balin , Hanuman and Sugriva
have made their remarkable presence on the stage of Kerala for
ages while the outside world was groping in the dark in the search
for traditional costume of Sanskrit plays. Kiitiyattam presents a
happy blend of Marga and De$i traditions in dress which is worthy
of emulation in modern experiments with Sanskrit theatre.

The voice modulation in acting in Kiitiyattam seems to have
two layers. An examination of the raga names here suggests that
most of them are survivals of ancient Tamilakam music, while the
actual recitation has strong Vedic accent. Here again, there seems to
be a blend of local and Sanskritistic traditions. The vacikabhinaya
of Kuitiyattam does not relapse to music; on the other hand, its stron
accentuation highlights the emotive significance and semantic



connotations of the speech and this is something which deserves
close attention of researchers.

In orchestration, we see that the wealth of melody instruments
listed in the Natyasastra are conspicuous by their absence in
Kiutiyattam. However, the versatile role of the Mizhavu pot drum
may help us to appreciate dimensions of the presentation of Sanskrit
theatre as a dance drama.

To sum up, more concerted efforts are necessary to unearth the
classical elements in Kitiyattam on one hand and to bring more
plays to its ambit though choreography. The UNESCO recognition
has kindled renewed interest in the art in and outside India, and a
coordinated effort is necessary to sustain this interest.

Footnotes

1

The draft of the paper has already appeared in Academia.edu

> Producing Plays in the Tradition of Kutiyattam, In Sanskrit Drama in

Performance, Ed.Rachel Van M Baumer and James R. Brandon, Hawaii,
Honolulu, 1981.

* Ibid.P. 290
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Dr. C. Panduranga Batta

REVISITING THE CONCEPT OF CREATIVITY AS
FOUND IN SANSKRIT POETICS

1. Introduction

One of the main objectives of this lecture is to understand the
multidimensional character of creativity with special reference to its
nature and cultivation as found in Sanskrit poetics.

We also try to grasp a few essential points needed for creativity
and innovation. We try to get a glimpse of the lofty ideals that have
inspired the geniuses to give expressions to their creative thinking.

All aspects of poetic activity, from creation to expression have
been recorded with perspective insight and in minute detail by the
great Sanskrit aestheticians and poeticians from Bharata to
Jagannathapandita.

Sanskrit poeticians have shown deep interest in analysing the
concept of creativity and answered various questions related to this.
They have written extensively on the nature, incidence and cultivation
of creativity which is of immense help in understanding the making
of a poet and a creative person. We focus on the requisites of a
creative person such as pratibha (creative talent), vyutpatti (erudition),
abhyasa (practice) and the importance of bahujnata (varied
knowledge).

Professor S. Venkatakrishnan Endowment Lecture delivered live online
by Dr. C. Panduranga Bhatta, Former Professor of Indian Institute of
Management Calcutta on 05" November 2020 at Sree Sankaracharya Univeristy
of Sanskrit, Kalady.



It may be noted that Sanskrit poeticians such as Mammata,
Anandavardhana, Abhinavagupta are of the opinion that creative
achievement can be enhanced or made more probable through many
forces. These forces include certain personality traits and motives,
certain mental capabilities, some amounts of expertise relevant to
the field in which creativity is attempted.

Pratibha (Cretative Talent)

All the poeticians from Bhamaha to Jagannatha Pandita have
accepted that pratibha is very essential for creation of genuine poetry
and art. Abhinavagupta’s teacher Bhatta Tauta (10™ CE) was
probably the first who tried to analyse this concept and to give a
definition.

He says: prajia navanavonmesa $alini pratibha mata; Intellectual
faculty, which shines from novel flashes of ideas, is called pratibha.
Abhinavagupta further elaborates this idea by saying., pratibha
apiirva vastu nirmana ksama prajia; Pratibha is that intellectual
faculty which is capable of creating new ideas. All the latter writers
normally follow Bhatta Tauta’s definition. This pratibha is the power
with which the poets entertain the readers by their ever new ideas,
and images. There is no end of the charming material for poetry
provided the poet is endowed with pratibha as emphatically stated
by Anandavardhana;

na kavyartha viramosti yadi syat pratibhagunah

Rajasekhara, the author of Kavyamimamsa (10" CE) classifies
pratibha into karayitri and bhavayitri types. The first is kavigata
(i.e. resides in the poet) and the second is bhavayitri (i.e. resides in
the connoisseur). This shows that pratibha is essential not only for
the poet, but also for the reader of poetry or for that matter, for any
connoisseur of Art.

The poet needs it to transform the ordinary into beautiful, the
stale and dull into fresh and charming. The reader needs it to
understand the inner meaning, to see the hidden beauty and to
experience the supreme bliss.

Sanskrit poeticians also mention two types of pratibha (creative
talent) :

1. inborn talent (sahaja pratibha)
2. acquired talent (aharya pratibha)
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Inborn talent operates due to impressions of the past births.
Acquired talent requires hard work and rigorous training. Proficiency
and practice are acquired through an effort; therefore , so far as,
these are concerned a poet is made.

The question that is often debated is ‘ Can pratibha alone is enough
for a creative person?

Mammata who represents one school of opinion says that all the
three viz. Pratibha, vyutpatti and abhyasa are necessary for becoming
a creative poet. According to him poetic genius, skillfulness, arising
from a study of the world (i.e. all kinds of objects animate as well as
inanimate), of science (i.e. sciences such as prosody, grammar, fine
arts, warfare, history and so on ) and of poems, and the practice of
the teachings of those versed in composing works of literary art,
these collectively constitute the source of poetry.

Jagannatha Panditha (17™ CE) is of the view that pratibha alone
is the cause of poetry. In his Rasagarigadhara, he says:

“The cause of poetry is only the poet’s pratibha “tasya ca
karanam kavigata kevala pratibha” .

In his view, education, training and practice can only enhance
the beauty of the poet’ s creation; but they are not inevitably necessary.

Anandavardhana (8" CE) has not stated his views on this point
explicitly, but it appears that he also considers Pratibha as the most
important, if not the only, cause of poetry. He says:

Any defect caused by lack of scriptural knowledge is easily
concealed by the power (pratibha) of the poet. But the defect caused
by the dearth of pratibha appears (to everyone) instantaneously. He
says,

“There is nothing on earth which cannot serve as grist to the mill
of a poet gifted with genius and everything can be transmuted into a
thing of beauty” .

He says further that though primordial Nature has been responsible
for the creation of numerous worlds containing varied objects over
an indefinite period in the past, it is not possible to say even now that
her ability for the creation of new objects has diminished even by an
iota. Therefore, there is no scarcity of resources for creative outputs.

It all depends on possessing creative genius.



The poet does not have to discover and express new emotions
and his thoughts, but rather to express any emotions and his thought
about it in such a way that we are certain that the experience in his
mind is newly discovered by him and not merely handed on to him
readymade by someone else.

It may be mentioned here that Kalidasa drew materials from his
predecessors, but he handled them so artistically and his creative
genius changed all the crude matters into pieces of precious gems.

Vyutpatti (Erudition) and Abhyasa (Practice)

It is to be noted that Sanskrit poeticians while attaching the greatest
importance to pratibha as the direct cause of creative production did
not lose sight of other factors that go to assist in the creative process.
This corroborates an observation made by JC Shairp who ways:

“While Imagination, working in these and other ways, is the poet’ s
peculiar endowment, it is clear that for its beneficent operation there
must be present an ample range, a large store of material, on which
to work. This it cannot create for itself. From other regions it must be
gathered from a wealth of mind in the poet himself, from large
experience of life and intimate knowledge of nature, from the exercise
of his heart, his judgement, his reflection, indeed of his whole being,
on all he has seen and felt,... When many conditions are present,
then and then only can his imagination work widely; benignly, and
for all time” .

A poet in the making is expected to acquire all-round knowledge.
Rudrata regards erudition (vyutpatti) as an aid to pratibha. According
to him erudition lends power of discretion in arranging the material
in the poetic composition which incident should precede, which
should follow, which episode should get cursory treatment, which
style should suit the sentiments to be delineated, which flaws are
avoidable and which are necessary, all these questions can be settled
only by poet’s own discretionary power. No extraneous factors can
give answer to the questions pertaining to the plot arrangement or
selection of theme etc. or even style of expression would greatly
depend upon the poet’s inner equipment i.e. proficiency.

Erudition in the real sense should not mean acquisition of wide
knowledge; it should mean in-depth study that develops the ability
to distinguish the suitable from the not so suitable material.
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Bahujnata (Varied Knowledge)

Some poeticians like Mammata strongly argue that varied
knowledge is indeed very essential for one who wants to become a
poet of repute. This fact is authenticated in the works of renowned
Sanskrit poets. Their works reveal diversified interest developed by
them besides indicating their strong and authentic knowledge of
different fields.

Valmiki, the author of the Ramayana had a thorough knowledge
of the mythilogical material which was known in his age.

There are similes in his work referring to the different sciences,
viz. Architecture, sculpture, law and administration, medicine, surgery,
mythology, agriculture, gardening, botany, zoology, sacrificial
ritualism, fighting with weapons and missiles, geography, astronomy,
astrology, human anatomym psychology, civics, grammar, nyaya,
philosophy of Vedanta human behavious etc.

With regard to the famous epic of India viz. The Mahabharata it
1s said,

dharme ca arthe ca kame ca mokse ca bharatarsabha/
yadihasti tadanyatra yannehasti na tat kvacid/

“In the the realm of religion and ethics (dharma) of metarial
progress and prosperity (artha), of the enjoyment of the pleasures of
personal and social life (kama), and of spiritual emancipation
(moksa), whatever is embodied in it (i.e. Mahabharata) may be found
elsewhere; but what is not found here (in the epic), will not be found
anywhere else”

And a close study of the Mahabharata would convince one that
his claim is not at all exaggerated.

Indeed, it embodies most of the knowledge about Indian religion
and mythology, law, ethics, and philosophy, statecraft and art of
war, and history. It also includes accounts of earth, sun, moonm
stars and mini stars, spirituality, or the science of medicine, charity,
descriptions of holy places, regions, rivers, mountains, forests, seas,
glorious cities, the construction of forts, the skill in arms of ancient
kings, science of architecture and engineering, the science of music,
and many other sciences all of which are conducive to human being’ s
well-being an all-round progress. It is an encyclopedia of ancient
Indian culture.



Kalidasa who is one of the greatest poets of Sanskrit Literature
was acquinted with a variety of knowledge.

Kalidasa’'s own literature testifies to his comprehensive
knowledge of different sciences and arts, philosophical systems,
material scicences like Arthasastra and Rajaniti, knowledge of
Sanskrit and Prakrit languages and their grammar, study of prosody
and poetics, deep study of Ramayana and Mahabharata and the
Puranas.

He was acquainted with astronomy, astrology and medicine,
history, geography, poetics, dramaturgy. His plots, description of
incidents and situations, narration, speeches of character, his similes,
etc., all these-throw sufficient light on the range of his knowledge.

Bana Bhatta author of Kadambari was most learned in practically
all branches of leaning. He was well grounded in the epics. The
Mahabharata and the Ramayana, as well as in the Puranas. He was
conversant with all the important systems of philosophy. He was
also proficient in the science of politics. The Arthasastra. He knew
thoroughly the court-etiquette and also military and veterinary
sciences, he was duly acquainted with the flora and fauna of India,
rites and rituals observed by the people. He was well-versed in
grammar, poetics and he had extensive vocabulary. It is very
interesting note that Bana traveled widely, and his companions
included such varied and sundry members as a snake-doctor and
goldsmith, a painter and a singer, a dancing girl and a gambler.

Bana’'s team consisted of forty-four members each one with a
special attainment in the arts and crafts of the time. Some of them
were poets in various languages, a few were philosophers and quite
a few were artists. There were dice-players, gamblers, actors and
scribes, Buddhist monks and nuns, jewelers and physicians, ascetics
of different denominations and story tellers, potters and shampooers.
Thus, his companions were drawn from different strata of society.
Bana also visited holy places, royal courts and educational centers
and interacted with poets and scholars. This gave him a first-hand
insight in to life and nature and filled him with a many-sided and all-
round experience of human beings and their manners.

In short, his travels contributed as much as his learning to shape
his innate genius.
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Another creative genius who has made significant contribution to
Indian aesthetics viz., Abhinavagupta had an insatiable desire for
varied learning. He studied different scriptures under different
teachers and went even out of his hometown viz., Kashmir to do so.
A statement made by him reveals his unquenchable thrist for
multidisciplinary knowledge.

He says:

“Even though one may be lucky enough to get a teacher who
has attained perfection himself and can easily lead his pupil to it, yet
that does not mean that one should not approach other teachers for
obtaining knowledge of other scriptures and other path ways”

He preached this, both by precept and example, for, even though
he was fully satisfied with the tenets and teachings of Saiva scriptures,
he, because of his boundless curiosity studied under teachers of other
sects, such as Buddhism and Jainism.

Other sources of Creative Talent

Rajasekhara the author of Kavyamimamsa refers to eight factors
as sources of creativity (Kavyamimamsa, X). They are:

1. Peace of mind

Poetic intuition (Pratibha)

Practice (Abhyasa)

Devotion

Participation in the assembly of the learned

All-inclusive knowledge (vyutpatti)

N ke

Strong memory
8. Courage

Concentration, which means oneness of mind or single
mindedness in which all other thoughts are withdrawn, is given due
importance in creativity as it facilitates creative process. It is a method
of withdrawing the mind from going to external objects. When the
mind is fully concentrated, it can perceive new objects and new ideas
can occur in it. Vamana advocates selection of proper time and place.
Proper place according to him is the place free from human beings.

Solitude or loneliness helps a poet to concentrate on the plot or
poetic idea or its expression. Vamana recommends fourth part of the



night as proper time (Vamana's Kavyalamkarasiitra, 1.3.30). It is
early morning or fourth quarter of the night that is regarded as
congenial for any intellectual activity. As it is fresh after night’s rest,
concentration becomes easier.

Inexhaustible Resources for Creative Outputs

For a creative person there is no piece of thought which is of no
use. Indian medical genius viz., Caraka says, there is nothing in this
world that cannot be used as medicine. This gives tremendous hopes
to creative persons in all fields. All sorts of ideas and expressions are
capable of being constituents of poetry.

Namisadhu, commentator on Rudrata’s Kavyalamkara says.

“There is no such word nor any meaning, no proverbial saying,
no proverbial saysing, no art that cannot become a part of poetry.
Indeed, poet’s burden is great” (Namisadhu's commentary on
Rudratas Kavyalamkara, 1.19).

Originality and Coincidence

There are bound to be plenty of coincidences amongst great minds.
But according to Anandavardhana all of them should not be egarded
by the wise as being identical. Further, he points out how they are
not identical.

Coincidence is of three types :

1. like that of a reflect image of persons

2. like that of a painted picture of persons

3. like that of living persons resembling each other.

An intelligent person should avoid the first kind of coincidence,
viz., that like a reflected image, because it has no separate life of its
own or, in other words, not even a real body of its own.

The second kind of coincidence, viz., that like a painted portrait
also deserves to be avoided, since its soul is nothing but a nonentity
though it has a body of its own.

But the third kind of coincidence need not be rejected by the
creative person at all, since it possesses a lovely body of its own
which is real (as well as a distinct soul). So long as its vital essence is
present, even a poetic theme similar to an earlier one will appear
exceedingly beautiful.

27

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




28

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

Motivational Factors

Love of glory says Mammata in his Kavyaprakasa, is a primary
motive that spurs a genius to write immortal poetry, and in support
of his assertion he cites Kalidasa as a case in point.

Kalidasa admits at the beginning of Raghuvamsa that he is
soliciting literary fame (Raghuvamsa, 1.3) Sanskrit poets cared more
for the survival of their literary work rather than for the knowledge
of its authorship.

Mandah kaviya$ah prarthi gamisyami upahasyatam

We are concerned here with such persons who were driven to
create something great more by a desire to leave behind something
beyond time, i.e. immortal.

Valmiki the great Sanskrit poet of India who created his epic the
Ramayana says,

Yavatsthasyanti girayah saritasca mahitale/
Tavad ramayana katha lokesu pracarisyati//
As long as the hills stand on earth and the rivers continue flowing.

So long will the story of Ramayana circulate (stay current) in the
Worlds (Ramayana, 1.2.35).

People who work for attaining immortality do not have a limited
time frame. They aim at the generations to come to appreciate their
work. They are driven by an inner drive to leave an indelible mark
on everything that they create or execute.

We know nothing about ancient Indians who created wonderful
literature, music and other creative products. Why, they remained
anonymous? India’ s famous philosopher Jiddu Krishna Murthy says.

“with anonymity there is a different kind of creativity, not based
on success, reward, money etc. Anonymity has great importance, in
it there is a different quality, the personal motive, the personal attitude
and personal opinion do not exist. If the mind is extraordinarily clear
without a shadow of conflict, then it is really in a state of creation; it
needs no expression, no fulfilment and no publicity when one feels
important, one does not love what one is doing; one loves oneself
and not what one is doing. (Krishnamurthy. J.1999).
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Dr. P.V. Ramankutty

THE DICHOTOMY BETWEEN DESTINY AND MAN-
POWER IN THE MAHABHARATA

The focal point of the Epic Mahabharata (MB) is the Great War.
All the episodes in the Epic lead to this great happening. Though
the description of the war scenes in the epic is hyperbolic and
exaggerated, they generally are seen carved in a tone and tinge of
reality. The descriptions of war scenes are quite lively and varied
beset with a number of formations every day. Itis to such a narratives,
in the post-war scenario, that the Epic narrator infuses a heavy dose
of mysticism by his narrative of the inevitability of destiny in stark
contrast with a life of reality that throbs with human activity especially
in pre-war epoch of the Epic. The post war scenario in the epic
registers a significant shift in terms of the philosophy of life. In the
place of elasticity of mind and dynamism, a kind of dark and dismal
philosophy crept in which the role of the operation of destiny has
been explicit. A minimum doze of mysticism is welcome, since it is
common in classical works of any early culture, but in MB the reader
has the feel that a dismal future is always there in wait for you. Every
now and then we are reminded of the strike of destiny. In the
introduction of Classical Sanskrit Literature- Classical Period,
Dasgupta discusses the stagnating effect of the rigorous injunctions
of the Smrti-s which form part of the ancient Indian Dharmas$astra
literature. He points out how the basic fact that society is a human
institution was forgotten. He adds how the attempt to bind with iron
chains all movements of society, so that these must adapt themselves
to the conditions that prevailed in Vedic times. Such a views are
detrimental to the development of society. He continues how this
“extreme conservatism of social laws had an extremely depressive
effect as regards the freedom of mind and it enslaved the temper of



the mind and habituated it to respect the older traditions at the expense
of common sense and wisdom.” (Dasgupta: 1955: xxiii). The view
of Dasgupta is significant with regard to the content of the present
paper. The word destiny has several equivalents in Sanskrit namely
Vidhi, Niyati, Kala, Daivam, Dishtam, Bhagadheyam, Bhagyam,
Vidhanam et al. It had wider dimensions in ancient Indian life and
literature, for concepts like karma, karmaphala, transmigration, birth;
re-birth, liberation and the like are essentially associated with the
phenomenon of destiny. Its operation on human life is a pet topic
in Sanskrit literary discourse and in many works it is seen overplayed
and sometimes overrated. The Mahabharata is no exception. In the
other words, the operation of the motif of Destiny is a sure feature in
classical literary works and it is so in Mahabharata too. Its play is
not confined to a mere undercurrent, but it is a powerful impact on
the currents of thought of the characters in the epic from where their
actions spring forth. The characters at times appear like play things
in the pervading shadow of destiny. Its sway in the epic seems to
adversely affect the natural flow and logic of the story generating
the impression that human efforts, after all, are liable to fail since
there are certain things which are already pre-determined and no
force on earth can effect a change on it.

The primacy of destiny over human effort is a narrative the Epic
author assiduously maintains from the beginning to the end. So the
epic is marked by the conflict of manusyakara versus daivakara with
a pre-monition that the former is bound to fail despite its natural
logic. The so-called great sages who are invariably acclaimed as
Jitendriya, those who have won over their senses, jitakrodha, the
ones who have subdued anger, conduct themselves in a manner not
befitting the high-sounding titles they are generously accorded with.
The psychic energy they are supposed to possess is seen spent on
trivial humans for tiny errors. Their indignation gets reflected in their
curses and prophecies and their happiness appear like boons and
blessings. The characters sometimes appear like puppets revolving
round their benevolent or malevolent fate. It has seriously affected
the natural flow of the story for the thin air of wonder, which is the
breath of any good storytelling, is conspicuously missing.

Author as Character

Destiny, the power or agency which determines the course of
events or the predetermined irresistible force which is supposed to
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influence the course of events, makes its significant presence in the
Epic in its character-turned author. He appears as the symbol of
destiny every time he appears in the Epic. He seems to determine
the course of events when it gets impeded. Suddenly does he make
his appearance from nowhere to direct the course of events in the
way he likes to have it.

The Certainty of the great War

Even at the outset, by the time a discernible reader completes the
Adiparva, he begins to nurture the impression that the Great War is
a certainty and no force on earth can either stop it or reduce its
ferocity. When the war turned out to be a fate accomplice, what is
left for the reader is to wait for it. He allows himself to ponder in a
mood of leisureliness. What is left is for him is to wait for the
experience of the details of warfare. The deep enmity between the
Kauravas and the Pandavas even in their childhood days is allowed
to grow and no elder including the veritable Krsnadvaipayana or
Bhisma meaningfully intervenes to block its ominous progress except
Vidura who, because of his lower birth, is barred to assert himself
and wield meaningful authority. At times, he chooses to be painfully
candid to his brother Dhrtarastra on the latter’ s wanton affection to
his eldest son. Vyasa was nowhere in the picture when the gruesome
atrocity was being committed against Draupadi at Hastinapura in
front of all the so called great paragons of virtue. Incidentally the
absence of Gandhari on that crucial occasion is an eloquent one.
Perhaps the war could have been averted if she had intervened. But
the great Epic author is silent on this context. Likewise on the day
of the end of war the Pandavas slept on the shore of river Ghosavati.
The remaining warriors including Dhrstadyumna, the commander-
in- chief of the Pandava army which won the war and his brother
sikhandi as well the five sons of Paficali slept in the war camp beside
the battle ground. It was on that dark day destiny struck in the form
of Asvatthaman, Kripa and Ktitavarman who successfully slaughtered
the sleeping warriors with ease. Now the question arises as to why
Krsna didn’t tell his warriors not to sleep in the war- camps. The
answer that might come from the lips of Krsna will possibly be the
expression: Destiny. Everything that is bound to happen can’t help
happening. Again, when Gandhari tells Dhrtarastra no to again invite
the Pandavas for the Anudytuta, the second play of gambling, the
latter emphatically blurts: Destiny cannot be altered. The answer for
several such ironic gaps of silence is nothing but the phenomenon



called destiny. All such instances point out that there is some narrative
in the Epic that reduces reality into mystification.

The Mausala Parva

It is in the Mausala Parva that Destiny strikes at its worst. It has
been conceived the virtual end of the epic where fate plays havoc in
the life of hapless humans despite their best efforts to avoid her
inevitable strike. A group of sages led by Vi§vamitra comes to meet
Krsna at Dwaraka. An idea flashed along the mind of certain young
men led by éarar}a, brother of Krsna to ridicule them as a mere
momentary pastime. They dressed as Samba, son of Krsna, in disguise
of a woman and asked the sages in feigned solemnity, what the
woman, wife of the Vrsni chief Babhru, bring forth after some time.
Sharp came the retort from the sages who knew they were being
ridiculed by the youths for no reason. This woman will deliver an
iron bolt and your entire race shall perish because of that, Now, look
at the imprecation of the sages to the young men. The presence of
éarana, brother of Krsna and Samba, son of Krsna and the mention
of Babhru Krsna’s close aide is also ironical. Normally a kind of
balance is struck between the gravity of the offence committed and
the heaviness of the curse pronounced. Such propriety and proportion
is always there in every curse. But here, this very same balance is
significantly missing. There is neither propriety nor proportion in
the curse pronounced by the elderly masters who had but given vent
to their carnal immaturities. There is a strong tinge of artificiality in
the depiction of the occurrences in the Mausala Parva. It is a short
Parva and its episodes, as a collective impact, come like a bolt from
the blue. The story was already on its way to its gloomy end and to
add insult to injury, the curse of the sages loomed large on its horizon.
A reader here experiences a strong strain of the absence of natural
logic. The Epic author has conceived the Mausala Parva as the tragic
pinnacle of the narrative of the operation of the pair of opposites
namely destiny and manpower and the victory of the former over
the latter. Look at the ferocity of the curse of the sages to the group
of youths who in their wantonness chose to mildly ridicule them.
The punishment was meted out not to them but to their entire race.
The episodes in this parva are seen painted in heavy colours
sacrificing the natural flow and balanced way of storytelling with
natural logic. The entire scene and the subsequent terrible brawl
that broke out and the devastation of Dwaraka along with its people,
the shameful defeat that even Arjuna had to encounter before a group
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unnatural immediacy to wind up the story to its denouement of deep
gloom and despair. And to culminate the happenings in the Parva,
there is a short scene where Vyasa has his stock sermons to Arjuna
who had just experienced the saddest ignominy in his life. The gist
of Vyasa’ s statement was his usual unpleasant words to the effect
that what is destined shall pass over sans failure.

Look at the large number of metaphors used by the epic author to
picture the onslaught of destiny:

1. Bald-headed man with terrible face and fierce aspect, black
and tawny in complexion, peering into the houses.(Ch. 2.3)

2. Streets getting swarmed with rats and mice eating away the
hair and nails of sleeping men...

3. The Sarasa birds imitating the hooting of the owl and goats
imitating the cries of jackals...

4. Wives and husbands being continuously deceived mutually...
5. Rising and setting sun getting surrounded by headless trunks...

6. The moment they are served, foods getting suddenly infested
with innumerable worms...

7. The Vrsni women dreaming daily a woman of black and
white teeth entering their abodes laughing aloud and running
through the streets of Dwaraka...

Kuntaka’s Observation

Kuntaka in Vakroktojivita makes a short analysis in contrast
between the epilogues of Mahabharata and the drama Venisamhara
of Bhattanarayana of the 7" century CE. The volley of occurrences
depicted in the concluding Parvas, especially the Mausala Parva,
give the impression that the story of the Epic is destined to have a
shadowy end. Dhavikara points out that the story of the Epic is carved
out by the message that the unending chain of greed and desires
indulged in by almost everybody is nothing but trash. Human activities
are destined to end in disgust. The epic does not instill hope and
expectation in us. It does not deliver the message that nothing has
ended and that life never ceases to exist and that human efforts shall
continue. According to Kuntaka in the Epic Mahabharata, the reader,
at the end of the epic, is left with a mood of gloom and dismay. It



casts a shadow on the sahrdaya to the effect that nothing remains to
be hoped in this pessimistic existence of ours and that all human
efforts are ultimately destined to be futile and fruitless. A sharp
contrast to the shadowy end of the Mahabharata is seen in
Venisamhara which is based on the main story of the Epic. The
play is a dramatized version of some of the significant episodes in
the Mahabharata (MB). There the story ends on a pleasant note giving
hope and expectation to the effect that life shall continue with its
tumultuous currents. After all, the Pandavas, after an era of incessant
sufferings and turmoil, win the country and Yudhistira enjoys the
fruits of their previous hardships scaling to the glory of the heights
of affluence and happiness. It is with this pleasant message that the
play comes to a close. Such an end is totally different from the dismal
atmosphere into which the final stage of the epic is cast. Such positive
denouement which is the result of daring deviation from the epic is a
significant example for Kuntaka’s prabandhavakrata. Kuntaka thus
critiques the epic in his own way presenting the idea of the unending
nature of life and its unfailing continuity. It occurs in the fourth
Unmesa of Vakroktijivitam when Kuntaka explains certain varieties
of Prabandhavakrakta, the beautiful mode of expression that
permeates a whole literary work. This kind of Vakrata occurs when
there is departure from the rasa or the chief sentiment of the source-
book with a view to generate beauty in the reader’s psyche. The
English translation of the Sanskrit passage is furnished below: ‘ An
example is had in the play Venisamhara. Its story is based on the
original Epic viz., Mahabharata whose ultimate rasa is tranquility
(§§nt3) since it dwells at length on the futility of mundane life, which
is largely beset with endless desires devouring all other interests or
attitudes. The playwright has expunged this Santarasa in the
conclusion of his own work and has substituted in its place the heroic
sentiment (vira) along with supreme wonderment (Adbhuta) which
suits the story of Pandavas much better. He so effects the innovation
that the entire lot of their enemies lies slain on the battlefield, and
Dharmaraja the champion of undiluted royal duty, is made to be
attended with triumphant success at the end. This novel conclusion
partakes of beauty in respect of the work as a whole and provides
infinite delight to cultured reader. They will indeed think along these
lines- though victimized by so many, they (Pandavas) could still
overthrow their enemies by dint of steadily increased strength on
their side and could ultimately win royal glory. Such thoughts will
train them to preserve even in times of distress and maintain an attitude
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of heroic courage. So, it can be pointed out that there is a heavy dose
of the onset of destiny that leads to mystification of material life. It is
characteristic of ancient narratives, where sages and god-men tread
with heavy paces preaching often the philosophy that life is, and has
been an illusion, a dream and not a stark reality. But life has its
unending delights, of course soaked with unending sorrows. The
Epic’s denouement is, on the other hand, one of eternally hopeless
void and vacuum. As we listen to the long pathetic lamentations of
Yudhisthira in view of the gruesome bloodbath in the war, the
predicament of the royal couple Gandhari and Dhrtarastra being
taunted by the still uncompromising Bhima and the tragic end of
Kunti and Vidura, a darkness envelops as the curtain of gloom
descends slowly but steadily across the reader’s psyche.

Reference:
1. The Sukthankar’ s edition of the, The Mahabharata
2. The Mahabharata, Eng. Trans. of MN Dutt
3.  The Mahabharata , Mal. translation of Vidwan K. Prakasam

4. Vakroktijivita with Ma. Trans. and Sanskrit text, ed. By Chathanath
Acutanunni, Vallathol Vidyapeethom, Sukapuram, Edappal .



Dr. V. R. Muralidharan

INDIAN VIEWS ON LANGUAGE

Language is the most important factor in human development as
a whole in all the fields of social, economic, literary and cultural
activities. A world without language/word is in its varied form and
nature is impossible for the human beings even to think for a while.
A number of scholars from India from the Vedic time onwards had
pointed out the importance and all-pervading nature of language in
high terms. The world would be considered as an entirely dark one
without any light in which there is no language at all'. Every
development of the world is related with the support of language
and hence the great philosopher of Sanskrit grammar, Bhartrhari,
had mentioned that language as the ultimate Brahman in his magnum
opus work, Vakyapadiya®. So all Indian philosophers with an
exception of materialists like Carvaka-s and Bauddha-s accepted
verbal testimony as a means of valid knowledge. The all pervading
nature of language was, however, admitted by the Mimamsaka-s
and Vedantin-s in their discussions vehemently. They generally
consider Vedic language as self-revealed and without any fault as it
is not touched by any human relations.

One of the most important factor about language is that almost all
philosophers from the orthodox group had discussed the different
areas of language from the phonetic up to the semantic levels in their
treatises in detail. Later on, some Buddhist scholars also indulged in
the discussion of the language functioning. Their theory of apoha or
exclusion in the naming process is well known and is of modern
relevance. So this topic is of much relevance for the recent linguistic
approaches which is headed by the structural views on linguistics by
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Ferdinand de Saussure and others in the west. Many modern ideas
promoted by the present day scholars had similar as well as parallel
points of discussion in ancient Indian treatises on the studies of
language. The grammarians, logicians and Mimamsaka-s had spent
much time for hair splitting discussions. Some of their findings are
the topic of discussion in this article.

Language is a wider area with the speech mechanism to other
tools like indicators of ideas through the signs. The sound that is
heard through ear is perception and not language, but the ideas
grasped through that sound is what is considered as verbal testimony
or the cognition of reality through the language. So the silent reading
(maunisloka), gesture and the like are also to be included in the
purview of language. This was admitted in the texts of logic of later
origin. The Mimamsaka-s discussed about the impact of language
on the hearer or observer. The Vedic passages, especially those of
the Brahmana-s, are directive sentences for those who are qualified
to act accordingly. So a mere statement like ‘ agnihotram juhoti’*® (a
sacrifice, agnihotra by name, is being done) is a direction for him to
perform the sacrifice.

Even now the sign boards for information in the notice boards
are of indicative in nature. They prompt the reader to act positively
or negatively as per the directive sentence. Many of such sentences
are seen in the buses and trains and such sentences are helpful to
understand and to follow the rules by those who use such comforts.
For example, if there is a notice in the bus on some seats as ‘ladies
only’ it is indicative of the fact that those seats are reserved for ladies
only. As a righteous person, everybody is bound to follow all such
directions and if such notices are not followed, penalty may be caused
as per the rules and regulations. So the Mimamsaka-s considered
that all the Vedic passages are directive in nature either directly or
indirectly. So a sentence like vayurvai ksepistha devata* (The deity
“Air’ is the swiftest one’ is indicative of the fact that pleasing such a
deity through offering sacrifice with quick result. There is no such
meaning in that sentence. But Mimamsaka-s, who were known as
the scholars of syntax in India (vakyasastrajna) add additional
meaning to such sentences which is known as the purpose of the
sentence which is not revealed through the literal sense. This is the
view generally held by the Bhattamimamsaka-s. The followers of
Prabhakara, however, attributed all the meaning, whether directive,
indicative or purpose, everything under the common category of



direct sense though the function of abhidha or denotation. So
according to them there is only one functioning or vyapara as far as
language is concerned and that is known as abhidha. Its capacity to
convey all the meanings later derived is accepted by them. Following
this view many great scholars of Sanskrit poetics like Mukulabhatta,
Bhattanayaka, Kuntaka, Mahimabhatta and Dhanafjaya discarded
the indicative and suggestive functioning of the language. On the
other hand, the Bhattamimamsaka-s argued that the ultimate meaning
is derived only through indication or /aksana, which is more in
parallel with the modern view on language that language is metaphor.
This metaphoric nature of language is somewhat related with the
complex nature on language of the present day studies of semiotics.

Though some scholars are not yet convinced, it is a fact that
language is the instrument for knowledge of reality, in which the
part taken by perception and inference is very little. Of the knowledge
that somebody acquire, language though it’s varied forms of silent
reading, gestures, social media and the like, is the greatest one among
the various means of valid knowledge. Hence Jaimini in his
Mimamsasutra-s said that language, which he termed as $stra, alone,
is the sole means to determine the nature of dharma or duty’. This
view is acceptable to the Vedantin-s in general as far as the empharical
world reality is concerned. They follow the views of Bhatta-s on
many such discussions and they say ‘vyavahahe bhattanayah’ .

Indian scholars divided the language into a number areas from
the basic sounds or varna (letter), pada (word), pratyaya (affix), vakya
(sentence) and sentence construction and the like. They promoted
serious discussions on the functioning powers like abhidha, laksana
and vyanjana. The poeticians, further, pointed out the aesthetic
rapture derived from the enjoyment of creative literature in their
valuable treatises. So they have gone up to the emotional realm of
language besides the logical realm discussed by the philosophers.

India have a continuous stream of such studies from the Vedic
times onwards. In the Vedas, there are references about the importance
of language and literature. Yaska had quoted a very striking verse
from the Rgveda to explain the beauty of creative writing as:

Uta tva pasyan na dadarsa vacam uta tva Srnvan na Srnotyenam.

Uto tvasmai tanvam visasre jayeva patya usati suvasa.®
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Some fail to see properly the beauty of meaning of the words,
some fail to understand the meaning; and the words reveal the beauty
of their meaning only to some like a desirous and loving damsel
reveals her body only to her husband. Yaska’s attempts to seek out
the etymological meanings of the Vedic as well as some Sanskrit
words is really interesting from the point of view of a linguist. He
has presented the principles of linguistics in the beginning of the
second chapter of his Nirukta.

To the introduction of Mahabhasya, Patanjali have quoted some
attractive verses about the nature of language while discussing the
major and minor purposes of the study of grammar. Accordingly the
language mechanism is like a bull with four feet, seven hands, two
horns, tied up in three ways and the like. This divine power was
bestowed among the mortals for easy communication and
understanding.

Catvari $r1igd trayo asya pada dve Sirse sapta hastaso asya.
Tridha baddho rsabho roraviti maho devo martyan avivesa.’

Mimamsakas had discussed the potentiality of language in the
discussions of bhavana or creative urge. There are two types of
bhavana: Sabdi and Arthi. Sabdi is of the nature of provocative
and Arthi is actual creative urge. Sabdi generates activity in the
qualified follower and the follower reacts accordingly. To activate
the listener, the potential mood is to be incorporated with the verbal
form. It can be exercised though the grammatical forms like /in, lot
or tavya suffixes. In general the hearer is informed to act accordingly
through the use of these suffixes in the verbal forms. But at a later
level, the follower acts on such occasions without the direct potential
verbal forms. So if a teacher announces that the rank was gained last
year from one student of the class indicates the factor that the present
year also someone among the students should secure the rank. So all
sentences in some way or other bear the potential nature directly or
indirectly. The sentences with directive mood have some further
purposes. Such sentences generate activity in the observers or hearers.
Such sentences may be considered as common or universal sentences
as they direct all those who are interested to attain the result by acting
accordingly. The sentences of the creative writings, thus, become of
universal nature and gain the readability and enjoyment from all the
readers alike. There is potentiality even in the words listed
methodologically in the dictionaries as there is indication of ‘should
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theories, known as anvitabhidhanavada as well as abhihitanvayavada
promoted by the Prabhakara-s and Bhattamimamsaka-s were of
much importance. The meaning is fully conveyed through the word
meanings as the former school argues. But the other school demands
an ideal understanding of meaning even before the actual performance
of the same through selected words. According to them, a selection
of ideas is the predetermining factor of uttering sentences in a linear
and methodological way.

As already mentioned, this view of the Mimamsaka-s was helpful
to the poeticians like Abhinavagupta to develop the theory of
suggestion in the field of literature. He has mentioned the same as
additional meaning or adhikarthapratipatti in his Abhinavabharati
commentary on the sixth chapter of Natyasastra®. All the present
day activities are also related with the power of language. One cannot
even think without language. Language is the most striking feature
of the human beings. They are using language not for communication
alone, but they record the past events, they compose creative writings
like poems, lyrics and the like, they further developed music and
various art forms by which communicate and provide enjoyment to
the readers and spectators to a great length. The contribution of
Indians in the past in the field of language helped the westerners to
introduce new areas of wisdom like comparative philology and later
on linguistic studies. Many concepts explained by de Saussure bear
resemblance with Indian attempts on language discussions. So
language and literature satisfy the human beings in the much
complicated life situations to a great extent and Indians viewed the
importance of language in high terms form a very remote past to the
present day.

Footnotes:
1. Kavyadarsa: 1.2
2. Vakyapadiya:
3. Arthasangraha:
4. ibid.P
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Dr. K. G. Sheshadri

CHAGALAKSANA — GOATS AND THEIR
CHARACTERISTICS IN ANCIENT INDIAN TEXTS

Introduction

Goats and sheep have been domesticated by humans almost 8700
years ago. On the basis of archaeological evidence Zeuner believed
that goat was the earliest ruminant and probably the first animal to
be domesticated after the dog'. Goats are a source of meat, milk,
skin and fibres. During Pre-Harappan period, wild ancestors of goats
were found in barren hills of Baluchistan and Western Sindh. Seals
resembling goats were found in the Indus valley civilization.Scholars
have debated over selecting names for the domestic Indian goat and
these have been discussed in literature®. It is evident from these
discussions that the name Capra hircusaegagrus Erxl.was used to
designate all Indian goats. Goat remains have been discovered at
Harappa, Hastinapur, Maski, Rupar, Rangpur and Brahmagiri sites
of India. The bezoar goat (Capra hircus Linn.) of Turkestan and
Afghanistan whose remains have been discovered in Near East is
considered to be the parent of Indian goats.

Ancient Vedic texts mention animals as part of Cosmic law and
further indicate domestication of animals. A study of ancient Sanskrit
literature gives us interesting insights into goats that are significant
both from a religious, mythological and a scientific aspect. Ancient
Indians had observed several characteristics of goats that were
recorded in their literature from the earliest period. The characteristics
of goats as gleaned from these texts is presented in the present paper
that will allow one to admire at the keen sense of observations made
regarding to this animal. These observations range from regarding
their origin, their bodily color or structure, the qualities of their
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products, the omens they forebode when used in various sacrificial
rituals, behavioural tendencies and also sounds made by them as
dealt in some texts and are presented in suitable contexts.

Goats in Vedic Literature

Goats are mentioned as early as in the Vedic texts. They are termed
by the word ‘Aja’ which has special significance in some hymns.
The Purusa Siikta of Rgveda [10.90.10] mentions that goats and
sheep were born from the Supreme Person. RV [9.26.8] mentions
that goats were harnessed to carts. Goat is employed as a draft animal
for Pusan in RV [6.55.4]—

YOS ST STHa T |
Likewise he is said to be drawn in a chariot harnessed by goats
RV [6.55.6].

ST 07 I T8, TwieT: |

The term ‘Aja’ also denotes the Sun that upholds heaven and
earth RV [1.67.3] —
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In the Rgveda the term ‘ Aja’ is also regarded as the unmanifested
source of all manifestation and equated with Agni Prajapati’. A minor
Vedic deity is a one-footed goat glorified along with Ahirbudhnya,
and others in the hymns RV [2.31.6] —
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In the ASvamedha sacrifice, goat is sacrificed to Lord Piisan
before the horse RV [1.163.12]. Several varieties of goats are
mentioned in the hymns. RV [10.27.17] speaks of roasted ram (mesa)
as a fertility charm. The castrated variety or ram is called [petva] as
in RV [7.18.17]. The hornless variety is called basta RV [1.161.13].
The Mandiika Siikta of RV [7.103.6] mentions a frog that has
sounded similar to the bleating of a goat (gomayureko
ajamayurekah).

The Vajasaneyl Samhita YV [3.43] has a hymn calling cows, goats
and sheep nearer to men.In context of the Purusamedha sacrifice,
the text YV [30.11], the quality of keenness (fejase ajapalam) has
been alluded to a goat herd. The YV [21.29] mentions a grey colored
he-goat to be sacrificed to the Asvins by the Hotii. The association
of goats with Agni is also mentioned in YV [13.51]. The Vajasaneyi



Samhita YV [19.89] includes the goat as one of animals led to the
sacrificial post during the A§vamedha sacrifice. The Taittiriya
Samhita TS [2.1.1-4] also mentions goats in association with Agni.
Goat’s hair (Ajaloma) is mentioned in use of a sacrificial ritual in TS
[5.1.6.2]. In the context of the ASvamedha sacrifice, the text TS
[5.5.11-5.5.24] states that black goat is to offered to Agni, a white
ram to the Sun and a ram to Varuna. The goats and sheep are
symbolically stated to be born through Upamsu and Antaryama cups
used in sacrificial rituals TS [6.5.10.1]. This must be taken in a
context similar to that in the Purusa Sukta of iigveda where in the
Devas are said to perform a sacrifice and goats are said to have
originated from the Supreme Person through sacrifice. The Taittiriya
Sambhita TS [7.3.14.1] states that goats originated from Agni and
Basta is the king of goats. Elsewhere it is stated that the she-goat
originated from Prajapati. The same myth is also supported by TS
[2.1.1.4-5]. Vedic texts also state that the testis of a goat was implanted
on Indra. The Taittiriya Samhita [6.5.10.1] states that goats give
birth to two or three kids.

TETET A ST ST |

The Maitrayani Samhita [3.10.2] states that the Gods immolated
man as a victim and the sap (medhas) went out of him and entered a
horse. When it was immolated, sap entered a cow which then departed
and entered a sheep. From sheep, the sap entered a goat. This indicates
a succession of organisms.The Parisistas are texts compiled for
elaborating various subjects discussed in the Vedic Brahmana and
Sutra texts. Each Veda has got its own Parisista. Of these there are
eighteen Parisistas ascribed to Katyayana belonging to the Sukla
Yajurveda PariSista* (SYP). The second Pariista of this text is titled
as‘ Chagalaksana’ and comprises of eighteen Karikas. It has
elaborate details of characteristics of goats to be used in sacrifices.
These are briefly summarised in Tab.1. It further enumerates the list
of goats that are not to be used in sacrifices. These include those
having the color of parched grains, color of blossoms (Puspavarna),
those having a white head, those suffering from ear diseases, those
having white ears or bereft of ears, those that move like a tortoise, or
those which are bluish in color, or those with seven hooves or
deformations or short ears (these goats forebode poverty and death
of sons of sacrificer if used). It also adds that one should avoid in a
sacrifice a goat which is fully grown, white, with reduced virile power
and which drinks water with three limbs (mouth and two ears). A
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goat having three legs of the same color and the fourth of a different
color is termed as ‘Musala’ and forebodes sin to the family of the
sacrificer. The text also states that a goat should wholly be reddish
or optionally its red color may be mixed with one or two colors. A
fierce looking goat, a short goat and a female goat which miscarries
may be procured for sacrifice. The * Chagalaksana’ text also specifies
that a goat which is black or has a black front side or black legs can
be selected. A good goat is described by the text to possess long
legs, high shoulders, high head and six curls, less semen, big belly,
soft body with red ears and of color of blossoms. A goat of black
color in the sides with whitish legs is termed as ‘ VaiSravana’.

Tab.1 Characteristics of goats as in ‘ Chagalaksana’ of Sukla
Yajurveda Parisista

Typesof Auspicious Goats Characteristics and their omens
White faced and having a black neck Best one for sacrifice
Having reddish horns of the length of Worthy for sacrifice

four fingers (known as Palaka)
Has awhite circle on the right side Fulfillsall desires
(Sarvarthaka)
Black and white on the back (Vijaya) Leads to defeat of enemy
Pannada type of goat That which has amasculine name

and whose teeth are fallen out

The Samaveda Samhita (SV) [Purvarcika, 4.2.7] also glorifies
the ram in its hymn as -

A o A Qegagfars MR swat Svaw | I ;e 7
faerf~a Ay ot Afes Ay Ty |

“Make glad with songs that ram (mesa) whom many men invoke
worthy of hymns of praise, Indra, the sea of wealth”.

This hymn is also quoted by the Rgveda RV [1.51.1] attributed
to sage Savya Angirasa which is commentated by Sayanacarya. He
mentions that Indra came in the form of a ram to Medhatithi’ s sacrifice
and drank Soma juice.

Rich information about goats is obtained in the Atharvaveda
Samhita(AV). The goat is said to have been born from the heat of



Agni by which the Gods attained their Godhead AV [4.14.1]. The 47

goat is anointed by milk and ghee in a sacrificial ritual AV [4.14.6]. Pratyabhijia
The text AV [5.21.5] states that goats and sheep run fearing the wolf. e vET

A complete hymn to goats in the sacrificial ritual is given the text o v jsse 1 & 11
AV [Panicaudana Ajasiikta] by sage Bhrgu. The hymn deals on January-June 2020
bringing in the goat to the sacrificial place, slaughtering and cooking _ July-December 2020

of a goat. The hymn AV [9.5.1] conducts the goat with a prayer to
step to the third firmament.

TSl TR ShAal geiiam |

There is a hymn to the slaughterer asking him to cut along the
skin with a dark metal, joint by joint with the knife and not being
hostile to him.

IS0 T EaHdl [OeRaETIa ST JIf He | A g8
I HoTIH o Ak Y I SRET 11- AV [9.5.4]

The goat is to be offered with five rice dishes (Pancaudana) as in
AV [9.5.8] and such an offering is made so that it may ascend to the
world of well doing without difficulty AV [9.5.9]. The Angirasas
are said to know their world by this goat AV [9.5.16]. The cooked
goat having five rice dishes is said to set one in the heavenly world.

3T U S ook g4iid Usdiet Ferlia amemms |
_ AV[9.5.18]

A similar reference to the cooked goat with the dishes is mentioned
in AV [9.5.37]. The AV [11.2.21] has a hymn in the Rudra Siikta
seeking him to roll forth his missile and smite progeny of mockers
for those being greedy for kine, men, goat and sheep. AV [9.5.7]
states -

o o . _0 . o
343 AL STIMAUGLST STAAT sal0l SIHG: | SASTEIHTEIY gl
TR SFFE Tt | |

“The goat is Agni and is called light (Jyoti), they say that goat is
to be given by one living to a priest, the goat given in this world by
one having faith smites far away the darkness”. The text AV [9.5.9]
also mentions that the goat moves across difficult places.

3T XIE Gl I oAk IRAT T TSt gmoass ||

Similarly AV [8.8.25] states that certain herbs are known to goats
and sheep. The first six verses of the Paricaudana Ajasiikta are quoted
by the Kausika Sutra (KS) [64.6-16] in connection with bringing in,
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circumambulating Agni, slaughtering, sprinkling of waters on its feet
and cooking as well as offering it with five rice dishes.

The Brahmana texts mention goats being associated with Agni
and the sacrificial ritual. The legend of the Maitrayani Samhita (MS)
[3.10.2] mentioning that the Gods immolated man as a victim and
the sap (medhas) entering a list of animals including that of a goat is
also supported by the Aitareya Brahmana AB [2.8] as well as
S,'atapatha Brahmana (SB) [1.2.3-6]. The Ajakava is a sacrificial wood
vessel dedicated to Mitra-Varuna that has ornamentation similar to
the fleshy protuberance at the neck of a goat as stated in the Satapatha
Brahmana SB [4.1.5.19] —

SSHlelAAl FHvienl dgd SAsilieTidIenRenISS] qqolﬂ&) HATADU et
faeaeae u wafd |

The Satapatha Brahmana states that Agni touched ‘Aja’and had
brilliance.

& o SEEUST a9 3T | AU QISHHEId | [4.5.4.3]

The use of goat hairs (Ajaloma) in sacrificial ritual is mentioned
in Satapatha Brahmana SB [6.4.4.22]. The Paficavim$a Brahmana
PB [16.1.10] includes goats among donkeys and sheep. The
Jaiminiya Brihmana JB [1.68] also speaks of goats in context of
Stomas such as Gayatri.

The Taittiriya Aranyaka TA [4.3.3] mentions the use of milk of
she-goat in Pravargya rites. The ritual of cooking a goat with barley
grains and its consumption with regard to pacificatory rites in
connection with the Pitimedha rituals is also mentioned by the text
TA [6.10] with the flesh of goat being consumed with the hymn —

IS EISTISTEHT guI |

Ritual associations of the goat are elaborated more in the Srauta
Siitras. The Apastambha Srautasiitra ASS [25.4.10] also mentions
the use of goat’ s milk. Interestingly the text ASS [10.29.4] mentions
that the sacrificer while holding the he-goat to be offered to Agni
and Soma should hold it by its right ear as the animal looks at Soma
being carried forth with the hymn ‘ Namo Mitrasyeti’ -

STSHF-ISIHIIOT SHORTEN FSTHMT TSTFHIEIE Seitetd o feraf ||

Further the Apastambha Srautasiitra Ap SS [10.29.5] mentions
the characteristics of such a he-goat used in the sacrifice. It must be




red in color and may be with or without horns. It can be black or red
spotted, big, fat and bearded as —

AR AT | ST | FOARG ANMGTARE ar | et
g YT ||

Several characteristics of goats can be found in context of various
sacrifices mentioned in the Katyayana Srautasiitra® KSS in context
of Agnichayana ritual. The Ukha vessel is sprinkled with milk of the
she-goat KSS [16.4.23]. The ram and goat are immolated for sake
of Agni —

TeRISATOT ST I FUTHAASEET Tod QeI SIET0TH |
~ KSS[16.1.5]

The black and the hornless goat is offered to Prajapati
(Syamatuparo va prajapatyah as in KSS [16.1.33]) and a white
bearded goat to Vayu (vayave va niyutvate $vetalapsudi dve
dadhyat])) as in KSS [16.1.38]). In context of the Sautramani sacrifice
(especially on the fourth day) and the Rajasiiya sacrifice the animals
to be offered include a reddish white he-goat to Asvins, ewe with
teats and dewlap to Sarasvatiand bull to IndraKSS [19.3.2-4] and
KSS[15.10.1] respectively—

SEAISSIYET | R 79T | U5 e | |

In context ofASvamedha sacrifice, the text states that a horse,
hornless he-goat and Go-Miiga are tied to the central stake —

3T S aRGIIgARE | |- KSS [20.6.2]

This is followed by tying of twelve victims called Paryarigya (body
encircling) that are to be tied to different parts of the horse’s body
KSS [20.6.4] such as the black necked he-goat, an ewe, two black
he-goats, a dark grey he-goat, one white and one black goat, two
goats with shaggy hind thighs, one white, one barren and one dwarf.
Male goats are offered along with sacrificial cakes (Purodasa) to
Agni and Soma in the Agnistoma sacrifice KSS [8.7.24-25]. A pair
of hornless he- goats are given as sacrificial fees (Daksina) in
Agnicayana rite KSS [81.6.23]. The Katyayana Srautasiitra also
mentions the use of several body parts of goats in sacrificial rituals.
The Adhvaryu is said to purify milk in a vessel of reeds by means of
a sieve made of hair of goat in the Sautramani rite KSS [19.2.12].
Likewise in theVajapeya sacrifice, the sacrificer descends from the
post upon a Rukma placed on a skin of a goat.
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BT HEFH SEATHUIEREN | |- KSS [14.5.15]

The Adhvaryu spreads the skin, brings a seat of Udumbara
(Ficusracemosa) and makes the sacrificer sit on it. The Lamyayana
Srautasiitra (LSS)[2.10.1] states that one must mentally meditate on
the horse, goats and sheep, rice and barley with a Stoma hymn. The
Manava Srautasiitra (MSS) [Praksomabhaga, 1.8.5.10-27] also
mentions that the goat is to be offered to Indra and Agni, Similar
ritual uses of goats in sacrifice are mentioned in the S,'ézikhz?yana
Srautasiitra (SKSS) [15.1.21-23] —

YT AT TATRORT oTogfee SUTeTar ga-rart o=t
AR |

The Vadhiila Srautasiitra VDSS [4.19.31] also elaborates on the
Ajamedha (offering of a goat).The Seventh Prasna of the Satyasadha
Srautasiitra (SDSS) describes the characteristics of goats that are to
be selected for the sacrifice.

THIUT TFaied Sgavada = | Aedl %] o BT T T&8T Forsid | |
I TGS FETE AR | AT = JE TR d | |
oSS AUTHERTR T3 TRETS! | | TIFT: UTeTeh! A HeTarerdd g9 |
(I\°|°hd| AT SEcHRAT: URMTET: | | HI‘CMI('\G ‘-l‘6|¢|$i Hezd olHd l'|’>("1‘-|\|
TSt q A0 I HUSH A o A | | BIT FATHR! AT FEHHReE |
st T IO U1 YOS I HUSHT | | | ST fetar A SRR S |
ST TETET THIAATHLINGT: | RATeRear et @esT: qaidarge: | |
AR THUT I Igad Had | | SRRt o IOt qod = |
TATTHEASTRIUS TR | | JIREH GATe! o TROT < g |
THATET UERGRER F8T 9ol | | T SO Felt AT STERdmad FHor |
HTATCT: FETITEE BRI US| | BT a0l AT TS | |
- SDSS [Prasna7, Patala 8]

The characteristics of goats outlined by the Satyasadha
Srautasiitra are similar in details to those furnished by the second
Pari$ista of the Sukla Yajurveda PariSista (SYP) titled
as‘ Chagalaksana’ and are as described before except that one gets
the names given to these goats along with the omens they forebode
when used in sacrifice. These have been already described in Tab.1
and are thus not repeated in the present context.

Similar to the Katyayana Srautasiitra, the text of Vaikhanasa
Srautasiitra VSS [17.11] mentions seventeen goats [Ajasaptadasan)
as sacrificial fees. Goat’s milk is used in sacrificial rituals as in the
Bharadvaja Srautasiitra (BSS)[11.4.11] and BSS [11.9.19]. It is also



used in the Pravargya rites (an ancillary and preliminary rite to
Agnistoma consisting of offerings to several deities) as stated in the
text. Bharadvaja Srautasiitra BSS [14.4.7] prescribes goats, sheep
and other items given as sacrificial fees. The other Kalpasiitras also
have some valuable details of goats. The Bharadvaja Pitimedhasiitra
(BPS) [1.12.4-5] mentions that flesh of a goat is cooked with barley
grains and eaten after cremation rites. The Gobhila Giihyasiitra (GGS)
[3.1.9] refers to the offering of goat to the person who catches up the
hair during Kesanta rituals. A goat is to be offered as fee after the
study of Parvans of Agni as well as a ram for that of Indra [3.2.49].
The text mentions that a white goat is to be sacrificed in context of
building a house [4.7.28]. The Drahyayana Grhyasiitra DGS (also
known as Khadira Grhyasutra KGS) [2.5.5] states that goat is to be
given during the Godanarites. The Parasurama Kalpasiitra (PKS)
mentions the goat as a vehicle of Agni in context of Nyasa in Archana
(worship) —

T 3T SIihesdr™ aellsTIad 3T SUReaRE 970 1 |
- PKS[6.14]

The Gautama Dharmasiitra® [15.15] mentions the use of flesh of
a red goat in rites. It forbids the drinking of goat’s milk during the
first ten days after it has given birth [17.22-23] and also includes
animals without hair or with hair among forbidden food [17.28].
The Vasistha Dharmasiitra’ [2.28] states that one may not sell
domestic animals with one hoof or those having fur. The text also
mentions that by killing a male-goat in ancient times the disease of
hunger came into origin. If one kills such a goat one had to perform
a penance for 98 days.

The Smrtis give several other aspects of goats with regards to
several rites. The Manusmrti (MSM)[11.68] forbids the slaughter of
goats, sheep along with other animals such as ass, horse, camel, deer
and elephant. The text [3.268-270] also refers to the offering of flesh
of a goat for the libation of the Manes on occasion of Sriddha rituals.
The Slﬁtétapasmm' SS [2.52] states that by killing a goat, one is born
with extra limbs. As expiation one must donate a she-goat covered
with cloth of variegated colors. Similar donation of a goat is also
given in SS[5.28]. The Atrismrti [295] states that milk of she-goat
should never be used in Havya and Kavya. The Yajnavalkyasmrti
(YVS) (Acaradhyaya, Danaprakarana) [1.261] states that offering
meat of black goat (Lauhamisam) and meat of an old white goat

51

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




52

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

(Vardhrinasa) in Sraddha rite yields unending fruits. A goat should
be exhibited in Sraddha rites according to theVisnu Sambhit. The
male goat (ram) is regarded as the vehicle of Agni. The Upanisads
state that Medhatithi, a descendant of Kanva was carried to heaven
in the form of a ram by Indra. This is also echoed by the view that
Indra drank Soma juice assuming the form of a ram at Medhatithi’ s
sacrifice as stated earlier in Rgveda RV [1.51.1].

Goats in Epic and Puranic Texts

Valmiki Ramayana (VR) also has several references to goats.
The Bala Kanda [49.6] of the text has Sage Visvamitra stating to
Lord Rama that Agni appealed to the Manes (Pitiis) to take the
testicles of ram and offer it to Indra.

3 T HIUUT VBH f§ TR | HE N TRT ¥ERE ST
TS | |

The Manes who had gathered to collect their share of offering
extricated the testes of ram and offered them to Indra. Owing to this
and efficacy of the ascetic power of Sage Gautama, Indra became
one with the testes of a goat as stated in the Bala Kanda [49.10].

‘ﬁ“g’ﬁﬁ'mmmﬁr Ed | AR THIET TIHT I HelHA: | |

In the Ayodhya Kanda [77.3], the text states that white goats and
sheep were given as gifts along with cows by Bharata during the
performance of the rites of twelfth day of Sraddha of king Dasaratha.
Goat skins termed as Ajavika were used for shields and finger-guards
as mentioned in the Ayodhya Kanda [87.23]. The same text narrates
the story of Vatapi, a demon who used to assume the form of a ram
and tricked the sages of Dandakaranya. The text also speaks about
the Pravena species of goat Aranya Kanda [43.36] as Lord Rama
exclaims the skin of this goat cannot be compared with that of
Marica’s disguise —

T el 7 e T Jaun 7 el |

Mahabharata (SM) also mentions the goat as a domestic animal.
The Vana Parva [226.19-20] states that goat skin was used for wearing
by those living in the forest. The same text Vana Parva [188.21]
mentions that in the Kaliyuga people will milk the goats and ewes
(Aja and Edaka) as cows will not be available. The Mahabharata
also mentions that sixth face of Skandha called Visakha is a goat’s




face and hence named as ‘ Chagamukha’ [Vana Parva, 217.3] or
‘Chagavaktra’ [Vana Parva, 217.11]. While narrating briefly the
story of Ramayana, the Mahabharata [Vana Parva, 94.8] mentions
that the demon Vatapi turned into a goat. Several Puranas mention
various aspects of goats. The Matsyapurana [15.32-33] states that if
sacrificial fire of an Ahitagni is not available either from churning or
borrowing, then it can be offered in the right ear of goat since it
belongs to Agni. The text [217.21-22] also specifies that roosters,
monkeys, goats and cows with calves were kept in horse stables for
their welfare. The Kurmapurana states that goats were created from
mouth of Prajipati. With regard to Sraddha rites the text states that
flesh of a goat gives satisfaction for six months to the Manes [2.20.40],
that of a ram for four months [2.20.40] and that of a red goat gives
satisfaction endlessly [2.20.43]. The text also states that a place
should be strewn with sesame seeds and goats should tread all over
the place thereby avoiding haunting evil spirits from the site [2.22.18].
The Visnupurana [1.5.46] states that goats where born from Brahma’ s
mouth

T SRl S SRS geTd | 3ol TeTqeash JEars s
q gear ||

The same text [2.6.19] also adds that one who rears cats, cocks,
goats, dogs, hogs or birds fall into hell indicating a taboo of keeping
certain animals. The éivapurépa [Chap.42] mentions that as to how
Daksa Prajapati’ s head was severed by Virabhadra, the lieutenant
of Lord Sivaafter the immolation of Devi Sati. The text further states
that Lord Siva replaced Daksa’s head by the head of a goat and
Sage Bhrgu's beard with that of a goat’s beard. The Padmapurana
[Srsti Khanda, 26.105] mentions the term‘ Ajagandha’ (smelling of
goats) and states that it is also one of the names of Lord Sivaas

mentioned in the conversation between Sage Pulastya and Ramaas
stated in the text [Srsti Khanda, 28.154] —

ST T TR SaRd AR | |

The Padmapurana [183.10—24] also has an episode of a goat
narrating its previous life. Such incidents of Jatismarana among
animals are mentioned in ancient literature.The Vamanapurana
[95.42] states that goat and sheep are to be donated to please Lord
Kesava. The Agnipurana [283.6-7] mentions about a rite of boiling
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several ingredients in goat’s milk for treating diseases of worms in
intestines in children. Goat’ s milk is also used to treat horses suffering
from passage of blood in urine [289.21-22], to prepare a collyrium
to subjugate people [123.28] as well as to treat abdominal dropsy in
men. In describing the birth rites for children (Baladigrahaharabalat-
antram) the text [299.5] states that goat’s urine (Ajam(tra) should
used to wash the body of the child. A seat made of goat’ s skin termed
as ‘Ajasana’is mentioned in the text. Agnipurana [156.10] states
that a goat’s skin is very holy so as to be used as a Brahmacarin.
The Agnipurana [231.12] strangely mentions that goats and sheep
are both wild and domestic in nature.It further adds that the
performance of Rudra Homa with libarations of sacrificial porridge
or clarified butter arrests spread of plague or epidemics among goats
and sheep. The Bhavisyapurana (BVP) [Madhyama Khanda,10.79-
80] mentions that peacock feathers and seven hairs of a goat are to
be soaked in castor oil and burned in a grain store at evening time to
avoid pests like rats. The Vayupurana [1.9.42] states that goats and
sheep are rural domestic animals born of the creator’s mouth. They
are useful in sacrificial rites [1.59.16]. Goat’s milk is considered
taboo for Sraddha rites [2.16.17] but it is stated that goat’s flesh
gives satisfaction to the Manes for a period of seven months. The
Vayupurana also states that at the end of Kaliyuga people will keep
Aja (goat), Edaka (ewe), Khara (Ass) and Ustra (camel) as
petssimilarly to that mentioned by the Mahabharata [Vana Parva
188.21]. The Visnudharmottarapurana [1.112.21] states that Ajadrsti
(having goats like eyes) is name of one of founders of family of
Angirasas. This is supported by the similar view of the Atharvaveda
Paricaudana Siikta as stated earlier. A similar association of the goat
with the family of Arngirasas is also seen in one of the hymns by
Sage Savya Angirasa in the Samaveda Samhita [Purvarcika, 4.2.7]
as well as Rgveda RV [1.51.1].

Goats in Post-Vedic Texts

Some interesting details of characteristics of goats are mentioned
in some Post-Vedic texts. Male goats are identified as Aja, Chaga
and Basta and female goats as Aja or Chagi according to Amarakosa.

The Susruta Samhita [Sitrasthana 45.51] says that goat’s milk
is constipative, appetizing and useful in all diseases. The curd
alleviates all dosas. Its flesh 1s not very cold, heavy, unctuous, slightly



increases kapha and pitta, slimy in nature and beneficial in dry cough
and tuberculosis [Siitrasthana, 46.87]. The skin and hair are used
for fumigation [Uttarasthana, Amanusopasargapratisedha, 60.38].
The liver and spleen of a goat are useful for night blindness, eye
diseases [Uttarasthana, 17.26]. The Susruta Samhita also mentions
goat ghee [Ajasarpi —Chikitsa Sthana, 2.33], urine [Ajamiitra—
Sitrasthana, 45.223] and blood [Ajarakta- Chikitsa Sthana, 38.86].
Goat hairs (Ajaroma) are used along with hairs of camel and sheep
in fumigation of child troubled by spirits [Uttarasthana,
Skandhagrahapratisedha, 28.6]. The faces (Ajasakiit) is used to treat
disorders like Raktapitta [Uttarasthana, 45.28].

Similar efficacies of the milk, curd and dung are mentioned by
the Charaka Samhita [Sutrasthana, 25.40]. It also states that meat
juice is useful in curing tuberculosis. Several Ayurveda Nighantus
give the properties of goat products that are not dealt in the present
context. The Rajanighantu (RN) [19.46-47] also mentions the
characteristics of ‘Aja’, ‘Chaga’ and ‘Mesa’ stating that goats of
different places have different characteristics indicating that ancient
Indians were aware of the species variations —

HOT WS gel HUGS: oI URad | UEeh: e onsiar wgyr Imet
TROAT | | ATGPIEINOT HET AMIaeEr 3T |

The Brhatsamhita (BS) of Varahamihira also gives the
characteristics of goats. The text states that for increasing yields of
flower and fruits of trees, creepers and shrubs they should be
sprinkled with mixture of powder of dung of goats (Ajasakrtchiirna)
and sheep along with other ingredients in suitable measures as stated
BS [LV.17]. The text also speaks of a type of glue known as
‘ Vajratala’ in which one of the ingredients of its composition are
horns of goat (Ajavisana) BS [LVIL.7]. The Brhatsamhita BS [LXV]
gives the characteristics of auspicious and inauspicious types of goats
as —

BIRHATTHMERY TGRSR | T ST A9 [ <ATeaT

AR & | | IRA0TITE HUSHITA YT Ihet S |

I shall now expound the auspicious and inauspicious signs of
goats. Those that have nine, ten or eight teeth bring good luck and
should be kept at home. Those that have seven teeth must be
abandoned’. The dewlap that hangs from neck of goats is termed

55

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




56 ‘Mani’ and those having two or three are considered exceedingly

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

auspicious” .

Quoting from a work titled ‘ Vaidyaka Tantra’ it states —

FaGaea 7 FHUS ST AT | foRr | T JHRASE-aaa
ffrorar 211

“The thing that hangs like a breast from the neck of goats is
termed ‘Manih’. Those having one ‘Manih’ are of good augury
while those having two or three are exceedingly auspicious.”

Quoting Sage Garga’s views, the text mentions four classes of
goats as discussed further BS [LXV.4-7]—

FeZh: PleoTeed Seell T | & TR 49 T ATctedies st
il

It also mentions that according to Sage Garga, a goat with bluish
(dark) hair on the head and dark feet or one with white forepart and
bluish hind-part brings good luck to the owner. The text also quotes
Sage Vyasa's views on the characteristics of goats. The four classes
of goats are the sons of the Goddess of wealth that do not dwell in a
poverty stricken place BS [LXV.9].

Regarding inauspicious goats, the text BS [LXV.10] states —

(@S o o
HAld ?} AT ST | |

“Goats that bleat like donkeys, have crooked or erect tails, mis-
shapen nails, cut ears, heads shaped like those of an elephant and
having a dark palate and tongue are considered to be inauspicious.”

Regarding characteristics of horns the text states —

qUeT Fd VST FAGAT GOFWRENd | STHiadr faaret e
FHIUCTEIFHINT | |

“All goats that have no horns,that are completely white or black

or are half-white or half- dark or half-brown and half-black are
auspicious and bring good luck” as stated in the text BS [LXV 4].



CHARACTERISTICS OF THE FOUR CLASSES OF GOATS
ACCORDING TO BRHATSAMHITA BS [LXV.4-7]

Classes of Characteristics
goats
Kuttaka Marches in front of the flock, plunges first in water. Has a

white head or six dark specks on the head.

Kutila Has a spotted neck or head, with colour of pounded

Sesamum(white and yellow), red eyes, dark or white feet

Jatila White goat with dark testicles, dark band in middle. Walks

slowly with a jingling sound.

Vamana That which is short

It is interesting to note that Varadhamihira also mentions the
Vamana goat as stated by the Satyasadha Srautasiitra. Kautilya's
Arthasastra KA [13.4] makes interesting observations about goats
stating that goat-dung was mixed with chemicals to make
inflammable balls while storming a fort. It includes goat in cattle
group along with cow, buffalo, ass and camel KA [2.6]. It further
states that the quantity of ghee from goat’ s milk was more than cow’ s
milk KA [2.29]. Goat’s wool had to be removed half-yearly also as
stated in KA [2.29]. The anthology ‘ Sarrgadharapaddhati’ (BSGP)
[3114] while describing characteristics of men [Purusalaksanal]
alludes to a person having smell of a goat (Ajagandhika) and also
possessing penis like goat (Ajaliriga). The Matangalila® of
Nilakantha, a text on elephant-lore prescribes a subjugation ointment
consisting of several herbs along with hair, hoofs and urine of goats
for elephants [X.10]. The Krsi Parasara’ (KP)[91], a text on agriculture
states that tying goats in the cow-shed leads to destruction of cattle —

el THTRTATAI TATSTaeTE 4o | |
This is in contrast to tying of a goat in a horse stable as stated in
the Matsya Purana [217.21-22]. The' Manasollasa’'* (MAN), an
encyclopaedic text of the western Chalukyan king Somesvara 111 in
the chapter titled * Mesa Yuddhavinoda’ describing ram fights outlines
the characteristics of goats and rams. It states that a ram born with a
head turned away is never defeated.

RIGHE! T 30T 5 7 F T |

A ram with a black head is brave. It also states there are 3 kinds of
rams- Cholika, Jatila and Sonavarna. A Cholikaram has eyebrows,
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as Utsahacholika has the above mentioned parts of the body being
white in color instead of black. the Jatila ram has big fat hairs in the
neck and breast, soft, dense and smooth hairs of any color on its
body. A S‘opavarya ram is red colored with fat horns with small and
sharp hairs throughout the body.

Al TR ST YESHRE Hfdgad | | 2 I Tach Tifeish: | SR |
TR Heregad: FOTTEICATEaIGATERT: | THITT TICARIET T8 U3 T el |
I AT FU FRIOT G | GIAT T[T YA Stieet: T Fehifa: |
q clifedt Fv9r Ju IO | Rehitaa: | [ Vimsati IV.8.1239 — 1244]

The Sivatattvaratnakara (STR) of Keladi Basavaraja also has the
characteristics of auspicious and inauspicious goats. These
characteristics are almost identical to those discussed by Brhatsamhita
[LXV] of Varahamihira.

BITYHRIROTHMER TaRRTR=NG | €T TATT SRH FarsdT: T I
T 39 Tl TR FYSTIAT HOT: | To=ia | U U eTgha el E oy
T || JUERT IET WAIAT YAFIRET |

aTeireaT: faamen &= Siuerdgred || [Kallola 8, IV. 74 —76]

Regarding inauspicious goats it states —

- 37 TORAT: WRAAAIRT: TSt o faguit: | FHeheriehon fEurRaere
At & aradareetear|8.4.81 ]

The Lokopakara'' (LK) of Chavundaraya, an encyclopaedic work
[1015 — 1042 A.D] gives the characteristics of an auspicious goat
[X1.36]. Another medieval encyclopaedia titled the Yuktikalpataru
(YP) of king Bhoja also gives the characteristics of goats. Quoting
form sage Bharadvaja’'s Valiprakarana,” probably a lost text, it states
the characteristics of an auspicious goat. Goats that are black
completely are stated to belong to Deva class bring about wealth,
those of yellowish or greenish (probably dark) belong to class of
men (Nara) while those that are white are auspicious. Those that are
deluded, look dull are suited to be killed and give no other fruits.

T FE: IV qREIS= Tda T | JaTiarTecgsand eadragy | |
F JAeRdr a1t TRTaeaiRdT | 3 Ered HeT=t o s THET ||

T TIeSHeRTHTE T TSl | 4 U9 het aed A1 (ohfead el o | |
- [Chp.112.9-12]




Regarding the omens of goats, the Basantaraja Sakuna (BSK)
[XIV.15] under Chatuspada Prakarana says it is auspicious to see a
male and female goat together. The sounds of goat are considered
auspicious when one proceeds on a pilgrimage. Those that make
sound in the midnight are good to the owner. The Mrgapaksisastra
(MPS) of Jain author Hamsadeva dated to 13™ ¢. A.D mentions four
varieties of goats. Their features are as tabulated in Tab. 2 although
it may seem to be synonyms for goats in grammatical texts.

Several ancient Indian culinary texts discuss various properties
of the milk, ghee, meat and other products of goats. Among them
the Bhojanakutithala of Raghunatha Suri, states that meat of goat is
heavy to digest, unctuous and not cooling. It is sweet and does not
vitiate dosas [Mamsaprakarana]. It also states that goat’s milk is
superior to cow’ s milk in its properties. In this regard, the text deals
on milk properties based on the characteristics of the goats in the
section titled ‘ Ksiraprakaranam' stating —

TG ST TRt YEATgrd e fohfeueH | |

Milk of stout goats is whole some for those that are Tiksnagni.
Milk of thin goats is inferior to the former. Curds derived from milk
of goats alleviate Kapha and Vata and assist in digestion [Section on
Dadhiprakaranam)]. Butter extracted from the milk of a goat is light,
sweet and treats the vitiation of dosas being healthy for eyes [Section
on Navanitaprakaranam]. Ghee derived from goat’s milk is healthy
for eyes and stimulates digestive fire.

TAB.2 CHARACTERISTICS OF THE FOUR CLASSES OF
GOATS ACCORDING TO MRGAPAKSISASTRA (MPS)

Aja (Markhor) Are white in color and avaricious to eat always. They
have hanging testicles and thin long horns, strong legs,
fat belly and can climb trees and ascend mountains.

Chaga Are red in color, possess good body smell, rarely get
(Himalayan Tahr) provoked, thin horns, scared of drum beats, take little
food, desire to sleep under shade of trees.

Mesa (Nilgiri Tahr) | Are black in color, thin body, swift gait, become absent-

minded in deep sorrow, scared of muddy land, their cries are

long and loud, they walk slowly and also in thorny places, are lazy
and sleepy.

Vrsni (Wild goat) Are smoky or brown in color, have two short black horns, fat belly,
color of sides, neck and face different from main body, walk
slowly, have less sex urge, loose temper when they are hungry.
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The ‘ Ksemakutithalam’ of Ksemasarma, another culinary text
of the 16" c. A.D. also states that as goats have bodily constituents
similar to humans, the meat is appropriate for enhancing human
bodily constituents —

TR LT IO ST AR | 3Tl ST edemTSt Hie Toread | |
- ‘Ksemakutithalam’ [6.81]

In discussing various meat preparations of goats, the text has some
interesting notes on the characteristics such as meat of she-goat that
has not yet given birth to its young [6.84], that of a goat whose
testicles are removed with a lance or trident (éfl]él) [6.88], meat of a
fatty lamb (Ajasuta) that is the youth stage [6.86].

Several breeds of goats were known in the Mughal period as
evident from paintings by artist Mansur dated to the 17" ¢. A. D. The
Markhor breed along with five different breeds has been depicted in
a painting housed in the Collection of M. Demotte, Paris12. Himalayan
goats had white hairs and kept by nomads. The short-haired Barbari
goats had erect horns while the Surti goats had small whitish legs.
The Mughal emperor Jahangir in his Memoirs makes interesting
observations of mountain goats and their weight. He also mentions
that he had heard from hunters that a special worm develops in the
horns of the mountain ram and this causes an irritation which induces
the ram to fight with his hind. If he finds no rival he strikes his head
against a tree or rock to allay the irritation!3. There exist several
indigenous breeds of goats such as Jamnapari, Bital, Baluci, Cutci
Kasmiri, Barbari, Kamorias well as their characteristics as
documented in modern literature'.

Scientific Discussion of the Observations

The description of goats in ancient Indian literature also has some
features that are scientifically treated in some texts. These features
include the classification, physical features dealing on number of
teeth, color of body, limbs, eyes, ears and horns, their odour, mating
season, behavior attributes and qualities of their products for various
purposes. Interestingly one finds the classification of such goats based
on auspicious and inauspicious characters as in the Vedic texts like
the Sukla Yajurveda Parisista, Satyasadha Srautasiitra, Apastamba
Srautasiitra and Katyayana Srautasiitra. Although one may not find
specific sections devoted to classification, these are mentioned in
context of various sacrificial rituals as discussed earlier. The Sukla



Yajurveda PariSista, however gives physical features of goats that
are found in the other texts as mentioned above. The Satyasadha
Srautasiitra also presents similar physical features of goats that are
also found in the Brhatsamhita of Varahamihira. Properties of goat
products are dealt in the Vedic texts as well as Ayurvedic and culinary
texts. Some of these properties are yet to be tested. The
Mrgapaksisastra of Hamsadeva presents the information about goats
more scientifically with regard to their physical features and
behavioural attributes. It is interesting to note that Hamsadeva makes
observations regarding their behaviour such as fear, anger, sorrow
and so on as found in the description of goats. Such features are rare
in earlier texts. He also gives some descriptions of the knowledge of
their pregnancy period, stages of life and age that are also found
indirectly in the descriptions of goats in Sukla Yajurveda Parisista
and other Vedic texts that mention about miscarriage in goats as well
as those with deformities. Although description of goat diseases is
found in ancient Indian literature, a knowledge of some diseases is
found in the Sukla Yajurveda Parisista as it mentions that those
suffering from ear diseases, those with deformed ears and limbs,
those with reduced virile power or extra portions (such as seven
hooves) are to be avoided for sacrificial rituals. Thus one finds a
scientific approach to these observations of goats.

Conclusions

Goats have been domesticated and used from ancient times. Goats
are content with sparse food, eat aromatic herbs that are despised by
other ruminants and also furnish more milk than sheep. Goats have
served mankind in various ways for a longer period of history. Vedic
and Post-Vedic treatises are rich in the descriptions of various
characteristics of goats that must be researched in the Modern context
so as to compare them with existing several breeds of goats. The
above discussion outlines various observations made regarding the
characteristics of goats such as their physical features dealing on
color of body, features of their body parts, mating season, behavior
attributes and qualities of their products. Several ancient Indian
medical treatises also have highly spoken of the efficacy of goat and
its products. Although several studies on the properties of goats from
the point of their growth, meat production, lactational performance,
birth and physic-chemical properties of their products have been
reported in modern literature’, studies on the properties of goat
products used for various purposes in ancient Indian texts is yet to
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be documented from untapped ancient texts and researched on a
grander scale. These studies will help in supporting these observations.
Goat pastoral cultures have been rich in the Deccan plateau tending
herds of goats along with dogs to protect them. The indigenous
knowledge of such cultures as well as tribal folk medicines for treating
goat diseases also needs to be documented and studied so that a
comparative study of this knowledge can be verified with that in
ancient Indian literature.
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Dr. Jeena George

TREATMENT OF RASA IN RATNAKETUDAYA

The Rasa is the most important element in Kavya. Indian dramatists
give importance in delineating rasas through dramas. Main sentiments
in nataka must be heroic or erotic, but all the sentiments may be
delineated as secondary.

The principal sentiment in Ratnakediidaya is srigara and others
are secondary. The siitradhara praises the srrigara rasa as rasottara,
in his introduction. According to him srrigara excels all other rasas.
It is equal to the enjoyment of the blissful state of the supreme
Brahmananda. The dramatist himself expresses his preference to that
sentiment as is evident from the verse in the beginning of the drama.’

TSI e @ S

o IR o YR It~ |

q 1
rsT FAATTfesTad SR Tehl T | |
The srrigara sentiment is of two kinds — love in union and love

in seperation.” Bharata has mentioned ten conditions of the persons
separated from beloved ones.’

Balakavi is at his best while delineating the mutual love of the
Hero and Heroine. In the first act, the seed of love germinates the
hero and heroine, see each other in the ciframandapa, in the temple
of Sarvasiddhikari. Then they undergo pangs of love. This type of
Vipralambha sriigara is known as Purvaraga, which has ten types.
It steadily grows in intensity. Hero expresses his anguish, his five
sense organs are clamouring for to enjoy her.*
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Here the Vipralambha srngara as it first stage - Abhilasa. The
alambanavibhava is the hero. The Uddipanavibhivas are the various
beautiful objects he sees around him such as the moon, cooing of
the cuckoo etc.. The anubhava is the desire of his recollection of his
beloved.

Lilavati is also comes to the same stage of Abhildsa is evident
from the verse described by her maid.’

Y AT TR OTEeaH T

FTETERosToh FHEA R TERE |
ST qSTe FrremE e s fasteT:

st~ GAS ARSI | |

The alambanavibhava is the heroine. The uddipanavibhivas are
the moon, the gentle breeze etc.. The vyabhicaribhavas are her
sorrow, fainting etc..

The vipralambhasrngara runs its second stage namely Cinta. The
Chamberlian described conditions of the hero in the third act.®
- S .
AT AT TeAfafaior@ ey |
U AT FHeT™ T IRIEH ||

<

The alambanavibhava is the hero. The vibhava is the enchanting
scenery of the garden. Anubhavas are his sighing, restlessness etc..
The vyabhicaribhavas are his contemplation.

The hero is further seen wailing and longing for his beloved. In
the next act a temporary union is effected. The union lasts only for a
brief period owning two incidents. Here the sambhogasrngara is
followed by vipralambha. The first incident is the fight between the
hero and Vidyadhara. Here there are touches of the sentiments Vira
and Bhayanaka. The battle is descibed.’

PN TR T AR PR TS T (TS T-
Rl

USRI R AT AR ARG

AT NS o T AT e | |



The alambanavibhiva is the anchorite. Uddipanavibhavas are
the fiery arrows and driving dusty winds. The vyabhicaribhavas are
the fear and wonder generated in the minds of Lilavati and her
friends.

After the battle the hero and heroine separated. The hero returns
to his kingdom Hemapura to protect it and the heroine goes to meet
her father. So in the fourth act, there is further resume of the love is
separation. The poet describes the pangs of love in the fourth act.
Here Vipralambha Sriigara is on its third stage smrti.®

& TR HERITS TR |
T T BIeRT qargTHe T | |
Here the alambanavibhava is the hero. The uddipanabhivas are
the redness of the Palasa bud and the sweet smell of Gandhaphala,

which are respectively attributed to the lips and body of his beloved
and he Vyabhicaribhavas are the heroes recollection.

The hero then tells his friend that the name Lilavati is misfit to
his beloved.’

AreEHTOTEeaT | qea e
TIATHIGHT S dTHIE et | |

Here the hero is on the fourth stage of love in seperation namely
gunakathana.

AT UTfceca? Bt SEel SR ey |
TFEHEHIIH o FeHFAIIR HIHATHH | |

To alleviate hero’ s agony a portrait of his beloved brought before
him. He is so greatly delighted by it that he garlands and addresses
it. Here the hero is in the fifth stage of love in separation: Udvega.'

But the hero is no more allowed to undergo that next stages of the
pangs of separation. In fifth act the lovers and united, the marriage
of the hero and heroine takes place, From the above analysis it is
seen that the dramatist has developed the sentiment in consistent and
regular manner.

There is a beautiful description of the crest jwell (ciidamani) placed
in the hands of Lilavati. Vidtsaka says it seems that ‘she holds in
her hand your very life in the pretext of this crest jwell. For this the
king replied- No she holds my heart in her hand. There by ordering
it not to move any where else."

67

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




68

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

A FIeTTA S ISTHIRE R IeT0 |

AR A el =T I TJerd ged que | |

Here the poet has beautifully used the image of crest jwell to
depict the sentiment of loves. The crest jwell in this drama has a
special significance like the Ariguliya in Uttararamacarita or Saka‘ga
of Mrcchakatika or Mudra in Mudraraksasa. The cidamani in
Ratnaketiidaya plays a pivotal role in the development of the theme.
It reminds one of cudamani of Ramayana well portrayed by
Saktibhadra in his AScaryaciidamani. It seems that Balakavi got the
inspiration from Saktibhadra to make the crest jwell as symbol of
love.

King Ratnaketu defeats the vidyadhara and takes ciidamani from
him. He then gives it to Lilavati as a token of valour of Ratnaketu as
also of his love to Lilavati. This is beautifully brought out when he
rescues Lilavati from the attack of Vidyadhara, who comes to claim
ciidimani. He defeats the Vidyadhara and saves Lilavati from him.
This gives an opportunity for Lilavati to be more committed to the King.

Similarly while describing the Anubhavas he comes very near to
Kalidasa. Many situations in Ratnaketiidaya can be quoted to illustrate
this. The reaction of Lilavati on seeing the King and her reluctance
to part from that place is beautifully described in the first act.'

RIS SATSIIEaSTa r6iee 9
T e s TR T ek |
I YA T8 W &S e
SToTT ST, T qgHereHT | |
The situation is quite comparable to the state of Sakuntald while
she returns with Gautama after the first meeting with Dusyanta

TGFUT TROT: &7 TG
et feera shidfase gaT e |
TG e o formreram=

A TehTHAHHYT FHTOTH | |

Again while describing the exquisite beauty of Lilavati the poet
is at his best. Brahma could not create her because he is a sage (muni)
even in the three worlds there is none similar to the creation of Brahma.
Kama also can’t be her creator because he has to learn a knew for
such a work. She is the very embodiment of love drawn from the
ocean of love.




T gl A IqHE AT T ARt

T T SIS T afdr g e g |
T FHA T AT RIed  doetsd
JESTRTE T FIET SR FHITaeoT | |

The first two lines resemble Kalidasa while describing Urvasi.
Kalidasa says that Brahma who is involved in the recital of the vedas
can not be the creator of such a beautiful form.

TR TS TSR a1 7 hi-avs:

ISR T 7] Al AT o] TS |

SRTTSTS: Y 7 [asaeTgehiqea]

T TEAE e & RO G |

Brahma is qualified as muni by Kalidasa. Balakavi also use the

same phrase an idea. So Balakavi can’t claim anything of his own in
this part. But the later part especially her birth from the ocean of love
gives in new twist to the whole description. It is generally from the
imagination of the poet.

Balakavi has the same skill and proficiency while delineating other
rasas. The description of his fight with Vidyadhara is an example for
virarasa. Other sentiments like Vira, Bhayianaka and Karuna have
also been well delineated and they aid the development of the main
sentiments $rrigara.

Endnotes
1. Ratnaketiidaya, p.4
Natyasastra, Chapter-6
Ibid
Ratnaketiidaya, p.16
Ibid., p.28
Ibid., p.33
Ibid., p.48
Ibid., p.67
. Ibid., p.69
10.1bid., p.72
11.1bid., p.42
12.1bid., p.14
13.1bid., p.16
14.1bid., p.11
15.Kalidasa, Vikramorvas’fya Act I, éloka-& Motilal Banarsidass
Publications, 1991.
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Dr. Ambika K. R.

RESUMPTION OF GIFT MIRRORING IN THE ANCIENT
LITERATURE

In the history of ancient Indian literature, Dana or gift has been a
specific place. Manusmrti says:

ARG AT | G | |

3TEE: =T |Tﬁaﬁa*a@ri%|wm||(ChIV)

(One who offered or gave water, he became attain the satisfaction.
Same as one who gave food will attain the ultimate happiness, one
who gave gingelly will attain satisfaction of oblation, one who gave
land will attain the kingship, one who gave gold will become long
life, one who gave shelter or house will attain great house Holderness,
one who grant silver will achieve beauty. One who gave dress will
become enter in the world of moon; one who gave horse will enter
in the world of A§vanidevata's. One who grant bull will attain in the
endless prosperity and one who gave cow will reach in the world of
sun.)

There are different kinds of gifts, but in the Purana-s they are
named in the common word #&g. They are g=IHs, UG, TSHE,
U, TeTHE, HaraHe], gaus, THans, venREs and so on. The Puranic
texts, refers to a category of ritual donations mentions STeImeRM as:

1. gemgewee -Weighing of a person and the donation of
equivalent weight to god.



ferume - The gift of the golden pot/embryo.
siervesq - The gift of the Brahma-egg.
Heaureue - The gift of the wish granting tree.
HeaaaeE - The gift of the wish granting vines.
mEeEEE - The gift of a thousand cows.
fevvgemesE - The gift of the wish granting cow.
Eroarsae - The gift of the golden horse.
ETograRas - The gift of the golden horse chariot.

. eHef&aRae - The gift of the golden elephant chariot.

. gegegTershe - The gift of the five ploughshares.

fawresRg - The gift of the universal wheel.

. geagH - The gift of the earth.

14. goqarre™ - The gift of the seven seas.

15. T=esM - The gift of the jewel cow.

16. w@ees - The gift of the pot of elements.

$ ® X kDb

—_ = = =
W N = O

Matsyapurana mentions qeq&ss (Tulabhara) has the first and
the best among the sixteen great gifts. Narada says:

T SEAEIE TGS |
T FRTHe A SHEERUS 6 ad | |
Where one wishes to resume an article which he/she has given

as 'gift', it is called Dattapradanikam - resumption of gift. (p. 128-1
Narada, p. 6 Smrticandrika)

The provisions of law regulating gifts are laid down under the
topic called Dattasyanapakarma by Manu. The same title was adopted
by Kautilya. Yajnavalkya and Narada called it Dattapradanikam
where as Brhaspati called it Adevadyadanam which was a recognized
mode of transfer of property to another without any pecuniary
consideration, given out of love and affection or religious or
charitable cause, dear to the heart of the donor (p. 159. Legal and
Constitutional History of India).

Different kinds of gift and their donors were held in great esteem
since the time of the Rgveda. The references to dana continued to
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Anusasanaparva of Mahabharata, Agni (chs. 208, 215, 217), Matsya
(ch. 82.91 and 274-289) and Varahapuranas (ch. 99-111). Hemadri's
Danakhanda of the Caturvarga Cintamani. Govindananda's
Danakriyakaumudi, Nilakantha's Danamayiikha, Vidyapati's
Danavakyavali, Ballalasena's Danasagara and Mitramisra's
Danaprakasa are prominent digests devoted mainly to the topic of
Dana.

gTqar as the subject of Dana own origin in the Rgveda (X.14.8)
a man who had perform the geTdr activities has been praised when
he is dead. Here g1 means 'offer sacrifices' and gai means 'charity'.
ga thus signifies the donation of immovable property and it points
to the establishment of an agricultural economy where wells, tanks,
gardens and land have a utility which they could not have had in a
prominently pastoral economy. The interesting aspect relating to
these terms is found in the Atrisamhita (verse 46) and Likhitasamhita
(verse6):

TR TETAT €9 A 3 |
SRR ToresT Yo & = Afgeh | |

The objects that are seen to have been gifted in the Rgveda are
unambiguously some sort of wealth. The prized gifts include cows,
horse, chariots, camels etc. of these, emphasis has been given on
the gifts of cows were regarded as synonymous with wealth. But
gift of land or Bhiimidana has not got a noticeable entry in the early
Vedic literature.

Smrtikaras point out six distinct elements of Dana. These are

Data (donors) wfeufed (recipient), s (charitable attitude), Seerergs
(gift-object that has been procured by the donor in a proper way)

and 2 3TRTet (a sacred place and an auspicious time) (p.93
Dharmasastra and Social Awareness).

Resumption of gift is rather in appropriate because, according to
Dharmasastra a gift made once final and irrevocable. Manu says:

Hehar AT eh-aTE o |

FFREEHEvaaaEgd | | (1X.47)

Once a partition is made, once a maiden is given in marriage
(=rerH) and once a man says 'I will give, it is irrevocable. Each of



these acts is done by the good once for all Y3j. Also says about the
same subject as qq:—ufﬁﬂdqqqmr—uqswﬁzl (I.172). Whenever one
has promised to give shall be given. Having once given it let him
not resume it. Dana is the second position in the caturupayas (Sama,
Dana, Bheda, Danda).

The rules of Manu and Yaj. bring forth the strong sentiment that
prevailed in ancient Indian society that a gift made once was final
and it was irreligious and impermissible to revoke a gift. This was
also one of the reason due to which the law against widow marriage
or remarriage appears to have emanated. The act of the father or
guardian of a maiden (=) who gives her in marriage to a man was
considered as Dana and among all the gifts s=1e=H was considered
to be highly meritorious and superior to all other gifts. This sentiment
to some extent prevails even at present (p.160 Legal and
constitutional history of India).

If the position in law was that a gift was irrevocable, how could
resumption of a gift be a topic of law? On an analysis of the provisions
of the topic, it is manifest that the topic does not contravene the
above basic principles. If contain provisions which deal only with
valid and invalid gifts. The sum and substance of the law was that if
a gift was valid it could not be revoked, and if a gift was invalid
there was nothing to revoke, Mitaksara commentary on Yaj. (I1.175)
explains four topics on gift itself:

1) What may be given as a gift (Deyam), 2) What may not be
given as a gift (Adeyam),

3) A valid gift (Dattam), and 4) An invalid gift (Adattam).

These matters regulated by the topic of law under the title Sq@gHH
show that the topic was law on gift and the provisions for resumption
of a gift contained in this topic only provided for resumption of an
invalid gift.

Yaj. (I1.175) says one's property may be given as gift without
detriment to the family (TpgrnfaRTe<aw)

Manu states that a Brahmana, who is not learned, should not
accept as gift, gold, land, horse, cows, food etc., if he accepts, he is
bound to be perished. (sff1, ar%f, M, srsenmafacega |

AeteTaERgeafaaread | 1 IV.188). Among the Deya things, which

can be the subject to gift, the best, according to Devalasmrti quoted
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gold, horse and elephants: 3rsigTerme[sIToT i 7% FETs6TE FEcT=T: |
TATFSTHEIHSTHgeasHd: | I(History of Dharmas$astra, Vol. 11 Part
L. p.847).

Manu (IV.233) Yaj. (1.212) also include land, cow and vidya in
the list of the best of Dana. The gift of land became much attractive
to the people because it could stabilize the family of the recipient
for several generations and it was considered to be a lasting
investment for the posterity. Viduraniti explains the importance of
3= and IEEHA as:

Th: AT e |

S TUTTIG: IR | |
(M.bh. Udyoga.$1.46)

Mahabharata also pointed out the importance of Dana as:

TRATETEERTA & =R |

TR YGRS SRR HIIT: | |
(M.bh.14.3.5)

Annadana is an important sacrifice from the time of Rgveda: §

qu-||u-||q|uso|qq“c| | (RV.10.117.3). Atharvaveda says: STETTTIEER |
(12.3.47) -I cook and donate to others.

Agnipurana says: STHERICRATRT 7 ST = TeTsaft | SeraReqHHHERIGRIELT
T 11 (Ch.7, §1.44). There is no other donation exceeds food donation.
The donation of elephant, horse, chariot, servants etc. are not equal
to food donation. This quotation has been adopted by many other
Puranas like Brahmandapurana (3.17), Matsyapurana (ch.93) Ya;.
(1.59) and Cianakyaniti (ch.6) are also gave importance of the
donation of food and drinks. In Keralotpatti there are sixteen types
of Dana. TSR ATEICRTIEAT 9 | {qerdererRrfaargaadmia | |
YIS Avae A aneres: || (p.1114, §abdat5r5vali, Mal.).The
commandments of Buddha, Dana or charity are among one of them.

The rules of Yaj. (II.175), Narada (p. 128) and other
Dharmasastra texts set out the restriction on the power to make gifts.
First of all, the donor must be the ower. Manu states that maintenance
of aged parents, wife, and minor children was the sacred duty of an
individual. Narada (p.129) and Dharmakosa (p.779) explain about
the valid objects of gift as:




U Y R ARG Ih R |
CRCHITIERY ¥ MR ||
Payment of price for property purchased or wages due, a gift
given in consideration of amusement offered by another, or out of
affection, or by way of gratitude, or out of lover or regard to a woman

or out of respect to another, are all valid. In certain cases, a gift
originally valid to become invalid. Manu says:

AT e feraTa e |

qgETed | qUaEEedqeEagyed |1 (VIL212)

Should money be given by a person to another, for a pious
purpose, the gift shall be void if the gift is not used for the purpose
for which it was given. If it was only promised and was not given, it
need not be given. But Brhaspati says in some cases a gift may be
resumed:

le\dﬂl“-l‘CE%IICiTIH“II?iL{IH?IS\’Ohf‘II |

TGS TS Aegand || (Smrtich. p. 453)

When a thing has been given through desire of a reward, or to an
unworthy man mistaken for a worthy person, or for an immortal
purpose, the owner may resume the gift.The resumption of gift
indicates that they were aimed at maintaining the purity and sanctity
of a gift and to ensure that the said method might not be misused for
illegal or immortal purposes.

Conclusion

Section 122 of the Transfer of Property Act 1882 defines gift as
transfer of moveable or immoveable property, made voluntarily and
without consideration by donor to the done and accepted by the
later. Under the ancient law also, the gift was a transfer of property
without consideration. It may be noted that a gift was considered
invalid, if anything return was accepted. Today the word gift means
in a wide sense. Even today Annadana is the first preference whether
it is religious or not. The next importance is given to the donation of
organs - eye, blood, liver, kidney etc. Now a day's people say that
education Vidyadana is charity but actually it is a part of business
in most of the organizations.
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Dr. M. Sathian

THE ROLE OF SPECTATORS IN DRAMA :
THE PERSPECTIVE OF
BHARATA AND KALIDASA

When considering the origin of Indian theatre we get hints of a
rich and popular theatrical tradition even before Bharata, the author
of Natyasastra. Based on the evidences obtained from Harappa and
Mohanjodaro and the information about the dance drama groups
described in jataka stories written in BCE 600, scholars opine that
Indian theatrical tradition is as old as the ancient Saindhava Culture.'
Bharata profounded the existed theatre. Bharata gave a new
profundity to the existed Indian theatre system. The street based
touring theatre performances which amused and leisured people in
vast were restrained and turned into more secured Natyagrhas.
Moreover, he stylized and purified acting into a well-defined manner.?

Natya, the method of acting depends on mainly three factors,
namely writers, actors and the spectators. Writers are basically critics,
comes up with innovative themes by carefully observing and
interpreting worldly materials. Actors are those who adopts the output
of writers and express it in a loyal manner. And it is the magnanimous
association of audience whom the writers and actors target. To transfer
the overwhelming ‘rasa’ from the heart to the appreciators, the writer
creates emotionally strong characters. Actors perfectly affect the role
and make the spectator cheerful. Indian rasa theory introduces the
writer’ s intrinsic emotional experience denoting towards the
spectator’ s mind through his creativity.” Bharatamuni also indicates
this from the 7™ chapter of Natyasastra.

FNTEITERTT HeaH 1T = |

eI HTe HIEa 1d 394 | |
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Features of Spectator in Natyasastra

Siddhivyanjakam, 27" chapter of Bharatamuni’s Natyasastra
describes the features of Spectator (Ye&rerts) and nature of examiners
(qerents). Characters of poet and spectators are inline, mindset of
audiences and writers are in same amplitude, and Natyasastra says
the talents of acts (natyasiddhih) should be adopted from the audience.
Siddhis are adopted from various methods of acting namely vacikam,
angikam, sattvikam and aharyam. Bharata presents two types of
siddhis namely manusi (human) and daiviki (divine). Bharata protrays
in different types of Siddhis the way which audience responds to the
objects utilized in the stage.

Ten types of MEnu:s‘i_ Siddhi

Bhrata, in Natyasastra, describes the seven verbal siddhis
(vanmayi Siddhi) like Smita (slight smile), Ardhahasa (Smile),
Atihasa (excessive laughter) Sadhuvada (excellent), Ahovada (how
wonderful), Kastavada (how pathetic), and prabaddhanada
(tumultuous applause) and the three gesture siddhis (Sariri Siddhi)
like Pulakah (horripilation), Abhyutthanam (rising up from the seat)
and Ucchvasah (Inhalation).*

The audience as it is to share the feelings of the characters, is
expected to show them by the usual outward signs; laughter, tears,
cries, hair standing on end, jumping up from their seats, clapping
with the hands and other manifestations of pleasure, horror, fear and
other sentiments are both proper and natural.> Acceptance of audience
with expression are explained in Natyasastra as da§asiddhis.® When
actors produce comic sentiments on the stage effectively the spectator
receive it with a slight smile (smita). When comic sentiments are not
expressed clearly by the actors the spectators receive it with a smile
and it is called ardhahasa. Expressions of a Vidusaka with his attire
and irregularity should be received by audience with laughter. Bharata
named such expression as atihasa. When deeds are represented using
virtuous phrases the audience should great it with the word
‘excellent’, this is called Sadhuvada. Ahovada means the words
‘how wonderful’ uttered by the spectators when astonishing and
exciting incidents are acted upon the stage. In Pathetic sentiments
the audience should utter with tears ‘how pathetic’ and in case of
astonishment there should always be a tumultuous applause Bharata
calls these siddhis as Kastavada and Prabaddhanada respectively.’



After describing the seven verbal Siddhis Bharata explains three
gesture receptions of spectators as follows. When harassment and
words elicting curiosity and respect are presented in the stage the
spectators should receive it with horripilation (pulakah).
Abhyutthanam means the spectators leaving of premises, which is
usually happens when a quarrel or different type of wars are presented
in stage. If the play has fight, potential calamity and minor personal
combat it should be received by the spectators with tears and with
shaking of the shoulder and head. This Siddhi is called ucchvasah.®

Two types of daivasiddhi

AT ST WehT qde o |

T YTk el Salffeg: SR | |
(Natyasastram chapter 27, §loka - 16)

T 9IRS AT 7 &t 7 AT |

T & TG SAlfaie] | Sl |
(Natyasastram chapter 27, §loka - 17)

The Siddhi which includes an excessive display of sentiments
and expresses psychological states is to be taken by the spectators as
divine. When there is no noise, disturbance, no unusual occurrences
and the auditorium is full of spectators, Bharata calls the Siddhi as
divine.

Ideal Spectator

Bharata defines an ideal spectator in Natyasastra as follows -

STURTSAT I SeTIaNRG:

HISRA = T ATt Heqsh: Tt | |
(Natyasastram chapter 27, §loka - 43)

An ideal spectator should be fascinated in acting. He should have
the ability to differentiate good and evil. Should not have any affection
and animosity. He should have good audiovisual senses. And Bharata
added such qualities will not be there in all spectators and he defines
a real observer is one who keeps resemblance with the character.

AT AN Mk SR = |
Fg7 SR T i @ ST et T |
(Natyasastram chapter 27, §loka - 49)
One who becomes happy in a character’ s happiness, sorry about

a character’ s misfortune, angry on a character’s anger and scared of
a character’s frighten, is defined as an ideal spectator. The spectator
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who is able to Identify himself with the subject is described as the
appreciator who finds delight in poetry by Abhinavagupta in Locana
commentary.

“IA FIATTRNATIGYNS ORI FHAHER JuHadRSaTaTad o

EEEIHaE ST Teedr |

Appreciators are those who are having the ability of making mind
a clear surface as that of mirror to reflect colorful objects through
continuous exercise of poetry and those who can converse with
theirown hearts. Bharata suggests that each spectator is of unique
disposition so drama should be written according to that.

The spectator should be categorized according to their ability to
analyse the subject, reminds Bharata. He also makes it clear that
young people are pleased in seeing the presentation of love, the
learned in a reference to some Philosophical or religious doctrine,
those who are ambitious are inclined in wealth and those who are
disgusted with materialistic life are in salvation. Heroic persons are
always pleased with the odious and terrible sentiments and old people
in tales of virtue and puranic legends. Women, children and
uncultured are always delighted with comic situations and costumes
and make-up. Though we can’t agree with Bharata’s opinion about
the aptitude of the people of different dispositions from various levels,
we could understand the attitude of the society and the writers of that
time.

Kalidasa’'s Concept of the Spectator

By the time of Kalidasa Indian theatrical tradition has shifted from
religious to secular. Dr. C. Rajendran opines that’ Kalidasa’s concept
of theatre might have been secular. Kalidasa, through his plays,
presents a clear picture of the spectators who enjoyed his plays. He
speaks about the spectators of his three plays with great respect and
admiration. ‘ Sutradhara’ is the one who heartly converses with
audience on behalf of writer prior entering to the story and he also
declares Kalidasa's concept about the audience to the world. All the
three plays of Kalidasa were written considering intellectual
spectators. In the prologue to the play Abhijnanasakuntalam, the
stage-manager introduces the spectators to the actress and says “the
auditorium is filled with scholars so the play should be presented
with utmost care and seriousness. Each character should be presented
with great care”.



TR - 3T 39 f& |- Aa- TR Rifosre e siaeagRrsT aReg |

3E] ] AT TR R TeHHER e Teeh RTaea G
ST T |

In the prologue to the play Vikramorvasiyam also the stage-
manager tells the ‘Paripar§vakah’ about the spectators who are
experts in assessing the play, with great respect. “Marisa, the
audience is the one who have enjoyed the performance of our
ancestor’s plays. Each character should be informed to be mindful
of that.”

In Malavikagnimitram also Kalidasa describes proudly about his
scholarly audience.

Kalidasa clearly says through the words of Natyacarya Ganadasa,
a character in Malavikagnimitra * the audience are actual beneficiaries
of performance, and they are of different tastes and make sure each
one of them is enjoying dramatic sentiments limitlessly.”

et TAEasT e SguTsh FHRTE |
(Malavikagnimitram, chapterl,$§loka-4)

Kalidasa states, entertain the audience with poetic sentiments is
the ultimate aim of the play and the fulfillment of writer’s creativity
is based on audience satisfaction.

ARG, oGSt = | 7= TARToRI=H |
SererRTy et = | |
(Abhijnanasakuntalam, chapter 1, §loka-2)

Here the poet indicates that “until the Intellectual audience is not
entertained, I never think the performance is good. Even well-trained
actors will not be confident too.” Kalidasa indicates through the
§loka ‘@=s uﬁaam w=’ in Malavikagnimitram that a spectator
assesses a play not on the basis of his predecessors or other’ s opinion
but by his own personal experiences. The purity of a talented writer
has to be experimented in the fire-pit of a genius appreciator, Kalidasa
clarifies in his Mahakavya Raghuvamsa too.

T T SRR SEasE e |
T Gorecer=T foelg vatHeRTsTa ar| |

(Raghuvamsam, sarga 1, §loka-10)

81

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




82

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

According to Bhattanarayana, a poet is designated to target for
good hearted people, and spectator should enjoy the way which a
calf is satisfied after feeding. He also says that, while watching a
play, an appreciator experiences greatest eternal and supernatural
pleasure than Yogi’s experience (‘ Brahmananda’).'’ The declaration
‘ sara§vatyastatvam kavisahrdayakhyam vijayate’ of Abhinavagupta’s
Dhvanyaloka also points out the importance of the interaction of the
poet and the spectators in poetic enjoyment.

The role of the spectators and aesthetes in the completion of audio-
visual performance is discussed by literary critics with utmost
importance. When Bharata authentically records in Natyasatra the
forms, virtues and diversity of the spectators, Kalidasa through his
works, portrays his concepts and attitudes about the spectators.
Kalidasa is able to express his admiration, respect and loyalty to his
spectators through his works. Bharata and Kalidasa are two scholars
of world literature who have touched and understood the heart of the
spectators.
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Dr. Gisha K. Narayanan

UPANISADIC VIEW ON SELF AND PERSONALITY

Atman the universal self, identical with the eternal core of the
personality. It is believed that after death either transmigrates to a
new life or attains Moksa from the bonds of existence. Atman is the
central idea in all of the Upanisads. It is the spiritual essence in all
creatures. The Upanisads form the backbone of the Vedic literature
and give a profound unity and great spiritual enlightenment. The
Upanisadic wisdom affects and embodies the different classes of
spirituality in different ways. Vedantic philosophy is the same as the
philosophy of the Upanisads and its philosophical speculations form
the foundations of the Upanisadic psychology. Vedanta means the
end of Vedas, known as Upanisads. It is both religious and
philosophical. As religion, Vedanta discovers the truth and posters
others. Philosophy of Vedanta synthesis is the science to present a
unified vision of reality.

The ontological doctrines of Upanisads are Brahman as the
Ultimate Reality. Self is the essence of all individuality, Brahman is
identical to the Atman (self). Brahman is the material and efficient
cause of universe. Like spider weaving its own web, furnishing him
both its matter and design. The Upanisads declares that the Atman
(self) is the innermost essence of the individual self. Atman is the
subject, the knower, the perceiver. The Upanisadic seers made the
identification of Atman with Brahman.

In the Upanisads, the Kéna Upanisads starts with the questions
like who impels the mind to delight on its object, whose behest do
men utter speech? What intelligence directs the eyes and the ears?
etc', It is answered by the preceptor that is through the power of the



self, the Atman. That the ear hears, the eyes sees, the tongue speaks
and the mind understands. The Prasna Upanisads raises the same
idea about that sleep in man and what again are awake in him? Of
these which God sees dream? Whose is the happiness?

Brahman is not only the universal spirit, but also the essence of
the self of the individual. Brahman is known through Atman. One
should realize that Atman is Brahman because the self is the absolute?.
This entire universe is Brahman® and I am Brahman®. Upanisads
propound the identity of Brahman with Atman, the universal soul
with individual soul. Brahman is the universal soul, and it is the same
person residing in the individual. As fire which is one, it entering
this world becomes varied in shape according to the object it burns,
so also oneself within all beings become varied according to whatever
and also exists outside’.

The description of the five pranas in the Upanisads is much
elaborated. Prana sustains and supports this body. All the activities
of the body and mind depend on it. Maitri Upanisads described that
the five-fold; Prana, Apana, Vyana, Udana, and Samana division
occurred®. The importance of life energy (Prana) is explained in
Chandogyopanisad’. All these are suggested that the Prana is the
respiratory, Samana is the circulatory, Vyana is the nervous, Udana
is the thinking and the Apana is the excretory and re-productive
systems.

The Taittiriya Upanisad declares that Satyam Jfianam Anantam
Brahma?® that in the absolute is Pure Existence, consciousness and
infinity. According to Upanisads, the essence of human personality
is Atman, which is same as Brahman. It is the conjunction with gross
and subtle bodies becomes subject to experience of pleasure and
pain. It becomes engrossed in five types of sheaths (ko$as) and the
total personality is called Jiva. Taittiriya Upanisad delineates the
famous doctrine of the five ko$as or sheaths are Annamaya,
Pranamaya, Manomaya, Vijfianamaya and Anandmaya. These five
contexts cited here only identical different stages in the inwardness
of the equity. What is visualized at each stage is correct in what
context, and is not stated to be nullified by the later vision. The same
is expressed clearly in Aitareya Upanisad the whole world is founded
on self-consciousness. It is self consciousness, which is Absolute’.

The relation between body and the soul has been well described
in Maitri Upanisad”. It is that the body is compared to a cart and
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soul its driver. In Katha Upanisad, the individual personality made
clear expression of Atman. The pure self, Atman is beyond any
attribute, but the individual reflected by the rules of the phenomenal
world. The parable of the chariot resented in this Upanisad is as to
know the self as the body as verily the chariot, to know the intellect
as the charioteer and the mind as verily the reins. The senses are the
horses, the objects of senses are the paths, the self is associated with
the body, the senses and the mind is the enjoyer''.

The hierarchy of the principles is again mentioned in the
Upanisads. It shows the inter relationship between the Self (Atman),
the intellect (Buddhi), the mind (Manas) and the senses (Indriyas).
In Katha Upanisad one of the most famous verses of Vedas occurs
in this Upanisad. Arise and awake'?. It means realizes the Atman,
having approached excellent teachers.

The relation between the body and the soul is well again explained
by the Kausitaki Upanisad". It is said that the soul is the master of all
bodily actions. It is the Lord. It is just like a razor which is placed in
the razor case, or fire in the fire hearth. Similarly the conscious self
pervades the body upto the very hairs and nails.

Conclusion

The aim of the vedic seers was to grasp the true nature of the self
and describe the ways, in which altered states of consciousness arise,
to use a current phrase. There is no doubt that these reflections of
over three thousand years ago give us a theory of mind and
consciousness which are valid even today. They point out that in the
highest state of consciousness, the subject and object become one.
The Upanisads look upon the development of the self as the aim of
the human being and the human society. The Upanisads proclaimed
the aim of the facilities for every human being and stimulate his
intellect.
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Dr. Jensi M.

MANTRAVADA - ELEMENTS OF MAGIC RITUALS:
A TRADITIONAL PRACTICE OF NORTH KERALA

Keralodaya being a historical Mahakavya, the author Dr.K.N.
Ezhuthachan has made use of many myths like Puranic, Epic, Oral
Literature, Seasonal Festivals, Social Believes, Social Evils, Social
Customs and celebrations prevalent among the people through out
his work. Dr. K.N Ezhuthachan used these myths to analyse the social
and cultural attitude of the people of Kerala.

When a study about a society is being done, one cannot confine
restrict in into the materialistic things like their trade, production,
process, clothing cum jewels, cooking style medicines, hand crafts,
artistic talents, folk songs, folk music, mythological stories, legends,
folk tales and folk sayings but the thoughts regarding their beliefs,
prohibitations rites, the situations performed from birth to death,
games consummation of art witchcrafts etc. These things too should
be taken into serious consideration. These cultural factors are related
and complemented to each other. There is a principle included in the
usage of hymns and amulets.

The origin of Black Magic

According the Frazer'"the primitive man who lead their life by
hunting and killing their enemies had chosen black magic as a weapon
to control the mesmerism which made violence towards them. There
are explanations on the power of black magic in Rgveda, Aranyaka-
s, Brahmana-s, Vedanga-s, and in various epics and legends. Ancient
Indians believed that they can attain anything like blessings of Gods,
control over nature, distraction of enemies, recovery and prosperity
through witchcraft.?



Religion and Knowledge in Magic

Magic (witchcraft) is prior to religion also with a belief that both
have some super natural powers. When human life became more
complicated and they recognized the more secrets about the nature,
there came some new routines in their words and deeds. They may
recognize that they not attain spirituality only through the custom,
but they also follow it.> The faith in magic has been dissolved into
religious faith. Through magic and religion, one can make sure his
own position in the vast and complicated life. And will be difficult
to achieve a meaning for life or a feeling of protection without the
help of such controls.* Hence there is no wonder in mixing the
magical faith in religious faith. May be due to this reason, P.
Damodaran Pillai® told “It is inferred that the basement of the Vedic
literature is not religious, but more over it was the magical outlook’’.

It can be considered that Hindu religion or religious practices did
not reject the magical deeds. But there are some other religions who
forbid the faith in magic. But on the contrary, in Kerala there are
Islams who believe in ‘Jinn’ and make ‘talisman’, and Christians
who also are believers of black magic. The Christian magician
Katamattattu Kattanar’s wonders are very famous. In Hindu religion
also, castes without magicians are very rare.

Deviation

There are two types of magic viz, Magic for goodness and black
magic. Sorcery are rituals praising the witches where as the other is
praise of Goddess of morality. The legend is that Para$urama himself
ordered the magicians to drive out the witches and praise the virtuous
goddess in Kerala. Kalakadu, Kattumadam, Kalluru, Cennas,
Adikacceri, Kanyattain Kakkadu, Kuzhimana, Padikkodan,
Putumana, Miuttamana, Kallakkadu, were prominent among them.
Their methods and Gods for worshipping differed to each other.
Thus the famous ‘18 traditions’ of magic was developed.

Primitive man had false impressions on the natural laws and still
there exist witchcrafts among uncivilized forest dwellers. They thrust
in witches and also believed that they can kill and swallow the
children, bring the dead people back as devils, bless, roar, enlighten
themselves, bring back the things which were lost and forecast the
future.® Among the tribes, in addition to the chief there will be a
respectable magical physician and others believe that he can forecast
the fortune.” He is the responsible person for doing the deeds for

95

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




96

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

heavy rain, prosperous, harvest and fruitful hinting. There are several
groups who have magical heredity and among them the Pulluvas,
Panas, Malayas, Vannan, Mannan, Velan, Karuvan, Ganakan,
Kani$an, Pulayas, Parayas, Koppalas. Heravas have chosen
blackmagic as a hereditary work.

Evil Spirits

They are the invisible powers which affect humans. Shapes,
Characters and duties are imagined for each of them. They enter the
human body in order to achieve some particular aims. Black magic
can be characterized as a ritual act of mantras and tantras by which
the evil spirits can be expelled.

Spirits (Goddesses) can be divided as ‘grahas’ and varna’s as
devagraha, asura graha, raksasagraha, gandharva graha, yaksa graha,
pisacagraha, pitrgraha etc..

Symptoms of Possession by Spirits

When ‘devagrahas’ enters a human body, the symptoms like
changing of face equivalent to lotus, reduction of words, excretion
and urine, intense affinity towards food stuffs, gentle looks, worship
to devas and brahmins, cleanliness, intense interests towards garlands
and white dresses, satisfaction on hills, mansion of rich people and
kavu's sleepless eyes can be seen.®

If there found spirit possessed a body through astrological
calculations, the astrologer recommends the compensation for it.

tilahomam Ksetrapindam
vavuttuka balikeiya’ etc are do it.

Exorcise

In magical sacrifices the imagination of reflection is important.
The evil spirits and devils which penetrated into the body are invoked
into images and made into the body made out of either wood or
sacrificial rice. The belief'is that by performing this act, the penetrated
spirits and devil can be shifted to those images and they are deserted
some where out of doors. If they are harmful evil spirits then nails or
needles fixed on the images.

Various sorcery deeds like tiriyuzhiccil, ariyuzhiccil, toluzhiyal
bhasmasnana, kurutiuzhiccil, balikarmas and other such sacrificial
offerings to the demised ones are usually considered as exorcise.



Plucking the shape of the spirit, singing the magical songs and
chanting the rhythmic magical verses also are common.

Diversity of evil spirits

Among the spirits included in various graha’s like deva (god)
Asura (anti-god), gandharva (demi-god), yaksa (demi-god) and
pisaca (devil) each group consists number of spirits with different
characters. Among the spirits yaksa or yaksi and gandharvas are
important groups.

Through the evil spirits of all grahas can be expelled by all the
magicians, some groups have heredity of expelling the spirits of some
particular grahas. For example, inorder to expell the ‘pulluvapada’,
the pulluvas, Vannan’s and Malaya’s are usually engaged. Pulluva’s
songs sacrificial offerings and ‘kalamezhuttu’ are pleasing factors
for ‘sarpagraha’. The pulluvas of North Kerala are called
‘pretampadi’s and it is believed that the magical acts of this group
can dispel the ancestral sins and give salvation to the spirits.

The acts which were once considered as very important are now
loosing its relevance. Nowadays the ‘ garbha bali’ and exorcise are
stepping back, since the modern medicines and other such things
got great popularity. But once, such ritualitic performances where
so popular when pregnant ladies felt the presence of some other
factors in their own body and shown fear, there applied the practice
of ‘Garbhabali’ and exorcism for recovery.

The colourful kalam’s decorations, music produced by the
instruments, song and the movement by the ‘kalam’s’ made an
unusual mental state in the effected person. On such occasions the
mind becomes excited and at last they achieve calmness and peace.
One thinks psychologically it can be found that all these include the
principle of treating the disease.’

Magic is related to literature and it is clear from the magical songs
and magical process. The rhythm, the voice, beauty and the genuine
imagination are to be experienced.

The scholarship today opines that the real magic lies in the scientific
methods which exist for the good fortune of humanity. If one tries
to find out the meaning of scientific facts involved in it, all the
misunderstandings regarding these practices this knowledge might
be dispelled to some extend. It is not a good tendency to ignore the
knowledge completely without knowing its goodness as it helped
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humanity once. Even the mathematicians had admiringly accepted
the mathematical value of the magical squares (Akkappada) which
was once used by magicians to write the amulets .
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Saju Thuruthil

THE SIMILARITIES OF DIFFERENT TRADITIONAL
ART FORMS- SPECIAL REFERENCE TO KERALA
MURALS WITH THEYYAM AND KALAMEZHUTHU

Abstract

Traditional art forms are way of expression of experiences and
feelings of people. It reflects the cultural heritage of a particular
society, so it is linked with rituals. Thus, religious rituals became the
roots of traditional art forms. The mural is a piece of artwork painted
on any large permanent surface, usually walls or ceilings. In the olden
days, it was permitted to depict on the walls of temples, churches,
and palaces so it was away from the life of common people. But
nowadays it became popular. Most of our traditional art forms depend
on naturally available materials so it’s eco-friendly. Through this
article the author is trying to associate the similarities of traditional
art forms.

Key terms: Traditional art, cultural heritage, Mural
Introduction

Folk art was one of the outlets of expressions and feelings of
common people. They reflect the cultural heritage of a particular
society. Most of the traditional art forms were an inevitable part of
their religious rituals. In ancient times the art depends entirely on
religion all over the world where there was no single folk art culture
that was not under the influence of religion or ritual. All the traditional
artforms had adopted the particular character of the society concerned.
An unfortunate fact that our rich folk-art traditions have variations is
due to the differences in religion and caste of people.
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Content

In Kerala, the primitive art forms were inspired and influenced
by many other art forms. For example, the Kerala traditional murals
were generally influenced by Kalamezhuttu or Dhitlicitra. It is evident
from the similarities that the mural paintings and other art forms grew
and flourished side by side. There are many similarities in the line
drawing and color applications. There are many factors in common
among rituals like Teyyam, Tira, Kolamtullal, Sarpamtullal,
Kathakali, Krsnanattam, Tiyatt, Vettekkaran pattu, Sastampattu
etc. These folk rituals were performed as religious offerings to God
and at the same time, they were sources of entertainment for people
and a particular way of ventilating the suppressed emotions of the
people. It works as a catharsis process in counselling and thus heals
the minds of people from the pent-up and suppressed emotions
creating stress. They feel free and relaxed after these rituals as it
works psychologically. So, it was impossible to segregate art from
the daily life of people and their culture. This closeness and oneness
with society helped art forms to remain so long without losing its
importance through centuries and races.

All traditional art forms have a set of strict and definite rules
about its depiction. These rules were from the beginning and even
now the artists of the new era obey those strict rules. A good painting
is to be based on some rules. For eg. Citralaksana gives some strict
directions to make a fine painting. There are references of three
vativus like, Citravativu, Bhutavativu, and Silpa vativu. These
explain the characteristics of paintings on various surfaces.
Knowledge of these rules is strictly followed in traditional paintings.
Anything has drawn in three-dimensional follow Citravativu but
sculptures cannot follow citravativu thus it follows Silpava‘givu.
Extreme care is to be taken while carving wood as curves of figures
are to be perfect and flawless. Bhutavativu is followed while drawing
paintings on flat surfaces. These rules have great influence in our
ancient art forms and as a result, they become prominent and
remained so far for centuries. Paintings done on the floor, wall, and
wood will not have the same features. The theory of Vativu gives
explanations about the different depictions on different surfaces.

There are so many similarities among the mural paintings based
on Citravativu and Dhulicitram based on Bhutavativu. The main
similarity lies in the selection of themes from Dhyana$lokas and the



perfection of depiction also has many features in common. The
prominent link that connects Dhulicitra and mural painting is the
similarity of color sense in both the art forms. This is based on the
Pancavarna Tatwa. Five prominent colors are used in both styles.
They are Red, Yellow, Green, Black, and White. Through the style
and color application, it gives a three-dimensional effect to both
Dhulicitra and mural painting. While Dhilicitra artist applies power
colors to both left and right sides of the figure, the Mural artist creates
floral designs on both sides to give a balance position to the main
figure. Both sides are made proportionate and balanced in kind,
though the styles are different the effect is the same. In mural painting
sometimes these decorative works become Masipptuvu or
Viralippattu design to fill the space outside the figure.

Mainly five colors are used to create Kalam and all these colours
are prepared and processed by the artist himself. Green colour is
prepared from the leaves of ‘Siris Tree” (Albizzia Lebbek) locally
known as “Nenmeni Vaka’’ or “Kunni Vaka'’. These leaves are
dried and grained to nice powder to make a sap green colour. White
colour is made from rice powder, yellow from turmeric powder, lime
and turmeric powder are mixed to get red color power. Paddy husk
is burned to prepare black powder. Thus “Kalam’’ or “ Dhulicitram”’
are made out of these five colors.

Costumes and ornaments worn by the figures are also similar in
both mural painting and Dhulicitram. Costumes like Markkacca
(breast Covering), Usnisam (Shoulder cloth) Kaccavalu and
Ottanakku (worn on waist) are similar and ornaments like Muttumala
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(pearl necklace,) Katakam (bangles), are commonly used in both art
forms. While mural artists creat long-lasting and pulsating figures
through flawless lines and perfection in colorings, Dhiilicitra artists
bring out life and movement to still figures through the dramatic
effect of colors.

Mutiyettu kalam is also drawn in the traditional style of Dhulicitra
kalam of Kerala using natural hues. Rice powder, burned paddy
husk powder, turmeric powder, and powdered Vaka leaves are used
for white, black, yellow, and green respectively. Ochre red is prepared
by mixing turmeric powder and lime. While drawing Bhadrakali
figure one breast is made with paddy and other with rice indicating
that the paddy of rice or paddy was used for this. After completing
the Kalamezhuttu, kalampattu were performed which is the
devotional songs praising Devi. The devotional songs describe Devi
from head to toes. The figure in the kalam is of eight armed
Bhadrakali, mounted over vetala, holding Darika’s head on one
hand and weapons on all the other seven hands. This figure can be
seen in Mural paintings as well. Devotional songs were sung by the
mutiyettu artist in front of the Kalam. Description of Devi from the
head to toes are described in the Dhana$lokas and based on this
Dhanyas$lokas the Mural artist depicts the paintings of Devi but one



difference is that at the end of the Kalam pattu the Komaram erase
the Kalam as a part of the ritual. Komaram is considered to be the
representative of a deity. When he possesses the power of Goddess,
mutiyettu kalam is erased by the pticari or priest himself. It is clear
that Bhagavathy kalam is similar in depiction all over Kerala and
they are all related to Mural painting in their style of depiction.

Theyyam is one such traditional ritual that took shape from widely
practiced hero worship during the Middle age in Kerala. In those
days war heroes were given divine status and were adored by people
as saviours. Rituals were performed to please these deities. Devotional
songs were sung in praise of them for centuries.

Y ) ‘ "',;
AT
Face design or Mukhathezhuttu is the unique feature of Theyyam,
here dark red designs are drawn on yellow surface. This might have
originated from the ancient body painting, that prevailed in most parts
of ancient India. The black colour is also used to make the painting

more attractive. Such decorations are usually done only on faces but
in rare cases bodies are also seen painted in this manner.

A special feature of Theyyam is, only Red-colored cloths are used
by the performers. It is believed that the dark red color gives more
power and strength to the characters and it increases their ferocity.
Costumes like Kaccaval and Usnisam and ornaments like Thotakam,
kuntalam, tolvala, etc are common in mural painting and Theyyam.
Some theyyam like Camundi theyyam, Muttappan theyyam,
Pularkali, Kundtr Camundy, etc. have very large Ke$abharam. Their
kesabharam is very long and has beautiful decorative artworks on
them. Some other theyyams like Bali Theyyam have very small
headgears like a crown worn in Kathakali.
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In Mural painting only king or royal characters wear keSabharam.
Sri Rama, Visnu, Brahma, Indra, Siva, Kali, Ravana, etc. are some
who wear Ke$abhara. All these characters are drawn in the navatala
rule in Talapramana. Also in Theyyam the importance of the
character is reflected in the size, shape, and fierceness of the figure.
While Kundur Camundi Theyyam comes to the stage and roars
after taking the “Kotiyila”, the viewers feel the fierceness of the
character. Such a feeling occurs in the minds of viewers while
observing some temple murals. The Narasimha painting of
Panayannoor Kavu temple in Kottayam district of Kerala is one such
work. The mesmerizing power of this painting is frightening.

Conclusion

Through this article, the author tried to analyze the similarities of
Kerala Mural paintings with other traditional art forms like
Kalamezhuttu, Mutiyettu, and Theyyam. Here the author mentioned
only three art forms apart from Mural painting. This study report
may be informative to art lovers, students of art, and may be an eye-
opener to the policymakers to take more effort to revive these
traditional artforms.
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Suphi S.

CONTRIBUTIONS OF P.S.VARIER TO SANSKRIT
LANGUAGE AND INTELLECTUAL TRADITION

India has a rich heritage of medical Science with the legacy in
Ayurveda. Ayurveda is the science of life which orients mankind
towards a healthy way of life and longevity. It teaches mankind to
live in harmony with nature. Health and longevity depends on the
style of life one follows. Man has always worried about ill-health; he
tried and succeeded to find out remedies for curing most of the
ailments. Ayurveda is our traditional stream of medical system which
originated and propagated especially through Sanskrit medium.

Kerala is always treated as the land of Ayurveda, the ancient
system of Indian medicine. Ayurveda is not only a system which
concentrates on treating illness but also promotes and propagates
the principles of enjoying good health. The 18" and 19™ century
witnessed the transformation of Kerala in all walks of social life.
Colonial rule and institutions they introduced in Kerala prompted
new knowledge and new style of education which followed the
western model. In Tiruvitamkiir the western system of treatment was
introduced during the time of Rani lekshmi bai. At first the treatment
was limited only in the royal palace. Then in 1861, Parvathibai started
a free charity Allopathic dispensary for extending its benefit to
common people'. During this period European missionaries were
given opportunity for working in the field of education. Gradually
modern medicine was popularized in Tiruvitamkir. Those who
believed in indigenous medicine gradually began to turn to the
western medicines. It was also a fact that during this period the
Ayurveda vaidyans in Kochi, Tiruvitamkiir, and Malabar provinces
of Kerala were not fully educated in their science. The lack of standard
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education among them was a great problem. Influenced by the
institutionalized type of western education and social and cultural
renaissance generated by the confrontation with modernity, Ayurveda
looked for new ways of development. Ayurveda maintain a holistic
perspective and give importance to of man’s relation with the world
and his accumulated experience of life. The people of Kerala had
received Sanskrit and the Ayurveda, irrespective of consideration
of caste or religion. They believed Ayurveda as their own common
medicine especially as the system of life saviour. The practitioners
of Ayurveda or Aryavaidya were given great respect in the society.
Ayurvedic doctors and teachers in Kerala were divided into two types.
They are traditional [informal] educators and formal [college]
educators. P S Varier was a good physician, scholar, poet, dramatist,
musician entrepreneur and philanthropist; his efforts embraced the
entire realm of our cultural life. P S Varrier was not only the architect
of the Aryavaidyasala but the renaissance leader of the revitalization
movement of early 20thcentuary with its nucleus at Kottakal. While
alive, he dedicated his life to the service of humanity and bequeathed,
by his unique will all that he inherited to posterity.

P S Varier was born on 1869 at Kottakkal, Malappuram district
in Kerala. His father was Rama varier and mother Kunjikuttivarassiar.
P S varier started his lessons in Ayurvedic medicine under the classical
Gurukula system from Kuttanccery Vasudevanmoos, a Nambuthiri;
who belonged to one of the eight great families of Ayurvedic
physicians in Kerala. During this period he had a serious eye trouble
and so he consulted Dr.V.Varghese a surgeon at the Government
hospital Manjeri. Through this connection, following the advice of
Dr.Varghese, he learned informally the principles of Allopathic
system, modern anatomy and physiology for about three years under
Dr. Varghese. He decided to utilize this new knowledge for promoting
the Ayurvedic system. His knowledge of medicine thus embraced
both indigenous and western branches, which considerably
influenced his vision of reforming and modernizing Ayurveda?. The
problem was that contemporary practitioners did not imbibe traditional
knowledge sufficiently. The classical text were either not easily
available or if available most practitioners did not have the necessary
language equipment to assimilate their contents. More easily accessible
texts and commentaries in vernacular language were also not
adequately provided. Instead of mastering the fundamental principles
of the core texts most of the practitioners adopted the easier method



of oral instruction during short spells of apprenticeship under senior
physicians. By the end of the nineteenth century the over whelming
majority of indigenous practitioners was ignorant of the basic
concepts. Surveying borrowed prescriptions, their only aim and
objective was pursuit of their daily livelihood under the scholarly
leadership of P.S Varier. Efforts were taken for the revitalization
movement in Ayurveda and they mainly tried to resolve three issues®.

e The retrieval, systemization and dissemination of knowledge
e Creation of institutional facilities for training physicians
e  Preparation and distribution of medicine.

In order to find a solution for some of the problems he formed the
Aryavaidyasamaja in 1902 which was an association of physicians.
It became an ideal platform for the revival and strengthening of
Ayurveda. The proceedings of the meetings of the association had
two sections. The first comprises general speeches and the second is
the reading of papers. This helped significantly to codify the
unmodified experience and innovation of different physicians. He
introduced a systematic study of Ayurveda by his pioneering
institutional efforts, disseminated the ancient wisdom through
scientific publication and ensured the quality of medicine by adopting
modern techniques of manufacturing his activities were not confined
to the medical field. In 1902 Varier founded Kottakkal
Aryavaidyasala for the manufacture of ayurvedic medicines which
later became synonymous with gyurvedic treatment in India. With
the inception of Patasala established on 1917, Varier succeeded in
pioneering in imparting Ayurvedic wisdom and in the practice of
manufacturing Ayurvedic medicines. Later this Patasala was shifted
to Kottakkal in the year1924 and several hundred professionally
qualified physicians came out of it. This was later affiliated to the
University of Calicut as the Varier’s Ayurveda college and managed
by the Kerala Ayurvedic studies and research society with the
financial support from Aryavaidyasala Kottakkal. In 1924 P S Varier
established Aryavaidya cikitsasala [the present charitable hospital]
with inpatient and outpatient services®. It also had a separate allopathic
wing. Presently this hospital provides free OP services to a number
of patients. He started the Ayurveda magazine, ‘ Dhanvantari, out of
a desire to promote the unification of the Ayurveda community. He
established the Aryavaidyasamajam to organize Ayurveda
conferences and educational programmes.
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He also wrote text book for students of Ayurveda. His Ayurvedic
works are Cikitsasamgraha, Astangasarira, and Brhaccharira [2vol].
Astariga$arira, and Brhaccharira are written in Sanskrit language.
Cikitsasamgraha wrote in Malayalam language’.

Sanskrit Literary works
Byhacchﬁrira

He started writing an exhaustive text, Brhaccharira in 1920. Then
he composed a Laghu$arira, also called Astarigasarira and published
it in 1925. The 16™ conference of all India Ayurvedic congress held
at Jaipur hailed the work and awarded a certificate of merit to the
author. The second edition of it came up in 1961.As the name
indicates this is a voluminous treatise proposed to be completed in
eight parts called skandhas. They are, Srstiskandhah (Histology),
Asthiskandhah (Osteology) Sandhiskandhah (Syndesmology),
Pesiskandhah (Mycology), Naliskandhah (Angiology), antriskandhah
(Neurology), Antaranigaskandhah (Splanchnology) Caramaskandhah
(concluding part).The first skandha was published in 1942 during
the golden jubilee celebrations of Aryavaidyapathasala. The author
in his introduction has given a detailed account of the circumstances
that led him to the composition of the work. The second skandha
was published in 1969, during the birth centenary celebrations of
the author. He was not alive to see the second part in print. Only
these two parts of Brhaccharira are available now®. The salient
features of Brhaccharira are as follows

e Finest and well documented text on human anatomy written
in the basic language of Sanskrit.

e [oaded with illustrations like any standard anatomy text in
allopathy.

e  For the first time in the history of Ayurveda, technical terms
are coined for every structure of human body.

e Elaborate study on the evolution of embryo.
e Histology (cells study) is well explained.
e Detailed description of brain and nervous system.

e Elaborate description of bone and allied structures with
beautiful illustrations.



Astanigasarira
The Laghu$arira, also called Astarigasarira published in 1925.

The work is divided into eight chapters, consists of 2113 simple
verses in Sanskrit. The salient features of Astarnigasarira , are:

e Simple verses in Sanskrit for easy learning and elaborate
commentary for details.

e A harmonious blend of Ayurvedic description of Sarira and
western anatomy, retaining the identity of the classical
wisdom.

e Arrangement of chapters from gynaecology and obstetrics
to sense organs as in classical text.

e Elaboration of functions of different organs in the body in a
scientific manner.

e Bones and muscles are well illustrated.
e Elaborate descriptions of nervous systems and sense organs.

e Presentation of new Sanskrit terms, the author has coined
suitable Sanskrit equals for all the technical terms in English.
This text thus provides a glossary of medical terms in Sanskrit

Malayalam works
Cikitsasamgraha

Cikitsasamgraha is a 100 years old text originally written in
Malayalam. The first edition was published in 1907. This work is
essential for physicians, and useful for patients. This book describes
all popular medical formulations and their various forms and
combinations along with their dosage, methods of usage, dietary and
other restrictions and their declared effects. It also describes the
pathogenesis, symptoms and other details of common diseases and
prescribes the treatment for them. Besides, there is detailed description
of pancakarma with their preparatory and concluding formalities,
dhara, pizhichil and navarakizhi which are the special contributions
of Kerala to Ayurveda system’. It discusses all important aspects of
the maintenance and promotion of health, such as regimen, diet and
the suitable time and place for treatment.

P. S. V Natyasamgham

P S Varier was an admirer of art and founded a drama troupe
which was developed to the famous Kathakali troupe,
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Paramasivavilasam. P S 'V Natyasamgham is a centre for performing
and teaching kathakali the classical theatre of Kerala®. He had
established a drama company. In 1909, this was known for its
spectacular presentation of musical dramas. He had himself scripted
the plays, set music and directed the shows. The company travelled
to every major town of Kerala and performed. He established the
Natyasamgham with the aim of popularizing this unique form of
classical theatre by training professional artists and by organizing
performance for the public to view. P S V Natyasamgham is now
recognized as one of the major centres of kathakali today.

Conclusion

P S Varier was a man of extra ordinary skills in both Ayurvedic
medicine and modern system of treatment. He was a unique
personality with a rare combination of extra ordinary organizational
and managerial talents, enthusiasm and spirit of service. P S Varier
was not only the architect of the Aryavaidyasala but the renaissance
leader of the revitalization movement of early 20™ centuary with its
centre of functioning at kottakkal. He had a passion for teaching. He
started educational institutions and hospitals to increase the quality
of Ayurveda education. He also started the industrial production and
marketing of Ayurveda drugs. He prepared Astargasarira and
Brhaccharira to provide resource material to the students. Both had
adapted from modern medicine. His famous works point out the
efficiency of his Sanskrit literature and Ayurvedic tradition. His efforts
resulted in the renaissance of Ayurveda in Kerala.
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Preetha P.V.

VAIDYAMANORAMA AND AYURVEDIC TRADITION OF
KERALA

Kerala has its own unique tradition of treatments in Ayurveda.
Majority of people who lived in Kerala use this tradition as their
daily routine for health maintenance. The traditional Ayurvedic
treatments in Kerala are the real source of knowledge for the
development of modern science. From early times people in Kerala
practice this treatments without considering their caste or creed. Both
the tribal communities and the upper class Brahmins have donated
their own contributions to the field of Ayurveda. Kerala Ayurveda
accepts all kind of experience and grows with the knowledge of
science.

The Indian Ayurvedic tradition is developed through the treatises
like Caraka Samhita, Susruta Samhita, Kasyapa Samhita, Bhela
Samhita, Astanga Hrdayam. Ayurvedic precisians in Kerala referred
Astanga Hrdayam and Astaniga Samgraham of Vagbhata than other
treatise. The Astavaidya Brahmins and Vaidyamatham
Nampoothiries are the great precisians of Ayurveda in Kerala, they
also used these references.' Kerala have varieties of Yogam? for
developing medicines and also used different kinds of medicinal
plants, unseen in major Indian Ayurvedic texts. Nattucikitsa.
Pizhiccil, Dhara, Navarakizhi, Talam, Talapoticcil are some unique
treatment specialties. Treatments for Poison, Small pox and Marmma-
Kalari etc. have their own peculiarities in this tradition.

The treatments are recorded in many texts; In Kerala these are
classified in to three. They are - Commentaries, Collections of
medicines and practices applied by the rural Vaidya community and
the modern Ayurvedic treatise. Astanga Hrdayam have more



commentaries in Malayalam than others. Saradarppanam’ and
Bhavaprakasam®, Hrdayapriya®’, Sukhasidakam®’ are some
Malayalam commentaries of Astarga Hrdayam. Sindiiramafijari’,
Alattiir Manipravalam®, Jyotsnika®, Arogyakalppadrumam',
Matanigalila" are some independent Ayurvedic works from Kerala.
Dharakalppam, Vaidyamanorama, Cikitsakramam, Sahasrayogam,
Yogaratnaprakasika, Vaidyamafijari, Cikitsamadjari, Cikitsaniil,
Sannipadacikitsa, Netracikitsa etc. are the works popular known in
Kerala. All these texts give instruction for the practical use.

Vaidyamanorama

Vaidyamanorama is an Ayurvedic Sanskrit work. It contains
several treatment formula followed by the Vaidya community.
Vaidyavara Kalidasa narrated this text. Kaviraja Sukhadeva Vaidya
Vacaspati wrote a commentary named Sukhabodhini for it. Many
drugs, diseases, treatments modalities in this text match with the
practices existing in Kerala like the use of Rudraksa for Small Pox
(11/19), Arkaksira for Pama Disease and Asanasara for Obesity 12/
30 and practice of medicinal plant like Paphana etc. Thus the learned
scholars open that the author was from Kerala. As there is a narration
of Somaroga 2/13, Sayyamﬁtra 7/14 and drugs like Ahiphena and
Kupilu 6/13, it can be predicted that the text belongs between 13" to
14" century A.D. In various contexts the words like Guhya, Rahasya
are mentioned, which are pointing towards its composition were used
in the period of Tantrik literature. At the end portions of this text,
author himself announces that he is a devotee of lord Siva and he
made the Vaidyamanorama as the source of information to all other
Ayurvedic treaties. Here he also suggested many treatment methods
for various diseases in human beings. More details about the author
and his period are not available.

An available Malayalam copy of this text edited and published
by Raja Marthandha Varma with Yadav Sarma from Bombay. It
was in Nagara Script. It was the fourth Volume of ‘ Ayurvediya
Granthamala’ series of publication. There is a description about
Taikkattu Neelakanthan Moosath as its patron. Another available
copy of this text was in Malayalam language, commented by T.C.
Paramesvaran Moosath, published from Kerala Sahitya Academy,
Thrissur in 1931. It has some elaboration from the original text,
because it contains two additional chapters. Also it covers more
reference from other text in this field.
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Importance of the text is that, it touches all 3 modes of treatments
via Daivavyapasreya cikitsa (spiritual therapy), Yuktivyapasreya
cikitsa (Analysis based management) and Satvavyapasreya cikitsa
(psychotherapy). Certain treatments based on socio-economic status,
cultural conditions and geographical considerations are also narrated.
In this text, only treatment has been explained for diseases in eight
branches of Ayurveda.

Vaidyamanorama contains 20 chapters entitled as Patala. The
chapters discuss different diseases affected by people and the divine
medicine easily available for the treatment. Author states that those
who practice with Vaidyamanorama, they became fame in this field
and the treatment will not fail in any case. The text starts with a
prayer to the son of Siva (Vignesvara) for the successful completion
of this work. It is given below.

‘T H T el

BRI RRrE e 11"

The chapters are the following:-
1. Jvaracikitsadhikara
. Raktapittasukdarasthisravasomarogadhikara
. Kasasvasahikkadhikara

. Arocaka$tlacchardditrsnadhikara

2

3

4

5. Ar$odavarttadhikara
6. Atisaragrhanivisu Cikadhikara

7. Mitrakrcchrapramehasomarogadhikara

8. Vidradhisuladhikara

9. Udarapanducikitsadhikara 10. Kamaladhikara
11. éophavisarppaévitrakusthédhikéra
12.Vata$onitavatavyadhisthulakr§adhikara

13. Garbhinicikitsadhikara

14. Balacikitsadhikara

15.Bhutagrahadhikara

16. Aksikarnnavranagranthicikitsadhikara



17.Apacyarbbudacikitsadhikara
18. Guhyarogacikitsadhikara
19.Visacikitsadhikara

20.Rasayanavajikaranadhikara

Content of Vaidyamanorama

In Vaidyamanorama, each chapter discusses several diseases and
their remedial treatments for human beings. First chapter speaks about
fever. Six type of fever is discussed. Vatajvaram, Pittajvaram,
Kaphajvaram, Sannipatajvaram, Jirnajvaram and Visamajvaram are
the six. Second chapter deals about bile in blood, leucorrhoea in
women and white discharge in men. Nasya treatments suggested for
the above mentioned ones. Asthma was the subject of matter discussed
in the third chapter. Pippalyadi, Amrtaciirnam etc. are the great
medicine prescribed for asthma. Treatments for Distastefulness,
Diseases in Abdomen, Vomiting and Thirst was the subject of forth
chapter. Gunasunthi Tablet, Triphala etc. are recommended
medicines in this chapter. Piles and its treatments are included in
fifth chapter. Other disease related with piles also discussed here.
Dysentery, Diarrhea and Cholera are treated in sixth chapter.
Raktatisaram, Kaphatisaram and Prasavatisaram are the verities of
Dysentery. Hutasanaciirnam is an example of medicines to improve
the working of stomach. Urinary incontinence and Sugar problem
are in seventh chapter. Here some advises are noted from epics with
the treatments to get better effect.”’ Hernia and some diseases in
abdomen like spleen are discussed in the eighth chapter. Author
denotes the preparation of medicines and the person who prepare
the medicine are important for treatment. Large belly and White
leprosy are the matter of ninth chapter. Every disease are connected
with each other. The treatment method also adopted the connectivity.
The tenth chapter discusses about Jaundice. Life style changes and
exercises are suggested with some prescribed medicines. Swelling,
Exima, Vitiligo and Leprosy are treated in eleventh chapter. Porridge
of different ayurvedic medicines is an example used for swelling
treatment. Also Nili application is good for exima. Kapala kusttham,
Kitibha kusttham, Viparcika kusttham etc. are the varieties of
leprosy.
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The twelfth chapter contains the treatments about Rheumatism,
Obesity and leanness. Krostukasirsam, Apabahakam are the varieties
of Arthritis. Oil massage and bathing is highly recommended
medicine for Arthritis patients. For the patients of Obesity and
leanness normal tasks are provided as the medicine. Pregnancy
treatments are discussed in thirteenth chapter. This chapter teaches
how to become physically a good mother. From the early periods,
treatments and exercises are continues till a baby formed. Next chapter
is the continuation of this chapter. Child treatment is discussed here.
Right food, sleep and bath are suggested for the kids. The fifteenth
chapter includes about Hallucination and Epilepsy. Brahamasahadhiimam
is the best medicine suggested here for the treatment. The treatment
for Eye, Ear, Sores and Gland diseases are discussed in sixteenth
chapter. Pillam, Abhisyanda, Patalam, Kacam, Armmam, Suklam
etc. are the variety of eye diseases. Bhaskarakirana is a preferred
tablet for Cataract. Also Dipikatailam is for Karna$iila disease in
ear. Sadyovrnam and Bhagandavtunam are treated as different Sores.
The cancer and Glandular edama are the topics of seventeenth chapter.
Blood clearance and medicinal treatments are suggested. Among
them sleep and health conditions of patients are also considered.
The treatment of Venereal diseases is taken in eighteenth chapter.
Here the treatments are provided for the diseases for sexual organs
for men and women. Lingaliita, UpadamsSavrnam, Yoni$illam and
Yonyarbhudam are the variety of this kind. Poison treatment is
discussed in nineteenth chapter. The poison of snake, mouse and
scorpion are treated here. Quantity of poison can identified with
symptoms in patient. The last chapter of this text discusses about
rejuvenation. Treatments and activities are prescribed for protecting
the youngness. The advantages of seasonal medicines are highlighted
here.

The method of treatment explained in Vaidyamanorama

In Vaidyamanorama, the treatments are connected with the
diseases. The combination of medicines and its application are clearly
mentioned and the consequence of the method are explained. Some
examples are given below:-
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The ingredients taken are Takra (Butter milk) & Sukta (Fermented
Sugar Cane Juice) 1 Drona (12288 kg), Lavana (Saindhava) 10 Pala
(480 gm) Haritaki (Teminalia Chebula) 10 Pala (480 gm), Ghee 40
Pala (1920 kg), Tila Taila (Sesame oil) 32 Pala (384 gm) and Asta
Curna 3 Pala (144 gm).The procedure is: first the Takra and Sukta
should be mixed. To that mixture Lavana, Sunthi, Haritaki, Ghee
and oil in proper quantity should be added. It should be kept in the
heap of grains. Then it should be consumed as per requirement. It
increases Agni (Converting Factor) also it cures Pliha (Splenic
Disorder), Gulma (Inflammatory and Neoplastic Disease of Abdomen)
and Udara (Ascites). These are the main action of this treatment.
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Seeds of Arka (Calatropis procera) should be boiled well in 64
Pala (3072 gms) of milk. It cures blindness definitely. Also roots of
Siklapu@pa (Jasmine) and Ghana Patala (Steriospermum
cheloniodes) should be pasted properly in copper vessel with Kanji
(Sour gruel). It cures all the diseases of eye.

Treasure of Medicinal plants in Vaidyamanorama

Lots of medicinal plants are described in this text for the treatment
of different diseases. Like Honey, Pepper, Dry Ginger, Cow Urine
etc. These are commonly used for making Kasaya, Taila and different
oils. The synonyms for different drugs, which are not mentioned in
other texts, are used here. This technique is helpful to determine the
drugs. Some of the medicinal plants prescribed in this text are given
below-

Satakabhedi-Aerva lanata (herb), éatapugppah-Anethum
graveolens (herb) éatamﬁlf-Aspargus racemosus (climber),
Punarnava- Boerhavia diffusa (herb), Ganjika-Cannabis sativa
(shrub), Cakralata-Cardiospermum hallicacabum (climber), Jalam-
Coleur zeylanicus (herb), Parpatah- Fumaria indica (herb), Pathya-
Terminalia chebula (tree), Amrtavalli-Tinospora cordifolia (hurb),
Badramusta-Cyperus rotundus (shrub), Adulsa-Justica adhatoda
(shrub), Upakalya-Piper longum (climber), Sindhuvara-Vitex
negundo (shrub), Brimgarajah-Eclipta alba (herb), Dirgha$tikah-
Oryza sativa linn (Plant), Yavani-Trachyspermum ammi (herb) etc.
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The Essence of Vaidyamanorama

In this text, formulas are explained in simple manner. So that a
common man can understand the subject and it demands the
prominence of treatments in Nattu Vaidya community. Each chapter,
treatments are suggested for diseases which follows to connect
another. So the subject of narration is done in a sequential order. It
was the similar to the sequential order of texts like Astamga Hudaya.
This text discusses different mixtures of medicines, which are highly
effective for good health and diminishing the diseases. E.g. -
Triphalam, Sadangakasayam, Durvasarppis etc. The medicines are
suggested in order to consider the respective season and health
condition of the patient. e.g. - The Haritaki (Myrobalan) should be
taken with respective adjuvant in respective season. i.e., Siirakala-
Sita (Suger) + Haritaki, Vasantakala- Saindhava (Epsom Salt) +
Haritaki, Grismakala- Guda (Jagery) + Haritaki, Varsakala- Madhu
(Honey) + Haritaki, Saratkala- Pippali (Long Pepper) + Haritaki,
Hemantakala- Sunthi (Ginger) + Haritaki.' For Obesity, the Sesame
oil is used to drink in morning.'”At the same time for leanness, to
drink cold water after chewing betel leaf and ten bolls pepper and
bathing.'® Certain medicinal plants are commonly used for the
preparation of drugs along with that, some rare, unique and special
medicines are mentioned here. Such as Akuli, Indralata, Tri§tli pada,
Bhumi kadamba etc. Metals like copper and white sulfur, ashes of
elephant skin and horn of buffalo are also used for the treatment.
This text gives more priority to the easily available plants and
medicines. So it demands economical consideration. The style of
treatment recorded in this text indicates the practical knowledge of
Author in Ayurveda. So medicines are easily applicable in clinical
condition. Also there added some reference from other Ayurvedic
treatise like Sarvarogacikitsaratnakaram. In some site, spiritual
believes are considered as a treatment method along with medicines.
i.e., chanting of hymns of éiva, Visnu, Bhagavati etc. and prayers
and ritual services in temples."

With the medicinal treatments many inspirable stories were added
from Ramayana, Purana etc. that will give positive attitude in patients
towards the medicines.”® In many situation exercises are prescribed
for the treatment. More than the effect of An Ayurvedic treaty it
considers the welfare of society and people, it was clearly noted in
the portion of Grhacikitsa. Here author only suggested the order of
treatment are didn’t consider the symptoms of diseases. Also the



Garbhacikitsa and Balacikitsa specify that treatments are more 129

dedicated to the male society.” These two become the negativity of Pratyabhijia
this text. g sl

Some academic discussion about this work was quite popular in Vol. VII, Issue. 1 & Il
north India but the south Indian people especially from Kerala, were January-June 2020

. . . ] July-December 2020
not much familiar with this work, even its author and the treatments
modalities are match with Kerala. Although Vaidyamanoramai is a
treasure of treatments in Ayurveda, Kerala Ayurvedic pattern wants
to explore the chances of this treatment.
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21 In Garbha Cikitsa author dedicate the treatments only for ladies for
getting baby boy and in Bala Cikitsa the treatments mainly aims to
the baby boy. No discussions were done for baby girl.
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K. R. Upendran

DRAMA IN EDUCATION: A NEW PERSPECTIVE
TOWARDS TEACHING AND LEARNING PROCESS.

M ainstream education has often neglected the holistic growth of a
child which is beyond textual knowledge. It includes independent
divergent thinking, creativity, problem-solving skills, emotional
intelligence, coping strategies and self-expression. Therefore, Drama
in Educationisadisciplinethat intervenesintheseareasensuring learning
isatwo-way processwith equal teacher-student participation. This
increasesthe conceptual horizon of achild aseffectivelearning can
only beestablishedinaplayful non-threstening environment. However,
one must not confuse between acting and applied theatre. Creative
Drama, Process Dramaand Classroom Dramastimul ate one’'smind
and body whichisextremely important in the devel opmenta stagesof
achild regarding memory consolidation and exploring self-identity. It
increasesthe knowledge acquiring and retaining tendenciesof achild
andfacilitateshigher creative deve opment. Thispaper amsto highlight
the unconventional teaching techniqueswhich would pavetheway for
modernlearning.

Keywords: Drama in education, Creative thinking, Child
development, Applied Theatre, Education

Introduction

TheArtseducation stimulatesthe body aswell asthemind. It sets
the sensesin motion and createsauniquememory for every child. This
process sharpensthe sengitivity of thechild and makeshim or her more
receptiveto other formsof knowledge and devel opsthe creativefaculty
of achild. Theaimsof education spelt out in NCF 2005 recommends
certain guiddinesontheissue. Following arethekey pointsdiscussed
inthetext.
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*  Educationshould cater to the holistic devel opment of thechild.

»  Achild'spresent environment and future should be addressed
whiledeve opingtheir abilitiesand skills.

¢ Education should contributeto thedemocratic values of the
nation (NCF,2005).

Effectivelearningisonly possibleinajoyful environment, whichis
expected to be provided in schools. Hence, the school plays an
imperativerolein the personae construct and devel opment of achild.
The school must provide ampl e opportunitiesto incul cate ahabit of
I ndependent thinking, Creetivity and Sdf-expresson. Theroleof various
art formsin schools- such asMusic, Dance, Dramaand Visual-arts
play animportant roleinfacilitating thementioned qudities. Art provides
achild, an activity-based experience and learning through the senses
and sensory perception. It opensup spacefor Imagination, Observation
and Visudization inthe process of crestivity. Every child possessesa
variety of emotions, which need to be egressed from the child’sinner
sense of self. Art education makesthisprocessactive. Position Paper
of Arts Education 2005 accentuatestheideathat artseducation should
be aimed at promoting self-expression, creativity, sense of freedom,
and thus psychol ogical health (NCF,2005).

Inthe present scenario, the existence of Artsin school isdifferent.
Artisseen asan activity that gracesan occasion or ahobby, whicha
child eventualy hasto forfeit to succumb to mainstream education. If
the potentia of Artseducation isunderstood and designed inthe context
of theregiona scenario, it could contribute and enhancethe devel opment
of theaesthetic seng bility among the children. Among all the performing
atforms, | believethat dramaismoresuitablefor childrenindevel oping
kinesthetic aptitude, appreciating and manifesting expression, and
promotedivergent thinking. Thedramacould dsofacilitateand nurture
in enabling an environment to addressthe psychol ogical needsof the
childrenwithintheclassroom.

Inthe Neolithic period, dramaemerged to cater to the entitlement
needsof the masses. Soonthenarrative of drama sfunctiondity shifted
from mereentertainment to communi cating amessage asapredominant
roleof informing. Later inthe Elizabethan period, it wasused asatool
to spread moral education among the masses asinstruction being its
function. Theroleof ‘ Dramain Education’ ishalf-century old which
devel oped much | ater. Professionalsand expertsinthisdisciplinelike



Dorothy Heathcote and Gavin Bolton, haveworked extensvely onthe
subject ' Dramain education’ (Heathcote & Bolton). InIndia, itistill
finding itsidentity by testingitin thevariouseducation environment.

Beforeexplainingwhat Dramain Education entails, | shall attempt
to discusswhat Dramain Educationisnot. Dramain Educationis
not product-centred, it does not focus on making achild good stage
actor. It doesnot aim towards perfecting the art of actingand it isnot
partly directed towards preparing the children for cultura activitiesin
school.

Dramain Education

Drama in Education is not merely doing theatrics or ‘acting’
superficially but it is to create a ‘dramatic pressure’ or tension,
whereby the student would arrive at a .problem or an
under standing in a new way through creative thinking. (Heathcote
& Bolton, 1994). Dramain Educationisamethod of teaching, which
creates an encouraging environment for the children to construct hisor
her knowledge. It motivates studentsto participatein ashared learning
processwith the teacher and understanding various subject concepts
inadifferent dimens on through an unexplored perspective.

| would reiterate my idea that a Teacher Educator builds the
capacitiesof theteacher a theleved of academicsand pedagogy. Drama
in Education practiceswill not only helpinbuilding academicsand
pedagogy knowledge of ateacher but al so encourage every teacher to
come up with auniqueway of teaching and unconventional learning
modules.

Objectives

e  ToHighlight theimportance of integration of body, mindand
emotionsintheprocessof learning.

e Toedablishtheimportanceof cresting an environment that
facilitatesdemocratic, contextualized and experience-based
learning.

e  Toexplorehow the participatory nature of dramashall be
bestowed into thelearning environment.

Context of Dramain Education

Dramain Education—theterm ‘drama’ isseen ascomposite art
that comprisesof variousart formslikemusic, dance, craft and theatre.
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primary education, the professional capacity of theteachersand the
expectation of the children should be specific to the prescribed set of
competencies. Dramain Education asamethod can bring out changes
inthe existing classroom environment for both teachersand children.
The coreprinciple! isto create the ability to feel empathetic for all
social beings can be nurtured through drama based on experience,
emotion and interpretation. Themainfocusof Dramain Educationis
to optimizethelearning possibilitiesin varioussubject/domainsutilizing
theelements of Drama2. Dramain education isaways child-centred,
using acongtructivigt educationd gpproach to addressthe devel opmenta
needs of the children and larger long term goals of the education
described in NCF 2005.

With the above-said understanding of Dramain Education, the
teacher educatorsshall try to achievethe objectivesof it through certain
contents.

The content of thetraining program asfollows-
1. Badicsof Dramaineducation
2. CreativeDrama
3. ProcessDrama
4. Classroom Dramaprocesses
Basic of Dramain Education

Children learn many things by observing theelders, inwhich the
teacher isthe one who encountersthe children most of thetime. A
teacher should perform hisrolein avery accommodative manner to
make the classroom experience playful. A happy impressed child’'s
expressionisawayseffectiveto start ateaching lesson. Theideathat
voiceisaninstrument, therole of gesturesand postures, usage of space
inthe classroom support the teacher to create uniquenessin hiscraft.
Through different games, tasksand exercise teacherswill understand
andtry to apply to make hiscommunication, expression, observation,
attention effectiveand efficient. Then, heshall be ableto experiencethe
above-said facultiesaertnessthrough a participatory approach.

Creativedrama

Creative Dramaisbuilt and designed on theinstinct of dramatic
play. Crestivedramaisapart of thelarger conceptual notion of drama



ineducation, and it can be called aninformal dramawhich allowsthe
participantsto usetheir ownimagination and creetivity to act out sories,
poemsor origind ideas. The primary concern of creativedramarevolves
around the benefitsof children. Creativedramaisstructuredin child-
centeredness. Inachild’ seducation, dramatic activity isessentid. Early
involvement in dramasupportsthe exploratory nature of thechild. It
expandsachild’sunderstanding of theworld and vision beyond his
own experience. Through creative drametics, the child will abletofind
himsdf, to discover hispotentidities, hispersondity and limitations, his
movement and language capacitiesand hisparticular interests.

Processdrama

Process drama is a method that has the potential for rigorous,
standards-based | earning to take place. Studentsusually explorethe
dynamics, relationships, and tensions (conflicts) that shapeagiven
stuation, aswell asacquirefactual knowledgereated totheacademic
subject or topic of the drama. They grow up to be more self-aware
and expressive, with agreater sense of the challenges and the nuances
of thesociety inwhichthey live. They play therolesredigticaly, living
throughtheroles tasksand actions, feeling their emotions, frustration
and joys. The participantsin Process Dramatake on rolesthat require
enquiry, examination, assessment and expl oration of the subject matter
of thedrama. Thetask of the teacher or instructor includesfinding
waysto connect the pupilswith the content and enablethemto devel op
desirablenormative responsesthrough activeengagement and refl ection.
Thisisthe centre of processdrama.

Classr oom drama processes

Themain subjectsin the classroom are children in thisapproach.
Thisproposition also requiresan understanding of Howard Gardener’s
multipleintelligence and other theories of learning stylesof children.
After attending the previousthree areas of training, theteacher will be
ableto anaysehigher potentia through salf-assessment and therefore,
will beableto adopt the most suitableteaching techniqueand learning
styleof students. Based on this self-clarity and observation he or she
will beableto design pedagogy to apply intheclassroom. By providing
constant onsite support and continuous sharing of hisexperiences, the
teacher shall arriveat aunique pedagogy relevant tothechildrenin his
/ her classroom. Thismethod will help children to retain maximum
information in developmental stagesand allow teachersto maximize
theutility of availableresources.
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Theteacherswhoundergoatraining programin’‘ Dramain Education’
are often seen shifting their viewstowards the top to down approach,
i.eteacher a one can sharetheir knowledge. The conventiond approach
to education must change aswe must prepare theyoung generation to
begloba citizensand democratic rationa human beings. Teaching should
be atwo-way exchange of information, ensuring aholistic growth of
students and not just textual knowledge. Theteacher shall start to
reflect ontheir own expressonism, kinesthetic abilities, divergent thinking
whileinteracting with the children (Way). Thischangein theattitude of
theteachersand giving importanceto the affective or psychological
requirementsof thechildrenisthe need of thehour. Applying thedements
of ‘ Dramain Education” makestheir children think independently and
critically. Theteaching methods must incorporate acohesive lesson
plan that ensuresintegration of mind, body and emations. Theclassroom
teaching changes from lecture modeto peer learning processes and
shared understanding which will help young childrentogrowinal
endeavoursof life. Wemust help the studentsto observe, participate
and demonstrate every topic they learn in anon-threatening controlled
environment facilitating themto push their boundaries. Theintervention
ispreferredif doneat early developmental stagesto ensure maximum
memory consolidation and learning.
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Footnotes
1 Discussedin UN conventionon Child Rights

2 Techniquessuchasroleplay, dramagames, storytelling, songs,
dance, craftsetc...



e fu.

NN

FAATAATETUTH

EN

IFANTEH, STCThT, STHTATHI SPIeRe | T A I TEOHH
- °h|¢|<'°||0||‘0F9?|°|'7|¢|('|||"|{°|“|<'|H|‘t|°|'>{ul('|¢|| rr ‘(1°|')|'{U|C°| chlelcdH Eﬁl Zﬁ %Tﬁ_
AT AT T AGHATeDA: | HIATRIGRI RO | TR
37 HeT: T | AT TRATOAT (W1.R.3.4) 20 T 93, 3 el
AT STTIARE AT, T FHIOTIE |

TIOTHAT o AT = Wi TIShHehr (U1.3.%.6.%) 3 9
AT TS ARRIOT Shell SHH T 3727 It qTT IaHTHTIGoTeSTeishe
‘T AL (TM.3.2.233) TAMGERG | A THGAHAENS & TARRIUMHIT

“TAYH TITE’ TGN, | & AN TSgaSeaeTR: HIee: |

T = OTRRT:, ot fet 31 Te Shr: | o S_MmETe: oie | o faem fet
o -

“SAE IReT YAt Wi it |
Tareamer welHmet o sFTS=IaT ereea 11 (3.9, RR)

R M g, X WIE feig, 3 val wifed-SrEe Wiie @, ¥
T T, & WIAR oite 3fe | a3 eTeiadacaliaset
HITSHEHATATHTHTOTHR, T 371 foreimaiet |

T T (U1.3.R.]33) T T | ARG TCRIhRE | FaHm
SIS | TR ATaTHeg Ao | TR s
qﬁuldehlmqi%colm@ra aﬁﬁﬁmﬁﬁﬂﬁﬂz@ﬁaﬁ‘l TCATar
STREATAT - AT- IS T WA FHAR 3T, SR 7
aﬁﬁtﬁw T A, ‘BT TR Y TR TR S S

[ra L{T‘k'il CQAIHQW‘II‘IIL{‘('I |




138

Pratyabhijia
qg et

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

ST AT TeT: SHI: | TIRSH 77 HIE T, T = WAoo
T IR 2Tl A | ATt Sigal aeeRTer: 3id SIS | SR
TSI ot | TRUHE THAITSEATIRT: | STRAIeRa AR et |

o < L o
ATEThcIrage= TTesid’ 3id T |
‘Toramg A savasd afgafedT |
CEHIES SRS Treaxieaorara | |

FAHFEH I, 7 T e | aﬁmwww %Tmamwsgiw
(3TFateraT) wmwml'édcquqm STTHIHT ST | TaTe STSeRRT,

el fe SRR T gl
asrﬁﬁwaﬁwmaqgi%rﬁﬁ mc—q’sraﬁmsﬁwmﬂgﬁc—oiaéﬂﬂm

LN
-~

il TG shiverd, o, FTieeher e Treh TS T I SO | O

g S TREETREAe anfasfiasce T aaae, 36 |
W@qﬁm@,muﬂ&ﬁw IR CATTRE TS GHITEhOT:
oo [a oo 3
ARHATTRARIATS | Teclics afeTeameheT: STIRE, T5ad; Seh a
e ST - 3Te: 430 SAHIc | AIGIeATIRE IS HHIIFRIT SHicied
TR ATIRIRRIE | STARTHICYE ahe R oA HaTE -

HI‘I“-IIQISR‘AI%{UI*I('@T‘\(‘II | TRATSFATES SCdTh éitlt%lqullﬂ{q')l(’ili“-li, AHAITHIA:

‘el T |

wﬁww H%WHWW Wﬁmraé%m
|91’1<’<||U|| 'H‘j\'ét{a L{|°|'>|$>|'7¢|| 3("4“’4(‘1 | Qaa ﬂ(’(’qLH{'{%lll‘l"ll‘?l'{“‘l \-ﬂtl%{‘%llq'ﬂq'ﬂ
77 Toham, Wamﬁwmmaémaﬁmmsaaﬁ T, aﬁlaamﬁawﬁ
q@dq(ﬂlld Qﬂﬁ("ld&lﬁl‘l. |3§a |9h¢||‘|<‘| 0|<'|‘-||"1('°|, HIReX A& \ﬁ*lLH{{‘l*-llL('ICil
[ERIRIEEREEIEE 0T

T, FTHHRICTES I ot S | 22T, T2l
Wgﬁrl mmww%rwﬁaﬁﬂﬁa? R 7 A EHOLD
T T 2l SRR | WiesIed & SHAA TS i | Sestd 3t |
T STH: AT TSI | AIGITIIM S IE AT 5 S e
T it S ERRE | SIS A = Fed, Ay SHHRIeTeR
T | TEHA TRGRATESS 1 3TRE Wi 1ag, Ss—vt = 371, Tec Tehisharar
TS YRTHTE o ARG JeaaiiTeamig A 3id, sgavfasafgyse

¢ o C o
Tard’ 3 STeRRE I99 IaHehIeAeh: |

l\dvma—luwoi\lqou‘dﬂcm 3T, ‘el fereaft’ gefesTS Aot gfd
I, AT ST T T, HemrnSuieser: | 7 ﬂﬁr_orﬂ%rsqﬂﬂﬁ we
Afqrced 3 ¥|5°h|| STCHYROTHATHATAT F&T FqHcele T
quﬁﬂmfaawamwazﬁgﬁnqa,mﬁﬁgﬁdwﬁq




TS, HeTacioalTe], WREHTS TREHTTs e fraiii AT 139

A ‘5"&-[ | Pratyabhijiia

o
a W GER \51|C‘-|°|')Q°|'7‘<"II{UII'1°|')('1°<4|H|{{~<4 L1<>|<'|°|')(j°|’7- khil

eI Wﬁamwwmﬁtwqﬁmﬁw Vol VI, Issue 1 & 1]
q : January-June 2020

HI‘{U%Q(‘I 9T, ‘-Ioldll'{*('lbdlfd $€¢IIIGH¢II‘I°|'>IC'1 SIEAIGETR ?}I NSIRE ?rlﬂT?ilT July-December 2020

TRETIREHTT foFaT AGRIsHamt Tgamme, dsdHch TEArIdr SR
eI 2fd TS | T8 T JaulasgaaEE T an B, an
TeeacRTeeReoT T E%Fasr R RATH | 3T 3R 30T 9
TR 1 ST & ST T | T8 = YR e eeeren
7T foran IR, ATGITFAFa AT e ST THRIE ST STt
TSI | e, S HeaEst \Trarwsﬁaam AR e
ST, T ST 7 TR S TGRTS T
Wﬁ?@lﬁ%ﬂﬂlﬂﬁﬁﬂqdume STUTEAIATALT | 3T, * 3TeHe:
AT, A =, Sy = mﬁ%ﬁiﬁa@ﬁ?@m

T, TAAHI STHITRE STeh! a1 et a1 3fd =i, afs e
T ST 31 R dfe, T SRgTr (W1.2.2.3) 360 At et
(U1.2.2.2) 3T TaISOT e, TS TRRATHIE ShoehHTaeae
FHAT T A1G ASHHBT (T.3.%.6R) 3T WA T TRRITITH e
TGS S o2 (T1.3.R.2%3) 3 Taerege(or ared | ua =
IRl helet ST Feltad, ShoehHTe e e | ST IT,
ST STET SFTHEREIS & AT STRITERIOT B, TEeay STTee:
eTer T, T —L CTGTel TTeTalcl FT=cel - wifFaiasT | Tiases o
WW@W%@W@W|

31T =, AT U HeHcd, IUSIHTS HTHIET: qIT ST Tl ofede
FAHETANCT:, TSI TR 2T STTIGATREFIAN 71 AR S
e qeTR FRema |

TETHT2IT -
Roo.

3. JATHUEUTR: : hIUSHg, TGN TEepd LM, SRV, 008,

3. SAEROTEGTIRIE : TETSTRITeTer, S -TTeraeuTe, ST SETdRa-
TERTY, SRIUTE, 28816,

X, ATHOTHRTHTSY : Jeosiers, FeM.- YHTameat Set, TR S HfassH,
faeedt, Roo¥.



feom fa o

FHATHET TATTOAAIAHY Helwge Aty

FCAIHATY FATDICT: T AR | ST el e i
TR | aﬁwaﬁmﬂﬁﬂ? SRR Ter aTet et
Tead | aﬁﬂaﬁ@ﬁﬁmﬁﬂ ST ST ST e |
ERIEa G HIRSINEM N ED w ?ﬁ?ﬁq aMfayes | acqd mﬁarg HITE
3("4|IQ°|’>('1I{CHIIUI °h'{<'1‘51 H‘dl(’k‘lll"l |E5|T°|'>('1I{<\‘“UII W{dlw °|'>|§|{°|°|')'{‘(1“RI"|
gﬁﬁaﬁqmﬁﬂﬂw@ﬁwwﬁwmﬁ'mw
TRTTA YT STISRHT: ST TTetoT TeaT: | e gt fafs urespre
TG UF 3TET G TR |

T gl T HAA et | T hleT:, AT, TeAgedieh:, W,
AT HooIeH | T8 foRio 3ifeehed Hafd 373 vawe |
TATSHEAE
R Bfers

TR ST il ST 51 For T & | T e Ten o, YgHectentored
;| SRGGhICT: AT TG TCT: Fiel AT IGHECTeh e SHel eI |
&, AT

FHATRICT: TTEROTAT TS TETed | 3Te HThicT: AiasTaifa SR
®||T=II<’<|<'|4'|01 ST YT | SAATRIhe U] Hdll'{dq heA| QW@GZIGIHFEI@ dq
o1 T | awﬁu@wﬁﬂw YT, [ToaaTGenTaT ol hicT:

NESSISEE \‘H"|‘>d|¢|<'|| dudl, HEC’i TJISS(’H 5(’11‘“(’1 T 3T aE | W

freTeERT famm mm@maﬁ'aﬁmrmam@m




T, ST

RS TF 8 TATeTd | SIS HECTh ISTHE 3T
HET el |l Hicge WA TR | 2ot TaTeg 74, SAferie
W(WWW)HGH&I@TW “Fufafara’ EREERKH
T Bferorat ff | et T Fateht e |

R Ateam

@ TS SRl | SR AR dijb&qdl ERIGie
TATRARITT A5 THEATI A g9 | Ja-ehmar S=T9i ue

died fshad | difad WWQEWWI JT A HeH I AT
wﬁwﬁzg&r@zwwﬁuﬁﬁaﬁa@ﬁﬁwwwmm
SHHUT STHESHRE Y el AISATHIT U8 WG | =71, =79, 31ew,
q?rﬁgaﬁddlommoﬂ TR TSI | T2 ATl TTHRT A
Sheli~<T | TTRIeh! SRS ToeH-aRTSSRaY: 3Tehid T | a7 A2 Hgae
A | ST Tl R 3ﬁr=n1=r| IR =n'g;r WWWN%
AT, 2, forel, FeRtEeR, fasoi = wer M TR | T
WW|WWWWW@W&|

3 TRAYAIET
T TG [ShIHT07 TAThTeATa Walfe ae9eiieh: | UehehedT AT ST

Teeleh AGYCAIERT: STEThITTe Gead | J=ITT URAGT: e S-vatishl: Ud
A TFANT T e Plga TR HeREA foifer: Amae 3id
EE R | E T Rl TR AR | A TR EEXERIGE = Fa

WW%WnﬁWW(W)Wn
¥ T
FHYET AU Wolld TR | Aledh TIOAET T e |

0|"‘~'«"|?(’1|°|’>|"1"(‘|i ?lsqﬁ(l“{“l{l‘l'{‘ll('ilhl"i HenRUT cpcell Redlen] *ﬁqq | dd:
W@WWWWWWWM(W
3T TSR YA TR | g Wt AverR: T STt SIS o |
WW&%%%WWWW| mwmﬁ
\‘H\‘S‘lll‘lls‘lﬂl('i"ilol‘élf‘l \‘Hl{“'l"i 0¢|°|8’4|N(1| | °h|¢|'6'{<'1<‘1‘¥|"|| WUTWW
e AT qsa?h I AN FeaeTeT e

<54|qrq-1 Sl I"I‘It@lfdl
W HeTwEH
O

Tl HAWS \‘H"lbdl<-|<'| | HAWS  SpeTehea ST FAThRIUT =TT

T | HeTRETeeRe 3T FE |

141

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




142

Pratyabhijia
qg et

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

& FHUTEATH

HATEFR HATETeRT SR | T Hasa T JTHY heshieRia =i
T IR T R-IIRTeT ar T Wshad | qd; Team
YGTRRETHT ISTHARTET o <l | T 3™ T ‘ShR-ciiie aoerT
ARG a1 T WA | FET TR e eTen aaea STl feer
IGTe ATt Tearita S i |

9 AT

HATHCAT: STTHHNT AT g | AeAme STEHY ASTeeRol Fad |
HITAT: Hiaeheha T TS R ¥R sesiet agan ‘dfed, o died”
gﬁr%ﬁwwwwwﬁﬁéghl TR T Wi STeA: |
qoEHATeTeg Shetel o WS e T ferr gﬁr SR -gwhH
TSI | TA: AT ST | 75 SToSATTag: T a5 el
TSIl | SIUeHETRIR AR STElhH T | HEoTe aerToTTes
3 YA | RARIGH eIl ST |

AT Alasrear
ﬁm?ﬁqaﬁaﬁﬁmﬁ-‘l% S | AUTHEGTShRT: Hed, quaﬁq?;'a@ﬁ

SRR | HAOTS, ST STV TaawsranT! il g
IE| 3 T, T AR, T A TAWS =T S
| (e TR HooTeH, 3Tclel e Je=ead | O 51 =@t o
JUETHECIhRT, G9a | Waﬁﬁlﬁlﬁ Y ST ATETHRIRE HAAos Wi

aﬁlwﬁmmﬁwwﬁ

TR SHATESHE o T Shifd Wemdl 7 g | 311 = 38 aarTae]
IS A 7 el | T 37 ST e sheftehedl AT il =il Tareard;

aﬁa«iﬁwﬁ?ﬂaﬂ%& TLRTORET AT Siga TR | T & HRE

eI e HeToeE o SeAeh St Sl | A3 - ShIgarel AR
TERTET Tqe 3SR ToRiedT: | QT%W ST ST TR 5
ferfetfia =1, SMafd T% St B | STErE aeed gl 38 Aferd e,
TopiiRared T S A, FEACERTYE g 3¢ qeE T,
FTeThad TRl 38 ITUMG ATIRARAT IHa | TSHSIST T
FHIHT TLRGTEROT Tfere s | A= SrErt et 58 T0 |
Tfdfe AAHSHAR EEEHTg M e IEE Tesid & |
ST T TSR] | O WY ShaT: SR = oot | Resarer




TerTieae TehfaeTiaas T SIerTaiEsd TaHRY | STEehelh R
%olqﬂq{lcqlﬁdiwu-d@:rlﬁwsaﬁﬁ amﬁmmwmgﬁrnwr&r
Wﬁﬂaﬁmwﬁ TROTE FARFHIRTH FeTuEn SERReATaT
°|'>|§<4‘(‘| ('l“Hl"i ERNEE! WW|

‘iq{S‘IIOId{UIN \‘Hlfdl-l “-IOII('I HC’iUN‘-I | ‘Ir\l('loll'élq')l'{luli LA d=AHL T “-Iolr('l
W|W$ﬂ1ﬂﬁﬁwn@ﬂaﬁ| 3T TSN T A =
u?ﬂ?h—oam T A AHLITHATT IR et | AT ;ﬁﬂam?ﬁffﬂ
cmrwrmiw M@WW|W§%W

TN TS [0 HATRHRR |

-~

AT T TerTiiers. Aifecaces Wi | Mo TshEe @
Wﬁmﬁmwwwmfﬁaﬁ| HESTR hosTel giel
EHEROT: AT e feffecomrat gaer’ 2T TR TR
aﬂwg&rﬁmﬁqﬁaﬁmmmmwm
Taferdr T T | HoTors THITcTeREioT ST | Teh{Sae TR0T IFTHITCTShITET:

AT Telor: foharet = |

°|'>{C'1|<4<1|('1L{°§(1| GRIHIAL TJ"‘Jl dled: HAWMg Hq\“‘ld | H\N'ICH gﬁw
TRt feTeareTehlet T | WWW SRRV
%?"‘l('l | UL °h¢'1|?|‘-| Qa' &lq\"‘"l('l | tFF |S<‘||¢I‘CHU| :|<'>r HARRIh -&'ﬁf
|°|('1*-®|°h|¢’| ‘Cl('olll‘{?lq?i‘l{q')l("i ‘||¢|<'1 | STHT HeTH g TYT-OT: | \‘Hl'{"-l"l U]
TRT; STEIHRITE ToTaIehlct T Jehedt< | SHeATehrIvT tmﬁwmétr
|°|('1‘-®|°h|('1 |"|°|'7‘>||¢|('| | HEQ’i‘*l{lUll, ‘C|U¢|°|'>|<|U|| I AN UTIsh I
TR SRR | 3T RO, TR feieTeretishret ‘shgereraied’
gﬁ' SRR *ﬁqq | '\{°|'>°|')i\{4-|"|\ﬂ'{ul ‘CIUC|°|'>|{|U|i Ha(ﬂqﬁl{luli I U= h AT
WﬁmWQWW aﬁm@ﬁm?raﬁﬂﬁamwﬁaﬂw
ot e ‘faddegaeet 3 Elﬁ?i?r{ffF THRI | T SeTera g
gﬁﬁmrwwmﬂ%ﬂa% 31 =Romsy %wiunatqmwrﬂﬂ
&l¢|l‘|l"|"<'|'{ |°||6('|“|‘§l|0||('| 'sﬁ \ﬂl"(‘l‘-ltl'{ul. J-|‘¢¢|4-I|0|('||'{|‘| W@éﬂ
TR TR | ST =0T HEARRIVT STRIEUIERECTHANT IR | ST
TR, 3hRUT TR fora{oeATo T 1S T | shemehedt
AT SFHR T [AIGEN | 37 MR oered 5 SRIc | Tl STeiehiys
Th ARl FIs Tl =I5 RT: FHR | 3T Ieasd, 329, g,
AR Teafs s Ao STRTTE e | MW ‘Feperamt
Al ST T A |

Cfi&ﬂ?rl‘:l T THRITR AR HIEESH AT HRRTAT HeTUIH

ARG e | TR Sl ST g, e,

143

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




144 q@aﬂz—wﬁ 30T, W, HEHTE! 3id S [ WIS | AR

Pratyabhijia
qg et

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

T AR T S &7 |
AT AT

FHITERTCT o EREHHR, HeRTA i STeIHATHEHT T8 g9 | Ted
i< qﬁwﬁﬁ A e i TR ia%h?m Ciiteany
TEATTS AiE, TIaTe, TReivET, Tgaemesstl, IETT, HeHad gk
TSI | ST ARV TETERIERT: [aRIahROT ST 1ot e |
T T TERE S ST R | SoEROT, ST TR,
TaiereRoT: SeTsaRERRERTeT, o eRon TR STefeRTarRaRTe TR |
ETEROT: AT AR ST | Tz ToHeR0R AT TSHTHo
= AU | I AT TIERMERHA T Helfel | HATH=R0T AR
TS | TCATITAER JahyehRo]T Hafd | 3= SUTHEeTehRIoN
WW%WWW| Wémzagm@ﬁﬁm RNCEI]
Bk ERt e 329E I WA | ST Teh Rt el 30SATg,
Aol =1 T Zeers et | gt feererel i’ =1 TS ST AR |

AT SRRV AR e AT Moo
e Tiea | uoiehlcd I WWWWW
SHIH Qa' 'H-II'{ﬂlld ?:F‘f ‘II(‘1‘|||°|*Q{*"-I 6‘4|{‘|"|| °h°|'('| chd chedlehX: LH“S(‘H?TJ
m%sﬁw ST | A T A MR g |
SHATTATOT, T HT0T & e Totieh:, WWWW?&T
T STHRA TN | ST TGERoTaay Tﬁaﬂﬁﬁa&—cﬁ SRS

°||"~‘x('|°¢| gﬁ' Hceld ‘|||°|'Q‘I{>UII ‘II(‘l‘IIIQ*qJ-IIMI“I('IHl ‘IIIOI*QIT‘{I*‘I T

g SR 3 e & 9 |

Endnotes
! Forerferae shas 1. 230
2 gerore LRTH et

TR
1 Vellinezhi Achuthankutty

Kathakaliyute kaipusthakam
Thiranottam, Dubai 2013
2 Kottarathil Sankunni

Aithihyamala



Current Books 1998 145

Katathanatt K Padmanabhavariyar Pratyabhijna
. . g
Gitagovindam A
] Vol. VII, Issue. | & 11
Devi Bookstaal, Kodungallur, 2016 January-June 2020

A R Rajarajavarma July-December 2020

Keralapanineeyam

National Book Staal

Kottayam,1981 F E 1895

K.P.S. Menon

Kathakaliyattaprakaram Onnam Bhagam
Kerala Kala Mandalam, Cheruthuruthy 1989



e o

TSR TFAATH A THT
AT AH RITHITAH

-~

FEAaT: HeRTSE e d: g foRfed: T2
AT TSR | 3T VRISl I TG SR |
RAY VTSI rgea I, ol S favmas T s
TSNS T Tert | 3T AR WA AT ST STy
FTAGHN |

FeATEAT fTeh s R T ST Ny STeary T, FEiaiaemoni
T fafreIehRT: WiaTer | Tehehtdl STt AT UF ad T | -
AT, IANTHTEAT:, Teh[UTRTEATT:, Fa-eTeATeT:, ATEATE:, AT
3 | ST FTEAT o AR SR SR ST
FUIT | Y TSNS Fel, TR, Jrhsa STa=<umsY
T AT GEJUTIT: ST Showd | 3T HEhd v Jadisd T

TEIARATI = STATHIGI A< | e uTered Tewiagaents, oo
AT 3 5 AN 3T T JIAgareda- TR 9ol |

YRR TR IMSTRar S | TR Fe e JsTari
it FROTTOT (Accountant) el T FAH: T A THEE TEH
e HITHA | SRR ATTTTRE, ARG, Ireerd, Jeeem

TR TTar 72l R S Seridt | 3oty feeamearemmeatata uiasisad
T SR TIHEIHAGHN |

=TT T ATGUT HETa ZRAT< AR | T Tega 57 e
Te=ar:” 2 aTeRt 3T TTHfhAd | SR - HEARTTeTaHT e

37 ToTT SUHRHT JATd | 3T U TRAS JISYeTaeh Jaaisd IR




STEAT STETATI | Teels R ferifeet am RIS UG I HaT e
T |

ATTAHRAATTH

WS?@:F[ Wﬂmﬁﬂ:ﬁ' H°|'>d"|°h(’||“|'{"q'{| ?HS‘NOI |°|?|Q|°h{||<'||
ﬁmmﬁmﬂaﬁa@ﬂﬁgﬁﬁqﬁ?ﬁaﬁm ﬁﬁﬂ@ﬁ?ﬂaﬁaﬂ
TSl 2 Feriidotero TR giaas | 72 Feiae ArTeeid,
ésﬁu@ﬁﬁiﬁr%rﬂwﬁm Wﬂmm@aﬁwﬁ%a@ﬂﬁ
AT S | ST aeaagRh Tl Jafd 39 | 3h &Y fafee Trerehror
TRIUTER AT JeAraTeATa e | WW&W@W@
S

37 TEI0Th HORHTIAAAG T |
RIS afth wTeeaEt fost 9% |
ATTIHTE
TEREATR AT IRREIALTTT TaRaoT e | derer-
TATTEAT T4 ATqRea et |
e T T Fod T G AFIIRRES |12
MCHERIRER B R EREl Rl
R TGS ToTShIY hIererd |.3
TR STy = |
STRTHTSITCIRT SHATATEY IR | 1%
IRIERREIGEEGRIER I
AT CTIRIT ToTeieh HehehTeh | 1Y
TSRS JHET |
RIS STeged T | 15
ATFTIRATT: HEeeH e |

(e aNaldal

STfeTRaRT TeAETqamHrT: | o
TRIARET T ST |
FTIATaTHT TeTRIaaTET | 1
ety |
ST TURNTERT ATTIRRE: | 1]

3T TSI ST AR ST o S Hord, TE: St

NN

g | 3T TR o, W 9 73 3 e | ard =9 18 9 90
Fod T AIHRT | 37 7 haet hid TSaa o | Hiaegmagiaes

147

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




148 IR AU | STt O WAL ATIERRE 3 HSIeAThT

Pratyabhijia
qg et

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

TAATEATS TACHINEI T S |

VERIEARH T8 T2FUT S ST aeHIme | 37T STehiot
ISR TR S STEvehH | T ST SRR
T ST | TAT STEETd Ut SRRt S T | e
T I A ST I STHRER! Al | T STAGHRY
TEOT A | SUHTRICTSHISRANT: Thel: Wad S | TTEaRET 3 e
wmﬁuﬁg ety = R S | %ﬂf@%ﬂ@ﬁ TeeT R,
TS, TreATe SIarat AT 37 G | ATy ShieTet Sl Ter STy
AT FIAT ST | TramerTiatasET 3Tae: 37uerd | ad; IRK 2fd
O VST T T | TR, MR, Al ScanfamaiiTeiaary
T3 WEIOT: W | STt SAHeAfaeraT: $&T: |- | T2 Jert =reye, Teace
2T S TRAAT S | TSI, S ST TAHeRs: | T 3R
SURTE ATearatary Sfd 3Tead SRaq--1 SoT | Tas 99 JHq
TR ATATABATA T Tarl o | aaﬁgwg&rqiqw
TTeeTeRed e | STamRar ReeET, qaredT SR | SR
SfeaEy @nﬁ:g TS TUETHIUT TOTR alf | Siasmed 3fd 3%
TRISIeToT | U Sy SRTITareisr: | Uit Faaraeetert giaw fogs 3fd
Tl | 37 TRTaeieT 3ot fAfdead;

WA eTSaT AfRTITERT |
S GEATCERITGTRT HIThT IR AehITcTen! Fefm | | 3 |

ﬂﬂﬁwﬁavruﬁanﬁﬁwgﬁrwaﬁwwmﬂww
T | T AR, ST = TR | AR SeedeReE: |
TR TR e e

AETHE AR Y AR UTaH=E:

AMAHRE TIH AU SfeAcE ST AT | OF TSERId Fod
HEhauTEl e | Siesvial SifeTar T TR WG SR,
SIS, FETTAOT, XA & TR o SaROT ST =
el A | TS STCATIAT T T eTeha I TS SF2RmT: & 3 |
T = FHIAST Feall ot foeTsedi ik T ST s | STHR:
RISt STRYeTh Geard |

FHERITETT VAT TSI |
HTEATIHE HTIHTEHTEITEH | |




el Fereel =i AT ° T W T Focl 3 et aferd gaw geAd | 149

ST TR BT S G T AT ae e Lerabhiina
T | TEIROTTAT SHOR 7 2l T ERIHR FHRAMME U S oA e i

I
STRIEROTH Vi | ot T et B oy 31 Agefeamarer s /O TE

T RRIAITEU = Fehedid | July-December 2020

T O g 2 TSR Suee T R, TR,
WAl |

T, TSR R 3 e GIHI R | 3 Hiiec |

qAT FHHATERET Tehicd Tl“a?ng I TET; TAEEuT AiqanedT:
AT, WIS ok 5 e | are, gert, Sem, o,
=t Wﬁﬁmwﬁ|wwm
T FTRIUTATT HTeehe] YT | SIS JART: 22T,

TETe] T[] Hoo[oTaRus g o |

A TASEHHIRS T AR | |

o o o
hRE TGN HIRITH | M = MY =edldr, Aldidledldd

RS TATHS T el g |
T - ARSI

HehAdTAARUHIRIH

NENERIIE ey EReteratEa N Ll g%aﬁaﬁam%amna%
Wﬂwﬁgm TR, TS TSI TNT: TN S5 Vet | 20T
FHATSATERY] JHAARIATSTIE! S Te qoT7 STRITAT ol TSot:




150 SARIYET Sfa 31ET oI | Ol Fehel 3id IS TSuresholrded 3id

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

SIETROTTHT 3l = gt | T STTroriich: ST qwkg;qu“lq:, TefesTat
TS T T4 |

Wgaﬂﬁﬁqﬂrwaéﬁqsam 3T TR HASTERS S
2T VST I | FHASTETEGE!, GRRIHETRareHT, FrqRomiegaeHT
WIWWWWWIW awﬁamr{a';r
T SRS AT | T RIUTHATIRATRRE Teh Te A2t | Tef SR,
YRR, TISHITeTITIRUT, Ushal, TR SIEROM 3T
AMIHRE AAIFIUT Tehedid | Ue fofagfasar sHar wehierr |
ACRITAAEAUTHY STsRis THEISAT | T ARG FaSaeidren:
SFIETGC STha | Ushehed Ted SRehIeTIgead Shofdr: T, Ty
AT, Tl HIECTIHTAT, FoaTetehT: I ThdT: | o GaTed:
qUT: 3 HROM ST S Gt T FAfSEees | a9 SReeiaa
TS 3T AT PRI |
ITSTREE FEHIaReTTR] favrfdr 7o amiaehRereTe 3T |
TR, TR, o Rte Tsor Qe safd | ust
FARIOTHT Tehal WIACIT FRaHaieTd 55 VeIt | T oTafori Seearer
TTEIRIAh ST T i ol tgoiﬂwrr&:a&r awqghﬁﬁm
TRTHIEACTETOTRRAT 3T JMUSAT U 3t | AT 37 Shivaseil Hied
T 3T TR RIS dige: 3id | TaeRig e =i sheardd
AR IATATHY AT IR ITHE ALTTRATIR STHATIHRI
T o IR |

QIR A=A

INIEUCCH
HECRAHT
ST ()
=TT YR FehTRT, ARUTEI-3088

2 e Sff s
IR
T forema
RO 300l

3 Compiled & Edited by T K Govinda Rao
Compositions of Mudduswami Dikshitar

Ganamandir publications



Indira Nagar, Chennai F E 1997

4 Notated by Dr. S. Bhagyalakshmy
Muthuswami Dikshitar Navagraha Krithis
C B H Publications. F E 2009

5 Dr. S Bhagyalakshmy
Muttuswami Deekshitar Sampoornakritikal
C B H Publications. 2007

151

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




Keerthy Mary Francis

LIFE, PERSONALITY AND CONTRIBUTION OF
JOHANN ERNEST HANXLEDEN

J.E Hanxleden, the first indologist, was an European who made a
great wave in literature. He is also known as Arnos Pathiri, where
Ernest changed to Arnos and Padre to Pathiri.! The contribution of
Hanxleden is precious to the branches of literature, culture and
indology. In the opinion of R. Narayana Panicker, the author of
Keralabhasasahityacaritram, Hanxleden was an European who lived
after the age of Ezhuttacchan.? Dr. Kurias Kumbalakuzhi opined that
Arnos Pathiri was the most enlightened personality among the western
in Kerala.’ Dr. Thankappan Nair specified that is ‘ Father Haxleden
Pioneer Indologist’.* In the opinion of Max Muller, Hanxledn was a
Sanskrit scholar better than his contemporary scholars.’ Ulloor says
that he is the most important person among foreign Christians.® Arnos
Pathiri is the writer of second grammar text, first poet of elegy, author
of first khandakavya, and first Bible poet, in Kerala.’

Earlier life of Pathiri

J.E. Hanxleden was born in 1681 AD. His birthplace is
Ostercapplen which is a small town in Northern West Germany. He
made his philosophical studies in Osnabruck which is his hometown.
There is no information about his parents. There is a Goan catalogue
in Goa for documentation of life of Jesuit missionaries. So the
personal information about Hanxleden can be collected from that
catalogue. Hanxleden had started his journey to India at his age of
twenty. He travelled with Fr. William Mayor William Webber and
Shillingar. But before the ship reached in India, Mayor and Webber
passed away accidently. Arnos Pathiri worked about 31 years in
India, and spent a lot of his life time in Kerala.
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Arnos Pathiri started his journey from Germany, his motherland. Pratyabhijfia

After a long journey of two years, he arrived at Surat in1700. Then il

he reached Goa and went to Kochi. He went to St. Paul church and Vol. VIl Issue. 1 & II
joined to the institution of Jesuits in Ambazhakkad which is situated January-June 2020

) . . July-December 2020
in Thrissur. He also worked at Puthenchira, Kodungalloor,
Kaduthuruthy, Kuruvilangad and Velur. He became ill when he was
working at Pazhuvil and afterwards he travelled to Velur. The doctors
prescribed opium for his illness. The natives of Velur were travelling
to Palakkad for business purchases. So opium was available at those
market places. In Velur, first he lived in Pazhayangadi. After that he
shifted to Sramamkodu- Vengillassery , a hill place. There he
engagedin his social activities and by his initiation a tower and church
was constructed. Arnos Pathiri continued his progressive thoughts
and become a great personality among the people of Velur.

In the period which he lived in Velur, he wrote many books in
Sanskrit and Malayalam. One time a nampftiri called him like
Ganapativahanaripunayana, Cat- eyed person. Then Arnos replied
that Da$arathanandanadutamukha, monkey- faced person. In another
occasion, an Elayad told that ‘pathiri ® villinu bahuviSesamane’.
Then Pathiri replied that ‘elayatayal ettam nannu’.” Here we can
understand the scholarship of Pathiri in both Malayalam and Sanskrit.
In the last period of Arnos Pathiri, he spent at Pazhuvil in Thrissur.
His life came to an end on 21 March 1732 at Pazhuvil.

Education and Activities

Arnos Pathiri became the private secretary of Kodungalloor Bishop
when he priest. Then he practiced horse riding period of life in
Mattom. He met Sankaran Elayad at Velur while his rides. They
became friends and he met Azhvanchery thambrakkal through
Sankaran Elayad. He recognized that there had an institution to study
Sanskrit at Thrissivaperoor, where only high caste Hindu persons
were admitted for education in these types of institutions. However
the management admitted Pathiri, because they recognized about
the scholarship of Pathiri. This decision made the Sanskrit language
and Indian culture in front of the world. However the texts are
recovered after many years from his death.

Arnos Pathiri followed the styles of Ezhuttacchan and Poonthanam
for his literary works. He followed Ezhuttacchan in poetic style. So
the scholars opinioned that he is an Ezhuttacchan among Christians.



154

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

Arnos Pathiri also took concepts from Indian tradition to his literature
where the higher authorities take decision that Christians would not
read the text of Indian Hindu poets.

The period which he lived in Velur, it was the golden time his
writings. In that time, he studied Siddhariipa, Amarakosa, Pépini-yam
etc. He also studied the yamaka poem Yudhistiravijaya of Vasudeva
and took a copy of text himself.

In the time of his service, he understood that the local Malayalam
language and Sanskrit are very useful in his activities. So he studied
Sanskrit under the scholars namely, Kufifian namptiri and Krsnan
namptiri who were lived in Kalady, near to Angamaly. Many other
Jesuits were trying to become scholars in Sanskrit. However none of
them get the grace in language than Arnos Pathiri.

Contributions

The works of Arnos Pathiri are different types. They include
grammar, dictionary, commentary, biography etc. He had been
writing letters to his homeland regularly. His letters do not contain
the details of his contributions. Those manuscript letters are preserved
at Ecole, St. Genevieve in Paris. But there haven’t got any
chronological order of books of Arnos Pathiri. However Fr. Paulinus
recorded a table of works of Arnos Pathiri. Misihate Pana or
Puttanpana, Ummate Dukham, Vyakulaprabandham, Caturantyam,
Malayalam- Portuguese dictionary, Malayalam- Portuguese grammar,
Malayalam- Sanskrit dictionary, Sanskrit grammar, Ummaparvam,
Ave Marie Stella, Grammatica Grandonica, Genova Parvam,
Atmanutapam, Studies about Yudhistiravijaya, Vasistasara,
Vedantasara, Astavakragita etc. are the works of Arnos. Most of
them are in the Grantha script.

The Ummate Dukham is mentioned as the first book of Arnos
Pathiri. Some historians opinion that Puttanpana is the first book of
Pathiri.'” After Puttanpana, he wrote Caturantyam which includes
Maranaparva, Vidhiparva, Narakaparva and Moksaparva. It is also
known as Pancaparva with Ummaparva. The Europeans learned
great literature of India through the Sanskrit Portuguese dictionary
of Arnos Pathiri. The foreigners thought that India was a dark
continent. But they understood the real state of literature after the
great attempts of Arnos Pathiri. Arnos Pathiri used Greek Elegy'' for



some of his literal works. There have two divisions in works of Arnos
Pathiri.

1. Contributions to Malayalam language and literature.

2. The technical works to understand the Sanskrit and

Malayalam languages to foreigners.
Misihate Pana

Misihate Pana or Puttanpana is known as the first text of
Arnos Pathiri. It is also known as Kiidasapana or Raksakaraveda
kirttanam. Tt describes the biography of Jesus Christ. It is written in
Sarpini metre, which is also known as pana metre.'” The poet
considers myths related to Bible and catholic heritages. Pathiri wrote
this pana in thirteen sections. But the twelfth chapter is another book,
especially different from the pana, namely Ummate Dukham. The
poem begins with ‘ Amma kanni’ " is known as Ummate Dukham
and the people usually consider it as Puttanpana. The manuscript
library of Kerala University published this text namely K idasapana.'
An old hand written copy of the text recovered from Kottayam
Kurichithanam Illam." It is the old one which available now.

Ummate Dukham

The poem describes the harms of Jesus Christ which is from the
view of mind of Mary. Through this poem, he shows a new face of
mother Mary, which the world never saw before. The metre of the
poem is Natonnata. The heroine is Mary. Prof. Mathew Ulakamthara
compared the poem with Gandharivilan in Striparva. Some scholars
mentioned that Ummate Dukham and Vyakulaprabandham are the
first elegies in Kerala.' The tone of the poem is like Vaficippattu.
But the people of Kerala use a sad tone for singing of the poem. The
poet uses some local words for the lines.

As the description of Fr. Paulinus, Ummate Dukham consists
seven sad moments. The words of Semon on the occasion of the
commitment of child in the chapel, escape to Egypt to protect child
from the murder attempt of King Herodes, the missing incident of
Christ at his twelfth age on Jerusalem Church, the face to face view
of both mother and son with cross, the view of crucification, an army
man stabs the chest of Christ with spear, and take place the body of
Christ in grave are the seven moments of sadness of mother Mary.
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Caturantyam

The text with Christian philosophy and poetic qualities is
Caturantyam. There describes the four states of man in the end of
the life. The text contains four chapters, namely, maranaparva,
vidhiparva, moksaparva and narakaparva. The metres used in this
text are gatha, kakali and kalakafici. The text is an imitation of
Mahabharata of Ezhuttaccan and Krsnagatha of CerusSeri.
Maranaparva contains the story of a man, whose last talk with things
which he sees. Vidhiparva consists the description about the
karmaphala of a man after death. Narakaparva consists the description
of problems in hell. Moksaparva is about the description of heaven
and its facilities. The Moksaparva also consists astronomical details."”

Vyakulaprabandham

It is the poem which likes Ummate Dukham. It has sixty three
sections. The metres are Indravajra, Upendravajra, and Upajati. The
theme is the sorrow of mother Mary who stands under the cross.

Ummaparvam

Ummaparvam consists the whole story of mother Mary from birth
to ascendance. Here describes Mary who remembering the duties. It
is different from the theme of Ummate Dukham. The scholars
mention that Paficaparvam is a great text which includes
Caturantyam and Ummaparvam. The metre in Ummaparvam is
Keka. It consists 477 verses and each of them has fourteen letters.
He used the yamakalankara in different verses of the poem. He didn’ t
fail to compose it with Vrtta and Alankara. In Ummaparvam, Arnos
Pathiri uses Sanskrit words more in text. Some lines are completely
written in Sanskrit

Yoddha sascayusmasu yusmasu jetacasah
Yoddhasahaye daivasamyuge koni$varan (verse 347)"*

The end of Ummaparvam, Pathiri describes the events mentioned
in the acts of apostles including the persecution by the Roman
emperors and martyrdom of early Christians.

Grammatica Grandonica

Grammatica Grandonica is a great contribution of Arnos Pathiri
to Sanskrit. It consists the introduction to declension and survey of
paradigms. It explains the use of cases, gender and compound. The
second part is devoted to the verbal conjugation. The other three



parts discuss about syntax of cases, rule of sandhi and adverb
formulation. An alphabeticum is explaining the Malayalam
characters. Then a phonetically part and alphebeticum are not
available now. Arnos Pathiri chose Latin as the meta-language for
his Sanskrit grammar. The method of this text is descriptive and
pragmatic. The text provides not to historical nor phonetical
explanations. Toon Val Hal and Christophe Vielle are trying to make
a critical edition of the text. Now there is available a photographical
reproduction and transcription of the text in online. They say that
Hanxleden made very limited use of punctuations. The Sanskrit part
is written in Grantha Malayalam characters.

The manuscript of Grammatica Grandonica retrieved on twenty
fifth May 2010 from the Carmalite Monastery in Montecompatri,
near Rome." It is an important matter that Arnos Pathiri begins the
text with the word ‘vrksah’.*

Malayalam Portuguese dictionary

Malayalam Portuguese dictionary is also named as Dictionarium
Malabarico Lusitanium. The dictionary published by Kerala Sahitya
Academy in 1988.%' That dictionary recovered by Prof. P.V.
Ulahannan Mappila from Archaives in Rome. It begins with the

declension of noun ‘villu’.?

Multi lingual dictionary

Arnos Pathiri also wrote a multi-lingual dictionary. It is a
Malayalam- Sanskrit- Portuguese dictionary. It is also known as
Vocabularium Malabarico Samscradamico Lusitanum. But Arnos
Pathiri wrote this dictionary as incompletely. He wrote till the letter
‘ta’. Then Antony Pimenton, the Kodungalloor Bishop completed
the dictionary.”

Genova Parvam

It is a story from German folks. The story contains the presence
of mother Mary. So Arnos might be taking the story for his text.
Genova and Sypresso got married. The king Sypresso went to battle
after their marriage. Then the minister Gelover said about his love
towards Genova, but she rejected it. The minister locked her in jail
and the king was misunderstood by him. The king ordered to kill her
and child. However the soldiers relieved them on forest. After some
days, Sypresso called back Genova when he realized the truth. Then
the king killed the minister. Arnos Pathiri uses simple lines in this
poem.

157

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




158

Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

Ave Marie Stella

Arnos Pathiri translated a text named Ave Marie Stella. The basic
text is in Latin. But the translation of this text is not available now.
The text contains twelve parts. Paulinus says that it translated as
‘Dvadasa bhaskarah’ *

Atmanutapam

Some scholars opinioned a text named Atmanutapam is written
by Arnos Pathiri. The text contains the repentance of a sinner. C.K.
Mattom says that there has no text named Atmanutapam which Arnos
Pathiri as author. There has also no evidence about the text in the
records of Paulinus.

A study about Yuddhistiravijaya

There has a mention about the study on Yuddhistiravijaya by
Arnos Pathiri Yuddhistiravijaya® is a Sanskrit Yamaka poem of
Vasudeva Bhattatiri. Fr. Paulinus recorded that Yuddhistiravijaya
is written by the Arnos, but really it might be copied by Arnos Pathiri
manually.

Paulinus and Arnos

Paulinus Pathiri informed about the texts of Arnos Pathiri to
Europe. Paulinus wrote a letter from Vienna to Fr. Alexis OCD in
1799 about the manuscripts of Hanxleden.?* He mentioned in letter
that some contradictors of Catholics burned manuscripts from
manuscript library in Paris. But the scholars do not accept the records
of Paulius as completely true. He mentioned Yuddhistiravijaya as
book of Arnos Pathiri. The details from Vatican show the name of a
text as Misihacaritram Pana. But Paulinus noted that as Misihate
Pina. He says that Pana has twelve parts. But Scholars mention that
the twelfth chapter of the text is a different text. So unless the twelfth
chapter, there have thirteen chapters in it. Paulinus did not mention
about the texts like Ummaparvam, Vyakulaprabandham etc in his
list.”” The Siddhariipa of Palinus is completely a copy of Grammatica
Grandonica of Arnos Pathiri.

Conclusion

From the study of texts of Arnos Pathiri, there has been seeing
the depth knowledge of the political, literal, cultural, and religious
matters. The texts are published in Europe, fifty years after his death.
Fr. Paulinus helped to publish those books. Lord Meccale said that a
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literature of India and Arabia.® But there have so many people like Pratyabhijia
Arnos, who knows the wisdom world of India. They show the reality e vET

to the world. There have many mistakes in the literature of texts of Vol VII, Issue. | & 11
Arnos Pathiri. But C.K. Mattom opinioned that the mistakes might January-June 2020
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Puliurumbil noted that Arnos Pathiri used pure Malayalam firstly

other than Manipravalam style in Kerala.”” The main intension of

Arnos Pathiri was composing of Christian devotional texts to give to

Christian community as similar as RZmayana and Mahabharata.™

He found the descriptions of salvation from Sanskrit and Malayalam

literature, which supported Christian thoughts. And he used those

ideas in his texts. Sukumar Azheekkode says that there has a position

for Arnos Pathiri next to Ezhuttacchan. Arnos Pathiri brought

modernity to literature. And books of Arnos remember us the

philosophy to the modern age.’'
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Gopika. G

BUDDHIST PRINCIPLES REFLECTED IN
SAUNDARANANDA

Introduction

Buddhacarita and Saundarananda are the two ancient Mahakavyas
in Sanskrit. Manuscripts of these two mahakavyas were discovered
in the manuscript collection of the king of Nepal. However, the most
of the part of Buddhacarita was lost, it is restored in 1898 by
Mahamahopadhyaya Haraprasad Sastri. According to him
Saundarananda is the later product of ASvaghosa. He says that
maturity and confidence in writing shows that Saudarananda is a
later production than Buddhacarita.

The main plot of Sundarananda is the story of Nanda and his
wife Sundari. The oldest description of Nanda legend is found in
Pali literature, mainly in Udana, Dhammapada and Jatakas etc.
Asvaghosa made some changes in the plot and names of characters
in Saundarananda from these legends. The text contains eighteen
chapters. Chapter twelve to sixteen are highly philosophical and it
contains advices of Buddha. Many technical terms in Buddhism can
see here. ASvaghosa tried to convey these ideas among layman
through kavya.

Basic Buddhist Principles discussed in Saundarananda
Concept of Sila in Buddhism

In Buddhism, moral virtue is the foundation of spiritual path
through a fixed attachment to ethical perception and vows is seen as
a hindering fetters. Virtue generates freedom from remorse and this
leads through gladness and joy to meditative calm, insight and
liberation on the basis of developing dana, the Buddhist cultivate



Sila (virtue) by observing ethical precepts. The most common of
which are the five virtues (Pafica$ilani) the vowel of each of these
begins. ‘I undertake the rule of training to abstain from ...” The five
abstentions are from.....". The five abstentions are from: Panatipata
(Harming living beings), Adinnadana (Taking what is not given),
Kamesumicchacara (misconduct concerning sense- pleasure),
Musavadam (False speech) and Stramerayamajjapamadatthana
(Unmindfull state due to alcoholic drinks or drugs). Each precept is
a rule of training as is each item of the monastic code, which is a
promise or vow to oneself. While each precept is expressed in
negative wording as an abstention, one who keeps these rules of
training increasingly comes to express positive virtues.

As the roots of unskillful action are weakened the natural dept-
purity of the mind can manifest listed each precept thus has a positive
counterpart respectively: kindness and compassion, generosity and
renunciation, joyous, satisfaction with one’s own wife, contentment
loving truth by searching it out recognizing falsity and attaining
precision though, mindfullness and awareness. Contentment is seen
as the greatest of all wealth.

These are the first steps for attaining Arhatship. Buddha advices
that to achieve the ultimate wisdom we should control our senses
and worldly pleasures. These ideas are reflected in chapter thirteen.

ST A g e 11 (23.20)
TENT: SHEEEl YE! Hard o a9 |

S gt Tt s Taresse F% 11 (23.32)
ST AT UGG EAT |

Tl AR eSEvEEaEd || (23.23)

In these two verses author explains importance of purity of mind
and body. According to him a monk’s body, mind and speech must
be innocent transparent and clear.

TRRIEET YET AT =1y A0 |
SSTEAIETER VTR Terd | 1 (23.23)

Here the poet mentioned about purity in karmas or actions and
purity in body and speech. ¥wigTrerHoT means abstentions from
Panatipata, Adinnadana Kamesumicchacura, Musavadam,
Pisunavaca, Pharusavacanam, Sampphasamphapplapa.
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In these first three Karmas are called Saririka or boldly and next
four karmas are known as vacika or oral.'

Brahmacarya

Brahmacarya is an important §ila for monks. The word
Brahmacarya means not only the avoidance sexual conduct, but it
meant the all routines of a monk’ s daily life.

TG SRrEas =X |
SIS IRRT gearet: |1 (23.0)

Brahmacarya includes: Panatipata virati, Adinnadana virati,
Kamesumicchacara virati, Musavada virati, Suramerayamajjapama
datthana virati, Vikalabhojana virati (avoid food at afternoon),
Naccagitavadita visukadar§ana virati (avoid music dance etc..),
Malagandhavilepanadharanamandanavibhusanadharana virati
(avoid ornaments, perfumes etc..), Uccasayanamahas$ayana virati
(avoid soft bed), Janaruparajatapatigahana virati (not accept Gold
and Silver). These are known as da$a $ila.?

Concept of Four Noble truth and Eight-fold path Saundarananda

The four holy truths or Aryasatyani comprise the more advanced
teaching of Buddha. They are: Dukkha (sufferings or misery), Dukkha
Samudaya (cause of misery), and Astamargani (eight-fold path),
The word Dukkha refers to all those things we would like to be other
wise.

Buddha said that desire lead to suffering and liberation from these
suffering is possible. The eight fold path leads to cessation of dukkha,
The path has eight factors. (They are Samyagdusti (Right view or
understanding), Samyaksambkalpa (right thought), Samyagvaca (right
speech), Samyakkarmanta (right action), Samyagajiva (right
livelihood), Samyaksmiiti (right attentiveness) Samyaksamadhi
(right concentration)).

Chapter Sixteen (Aryasatyavyakhya) of Saundarananda
exclusively deals with the concept of four notable truth and eight-
fold path. Referring to these the poet says:

FTHeh 3arS THth 578 & THacHehIS T |
TRl RIS T ST J1T: 1| (26.%)

There is suffering which is continuous and whose essence is agony;
there is cause of suffering whose essence is the origination remove.



There is the destruction of suffering, whose essence is the origination
there is the destruction of suffering, whose essence is escape and
there is the path to tranquility where essence is protection. In the first
noble truth of Dukkha lying in Trsna (thrust). This realization is
named as second noble truth Trsna or thirst leads to rebirth. There is
a chain of causation, like impression, consciousness, sensation, Trsna
etc.. are linked with the second noble truth. All of them lead to
suffering and sorrow.’

The third Noble Truth deals with the cessation of suffering. In
the end of causation of all desires. sorrow and suffering can be
automatically destroyed. A§vaghosa expounds that desires in many
forms are the cause of birth; therefore, one should eradicate them if
he wishes to be free from sufferings. The fourth noble truth is called
the eight-fold path of Astangamarga. The eight aspects of angas of
this path are right view. i.e., the world is full of suffering because of
desire and by destroying desire one can be attain liberation.

Right aspiration, i.e., do not love the material pleasures. Love
humanity, Right speech, i.e., always speak truth. Right conduct i.e.,
do good action without selfish motive.

Right livelihood. i.e., man should obtain his livelihood by right
means only, Right effort, i.e., one should have control over his
thought. Right mindedness, i.e., knowing the mortality of the body
and Right Concentration i.e., Practice of meditation. A§vaghosa
describes the Eight-fold path the last constituent of noble truth.

STRATITANS FERTH HRT: FRTehed: Temigehed: |
T e fafuagges oot =t By RerdA i (28.30)

The method of attain this cessation of defilements is the path which
consists of three-fold insight (Prajna) and two-fold quiescence
(prasama). It should be practiced appropriately by the wise who abide
in the three fold pure discipline (§ila).

In Saundarananda, A$vaghosa classified the eight-fold path into
three divisions-

1. Sila (the code of conduct)

Aévaghosa described §ila as

STFRH A e ARSI I |
T ¥ gafodr T wonsd HHARR || (28.32)
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Right action of speech and body and right livelihood are based
on morals. These three aspects (Angas) should be practiced in the
course of conduct for possession of action.

2. Prajna (Intuitive Wisdom)

Explaining this the poet says-
T ARy e Feeenyd TXIsheed |
T AT AT T R FAeTReE® | | (26.3R)

Right vision, right thought and right effort should be practiced in
the process of acquiring knowledge for the abolition of the miseries.

3. Sama or Samadhi (contemplation)

Samadhi is the state of spiritual ecstasy consequent on complete
elimination of all sense of separateness resulting from continued
meditation on reality. It is the last stage of the Noble Eight-fold
path, and the prelude to Nirvana.* Following verse indicate this

IR ST T TR T T S |
T gF AT Yg TR euiuEE |1 (26.33)

To approach truths properly, right retention and right
contemplation are necessary. These two bases on tranquility should
be practiced.

Conclusion

Saundarananda, one of the two Mahakavyas of AS§vaghosa is
the exclusively written for the propagation of Buddhist principles.
This work was probably composed earlier than the Buddhacarita
and belongs to the class of ornate court poetry. Its theme is the legend
of conversion of reluctant Nanda, the half brother of Buddha.

The first and last aim of Saundarananda is the propagation of
Buddhist principles. A§vaghosa considered this work as a tool for
attaining liberation. For acceptance and popularity among all class
of people, he wrote it in a kavya style with simple and lucid language.
Advaghosa tried to convey the hoghly philosophical ideas of
Buddhism in society through his literary skill.

End Notes
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Vishnu Devanand T.T.

A BRIEF SKETCH OF KHAJURAHO TEMPLES OF
INDIA

Khajuraho temples of Madhya Pradesh is one of the most famous
monuments of India. Khajuraho temples are the epitome of Indian
architecture and sculpture. Chandellas, powerful dynasty of central
India who ruled from the first quarter of the 9" century CE to the
end of the 13" century CE. Khajuraho, the capital of Chandella Empire
is a small town in the Bundelkhand region, Chhatarpur District of
Madhya Pradesh. Shaiva-Vaishanava and Jaina cults flourished in
Central India during Chandella Empire. Khajuraho temples are
located in south, east and west sides of the town. Sculptors of deities,
Surasundaris or heavenly beauties, Apsarass or celestial nymphs,
Gandharvas or heavenly musicians, warriors, animals etc adorn the
walls of Khajuraho temples. Erotic sculptures on the walls is the
main attraction of Khajuraho temples. Erotic sculptures highlight the
romance, sexual desire and intercourses and these erotic sculptures
obeys the passionate positions discussed in Kamasastra texts. Scholars
opines that the erotic sculptures of Khajuraho temple reflect the tantric
tradition of Chandellas. The erotic sculptures are depicted only on
the exterior walls of the Khajuraho temples ;there are no erotic images
inside of the temples.

There were eighty five temples in Khajuraho, out of which twenty
have survived. Most of them were destroyed by the Muslim invaders.
Sandstone was widely used to build these temples. The temples are
built on a high platform or basement and huge stones were used
with an interlocking system to strengthen the walls and towers. All
the temples of Khajuraho represent Nagara or the North Indian style
of architecture. Chief components of Khajuraho temples are an
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entrance porch or Ardhamandapa, a hall or Mandapa, a large hall or
Mahamandapa, a vestibule or Antarala and sanctum or Garbagrha.
Balconies are attached to the Mandapa, the roof of the sanctum i.e
Vimana or central tower along with Uru$iifikds or sub towers
mirroring the effect of mountain ranges etc are the common features
of Khajuraho temples. Khajuraho temples can be divided into two
groups on the basis of their plans. 1) Sandhara, i.e built in with a
circumambulatory passage around the Garbhagrha or Sanctum. 2)
Nirandhara, i.e without a circumambulatory passage around the
Garbhagrha or sanctum.

1) Lakshmana Temple

Lakshmana temple belongs to western group of Khajuraho temple
complex and is dedicated to Lord Visnu. The temple was built by
the Chandella ruler Yasovarman between c. 930-950 CE. The temple
has an entrance porch or Ardhamandapa, a small hall or Hrasva
mandapa, a large hall or Mahamandapa, a vestibule or Antarala,
the sanctum or Garbagrha with a main shrine and three transepts
along with them. Lakshmana temple follows the five-Shrine or
Paricayatana plan. The main shrine is encircled by four subsidiary
shrines at the four corners of the basement. The sanctum is Pasicaratha
on plan and the main Sikhara or tower clustered with minor Sikharas
or towers. Temple also has balconies on three sides. Four-armed
and three headed idol of Lord Visnu is installed in the sanctum. Of
the three heads, the human face at the centre, lion face at the left side
and the boar face at the right side, the Lion face depicting Lord
Narasimha and the boar face depicting Lord Varaha, both the
incarnations of Lord Visnu.

2) Visvanatha Temple

Visvanatha temple belongs to western group of Khajuraho temple
complex and is dedicated to Lord Siva. Visvanatha temple follows
the five-Shrine or Panicayatana plan. The main shrine is encircled
by four subsidiary shrines at the four corners of the basement. The
temple has an entrance porch or Ardhamandapa, a small hall or
Hrasva mandapa, a large hall or Mahamandapa, a vestibule or
Antarala, the sanctum or Garbagrha with a main shrine. The sanctum
has balconies on three sides which provides lights and ventilation to
the inner portion. Like all other temples of Khajuraho, Visvanatha
temple also enriched with sculptures. The statues of Surasundaris or



heavenly beauties, Apsaras or celestial nymphs, Saptamatrikas or
Seven mother goddess, Goddess Parvati, Dancing Ganesa.'

3) Matangesvara Temple

Matangg$vara temple belongs to the western group of Khajuraho
temple complex and is dedicated to Lord Siva. Matanggévara temple
is the only temple in which piijas are regularly conducted daily.
S'iva]iziga of the temple is eight feet high and made of yellow
sandstone. The word Matanigés$vara means ‘the God of Love.” The
style and structure of this temple are different from the other temples
of Khajuraho and it not decorated with sculptures.

4) Jagadambi Temple

Jagadambi temple is another notable temple which belongs to the
northern group of Khajuraho temple complex. In early days the
temple was dedicatd to Lord Visnu and later to Goddess Parvati. It
belongs to Nirandhara type i.e in the sanctum there is no an
ambulatory passage. The temple is raised on a high platform and the
temple body consists of four parts. The main or large shrine with
sanctum or Garbhagrha, a vestibule or Antarala, a large hall or
Mahamandapa adjoins with an entrance porch or Ardha mandapa.
The four armed standing figure of Lord Visnu is arranged on the
lintel of the sanctum Santorum. Carved panels with the images of
Lord Visnu and his avataras or incarnations are arranged on the two
lower bands of the temple.

5) Citragupta Temple

According to Hindu mythology, Citragupta,is the friend of
Yamaraja, the God of Death. Citragupta records the virtuous deeds
of the people of the earth. Citragupta is the only temple in Khajuraho
dedicated to Siirya or Sun god. An attractive idol of the Sun god
seated in a chariot with seven horses is installed in the sanctum. Three
similar carved idols of Sun god are also arranged on the lintel of the
doorway. Citragupta temple resembles Jagadambi temple of
Khajuraho. The temple consists of a sanctum Garbhagrha without
ambulatory passage, a vestibule or Antarala, a Mahamandapa with
lateral transepts and an entrance porch or Ardhamandapa. The temple
building has two balconies one along the Ardhamandapa or entrance
porch and the other along the highest shrine. The exterior walls of
the temple are enriched and adorned with erotic sculptures of couples,
Apasaras and Gandharvas and the deities. A rare sculpture of eleven
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headed Lord Visnu i.e ViSvariipa or the supreme form can be
seen on the south wall of the temple.

6) Kandariya Mahadeva Temple

Kandariya Mahadeva temple is the largest and finest temple
belonging to the western group of Khajuraho temple complex and is
dedicated to Lord Siva. The word ‘Kandariya’ means ‘Cave’.
Temple comprises all essential elements of the Nagara style of
architecture, It is constructed with sandstone and has a granite
foundation. It is beautifully decorated with an abundance of stone
sculptures. The basement of the temple is thirty one meter long, twenty
meter wide and four meter high. Elevation of the temple is thirty one
meter high from the ground level. The temple consists of three
Mandapas or Halls namely Mukhmandapa or Entrance hall followed
by a Mandapa or Assembly hall, Nrttamandapa or dance hall, Antarala
or vestibule and Garbhagrha or sanctum sanctorum is enclosed by
ambulatory with transepts on the sides, rear and on elevation. Interior
and exterior walls of the temple are adorned with beautiful sculptures
of divine couples, their romantic and passionate figures, goddesses,
Apsaras or nymphs, Gandharvas or musicians, animals and birds
etc. Vimana or sanctum tower of the temple is surrounded by eighty
four Sikharas or small towers like a mountain range. The temple
was built during the reign of Vidyadhara (c.1003-1035 CE).?

7) Vamana Temple

Vamana temple belongs to the eastern group of Khajuraho temple
complex and is dedicated to Vamana i.e the 5" incarnation of Lord
Visnu. The temple consists of a sanctum or Garbagrha, a vestibule
or Antarala, a large hall or Mahamandapa with lateral transepts and
an entrance porch or Ardhamandapa. The ceiling of the balconied
windows are carved with various postures of women and the exterior
walls of the temple are adorned with intricate sculptures of celestial
nymphs. Vamana temple belongs to Nirandhara structure, 1 e. the
sanctum without ambulatory passage and enshrines an image of four
armed Vamana flanked by the Cakrapurusa on the left and §aﬁgapuru§a
on the right. The door way of the sanctum has seven bands with the
decoration of dancing ganas, mithunas and lotus petals.

8) Dulhadeo Temple

Dulhadeo temple belongs to the southern group of Khajuraho
temple complex and is dedicated to Lord Siva. The word ‘ Dulhadeo’
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rows of subsidiary towers or Urusiirikas. The main hall of the temple
is an octagonal shape and resembles the shape of mount Kailasa, the
abode of Lord Siva. The ceiling of this hall is adorned with beautifully
carved images of celestial nymphs or Apsaras. The sculptures of
dancing damsels, flying Vidhyadharas and couples engaged in
copulation are embellished on the walls of the temple. In addition to
the main Sivaliri ga, there are 999 additional S'ivaliﬁgas are also carved
on the surface of the temple. Dulhadeo temple has lesser artistic
beauty than the other temples of Khajuraho.

9) Parsvanatha Temple

Parsvanatha temple is a Jain temple belonging to the eastern group
of Khajuraho temple complex and dedicated to Parsavnatha, the 23™
Tirtharikara. It is the largest among the Jain temples of Khajuraho,’
even though, the exterior walls of the temple depict the Vaishnavaite
themes. The temple have an entrance porch or Ardhamandapa, a
large hall or Mahamandapa, a vestibule or Antarala and a sanctum
or Garbagrha. It is believed that the temple was built in the period
between 950-970 CE by a prominent Jain family during the reign of
Chandella King Dange. The temple is built in a rectangular shape
with two projections at the opposite ends. The east projection serves
as the entrance porch and the west projection rests behind the sanctum
and provided a shrine for Adinatha. The Parsvanatha temple belongs
to Sandhara type which has an inner ambulatory passage around the
sanctum. The temple has no transepts with balconied windows and
the vast area of the outer walls were adorned with the sculptures.

10) Adinatha Temple

Adinatha temple belongs to the Eastern group of Khajuraho temple
complex and dedicated to Adinatha the 1% Tirtharikara. Adinatha
temple belongs to Nirandhara structure, i e. the sanctum without
ambulatory passage. Only the sanctum and a vestibule or Antarala
have survived as the primitive structure. In later period an entrance
porch with arched doorways are added to it. The top row of the outer
wall of the Adinatha temple depicts a flying Vidyadhara. The
curvilinear tower is the salient feature of Adinatha temple
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During the period between 12" to 13" century CE, the power of
the Chandella Kingdom began to decline due to the incursion of the
armies of the Delhi rule. Unable to resist the onslaught, Chandellas
withdrew from there. Khajuraho the capital city of Chandellas
remained unknown from the public and hidden by dense forest around
six hundred years. In 1838 CE by T.S. Burt, the captain of East
India army re-discovered the Khajuraho temple complex and in1904
the site was acquired by the ASI.
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Archana C. S.

A COMPARATIVE STUDY OF CHARACTERISTICS OF
HIDIMBA IN MAHABHARATA AND
MADHYAMAVYAYOGA

Bhasa famous for his works and writing style. The great poets
like Kalidasa, Bana, the rhetoricians like Abhinavagupta,
Bhamaha,Visvanatha, Rajasekhara etc are quoting Bhasa in their
works. Thirteen works attributed to Bhasa. He lived between 2" BCE
to 4" BCE. T. Ganapati Shastri, the Trivandrum manuscript library
curator, explored the thirteen plays and published as Bhasanatakacakra
in Trivandrum Manuscript Series.

The poet who took the thread of plot from epics and define in his
way gave the work a new look and beauty. The Bhasa-touch can see
in his each works. Among his work mostly Mahabharata was used
as the thread. E.g., Paficaratra, Urubharnga, Diutagatotkaca,
Diitavakya, Madhyamavyayoga. The main attraction of Bhasa’s
works is the characterisation. Bhasa keenly takes the characters that
didn’t get much importance in Vyasa’s writing, and he worked for
those characters. He gave a new face and great importance to little
famous characters also. The basic characteristics of the characters
are keenly observed distantly by him, and that was the main difference
between other Sanskrit Poets and Bhasa. He paved a new enlightened
way for the readers.

Hidimba also called as Hidimbi, the female character who didn’t
get much importance in Mahabharata. While in Bhasa’s works,
Hidimba is presented as an important character. In Mahabharata,
the description about Hidimba and Ghatotkaca was seen in 152"
chapter of Adiparva. Hidimba is the sister of demon Hidimbah.
The main theme of the work is that Bhima and family entered into
Hidimbavana during the time of Ajniatavasa and the issues happened
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after that. Hidimba is the first wife of Bhima. We can call her as the
first daughter-in-law of Kunti. As we all know in Mahabharata, lot
of female characters are praised but because of her Raksasa
community, Hidimba didn’t get much importance in Mahabharata.
Only the needy time Bhima remembered Hidimba and her son. But
we can evaluate Hidimba as the prestigious character who was very
dutiful, a good single mother. Except her silence before the killing of
her brother by her lover, we can consider Hidimba in the same position
as Draupadi.

Among Bhasa plays Hidimba appears in Madhyamavyayoga and
Dutaghatotkaca. She enters in the scene as a main character. Vyasa
portrayed Hidimba as a demoness, who is very potent and helpful
person for the Pandavas in the future. Bhasa highlights the virtues of
the demoness art form, their beauty in it, and the feminity that is so
much in love with her husband and son. Bhasa makes it clear through
Ghatotkaca and Bhima itself. Ghatotkaca of Bhasa is famous for his
love to his mother. It is through Ghatotkaca we can understand
Hidimba better.

In Madhyamavyayoga, without knowing that Bhima is the father
of Ghatotkaca who stops him when he is about to take brahmana’s
son to end his mother’s fast. Ghatotkaca says that ‘even if it were his
father who order him to release brahmana’s son, he would not be
released because he was caught obeying his mother’ s order. It reflects
his love and respect for his mother.

Bhima in that situation thought that -The mother is the goddess of
all human beings and gods. He also remembers that Ghatotkaca was
a good man who gave so much importance to his mother’s command.
To the question -who is your mother Ghatotkaca replied that she is
the demoness by name Hidimba. The fortunate woman who has the
high soul Pandava the light of the Kuru race, as her lord just as the
sky has the full moon

In Duitaghatotkaca, there is also a situation who gave the evidence
of love to his mother. Ghatotkaca introduces himself as Hidimbaputra
not Bhimaputra, in such a way he show his love and respect for his
mother in the Dutaghatotkaca.

feraista aecrat agudiaisr R |

TRAST TAT 767 SRR A ||

From all these we can see the victory of Hidimba as a mother.



There is a context in the Mahabharata that when Hidimba sees Bhima

for the first time her love leads her to forget even the demonic nature.
e Yo ST HAT FRoH e |
ufEelsfactar 7 qor wgaEs ||
Hidimba confirms in a short time that love for her husband is
greater than her brother’s cruel suggestion.

Unlike the context of the story in the Mahabharata,
Madhyamavyayoga depicts reunion of Bhima and Hidimba, who
couldn’t be see after the birth of Ghatotkaca. Hidimba’s desire to
see her husband, and for that she orders to her son to bring a man for
vrataparana indicates their desire to see Bhima. The Mahabharata
also mentions that demons are known for their magical powers and
gain strength at night. Hidimba used all his magical powers to help
and appease Bhima and his family. When she comes to make a love
proposal to Bhima, she appears as a beautiful human being, adorned
with divine ornaments and shining like a full moon.

The Bhima is thinking about her beauty as he sees her. Fascinated
by the beauty of the Bhima, Hidimba forgets her demonic nature
and goes on to become a human woman without trying to frighten or
harm the Bhima in his own form, and tells him about the cruel demons
in the Hidimbavana. She secretly says that she is the vicious demon’s
sister and sent her to catch them. From these we can understand the
honesty of Hidimba indirectly.

She is ready to use her monstrous magic powers, the ability to fly
all over and techniques to transform into many forms for Bhima and
family. From this, we can read the love for Bhima and a good attitude
to the fiance and his family. Hidimba uses love and compassion instead
of aggression to gain pleasure. After Hidimba’ s assassination, Hidimba
accompanies Kunti and her family, but at that moment, the Bhima
angrily goes to kill her. Yudhistira forbids the Bhima in that case.

Fgisiy gesey o o1 @ fore o
IR & M qved || 2

Despite being the cause of her brother’s death and about to be
killed, because of the love towards Bhima she begs to Kunti and
Yudhistira.

T PGS ot W Wi ae |
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I left my family, friends and righteous and chose this good man —
your son as my husband.

Yudhistira sent Bhima after a long request with the condition
that he would be sent back at night. The Bhima also stipulates that
they must be together only until they have a son. In the Mahabharata,
in the §lokas 22 to 30 of the 15 adhyaya of the Adiparva are
describing this. The Bhima and Hidimba fly up to the sky and
describe their routes and places. There are no such scenes in the
Madhyamavyayoga, but there is a case where the Bhima narrates
the character of Hidimba in one line.

ST ert | wHgEmRer (*
The Bhima says that by birth only the demon was not by deed.

Our grief at the loss of the country and wandering in the dense
jungle was erased by the mercy of the Hidimba.

Being in the Raksasa clan and the exile may have been the reason
for the abandonment of Hidimba and Ghatotkaca in the jungle.
Hidimba and Ghatotkaca are remembered only when help is needed
later. As they are in demon clan, pandavas only uses their strength for
personal growth. The division of the man according their nature, caste
can be clearly seen. Here we can see the contemporary matrimonial
negotiation where the caste and status of the two parties is not equal.®
But the characteristic feature of Hidimba is that she raises her son with
no resentment towards Pandava clan, but with great love.

Bhasa potrayed Ghatotkaca as a monster with compassion and
respect for those around him. Ghatotkaca says that the reason for
capturing the Brahmana family was the difficulty of disobeying his
mother’s word.

At the end of the story, Ghatotkaca also shows no hesitation in
apologizing and bowing when he knows that his father is at the
forefront.

Hidimba, though a demoness, has the quality of sacrifice, love
and respect to her husband. As well as teaching her son to equalise
with his father’s strength and warlike abilities and pour out her
magical powers also. Hidimba can be seen as a woman  who loves
her husband and son, even though she is not given any position or
recognition in the country, she didn’t break the words. If Pandavas
accepted, Hidimba would have been Kunti’s first daughter-in-law.
Like other characters in Mahabharata, Hidimba has a temple perhaps
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Conclusion

If we look at the Mahabharata, we can see many characters who
have not been given such prominence. But in stark contrast to this,
we can assess that Bhasa’s attempts to bring the characters back to
the screen were entirely successful. Bhasa is perhaps the first
playwright to turn such seemingly insignificant characters into leading
characters. This transition from Vyasa to Bhasa is an insight into the
human values of the demons. The avoidance towards the low level
people and acceptance when they need.
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V. S. Vanaja

IMPACT OF RAKSASA CONCEPT ON INDIGENOUS
CULTURE OF INDIA — A REVIEW
BASED ON VALMIKIRAMAYANA

Abstract : The concept of Raksasa/Raksas (and also of Asura) is
a prominent myth in the literature of ancient India. Sanskrit literature,
especially Vedic and Puranic literature, gives ample evidences to
form a vivid idea about this concept. This concept bears a perennial
impact on India’s cultural life too, especially on indigenous culture.
The root meaning of the word raksasa and several other references
of early Vedic literature to this concept are clear indication of the
primary concept of Raksasas described in the ancient Indian
Literature. They lead us to the human nature of Raksasa-s. Asura-s
and Raksasa-s became identical beings in later Vedic age and some
prominent Raksasa are still being worshipped by the indigenous
people of India as their powerful heroes and Gods. This paper
examines the main trajectories of the evolution and impact of the
Raksasa concept.

Words : Raksasa concept, Asura-s, Deva-s, Primary evidence
Etymology, Transformation, Indigenous people.

Introduction

The emergence of each civilization happens through the struggles
and interaction of different human cultures. The thoughts, culture,
religion etc. of the prominent groups naturally become the main stream
culture of the society. This fact is very much evident in the history
of the legends of Raksasa, variantly Raksas. It is important to analyze
the concept of Asura for getting a clear picture behind the Raksasa
since they both became identical in later Vedic and post Vedic age,
especially in the Puranic age. Gererally these concepts bear the sense



of ‘opposite to the gods’. Indian Mythology is filled with the stories
of the conflicts between god and evil, in force between Devata-s or
Deva-s (gods) and Asura-s and Raksasa-s, and also the final victory
of the former over the latter. The resonance of this legend and the
impact of its ideology can be noticed in the later cultural history of
India. This paper mainly is intended to discuss precisely the impact
of the Raksasa concept of Valmikirimayana on indigenous culture
of India. A general idea regarding the earlier history of this concept
is essential for a clearer understanding of this issue.

Primary Evidence of Raksas in Rgveda

Being the oldest extant literary source, Rgveda bears the early
evidence of development of the concept about the Raksas. It generally
shows affinity with the newly developed meaning of Asura, i.e., a
demon. In Rgveda the word indicates inimical forces that try to
prevent the sacrifice from being carried out. In vedas they are always
malevolent in nature. Sometimes they associate with plagues, enemies,
various evils, magicians, sorcerers and so on. The sorcerer sends
Raksas or Raksas-es to perform his command against his enemies.
According to W.E. Hale the term Raksas clearly refers to non-human
demonic beings. In the Vedas Raksas-es are more often opposed by
agni or Soma than Indra. In Purana literature there is a description
about the origin of Raksasa dynasty. They are said to be the
descendants of the Sage KaSyapa therein,

Etymology of raksas

Raksas is a term derived from the root raksa (to protect). They are
thought to be the original settlers of India though they are mentioned
disparagingly as demonical beings for their professed hostility to the
sacrificial cults. The etymological meaning of the term may be thus
: as they protected, they are called Raksas-es. There may arise another
question that ‘ protected whom?’ It may be said here that due to their
enmity with the gods they protected themselves from Deva-s. But
the mythical background of the word discloses it in a different manner.
In mythology when the gods were engaged in performing sacrifice,
they were forbidden by Asura-s and Raksasa-s, and thus they are
called Raksas. The etymology of the word raksas puts the import of
the word into some doubts.

The etymology of raksas according to éatapathabrﬁhmar)a is :

A & TR FTHHRAFGRIETAI T - T A6 31 | TeIeie e | |
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According to this, raksas means an obstructer, demon; from
‘raksa’ gets the meanings such as to with hold to check, to obstruct
etc.

éabdakalpadruma gives the etymology of raksas as -

TEAETH V&T | T&T UG VeI | AT i, e ST | |

Here the root ‘aksa’ is seen in the same meaning of ‘to protect’.
The term aksas is a synonym of Raksas because Raksasa is a
derivative of Raksas.

Vacaspatya follows the same meaning. The etymological meaning
of the word raksas according to Yaska in his nirukta is as follows;

T AT | TET Tunfey o | I 783 3i

Here he opines that the Rgvedic term raksas is derived from the
root ‘raksa’ which means ‘to protect’. Thus raksas means ‘one from
whom protection is necessary’ and so the word originally meant a
formidable man capable of inflicting evil or attacks in solitary places.
Later on the word came to mean a demon sometimes having three or
more heads, destroying human life by means visible or invisible, in
fact a supernatural evil being. The term raksa in the sense of an
amulet can be variously seen in Atharvaveda. In this context it would
be interesting and relevant to have a look at the reverences to Asura-
s and Raksasa-s that appear in Natyasastra of Bharata.

Representation of Asura and Raksasa in Natyasastra

The changing attitude of the society towards the concept of Asura
and Raksasa is reflected in Natya$astra. NatyaSastra is treated as
the fifth Veda and the oldest available literary record on Dramaturgy.
It presents an account on the attitude of Asura-s towards the popular
notion of the main stream society towards them. The Asura concept
in Natyasastra seems to have been adopted from later Vedic period
(especially from Epics and Purana-s) where they are pictured as the
enemy of Devas. In the first chapter of Natyasastra, Asuras are called
by the names Daitya, Danava, Yaksa, Kinnara, Raksasa etc. In the
festival called Indradhvajamaha, Bharata with his sons enacted the
play ‘ Daityaparajaya’ which depicts the story of the victory of Deva-
s over Asura-s became angry and they tried to disturb the festival.
Brahman although tried to convince Asura-s about the nature of
‘Natya' but failed. Due to disturbance of Asura-s, Deva-s thought
of making a Natyamandapa for presenting Natya before invited



audience. They also made some rules and regulations for presenting
Natya. After that Bharata with his sons enacted the Amutamanthana
— Samavakara and Tripuradaha-Dima. The common theme of these
dramas is the defeat of Asura-s by Deva-s. This theme became popular
by the time of Purana literature and adopted as a common theme in
Indian mythology.

Further in the 21* chapter of Natyasastra, while dealing with the
costumes of Raksasi characters should wear indranila (precious blue
stone) white teeth, black dress etc. According to the descriptions
there, one who has a yellowish hair, reddish eyes, fat body, loud
noise etc. is fit for a Raksasa character. Pisaca and Bhiuita character
should leave their hair untied. Here it can be viewed clearly that this
picture is closely connected with the concepts manifested through
the Puranic literature.

It must be stated that the changes in the concept of Asura and
Raksasa as the representation of evil forces happened not only due
to the religious and cultural differences but also due to result of a
strong impact of the political change in the society. As has been
shown earlier, in Vedic period both Asuras and Raksasas were not
portrayed as having fearful appearance. In the time of Natya$astra
the attitude of the society has changed and it is clearly reflected in
the depiction of Asuras in Natya.

Brotherhood of Devas, Asuras, Raksasas etc.

In Rgveda thee is no indication about Asura and Raksasa as
identical beings. But, the nature and engagements of Asuras and
Raksasas seen in later Vedic corpus give some clue to the later concept
regarding them. It was in the time of Brahmanas a change in the
conception of these terms i.e. the enemy of Devas, had taken place.
It continued and developed through the Epics to Puranas. The
concept that imagines Asuras and Raksasas are demons or evil beings
has become complete in Puranas.

Anusasanaparvam of Mahabharata speaks of the brotherhood of
Deva-s and Asura-s. It says;
T T A | I ST [
STT YIeRT ST Sawety Fea: | IMahabharata, X11.33.13.

Here Asura-s are said to be the elder brothers of Deva-s. Their
rivalry is also stated in the same verse.
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Adiparvam describes them as the offsprings of Pulastya as;

AT Yo aTRT: fehaReae |
TeITTT HISTeATH | AR & omas | IMahabharata, 1.66.7.

It is said here that Raksasa-s, Vanara-s, Kinnara-s and Yaksa-s
are the children of Pulastya. Though they have a common ancestor
their engagements are different. It would be more reasonable to take
that they were belonging to some sect of people who lived in the
forest.

Raksasa-s in Valmikiramayana

Valmikiramayana contains copious information regarding the
later concept of Raksasa as the opponents of Vedic tradition. Although
Raksasa-s in Valmikiramayana, are generally depicted as anti-social
group of people, there can be found innumerable instances which
obviously prove their identity as a separate ethnic group.

Some of the prominent Raksasa characters in Ramayana seem to
be more exaggerated from their original identity. éﬁrpapakhé, the
sister of Raksasa king Ravana is presented there as an ugly female
of Raksasa clan. She came to the residing place of Rama at her will
and proposes Rama. This incident may be viewed as a pointer to the
freedom of women in the Raksasa community to choose their life-
partner which the women of Rama’s community do not possess.
There is a detailed description about the comparlson of the physique
of Surpanakha and Rama in the Aranyakanda. Surpanakha is an
ugly woman having huge abdomen, terrible eyes, unsightly in
presence, hideous voice, hard accents etc. whereas Rama is a
handsome fellow with good qualities. Another Raksasi character
Tataka is also portrayed as a Yaksini who has the ability to assume
different forms at will and endowed with the strength of thousand
elephants.

Attitude of Raksasa — towards Vedic tradition

Raksasa-s are said to be non-believers of sacrifice in the Balakanda
of Ramayana. There the Raksasa-s Marica and Subahu are trying
to disturb the sacrifice of the sages by showering blood on the
sacrificial altar. Interestingly, Marica has been described as an ascetic
in Ramayana itself;

T FOMTAER TEHUSALTNOT |
=Y frEER AR 9 e | 1003538,



This verse is an important evidence of the asceticism prevailed
among the Raksasa-s. At one place in Sundarakanda there is a
description of Raksasa-s who are performing sacrifice. At the late
hour of night in Lanka, Hanumat heard the chanting of Vedic scholars
who were engaged in performing sacrifice;

EEERICHREC ke FERRIIE Rl

YA FETHNM 9 o SERea | | V.18.2.

This description is a definite proof of the fact that Raksasa-s were
well versed in aswcetisim, Veda-s and related matters.

The forest Dandaka, being their original habitat, was under the
control of Raksasa-s and the coming of sages to their land must have
been viewed as invasion by Raksasa-s. This may be the actual reason
behind the rivalry between them. Throughout in Ramayana, as
mentioned earlier, Raksasa-s are given the image of anti-social group
of beings. But there are ample references which give accurate
evidence to think that they are having a social life with highly
civilized state of things.

Origin of ‘ Raksasa Race’ in Valmikiramayana

Uttarakanda of Valmikiramayana furnishes an account of the
origin of Raksasa dynasty in detail. It was told by sage Agastya to
Rama. At the time of creation Prajapati who was originated from
water and created water generated some creatures assigned them
with the duty of protecting that element (water). Hearing this some
of them said ‘raksamah’ i.e. ‘we shall protect it’ and some others
said ‘yaksamah’ i.e. ‘we shall worship it’. Those who have said
raksamah’ became Raksasa-s and those who have said ‘ yaksamah’
became yaksas. It is interesting that in the verse VII.4.11 of
Ramayana, Prajapati asked to guard water by introducing them as
‘manavah’ i.e. men. From this reference it is difficult to find out the
reason for treating these beings as hostile categories.

It in succeeding verses (VII.4.14-18) the Raksasa brothers Heti
and Praheti are described as lords Raksasa-s. Praheti choosed
asceticism while Heti married Bhaya the sister of Kala. Vidyutke$a,
a powerful Raksasa, was born to Heti on Bhaya.

Gonds, Oraons and Ravana Tribes as the Descendants of Ravana

Gonds who are indentified as the biggest tribal group in central
India and Oraons believe themselves as the descendants of Ravana.
Kamil Bulke refers to a family living in the Ketkayamm village of
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Rayadiha in Ranchi whose family name is ‘Ravana’. But they were
belonging to the ‘Gidhi’ clan which is a popular tribal group in
central India.

M.V. Kibe considers the people of Southern parts of Indian sub-
continent as belonging to Raksasa tribe and also think the south Indian
people as the descendants of the powerful Raksasa king Ravana. He
points out that ‘Ravanavams$a’ is a sub-caste among Gonds which
might be regarded as the modern representatives of the Raksasas.
Th problem regarding the ethnical identity of these people should be
studied in detail for bringing forth the real social and political history
of our ancient past. V.R.R. Dikshitar argues that the Raksasas could
be taken as a tribe when the society emerged from the barbarous
state to a semi-civilized condition and sought to identify them with
the ancestors of modern Andamaners and Australian aborigines.

Sﬁrpanakhﬁ as a Goddess

The popular Ramayana character éﬁrpagakhﬁ who belongs to
the race of Raksasas and sister of Ravana, the king of Lanka, is
being worshipped as a goddess in Nilgiris of Tamil Nadu in South
India. The women who belong to the Nattu caste of Keralam believe
themselves as the daughters of éﬁrpar_lakhﬁ.

Raksasa-s in the belief of the people of Wynad

In the Wayanad district of Keralam many people believe that it is
the place where the story of Ramayana happened. In their view,
many places there are related with the story of Ramayana. According
to their belief Ravana is simply a man and he did not abduct Sita,
but she went to his abode on her own wish. In Wayanad there is a
hill which is in the shape of a woman lying on the ground. People
relate the mythology of this hill with the Ramayana- character Tataka.
According to their belief Rama and Laksmana quarreled with Tataka
and at the end Rama killed her with an arrow. The huge body of
Tataka fell down on the top of the mountain. In memory of the
killing of Tataka with the arrow by Rama that place is named after
Ambukutti (the place where the arrow was shot).

Conclusion

The legacy of Asura and Raksasa although is subdued by the
main stream culture, it has been rooted deeply in the psyche of many
sects of people in India. It s the cultural, social and political changes
that resulted in the transformation of the scenario in its history.



However, the tribal beliefs which are the remnants of begone age
can be taken as the survival of historical memories. The people who
believe themselves as the descendants of some powerful Asura and
Raksasa characteristics are found now only in the peripheries of the
society. This may be due to their extermination by the so called main
stream culture. This may also have helped in the formation of the
strong belief in their powerful heroes who strongly opposed the Vedic
tradition.
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¢ The Nighantu and Nirukta, Sarup, Lakshman (Ed.), (1984), MLBD, Delhi,
pp- 220-21.

7 Monier Williams, M. (1993), A Sanskrit English Dictionary, MLBD,
Delhi, pp., 859-860.

8 Atharvaveda, Ttranslated by Devichand, M.A (1997), Munshiram
Manoharlal, Delhi, , Refer to verses 11.4.4, 11.4.5, 1V.10.2, 1X.36.1 etc.

% Refer to the 1 Chapter of Natya$atra of Bharatamuni, Edited by Joshi,
K.L., Vol. I, Parimal Publications, Delhi, 1994.

10 Ibid., vv. 52-55.

"' Ibid., Chapter 4, vv. 1-4.

12 Ibid., vv. 5-10

3 Ibid., Vol. III, Chapter 21, vv.62-64.

" Ibid., Chapter 21, v.144; Vol. IV, Chapter 35, vv.7-8.

5 Ibid., Vol. III, Chapter 21, v.150.
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TSI AT T FEIead | GG qHE H geEed HerRd ||
Torememet fommmelt gonst drgmEsT | fEEd fowar @ gER SREwH |

TEUT ST FHT SFeT0T ATHIOR | | =g g fremtEeeEr | ML17.9-11,
See, Rimayana of Valmiki, Edited by Raviprakash Arya, Vol. II, Parimal
Publications, Delhi, 2004.

Tataka is being represented as a beautiful Dravidian princess who fell in
love with Rama (he too was attracted by her beauty) at the first sight in
the famous Malayalam poem Tatakayenna Dravidarajakumari of Vayalar
Rama Varma. Here the reason for the death of Tataka is her affection
towards Rama, and this is a more convincing depiction than that of
Valmikiramayana. Vayalar adapted the theme of his poem from
Kamparamayana.

Tataka is described there as the wife of intelligent Sunda, a Raksasa,
and mother of Marica. Rama killed her by entering her domain without
asking any question. This act can be read as the form of invasion to a
country by foreigners. Refer to Valmikirimayana, 1.24.25-27 for more
details.

See Ramayana of Valmiki, Vol. 1,1.30.12.

o e wefaes Wkt et | qeche gl Syaqi=T 11 VILy R,
T T A gl TR G e St okt gam i
VIL4.17.

Bulke, Kamil, op.cit., p.132f.

Kibe, M.V., Cultural Descendants of Ravana, Kane Festschrift, 1941,
p.264-66. But the argument of Kibe that the south Indians are the
descendants of Raksasa king Ravana does seem tenable for the want of
adequate evidence.

Dikshitar, V.R.R, South Indians in the Ramayana, Transactions of the
All India Oriental Conference, 1993, p.245f.

Ibid., p.405. Nattu is said to be a subdivision of Kollan (Black smith).
According to another view it is a sub caste of and Malayan (people live
in hill areas probably the forest dwellers) of Cochin in Kerala. cf., Edgar
Thurston, op.cit., Vol. V, p.249.

Azeez Tharuvana, Vayanatan Ramayanam, Mathrubhumi Books,
Kozhikode, 2011, p.25f. The study of the people of Wynad based on
their beliefs and culture can give more information about the ethnic
settlements in ancient Keralam. A study based on cultural Anthropology
would provide more help in this regard.

Ibid., p.67.



Biniya A. B.

CONCEPT OF RAJASVALA IN THE PERIOD OF
DHARMASASTRA

Dharmasastra literature pervades over various aspects of Indian
social and cultural life. The Dharmasastra literature attempts to bring
discipline in the life of individual and also in the social life based on
the values which were in belief in those days. Some values have
been universal while others kept on changing in accordance with
time. This literature is very close to Indian society. In ancient India
women were denied equality with men, not only in secular matters
such as inheritance and succession but also in social status, religious
and spiritual practices. Even in the family women were supposed to
have been relegated to a very low position and regarded as mere
chalet. Status of women in the society has remained an important
issue from time immemorial. Dharmasastra texts deal with some
conditions of women. Women had to face some uncommon situations
in their lives. Women became impure (untouchable) at her monthly
periods.

Rajasvala or Rajodarsana means menstrual women. It defines
Rajo in Sanskrit means blood and dar§ana means to watch. The
Dharmasastra texts provide some conditions about Rajasvala, the
lifestyle of Rajasvala, days of impurity, purification and purification
on the death of Rajasvala. From the times of Taittiriya Sambhita
rules have been laid down about the duties of a Rajasvala and it also
states how her husband and other people should act towards her. It
states that one should not address a woman who has unclean clothes
(who is in her course) nor should one sit with her, one should not
eat her food for she keeps emitting the colour of Brahmana murder.
The verse is thus,
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T AR ST | TEHAFHASEIIEAT 7 Faad | 7 TETid | 7T ST |

TG TN 01 AT S ol Woag: | ST=osT a1 T 376 | 3=t i
T U wEEaa | (T.S.1L5.1.5-6)

The Taittiriya Sambhita says that there should be no intercourse
with Rajasvala women, either in a forest (after she bathes) nor when
she is unwilling (after bath). She should not bath during the three
days, should not bath with oil in those days, should not arrange her
hair with a comb, should not apply collyrium to her eyes, should
not brush her teeth, and should not pare her nails. She should not
spin yarn, should not make ropes, and should not drink water with a
vessel made of palasa leaves or a vessel that is baked in fire (or is
broken). The results of the breaches are thus that the son becomes
suspected or charged with grave sins, a thief, shy not bold, destined
to die in water, will have a skin disease, will have a bald head and
will be feeble, will have squint-eyed, will have dark teeth and bad
nails, will be impotent, will commit suicide by hanging, will become
a lunatic or a dwarf. The text further directs that she should observe
these rules for three nights, should drink water with her hands joined
together or with a plate that is not baked in fire. The verses is stated
thus-

Tt FaRTEE FEATd TR ST | TR IR T W A e
T T EAWTeN! A1 TG a3 Wkl AT G aed geEHr a1
a7 WATTRIHRY ATSE<h T8 IO 91 Tl H1ad a8 A6 A1 T
Fgpct T Settall T T59] it T SRl A1 YU et aer 3=argent 2
TA e e WERaaT I TGS fUs@aoT a1 UroT T e | |
(T.S.IL5.1)

In Boudhayana Dharmasastra, Rajasvala stri has been termed as
an Atrei (rajasvalamrutusnatamatreyimahu). According to Vasistha
Dharmasastra menstruating woman remains impure for three days
and nights-(triratram rajasvala Sucirbhavati). Rules have been laid
down about Rajasvala by Vasistha. Menstruating women remains
impure for three days. She should not apply collyrium on her eyes
or oil on her body or bathe in water. She should sleep on the floor
and not sleep during the day. She should not touch the fire, should
not make a rope, nor look at the planets. She should not laugh or do
any household affairs. She should not drink from a damaged cup.
She may drink from her cupped hands, undamaged cup or a copper
vessel. The Brhadaranyaka Upanisad notes that a married woman
in her courses should drink water from a vessel of bronze and should



not wash her clothes, a §tdra male or female should not touch her;
on the lapse of three nights she should bathe and she should be
made to unhusk rice. The verses are;

Y T SFAITE [, 798 e egedard:, == guel 7 gHegue-rd,

PR e SeFaemaad || (V14.13)

When Vasistha Dharmasitra and Visnu Dharmasitra forbid the
eating of the food of a Rajasvala that is the food cooked by her and
owned by her should not be eaten. Laghu -Harita prescribes that a
Rajasvala may eat food from her own hand used as a plate; Vrddha-
Harita says the same and adds that if she is a widow then she should
not take food for three days and that one whose husband is living
must have only one meal a day. Those Brahmanas in whose houses
menstruating woman participate in ritual activities, people who do
not maintain the sacred fires, and people in whose family there has
not been a Vedic scholar, all these are equal to §iidras. The verses
are thus;

TR ST T = HIagr=: ot S J6W | 99 ¥ G 3d

The following are the rules pertaining to the life style of Rajasvala
for first three days-

e She should not to be seen by anyone.

e Should wear a single cloth.

e Should not bathe and wear ornaments.

e She should behave in a shy manner and stay in the house.
e Should practice complete silence.

e Should remain calm and poised.

e She should eat in earthen pots and sleep on the floor.

The above mentioned life style of Rajasvala is also described in
Vedic literature.

Period of impurity also has been prescribed in Dharmasastra.
Rajasvala woman remains impure for three days. According to
Apastambha Smurti she regains her purity after having a bathe on
fourth day. Prior to having bath she should not indulge in the
religious ceremonies and household activities.

T 3R TrETel fEed SErEdr |
T TSTRT TTehT TJASE [t | |
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This $loka means that Rajasval was called Candali on first day,
Brahmaghatini on the second and Rajaki on the third day.

Purification of Rajasvala

Rajasvala women were also not allowed to touch each other.
She should stay without food.

TRAA  FAT AR == TRit At |
e FTSioRIeR FET e EHEd | |

The Visnu Dharmasiitra (22.73-74) prescribes that if one
Rajasvala touches another Rajasvala of a lower varna she should
observe a fast from that time till the fourth day when she takes the
purification bath. On the other hand if she touches another Rajasvala
woman of the same or a higher varna, she has to bath and then take
her food. According to Smrtikara-s she should not bathe during the
three days. She was also supposed not to do religious duties during
the period.

QIEATIRT = 97 dTasSTl ATl e |

I T GreE g JEshHv =it | |

Rajasvala woman is fit for sacrifice and pitrkarma on fifth day.

YET YA 3TEM FA B TS |
&9 AT = o youd eTef FeAd 1|

If a Brahmana Rajasvala touches another Brahmana Rajasvala
she should observe fast for one night and becomes pure by
pancagavya. The verse states so-

TS TSI 311 SRV < 47 |
TR FRERT YoeTeda st |
If a Rajasvala is touched by a Candala or by any of the Antyajas,

or by a dog or a crow, she has to be wit_hout food till she bathes on
the 4™ day (Angiras47, Atri 277-279, ApastambaV]1l.5-8),

TR F3T T S STHIHICEN: |
TSR FRIERT YseTed= g | |

If a woman is suffering from fever and becomes a Rajasvala she
is not to be bathed on the 4™ day to purify her, her purification is to
be effected by another healthy woman, who touches her and then
herself bathes with her clothes on and this is done ten or twelve
times and each time there is sipping of water, then the woman who
is ill has her clothes removed and new ones put on and then gifts are




made according to ability and she becomes pure. The same
procedure is followed where a male who is ill is touched by a
Rajasvala or for some other cause he has to undergo the purification
of a bath. The healthy male touches him seven or ten times and
bathes after each touch, at the end of which the sickly person is
declared to be free from the impurity.

If a Rajasvala dies, then the corpse should be bathed with the
five products of the cow (pancagavya), she should be covered with
another garment and then should be cremated. While Angiras said
that the corpse should be bathed after three days and it should be
cremated.

TS AT q TEAfE Ut SRt |
TR ool TEAFIRT ||

Conclusion

The Dharmasastras talks about the twelve impurities (fat, semen,
blood, marrow, urine, faeces, mucus of the nose, earwax, phlegm,
tears, theum of eyes, sweat) of the body, one is blood. Women
become impure (untouchable) at her monthly periods. Women were
not allowed to perform any Vedic ritual or to touch any auspicious
things or visit the temple as it will spoil the purity of these things.
One of the reasons that a woman is considered impure (due to impure
bleeding) during the menstrual time is because of losing blood. But
along with that, heat and harmful toxins are also excreted from the
body. As such, her body will be weak and she needs to take rest. In
the Dharmasastra period great importance was given to purity.

End Notes:
Vasista Dharmasiitra, 5.10.
Shashi Kashyap, Concept of Untouchability in Dharmasastra, p-74.
Idem.
Ibid., p.75.
Atrismrti, p.277.
Yajnavalkya Smrti, 3.2.
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Galeel T

THE CHARACTER TRANSFORMATION OF URVASI
AND PURURAVAS IN VIKRAMORVASTYA.

Introduction

Classical Sanskrit literature, including the dramas and other
Mahakavyas, is widely influenced by the myths and tales which are
developed from the Vedas, Brahmanas, Epics and Puranas through
ago. It is noted that most of the Sanskrit kavyas are developed and
shaped by the stories of the Epics and Puranas. The plot of these
kavyas is borrowed from the myths which are widely deliberated in
the oral and textual traditions of Indian culture. The myths and tales
are not to be considered as a static form over time. It has dynamic
nature and these myths and tales are always considered as changeable
and it is very flexible to use as a cultural production from generation
to generation. Thus these myths and tales are the invaluable treasure
of Sanskrit literature.

The Sanskrit poets like Bhasa, Kalidasa, etc. are deeply influenced
by the Epics and Puranas and accepted the stories like the plot of
their works. Moreover, they used their poetical imagination to
develop the plot.

The tale of Urvasi and Puriiravas is depicted first in Rgveda
(10-95), and it full-fledged in Satapathabrahmana(11-5-1),. The poet
Kalidasa gave a new turn to the myth.

The present paper tries to bring out the character transformation

of Urvasi and Puriiravas. Through the three classical scriptures.
Rgveda, Satapathabrahmana and Vikramorvasiya.
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Urvasi and Pururavas in Rgveda

The itihasa that mentioned the dialogue between Urvaéi and
Purtiravas comes in the 95 th sitkta of 10™ mandala in Rgveda. The
story which plots the meaning lessnes of worldly pleasure moves
forward through Purtiravas finding Urva$i who left him after a long
time of life together, at manasa saras, where Purtiravas requests
Urva$i to return back to a life together , which she rejects. The rsi of
this sitkta is Urvaéi herself, where as both Urva$i and Purtiravas
becomes the devata.

It is clear that Urva$i is portrayed as a strong woman, as Purtiravas
says “stay infront of me for a while” and he describes Urva$i as a
stubborn wife. (Rgveda 10-95-1) The character of Urvasi is crafted
powerfully to the extend that she address her husband with his name.
Her statement that “I am as non countrolable as wind “points out
how she has placed her personality out side any bondage under
Purtiravas, rather celebrates her freedom. (Rgveda 10-95-2) at the
same time, Purtiravas is portrayed as one who lost his vibrance and
enthusiasm since he lost Urva$i . He forgot his duty and the political
affairs of his state , and is portrayed as one who continue to mourn
for his lose. (Rgveda 10-95-3) 1t is clear that Purtiravas is a king
and Urva$i a model home maker who carried out all the duties of a
wife, and took good care of her father in law at her husband’s house.
The dialogue with usas also proves that Urva$i took constuent care
of her husband’s sexual needs. (Rgveda 10-95-4) Through the
dialogue that Purtiravas the doesn’t own her body through he was
once the king of her body and soul, she makes a powerful indication
that she alone is the soul propriter of her own body and mind , which
is also a shake away from the shackles of (freedom) to a free self.
Her dissociation with Purtravas might also stem from her desire to
revenge his usage of Urva$i, who wasn’t his wife, at anytime and
place as he wished even though he keeps separate time for all his
legally married wives. (Rgveda 10-95-5) For Purtiravas, the other
Apsaras who came with Urva$i, were also captivatingly beautiful
and lustrous. It may be understood that Purtiravas might have had
lustrous advancement towards these Apsaras friends of Urvasi , who
stopped their visit to Puriiravas’s home one Urva$i left it. Their is
no other explanation to the mouning that even the Apsaras donot
pay visit to his house. (Rgveda 10-95-6) The Devas paved way for
the growth of Puriiravas to equip him on their behalves to enter gate
was and destroy their enemies. (Rgveda 10-95-7) Urva$i may



therefore be considered as a sexual compliment from the part of Indra
to please Pururavas. The curse that lord Mitra and Varuna give
Urvaéi may even be made up to suit the purpose. It shall be assumed
that Pururavas who is filled with mortal imotions like any other man
becomes addicted to lust towards Urva$i as a result of this curse. At
the same time, the Devas are seen uninterested to bring back him to
the normal life, rather they wish him to continue in this state of
affection. (Rgveda 10-95-8) Even the words Purtiravas use to suave
Urva$i were related to body and sex, which may have stemmed from
his conception that women must be susceptible to the wants and
needs of men. (Rgveda 10-95-9) His request to stay put atleast until
he is provided with a son points out that Puriiravas saw Urva$i only
as a means to bring forth his progeny, which also Sheds light at the
social inequality the women of the time had feaced. (Rgveda 10-95-
10) Urva$i also states that the responsibility that your son and yourself
would shoulder lies only with protection of land, and the protection
of country and its people. She also explains how the violation of her
agreement entirely changes her life. The main reason for the break
down of family relationships is the often non- fulfillment of contracts
in life. (Rgveda 10-95-11) when Urva$i says that the son she would
give birth to, would come to meet his father , Purtravas asks her
how a newly born can seperate his father and mother, where Purtiravas
implies infact his intention to keep Urvadi as well. (Rgveda 10-95-
12) when she says that her son with teary eyes would come to meet
his father, she actually indicates to Purtravas that his tears are not
enough to hold her down, and, her use of the word ‘fool’ towards
her husband shows her resistance and resolute to not surrender her
womanhood infront of Purtravas, (Rgveda 10-95-13) Pururavas
who was sexually addicted even to the thoughts of Urva$i, on the
other hand tries to imotionally influence her by stating that he would
allow himself to die if Urva$i continue the stint which alone proves
his ulterior and selfish motive. (Rgveda 10-95-14) It might be the
male element that makes even the author pen anti-woman statement
that “ female friendship are like wolves hearts”. The paradox is that
such a statement is made delivered by an Urvai who roots firmly
for identity. (Rgveda 10-95-15) it is clear from her words that she
had undergone many fashion touches to please her husband. (Rgveda
10-95-16) Even after listening to all the arguments, statements,
reasons and her dicissions, Purtiravas still used desperation as his
tool to get back Urva$i, which is well evident in his statement that he
is wooing that beauty who has no equals even among the Devas .
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(Rgveda 10-95-17) But, Urvas$i bigs farewell to Puriiravas by telling
him that he would eventually reach heaven once the yajnas are
completed along with his son as directed by the Devas. This indicates
that the Devas are the once who disrupt the natural order of matters
at hand. This also indicates the mail- centered rules that point out the
Karmas and piijas that give one his freedom even to copulate at
heaven, which also marks the fate of Apsaras destined to dance as
per the tune of the Devas. (Rgveda 10-95-18)

Urvasi and Puruiravas in Satapathabrahmana

This epic, which started from the Rgveda, reaching perfection in
the first Brahmana, in the 5th chapter of the 11™ canto of the
éatapathabréhmar}a. A case in point is the occasion of making fire
by using the arani tree in the caturmasya sacrifice. Arani should be
made of the banyan tree, and this story is told here to show the
connection between fire and banyan tree. Here Urva$i coveted
Pururavas and she won him over and made a deal with three terms.
By these terms, Urva$i is portrayed as a strong woman as in the
Rgveda. At the same time, it was the narrator’s ambition to turn
Urva$i’s character to covet Purtiravas. The story of the curse in the
Rgveda also vanished. Then the gods conspire to bring her back,
Urva$i keep the beloved lambs near the bed, and the gods kidnap
them. Urva$i cries that they have kidnapped her lambs as if they
were from a desolate place where there were no heroes. when
Pururavas heard this, he runs down Naked saying that he is a hero
while the gods make lightning. All of this seen to be a pretension
according to a pre-written script. Urvasi is seen to be intertwined
with her own life and heavenly life, and Purtravas is seen here as
brave, also understood that Purtiravas will adopt any means to fulfill
the desires of the lover in éatapathabre't}_lmar)a.

This context is also unclear in the Rgveda. The Rgveda doesn’t
say that Purtiravas searched the entire Kuruksetra, without seeing
Urva$i .and saw her in the form of a swan at anyata plaksa lake.
Urva$i introduces Purtiravas, who has lived together for a long time,
to her fellow nymphs. It was according to their wish, Other than
which Urvaéi doesn’t seem interested. The echoes of Urvas$i in the
Rgveda can be seen here. Later, verses 1, 2, 14, 15, 16 in the Rgveda
are used here for the completion of the story. By saying “come and
sleep with me at the end of the year” Purtravas wants her body and
Urva$i is making a deal with Purtiravas again. Then Puriiravas



arrives at the place she said, asks for blessings from the gods as
Urvasi says, takes away from the fire and his son, and then sacrifices
himself to the fire that turned into a banyan tree and becomes a deity
in the heaven. In Satapathabrﬁhmar}a great change is evident in the
characters and contexts when at the Rigvedic aspects, Urva$i is
described as a lover of love, but at the same time resolute, and
Purtravas is described as a loving hero and a brave man who goes
one step further. Submission of the Urva$i to the gods and at the
same time to Purtravas, the subject matter may have been changed
by the narrator to increase the enjoyment of the previous story. At
the heart of this change may have been the fact that love becomes
male-centric at the time.

Urvasi and Pururavas is in Vikramorvasiya

The Vikramorva$iya play, written by the poet Kalidasa is presented
in five acts, in a different way from the earlier works of the Urva$i
and Purtiravas ! legend. “ Trodakam” is a Play that deals with the
thematic connection of human and divine worlds. Let us see how
the characteristics of this story and character in the past have changed
when it comes to Kalidasa. Here Urva$i works for Indra and is more
beautiful than Parvati, Purliravas is a great hero who can only be
the commander of the gods.2 When he first sees Urva$i, the king
describes her lustful.3 At the same time, Purtiravas is a man of great
courage and heroism.* From the king’s reply to chitrarata, who
thanked Purtiravas for rescuing Urva$i from kesin, it is clear that he
was a hero, and has great love for Indra®

When the Pearl necklace is trapped on the vine, Urvasi gets a
chance to see the king, probably because Kalidasa likes it, and such
a situation was created again by the darbha grass in éakuntez]zz,6
Although it is difficult to get Urvai, Purfiravas is a person who is
immersed in the beauty of Urvaéi itself.” Here Kalidasa portrays
Urvasi falling in love with Purtiravas and Puriiravas with Urva$i at
the same time. Urvaéi approaches the king lustfully, as in the
éatapathabra'lhmar.la.8 Love here stems from a lack of freedom, that
too by asking Purtiravas ‘ permission, and by the condition where it
was stated that “Indra should not have any problem with this
relationship”. This kind of Urvaéi is different from the previous
literature.® While searching for the lost birch love letter, the kingDs
words reveal that he is very lustful and very passionate about
Urva$i,10 Purfiravas is a man who seduces other women while he
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is with wife. But here, one finds a Purtiravas who does not hesitate
to fall at the feet of his estranged wife, who knows about his immoral
relationship with Urva$i. And he realizes that it is wrong to have an
extramarital affair “only for a moment” which will expire at the next
moment!. But that kind of love is forgotten as a problem and instead,
it is glorified here!. Perhaps because Kalidasa was a city dweller
and polygamy was not problematic at the time, Pururavas speaks in
this way!3. Although Urva$i is expelled from heaven by a curse
similar to the Rgveda the curse here turns out to be beneficial to
Urva$il. Instead of apologizing and falling at the feet of the queen
by Purtiravas , the poet Kalidasa makes his queen observe fasting ,
and justifies it through the words of Purtiravas , as if to reduce the
impact®®. Like the love-struck Yaksa, Kalidasa portrays Purliravas
as thin6, Urvagi who comes to see the king is dressed like a prostitute.
This shows that Urva$i is willing to do anything for the fulfillment
of love. It may also be said that the brave Urva$i in the Rgveda has
been transformed into a mere prostitute 17. Purtiravas , who becomes
lustful as the night progresses, and Urva$i, who frightens the heart
when hears those words from him, can be seen here emphasizing
that lust as more important than lovel8. At the same time, Kalidasa
has also produced a compassionate Purtiravas who takes care of his
wifel®. By molding the character of Purliravas, Kalidisa
acknowledged the abusive relationships of the kings of the time and
acted accordingly. It is clear from chitralekha’ s words that Kalidasa,
who ‘urbanizes’ ordinary characters, glorifies polygamy in a refined
way of civilization?®, Puriiravas is allowed by his wife, to fall in
love with another woman, but can Kalidasa see this as a culture? 2L,
Aédinari can be seen as a “culturally rich” wife who sacrifices her
happiness and stands for her husband’s happiness?. Puriiravas is
seen here as a husband who is happy that his wife has accepted his
relationship with Urva$i, and is trying to make his wife happyZ.
From Urva$i’s words that “we are both together with the permission
of the queen”, one can understand how much the character of Urvasi
has changed for the drama?*. Purfiravas suddenly changes from
ashinari to Urvasi's servent. Through this, it is clear that Puriiravas
will do anything for his desire?. Chitralekha says that seem to be the
work of the nymphs to please the gods. Nymphs are the means of
physical and mental pleasure for the gods?. The fourth act deals
with the original text of the Rgveda. Here unlike the previous context,
Urva$i is silenced and Purliravas is activated in the mainstream.
Although Purtiravas refers, to the sun and moon as his parents is
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as a loving father to his son3l. While introducing the mother to her
son, Purfiravas makes it clear that Urva$i has the qualities of an
ordinary woman32. Here the poet is trying to bind Urva$i, who is
free in the Rgveda, by moral values®. In the Rgveda, the brave
Urvaéi, who ruthlessly says, “I will send your son to your home”,
is sent to hide her son, realizing that the son will cause her to separate
from the king, here. Also, in the Rgveda, if it is the son who reunites
the father and mother, here the son is responsible for their
separation®. Puriiravas realizing that Urva$i will leave, prepares to
leave for the forest. As mentioned earlier, Urva$i is the deciding
factor in whether that country should prosper or not. Purtiravas is
weak when love is put aside®®, Without Urvasi, the king would leave
the kingdom, and the gods would allow Urva$i to remain on earth to
receive Puriiravas's help in battle. It is the duty of the slave to do the
will of the master. Unlike the Rgveda, the poet creates a divine
ancestor for Pururavas. In this way, Kalidasa may have given a divine
atmosphere to the kings and set them apart from the common people.

Conclusion

On Summing up the discussion regarding Kalidasa
Vikramorva$iya, another narrative of the Urvas$i and Puriiravas
myth, beginning with the Rgveda and ending with the
éatapathabrﬁhmar}a and the changes they make to the characters.
In Rgveda Urvasi is a character that shows complete courage and
perseverance. The story of the curse makes her a slave to Purtiravas.
But freed from that bondage, Urvas$i displays the perfect stance that
no one else can claim the right to her own body and mind. Urvasi
declares that not only her husband but also her son cannot reduce
the rigidity of her firm mind. Urva$i is independent of male-centered,
social etiquette. This says that it is a woman’s duty to quell a man’s
sexual desire, to have children, and to take care of household chores.
However, in Satapathabrﬁhmana the narrator depicts Urvas$i
becoming lustful in Purtravas. Unlike the previous story, the curse
story was deleted and some new parts were added, which can be
seen as a deliberate attempt to make the character a little simpler.
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However, Urvaéi lives with Purliravas , after clarifying the terms
with Puriiravas to protect her identity. Similarly, Urva$i can be seen
as striving to live with the person of her choice and to be freed from
the bondage of the gods. Because she wants to merge with the man
of her choice, even if others are gods, she will overcome all that and
achieve the goal. When it comes to Vikramorvasiya, Urva$i is
becoming more of an ordinary housewife who has to embrace
civilization than the previous stories. Urva$i loses the glory seen in
earlier stories (especially in the Rgveda) and falls in love with a
person as soon as she sees him. In the new situation, Urvaéi has
different companions and new thoughts, from previous stories.
Although poets say that this story about the love between the earth
and sky. But it is to know that Kalidasa favors the masculine over
the feminine. That is why Urva$i dresses up as a prostitute and makes
them fall in love with a married man. Unlike the Rgveda, her words,
dress, and mind are changed in a general way from the woman who
says that:- “I will send your son to you”, with a firm heart, Urvasi is
matured in such a way that she hides her son blindly by love.
Kalidasa’ s Urvasi, is the epitome of sexual promiscuity, as obedient
to lord Indra, conforming to the social norms of the time, and
enjoying her security under the control of patriarchy.

In the Rgveda, Purtiravas is a man who thinks that a woman
should be obedient to him. Purtiravas sees a woman as a reproductive
machine and seeing only his selfish gain and sexual pleasure. But he
is surrendering to Urvadi. Purfiravas is a human king who was
appointed to take care of the earth for the gods. But Pururavas is a
man who has lost everything due to lust and is ready to give up his
life to subdue a woman. Before the influence of Urva$i, all the
strategies fail and he returns in despair, but as a man glorified the
character of Pururavas in this context throughout his play. Purtiravas
is the one who accepts the terms of Urvadi and acts accordingly. A
person who has been given the opportunity by Urvasi to lust thrice
in a day; what makes Pururavas different here is that he keeps his
word to his lover. He maintains heroism in any situation, and travels
all over Kuruksetra to find her. However, the ultimate goal of this
character is to indulge in lust. He makes sacrifices to reunite with
the lover, giving food to the priests for a year, and then - sacrificing
at and representative of the gods, Purtiravas gets permission to enter
heaven with the help of god. In the Rgveda, the paternity of Pururavas
itself is not clear, as mercury plays a role in the birth or the father and



mother are one as another story Named /da. In éatapathabrﬁhmana,
Purfiravas, just like Urva$i, is a character who was transformed by
the narrator of the time. Unlike the Rgveda, the author allows the
character of Purtiravas to maintain its existence. Kalidasa may have
the behest of the god and becoming one of the gods. In Kalidasa‘s
Vikramorvasiya, Purliravas has become a hero and a war partner of
the god Indra. But Purtiravas is a king who is blinded by love and
has no interest in the affairs of the kingdom. Purtiravas is a man who
occasionally faints, and realizes his own mistakes, and falls at his
wife’s feet. The love for the son, and the madness of love, is presented
in an increased way from previous stories. Purtiravas is a man who
cannot bear the burden of the country without Urvaéi. But Indra also
sees Purliravas as an aide to the war, so Urva$i is kept with him.
Since Kalidasa was a poet of kings, Urvasi and éakunta]a are written
as female characters, who are worthy of the love of kings. But as
always, in those days, a woman’s body was more important than her
personality and identity.

End Notes
1 Ao 2 - A1 AOieRoaRegshe e FehHR Tet0l Hesed, WeaTeell Saiera:
B33

2 TR ;- T SUNIHER] Hews! HEAHeIhTcqegHAIAI THe foreargare
IERISRIG p4

3 T : - Wt TSRS | e, YSTE: @ T Al 7 |
TR FRTATETS: e 7 Faremeaenqeat e Serrredts & g
Hq 8 llact 1 p.7

4 oo - foean HeIehRyATe [ashemfes aed 9a  p. 10

5 T - T AROT U ARG, fastET Far e ve:
SR ATA T, iaereisa gdfvdmf Fmm= 151 p.11

6 oM : - TR, SAANGRY § U SoTaf<ieh! o1 feserd, Hies s |
83§, V- TiRmrafie o1 o #, TS afofers TR At TR
g e gy 16 11p.12

7 T YA WRCRTE! = 1, fopn S st wieata,
A FgfomeTs 7 ¢ 911 p.22

8 femretar: - #H QUREH I HERTS TS TRUMHTEIA | T Seaees
e eAEl ST ST HeRS S i p.30

9 FemTelT - HERIST TRaRIs T ST:, THERIS 2RI S8 S uRIGHIHT
FAH | p.32

207

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




208
Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

10 T -SRI B T TRIOT T1et 371 ST, T T sieral a1t srar-eeaes
H | ST f& AR RARe A e, ST STHee! T TaTetarre: 19
11 p.35

11 3T - STt AT SRS, T foee ST | Hel S it e ST
a1 20 1 p.

12 30T - Toprerererals e, sfrasr=at Targd | e &ed = afgam,
AivRE FHEREmEsT 21 11 p. 38

13 3T - SeRiTaeais T & | Uar 32 ag: | foh q worrereaee et
§ITTAS p. 38

14 5t - 39 AeeRe dfgaae 7 o feed T wfasdifa e
T | TR0 eSS Hedtel Afors] - AR Sgwree o a&
R AT R 0T | A1 A Jere e aee
uRgseddHT e 1p. 40 11

15 T - TGS OTare: TRee S st | Frceme= SR
151p. 42

16 fogwep: - a1 IREEHIRGRI A T 3gY TRt o o 1l p. 45 11

17 3eRM - @, Jed ASTHAT RO A RTeha s Feaiepr: 11 p. 45 11

18 T[T <~ %, ST T Fosrvfe Temamer | 39w - SR i
HaEeam 1 p.471

19T 2~ 3T FHOAMT GBI, A T TATIIHRT | THIEHTRIGT
T, T {oh woram g e 1113 11p 51

20 ferretat - S T, SR AR S Sfaron waf< 1 p 52
1l

21 3 - UHTE Serar e Afevirrenssst Wafiee ST SEeE | St
7t T e A7 ST FHTTHIOTE T F Sifcare afcieatid
llp 53

22 <l - 73, 3T GearH: G ST RN e | T
o aEa. R e = A&t 1p 54

23T ;- ARG AT AN AR deHel S, | A T o 79 fE At
wreRd e 11 1411 p 54

24 FERlt i+ B, ST 1 WRIST: | ST WUreiie IR | A Ee
anj‘qiﬁ T\ 1p 57

25 T[T - ST ST it (TR | SR ST
qear: 1118 11 p 58



26 Faaorar - g , STERERIEE0T TETa: YA aaar e e 209

TEIES 3T 3 Sefig Seshtvaaney 1l p 621 Pratyabhijiiz
27T - FATEEHE! A AR IR | T T iasarATeedt = 96 = il
T 1381 p 76 Vol. VII, Issue. | & 11
. . . January-June 2020
28 FAl :- HORT O HERIST: | FE] Hivert el wiar Werrst 11 July-December 2020
p 88

29 fagee: - T fave SreraeRigert T=a Ty Tevi forie it
e | SaHT SRR T iveaHTesad o8 fd 11p 92
30 T - FERNETERARHGAETYT | FHHREI ST Fed Saa o, 22 o
11 p 96

31T - AT U 99 g, ey aed T I |
e eIy, T = red aRwemgr 119 11p 98

32T :- 25 A ST ST Rl TehIaea |ﬁ%ﬂﬂaﬁﬁiﬁ§mw§ﬁl{ll
1211 p 101

33 FERT ;- e FoRe Vet TRV | 7 TSI ereieRTe At | ©
TSRl TR 11 p.102

34 FARI @~ T W T e ST SR Hd e qa o
ST 7 T | aa T Wﬁlﬁaﬁmﬂwww
%Wﬁﬁﬁwmwwmwmaﬁsmﬁm|

37 e : T 3 soran fatfat § 2R : aRdrE Ferrs
oy ¢ 1l p 104
35T - A fe Gerafera sheareAfiEion, geefd wer, I o 9 ;|

3TeRTy e G =R, et g 1117 1 p 105
Bibliography
1. Ganga Prasad Upadhyaya .P.T, Satapathabrahmana,(vol-2,-10), The
Research Institute of Ancient Scientific Studies, Delhi, 1969.
2. Krishnamurthy. K, Kalidasa, Kendra SahityaAcademy, Delhi, 1994.
3. Ravi Prakash Arya, Rgvedasambhitha, (vol-4, 9-10), Parimal publications,1997.

4. SankaraRamasastri.C, Vikramorvasiyakatha, Sree Balamanorama Press,
Mailapur, Madras, 1953.

5. Cheruliyilkunjunninambeesan, Vikramorvasiyam Malayalam Transilation,
Sahityapravartakasahakaranasangham,National book stall
Kottayam,2009.

6. O. M. C. Nampoothirippadu, Rgveda Bashabhashyam, vallatholvidyapeetha,
1982.



210
Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

7. Prof. H. D . Velankar, The Vikramorvasiya of Kalidasa, Kendriya Sahitya
Akademi, 1961.

8. Julies Eggling . Satapathabra?ma?a. Vol -5, The Clarendon press -
Oxford. first 1882.

9. T.H. Griffith, Hymns of the Rigveda , E.J Lazarus and co, Benaras,1967.

10. Dr. N. K sundareswaran , Brahmanangal oru padanam, kanipayyoor
Sankaran Namboothipadu Smaraka Granthashala, 2011.

11. D.D. Kosambi, Myth and Reality, popular Prakashan, Bombay,1962.



General Guidelines to Contributors

Dear Scholars,

The Department of Sanskrit Sahityaisinviting learned research papers
for its Journal Pratyabhijfia, Vol-VII, Issue- |, 2020, from eminent scholars.
Please send your articleson or before 31% of May 2020. No articles, in any case,
will be accepted after the last date.

Please find the instructions given herein before sending your articles:

> The articles must be awork of original research not published
hitherto in any other Journal/Book.
> Topic of the article shall pertain to any field of Sanskrit research/

topicsrelated to Sanskrit studies/Indological studies. (Analyticaland
critical studiesfrom the point of view of Inter-disciplinary/
multidisciplinary approach in thefields of Ancient Indian History,
Sacio-cultural lifeof Ancient Indian People, Vedasand allied Literature,
Epicsand PurédGas, Religion, Philosophy, Archaeology, Arts, Theatre,
Epigraphy, Creative Literature, Linguistics, Literary Criticism, Grammar,
Translations of Sanskrit and Prakrit Works, Technical Literature,
Contemporary Relevance of Ancient Indian Knowledge and soon are
solicited).

The language of Articles may be Sanskrit or English.

Englishtext must bein TimesNew Roman 12ptsfont.

DV1-Surekhin 16 ptsisto be used for Dia-critic Roman.
International conventional method for trangliterating Sanskrit
should be followed.

> DV-Surekh in 16 ptsisthe font to be used for Sanskrit texts
(Devanagari).

Length of the articles could be up to 6 t010 pagesin A4 size.
Articles areto be typewritten (DTP) only on one side, double spaced
with standard margins. Explanatory Notes areto be givenin single
space. (Double space shall be maintained in between each two
Notes).

Papers must be submitted in Digital form (preferably e-mail). A hard-
copy also has to be submitted.

Inthefirst page of the article, title of the paper and name and address
of the author are to be given separately.

In the second page, an ‘Abstract’ of the article in not more than

100 wordsisto be given.

Digital copies of the Paper are to be sent through e-mail to
pratyabhijna2020@gmail. com.

CD and/or hard copy of the articlesareto sent to The Editor,
Pratyabhijfia, Department of Sanskrit Sahitya, Sree Sankaracharya
University of Sanskrit, Kalady, Keralam, PIN- 683574.

Language of the article must be pure and clear. Articleswith many
errorsin language will not be accepted.

> A uniform modern method of academic writing should be adheredtoin
thearticles.

° Consistency in the method of referencing should be followed in the
article.

vV V Vv V V vV VvV VVY

v

211

Pratyabhijia
e Heil

Vol. VII, Issue. 1 & |1
January-June 2020
July-December 2020




212
Pratyabhijia
T Tl

Vol. VII, Issue. | & |1
January-June 2020
July-December 2020

All the names of the works referred to the articles are to be specified
with Italics.

Explanatory Notes/References/Bibliography shall be given at theend
of thearticle.

Endnotes should be nhumbered continuously through the whole
paper (not per page).

All references should be cited in superscript in the body in Arabic
numerals and corresponding details have to be provided at the end of
the article. In references to printed books, the conventional system
should used, under which the name of the author, thetitle of the book
and the place and year of publication page number with in the text
comein that order. Well-known abbreviationsfor journals should be
used, without further, explanation of the abbreviations. Use of forms
like‘ibid', ‘op.cit.,” etcisrecommended for saving spacein the notes.

For quotations, arrangement of paragraphs, abbreviations,
bibliography, use of brackets etc. also standard uniform method must
befollowed.

For the articlesin Sanskrit also similar consistent method should be
pursued.

The papers which do not observe these guidelines will not be
entertained.

Research papers submitted by the scholars would be refereed by
selected eminent scholarsin the field. Only such reviewed research
articleswill be accepted for publication.

Only one copy of the journal will be given as gratis to the authors of
the articles published.

Thenumber of articlesin oneissueislimited approximately to Twenty.

(Articles which donot follow the above instructions will not be accepted for
publications. So please strictly stick on to the above instructions.)

Address for correspondence:

The Editor

Pratyabhijfia

Department of Sanskrit Sahitya

Sree Sankaracharya University of Sanskrit

Kalady, Keralam, PIN- 683 574, Web. www. ssussahiti.in
E-mail: pratyabhijna2020@gmail. com.

Ph: 04842 46 33 80, Extn-207.



