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Introduction*
\'/

Historically Hindi is the spoken and written language of
that region of India which has bean called Matihyadesa. This
Madnyadega (the oentral part of tiie larger tract naetd Aryavarta
la a very ancient geographical entity. Thus according to &anui
The country which lie* between the Hliaavat and Vindhya, eeet of
Vinlsaiw-(where the river : ara*fcvatl disappears) and weat of
Prayag® la called Iladhyadeltla/la.) It la clear that the
Hadhyedeea of tim iIanusav.tI includes also Avantl in the south, a
Avanti la situated to the north of the Vindhyas. |In the south-
west corner there was the land of hurasena and Intsya.
Aosalartesa and Vatsa or Oedl also fall within the area of
Medhyadesa*

A ll the languages which developed in these districts
consequently have to be taken into consideration for the
development of the Hindi language. Along with the languages of
Nauraé(.tra , Hajasthan,Kashmir, the Punjab and Oentral India
these belong to what Grierson calls the Inner group of Worth
Indian languages which extends eastward as far as Prayage. Tie

outer group, descendants of the languages of the peoples of an

earlier 'Aryan** incursion includes the dialects of &Ind

1* Nanui Manueavtl Il ~1.



Maharashtra, Bihar and Bengal, an Intercalate group extend*
its boundary from Prayag? to the east to about Benare(al,)where
It meets tne Uagadhl language of the outer group.

re learn from tiia KUlota of n;\oka<*>and the wrltir*a uf
the Banskrlt grai&aarlan Patanjah that several Aryan dialect*
were current in this region. Sanskrit developed from one of
theit. It assumed the character of a 'polished1 liturgical,
state and literary language, a* against the variou* Prakrit*
or natural language*. At a particular stage one uf these
Prakrit* assumed a *eml-canueical fora in Buddhlatliterature
and came to beknown a* Pat1. Ata later stageother living?
Prakrit* of the region®* under survey are reflected in
literature, tApabhram*aa" from the point of view of Sanskrit
grammar but representing the spoken language of their tic *.
These can be considered as the earliest forte* of Hindi.
Hoc of these subsequently blossomed out; into separate
literary language*. In that process they gradually moved
away from the actual spoken language of the people. The
codification of their grammatical forma, perhaps started by
contemporaries, mostly was completed by scholar* after tie
language in that form had ceased to be the living instrument
of the people themselves. Nevertheless in many oases the
T .1u.aV8SBSSSSm$ Linguistic Hurvey of India, Voi.l.Pt.1.
2. a. Buhleri The Pillar dicta of Asoka.

5. Patanjal«: 4ahabhaaya.



contents and fora of those texts shoe clearly that they
address themselves to the common man*

Indeed it seems proper to consider the different forms
of Hindi (and the earns Is true to the other modern Aryan
dialects of Worth India) as further stages In this continual
development of living Prakrit languages as opposed to
Sanskrit which shunned these perpetual changes and In the
course of the centuries took more and more refuge In the
fixed etiquette of the Courts and the rigid orthodoxy of
Brahmanism*

In a way the modern languages had Inherited the great
past of .Sanskrit* Prakrit and Pall literatures* Wot only
were their rules of grammar modelled on the older languages*®
but also the fora of the new literatures® especially In the
field of prosody* was created In what might be called Us
spiritual and literary climate of the ancient languages*
Thus we find that the theoretical basis of metrical
composition adopted by the new authors Is the same as had
been employed by their ancestors writing In Vedio or
olasslcal Sanskrit or In the Primary and Secondary Prakrits*

A verse Is a sentence arranged In a series of
rhythmicslporlods which may or may not have a musical value

referred
as well* In the subject under review verse is generally/



to by the term Vrtta which lias Muller connects etymologi-
cally with the European word *verse"e The laws of music
cannot be indiscriminately applied to poetry as s uch, as
in g‘eneral our poets did not try to be musicians In the
strict sense of the word. They developed their metrical
music or musical metre along their own lines which were
akin to, but different from, music*

There are four varieties of Vrttai-

1. Svara vrtta - a verse depending on variations of
pitch of the human voice. Its essential feature is a
tonal variation independent of syllabic quantity in a verse
of a fixed' number of syllables*

£+ Varna vrtta - a verse consisting of a fixed
succession of a certain number of groups of three (long
and /or short) syllables. Its essential featvre is the
occurrenoe of those groups of determined quantities.

3. Matra vrtta - a verse of a definite total number
of syllabic instants (Matras). Its essential featire is
the individual instant and not the group.

4. Tala vrtta - a verse in a musical rhythm determined
by means of beats (Tala) after the lapse of a definite
period, measured by Matras. Such a period between two

strong beats is comparable to a bar in western music.



Its essential feature la the tie*-regulated stress (quality*
strong-weak)*

The most oharaeteristic metrss of Mediaeval Hindi poetry
are the Hatra and the Tala Vrttas, whloh are also the
fundamental metres of the Apabhramsa and Prakrit literatures,
as opposed to Svara Vrtta whloh is the property of \todlo
poetry exclusively* The Varna Vrttas occur In Hindi poetry
but mostly where Sanskrit examples have been before the eyes

of the poets*



The system of Hindi-metres and its magical connotation*

Although scholars differ among themselves In defining
Aavya there is one thing at least they agree on
(1)

vakyam rasataakam kavyam

Poetry is the style of speech:
the essence of which is Hasa.

There are two styles of speech* Prose, 'Uadya* and
verse, ’'Padyane tthen there are no hard and fast rules as
to syllables, matra, rhyme, fixed cadence or pause, it is
called prose* But when in a composition such rules are
observed we call it verse, metre or poetry* In short a
plain rendering of an ordinary conversation la prose, that
which observes rules and regulations of syllables and
instants is verse* That which cosines them is mixed,
Campu.

Hindi literature taken as a whole, is written in prose
and verét’)* But up to the beginning of the I|Ikth century
nearly all Hindi literature was written in verse, in which
respect it is like ttanskrit literature* Tbs study of
1* Visvanitha: “ahiiya®*arparTa [I*SV" T r'

k* Idwin ureaves: Hindi grammar* P A*7-



prosody, therefore, is of very great importance. The
Hindi system of prosody is substantially identical with
that, of Sanskrit in its fundamental principles(.1)

Kven In isodern ¢literature prosody bears the name of
Chandahsastra (Hind‘i Chandaastra)- Pinéala Hsi is the
greatest autiiority on this subject. He is to Indian
prosody what Menu is to Ind'ian law. It is for this reason
that Chanda is called Plnga.la. As uI;’Ingala del is considered
to be an incarnation of the Snake God, Chandah, Pingala,
Phanisa, Ahraja or Paxmagarijt are used synonymously.

Traditionally the word Chandae comes from the
Sanskrit root *chad", to cover. It is said that in the
beginning the Gods covered themselves with the Oayatri and
other sacred formulae. For this reason these were called
Chandae and later the whole of this form of literature came
to be called Chandae. The ChandaHsAastra is one of the six
vedangas and without a thorough study of it, complete
knowledge of Hindi prosody is well-nigh impossible. It
is very rightly saldt-

jalse veda vlhina dvlja
hina loka son hoya

tyonihi chandojnanablna
kahalm sabal kavl loya

People say that posts without the
knowledge of ohand are like brahmins,
who, owing to their lack of knowledge
of the vedaa, have lost the world.

1. H.O. Scholbergx™ Concise grammar of Hindi language,
p.iiSo.



In soae respects chand Is alao music, loved and liked by
all beings* It lends tenderness and beauty to notes whioh
soothe.the ear and give pleasure and happiness*®

A verse is composed according to rules, i.e. calculated
rhythm of syllables* Because of this it acquires the sonorous
quality which we Iike’.c (1)

It is generally agreed that a verse is easy to remember
and that in verse we can express thoughts more effectively
and in less time*”

A very well known popular saying runs;

"Aratha amlta atl akhara thore**

1*e* More and more meaning in less and less words*

Verse gives stability and maturity to a language* Throu*
~their poetry our poets have made the people conscious of the
meaning of an ever increasing number of words*

Akpara or varpa means a prosodically Individlble sound*
unit, i.e. either a long or a short vowel or the combination
of a long or a short vowel with a consonant*

The pronunciation of a varpa requires a certain time
duration whloh is called Matra, Matta, Mata, Kala or Kala*

It is of two kinds: Hrasva and DiIrgha« Ajrarna of the
duration of one Métra is called Hrasva and one of the two

Matras called Dirgha*

17 Ram liarTrlpathlx Hindi Fadya RaoanS', p*2« "



In prosody Hrasva la called Laghu or light and Dirgha,
Guru or heavy* k long syllable In Hindi prosody Is
indicated by 5" and a short by equivalent to the
English *<* and

The vowels a, | f:u and the send-vowel€r are short
whether by themselves or in conjunction with a consonant*

nasalisation, "anusvara" and aspiration "visarga"
nake a syllable long* But a nasal consorant "anunaslka"
does not affect the length of a syllable*

But if in Hindi a long vowel is pronounced short, it
is considered to be short* In the line:*

Jamavanta km vaoana sohaye*

*so* which is theoretically long, is pronounced short like
*sull hence it is short* The same may be the case with *«*
etoc* ‘

Parallel with the above is the case of a double
consonant following a short vowel which normally would cause

it to be prosodically long, but which in Hindi sometimes

leaves it short* %
This, however, is not adaissable in words like satya

or sabda where the. first syllable is always long*® But a

short vowel before the plural termination nh or nhl and

sometimes before mh or hm remains short*



A snort vowel before oonjunot cor.hotante of which the
second eonponart is raf may be counted either long or short.
Unlike in Sanskrit prosody a final short vowel usually is
not lengthened before initial conjunct consonants of the
following ward.

Y?hen the ietre demands it,a short is sometimes taken
as long.

the laws of Hindi prosody allow a high degree of
liberty in respect of orthography and even grammatical
construction’sl)

1

The accepted custom Isi if poets read..a Iovng syllable
as a short one (then) understand that to be a short on::‘N) or
vice-versa. Poets take considerable licepce in this, matter.

For the sake of rhyme anusvara may be omitted or
inserted.

Whether in the middle or at the end, dipthongs may be
dissolved into their component vowels resulting in two short
instants instead of one long vowel.

1. Kelloggs Grammar of the Hindi language, p.obO.

2. Kdwin oreavcs: Hindi grammar, p.457.



Occasionally one vorol may be substituted for another
i.e. jaln for Jaw?*

Hometlaes a consonant is doubled to (lengthen a
proceeding vowel. For the same purpose anusvara is often
inserted.

To meat metrical demands sometimes meaningless or
unfamiliar words are used.

In order to preserve rhyme and rhythm the rules of
agreement of grammar and syntax are sometimes disregarded,
the masouline is used for the feminine, the singular for
the plural end vioe-versa.

A line of Hindi prosody has its rules foriInternal pause
This is oalled Yatl, Vlrama, Visrama, Visranti® or Visrama,
as in hanskrit. There may be more than one yatl In a line.

Only the pause of the middle of a verse, marked by
the sign */*, and at the end of a verse marked, * Hi# are
usually Indiested. The subsidiary pauses are not marked
at all] but sometimes the signs *9* or occur.

A yatl whloh falls in the middle of a word Is
called Yatibhanga+ As this obscures the meaning it is
considered to be bad. An author should always avoid it.

The flow or cadence of a verse is oalled Lays or G atl.
Even when the rules of prosody have been observed but the

flow is not right it is oalled (fatlbhariga, which is also a



Gatl la She moat Important part of a chand. In fact
gati la the touchstone whloh determines whether a metre
la wrong or right. Gatl has no fixed rules. To know this
art one requires an ear trained by practice and habit. s'ore
w ill be said on this subject in connection with the
I&traganas °

Rhyme, Tuk, and end rhyme, Tukant, are practically
universal in Hindi poetry. Very commonly the fourth Pads
rhymes with second, or the second with the first, and the
fourth with the third. There are three types of rhymes,
the best, the medium and the poor. |If there are two long
syllables at the end of a Pads corresponding vowels in the
last five instants are a mark of the beet, in four of the
medium and in two of the poor type. |If there are a long
and a short or a short and a long syllable at the end of a
Fade, the correspondence of the five last instants is the
best, of four the medium and of three the poor class. And
if there are two short syllables at the end of a Pada,
then the rhyme of the four last Instants is best, of two
medium and of one poor. It should be noted, however, that
very frequently one of the words in the rhyming Pada is
not a rhyme proper, but a repetition of the word in the

previous Pada.



itoet, oaranas used in Hindi verse are of the following
varieties 9 in accordance with Sanskrit theorye
(1) MoroayllabiOf
(8) Dissyllabic and
(3) Trisyllabic*
Occasionally compound polysyllabic feet are also

employed# Kach class contains several varieties as follows*-

Haws Syabols Abbrev#
Hindi - Knglish Hindi - Kngliah Hindi « Kngll
Monosyllabic
1. Guru Long - 0 L
dm Laghu +Short u L 8
Dissyllabic
1. Karana Spondee @ * GO LL
dm Tala Trochee * 0 Ob 18
z. Dhvaja | ambus o7 U- DO BL
4. Supriya Periaabus o a Lb 88
Trisyllabic
(Varna ganas)
1# Xagarta Bacchic u- - Xa
d. Magana Molussua - - . Ha
3# Tagaana Antlbacohlc * - u Ta
4# ftagana Cretic - U- Ha
5. Jagana Amphibrach u-u Ja
6 # Bhagana Dacty”l - uu Bha
7. Hagana Tribrach OH Ha
8. Bagana Anapaest 00 - Sa



All ti»N varna ganaa along with laghu and guru ara
contained in
"yajaatarajabhanaaalaga” -
togat the form of any of the ganaa one haa to ohooa
the naaa ayebol and the following too syllables. It la
said that these tonoyM sWWK porvada prosody as Ood
pervades the universe.
In SLndi the following Uoha serves the saae jateaotech-
nical purposei-
ad& aodhya avaaana aea
ya-ra-ta sada laghu asn
kraaa se hota bha-Ja-aa guru
as-na guru laghu traya Jam
Know that In Yagana, itagana and Tagana there
la always a laghu at beginning. In aiddle and
at the end respectively (the other two being
long)* Yds saws Is the case with guru In
Bhagana, Jagana and Hagana (the other two
being short)*' Magana and Vagans have three
gurus and three laghus respectively*®
These are the (lanas as used In, the Varpa vrtta and It
Is clear that they are permutations and combinations of long

and short ayi1iaolsa not exceeding a total of three.syilafeiass

In Hindi prosody se find another class of Qanas, viz the

Matra ganas

A-V.m n b

. v - A e .. .
in alas ancf allow a great freedom in the succession o
and short syllables. Their essential feature is the

nuaber of instants, different in each of them*



they point the way to the stress regulated periods of the
Tala vrtta on the one hand, end on the other recall to
modory the free Internal construction of padas of the
earliest Vedlo type of verse* They are five in nuuber*

Matra gana

Hanes Values Abhrev*
1* Tagan or chahkal 0 Instants Ta
2* '!'hagsp or Panoakal 5 Instants Tha
5# bagan or Caukal 4 Instants Da
4* bhagan or Trlkal 5 Instants * Dha
5* I.-lagar«l or Dvikal 8 instants Ha

Ta has 13, ThaU,Xa 6, Dha 3, and Xa8 varlatlaa.

Thus we find there are as oany as 51 forms of these Matra
ganaa*

Xt is- to be noted that these Matra Ganas not only
constitute the minor divisions of the line or half line,
thus giving a valuable clue to the place of the yatl, but
may at the sane tine* show in what way the long and short
vowels must be arranged in each of then* There is a
tendency in Hindi to abandon the use of Matra gana ein favour
of the more regular Tala division* Whenever they should

be given, the theoretical books mention the mufeer of

instants or combination of Varna ganas instead* But



sometimes wo find that ttmae Matra ganaa oarmot ha
dispensed with, for axampla, in the oaaa of Horatha and
Kola metres, whloh oontaln the sam total nuaber of matras
and have similar yatl hut differ In gatl* Thla difference
oan only ha demonstrated aooording to Matra ganaa*

Parallel to the connotationa found In the field of
Mediaeval music with regard to intervale, notea and their
accidentals etc* we find that all the Varna ganaa have their
special deities and distinct spiritual and notarial results*
(Spiritual and m aterial results are also attributed to
Matra ganaa)* Bvery gana has Its own'ruler, month, fortnight,
date, day, constellation, family, caste, colour, dress,
ornaments, lineage, mother, father and sphere* These ten

ganaa (Including laghu and guru) are the ten Incarnations of

Visnu.
Magana Mataya
Yagar,\’g Yurma
hagana Varaha
Tagana Vamana
Magana Mrsimha
Jagana Parasurama
Bhagana Kama
Magana JCrsna
Guru Buddha

Laghu Kalki



There le very little point in knowing all the function*
and connotations of each gana* A poet should foow chiefly
the Gods and the results of each gana in order to avoid
wrong consequences®* The list of the eight ganas with

their Gods* results and qualities, reads as followss

o Ganas Oodi Results quality
1 Xagana Pater .5 Long life Good

S Magana Kartb Good fortune Good

5 Tagan* Sky Loss Bad

4 Ragan* Kir* Heart burning Bad

5 Jagana Stai lliness Bad

6 Bhagana Moan Fees Good

7 Magana Himn Happiness Good*
d Ragan* ftind Banlshaent Bad

Frosodista are of opinion that the use of bad ganas
should be avoided in the first line of a verse, but if a
normally bad gana contains sons blessing or expresses godly
Ideas then It should no longer be considered as bad* Boos
prosodists think that this consideration of good and bad
belongs to the Matra Vrttas and not to the Varna vrttas”
Ho distinction of good and bad need be ioade in verses

describing godly beings*



Thor* are otter prosodists who are of opinion that

this consideration only concerns the first three syllables

of the first Pads* but soaae of then extend it to the first

six syllables*

Of these eight ganas Hagana and Kagans are friends,

Bhagana and Yagana servants, Jagana and Tagana anan sadness

and Sagana and Ragana are enemies#

?e give below the

coatolnatlen of two elements with their effects

Friend and Friend

Friend and Servant
Friend and Badness
Friend and Kneagr

Servant and Friend
gervant and Servant
Servant and Sadness

Servant and Rneay

Sadness and Friend
Sadness and Servant
Sadness and Sadness
Sadness and Krter
Kne?y and Friend
ltaecaQr and Servant
Kne”r and Sadness

RneoQr and Kneay

Success#

Victory

Loss

Loss of friend*
Success#

Loss

Pain

Defeat® .
Insignificant results*
Trouble

Vo result”®
Trouble

Nothing*

Loss of beloved*
Doubt*

Destruction



The combination of bad and good ganas is used to
balasioe effects* It has been said that although the
consideration of good or bad ganas should be made only in
Matra vrttas, one should none the lees be careful to avoid
the use of Jagana, Kagana, Magana or Tagana In the .
beginning of Varna vrttas W « These had effects can be
avoided by the use of a word denoting blessing or godliness
and nay be mitigated by the use of a proper combination of
ganas*

There are similar rules for the syllables* Syllables
are regarded as unlucky and had, or as auspicious and good*
Some syllables have the reputation of being very auspicious
when used in a poem, others exactly the reverse* 2t is for
this reason that great care has to be taken in the choice
of words especially in the beginning of a stanza*

All the vowelshave been taken as lucky* Of the
consonants, Ka, Kha, ga, gha, ea, cha, Ja, dha:lALna, ya,éa,
sa and ksa are lucky and ha, Jha, ha, _ta,i tha, dha, na, ta,
tha, pa, pha, ba, bha,ma,ra, la, va, sa and ha are
unlucky* To remember these lucky andunlucky syllables the
following verse would be useful*e

kakha ga gha oa cha ja da da dhana ya sa,

fa kea aksartsubha ahim,

ha Jha ha ta tha dha na ta Jfha pa pha ba bha

ma ra la va sa ha subha nahim*

Among these unlucky syllables Jha, bha, ra, sa, end ha



are exceptionally unlucky. They have beet) oallad dagdhakaarai
The uae of these unlucky syllables should be avoided
at all cost at the beginning of the versel;auﬁchese bad
syllables lose their evil effect if they occur in words
conveying bleasing, geoem m , gods, and saying of great
souls. PBlso lose their svIl connotation If they are
used In a syllabi, that la counted a Iongj)
The following are the results of the different

syllables when used In tin beginning of vwraet-

Syllables Kffacts
a and a Wealth
1 and 1 Happiness
u and u Honey
e and al Success
o and au Good results
ka, kha, ga and gha Good fortune
oa Happiness
cha Affection
Ja Gain
da / Beauty .
ta B rilliance and happiness
da and dha Patience
na Happiness
m T* Blessing
sa Happiness and glory

Je juua Karesh Tripalhls Hindi Padya Hacana, p.Be



Syllable* Hffoots

sa Health

ksa Happiness

jha Fear

ta and tha Trouble

dha Loss of beauty
tha Har

pa, pha, ba, bha, andma year

ra Heart burning
la or ra Struggle

sa Troifela

ha Loss

The vowel r isconsidered to be lucky by sons and
unlucky by others, na,naand 17a are unlucky but they
never cons at the beginning in any case* The same is true
for ah, so that the question of lucky or unlucky does not
arise”

In the corresponding part of his chapter on composition
bamodara,l)while mentioning the musical relation of various
ganas and syllables with various gods* 9m gives in detail
the various good and bad results of this relation*

This whole world of ideas did have its influence on the

mediaeval poets, especially when their poems wen meant to

rm b&aodarax Vsn'gYtadarpnnah iV TW . Sa ° "



confer a blessing or some patron or ruler*
Consequently this aspect of#prosody has a real

significance in a survey of Hindi Prosody*

42



gilfS ™A' Ve,

The history of Indian prosody oan he traced back as
far as the Vodas. The Nldanasutra* consisting of ten
?rapathaka»f belongs to the ftawaveda and deals with the
component parts of the linens and their aetres. The
Pingala ftutra is considered as an auga of the Rgveda and
the Yajurveda. Nevertheless it is clear that this is a
late work belonging to the post-Vedio period, because it
cleala with the nor-Vedlo aetrea aa well.

Pingala laentlona bomb earlier prosodiats, e.g.
Kraustukl, Tandin, Yaska, Saltava, Rata, Kasyapa and
Handsvya, whose works have not survived. Pingala's treatise
is the only one extant.

Various oomsntators have interpreted Pingala's work
according to their own lights. Haiayudha, in the loth
century, the author of the Mrtasanjivanl is one of the
earliest ooauantators and Naraya“”a Bhatta, towards the end
of the 10th century, the author of the Vrttoktiratna way
be flsmtloned as one of the latest* The subject of mtrm
has also been dealt with in the Natya/s-astra of Bharata,
in the Brhatsaahith of Varahaeihlra and In the Agnlpurana.

hut all of these have followed nore or less the lines of

I 1 lyjlllfe I£f\

5117 w7 2 - V¥ s A >4, R TR vy —if Joo*



Plrrﬁala, Kalidasag grutabodha brings m Innovation in so
far as ths rules of the different roetrea are given in
the respective antree themsel\;es, otherwise this also
is based on Flngala's work.,
Starting with the Plngalasutra, through the work
of Hemaoandra in the middle period, up to Kesav's treatise
towards the end of the Middle ages, we get a number of
works on prosody with commentaries as, for examples-
le« Prakrit Falngala (unknown)
k. Jayadevaohandas (Jayadeva)
5. Ghandfinusaaana (Jayaklrti)
4* Vr/ttaratnakara (Kedara)
6* GhandAnusasana (Hemaoandra)
b. Vrttajatisamuooaya (VirahaxHka)
e 7. Gathalakeana (Handltadhyaya)
b. Svayambhuohandae (Svayambhu)
M. Chandassekhara (Hajasekhara)
10. Kavldarpana (unknown)
11* Chandahkosa (Hatnasekhara)
3dm Chandomanjar1 (Gangadasa)
15. Kamalankrta manjar1 (Kesav Uas)
Although the basis of all these works is the Pingala
Sutra, they differ greatly in treatment. The prosodiats -
barring dew exceptions - never considered existing conditions

They rather tried to thrust their own views and rules on



poets. Besides, they were also invent or creating new
metres* The result was that one finds more than fifteen
hundred netres in the books on prosody, but only a few
dozen are used in literature at all and out of these not
oore than about twenty to tvertyflve with assy frequency*
Throughout tag whole Indian JLIterary history the greatest
poets have employed the least number* of metres In the best
of their works* This is true for the Vedas just as wusti
as for the Itanayaga of Valaikl, the Maha&hrirata of Vyaaa
or the Haacarltauunas of Tul*s1e Kesav, however, delighted
In the use of the largest possible nuaber of astroa* It
should also be noted that In different periods different
poets have favoured different netres. For example, In the
period under consideration we find Jayasl using aostly I>oha,
and Caupal, Sur favouring Pads and Tul?*sl using aoll throe
at different tiros*

The study of the naros of all these xaetres Is an
Interesting subject all through history. Our poets and
prosodiats have tried to naro or rename different astree.
That roans that different naroa have been given to the aaro
metres by different authors or that the sane name 1s
given to a different metre* This habit has continued up
to thte day* The younger the treatise the more detailed

i
the description of the rotrosx*
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Hindi ia fortunate in that it has inherited all the
traditions of the older North Indian languages and
literature, including the octree. The seed of Metre which
was sown in the age of the Primary Prakrits, matured in the
period of Sanskrit and the Secondary Prakrits and branched
out In Apahhraosa - heal, I*e* in the Tertiary Prakritse
At that period there was a definite tendency to acknowledge
the existence of a spoken language* be find folk-language
folk-songs, folk-rhythae and folk-aetres cropping up in the
literature of thoee days* This period saw the creation of
s till more new metres* In due time Hindi and its sister
languages inherited all these riches*

Our scholars hare written much about Indian metres*
But this field is so vast that no two prosodiats are quite
alike* Each one makes his own classifications and tries to
make the metres fit them* our Hindi prosodiats hardly ewer
took the trouble to examine contemporary poetry. They only
copied and re-arranged their predecessors' achievements*

In the Vedle times the svara vrttaa were In use* bhen the
Vedlo tradition In prosody was replaced by Sanskrit and

the svara vrttas fall into disuse the prosodiats nevertheless
s till continued mentioning them first, instead of giving

pride of place to the vama vrttas which Uad already



appeared in the literature of the transition period* When
Sanskrit was replaced by Apabhraaes/a and other>P rakrits,
as the language for poetry the authors s till continued
starting from svara vrttas going on through the varna vrttas
to the actual main flow of matra vrttas whloh had already
made their appearance in the previous period* And finally
when we ooaae to the fully fledged development of Deal or
Bhasa we find a ll the previous vrttas plus a new class,
the tala vrttas* Thus Hindi inherited the theory and
practice of the four types mentioned before

1* Svara vrtta (in theory only)

2. Varna vrtta (in special cases)

S* Metre vrtta )

) (in ooxsaon use)

4. Tala vrtta )

The Hindi Tala vrttas, otherwise called Deal or Pada,
have parallels in many other modem Indian languages. As a
m atter of fact they were the most beloved form of the
Hhakta poets throughout the mediaeval period* The cosraon
root <*f toea all is to be found in the Apabhramsa Pada from
which sprang, forinstance, the Dealll van! of Vidyﬁapatl,
the Padas of the Valsnavas of the Caitanya movement in
Bengal and the bJnajans of KaVnr f Wahak, Tulsl, Bur, Mira,
B&rasl Mehta and Tukaram, actually a field stretching

X
from Bengal to Saurastra.



In these tala vr}tas three main elements can be
distinguished, vis. M~atra Vrtta, M'érga and Dea-l
music . Padas present an urbreakable union between words
and music* The words were recited or sung by the poets
themselves or put to different music by successive
generations of musicians or sung in chorus or individually
by folk singers or dancers*

Herein lies the main difference between Padas end the
songs generally sung by professional musicians. In the
latter special emphasis is laid on the melody, whereas in
the former the words play the most important part. Hindi
poets were mostly Bhaktas first and poets and musicians
afterwards. . They sang their heart's longing before the
Lord. Al they wanted was to please the Lord, so they
made their words and music perfect with everything at their
command.

The poets themselves were mostly well acquainted with
the o fficial system of music as can be seen from the close
connection between their Padas and the Hagas which are only
found in the o fficial system. The poets often indicated
the naues of Ragas in which the Padas should be sung. Even
If no Raga is Indicated by namt, we find the terms like

Prabhatl, Pratakail, Aratf, Holl, Phag or Oait etc..



which indicate times of day, seasons or festivals, and

so point to the kind of Haga that should be used. This
Intimate connection with Ragas also has a bearing on the
scheme of Tala as certain Ragas have special connections
with certain kinds of Tala.

Ghanaksari, Kalyan and Bllaval are gay, rapid and
playful and would use rapid talas. Jayasrl, Asavarl and
Xedara are solemn, slow, and serious sung in a ponderous
rhythm. Malhar, Vihhis and Gaurl are suited for love and
beauty and pxefer the playfulness of light Talas.

There is also a close parallel between a construction
of a classical piece of music and that of a Pada. The
first lines called Dhruva or Tek can be compared with the
Sthayi in music and are repeated at the close of every
following etansa. The next stansa Turn ka which presents
a contrast from th*e melodic point of view (corresponding
to a contrast In sense) is comparable to the Antara of
musical compositions. Following stanzas run parallel to
the Abhoga and the Hanoarl in music.

From the rhythmical point of view thisyTala vrtta
or Pada accentuates the prominence%of certain time beats
(talas) arranged in cyclic succession (cakravartana)e In

such a cycle there may be two, three, four or more
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accentuated beats* 'Che firat beat (always strung) of a
cycle is called Sam* The interval between two talas is
called Tala-mapa or tins measure consisting of a certain
number of tala-matras (individual time-units)

These features of tala vrtta are not limited to
lilndi but are common to the Mediaeval poetry of Korth
Indian languages® Dr* A*A* Balg\:lsa?\)d I>r. T.U* Davg* in his
essay on the prosody of Gujarati poetry have established
this point on the strength of their findings*

riatra vrttas and tala vrttas have many points in
common® but there are essential differences* Both count
in cycles depending on number of syllables* but in matra
vrtta tim cyclic succession occurs only at the end of a
verse which consists of a number of matra ganas of various
lengths* In the tala vrtta on the other hand the cakra
covers a comparatively snort period evenly divided* One
or more cakras of the tala vrtta type may be accommodated
within the frame of one cakra of the matra vrtta type~*
Should a composition have started with some introductory
extras proceeding a Bam the rhythmical phrase (vtifch may
extend over a number of cakras) should be shortened by a
corresponding number of matras at the end in order that
the appointed total number of matras for the cakras should
not be exceeded* This is the same law that rules the

rhythmical form of musical composition of the west*



In the other vrttas yati laarely maé&ns the pause
within the framework of a pada* but in the tala vrttas yatl
has a metrical value and denotes the number of instants
necessary to complete the tala cakra should the line of
poetry that is being sung contain less than the required
number. The Interspersed meaninglesa syllables like
hiaji* beji* ji* lol* ro* etc* lr. Pauaa are an indication
that the line had to fit a certain tala*

It aakes a great difference whetherone treats a
verse as it stands as a laatra vrtta or as tala vrtta*
Anticipating the definition of theDoha temay say hers
that Doha looked at from the point of viewo01* matra vrtta
has four Padas of 13* 11* 15* and 11 Instants respectively*

yor Instance *e

I&3 4b 6 7 89Id11 1813
Brl guru oarana saroja raja,

1 34 567 a * 1011
nija maKa. mukuru suué&lri

1 * 3.4 bu 78 9 itil 1* 13
Varanaura liaghuVara blmala yastU

Vi 3 456 7 8 9loll
fo diyaktiphala carl

"hen ve look at this same verse fr**a tne point of
tala vrtta it has to be fitted to the Gakravartanas of
4 time 4 s 16 tala matra** which amana that the first and
the third Pada each lack three matra* to complete the

corresponding part of the tala cakra and that the second



andfourth pada ara each fivematras short* The filling

up of this gap la called yati* The voice can be silent for
a number of beats inwhich case they are truly vacant

or the lastsyllable may be lengthened, or the space filled
up with meaningless syllables in which cases the beats are
only vacant in theory* The lines would then sound as
followsi-

1 id 3456 7 8810 11 12 13 14 lo 10

sri - guru corana saro * Ja raja —— —
/ s / /

H 34 607 8VA10 11 1213 14 b Ib
nlja mana. aukur* sudha . mmmmmmmme ~ T
/ e / * s

1234 66 78 lo 1112 13 14 15 16

varanaiim- Kaghdrara fcimala jass mem*s*-ann-—

[ S [} [}
12 34£ 6 78 ({0 11 12 13 14 18 16
jo-daf>yak* phala ca — m— —. 4— - ri

» » » m - » m m
Cakravartana is of two types* The first is simple
and the second complex* The following are the simple ones;-
4+4 +4 +4
or
3+3 wm3 +"3
i*e* a cakra consisting of four padas, each pada containing
the same number of units, four in the first and three in

the second case*
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The following are examples of complex conetruetions-
3+ 4 + 3 < 4
or
2 £3 + ~ + 3
liere tuere are four padas again, but the feet differ in

the number of unite*

The following diagram explains the processi-

IL |
N i
& 5?
4
u a M
lo A

Simple cakra of Complex cakra of
4 + 4 &4 +4 3 +4 +3 +4

In tns above diagram of the cakras themblack numbers
stand for time units, the red numbers for the talas and
asterisks for the saa* Boise beats are vacant which is shown
by a nought* |If the tala is indicated by hand beats, a
vacant tala is marked by the hand moving upwards instead of
clapping. There is no hard and fast rule where to begin
a cakra but it must end in such a way that the total

number of tala aatras is complete*
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The cakravartana - tha basis of tala vrtta - oegan
in Apabhramea-besii as a result of the influence of music
on the matx*. vrttas. It reached its zenith in the
Mediaeval Hindi period when it eatablished itself as a
permanent and natural feature of poetry*

As said before, our prosodiats enumerate all the
metres ever invented from the \{edlo peritod onwards, plus
a fair number of new .retroa they evolved themselves*

Kor this survey of living prosody, however, we shall
only enumerate those metres which have in fact been
employed by the poets.

The majority of the metres given below, although
uvd by poets of the period under consideration, especially
by Keé\av, occur only when they have set out to be scholarly*

Of the metres of that kind only the name and the
m etrical scheme have been given. The metres in general
use have an example in addition to the name and metrical
scheme* |If a metre is found both as matra and tala
vrtta - which is the usual case - an asterisk has been
put against the name*

Varna Vrtta

Verses having one syllable in each of the four padas
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are called Uktha. of this class we find the Ib 1Towing
subdivision used by our poets s

Sri

Verses having two syllables in each of the four
padas are called Atyaktha. of this class we find the
following subdivisions

Sara

Qh, - 0

Verses having three syllables in each of the four
padas are called Madhya, uf this class we find the
following subdivisions

Kaiaana

S, u -

Verses having four syllables in each of the four
padas are called Pratistha. uf this class we find the
following subdivisions

Taranlja or Hagasatl

TOf O Uu -
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Vorses having five syllables in each of the four
padas are called hupratistha. Of this class we find the
following subdivisionss

Hans or Fan-ktl
BhOO, . 00 ..
Priya or Rati

8 Lo, 00 -0 -

Verses having six syllables in each of the four padas
are called Ctayatrl. uf this olass we find the following
subdivisions:

Manoraaabhava* ftoaiarajl or Sarikhanarl

Yir u- - u- -
Yiaoha, Vijoha, Joha, Dviyodha or Vljjoka

an, - u— u-

Tilaka, Tills, Tilana or Tiliana
S S, Uu- Uu-
Manthana or Manthana
TT, - - U 0
Malati
JJ, 0-00-0

! n —
Hasivadana or Candrarasa

JK! U'U ---------
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Vera®©a having seven syllables In each oftha four

padas are called Hanlk. Of this class wefindtha following

subdivisions:
. %
Baaaalka

n J a, « uUu=- u-=-u -

Kunaralallta

J b o, 0 . 0 ©

\
Verses having eight syllables In each of tha four

padas are called Anustubh. Of this classwe find the
following subdivisions:
Kallika or Banani
KJGL, -U-0-U-U
Pramanika, Praiaani or tfagaavarupini
Jii LG, u-uUu-uU-0-
Or four times LG,
. U-uU-uU-o0 -
Cltrapada ,
BhBhUQ, -UU-UU--
Turarigama or Tunga
HUGO, 000 O0OO--
Kaaala, Kaxaala or Padna

UBLO, 000 O0O0OS- 0.



m*

o

Voraes having nine ayliablea in aaah of the four padas
are called Panktl. 9ils group of aatraa la different from

tha Individual pahkt*aetna on pfcga SO* uf tsnla class as

find the foIIowing subdivisions s
BaoQruta, *aoyuta oK* Beqyukta
BJJQf uu-u-uu-u-
Sarasvatl
ah BhBh O, - UB- Uij- UJ -
A artagatl or Tvarltagati
in s , Ssuuu-uaau - with

yeti after the 5th syllable.

Verses having eleven syllables In eaoh of th» four
padas are called Tristubh. Uf this class we find the

following subdivisions:

hathoddhata

hr 8 )n(» Uu-uuuwu-a-u-
svagati

B » Bh 0 0, - 0-UUU-UU - -
Indravajra

11 J GO, - - U uu-uU - -
Opendravajri

JTJ 0O, 0o-Uu--uUuu-"J--
Upajatl

combination of Indravajra and Upendravajra
Motanaka

TJJ P(lt --UU-UO0-UU-



Anukula or Mauktikaeala

bh £ KU Uf - U0 /UUUU- -
with yati after tha 5th syllable*

Bandhu, Dodhaka or Madhu
BhBhBh 0O00f - UU-UU-UU -
Cadboia or Hakallka

Hh Bh Hh h g - UU-UU0-UO0U -

Vftrses having twelve syllables In eabh of the four
padas are called Jagati* uf this class we find the
following subdivisionst

Bhuj angaprayata
J7Y7*
Kaalniao*ana, Lakamldhara, taksaldhara

Sragvini or Srngarini

RRRH , e U 9] U U -
Uandravartaa

K K Hh h, -U-UUU-Ut£ft£fU-
Totaka

8 8 8 8, OU-UU-UU-UU -

>'raml tnk»ar«
sjfts, uu-u-uuu-uu-
Uaurl

1 J J X, --UuUu-uo-00 - -
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hotlyadina or .Mauktlkadama

i ijJjJ o a-uu-uu-uu-u

Ya isastha or VaiosasthaTllaa

J T J R, u-T7TJ--UU-U-U -

Orutavllaiablta or frundari

WBhBhH* UO0O1NUU-UU-U.
Tamraaa

njrjT, u n - n - u u
Modaka or ttundari

Hh Bh Bh Bhf -UU-UU-Utl-UU
Kusumarlcltra

n n , oooB - -losou--
with yati after the oth syllable.

Malatl

vV JHJ, UguouUuU-0UU0U0U0UU-10

Verae* haring thirteen syllablea In eaoh ut tha Tour
padas are called atl Jagati* uf this olasa va find the
following subdivisions;

Tmrmkm
aasaa, uu-ua-uu-uu--

RKara119 tianjavail, PankaJavalT
Pankavati or Pankajavatlka

Bh KJ J h, - uUo Uuou- Uuo - 110
Kaaala

s 8 s no, Uu-ou-ou-uua-
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Veraea having fourteen syllables In eaoh of the four

padas are called Sarkari. Of this class to find the
following subdivisionsi
* Manoraua or Manoraua
a8 BS I L, utJ-uu-uuvu-uu-uu
Vasantatilaka
i ahj J u (, - - uUu - U uwu-uwu-u - -
Uarilila or -4ukuma

TuUhJJUL - -U-UUU-"UU-0-0
with yati . after the Bth syllable

s8imhavlloklta

WTFfPKIlaO, vuuoounwuvwuuuuoo-

Vdrses having fifteen syllables in eaoh of the four
padas are called atl ftarkarl* of this class 10 find the
following subdivisions i

Gaaara, .Soaavallari or Tuna
RJHJH, -U-0-U-U-U-U-U -
Kislpala or Rlslpalika
dh JSVH . OoOH-UUU.000. 0-
Halini or Kanjuisalinl
itwa* uuuuou --1u-.y
with SJULMXX after the bth syllable*
buprlya

LOLOLOLOT#GbOLOL#
U-U-U-U- XJ- U-U-U
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f

Verses having sixteen syllables In each of the four
padas are called Asti* Uf this class we find the following
subdivisionss

Hrarusarupafca, Cancala or Ultra

RJRJHL, -U-C-U-U-U-U-U-U

or b tiass u tamifflflnigr i., - U- U- U- U- u- U
e U-U

Vagaraja, Waraca or PanQAcacsara

JHJRJO/ U-U-U-U- a-.U-U-U-
or b tliet L

Asvagatl, Vila, .hila or Vise?aka

hh Hh bh Jiix Bh G, - U U- UU -HU - UU-UU -

Verses having seventeen syllables In each of the four
pcrias are called Aty&stl* Uf this olass we find the following
subdivisions:

Prthvl

M il ibo, U-U)u~U-,UUU-U--U-
wlth vyati after the bth syllable*

Kup&kranta

ESH# & *0mMOP*010 »O0OLO I
0*Q*y*U*9.Q.U«U*U

verses having eighteen syllables In eaoh of the four

padas are called uhrtl* uf this class we find the following
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subdivisions j
CancarT, Jarcari or Vibudhaprya

aw JBhR, -U-UU-TJ-"UU-U-UU-UK<*
with yati after the 8th syllable’

hugita
JBhhajJ,U-Uu-vuuu-u-vuuvu-u-uu-u

Verses having nineteen syllables in eaoh of the four
padas are called Atldhrti. Uf this class wo find the
following subdivision;

& ardulavikric}ita

Xajsg! 9of «_ -\j§f-u-juud--u--u-
with yati after the 12th syllable.

Verses having twenty syllables in eaoh of the four
padas are called Krti. Uf this class we find the
following subdivision;

(Sitaka, Uitika, Uitika or 4unisokhara

S JJbhkauUQ, Utf-U-UU-U-UU - u-uu-u
with yati after the 12th syllable.

Verses having twenty one syllables in each of the

four padas are called fc'rakr*tl. Uf this class we find

the following subdivision:



Bragdhara
| RIh I X X1, =cecememeeee u--'uvuotjuuo-Il-u--u
with yati after the 7th and the 14th syllable

Verses haring twenty two syllables in eaoh of tin four
padas are called ftkrti* uf thle elaes we find the following
eubdivision#\

Oiva, Madira or Van

Bh Bh Bfc Bh Bh Bh Bh Of

N.
-uu-uu-uu-uu-ua-uu-ou-

Example (1)

baithi sakhina kosobhai sabha
sabahlkaju nainana raardQha baeai
bujhete batabarai kahai mana
hLoana kesfava rai hamsai
khelati hai ita khela utai piya
oitta khilavata yombilaeai
koujanaina nahixa dyga daure kabai
kita hvai hari anana ohvai nikasai

p«élt

Verses having twenty three eyllables in eaoh of the
fotr padas are oalled Vikrti# Of this olaes we find thd
following subdivisioni

Zndava or Mattagayanda
Bh Bh Bh Bhjt Bhjt bh/ Bh/ < 0
- 00-~-00-00-00-~-00-UO-UU -~

1. KeaaV b&ai Kaalk prlyfi. ~



Kxample (1)

dulaha sVl Raghunatha bane
dulahl Rlya sundara mandiramahim
g&vatl glta aabal mill sundarl
toda juva Jurl blpra parhahlm
Rama ke rupa niharatl JanakI
karikanake nagakl paraohahlm
yatarn aabal sudhl bhuli gal
karatekl rahl palatarati nahim.

p.1lbl.

Verses having twentyfour syllables In eaoh of the
four padas are called Ratkrti. Of this class we find the
following subdivision”!

Makarandaf Manjarlf Madhavl or Varna

JJJgJgJgJgJaJgy
U-UU-UTJ-U0UU - UuU-UuUuUu-UU-0UU0U - -
Skample (2)
na adl na arata bllasa karalm dou
lala. priya mem bhal na oinharl
nal nal bh&mtl nal chabl kamtl
nal abala nava neha bihari
rahe mukha oahl diye oita ahl#
pare rasa prltl su sarbasu harl
rahalm Ika pasa karalm mrdu “amal

sunau Dhruva prema akattha katha*rl

P,292«

T/ TuisT D5si Julal granthavall, Vol.1lTIe

2. Vlyogl Harl (Kd)i draj madhurl sar.



Mo oo Tanvi

BhTKSBhBbKY

e H.-uoumiju-.uii-uouuu-.
Kxaxaple (1)

balata kaise tthrgupatl sunlyC

0 kahlye tana *aana banl aval
adi ban hau barapana ralchiye _

ja hita turn aaba Jaga jasa paval
candana hum mAk atl tana ghaalye

agl uthal yaha guni sabalijai
balbaya aaro nrpa Jana aanlhara

ao yaaa lal kina yugayuga jT jal,

p.151.
Gapgadhara* Uangodaka# Khanjana or Laka»l
RHRHhHHH
U U U U- - o

Kxaapla (2)

Raisa rajana ke raja 'aye yahiua

dhaaa terC mahabh?ga Jaga abai
devi Mandodari Kuxabhakamadi dal #

*altra oantri jltal jTuichi de~kho saibai
rakhiye JKtl ko panlitl ko bomaa ko

gota ko aadhlye loka parloka ko

kai pan yaro deaa lal koaa .lal

aauhT Isa Sita oalalii okalco

pe 540#

*

Candrakala, Durailaj or Vljaya
8a85ftA88
Uu-uu- uu-Uuu-uu - UU-=-UU-=- UJ
Kxaaple (2)
Avadhds“ke dvare aakare gal

8ut*goda,kal bhupatl lal nlkaadL

T« [/taaaV DSs : Haa» oartdrlka Vo l*I*
£+ Kosav bass Hfta oandrlka Vol.X.

3* Tulal l)aat TulaX granthavall Yol XI*
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abalo”klhaum ago* vlaocana ko

thagi al rahf, j£ na thaga dhlkao
Tuiaai samaranJana ranjlta aajana”?

nayanaau k&anjana Jataka mm
aajanl aaalt*aazaaalla ubhai

navanlla aaroruha aa blkaao

p-lo7.

Kirita
rih hh Bh hh Bh ah bh

00- 00- 00- @aa@a-Uuu-Uuu-ua-ao

Kxaapla (1)

aanuaa ham to vahl# Kaaakhani

baaauu B”*aja Qokula gaava ka gvartra
J# paau ham to*kaha baaa talro * *

oaraun nlta Wwmlalia etheru atadtorana
pahana ham to*.vahl girl ko *

jo dharyo kara ohatra purandara dharana
Jo khaga ham tatbaaaro karam

alii kallndl kula kadambaka, darana
p«17«

5 .
a.air iSIMit Kasakhan aur Qhananand



Verse* having twentyfive syllables In eaoh of the
four pada* are called Atlkrtl. of this elaaa we find

the following subdivisionss

Mai11# Sukhadahl or ftundarl
1 8 S « » 1 U |

OU- UO®* NO. UU. UYy. 0O0. iiu* uo.

Kxample (1)

digapalana ki bhuvapalana kl..
lokapalanaki kina mitu gal oval
kata bhanra bhaye uthl asana tem
kahl ifosava sahbhu aaraaana ko ohvai
aru kahu cnyhayo na kahu navayo
na kahu uthayo na aagurahu dval
kaohu avaralUig bho ha bhayo paraaaratha
aye hvai blra oale banita hvai
P«55e

Levangalata
biiiiiin,

0.0 0 -uu-0U40u-U0-00-00-=-au

1* Aesava baas Ham oandrlka* V ol*I.



Kxample (1)

ca?hlm pratl mandira aobha barhi
taruniAvalokana ko haghwandanu
mano grhadlpatl daha dhare
au kldhaum grhadevi vimohatl hjalm manu
kldhaum kuladevl dipalm atl fcbdava
kal puradevani ko hulaayo ganu
jahlm au tahla yahi bhimtl lasaim divi

davina ko mada ghalati halm manu
p*Eé6»

X.»» The matraa from Madira to Lavangolata
are known aa bavaiyas, and art vary popular

with many of our poets*

Verses having mors than twenty six syllables
in eaoh of the four padas are called bandaka or rather
Varna bandaka. Of this class we find the following

subdivisions s

/ )
le iGosav bass Ham candrika V o l.ll.
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Anangasekhara

It has HQ syllables consisting of a regular

e accession of L+ a

LOIOLOI,ObOLaLOLODbDOLOLOLO

u-u-u-o*"u-u-a-u-u-u-o0-a-o0-=-u-

Kxsxaple (1)

taraga®nlra hina t4 aanlra hota feso Das
pusstarika jhunria bhauara maadalina eajfrndahia
tamale ballari saeeta SQkhi sukhi kai rahs

ts bags phuli_phull kal samula sula khaaflahfe
cltai oakorani oakora aora jesranl saaeta
kamsa baasanl sukadl sarlka sabai parhaia
Jahlm jahlm birama lets Haas Ju talb£La tahiia
aneka bhaati ke aneka bhoga bhaga sew barhaia

pp.17D-176

HmIMnM
It has thirty one syllables In eaoh of the four
padas with yatl after the Itfth syllable. There la no

rule for the arrangeaaent of L and O

1*. Kesav Uaai H & oandFfkS/ VoT.T.'



Kxaapl* (1)

r A : \
ohoni mm to chonlpati ohajai jinhala chatraohsgra
chonl chuni onave ohltl to nimirajlto
pranal *l'aoand barlband bartbeaUiapu
b&raht to bola bayaaahi barakaj*to,
bola bandl klrudctAajal bambajargTu
blja baja birttbahu *urabtsamajto f
Tulaa| otuc8lt&MJUpuzv/nazupar1 jet*
bartbarttorala auktoAudh”?argaraJato

pan*

Jalaharana

Xt tuts thirty two syllable* in aaah of tho four
pauas with yatl after tha loth ayilabla aa in prwwlouB
aetro*

Exaapla (£)

ohoti ahotl gorlyiua aoguriyara ohabilia ohotl
nakha-Joti lauti m 0o kanala-dalanl para
L allta aaagana thl\auto thuaukiu oalala
jhuajhunu Jhunjhunu p*nya paiajanl ardu Bukhara
kiidcinl kalita kati hatako- jatlta aanl1
aaaja,karakam janl pahuaoiyaa ruolratarm
piyari Jhlatfhatagu£l aauvar®. aarira khuli1l
balaka dfiaini orhi wio bSrA.barldhara.

pJiVV.

le tuld'i bait '-'Umt granthlvaiT V o l.ll.
Z. lbid.



I#

60*

RUpaghanaksari
It has tnirtytwo syllables in eaoh of the four
p&das ending with h.
Example (1)

toadsata toelata toela manda ilhai oanda dyuti
kahata kahtai aru bujhata pahell j&la
Kerfava Jlasa ninda alsu apanai apanai ghara
#haral harai uthi gala gvalika sakala kala
ghora uthe gagana aaghana cahucai dial uthi
Uthi cala k£nha dh&i' boll uthi lihim kala
fedhl rolaadhlka aftmjha Jaiho kaAi*
Radhika kI Adhl aaja sol rahau Vanda lala

«

R.B. The metres from htanaharana to Rupaghanaksarl are
called kavitta or Ohanaksari. They have been used
extensively in different poems*
Rome Varna vrttas such as
Ami
vV JX. uuuu-uu--
and Rodaka
Bh Bh Hh Bh, -OU-UU-UU-UU

have been treated as TAla vrttas as well*

Kadav lias:" Kaaik priya*



M&tra Vrtta
Verse8 having eigit mmatraa in eaoh of the four pfidas

are called Vaaava* Of this class we find the following

N u \ ;
subdivision;
! |
/I ; I Chavi or Madhubhara

2'The ya{ti falls after the 4th syllablef each pada ends

in W - U.
/ \
Example (1)

[ uiacc/ avésa
] i bahu dhvaja' prakasa
sobhalbifcasa -
sobhai* prakasa

Vv p.'B.
i
v RIP M

Verses having eleven rnatraa in each of the four padas

are called Rudra* Of this class we find the following
i \ .

subdivisions \.

Abhlra, Abhlra or Ahira*

\

with U e U at the end of each pada«
Example (2)

i ati sundara atl sadhu
thira na rahata pala adhu
parama tapomaya man!
danda“dhariif janl

\

: M
1 w

p. 168*

1. idsrfav BRias i' 'Hsua dandrikfi Vol.I*
2. Ibid.



Verses having twelve rnatraa in eaoh of the four padas

are called Adltya. or these we find the following subdivision
ft
Tostf*

with one O followed by one I* at the end of eaoh pada*

Example

taba oale b&na karala

phumkarata janu”? baha-vyala

kopeu samara dri Hama

oale blslkha nlslta nikaaa.
p««SOb*

Verses having fourteen extras in eaoh of the four padas
are called Manava. of this olass we find the following

subdivisions«
ft
1) Hakall or Hakallka

Kaoh of the four padas ends with 0
Kxample

sobhata bamdaka ki ruoi bane ,

bhastlna bhantena sundara ghan”

seva bare nrpa ki janu lasai

rfriphala bhtvl bhayo jah&m basal
p«30b*

2) hakhi
Eaoh of the four padas ends with ¢ ¢ ¢ or 5 ¢«
Kxample #

kahhura ball are na kijai

jol jol ohavai sol b*al

yaha kahata jasode rani

ko kh'jhaval sarahgapinl
p.blO

1* Tulsl bast Tulsl granthavall* Vul.l.
2« jfe*av bast Ham dartdrlka. Vo l.l.
S« hOr btos dur iagar.



X
3) Kanava

There should be no three caukal?*s in any of the padas.
A

(1) W -

Kxaopls

k&le arati desa VHral

tinl loki jake Jotl phlrai
kotl bhana nabha ke sobha
kaha bhayo kara dI/* phlrai

p<£64

Verses having fifteen oatras In each of the four padas

are called Taithlka. uf this class as find the following

subdivisions 2
1) Ujvala *

Kach pada ends with G
Uu)
Kxaaple

oale oale tuna Jalye“.tahaa
faiths hauud sfiunrars jaha*
Xidharake- kahlyatt jlya Janl darlyau
Ao Uarll aha braja ivana jfcrlyau
pJB.
. X
a) Gaupal or Joyakarl

Kach p&da ends with one G followed by one I**
Rxaaple

sodara aaatrina keJu carltrd
inke hanapal sunl aakha ultra
Inahl lags raja ke kfija

Inahi te saba hota akaja

Iftfc

IV tiffmdev quoted in \Hroia * ~
£e¢ Voxici udst Hand uas, Vol.l.
3. tterfav bass Haia (gandrlka V o I.II.



X
3) Gaubola

Kach pada end* with one L followed by one G«

1
Example ( )

bhagati hata bhagata ke cale

amkamdala ke blthala mile

niraguna ka guna dekho ai

dehi eahita kabira vidhal
paiu

Vbraes haring sixteen matras in each of the four
padas are called ftanekarle of this class we find the

following subdivisions i
/ *%*

1) Srrigara or Prasada
Kach pada begins with a trlkal followed by a drikald

and ends with - U*

Kxa.aple (%)
It'u
paralokaAdou sadhal jiya
sol r&jajoga slddh&nta Sjra
nlja rajajoga jnanl Varanta
haifhl srapha dharma sadhata anante
p .tfl.

v \

17 Ham kunar VarmaY Hindi Sahitya iftT aloca®*tmak Ytihas.
£. Ham Gandra ftukla: Hindi Sahltya Ka Ztihas*



07

ft
2) Pill*

The yati tails after the bth matra*
Kxaaple (1)

vara nftrl aabal' bhaya bhlita tatfai
aoarajJu yahal' aaba dekhl kahal
X X X
X X X
p«64»
X
3) Arllla
/

The pitdasend with - U U or twloa L.
Example (2)

dekhl kaga anuraga upajjlya

bolata kaladhvanl koklla aajjiya

rajati rati kl sakhl auveaan1i

- laanahua bahatl laanaaatha aandea'anl
p*14«

*

4) Caupal, hupaoaupal or Vavapadl
U - Uor - - tf should bo avoided at the end* of a pada*
Kxaaple (3)
baadatei guru pada paduaa paraga
auruol subaaa aaraaa anuraga
aa&la nurlaaya curana cé&ru

aaaana *akala bhava ruja p&rivaru
p*3*

X# KiedTav ii&n ~dandrflcafi ToX.1* " '
2. 1lbid*
ft £ Tjoo oaupftl on p*p* 177-187

3* Tula! Pass aaaoarltmanasc



5) P«dtlkulaka or Hailvadani
oonslsts of four oaukal4e in each pada*
Example (1)

gurupadaraja sardu mamjula anjana -
nayana amlya dpga doea 4lbhamjana
ttnimkara finals blVeka vilocana
Varanaum Hama oarlta bhava mooana
*3*
X P ax
d) Paddharl, Paddhatlka or Pajjhatlka

Kaoh pada ends with U - A
Example (<)

punl aye saraju aarita tirrf-

taham dekha ujvala amala nird- ..
nava nlrakhl nirakhl dyHtl gatl guiribhirjt-
kaehu vamana lage eumatl dhlira-

p*13.

Vera#a having seventeen rnatraa In eaoh of the four
pales are called Mahaaanekarl. of this elaaa we find the

following subdivision;
X
Candra or Madhupa

The yatl falls after the loth matra of eaoh pada*
Example (3)

asura dval hute halavanta bharl
aunda upfasunda sveocha”- blharl
bhagavatti tinhaim dinhim dakhal
dekhl aundari raheidou lubhftt

p. £83.

I*

Tulsi DAs: liam oarit nana s X X dee p*pV177-i87
dn Kesav PM* Ham dhndrlka Vol.I*
3. Bur Past fur sagar.



89*
Verses having nineteen rnatraa In each or the four
pBdas are called Jiahapeuranlka* of this class ee find

the following subdivisions i*»
X

Suaeru
Kach pada ends generally In 0« *f with yati after
the loth or the 12th .ettrd*
. Example (1)

kab&l Harl krpa karlhau'soratl weri
aurana kou k&tana koatimoha-berl
kaaa-lobha edi ye'adrdava ahorl

m lllkalm mans-mati -xargi cahuadha gheri
p.116*

Verses having twenty matras in eaoh of the four
padas are called Mahadalslka* of this class we find

the following subdivisions;

1) Yoga
Kach pada ends in U - with yati after the 12th
m atra*
Example (2)

paratha m sarathi Harliapa bhae halm
hhikta-baohala rama rilgama‘gal gee halm
bien kara baji-bagaidahina haim balthe
hsiikata Hari hiidca detaigarsjata Jyaum almthe
p*12*
X
2) HaWsagatl

The yati falls after the //th matra of eaoh pada*

X* r Viyogi Hari:brad mstihurf ear (EdTy
2* HIr has: Bur Bitgar.



Kxample (1)
binai guruhl, gur*ganahi* glrlhi gananathahl
hrdaya fee siyarfiaaidhane dhanu bhathahl

gavattia gourl-gixTsaivivaha auhavana
pCpanaaavane, psvaha aiunlaaria-thBgfg.

Versa0o baaing twantyone natras In each of the four
padas are called Trailoka. Of this class as find the
following subdivision#*-

Candrayana*

The yati falls after tbs 11th aatra of each pada*
Kxazaple (2)

calo sakhi balkuvtha'blanu laaya jaham

oarltt mulct! nid ana paraxaa'pada la tahan

*ge suhya svarupailalakha nahia lakhl paral
tatva niniajana jana bharama Jsnl olta dharai

p«3MU

Verses hawing twenty two rnatraa in sash of tbs four
padas axe called Ifaharaftidra* Of this class we find tbs
following subdivisions i

1) Kddhlka*

Tbs yati falls after the 15th aatra and e a k pada

ends with GO* L 0 or L !»

IV *ui»l Ala»T'A thgTVii; Voi.fi~ --———————————-
2. ufodhyi 2In|h Hp«dhy*y<t-;Kablr kaaanavail (T:a.)

60*



dlx*

Kxaaple (1)

tu surata nalna nlhara'aside te para hal
tu hirade BaQc« bleara] yahadeea h>aW hai
kara nainoia dldora pinda se ryara £al
hired* aooa bloara ?aha'aside aaghara *al

%
8) Frabhatl or Uqlyana *

V>* yati falla after the lath metre and eaoh pada
*ids with A one o.
Jtxamp ie )

adl earada ganapatl’ ghurl aanaiyaho
Haaalata kara nahaohu1gai truraiyoho
Jehi giye aidhl Uoya'parana nidhi uaiyaho
katl Jenema kara pktate* dura'to Jalya ho
|4 #
A
5) Aundala

Vhe yati falla after the lidth rntrd and each pada erda
mitii O a.
Example (5)

iyaaa tala prate bhayo 17*6** Mall jana
outlya eurajhaya bioa'auaana haum guthaini
ugata aurya Jyoti bhal kuleharl banau*
pahya bandha ghfoigharum auioallfeo alktutua
p>mi

4) iutrikdi
The yati falla after the 11th matra*
Example (4)

jyoti ati pyasf aamgl'nlra lahal gamga Jalu
pyaea nt eica bujhfil'bujhai tral tape bati* euhha
tyams tuna tea jhameko nW bhayo kacnu eka *»*ck
puje Manatee kauaf Ju dekhyo Hama mukha

P«dt«

A m A}
1+ M uluiy?ingh W Ir IEESSSKBt (0T
d. Tula! *>ana? Tulal granthavati Vol.XI*
3* Vlyogl harl; draj iadhurl ear i d)
4* Kee'av haaa Ham dendrika Vol.x*



Vereee having twenty three metree In eaoh of the four

padas are called Kaudx?ka. or thia claaa we find the

following subdivisions:

*

. 1) Prrhapada, I>rrhapata or Upamana
The yati falla after the 13th matra and each pada enda
with o (I*
lbeampls (1)

bajata Avadha ghhagaheiananda badhaye
namakarana liaghuvaram®lce* nrpa audena aodhae
piya rajayaau raya ko'rsiraja bolae
aiaya aaoiva aavaka aakha'nadara sira rise
p.275.
A
2) itfra or iiiraka

The yati falla after the bth and the 12th matra* Kach
pada begina with O and ends with - U -
Kxample (d)

pas*}ita gana'aandlta gima/dandita mati dekhiym
ksatriyavara' dhanaa pravaraikruddha aaxaara lakhiya
vaifya aahita'aatya rahita'papa pregata masiiye
audra sakati'vipra bhagatiliJiva jagata jaagre
5 p.dd*
A
3) Avatara

The yati falls after the 13th matra*
Kxample (3)

karani tearuna * aindhu k iTmukhakahata na abal
kapate beta parasaim baki Jananf gati paval
beda upanispda jasu kaum'nijr&gunahim batavai
sol saguna hval Vanda ki damvarl bamdhavam

prridm

Y* Tulal Was Tulsl grantuAvail. ’
2* Keiav bda; K& dandrika Vol.lI*
3* Hur Dast fur jAger.



65.

Verse* having twentyfour rnatraa In each of the four

padas are oalled Avatari. Uf this class we find the following

subdivisions:

X
1) Kola

The yati falls after the 11th amtra in eaoh pada, whifeh
should be <= If it happens to be G Kola is indistinguish-

able from the next subdivion*
Example (1)

subha auraja - Jdila - kalasailnrpati J>asarath*bhaye

; bhOpati
tins ke suta bhaye oari oatura cita oaru oaru mé&ti

Rama oandra bhuvacandra Oharata bharata bhuva bhusana
TmKaama aru rfatrughnaidiha dgnava-dala-dusana

p.11.
X

&) Kavya
The yati falls after the 11th matra which is always G.
Example (2>

rnulana hi ki jehad ;adhogati ifesava gaiya
Aoma hutasana dhuma’nagara ekai malinalya
Murgati durgana hi ju'kutila gati saritana hi mam
Arilphala k< abhiiasa' pragata kavi kula keji_maiir

p-2&
5) higpala or ilrdugati

The yati falls after the 12th matra* O O in the end

of the pada makes it sonorous.

i&iiav i>asx K«m ~Hndrina VoT.Y.
2. Ibid.



Kxample (1)

i

jhfithe janl patiyahu ho euna?”santasujona

tere ghata himefli thagapurfoaipchobahu aytaa

jhuthe ka aaadana hai* dnarati asamana

daso diaa vake phanda'hal jlva gherahl anaf
p«73»

Madana or Kupamala

The yati Tails after the 14th matra* Kaoh pada ends
with T- U.

ample (2)

bahuta narl suhaga-sundarl* aura ghoaa kumarl
aajana-pritam-naise lal-laiidal paresapara garl
Aanda atlaal bhayau ghara-gharainrtya t3ia»4vahl»*
Vanda dvarelm bhemta la l-la |1umahyafe gokula gattvaW*
p«4£5«

Verses having twentyfive rnatraa in each of the four
padas are called Manavatarl. of tills class we find the

Afollowing subdivision;

*

Muktamarl
\ the yati falls after the 15th matra and eaoh pada
lends with G G
Kxample (5)

jlbata laii Jbyohara hal* jaga kau tuma jaiswA* A
ivanaka iiarl guna gal lal re sabha_suphana sazmanau
Uarl jasu re mana gal lalijo sangl hal tero
<Mi»ura bl*tlo jata hal' kafelo mfiha lal aero

p. 16#

Tl vremmoand: STjak of KablrV
4. bur hgs: £ur tfagar
5* Hanak: Kanak VIjay
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Verses having twentysix matras In each of the four
padas are called tah&bhagavata. Of this class we find the

following subdivisions:
X
YO Itika
47H

The yati falls aftor® the 14th matra and wantil,*pada ends
with « U or L O
Example (1)

jaba kudyau Hanumana udadhligahakl sudhl len ko
dekhana ko basawatha apano infftha ko sukha den«ko
ja girl pare oarhi kulamoaitin | ucakaiyaa
so girl dasa Jojana dhael gayau'hal dharanl manlydm
p.552.
X
2) Jhulala

the yati falls after the 14th matra and eamfe.pada ends
nﬁ.with - Ue or U
| Kxample (2)

)i taba lokanatha bllokl kai* Kaghunatha ko nlja hath*
sablkesa sum abhlaeka kalfpuni uooarl subha gttha
v flat raja Ifta Baalstha sonralll Gadhlnandana al
\ puct Bftlamlkl Vlyasa ahl Jite hute munilral

p.102.

Versos having twenty seven matras In eaoh of the four
padas .a\re called Xa&satrlka. of this class we find the

fo IIowIng subdivisions;

N~Y &H yorx  mkfrnr Jr ----------------------
2 ifierfar bass Ram Candrlka Vo
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1) Kablr, Samundar or Saras!

¥bs yati falls after the loth matra and eaoh pada

ends with 0 L
Kxample (1)

vrndavana ke rukha harnareim ata-plta sutabandh*
guru govinda sadhu gatl oati sukha'phala phulani kau

t gandha
irahlxa pithi dal anata dithi kari* so andhana smm andha

vyasa inahim chords a* churaval' tako parlyo kandipa
p.IB9.

£) Subhaglta A
The yati falls after the 15th matra and eaoh pada

ends with ¢ U e
Kxaxople (2)

jaga lehu re mans jag” tabu* kaha gaphl~la sola
jo tanu upajla sahgaOeoTbha sariga na hold

s&mpatl ratha dhana raja slu ati' nehu?lagalta
kalafhasl* jaba gala pari sabhrf bhaeo para Jito

p.10.
v [T . \',1
Verses having tventyelght matras In each of the four
padas are oalled Yauglka. uf this class we find the

following subdivisions i

X
1) boval, Lalitepada or jt&ra

The yati falls after 15th matra. O 0 In the end make
It sonorous.
1. Vlyogi Harl: braj madhurl ear (Kd)

£+ Kanak: Nftnak Vlijay
3. K*ftX19*S*xxK*»xs*g*».
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Kxample (1)
1
bInatl sunau dira ki olta dal
kaleaim tura guna g&val
iiayft rati lakutl kara llhhe
ko”ika raca nacavai
dara dara lobha lag! llya dolatl
rana evdhga banavai f
tuoa aaua kapatd karavatl prabhu ju
merl budhl bhoramaval

p»£4.
2) dBBt* Harlgita or Harlgltlka

The yati falla after the 10th matra and aaeh pada ends
with h G.

Example (2)

tfrl Hamacandra Jfcrpalu bhaju xaana*
harana bhava bhaya - darunam

nevakamja-locana kaaja aukha kur*-
kamja pada kaiTjarunam

kandarpa aganlta~amlta*eha)fcl rava-
nlla-nTraja-sundaram

pataplta mdnahu idarlta-ruol suci*
nauml ganakaauta-varam

p.4B3r#*

Vorsea having twentynlne rnatraa In eaoh of the four
padae are called Mahayanglka. of thla olaaa we find the

following aubdlvialor? :
X

Marahatta
The yati falla after the loth and the IBth matra and

1. BGr DdaY Bur Wigar. — ——
2. Tulsl Dae: Tulal granthavall Vo l.ll.
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each pada ends with Q0
Kxample (1)

atl ucca agé&ranl' bate pagaranl1
Janu olntftaani i*lIri ,
bahu iata iaakh*dhimanl-dhuplta arigana
_Harl ke-si anaharl
oitri bahu oltranl parama vicltrana
fcesavaO&sa nlhdrl ,
janu virfvarupa koamala arasl
raol viranci beoakt-
pJNU

Verses having tnirty matras in each of the f our padas
are called Mahat&lthlka* of this class se find the

following subdivisions*
X
1) GXha or Kukubha.

The /atl falls after the I*th matra and each pada
ends with O O.

m

Kxample (8)

i

bhal bandhu au ndta samghati

so na mllal jehl oShal re A
daraba hu te mana jhuraval aksia

Icol tehl nilravahal re
kahal Muhanaada panthana bhulau

age alsa uttfra re
so kai oalahu para Jehl utarahu

na ta burahu aamjhadh&ra re

p.718*

IV Keiav UAs: ham dandrika, VoI#IV J )T
2. Mata prasad £upta: Jayasl granthavall (Tkl)



2) Copalya or Cavapalya
the yati falls after the loth and the 10th aitra and

eaoh pada ends with ikm
Kxaaple (1)

Japa joga viraga1tava taakha bhaga
s/ravana aunal' haaaslsd

apunft bthicihaval' rahal na pftval
dhari aaba ghalai khlea

*A*bhras£a ac&ra'ya. aadafird

dhardiea t»unl£a nahlm kaha

tehl bahuvidhl trasal deaa nlkasal.
jo kaha veda purana* p.lod#

3) Tatanka

The yatl falls after the I&th nitre and eaoh pada

ends ultb - « -
Kxaeple (2)

brahaana ke ghara brahaanl hot! 1
yogi ke ghara call ho

kallaa parhl parhl bhal tumkinl
kaliadnt rahal akell ho

ualke raha jaya nahla aaoura
s*In saxtga na soval ho

kaha Kablra ve yaga yuga jfvala
jo jatl patl kula khoval*ho

pP»77*T*

j-
4) Lattranl
The yatl falls after t)ie loth aatra* There Is no

fixed rule for the last syllable of the padas.

le Tula! Disi k&n carit mSnam
(d9 Prem candi Bljak of Kablr*



Kxample (1)

goda lie liari kaum Kaxadarane.
astana pana karavati hai i

bara bara huhln1 kaum kahlkahl
pallka ajlra maagavati hai

prata aamaya ravi-kiranl komvarl

_ so kahl autahlA bat&vati hai

aii ghaxoa mere tSla kalm Maganal
bala-kali kaum gavati hai

p.464*5V

*

b) bokahara
The yati falla after the ttth, the loth and the
84th imtrk and each pada ends with Q*
Kxample (2)

subhaga aeja eobhlta fcauealya*
ruolra Hama siauilgoda liye

bara bara bldhiibadana bllokati1
looana oaru cakore, kiye

kabahum paurhij*ayapana karavati
k&bahum rakhatl' lal hiye

balakall gavati halarjavati*
pulakatl premA.piyuig9a.plye

p.*78.
%

b) Huolra

The yatl falla after the 14th metre and eaoh pada
ends with 0«
Kxample 11)

atl sukha begl null guru bhu

aura bhupatl bhilt&ra bhavana gae
Jata karama karl kanaka baaana'

aami bhusita aurabhl aamuha dae
kanaka kalasa clm&ra patXkal

dhuja jaham taham bandana Vara nae
bAharahlm afcl*ra aragaja chira,*

kabim aakola loka eka range rae

p.878.

1. Bur iktmi ear tf&gar.
2. Tula! baas Tulai granthavail, Vol.llI*
3* Tula! baet Tula! granthavall Vo l.lI*



Verses having thirty one nitres in eaoh of the four
padaa are called Aavavatari. of this class v* find the
following subdivisions

bir or datrik Savalya
the yatl falls after the 16th aatra and eaoh pada ends

with O L.
Rxanple (1)

beda-kaaala-aukha parasati jananil
aananka lie suta rati kari Syani
parses suhhaga Ju aruna koaala-ruoi
anandlta aanu purana kfia% {
alanbita ju pratha bala sunders'
parasaparahid citavata Hari-ulCmfi*
jhanki-ujhaki bihansata don. suta1
prenaaagana bhal ikataka Jasa®
p.4V6.

Verses having thirty two natras in eaoh of the four
padas are called i*aksanika« of this class wn find the
following sdxivis ionss*

1) Tribhangi
the yati falls after the loth, the Ittth and the both

metre and each pada ends with d» there should be no V - 0

in its cahkalis*

I. " Hur Uasa “ur jilgar. ~ r " i



VS.

Kxaaple (1)

|

kavlkula vidya rthara sakala kaladhara

raja raja~bara bee9 bane _
Oanapatir aukhadayakalipaae&patl layaka

sum aahayaka kauna ganai
senapatl budhajana mangala guru guna

dharcut raja **ane-buddhi “ianl j
bahu subha wanaaa?karaikaruna naya aru

sura" tararigInf sobha man?

p.21.
f
S) kadnavatl or Kaaalavatl

fmyatl falla after the loth and the 18th aatra
andeaoh pada ends with Q O. There should be no 0 - U in

Its oafckalfca.
Batauple (8)

baje bahu bajaim* taran1 saJala

sunl aura {ajaixs dukha bhaJala
naoala navanare* aumana siagarl’

gatl aanuharl sukha sajaii
blnani bajaralxs ‘gltanl glTala

mundna rljhavain aana bhavaim
basana pata dlJaiisaba rasa bhljal

dekhata. jlje ohabi ohavala

p.168.

*
..1
ftananasavaiya or ftarai

The yatl falla after the loth uaatra and eaoh pada
ends with - U U.

T. ieiaVl)aai WuZa fartfrika VolTT
S. Ibid.



Kxample (1)

prat* saiaai uthl jasuinati Janani1
girlrthara, suta ko ufciatinhavaYa1li1
kari srngara basana bhuaara aajl*
phulane racl racl paga banlvatl
chute banda bagct atl sobhlta*
bica bloa cova aragaja lavati

a thana tala phuodan’a sobhlita’

aju kl ohalb kaohu kahatl na avatl
p.283

Mattaaavalyfe
Kaoh pada ounalata of two Padakulaka padaa
Kxample 1*)

lata~katl phirati juiana-aadaaatl
oaapaka blthlna ca.apakabaranl
ratanare ariyar© locan
lakhikalift lajatl halm nava harlnT
amea bhuja dharl latakata lalahla —=
nirakhl thake mada gaja gati karamc
Vmda tcplna blnodahl dekhata
mohim Vradavana k| gharanT

p.aib

X
I>andakala

The yatl falla after the loth and the Ibth aatra

and eaoh pada enda with U U -
Kxample (5)

parasata pada pavanaI aoka nasarana
pragata bhai tapapumja aahl
dekhata Kaghunoyaka*JnnaeukhadSyaka
aanaaukna hoi kara Jorl rahl (
atl prema adhlra pulaka sarlra
aukla aahlelTal bacane kahT t
atla aya barabhfigT* oarananhl lag!
Jugaia nayana jaladKara bahl

p .ljdo

I# ' dovind SvfmJ quoted in vinocU,' Yt —1
(dn Vliyogl Harli Braj midhurl ear®
3* Tula! DEfs; Haa oarlt manaa.



74.

X
Kamanda

T>ie yatl falla after the 15th aatra and eaoh pada anda
with 9 u
Example (1)

blra narappati *e¢ bhuja danda1£.

akhanda par&kraaa isanda paAyodi

jal jatl Jata aeaa ke’sTsal

alol dina dana jalavai1l awadi

phalli phail aana kana aabal1 A

duja punjar*i kal karl alva plohau”rl

dekhata durl bhaye dukhaKeaava #

aanrloa kl bola baraunitoai baurT
" p.19,

Verses having more than thirty two aatraa In eaoh of
the four p&das are called bandaka. uf thla claaa we find the

following subdivisions:
X
Karekha

Thirty seven aatras In eaoh of the four padas. The yatl
dUKKsum falls after the 8s8th, the 2oth and the 28th aatra and
eaoh ptda ends with U -

Kxample (2)

bislravikh*ata vlaveoa visvayatana”
biavaaaryadailvyaladag”.ai
brahxaa baradefaivagisa byapaka viaala
bipula balavana nirvSha sVSu j
prakrtl mahatatvb! nabdadi guna devata
vyoaa marudagnl'aealaabu urvT? t
buddhl aana iedriya pranacutHataaia
k£la-paranf£hu*olcchaktl gurvT

p#490.

1« Absav Pasi Dir carltra.
2 Yulal Dasi Tula! granthdvall Vol.ll
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Haxasala
Likewise thirty seven natras in eaoh of the four p&das9
but the yati falls only after the 2oth adtra and eaoh pada
ends with U -
Example (1)

oala jabaloko ko soka aaha tyagiya”
ha/asa ko rupeu aatagura banal
bhrnfga Jyorij katft ko palatl bhrmgaJL klya
'‘Spa sans raraga dal lal ural
ohorl na sftta zaala kuta ko pahunolya*
bianu kI 4hakuVT dekha jil (
izadra kubbera jaham razabha ko nf£tya hai
deva talntTsa kotlka rahal
p.bd.
X
tfadanahara or 4adanagVha

Forty isatraa in each of the four padas. ‘'the yati falls
after the 10th9o the 16th and the 32nd metres and eaoh p&da
begins with L L mmi with o0 Q.

Rxaaple (2)

aamga S ita Jlaohlaana srl H&ghunandana®

laatana ke subha pal’ pane saba. duhkha hare

adtouvana anhavaye'bhagani aye

jlvana p8ye aoka bhare1aru azaka dhore

vara vadana niharaia* earabaau baraJLa1

dahlia sabai sabahlna ghano1lbaru lehl ghorto

tana mana nOL sambhar&lia’yahal bloarala *

bhaga baro yaha hai apangj. kild*aua hai saparto
p.30.

Cdacari or Hariprlya.

Fortysix xoatras in each of the four pfidas* The yatl

1. Aycxdgra £i*?h upadhyaya; aabfr baoanavails IKd)
2. Kesav hdss Ham Candrika, Vol.IX.



.

falla after the 12thf the 24th and the 3oth aitra and eaoh

pada ends with a
Example (1)

3 &sumatl dhaum dekhl ami again hvai lal piahanl
bahlyara gahi lyal kravara'aura kau kl terau
abalaum malm kari kahl sahi dudha dahl haul
ajahui jlya jani man! kanha hai anerau _
dlpaka maim dhary&tl. bari ‘dekhata bhuja bhae bar!
harl hams dharati karatlidina dina kau jheraiu
dektfyata nahlm bhavana oaajhailjalsol tana talsl s&mjhl
ohala saa kachu karata phlratailaaharlkattji therao-

pP#666

In addition to the veraes with an equal number of matras
in each pada we find several antree where the padas corslet

of an unequal number of matrame Tnoae are:

*

Baraval

Padas one and three of 12 and two and four of 7 matras*

Example (2)

kasa-xaukuta sakhl marakata
manimaya hota
hatha leta punl mukuta
karata udota
p*19*
K
Atl-Baraval
Padas one and three of 12 and two and four of 9 matras*

Sample (3)

bando devl saradaVS
pada kara jorl
baranata kavya baraiva
fiagai na khorl
y+40*

I* fcur Das: 8GCd" 4agar —_ - =

2. Tula! Baa: Tulsi granthavali V o l.Ill.
3* Kahlmi Hahlm ratnAvail i -d)
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X
Dona

Facias one and throe of IS and two and four of 11 aiatras
Example (1)

srl guru earana aaroja raja
nlja man*. mukuru sudharl
baranaum Kaghuvara bla&ala iasu
jo dayaku phala, carl

p.2 Ob.

Saratha
Padas one and throe of 11 and two and four of 15 matras*
Example (2)

%l&ina dekhl saba dira
eka na dinhlm dusaha dukha
so aba hama kaham dlIna
kaohu nahlm rakhyo blrabala
p*206
X
UllSia

Padas one and three of 15 and two and four of 15 matras.
Example (5)

kaha kavl tfaraharl Akabar aurau
blnavatl gaii jord karan
aparadha kaunkmohl marlyata
muahu oama aevai earan
p*2u3*
X
Dhatta

Padas one and three of IB and two and four of 15 matras.

i. TulsT Msi~o Vr it lahaaT
2* Ham dkndra *&ikla: Hindi gshltya ka lllhas

5* Ham 6andra £ukla: Hindi £ahltya km itlhaa



The second and fourth padas end in L L L
Kxa.aple (1)

saraju sarlta~tata nagambasal bara
Avadha natatyasadhataa dhar
aghaogha vinasI saba puravasi
amaraloka manahum nagar

P*

o £ m- alT

Kundallya

consists of one boha plus one hola*
Example (2)

bahu bit! thorl rale sol bit! jai

hits Oliruva begi.blearlkaia baaa brrclavanaai
bast Vrndabana ai l&ja tajlkaim abhimanahia
preraaCina hvai dina apé&koa trna sasa Jasahim
sakala a&ra ko s&ra bhajana tum kari rasa riti
re aana soca bicara rafcu thorl bahu bits

PP*
Chappaya or Hatpada

consists of one Hols plus two padas of Ullala*
Example (5)

arihu danta tinu duarai tahi nahim mari sakata koi
hama santata tinu carahim vacana uccarahla diha hoi
aorta paya nita sravahlm bacoha mahl thambhana -javahim
hinduhi xaadhura na dehlm katuka turakahi na piysYahid
kaha kavi Karuhax*i Akabara susnau binarati gau jure karan
aparadha kauna mohi taarlyata muahu cama serai oaran*

PP*

1* HKesav L>as: Hai Clmdrik5_ Voll.
£+ \VJrogi Haris *draj Madhuri aar*
3+ Kau Candra §ukla: Hindi Sahitya ka itihas.



TO

Tala vi tta.

The aoat typical form of a Talavrtta la the Pada,
otherwise called i.ela-l, Bhis-a, (tlta, Bhajana or Sjabda* k
Pada begina generally with one pada in any chosen metre*
(Refer to page 29 .) This is followed by one or more padas
either in that aaiaa or in another metre* The shortest form
of the first stansa of a Pada consequently consists of two
pad_?_skin the same or in two d'ifferent metres* The first
pgt(ia7m)tjst then be repeated at the end resulting in a stansa of
three padas* The Tek is sung again sifter each following
stansa, which may consist of 2, 4, or even B padas* Sometimes
poets repeat the whole of the first stansa and not only the
first pada* In that case the whole stansa could be called
Tek* For instances-
kahe re bana khojana jal

-Uo0-uUu - -
sarba nivaai aadaale pa Itohl« aanga saaal
U- U Uu- U- U'v -
kahe re bana khojana Jai

- - - UU -UU - -

puapa madhya jyoa base basata hai zsukura aahim jasa chai
- U - 0 e - 0 U « -UuUuu-uUuuvuu- -
.taisa hi haribasal nlrantara Jé]hata hi— khojo mal

- - - UUU- U-UUWUo0o =

kahe re bana khojana jai

- - on -uu - -



bahara bhlitara ekai janoijaha guru j ;'liéo\l‘-la batal

-« OU -0 U uu Uu - U U- -

jana Manaka bina apa elnhe'mital nabhrama kIl k?mai
uu-uuvuuvuu---- U - u U uU - - -
kahe ra bana khojana jai

- - - Uu - uu - -

The flrat pada of this Pgda la inGaupal metre of |b
ioatras* *The second pada follows the Sara metreof28 matras,
with yatl after the Ibthmatra and ending with G Q* The
third pada is a repetition of th_g Tek* The whole stansa
serves the purpose of the Sthayl In music*

The first and the second padas of the second stansa
are also in the Sara metre after which the first pads of the
first stansa is repeated*® This second stansa serves the
purpose of the Antara in music*

The first and the second padas of the third stansa are
also In theBara metre and they are also followed bythe first
pada of thefirst stansa, theTek. This stansaserves the

purpose of the Abhoga in music*

In practice we find that the poets frequently use the

-U >
following metres when composing a Padas Doha Gaupal,



Kundala, Fadakalaka, Vira Dlgpala, Bara, Avat&ra, Brngara,

Uparoona, Paddharl, Haripriya,

which have been explained before*

0,
Bugati or Bubhag&tl

liakall, Oauhoia and Mrdqgatl*

of 7 matras ending with O

Widhi

of>v8 matras envding with L

Dipa

of 10 matras ending
lihava

of 10 matras ending
Lila

of Vi jaatras ending

- Hita

of Vi isatraa ending

Candika

of 15 wiatras ending

Manamohana

of 14 oatraw with yatl

Uuuu.

£« Tno way in which a

tala vrtta has been demonstrated or page 31

with

w ith

with

w ith

w ith

o o+ U

Lor H- *

UUUor U -

Besides they uses*

after the sth matra ending with

is Treated when presented as d'

The procedure

followed is all the metres enumerated here differs in detail

but n*t in principle



i

of 14

I
of 16

KaJJala
matras ending with O L*
Oopl

matras beginning with a trikal” and ending with O

I If" Rama

or 17

u- -

of 18

of 18

of 19

Ol'f 80

of So

of 81

of 81
h and

of 81

matras with yatl after the 9th mfttra and ending with
N VAR N e " %
)1,Ban"dana
matras ending with O L
o Hajivagana or Mali
matras
Tamala
matras ending with 0 L
fcaatra
matras ending with o I
Manjutilaka
matras with yatl after the 18th matra ending with U
hindhu '
matras beginning with b»
Flavahgama
matras with yati after the 8th rostra®* beginning with
ending 0 * 0 TF
Gandrayana
matras with yatl after the 11 matra*

Trilokl

a combination of Flawsngama and gandrayana padas*



Bhanu
of 41 matria with yatl
Blhari
of 44 aatraa with yati
Sobhana
of 44 matras with yatl
o - U
Sarasa
of 44 metres with yatl
Haga
of 4b matras with yatl
ending with .
iiadanaga
of 4b metres with yatl
Vlenupada
of 4b aatras with yatl
h and ending with U -

after

after

after

after

after

after

after

Theee padas are meant to

the

the

the

the

the

the

the

63.

6th oatra ending with 0 F

14th

14th

lid th

loth

17th

14th

oatra*

oatra and ending with

aatra ending with O.

and the 16th aatra

m atra.

zaatra, beginning with

be aung In a Haga to Sana or

Visaaa tales‘(see illustration of the G'tt"favartana)

In composing them Padas the

prefenenoe over the rules of Pingala*

laws of music have been given

The example given on Page 79 suggests the use of the

same- tala of 4 x 4%



64.

C U M B K T HKZKB

.l o,
Apabhramaa? ueslj
iteglons; literature.

The embryo oi* t*»e various uddem North Indian languages
is found in the Prakrits of tf‘e third generation - if such a
word Gan be used with reference to a language. These
Prakrits have been called Apabhramsa or Deal by various
ancient scholars”

PatenJail says that one and the same word has aany
Apabhramsa forma* The Irstanoe he gives prowves that
languages such an Ardha lagedhi, Rauraagrl, Maliarastrl and
others did exist at that tine at least in incipient fora
which, however, were Apabhramlsa from his strictly orthodox
point of view.

Bharata wrlions tue Prakrits and calls them Sanskrit
turned upside down, devoid of the virtues or culture, but
of manifold different ways of employiiantu>

I>andirthu*o»rates four different kinds of languages, one
of which israpabhroiljsa
1. PataiXja111 iahAbhasya Vol.l, p.d.

2. Bharata: VStya.”astra XVI1ll 1-5, 28-29 and 56-57
5. Dardlrs Aavyadaraa 1.56.



bo.
after bandit* various writers or Alalaiara iuuitrae such as
bhanaha, Eu&rata* Kajnsekhara* Kanlsodhu and Vagbhata accept
Apabhraaaa poetry together with Sanskrit poetry* Apabhrawsa
iaiaia Deal bhasa, i.e. all the regianal languages*®

2b. vurlc antltli*d Prakrts *>rakaaa of Vara;'uol*
considered to be oldest grammar* does nut use the tens
Apabhraiftsa as such, but It gives the fursae at various dialects*
Palaadl. Magadhl and others. In Caada'a Frakrta Iahaa:(:, ths
second oldest book* we find Apabhramsa expressly wentlured.
the Frakrta vyakarana of Hemaoandra* the most widely respected
authority* mentions the dlffexwnt forms of Apabhramsa which
denote various currents of the same stream. The
grammarians Kranadlsvare* Markandeya and haaa Tarkavaglss.
who followed Hemaoandra speak again and again about the various
kinds of Apabhramsa.

these facts clearly eavabllah that Apabhramsa and Deaf
or Vibshasa languages were the offshoots of Prakrit In Its
various stages of development.

How let m consider how the authors of the age thought
of their own language* Svayastohu call<s‘.l>his language Deal.
JETtC Kf Coere11jP rak rit Prakeaa (TkkJe ' ? 1
ke A.P. Kudolf Hoemles Prakrit Eakaana ( d)

5. lleaaoandra; Prakrit vyakaranam
4. Avayaabhu: Easaayana (Fauna oarlu) MB.



Bo.

(1)
Pmdmadiva Indicating that he would attempt to write the
language of othar poeta who used I»eai words according to
the rules of grammar® shown that he also calls his language

w
Deal. Then a”?air Usksuara £e*a considers the language
A

. . 1 . . <s >
of his Pook as Josi bhasa, and |aaaaI|ptg is clear when he
» .

says thAt he has written his poem in Immi bhasa.
Finally we quote Vidyapatl using Deal bhasa and

Apabhramsa as synonymsc«
t«

a

sakkaya varl vahua na bhaval

pauma rasa ko mamma na pavai

dealla waena save jana altthe

tom taiaana jampafto avahai%ha (4)

la6n

Mar.y people do not like Pansierit bhasa (because
of its difficulty)* and the trakrit language has
no rasa. heel bharia (v&cana) is liked by all.

It Is for this reason that I write In Apabhramsa.

Consequently it is clear that the language which the

> /-
grammarians called apabhramsa was called Deal by the poets*

the real users of the language.
(o)
Hlralal Jain has summed up the main facts of the

iiiralal Jetr: rXhurfa-XonV p «4ti7 A
Ibid p-46.
Ibid* A p«4b*

Vidyapatl: Airtilata ,
iiiralal Jain: Apabhramsa ohaei aur sanitya
(FAswgari pracarinl Patrlki, Vol.£o~Issue

1 to 4)

oo X
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linguistic developments and uses of Apafehramjea. Ha has also
defined the close and distinct relationship of Apabhramsa* as
a standard literary fom with the living Deal bhasa of the
villages.

?hen Ganesh Vasudev Tagare“)mentions the Apabhramsa
regions* be seems to have taken Ardha-Xagadhl and Magadhl
together. He speaks of the following three Apabhramsa
regiones-

1) Western

6) Southern

3) Eastern

to this a fourth region*®

4) Northern* should be added.

the Western rag lon Includes Gujarat Hajasthand and the
Doab.

the Bouthern region Maharashtra* Madhya Pradesh and the
Nizam’s provinces.

Eastern

And the/region Bengal* Slhar and Orissa.

The Northern region covers the hill tracts.

tbs last mentioned has no Importance for the present
work.

When we classify the poets and their works according to

X. uanesh Yasuder 'isgarei Historical gramer Oof Apabhramaa
pp. 15*16.



regions* we find the following™*-
tthe first Region (rest)

(1) Puspadanta: Mahapuraoo> yasodhara-oarlta and
ftagakumaraoari ts»

(2) Xogindus Pararaatmaprakasa dohd* and Yogasaradoha*
(3) Haas Biitoas Pahudadoha.

(4) DUanapalai Bhavisayatta Kaha*

(5) Abd-urnrHahaan* Handsaa Hasaka and ftrngarl Kavie

(0) Jinadutta Suri* Gaearl, Upadeaaraaayaha and
Kalaevarupakulaka*

(7) Heaaoandra Hurla Prakrit Vjrakarana Ohandonusasan and
uesinaauuaala*

(U) Harlbhadra Burls Keaitiahaoariu

(*) Ballbhadra burls iiahutaliraaa

110) Hoiaaprabha Burls Kuaarapala pratiroaha
(1ft) Jlnapsdma Burl* rhulibhadda Phaga*

(IE) Vinaya eanda hurls Kexainatha oatuspadlka*

(IE) Candrabaradeds Prthiviraja itaso
(14) Lakkhanas Anuvayarayana palhaa
(16) Uajasekhara Burl* Jfeolnatha Phaga

(IE) Aatoadara Burls Baaara rasa
(17) Unknowns Ballbhadrakakka
The Beoond Kegion (South)

(1) Jvayaubha: hassayanaf Harlwaaaia purana and Svayaabhu
Ohanda$.

(£) ~Sadanapas Caturyogabhavani*
(3) Detastnas Ba7ayarihawaadoha-

(4) Xanakaiaarat Karakanda oarlu*
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trie third Region (Keet)

1) Rarahapat Upadaaagiti Pohakoaa, tatt®*opadeaa’aikhara

uonakoaa, Bhavanaphalad*atioarya"
Dohakosa, AVaaanta Tilaka I|>ohakoaaf flaha-

audropadaaa hohakoaa and Rarehapadagltlka-

2) Hakarapas Oittaguhyagaabhirartha”giti, Mahaiaudravadra g Iti,
Bunyatadratl, Balargayoga, Rahajaaaavaraavadhi-
athana and Sahajopadeaaavadhisthaha.

3) hhuaukapa: hahajagiti

4) Utlpai Abhiaaaaya~ Vibhanga, Tatvaavafltaavadohakosa and
Buddhodayabhogavadabhi*aaaayagltlika.

3) Virupa; Asirtasidcihi hohakoaa”iiariaaognUalika Oejui koea #
Virupagltika, Virupavajra-gitika, Virupapada
eaturaaiti ttargapha{an?taravadaka and
Soniaprapaneatatttopadaaa*

6) Dunbipai Akaaradvikopadaaa» oitika and Hadivindu dviia
Xogaearya*

7) liarikapa: >4aiiaguhyatatkopacleaa, tathata drati and
Saptaaaeidhanta*

d) oundarlpa; U itl.
2) Kukkuripat Xogabhavanopadeaa and Hravaparioahedana*

10) Kanhapa: attlka, tfahadhundfaana, V&aantatilaka,
Aaaabandha drati and Vajragltl*

11) Kaaiarlpas Aaaabandha drati, Aaaabandha sargadrsti and
Oitika* e

12) Oorakhanath* Oorakhavani and Vayatatropa";\fieaa*
15) dahipa: Vayutatva and bohagltika

14) Dhauaapis Kallbhavana aarga, 5ugata“dratig”!tlka and
Hunkara-eit tavirdubnavanatcraoa-

15) tilopas Tfivrttibhavona“kram tearunabnavandd/iiatriiuria
and Oohakoaa* w
/ X
Id) hantipai Sukhadukhadvayaparltyaga drati*



A ll these authors had inherited a vast stock of m tree
fvojk fonsr times, but by that time a new tradition of
literary language vaa establishing itself* The posts strove
to writs in the language of the age, because in doing so they
wars able to appeal to the common people from Kathiawar
to Nadia and from the Oange* to the Narmada* It w ill be shown
that this was indeed the case, for instance with the works
of Abd-ur-ilahaen of Multan and of ftarahapa of Nalanda in
dinar* These poets showed their ability to create a perfect
fora by weans of the matra v*ttae, which, however, they wade
more and more amenable to the demands of tala* Although
the highest point In the creation of new metres had been
reached in the age of secondary Vrakrits, their rapid
expansion over the whole language area was the most
remarkable feature of the Apabhramsa age* The various
aetres developed so many varieties and subvarieties that it
became quite difficult to name them all* |In this, period
poetry received its immediate inspiration from the life,
thoughts, and feelings of the common man* The songs of
feasts «and festivals :and of worvsdhrip, the recitations and
stories of ghosts and devils, of village gods and of

village fairs and farces, not only inspired and characterised



the new poetry but ahed upon it a new light and gave It a
new direction* It la for this reason that in tiie.;.se poeiai
the beat and noblest minds express themselves si#nply and
naturally with the tenderness of the ooxaaon follz’y

X'heae poets not only used entirely new metres\ but also
developed and adorned various faoets and parte of existing
metres whether epio or lyrio* they subdivided the eargas of
their eplos in iCadavakas* all thia was accomplished with
such a perfection that very little remained to be done for
the poets who came afterwards* In the eplos of tills
period we can already feel the advent of the Vaduavat and the
ham*carlt-aanaa* In the lyrics we find all the forme and
pLw™ | m
of writing Doha and Dahi»&ataaal also has its roots in this
period.

Although thesi» poet* have uaed a variety of avtraa, their

ttBgaxanMaxtautaBcnKXK apeolal kttdN&*OnuKaatfavour!tea w ere

', L *W &k
1) M ila 1 | \
8) DhruvaKeu*
3) Doha
4) Ghatta \
3) Pajjhatika
3) Parcaparti ,
7) Vadakulaka ) t

») uadda V



tf) Katfpadl
(1)

10) Vaata vadanaka
Of these metres Pajjhatika and tfaupai and I>oha and
CBiatta and their sub-alasses are most Important* For
instance tikere is not a single poet* the major portion of
whose composition is not in one of them* t? feel that the
poets made them so pliable that they could express almost
any idea* there is no doubt that theejmetres have kept that

faculty as well as their beauty* Cham and grace up to the

present day* the great Hindi poet Maith ill Sharon Qupta has
id:-

Sal ° " H V llf [ 3
Kama tumhara carita
svayaiahi kavya hai

kol kavi bana jiya
sahaja sambhavya hai U)

o haof your life itself is a poem. Any man

who tries to write it cannot but become a poet*

In the same way we could say that such is the force of
these metres any man using them cannot but beco;ne a poet*

Hut this is not the only cause of the glory and
dignity of these poems and metres, There is something else

I*

Ludwig Aladorf: Apabm®”aaa-studien * A 1
A+ Halthill Hharan <?Aupta: Sakai (dedicatory verse)*



*3.

which we think is most important* Thia language had no
geographical boundaries* Wo doubt there were some
regional reetrlotlona - aa w ill be shown presently - but
no definite barriers* The metres were not confined to
any particular region but were common to every oneof them*

The poeta sowed the seeds ofour modern languages
and poetry* On the one hand they themselves followed
their predecessors, and on the other they created new
thoughts, new directions and new tastese The poems of
Pgspadanta of Uelhi, of Heaacandra of Gujarat, of
afcsyambhu of Hadhyadesa and of ftarahapa of W&Ilanda prove
the truth of the above statements”

Kaoh of these regions can be proud of some great
poet who made its name live in history. The Bouth best
had Hemacandra, the Worth best Ahd*ur»Rahman, and the
Worth Kaat Govakhanlthffc* The South region had hvayambhu
and the Eastern Barahapa* But the most remarkable thing is
that not only that region in whichthey were born, lived
and wrote their poetry, but the whole of the Apabhramsa
area knew them and was proud of them for their contribution
to human civilisation and cultural™

The great literary giant He;&candra(lﬂis usually
placed in the 12th centurye Be was bom in hhavakkal and

ir ~Hsakra o.’w inm - As™Am ss~wjl



*a» a morh baniya by casta* He was not only a groat poot

but also one of the greatest Indian grammarianse His Prakrits
vy'akararila and ohanddnus>ésana are as useful to the common man

as to soholare* His dictionary, the Deal Wamaaala 1s

justly famous* He also aside collections of his cam poena and

of those of his contemporaries and predecessors* His work

is of permanent value.

Abd-ur-rtahman(l)of Multan eas a weaver, whoselanguage
clearly reveals his mastery of matters of head andheart*
His success lies in his ability to use a simple but smooth
and sonorous language* It is a great pity that not all his
compositions have survived* He was a poet of love who wrote
in great detail about different kinds of Hayikas. Also his
descriptions of the various seasons are very Interesting and
beautiful* His best known work is bandeau Hasaka*

nothing is known about Oorakhan(azih (otherwise (toraksapa)vs
lineage* Most probably he chose to follow the Slddha paths
In early childhood* The Oorakh”-vanl is considered to be
his best work* His philosophy of life constitutes even near

one of the principle schools of thought®* Several of his

poetical forms and his characteristic ulatavamai have been

*1
1* Abd-ur-uahaani *ardesa Kgsaka

8* jrltaabaradutt harathval: uorakh vanl (iid)
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adopted wholesale by the poets who came after him*

Puspadanta,l who was ore of tbs greatest poets that
ever lived, was called *Abhlmara Msruf ¢ the mountain of
reverence* he is a post of \fedana, who has painted tbs
pain of love and of poverty with equal success* he was a
great critic and great patriotic poet in the modern sense of
the term, who oaxae to the world before it was ready for h;m*
lie was bom in Delhi and passed his last days in Hyderabad,
banes be can be claimed by two regions, the North and the
Routh*

ftvayahbhu belongs specially to the Southern region*
he is one of those Indian poets aa can be counted on tbs
fingers of one hand®* His Uaasyana and Harlvaseapurana are
not only ideal for poetry and metre, but they are also a
treasure house of Indian religion culture and civilisation*
me language he uses is very plain, simple and well
balanced* Its 'rasaparleaks’ (perfection of Kasa) is
beautiful* hvayaabha” is a great observer of nature and
mankind* the poetic tradition which he has established
is s till alive*

Sarahapa of Nalanda is not only the first poet of
the Kastem region but is considered to be the first poet
g;* IPb*Ld* v&idyas Jas&har&oarlu of Puapadanta (lid)

* id*

3* iiahul oankrttyayan; Hindi “uavya-dhara*
4* Rahul Sankrctyayana: Puratatva nlbandhavall, p*lb9*
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of the nodnrn Indian languages* He la truly a national
poet in the modern sense* He was born of a Brahmin family
and became a great Ac&rya of tbs ftlddhapatha* His vast
oeuvre presents an encyclopaedia of our civilisation and
Iiterattjre at that time* He is one of those who has
infused strength and fervour into Doha and PaJjhatika
(Caup:‘al)(1 metres, and has written much about God, soul and
body* Bahaj Marge,yoga and the moral code of virtues and
vices* This provesthat not only was he a poet but also a
great thinker and leader®

In the foregoing pages we have discussed one outstanding
poet of each of thedifferent regions* Hoar we want to
examine the collectively, go far as the language is
concerned we can say emphatically that, although it is very
different from the modem idiom, we must not forget that
s till it is its foundation* Between the earliest post,
Ziarahapa (700 A*D*) and the last, KajasAkhara hurl
(1300 A*D*), lies a period of five hundred years* In so
long a period language naturally cannot remair: the same*
It is foolish to argue ¢ as Kabul hsnkritysysm does - that

there is no change and there should be no change, when we

Yl " section on Caupal on page Wt
2* Kabul Saekntyayans Hindi Xavya-Dh&ra*
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find that even In on# family th» language of. the grand-
mother differs from that of her grand daughter, toe do
not know the actual phases of the gradual change as we haws
eery scanty m aterial to work or. The manuscripts which we
have, aften were written centuries after the actual poems*
Besides, the language of which we are talking had ho rigidly
fixed rules of grammar and composition and consequently
varied to a great extent according to place, individual and
needs* At the time of the poems being written down even
a slight doubt was sufficient for the copyist to make am
emendation according to his individual tradition* Fot only
this, new learners, editors and authors used to make
innovations according to convenience* It is quite clear,
however, that the essentials of the language have remained
unchanged* This Ianguage(l)can be regarded as Gujeratl,
Marathi, Asamese, or Oriya

Panjabi, stahanaadactyxIMmEiilymtxgaixlltiya as the case may be*

The following lines, for example,

java_na apa Janijjal, tava na slssa karel
andham andha kadhava tima, verma vl kuva padel,

harahapa

pamkaya-vayanau kuvalaya-nayanau keyai kesara-sira-seharil,
pallava-kar-yalu kusum-nahujjahu palaarai vaaanita naresaru

vy, <S>
Bvayashhu

1* Rahul “*ankrityayanx 'Hindi i&fya-dharV
£* P.C* ttagchl: huhakoaa (Kd) p.AO
3* UOm Modi; Apabhramsa Pathavall (Kd) p*4*



bhalla hixcL jom maria, vahinil mahara kantu,
lajjojjantu vayaxsslyahu, Jaf bhagga gharu entu*
Hetaacandra (1)

are found in all the languagea aientluned above apd are
daisied by them separately as their own old forrm* Slight
touches of a local hand have in fact been able to make these
poems very local in each instance and we can dory none of
these claims* As tim went on each of these languages
became more and more geographically confined an(_j developed
its own characteristics in construction and pronunéiation
to such an extent that at present it is difi'icult j&f
recognise the original oneness* (« \ -

But this does not mean that there were no 1 1dr
regional languages as well, even in the oldest times. | In

\v

literature we find references to the following languages or

sub languages

(1) Aohirl (8) Antaf vedi

(») Andrl (4) Avanti

(5) Oaurl (o) Ourjari n
€V) Kalksyl (8) Kiri

(») Konali (10) hatl

(ii) Madhyapradole (18) Bagadhl

(13) Maharastri (14) Marudesi

(li») Kagarl (16) Pancall

(17) Pasoatya (18) Salmhali

(1#) Sindhl (VS,.O’) Takki

(81) Valdarbhl | (W) Varvari '

le Hssi Chandra Shuklai Hindi Aiahltya ka Ttihas*



(23) Vraoaljklu g

lhe situation thus seems to hs that the Apabhramsa was
the one common language prevalent over and above the many *
local languages. It is possible that som literary works
were written in one of them when they first were presented
to the world, but were reproduced in the.,q?en.eral medium a fter
some years. It is quite clear that there always was a need
for a language which could be used as a medium for
expression of literary or political thoughts and for
comaerod*

In its earlier stages the age with which we are
dealing had known a veneration for the works of Bans, H&rsa,
Asvaghosa, Bhasa, Kalidasa, Dandi, and Bhavabhuti* Poets
like Svayaatohu speak in very hl£i terms about the Sanskrit
scholars. S&rahapa, Tilopa, antipa and many others were
not only great Deal bhasa poets, but they were great
scholars of Sanskrit too. But when writing lies! bhasa
poetry, they put aside their Sanskrit learning and did not
like any conscious intrusion of Sanskrit* That was the
reason why they would write such true and faultless Deal
poetry*

These poets were of two kinds; firstly those who lived

T* ‘tjddyatana suris Wuvalayaioala "{Ji V
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at the court of kings am secondly those who did not care
for kings and courts, The poets of the second kind - the
so-called aiddha poets - sere free to vrite as they liked,
but they were greatly respected and loved even by the kings.
The kings of Oaur had much respect for Sarahapa.

"Poetry In bondage)! these poets thought, "could not be
called real poetry. geal poetry Is free like water of a
mountain spring. Zt gives solace to mankind and satisfac-
tion to the heart.” People of later ages have changed the
poetry of the Hlddhas and made It cumbersome by adding
something here and taking out something there, but In spite
of this the essentials have remained intact. Its
originality and popularity have remained Indestruotable.
These fciddha poets wanted to make life free from
artificiality. They wanted to make It simple and pure. It
Is for this reason that they stood firm against show and
bad tradition and they were successful to a great extent.

In their criticism these poets did not spare even
themselves. They did not mind condemning anybody in the
strongest terms. In doing so they had only ore tiling in
mind, i.e. to make the world better and more worth living
In. They always felt that, if the Illls and evils e€
society were to be corrected. It was necessary first to

change and purify themselves.
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because of this aim they had at times to leave
societyz\but this they did not mind, as it helped them to
reaoh their § m - She full picture of life and death as
given by Puepadanta and Svayaiabhu is really matchless* The
philosophy of these poets was to take the world as it cams
and their full enjoyment of life sprang from their striving
with head and heart for the good of the *Bap ki bhumpl"
which means the wcountry”. It is true that this philosophy
afterwards degenerated terribly, but that was not their
fault* They should not be blamedi for its subsequent
degeneration*

+U

On(internal evidence of this poetry it may be claimed
that these poets came from the masses and wrote for them*
Their poems are more for singing than for recitation* hence
the "prevalence of tala vrttas in which one can make a
short syllable stretch over two or even more matras by the
application of yati or one can make a long syllable or even
a group of syllables count as one single matra by quick
pronunciation « They were not concerned with the number of
syllables * metrical instants - between two talas but they
were very particular about the correct number of tala
matrus or beats occurring between them* Al the syllables
in a period were pronounced so as to fit the necessary
number of tala matras, in other words the required length

of time of one "bar**



fhe more theoretical vrttas which we have discussed
In a former chapter were less musical and from early times
handled more by learned poets who did not come from the
people and lacked their musical ear* They employed these
metres for exclusively literary purposes* But even here
we find that these metres become infected with music in
their later stages, even when not written by popular poets*
*eo *x*x* to feel the stroke of drum which occurs after a
definite period of time containing a particular number of
tala metres* For example whan one reads or singe a
Pajjhatlka, a metre frequently employed in Apabhransa-Prakrit
poetry, one unconsciously keeps time by stressing the first
of svsry four tala matras*

The tala vrttas were de?m\vitely employed in conJunetier
with dancing, for instance Has and Garba, very ancient dance
forms, in which ties is kept with the help of two small
wooden sticks* The rhythmic pattern created by the strokes

e g

of these sticks can be easily felt while singing some of
is
these metres* The Gatha which/generally used when singing
X

narrative ballade seems to be the oldest inspiration of
all such metres* The most important variety of this is the
Wadana Grha, where the sudden turn, which the dancers had to

take at a particular stage is quite evident when the agtrt is

X TFrequentiy these* ballads Were used as the aooos”anlirtent ““
of a ruund-danoe-



sung* Although this fora seen* to have survived
principally in Oujtrat, its general characteristic have
enough parallels in the other Worth Indian languages to
suroise kindred forae elsewhere, for instance S Rajasthan

which Is well within our field of research*



HAPYKR FOUR
Hindi poets; hegionas

Migration of mtvmm} uaupai-

104 .
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Hindi-speaking regions* Our poets frolAiia*anand (1400 A.P.)
to Kesav (1600 A.D.) aw to be foiwi in regions 1 - VI
follovss*
tuition i

Raoarand (1400 A.P.)

Bhavanard (1400 A.P.)

Ben (140> A.P.)

Kablr Pas (1400 A.P.)

Bhago Das (1420 A.P.)

Dharaa Pis (1420 A.P.)

Brut Oopal (1420 A.P.)

JUueal (1460 A.P.)

Hal Pas (1460 A.P.)

Region |l Aeadh
Kutban (1o0OO A.P.)
m kM itanjhan (1600 A.P.)
Xsvar Pas (1610 A.P.)
Malik ttuhaaaad Jayasl (1640 A.P.)
wsr- Tula!-Pas (1676 A.P.)

Brain (looo A.P.)

B»glun 1X1 Bral
| Vallabhaoarya (lbuo A.D.)
I Vitthal Walh (loiiuU A.U.)



Kli'S_Qa Das (1660 A.P.)

Bur Pas (1650 A.P.)
ParAiaanand Pis (1560 A.P.)
Kuabhan Pas (1660 A.P.)
CaturtmuJ Pas (loo7 A.P.)
ChltasVaal (1567 A.P.)
Wand Pis (14?67 A.P.)
Oovind Daa (1;X)7 A.6.)
Nabbn baa (looo A.l>.)
Oadadhar uhatt (1667 A.U.)
Mlirabal (lo6u A.D.)

Vyas J1 (1665 A.l).)

Hrl Hhatt (1544 A.D.)

Hit HarlIWa* (1650 A.P.)
Hari Pas Bvaol (1500 A.P.)
Bur Pas Madan Mohan (1550 A.P
Phruv Pas (1260 A.P.)

Tan Ban (1550 A.P.)
Rasakhan(1500 A.P.)

Akbar (1575 A.P.)
To*amaal (1550 A.P.)
birbal (1660 A.P.)
Manohar Pas (lo77 A.P.)
Kahl<& (looo A.P.)



Abul Fat* (loca A.D.)
Fahlm (lobb A.D¥)
Far-nari aahay (1660 Ac«i>«}
Har’;l;lalh (1557 Ac«i)«)
Karnes (lovo A.l>.)

(Yang (1575 A.in)

Hoi hay (1553 A.D¥)

Farottaa )»as (1545 A.l>))

M.
Kanak (1500 A.Ln)

Hruay Raa (1500 A.in)

ftitgIVT -Xf. foSAy-ffMB.*
Unlha1 (IbXU A.D.)

Agr Uaa (1575 A.l>.)
Kmbhakaran (1500 A.U.)
Dttdu (1600 A.in)

Region VI orchac«

Halabhadr (1560 A.i>.)

Indrajit Singh (15bo A*i>¥)
Fravin Kay (lobo a.d*)

Hal Arana rripathl (1600 A.D.)
Jfosav Oaa (1600 A.D.)



Kaglon I : Kiti

Ramanand*

Kamanand «Mm educated in the school of Haghavanand.
He stood out as a groat religious reformer ir the Horth,

propagating the Booth Indian Vaianavite teachings of

f«
Ramanuja in a somewhat modified form* )He settled in

Benares, at tee Panogarga tthaf, where a math of hie
(i)
followers is said to have existed* Hymns in Hindi

ascribed to h;m are s till pre?e{ved, one of them in the
U b
Adi oranth* They travelled throughout Madhyadesa* His

— —
masth at Kasl was the centre of the movement he started*
He used the following metrosi- Caupal, Doha and Fada.

Bhavmnand-

b (6)

one of Kamanandis immediate disciples was Bhavmnand.
He was the reputed author of an explanation of the Vedanta

i* kam i&amar Varmat Hindi Hahi'tya 'km AlocaWa*£aaScTctlhg»V
p.187
8* R* (iroavess A sketch of Hindi literature, p.38.

3* H*M* Kilson 5 Bketch of the Religious Beets of the
Hindus, p.3tte
4* K*K* Heayx A History of Hindi literature, p.81*

8* 0*A* irrlersoTts The Modern Vernacular Julterature of
Hindustan, p*7*

8* H*H* hllsont Bketch of the Heliglous Beets of the
Hindus, p*36*
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ay®tam of Philosophy ir Hindi in fourteen chapters, entitled
Aurtdhar* (»I)
he used tlie following metres; ¢« Caupal, L»oha® end Pads*
3en«
hen, a barber by caste, was one of Hsuaanand*a three
foremost disciple®*(2) For a certain period he was recognised

as the family guru of the Rajas of Kiwa* Poem® by him are

he used the following estreat- Caupal, hoha® and Pada.

hablr lias

The greatest of the disciples of Ramanand, both a® a
poet and as a religious leader, was the Huhamadan weaver
Jtablr*U> he spent most of hi® life in henare® but a® hie
end drew near went to Haghar, where he died*(&)Hi® works
are collected in the hijak.

1* a*A* Griersons Xhe Modern Vernacular literature of
Hindustan, p*7*

2* F.K*Keayt A History of Hindi literature, p*2£*

3. M.A.Hacauliffe : The SUfe Heligion, Vol. VI, p.121.

4. F.K.JCeay; A History of Hindi literature, p.22.

5* Ram Chandra Rhuklat Hindi ft&hltya ka Itlhaa, p.79.
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He used the following metresbaraval, Candrayana*
Caupal, Caupal, bigpala* boha* Fade, Paddhari, ;»araai,
ftara* Tatanka, Tutak and Vianupada#

A Bhago ba“qf

(1)
Una of Kablir'a immediate dlaoiplea waa Bhago I>aa# He

waa the compiler of the Bljak* the hook that enjoys the
greatest authority amongst the Kablr Fanthis.<a) He composed
also numerous poena himself* in which he used the following
m etreej- Baravai, Candrayana* Caup;I, Caupél* bilgpala*
boha, Fada, Paddharl* harasl* Bara, I*atanka,/fotak and
Vianupada#

bharan baa#

u i
I’'he year and place of birth of bharaa baa are unknown*

but it la certain that ha went to JCasl where ha became one
of the chief dlaoiplea of Jtaﬁlr#W>After the death of JCatoir
ha succeeded him and remained in Kaai aa the leader of the
sect to the end of his life# Be composed various paane in
aimple metres* via; Caupéll* boha. and Fada#

1# " Q#A# ClriersonT The Hodern verraoulflTr Titaratuns of
Hindustan* p#7#

8# H#H# Wilson* Sketoh of the Religious Boots of the
Hindus™ p#51#

3# Ham Chandra fthuklas Hindi Bahltya ka Itihaa* p#B3#

4# Ham Kumar Varna: Hindi Bahltya km Alooanatoak Itihaa*
p#3dtf.
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brut Oopal.

_ (1)
Another of Kabiria immediate dlaoiplea waa Srut Oopal*

He lived In daure”a Mahalla# now called Kablr-oaura of
Benarea# but alao had a Math at Jagavmath and one at DvarikaT

He used the following metres:- Caupal, Doha and Pada*

- Kaaal.

~ U)
Kamal waa Kablir'a aon. He had little regard for hie

father and apent hie tine making coupleta in refutation of
hie fatheria teachings. tierce the saying <<3)
bura vamaa Kablra ka
up*Ja puta Kamil*
-The Mﬁlinve of Kablr became ext‘vivn ct when | |
hie eon Kieil wee bom*
M» *H tte following iw trews Caup;I, uuﬁa, Fada,

and ttoratha.

Hal Dae*
<4)
Hal Dae waa another disciple of Hainanand* He waa a
U

great friend of Kablr# and attained great celebrity aa a

1* U.A. Vliriersunt The Modern Vernacular literature of
Hindustar, p*V*

fi* Ibid.

9* U.JU Kilaons Hketch of the Hellgloua aeote of the HIndua#
p*64*

4* K* ureavea. A aketch of Hindi literature# p*47*

b* Hast Kumar Varmat Hindi bahltya ka Alooanatmak Itihaa#
p*HOM
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eyetlc*(l) K few of hie hymns are Incorporated In the lfAdi
(Iranth*
He used the following metree 2 Caupal# Doha# and Pada*
The Importance of the Kaal region consequently originates

from the fact that Hamanand chose it as his centre*

i* P.rijsnayi sAiir.tory’'of HiIndi-TTt”* rt”* rrjam
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Region IX i Avadh
m M-r VE“ 1T

Kutban. .

Kutban tat a disciple of Sekh Hurban Giati and a
contemporary of Husain Sab (lboO A.D*)(l Us is supposed
to have written a love-story called Srgavatl - (also
mentioned in tbs Padoavat)*U)tbs language of tbis is
considered to be Avadhl and it follows tbs typical Avadhl
tradition of story writing* It is for tbis reason that we

have included bin amongst tbs poets of tbs Avadh region*

(S) be used A
Us says thaVtbe following actress- Doha and Caupal*
U
Usnjhan
u>

About ffrtnjhbwn we know practically notnirg exoept
that tbs story of Madhumalati esnticned by Jayasl’s) is
attributed to hla* tbs preserved, alledgedly genuine,
fragments reveal the Avadhl tradition in theaae tand language
which entitles us to include the poet with the posts of
Avadh 3]

Us used the following metres*- Caupal, I>oha and Horatha*
1. KaU Chandra bhuklas Hindi wsreanaiwpewsrie ¢ -
2. Ualik Muhaauad Jayasl: Fadolvat*

3. Farashuraa Caturvedl (Kd)1 Sufi kavya samgrah
4« Haa Kumar Varaat Hindi Sahitya ka Alocanatoak Itihaa,
£ p*SUé

5. Ualik Wuna— ad Jayaal; Padmavat®

X A.a. Rhirreff* Padaavatl (Introduction)
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—1
Isvar Pat*

I»var i>as wrote the aatyavatl Katha during Blkandar
ftah'a reign (14B0 to 1517 A#>#) The language and style
of thla story-book givea the impression that the poet

belonged to Avadh and that he followed the tradition of

u>
Avadh reglun.
+9
Ha used the following m etresCaupal and Doha*

Malik Muhamad Jayasl#

, , <*>
Malik Mohamad Jayasl waa an(in)habitant of Avadh*
5
a Musalaan faqir of great sanctity# |In the introduotlon to

hla poena he tella usthat he waaa disciple of balyed
Aaraf Jahangir and of Sekh Burhan andthat he subaequently
studied under a Hindu Pandit.” ) The Padaavatl was written
while the poet was living In Ja_yasgs)he also wrote
Akhirl kalaa,Akharavat and Mahari Uaisi.

Ms used the following ustreex- Gaupal, Gaupal* Uoha*
KAkubha, Vadakulaka and Boratha*
1# Kaa tf£iandra Bhuklax Hindi Bahitya! Itihaa* p~«Wk
2# bhyaxs Bundar Daws Hindi Bhasa aurSahltya* p#372#
5# Ifidwin Greavesx A ftketch of Hindi literature* p#4k#
4# a#A# Griersoni The Mozoem Vernacular literature of

Hindustan* p«lb#

b. AGo fthirreffi Fadxsavatl (Introduction p# VI - VII)#
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Tula! Uai*

Tulal baa vif bora Ir A.I>. 1552# the son or Atom Has
ftAukla Dubs and his wliTs Hulsl. Ms disd at a rips old
aft in 1*24 A.D.# as attested by the old rhymes-

soivat sorahtaal ail»
as! garfftks tfr. _
Aavajjasukla *attaml
Tulal tajeu aarir.

On the 7th of the light half of 8/ra'vana#

in Samvat 1680# Tulsi left his body at

Asl# on the bank of the fangesc.:tI

His nam-earlt-Manas is in every one's hands# from the
court to the cottage# and is read or heard and appreciated
alike by every class of the Hindu community# whether high
or low#'rloh or poor# young or old’y>‘ This Kam-Garit-Manas
is his most famous work.(4)AIthough the poet spent a great
part of his life visiting holy places libs Mathura# Brindavi

JCuruksetr# Frayag (Allahabad) and Purukhottam puri# he

1. i.K. CarpentmrYThe T/mologjr of TulsY b&s#p.25.

2. O.A. Grierson; The Modem vernacular literature of
Hindustan# p .45.

3. F.». drowse: The Haaayana of Tula! Das (G riffith's remark)

4. O.A. Grierson; The Modem vernacular literature of
Hindustan# p.46.

5. 1bid.
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settled In Ayodhya where he began writing bis Isuortal
poem in A.D. 1574‘1) it is for this reason that we
consider him to be a poet of Avadh region.

He used the following metrest~ Ahir# B&ravai#
Bhanu# Gaupal# Gaupal# Gavapalya# Chappay# Dandakala#
Digpala# I>fpa# Doha# Hakall# Hameagatl# Harlgltlka# KajJala#
Karakha# Kavlitt# Kukutoh# I»avanl, Mohana# Mrdqgati# Pita#
Pada# Padakulaka# Paddhari# Plyusavaraa# Plavangama#
Kola, Kucira# Kupamala# Bakhi# Barasl# vaetra# havalya#
Korathis# ftumeru# Tamala# Somara# Totaka# Opamaha and
UgdAyma.

Usi -

. . (2)

Usman lived at the time of Jahangir. Ms belonged
to OaZipur. lie is the author of a love-story called
Cltravail in which he used the following metresi-

*%

Gaupal# Caupal# Doha and Padakulaka.

1. «Jf.V. Carpenterl The 'Theology of TulsXI|>aa# p.2i.
2. dam Chandra Bhuklas Hindi Sahitya ka Itihaa# p.128.



tegltm XIX: Braj,

tallabhacarya.

Vallabh&carya's fatter Lak”aana Bhatt, a Tailanga Bralu*t
of Madras, lived at Ayodhyafl)Once while te was on pilgrimage
with his wife, Vallabhaoarya was bom near the village of
Causa, in Bihar, («) The young van studied in Benares and made
a tour visiting Braj, baya, Jagannath and the Bekkhan,(3) Be
finished this first tour (technically called his digviljaya or
the conquast of the world) at the age of nineteen# after
which he made ftraj his headquarters and established an image
of Sri Math at Uovardhan. It is tiers that te wrote all his
works# meetly in Sanskrit, but also a Hindi work of considerable

authority# the Visnu Pada, stances in honour of Visnu*

Ha used tiae following n»tr..t- Caupal, Doha and Fada*

Vitthal Hath

Vitthal Hath succeeded his father Vallabhacftrya as leader
(S)

of the Hadhavallabhl Beet, He remained at his headquarters

le a*A, Grierson: The Modem Vernacular literature of
Hindustan# p«19,

M. Xbld.
3. |Ibid# p,BO,
4. Ibid,
b. Xbld,



110.
till his death. Many of his verses are included In the
'ﬁaga’éagKarolﬁbh"éva"m
Us used the following Metresj- Caupal, Doha and Pada-

Krana l)as«

Krana Das was a disciple of Vallabhac&rya and a member
of the Axta chap 2 Ha waa a groat favourite of hla asster
and rose tobethe chief priest of tits(312emple. His
favourite subject for poetry was the land of Braj and Lord
Krana*

Avatara,

Me used the following metreat- /| Gaupal, Doha* Haasgatl9

Kavitt# Pada, Bara and Boratha*
Bur Das

Bur Das was the son of Baba Ram Das, a singer at the
court of the Emperor Akbar’$4) According to tradition he was
born about 1403 A.D* Be becam a disciple of Vallabhacarya
and from that moment onwards remained In oovardhan and
served in the 'Sample. According to the Gaurasi Valsnavoa
ki Varta, he died In the presenoe of Vit't.»hal Hath in the

village of Parsoll at the foot of Dovardhan*

le O0.A. Vrierson; iST Hoaern Vei*nacular TTtler?uririlf
Hindus tan, p*00*

0* TIbid, p**1l
3s Ham Chandra Bhuklas Hindi Bahltya ka Itlhas, p.17b.

4* OsA* Drieraon: The Modem Vernacular literature of
Hindustan* p**£I*
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lin used the following metres t- Anandavardhaka, Ami,
Avatars9 Hhava, Bhanu, Bihari, Gamcarl, Uandlka, Candra,
Caubola, Caupé»i, Caup;i, Chappay, Digpala, Doha, Oaganangana,
aitlka, Oopl, Hamaagati, Hameala, Harlprlya, KaJJala,
Kukubh, Karakha, Kuiadala, tivani, Idla, Madanagg, Madanahara,
Kanjutilaka, Hrdugatl, Muktamani, Wlta, Pads, Padakulaka,
Piyusavarsaka, Plavamgaaa Kadhlka, Kajivagana, Hasa9 Holat
Kuolra9 Rupamala, BakhT, Bara9 ftarasa, Bararga, Sastra,
Savalya, Bindhu, Bobbana, Sokahara, Boratha, Brngara,
f/tuddhagati; Bukhad#a, Tatanka, Tomara, i'rllokl, Uilala,

Upanana, Vandana, Vidya, vira, Vlanupada and loga.

Paramanand Das

Paraimfhd i>as was also a disciple of Vallabhicarya and
one of the Asta Chap poets* He was born In Kanauj, but when
he became a disciple of Vallabhacarya he settled in Brindavan*
It is said that once, after hearing the Padas of Paratsanand
Has, the Acarya fell into a trance and remained In that state
for several days* As he was living in the Braj qudal when
he# composed his beaut.ifu1l poems, we take him to be a poet
of Braj*

He weed the following metress- Caup#a’in, Doha, Kavltt,

Pada, Bara, Bavalya, Boratha and ¥atanka*

1* .va?*AMuliir VarmaTi hirSTISahitya ka AlocanataaJc itlhas, 1
p* o7o0.



ftumbhan DM

JCuabhan Das Is said to have lived in the lath century*
Us was one of the glsclplss of Vallabnacarya and was included
in the Asta Chap* floridly pomp was nothing to him*
According to Do Sau Sevan Vaisnavom ka Varta, he was once
commanded by the Kmperor Akbar to coms to Patehpur Sikri* He

obeyed but was very unhappy all through the period of his stay

A fter his return from Slkrl he wrote*-

santam, ko kaha Sikrl so kamY

avata jata panahlyam tutl
besurl gayo Hari nam*

Jinko mufeh-dakhe dukha upajata
tinko karlbe pari salam

Kunhhana Dasa Lal<iGirldharabina
aur sabal bekam*

Saints haws no need to go to Slkrl. The
shoes wear off in coming and going and the

name of Hari sounds out of tune* one has W
salute those people whose very sight gives

pain* Jtuubhan Das says - everything except

t
1* ham Kumar Varma: Hindi Sahltya ka Aloeanatmek Itihas,
p* d7b*
Tv ' k3 IOV YRR VA VAT A FAVAR
£ a*A* Grierson* The Modern Vernacular literature of
Hindustan, p*£5*
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(Hftdhar Lai la useless.
After this he never le ft brirdevan again* lie wrote all
hia poems there*
He ueecl the following metrees- Caupf;li, Doha, >
MMMk, Pada, Padakulaka, Baras! and Buratha*

Caturbhuj Das

(1>

Caturbhuj Das was the aon of Kuebhan Das, lie was in

the Asta Chap aa a pupil of Vitthalnath of IIokuIU) Moe t

of hia poems are inspired by K!'_s.pa'a Lila* His whole life

was spent with his father and the Acarya in Brindavani

where his only duty was to worship and write poems for the Lord*
lie used the following metresi- Caupai, Doha, Pada, Baras!,

Buratha and H»rngara*

Chltasvaml

- (3)
Chltasvaai was a pupil of VItthal Hath and is regarded

as one of the eight poets* originally he was a well-to-do
Panda of Mathura®* Haja birbal was one of his patrons* He was
very obstinate and not tempered* Later on he accepted Bvaai

Vitthal Hath as his guru and became a pure and peace-loving

09

man, devoting the rest of his life to the worship of Mrsna*
Ha loved the brajpbhuml so much that he wanted to be there life

after life * A

Tl U&ii Kumar VarmaT Hindi S&hitya kA Xi'ooanataa"k Ytihaa,
p* b7d*
H* O0*A* Orlerson; the Modem Vernacular literature of
Hindustan, p*26*
5. 1Ibid.
4* Ham Kumar Varaas Hindi-Sahltya ka Aloeanatask Itihas,p*17B



He vised to sings*®

he yldhana to som
asriPoara pasart mangom

Aanaaa Janaaa diJo

.yahl Braja basis

oh Destiny, with oy'aaoal* spread | beg of

thee.: life after life grant as this abode
in Braj*
of
Ms used the following metres:- Caupai, Doha, Pads,

Sarasi, Bavalya and Boratha*

Hand Das

Hand Das was a pupil of Vitthal Hath and his name is
Included in the Asta Chap ranking next to Bur Das in that
group of poets* According to the Do Bau Bavan Vaisnavom ki
Varta, Hand Das fe Il in love with a Khatrl lady when s till a
young man and followed her to Uokul* There he met Ooavanl
Vitthal Hath whose teaching brought about his conversion*U)
Be becaae a great devotee of Krsna and henceforth remained in
Uokul whore he wrote all his books*

i* <AV Drierson: The Hodam Vernacular literature s

Hindustan, p*ko.
tt* ham Chandra Bhuklat Hindi Bahltya ka Itihas, p.17a*



o
MB DH4 the following aatr*B>- Cnupal, Caupai, noha,
O Itilci, Kavitt.xUiociala, Pads, Padakulaka, Rola, Kara, Boratha,

Bujsna, suMru and Upamana.
Oovind Das

(Jovind lias belonged to a Bandllya hrahaAn family of
Artari.(1) After having led the life of a householder for
some tins, he left the world, cans to Brintevan and settled
there* Dosvasal Vitthal Hath was very pleased with hia, made
hia his disciple and a member of the Asta Chap* tie used to
live on the oovardhan mountain and planted a very beautiful
grove of Kartneba trees in its vicinity* Shis grove s till
exists and is called Oovind Bvassal ki Kadaafaa Khandl* She
renowned musician fansan used to visit him*

He used the following ostress- Guapél, Doha, Pada,

Bavdya and Boratha*
Habha Das

According to aoxae Habha Das was a Doe and according to
others he was a JCsatrlya* a Tradition has it that he was
bom blind and that, when but five years old, he was exposed
1* Ham Chandra fthukla; “irdi" Bl&"Itya~ka Ttlhas,' p*144*

2. Aid, p.147.



by hia parents during a famine to perish In the woods* lie
was found by Agr Das and another Valsnava nasaad KI1. They
took pity on hie lielplesaneas and KIl sprinkled hie eyee
with water from hie kamandala, and the child saw. They
carried ft'abha to their Math, where he was brought up and
received the Initiatory Mantra from Agr Das. In toter life
he wrote the hftakto'ala(i) under the guid&no*e of Agr Dae.

tie used the following mstress* Caupai, Ghappay, Doha,

and tioratha.

Oadadhar tihatt.

u)
Oadadhar tihatt was a pupil of Krsna Das Pay Aharl

tie was a South Indian Brahawv(5) About his life we know very
little with certainty. It la said that he used to read the
Bhagavata Purana for Oaltanya }lahaprabhu. This fact Is
corroborated by Use following lines of the Bhaktamalas*

bhagavatasudhabarakhal badan,
kahu ko Kahliaria dukhad.

guns nikara Dadadhara Bhatta atl
sabahlna ko ligal sukhad.

The nectar of the Bhagavata Xatha flows out of
his mouth and he hurts nobody, (iadadh&r tihatt
is the embodiment of all virtues and he gives
joy to every one*
1. O.A. Orierson: ®*e“1<0&rw VVrnacular iiterature?'uSf
Hindustan, p.B7.
k. Ibid, p.kb.

3. Ham Kumar Varaas Hindi Bahltya ka Aloeanatmak Itihas,
p«30«
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His ties with Caitanya came about in the following
manners*

One of the six soholara of Mahaprabhu who wrote the
original Sanskrit books for the Gaurlya Bampradaya was
Jlvasvami who used to live in Brindavan* One day two of
his disciples sang a song composed by Gadadhar B hatt, by
which the Sv&al was so deeply moved that he composed the
following S/Ioka and sent it to Gadadhar Bhatts*

anaradhya Radhapadambhojayugmamanasritya vrndatavim

tatpadankaa*
asambhasya tadbhavagambhlraclfttafli Kutah Syamasindhoh
(Head asambhavya) rasasyavag&hah. (1)

Having never made obdaance to the pair of lotuslike
feet of Radha and having never resided in the Brinda
forest marked with the sign of her footprints, without
understanding the depths of her feelings how can one
becozae submerged in Byama the ocean of Rasa* /

Gadadhar Bhatt having heard this Sloka fe ll into a
trance. When he came to again he went to Mahaprabhu and
became his disciple*

He used the following metress* Caupaif i)oh&# Hakall,
Hamsa1, Kajjala, Pada, Rola, Rupamala, Savaiya, Boratha,

Sumeru* Vijaya and Visnupada*

I*  Ram Chandra Shuklas Hindi Sahitya ka~'1tTiiasV pVIbS;
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Mira bal
Hira ba-l was the dauditor-In-law of the Hana of CIttaug)
tthe spent most of her life in adoration of hard Krisna and
used to visit Santas and “adhue and go to the temple of Lord
fJCI]"sna CVhere slﬁe danced, forgetting all worldly connections.
According to tradition she lived during Afcbar1?* reign and he
was Induced by her reputation to pay her a visit, accompanied
by the famous- musician Tansen. It Is said that they both
bowed for her spiritual power(.s) Hhe was sorely persecuted
by her husbandia family on account of her religious principles.
Hhe became the patron*as of wandering Valsnavas and herself
went on pilgrimages to hrindavan and Gvarlka$4) Xt Is said
that when her husband's relations failed to bring her back
to what they considered a more respectable life, they tried
.to poison her, but every time her life was miraculously saved#
These attempts of her relatives are often referred to In her
poemsf*) Therever she went she was worshipped like a goddess,
is her poetic activity centered round Brindavan, she can be

counted among the poets of the Braj region, rather than

among those of Rajasthan*

1. Jtyodhy”*SinghUpadhyayOHariandh11 Hindi hhaaiT aura-
) Sanity* kI Itihas, p.34*

4. Ham Chandra Bhuklat Hindi Sahitya ka Itihas, p.164.
3* HHH. Wilson 2 Sketch of the Religious Meets of theHindus,

4* 0*A. Grierson: The dodem Vernacular literature p«do.
of Hindustan, p.48*
b. Kdwin Greaves: A Bketch of Hindi literature, p.46.
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She used the following metres s- Caulola, Gaupal,
Citrapada, Doha, Hataagati, Ku.n’dala, Marahata, Muktaraani,

Pada, Sara, Horatha, Upaxaana and Xoga.
Yyaa JI

VJraa jl or Vyas SvauAl alias Hari Han Sulcul was a
y
handilya brahmawof urcha., Ttoen he was fortyfive years

of age he settled in brindavan and founded a new Valsnava
.o<*
Sect known as the Hari Vyasis® ) He was one of the pupils

v \
j\

of Himaditys, the founder of the Nixaavat Sect. Vst]jI is

4

considered to be the founder of the family which holds the

authority off the Hiabark as at a place called Uhruva Ksetra
(3)
on the Jamuna near Mathura King Jtodhukarsah of Uroha cans

personally to Brindavan to take hia back to his domains but
he refused with the following verses;-

Brindavana_ke rukha haaare
mata pita suta vandha
duru Uovinda, Badhu gati aati sukha
3 phala phulana k|l gandha
inahla pltha dal anata dfthi karal
so andhana anmm andha

!

IhF trees of brindavan are ay father and mother,
ay sons and ay friends. Oovind is sgy teacher.
Saints are mp companions. The fragrance of

Y. Uaa ailandra Shukiai UIndY Sahitya "kl Itihas, pYlIbtf. r

*o 0O.K. Grierson: The Modern Vernacular literature of
Hindustan, p.*b.

5. H.H. Hilsons Bketch of the heliglous Beets of tlie
Hindus, p.Vo.



fruits and flowers la my pleasure. Ue who

turna away froa these and looks elsewhere la

blindest among the blind;
and remained for the rest of hia life amongst his fellow poets
In rtrindavan.
A He used the following metres s- Caup;i, Pigpala, i>oha,

Ku)r;;fdala, Pada, Kara, Baras!, Kavaiya, Sora*ha*

A
and Srngara*

&ri bhatt.

ID
Urnr® la no historical record ol* Sri bnatt'a Ufa.

Consequently we have to depend on the Internal evidenoe of

[ /
his small book XugaX Satak. In the Xugal hatak we finds-

4

. braj bhuml mohinl malm janl

The land of braj Is enchanting - | know

and
Basau mere nalnana mem dou oanda
eor-vadani Vrsa Bhananandinl
ftyama barana >anda nand.
let two moons reside In agr eyes - the one the
fair daughter of Vra bhanu and the other the

blaok son of y&nd*

1. Ham diiandra &huklai Kindi KBkitya ka Itihas, p«lbb«



and was a gnat devotional mmlotan* Tansen* Akbar’s oourt
musician* regarded hia as hia guru* Xt ia said that onoe
Akbar the great who was deeply Impressed by the male of
tivaai liari I>asf went incognitgr with Tansen to hear hia sing*
Tansen began to sing* deliberately asking mistakes, whiloh
induced Hvaolj! to sing the aaxas song as It should be sung*
Thus Akbar got an opportunity to hear hia* His teaching
seeos to be closely akin to that of SlFi Galtanya* 2) lie
possessed considerable w rit as a poet*

lie used the following ostress- Avatars* Caupai* Caupai

Doha* Pads* Saras!* Savaiya* and Soratha*
Bur has Madan Mohan

Bur Das fifadar Mohan was an Aaln or tax collector during
the reign of Akbar* ¢ )u*" used to spend the tax money on
saints and devotees* once* with more seal than honesty he
gave all he had collected to the shrine of Arena dadan Mohan

at brindavan and sent the chests filled with stones to the

treasury and a slip of paper on whloh he had written s-

1. y.K* Xeay: A History of Hindi literature* p*77*
2. Kaa Chandra fthukla: Hindi ft&hltya ka Itihas* p*IB7<



Than© line® express the poets love for m*aj and
Hadka-Krsna which brings hia into orbit of the HraJ poeta.
Ha used trio following metres :» Caupai* Chappay, Doha,

Kurtlc,jala, PaUa, Padakulaka, Role, Bara, Bora)t)ha and Upaisana.
Hit Hari YAM

Hit Hari Var.lg was bom in a village four alias from
Mathura. Hie asuabers of the Kadha Vallabhi Sect consider
him as their founder.<»>He settled in Brindavan and
established a math* where he then spent the rest of hia life,
having severed all connections with the world. He greatly
enhanced the beauty of the HraJ tthasa by the Ihégery of his
poetry. On account of his ability to express the innermost
.f.e>elings of '.t.tie heart lie is consideredr to be the incarnation
of Lord Xrsna's flute. He is one of the most popular poets
of the Braj Bhasa*.ard one of the best poets of the BraJ
region*

He u*e<l the following metma :- - Bh&va, Caupai* Doha*

\
Pada, Ham* Bara, and Boratha.

Hari Das Bvasl

Hari Das Bvaal vaa the fou(g()jer of the \*laty Sect* a
Aub-division of the tfixabark cult. He Iivéd in akbar's days,

1. Ham lihandra hiiukla": Hindi BKhitya iof Itihas* p»1B0. ’

H. H.U.Wilsons Bketch of the Religious Beets of the Hindus*

1.
P . 5

3. Ham Chandra Rhuklat Hindi bahltya ka Itihas* p.ldo.



teraha lakha Sandlla upaje
aaba santana alia gataka.
aura ttaaa Martana Monana
Idhl ratahi astake-

H.H* ttllaon tranalataa this as follows:*

The saints have shared Bandlla taxes

of which the total thirteen lacks Is

a fee for aldnlght service owen

by as Bur Das to Mahan Muhan.

The Kmperor pardoned hia and recalled hia to his job.
Hut he retired to Brindavan and there continued to lead a
religious asoetlo IIfs*(s)

Ms used the following astress- Caupéi, I>oha, Pada,

Padakulaka, Bara, Bavalya and Boratha.

imruv Das

Dtiruv Das was a prominent disciple of Hit Hari Vaas
and a permanent resident at Brindavan. He was a very

. . (4)
voluminous writer.

He used the following .stress- Oaup'al, Doha, Kavltt,
Kug.dallya, Pada, ttaveiyi- and Boratha*

X. ii.H. Wilsoni Dketeh of the KeXlgious RectV of YriT Hindus,
p-41.

£. Ibid.
5. Haa Kumar Varma: Hindi Bahltya ka alocanatmak Itihas,p.% *4

4. P.K. Keays A History of Hindi literature, p.77.



Tansen was a disciple of Hari Das, from whoa ha
learned the art of poetry* 1 He than want to Shaikh Muhammad
Ohaus of Owalior, a famous teacher of singing* The legend
is that frkfaammari Ohaus simply touched Tansen's tongue with
his own, and that owing to that touch Tansen became the most
famous singer of his age*U)hhiIe he was at the court of Ham
Candra Singh, the Saghal King of Bandho (HlIva), he was
summoned by the Emperor Akbar* He became one of the &qperor's
court singers and a close friend of Sur Das* )

Doha,
lie used the following metres*- Caupai/Kavlitt, Pada and

soratha*
Hasakhan

The Do Sau Sevan Valsnavom fcl Varta gives a short
account of the life of ilasjtahan, by birth a Muhammlan by the
name of Salyad Ibrahim* Accordin?bto this source he was
deeply In love with a merchant boy* one day he overheard

1* item Kumar Varaia* Hind1 Stoitya ka AlodanAtxaak Y tihas,'
p* 714*

dn u.A. Urierson* The ilodem Vernacular literature of
Hindustan, p*30*

3* Kdwln ureavess A Sketch of Hindi Literature, p*54*

4* <I*A* Grierson s The Modem Vernacular literature of
Hindustan, p*31*

an Ham Kumar Varna* Hindi Sahltya ka Xlocanatmak Itihas,
p*?H3*
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someone saying that the love for God should be like the

love of haajkhan for the merchant boy* This made him realise
that he did not love God* He went to Gokul and received
Instruction from Goavami VItt,haI Wath. There is another
version of the same story(l)in whloh it is said that the
lady wham he loved was very soomful* One day he was reading
about the love of Gopla for Krana in the Persian translation
of ASrimadl*agavata* He then fe It that he should love hia
who was beloved by so many Uopls. And so he le ft his home
and settled in Brajd ! He became a worshipper of Krsna
and wrote verses In his honour whloh are full of devotion
and sweetness®

He used the following metresCaupai, Doha, Kavltt,

Savalya and Soratha.
Akbar*

The Kmperor Akbar was a famous patron of learning* His
reign practically coincided with that of the English Queen
Elisabeth, and the reign of both these monardhs was remarkable

T* ham Chandra Shulciat bindi' ~ahitya ka ftikes,"p Y lil*

dan G«A* Grierson* The Modem Vernacular literature of
Hindustan, p*31*

S. Ibid*
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for ar extraordinary upsurge of literary vigour. Akbar*a
claim to be a Hindi poet la founded only on a few detached
verses# In which he signs himself ae Akabbar Ray. As
both capitals of the Ktaperor# Fatehpur aik«rl and Agra# are
In the Braj Randal# be shouldbe Included among the poets
of the Braj region.

He used the following metrest- Caup’ai, Doha# Kavlitt#
Bavalya and Boratha# A

Tudar Kal.

Originally Todar Itel was a alulatar at the court of
B>arash Afterwards he went to Akbar In whose service hd
passed the rest of his life# rising to bethe Governor of
Bengal and the chief joinlster In charge of land taxes. Hone
of his books have come down to us# but we have fragments of
several of his poems on morality.

He used the following metres *- Caupé-i# Doha# Kavltt#
Savalya and Boratha.

Birbal.

Raja Blilrbal was the celebrated minister and Poet laureate

I. tf.A. Orisrsoni"¥he Modern Vernacular Il’terature of
Hindustan# p.34.

tt. Ibid.



IJCavl Hay) of A*barfe court. According to tradition te was
bom in Hamol and his name «aa Blrbar, allaa Mate* Dla\a,
allaa Brahma Kavl. 1 Bhuaan, the writer of tte élva Bavnl,
and the éivA HaJ BhAuaan, however, tails ua that ha was bom
in TikjUaapur. But It la certain that ha waa with Akbar till
the and of hia daya. Whan ha died Akbar wrote the following
Sorathat-

dintdekhl aaba dins

akana dlsihom dueaha_dukhou

ao aba hawa kalian dina

kaohu nahln rakhyo Blirbala
Baaing the poor, ha gave everything. One
thing ha did not give to others and thatwaa
unbearable paine That pain has now beengiven

to me after hia death. Blirbal did not keep

anything for himself.

Ko complete work by Blrbal haa come down to us, but
numerous veraaa and anaadotea attributed to him areatill in
i
every Hindu mouth. Birbal used the Braj language for hia

poems, but in contradistinction to moat of the Braj poeta ha

Y.G.A."*rIVraonT The Mt&rtt Vernacular literatureof
Hindustan, p.35*

3. O.A. Orleraons The Modem Vernacular literature ef
Hindustan, p.35.



did not write KrSna poetry*
lie used the following mtrees- Caupai, Doha, Kavltt,
Savalya and Borathis*

Manohar Das*

Manohar Dae, the Kaohavaha waa one of Akbar9a commanders
of 4oo*(1)' He wrote In -Peralan, Sanskrit end Hindi*(3)He can
be Included in the Braj region poeta an account of hia cloae
connection with Akbar*a court*

He used the following metres*- Caup;i, Doha, Kavltt.
and Soratha*

Hahiia.

Abdur Rahim Khankhana Wawab, usually called Khan Khana
waa the son of Balram, the King maker’(‘3)He waa. one of the
nine Jewels of the oourt®* Akbar loved and respected him
very much* He waa not only learned In Arabic, Persian and
Turkl, but also in Sanskrit and In the Braj Dhasa*{*) Siva
Singh reports that he was not only a great patron of poets,
but that he also write extremely learned and difficult

poems In various admirable atyfcs himself*

J* G.A* Griersoni Tila (oder*T"Veroaoular XiteraTiSvi or
Hindustan, p*3t>*

3* Ham Chandra Bhuklas Hindi Sahitye ka Itihas, p*305*

5% u*A. Griersont The Modem Vernacular literature of
Hindustan, p*37*

4* Bloohxaann: Aln-i-Akhari (Trans), p*554*



Ha Used the following mstress* Atl Baraval, baraval,
Gaupal 9 Chappay, Doha, Kavlitt, Malinl, Marahata, Paddharl,
A jrikridlta
Sarasl, Bardula® Bavalya and Buddhagatl*

Abul Kail#

Abul Fals alias Falsi is the Xaaous son of Seikh
Mubarak» and a brother of Abul Fasl and a friend of Akbar*(l)
He was an excellent Sanskrit scholar and is the. author of
many Hindi epigrams*

He used the Doha metre exclusively*

Kahisu

LA")

Pahim*wam the younger brother of Falsi and Abul Fasl
is the author of many epigrams.
He used the Doha metre exclusively.

Narharl Bahay*

: (3)
i Harharl Sahay vas an inhabitant of Asanl Fatshpur

He vas held in great esteem at the court. Akbar gave him the
title of Hahapatra saying that other bards wore vessels of
virtue (Gun ka Patra) but he was a great vessel (Hahapatra)

1* alochiaanns Ain-i-AkUTir1 (Trans)1'p.440*

2. a.A* Griersons The Modem Vernacular literature of
Hindustan, p.38.

3. Ham Chandra Ahuklai Hindi Hahltya ka Itihas?, p.19Vv*

4. GrA. Griersons The Modem Vernacular literature of
Hindustan, p.29.



The poet, deeply shocked by the killing oT comm, led a
procession of cons through the streets of the city*
Each cow carried the following Ghappay round its necks
arihu danta tinu dharai tahi nahlm mora
sakata kol
hama aantata tinu oarahim_vacana uooarahla
dina hoi
aorta paya nlta aravailla baccha xaahi
thambhana Javahia
Hinduhl mudhura na dehlm katuka Turakahi
na pllavahim.
kahokavi Narhari Akbara sunau,
binavatl gait Jore karana
aparadha kaun mohl marlyata
auehu oaaa sewal oarana.
If an enemy takes straw between his teeth, he is
not killed* 1?7 (cows) always eat straw and speak
in humble tones. Vm give milk like nectar, while
our calves are tied to the post* We do not
reserve our sweet milk for the Hindus and sour
milk for the Turks* The post Harharl says, Listen
oh Akbari The cows very meekly ask thee s
°For what crime are we being killed? Even with
our dead hides we serve your Ceet«" *
kit la said that the Kmperor, pleased with this poem

forbade cow killing In his realm*
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Korhari Sahay Iivgd all hie life in the Braj region and
used the following metres s* Caupai, Chappay, Doha, Kavlitt and
Boratha*

Harlnath*

liarinath, a celebrated poet was tbs son of Earhari
Sahay* He travelled from court to court, receiving rich
presents for his verses and finally became the court post
of Akbar,<l which post he held for the rest of his life*
» o

He used the following mBtress* Cuapal, Ghappay, Doha,

Kavlitt and Bavaiya*
Karnes*

Karnesﬂ used_to visit the Emperor Akbar's court with
the poet Narhari’{d) Hia three important worka are the
Karnabharane, the Srutlbhueana and the Bhupa bhuaana.(3)

He used the following metress* Caup:i, Ghappay, Doha, '
Kavltt, Bavaiya ami Boratha*

Gang*
Gangs FrasSd, a Brahmin commonly known as Gang Kavl,

T* G.A. Griersons The Modem Vernacular literature of
Hindustan, p*39*

g8* Ibid*
3* Ham Chandra Bhuklas Hindi Bahltya ka Itihas 1 p.Hub



<1
waa a bard attached to the court of Akbar. H* enjoyed

a high reputation and hia poetry waa widely known. 2 About
thirty of thirtyfive of his verses are s till current.(3)
on one occasion Abd*ur-Uahiia /Qian Khana who was his special
patron, is reported to have given him as much as thirty-six
iakha of rupees for a single verse. according to one
tradition he was cor.desaned to die under the feet of an
elephant by the order of soma king or ifswab.*> All his
compositions reveal the maturity of his mind and his pestle
skill* He excels in the comic style and also In the
description of battles”*

He used the following metreat* Caupai, Doha, JCavitt,

Fade, Bavaiya and Boratha.
Hoi Kay.

Hoi Kay too uaed to fraquant the court of the Rmparor
Akbar. His patron was Kaja Hari Vams Hay, Divan of the
Kmperor, who gave the poet a tract of land, on whloh he

T. G.A. Griersonl The ikJctern Va;<:uTar  TI&rSTtiIKAcf
Hindustan, p.40.

8. Edwin Greaves: A sketch of Hindi literature, p.b3*

3. F*K. Ksay: A History of Hindi literature, p*37*

5. Ham Kumar Varmai Hindi Hahitya ka Alocanataak Itihas,
p*733*

6. Ibid*
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foinded the village of Holpur. Onoe Tula! Dae gave Hoi
Hay hie "lota1 upon which he salds-
lota Tula! Daaiko lakhflLtaka ko mola
This lota of Tulei Dae le worth a lakh of rupees.
Tulei Dae le said to have replied:e°
Holt tolkkuchkhal nah£a# lehu Haya Xavi llol.

Do not think of iaol-tol (eelling and buying)

0 poet Hoi Hay# accept It»

The poet took it and set It up as a holy object to be
worshipped.1*1Though he lived In the braj region and used
the Braj language# hie poeas are quite outelde the Braj
tradition* Howe give descriptione of ordinary dally life.

He used the following aetree:- Caupai# Doha# Kavltt#

Bavaiya, and Korathe.

Harottan Dae

(3)
Although Harottaza Dae belonged to Hltapur (U.F) atill

we Include him aaonget the poete of the Braj region on account
of hie spiritual affinities. He wrote the Bulaaa Carit and

f. 0.aV Grierson: The tfudern Vernacular literature of
Hindustan# p.41.

H. Kaa Chandra fthuklai Hindi Sahltya ka Itihas, p.£15.

3. Ram Kuaar varmat Hindi Kahltya ka Alocanataak Itlhaa# p.71£.



1MU

1
the lhruv Carit.(
He used the following metrees- Caupai# Ghappay» Doha#

Kavlitt# Bavaiya and Borathe.

Reviewing the lives of this group of poets# wo cone to
the quII?yvinyg .c}on(clus.iqn o

A ll these }poets# withivery few exceptions# are devotional
and saoet of thea have written Krona poetry. The main octree
used for this are few In number but the poeae written in thea

are countless.

ii'trrvg«g,~paa
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RKOIOH IVt Punjab*

tfanak*

Kan&k waa bora in a village named Talavandl, thirty
allaa from Lahore* He waa the founder of the Sikh religion*®
At flrat thla movement had a purely religious charact_er, but
It developed Into a political and national aonaunlty’(*l) He
began the compilation of the Granth(2 )whloh cuntaina many of
hia own poena* K&nak waa not strictly speaking a disciple of
Kablr, but waa very greatly influenced by hiavy Us
travelled widely accompanied by hia disciple Mardana, who
played the rebab to Kanak'a singing"‘N) He believed in the
power and dignity of mankind and strove aﬁer a syr;fhesis of
Islam and Hinduism’(s)

Caupai ,-*

He used the following metresi- Avatara, JjJaupai, Doha,
Muktamani, Baatra, Boratha, Bubhaglta, Bukhada, Upamana and
Yandana*

I. "H.H. WilsonY Ifketdh of trie Religious Soeta uf ti*p
Hindus, p*173*

2* G*A* Griersons The Modern Vernacular literature of
Hindustan, p*13*

3* Kdwin Ureavest A sketch of Hindi literature, p*45*
4* F*K* Keay: A History of Hindi literature, p.27.
b. Item Chandra tthuklas Hindi Bahltya ka Itihas, p*83*



Jirday Ra* was bom in the Punjab aa turn son of a
certain Krsna Das¥* His Hindi Hanuraarnfitaka is an
adaptation of an anonymous playm in Sanskrit* His poras
are beautiful and his diction is polished*

t.
He used the following ms tree: Caupal, Chappay, 1>cha,

Karitt*iusft Savalya and Soratha.

The two poets are very Important factors in the culture

of the Punjab*

IV T:iaa™Jhandra Saukla: Hindi Sahityaka Itihis, p*14V« *

dnm Ham Kumar Varma: Hindi Sahltya ka Aloocariatmak Itlhas,
p*&40*
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HKOIUU V; Hajasthan.

Chlhal*
A1
Chlhal wrote a book called Frea Sahall dealing with
<*>
the pangs of lows and separation of five daroselb, His

metre is faulty* The language Indicates that he belongs to

Marwar*

He used the following metres:» Doha" and Sortha.

Agr Das.

Agr Das was one of the several pupils of Krona Das.
(3)
who became poets* Ha in his turn was the preceptor of

. u>

Habha Das. The oentre of his authority is in Oalta near
(6

Jaipur where he used to live* His fane is second only

to that of Dadu.

.*

He used the following astress Caupal, Doha, Ku»ndallya,

Fade,” Kola and soratha"*

1." ' Ham Uhandra Sh”*klat Hindi sShitfra Ttih*ap.198.— *

a. Kaa Kumar Varaat Hindi Hahltya ka Alooanatmak Itltiaa,
p.700.

S. K.B. Koayt A Hiatory of Hindi literature, p.73.
4* Kaa Chandra Hhuklas Hindi Sahltya ka Itlhas, p*140*

5. Kaa Kumar Varaa: Hindi Kahltya ka Alooanatmak Itlhas,
p>*559*



jui*uhakoran.

Kuabhakaran was a king of Clttaur who died very young*
He was a skilled poet and wrote a commentary on the Oita
OoYlnda.(l) He la said to have been first lnetrusted in
poetry by his wife, the famous H_.:i.re ba:'.L..

Us Slid the following metresCaupal, Doha, Pads

and ttoragha.

Dadu.

u)

Dadu was the founder of the seot of Dadu panthis. Us
was probably bom in Ahoadabaci, but, when still a boy, he

went to ttaabhar in Rajputana* It was there that he 1lived,

taught, and gathered his disciples¥* He is stated to have
u>

been a mod (boot maker) and cotton cleaner by profession*
<5

The Dadu panthis believe him to have been a Oujeati Brahmin)

But a different tradition holds that he was of Muslim origin¥*

A t7 >

Dadu was one in the line of Kbaanand's disciples* He was

I*' ""JV Tocfi Armais' and 'Antiquities of irnTjasthsn/ Vol.T,p.HStt.
<f¢ K.K. Xeays A History of Hindi literature, p.04. *
3. Kdwln Oreaveaj A sketch of Hindi literature, p.tiC.

4. H*H* Wilsons A sketch of the Religious Beets of the
Hindus, p*09*

o. Ham Chandra Hhuklas Hindi ftahitya ka itlhas”?, p*bs5.

o. Kshitl Mohan Hens Bhax*atlyttMadhyayuger hadhana_ll_'Bdhara,
p-

7* Ham Kumar Varxaat Hindi bahitya ka Aloocanatmak Itlhas,

p*HC8*
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an older eontemporary of Afebar* A aiscipls of Uat_iu nantd
Bhakt Jan Oopal used to dismiss religion with Akbar}t Ua
la by far the teat of the Rajasthan School of poets*

lla %Wse_d ‘\t/hehfollo!vinq entreat” Gaupa:i* Déha, Uarigitika,
Xulntth, *a*a, *adi*ulakm, Koratha, Vir. and Toga.

Tteee four poets belong to the Rajasthan region* Chlhal
and Cuebha’”karan were born and lived there all their life*
Agr D*s, though born somewhere else, settled In Rajasthan and
wrote his poena there* Uadi used to travel about mostly in

Kajasthan and wrote his poems there* These poets were fully

in touch with the life of the people*

- 28

A

|



BEOIUP VI* Orcha.

balabhadr.

balabhadr »aa a handilya BrahaAn of Urcha. Ha was

tr_le aim of FandIlt Ka?l Bath and the alder brother of Keaav
j, (»)

Baa who aentlons hie in hia iCavlprAya. Ha wrote several
/

books of which the KakhSlkh ia recognised as a standard book
(3)
on lore# Ha was a gifted poet of a quality aleoat equal
[ :
to Keaav Baa nis language la both natural and polished#
He way be considered as the founder of the urcha School#
Chappay#
Ha used tha following mtrees* Caupal#/doha# K&vlitt#

Kund&llya and aavalya#

Indrajlt Singh.

Indrajlt bingh# the bundsla was the Kaja of Oraha in
hia Bundel Khand# and the patron of Hesav 1>aa# whoa ha
accepted as hie guru# As a poet he wrote under the nans
BniraJ tfarlndr.<*>

Ha used the following eatress* Caupal# Doha, Kavitt#

and bavalya.

1# Raw Chandra Bhuklai Hindi Sahltya ka Itlhas# p.”oo0.

a. i\*M Jusaar Varaas Hindi ftahltya As Alooariataak Ithqa#
p#17b#

3# F.K. Keayi A History of Hindi literature# p#3B#
4# Kdwin Greavess A Sketch of Hindi literature® p#deé#

6# G.A. Griersons The Modem Vernacular literature of
Hindustan# p#bB#
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Pravin iliy.

Fravin Hay Fatu?l vma& the oaltresse of Haja Indrajlt
blngh’gl) Kesav Uaa composed his Raslk Prlya In ter honour*
5te »ai tha author of nuMerous short poene which enjoyed a
great reputation®

Bte used the following astrees- Caupal, Doha, Kavitt

and aavalya*
Dal Krsna Tripathl

Dal Krsna TrIpz(atI;l was the son of Balbhadr and a
2
nephew of Kesav Das* He was the author of a good book
on prosody*®
M
Ha uaed the following uatreat Caupal, Chappay, Doha,

Kavitt, havalya, and horatha.
Kesav Das*

Kegav Das, the younger brother of Balbhadr, was
attached to the court of Haja Uadhukar Rah* Dorn of a

I1* O.A0 Orlersont The nkKiern Vernacular lltara’ture of
Hindustan, p*50*

2* lbid*
3* Rhyasa ftundar Dass Hindi Bhasa auiARahltya, p*4bl*



M,
fatally of bearer* of a great Sanskrit tradition and blase If
a great aoholar of Sanskrit, hiie natural tendenogr was
towards the highly stylised H it! literature, but b*oau»*
he «m at the court of kirga he had also to develop
YRy — oy *m o« oy f o AS » * o
particularly excellent in dialogue writing* Kla poetry
la of a *?igh literary excellence and conforms to the
classical rulee laid down for the separate classes, such
as epic, lyric, etc* :

The poetry of Kesjav Das is n;alt easy reading, but
triere Is no doubt of his being a poet of very great skill*
His reuse oust be counted amongst the foremost poets and
he Is tte most Important author of\\the Oroha region*

He usea ;aost of the available classical and Hindi
metres®* Tney are:* -abﬁira, Amrtagatl, An">gagekhara, Anukule
Bartdhu, Basantatllaka, Dhujangapraya\ta, brmhmarupaka,

/

Candrakala, ' candravartma, Cimara, Cancels, Gancarl,Caupal
year yicu,

Caubola,ADandaka, Dhatta, S S , Doha, Prutabilamyvita,
Oahl, Gangodaka, Uauri, Uhanaksarl, I& kallka, Hamsa,
Uarlgita, Harlllla, Hariprlya, Hlraka, Xndravajrm, Jayakarl,
Jhulana, Kamalaf Kaaanda, Kalahamsa, Kavya, Kirita, |
Kuaaralallta, Kumdallya, Lavangalata, Madanahara,
Hadanamalllka, Hadanamanohara, Hadhu, Madhubhara, M alali,
Hallnl, H alil, Uanakarana, Marorami, Hanthana, Haraha_tEC,

Hattagayanda, Uattamatdnga«lllakarana, Modoka, Huhana,



151.

Hotiyadaaa, Pagaraja, Pagaavaruplnl, Karaoa, Miaipala,
Ravapadi, Pactoavatl, Paiacacoiaara, Pankajavatiki, PajJhatlica,
Praultakaara, Priya, Prthvl, Kamana, Hola, UupaghanakaarF,
Kupamala, ftassanlka, Ramyuta, *ara, RaniulavikridItfA
Rarava?l, F‘alaivadana, §a;pada, Bavaiy;, RIimhavlloklta,
.got.)na_na, esomraji, bcratha, Sragrinl, él:i, Sugita, Hukhada,
smukhl, Kundari, Supriya, Svagata, Taaaraaa, Vandi, Taraka,
Toaara, Taranlja, Totaka, Tribhangi, Turangama, uiiala,
O pajati, Upandravajra, Vamaaathavllaa, Varldhara, VIlJaya,
VIjoharfl) and Via©eaka.

These five poets were related in one way or the
other either by blood or by the relation of friendship*

They unitedly tried to make uroha a new and living oentre

of poetry* one oannot but say that they sucoeeded”



1b<3*

The “ot-*aing acjoart aug”?euts the followirg

conclusions*-

All these poets, roughly covering s period of two
centuries, belong to one or otter of the six prominent
regions* Kven if they were bora and spent their early life
somewhere else their literary activity began when ttey came*
to the region in question* It was there ttey composed their
best and most characteris»tic work> the work which most
influenced the society of their time* It was there that
these poets began to be influenced bythe subjects, metres,
style and Iangljage r;é'cr:;uliar to the current local tradition*
They generally followed the path of their predeoeasors, but
if they did anything new it was in order to improve those
thoughts and ideas* Thus these poetsnot only kept these
"thoughts and ideas alive, but they expressed them in a
moving, deep and beautiful manner revealing their innermost
meaning to each new generation*

Bach of these six regions had its own contribution to
make* It is true ttey were similar in many respects but

7 v .Ad/f
each of them had Its own individuality as we shaII try to

demonstrate in the following pages* .

m m m a



152.
Ka*1l

It is said that & aiif being situated on the Trlaula
of ifaﬁkara irg’?xklglr(‘iKiltiieeel&xigggl%(iﬂdfﬁet 1:onzlr’;nside world; but
in faot it is the epitome of the culture of India* In the
period under consideration we find thoughts and metres
taking a nsw shape* Various theoriesoabout Ood and life find
expression by means of Doha and Caupa/{;s- A Doha can
express an ordinary thought as well as one of great depth*
Kabir has called the Doha, "hakhl* - the witness* he
popularised a new poetical form, a novel arrangeaant of Caupal
and Doha * a number of Caupahl‘l stanxaa followed by one Doha*

The lead given by this region has always had a special
weight* By accepting Kabir - a weaver, an untouchable - as
his disciple Bvaal Kaaanand paved the way for a new era for
humanity In India* In Kasl we find a continuity of religion,
civilisation and culture* The voice of Kabir Infused new
life into his community* In his Babdas and Bakhls, Kabir#
has given the aaaraaandesa - tha eternal massage - of his
nirguna bhaktl in simple metres* He explains his message
and explaining he expands his short lines into Fades called

/ /
Babdas* These babdas (a great and real contribution to our

poetry and literature) often have tha short first line (Tek)



followed by the lonper lines of the Pada«form corresponding
to the one compact thought and its expansion and explanation
For examples
aante dekhata £aga baurana
samca kahoto marjna dhaval Jhuthaktjaga patlyana
neml dekha dharasi dekha prata karf£ asanana
atima onarl pakhane pujal unha mm kichuvo na
Jnana |1)
santo dekhata JagaBoamia
o saints, behold the world la mad Il f 1
» speak the truth, they rush to beat met the
world believes In falsehood* X have seen
observers of all rites and perforators of all
dutiess at early dawn they baths* Forsaking
the supreme spirit they worship stones, they
laok wisdom*
0 saints, behold the world la aadjuU oM |
The same pattern Is followed in the following stanzas,
when using this font Kabir sticks closely to tradition
though he imparts his own personal touoh to It* Sometimes
however, he seems to work towards something new In which he
avoids the Tek woloh is so prominent In the form just quoted
The following Is an example of this other type which

also goes by the name of Kab/bdat

jfcxxJOUKU pcfaqw A ¥t A iikxxx1rram *sAAA
1. Prem chand, pp* 61-62: Kabir k&pura Bljak.
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jhuthe jani patiyahu ho aunu santa lajoia

te re ghata hi mm fhagapura hal matl khovahu ayana
jhuthe .ka aaridana hal dharati asaama

daao deaa vahe phanda hal jlva gherahl ana

yoga yajna japa sai*yama tir*tha vratadana

rcandha veda klIt&ba hal jhuthe ka oana

kahu ke sabde phurs kahu kara aati_

mans barai lal raha Hindu turaka Jatl

bata vycaste asemnnckl muddatl niyaranl_

bahuta khurtl dila rakhote shore blnu panli

kahahl Kablra kaae kahoa aakalo jaga andha
saaoa sum bhagS phirai, jhuthe sum bandha (1)

0 (juod saints, do not believe a lie* In your
heart there le a place for deception; 0 Ignorant
person do not be deceived*, the earth end the sky
an the decoration of the liar* On the tan sides
he has laid shares and draws the met) into then*
'The meditation, sacrifices, muttering prayers,
continence, pilgrimages, fasts, alms, the nine
kinds of devotion, the VAdas, the <|urar are the
disguises of the liar* to sums the word becomes
true, to others the creed; the Hindus and the
Hahomedans are boasting and bragging* Ilhey cherish
much selfishness In their hearts; they sink without
water* Kabir says, nto whom shall | explain, the
whole world Is blind* the true one Is beyond

reach; falsehood binds all*

o

ch”~"'W Tf 7 .60 ;mmmmmmmmnn
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Xn fact it la a succession of Ilines in the Blgpila
metre, without clear division Into separate stansa», and
altogether without Tele*

toother Important feature of Kabir's work is the
Kamaini* Xn this he uses a number of Caupal padas followed
by one i>oha which he calls ftakhl* The result is a new
poetic form In which a set idea la expressed in its
cooplateness in few words* For examplet

(kabahuna bhaye saaga au satha

{nimo janma gamayahu hatha

<bahurin.a alho”? also tiiani
caupai tsadhe, samga turna nahla pahleana
pidaa (ab? to hoi naraka mem basa

" (nisi dina rahahu levari We pasa

i>oh%(Jata satoanl ko dekhiya, kahahl fcablra pukari
. (faktfjeatava hohu to cataKu divas parate hal dhara (1)

as you newer meet me and never associate with ms;
you have squandered such a IllIfs* You w ill not
return to tills world* You have never valued the
community of saints* How you w ill stay in hell,
where day and night delusion w ill be on you*
Having seen every one going aimlessly Kabir® cries
out; take hepd all who can think, robbers are
about even in day-time*

1. Prem chandT ristorr Ka pure bYjak (>fd), p*5*



Both those forms of poetry abound In tbs works of
Kabir* They became a kind of standard to be copied bj*~
poets of other region* - both Hindi and non-Blrdl -jfhla
own and following generations up to the present day*

Generally speaking it may be said that through the
poser of Kabir and others Kasl becams the leader of various
thoughts and ideas an matters and metres in neighbouring
end mure distant regions*® '

Afurt;er example of this influenc.e may be seen in
the development of the Unravel metre* Although it was
Hahlm in whose hands this metre reached perfection, credit
should go to Kabir for making use of it first, whether he
took it from Apabhram/sa-Oea/'1‘ literature or from folk sengs*
As pointed out before, the influence of the art of the
common people was particularly strong during this period
because so many of its great leaders of thought as, for
instance, Kabir himself and hal i>as* had sprung from amongst

Item*

Avadh

Unlike Kasl which we consider to be the region of
theories and wisms"™, Avadh was always the home of story-

tellers* re find stories about the Sotil God, Kellglan,



Society, History and the ruranas# xtie* pueta of this

«1" \
region te Il sacral stories froa nistury or tins Puranas

in their <*m Individual « * ! * . K«r ex?ple,
took the theme? for hla Fadiaavat froa the chronicles v\
of ulttaur but made it into a very complicated but

beautiful tale of Mind, bodyK and Knowledge, |k> says:- v
\

\ -

taxaGitaurkmantraja kinhi, Ao
hlytalahal budhl Padalnccinha
guru suf Jehim panthitdekhava
bin*guru jagat so nirguntpava
Hagamatl yahidur>lya dhandha, .1
baoa sol na yahtoitAbandha
Kaghavtduttsol saitanu #
Maya alaudin Sultanu
prea katna ehl bhaati bicaru,
buyhi lehu jo bu“hahlun para (1)

—

re make Gltaur the body, the king the aind, hflnghala
the heart, Padalnl the intellect® She parrot who
shoved the way is the spiritual guidej without a
spii'itual guide who can find the Absolute in

this world? bagaatl is the cares of the worldf

1* Bialik Mutoassaad JKyasix Padaavat, p.iibl.



he whose thought* ere bound up therewith does not
escape. Kaghava the massenger is heten and the
Sultan Alau&In la illusion. Consider this love story
In this earner; receive instruction IT you are able
to receive it. (2)

the themB of tulsi's Baaoarltaenas is, as he
says X

hanapurinanlgaaagaimmsawstari yad , )

Raaiyand nlgadi~taa kvaold anyato pi.

In accord with the various Puranas and different
saorea texts, and with what has beer recorded in
the Kaaayana and elsewhere.

But again, this is not Just a story of individual
human beings but a story at society, people, brother-
hood and divine love which is universal and for all
times.

The tradition of the shaping and reshaping of
these stories can be traced from the very beginning of
this age. fchen JayaaT wrote the Padaivat many similar
Y. AO hhirreff: Padmavati, p.£71.

de Tulsi Dasi Kaa oarit afinas, p.s.
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*torles were in existence. Jaya®l enuweratas them

with the following words:*

hiddha bacoha Mugadhavati lagi,
G&gan?ura ga hoi kairagi A
haja Kuavara Kanoana”?ur* gayau,
Uiragavati hilta Jogi bhayau.
Hadha KuEavaraKkandavati. Jogu.
Madhisaalati kaaha fclnha biyogu.
Preaavati kauha Sura Sava saadhi
Uaa .lag! Anilrudhafbaiaihie (1)

Blkraa entered the doorway of love; for tha
aaka of Soapavati ha want to helix Slddhbaooh
beoaae tha aendioant for tha sake of tfugadhavati
and want to Oaganpur. ‘ilia Kajkunvar want to
Kancanpur and beoaaa Yogi for tha aake of
Miragavati. Prince Khandavat perfumed Yoga

and endured love's dietreea for ttadhuaalati.

1. Lala Bhagavan Bin (Kd.)t Padaavat Vol.l, pp.1*5-1*4
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Sursarl beaaas a Slddha for the sake of
framavatl* anlrudh put on all bis strength

for tha sake of Usha*

Tbs tradition and fom of this type of story
writing reached perfection in the hands of Vulsl. all
these storles 9 be it of ordinary lovers or of kings and
queens are used as vehicles of the deep philosophy of
life, nature and God* These stories are told so
simply that they appeal powerfully to the ooaaon-folk
and I*»v» .a daap impreslsion In thalr Marts. AIll thaaa
posts, sxospt Tulal (who employed various other klrdi
of metres besides) used Doha and Caupal. These simple
metres are the vehicles of the thoughts of all agss
and philosophy* Whether this is dus to the metres in
theme*lves or to the poets who used them is a question
which has not been s»olved* Tim Caupaolihas only sixteen
and the i>oha tmentyfour metres* They are small, but
all the sane the poets have conveyed'the nine *Hasas" and
the nine times ninety Alsrikarae, in them and it seems that

nothing is outside their scope* They ear convey with equal ease

r* AVo* VacfcaavatAY p*!*~.
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the anger of Paras%ra’xaa or the taunts of Lakfaana, the
full description of Padmavati or the agony and grief and
oonflletlng thoughts in Slta's heart at the tine of her
separation from Kaa”.

As they are written in Tala vrttaa, the poena oan be
sung too. They have the beauty and charm of ait. They
oan be accompanied on refined instruments like the Vina or
the Sitarj but they sound equally well to the aocompaniuent
of cruder kinds like rvhaajati or even the olapping of hands
only. They oan also be sung without any instrument in a
manner tha*t appeals aIike*to the heart and ear of musicians
and to the simple people*

i
Braj. |

*k

4«
Of all these regions, Br*aj* appears to be the most

unified as well as the biggest in area. It was the play-
ground - I»ila-Bhumi-of Lord Krana and heron it was ever
green and beautiful. As the poet says 2-

i!
kahaa Bukh Braj kau so samsar
kahaa sukhadabanalbato,jamuna yaht mantsada bicar
fcnham banadhaca, kahaa Andha aahgtkahia/tTraJab”*aua.
kahsm rastrasablciantaraukht kaham narl tarpaxa.
fcahnm lata* taru taru prati jhdlanl, kunja kunjibanou
s > bhaa.
gaham blrahasukhabinu gopirxisahg* SurqSyaagmaaft kaia. (1)

1. "jfayogi- Hart2 Braj Madhuri fear* pp.47-4b "



tfhare else the world is delight like that of Braj?
oh aindj think or It always! there else Is the Joy-
givirg Banslbat or ttow Jmauna. Where else is that
bower ir the forest, that corapany of Kadha and the
damsels of Braj? Where else is the Inner joy of the
h“as*llia and where such beauty and grace? Where else

t
creepers swinging on every tree and the happy groves

*

The Black Lord is ny desire (says BLIII' Das)

Braj entered deeper and deeper Into the hearts of the
people after Hup Banatar had begun worshipping the land and
Vallabhaoarya and hia son VlItthal rath established the gaddl
of their panth there* Since then the region has regained
the centre not only of religion and culture but also of
poetry and literature* |In fact Braj was like a magnet
drawing metres and melodies froa everywhere to sing in
praise of the love ar>d beauty of Lord Krsna*

The fullest flowering of this Adhyatnavada. In Mathura
and Brindavan coincided with the finest period of
Bhautlkavada at the neighbouring courts of the Mughal, each

having their distinct type of poetry. Coming to the poets
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themselves we flna that they are of many different types*
florae were men who le ft the world, came to Braj and settled
there to sing the songs of Padha-Krsna. Otters also sang
Krsna's songs, hut they were native to the Braj region*
Yet another type were those who, though belonging to this
region, composed poems not concerning Krena and Brindavan*
All these types mutually influenced one. another». The binding
thread between them was the metres” for, just as individual
rivers meet together and fora the ocean so the individual
metres froa many places came together and made the sea of
Padas. - We oan see here the tforth, the Bouth, the Kast and
the West, with their owh thoughts and ideas meeting and
singing songs of Krsna* There was no distinction of caste,
creed, colour or sex. Their goal was to be happy liere and
happier hereafter. In this region we find Hindi poetry
reaching perfection or going through new developments
inspired by the love of K!'s$r1a* V’e draw attention to the
perfectloning of Kavitt, havaiya, Ghappay and Pada in the
hands of the Braj poets. The clarity of the Kavitt, the
sweetness of the Savalya, the charm of Chappay and the
fullness of the Pads can be seen in the poems of Karottarn

I>aa, Rasjkhan, wibha Das and Bui* Das respectively.
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Hand Das* one of the Aeta dhap and probably a brother
of hur Das, created a new metre by adding a line to the
Hola* Baraval became tiie gqvnen of metres In tne hand of
Hahla. And the Padas of MlIrabal made their home for ewer
in the hearts of the peor;le# r

The Padas of the Bhaktas which pervaded the life of
the whole country» gave a new light, a new direction and a
new Inspiration to our literature. They gave eloquence to
royal persons as well as to herialt* living in a cave, to
great artists as well as to amateurs. Padas or Bhajans
became the medium of tihaktl and JUrtan* Hot only the words
but also the music acquired a new font, as most of the poets
were singers as well* At the time of worship the door of the
ér-i Hath mandir used to be opened while the songs of Bur
Das were sung® He know that In order to hear Bvaml Harl
Das, the great Rmperor Akbar went Incognito with Tansen*
A Chappay of Harharl Hahay compelled Akbar to stop the
killing of cows, Krena himself used to coms down to hear
Mlirabal* On hearing Hri Bhatta’s songs Jlvaswami used to
fall Into a trance* Hainan's compositions were so famous
that during a certain period "Ra”khanl was synonymous with
Kavitt and Bavalya* The blending of poetry and music was
so perfect that there Is not a single line In the entire

literature of Braj which cannot be sung as well*
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Biokti does not need jturna®* Its hwgar is for lilmva.
fihin pl»u»t God* bur i>aa says >
bavaifcya bluivt co bhukhe**
A;g{la la hungry for bim*a.
Tula llhava ia not gleaned froa the bastras or bahltya*
but apringa froa the longing hearts of rane Al these
poets had such hearts and therefore they* without having
deep learning® living under trees In the dust of Braj* could
becora the leaders and promoturs of our civilisation and
culture. Xn this dust of Braj not only did tJdho find salvation*
but all the badhus and bantaa could find a place near ths feet
of their God. Braj distinguishes Itself from both Kasl and
Avadh by the special features of Arsna-bhaktl and by the

prominence of music*
Punjab*

XT arang these six poetic regions Braj la the largest*
the Punjab could be called the smallest with regard to Hindi
poetry* this does not mean that It lacks ths essential
regional qualities* but that from our point of view tiers are
only two Important poets In this region* Kanhk and Hrdayfkfifua*
These two poets have stolen ths heart of the people. The
Padas of Kansk are not only statements of philosophy* they are

the hytwis uf the hlkh religion*®
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Hrdayiflam* a oartemporary of Tulsl i>as has made an
original contribution* Ve know that Tulsl baa tried various
literary stylea In his story of Kim* but he did not attempt
drama* it was ardayi Kaa who wrote a successful dramatised
version of Ham's story based on an earlier* anonymous* ;
Hanun&nnataka In Sanskrit* He used two of the cost popular
metres* bavalya and Kavitt. :
in the metres used by Yanak we detect the Influence of
the Kasl region. Kasl was famous for Its Doha* and Padas* and
Yanak used these two fora* by preference* Yanak was not a
great scholar but his poems enchant the reader by their
Intuitive wisdom* As for example In the following Doha*
Yanak*nanhe heal rahyo
jals |l nanhl dub _
ghasa pata aaba sukhl~go
duba khuba k| khub w
Yanak* ever be fresh with the freshness of ddt>

grass* then all grass and leaves have withered

the dub remains fresh and green as ever*

Yanak9a Donas give Instruction and advice* They are
the often quoted teachings of religion* Althoul£i very little
attention has been given to the language* metrically they

are so wellcomposed that they cannot but take hold of the

mind* Thelines sound equally wellwhen sung*
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Ticie special characteristic of this region is the way
in which philosophy takes a practical shape. The tfetrical
fora certainly has isuch to do with this. There is no
doubt that these poena haw their literary value> but they
are primarily religious. They are the basis of the Sikh
religion whihh is one of the zsost practical religions of the

world.
Rajasthan*

Kven in the age of Bhaktl, Rajasthan distinguishes
itseIf by ttie fact that its poets with only one exoeption were
ism who had Ieft‘ the World and depended entirely on the awrcy
of God. The following buha, attributed to daluk has
characterises the whole region s-

ajagarckare na oSkarl
jkanchl kare na kau .

Dasa Mulwka you kahe
saba km data ilia#

The python performs no service, the bird does

no work, tialuk i>as declares, hast is the glwr

of all*

All these poets were free froa caste prejudices. They

never desired Adhyayana (study) or acknowledged Flyaaacara

(rules and regulations). They meowed to have coos to the



world to make it happy hero and hereafter with purity of
heart and truth of words* For snort sayings springing from
a pure heart one does rot need nigh sounding words* It
requires a flow natural as that uf water* Simplicity and
tenderness is the hall-mar* of their personality* They
gave their best thoughts in the simplest of untree, employing
Doha, Kavitt and Fads in most of their poems*
ho far as language is concerned we find that they too
followed a new path* IJimy considered themselves for the
people, of the people and from the people, and so they always
took care to voice their thoughts in the language of the
people with simple examples like sm
ghlva dudha mem rami raha
vySpates sale, hi thaur¥*
Dadu imkts bahuta hai
Mathi kathai te sur*
Uod pervades the whole world like cream
pervades the milk* Dadu says: there are
many who talk, but few who can chum*
This explains the essence of dud and those who seek him*
We do not hesitate to call this region# th*e regi,z)n of Um
people* fhat the people Ionged\fo r, the poets gave them in
their own language and in tnelr atmosphere* Uhihal - Um orly

non-ohakta among them * whom we consider to be a patriotic



poet for his love and description of Kajaathan - has expressed
the feelings and sentiments of the Kajathanla with the
sim plicity and dim ity that are peouliar to the poets of this
region*

The contribution of this region as compared to those
previously treated consequently is the short epigram.
Miraba‘.i who by right of birth should be counted as a Kajasthanl
poetess has been taken with the poets of UraJ on account of
her spiritual affinity with that group rather than with the

poets of Hajasthan*
oraha.

Last but not least ooues Orcha It is a small region
with very fee géoets, only five. Out of these five three
belong to one family and two are friends* But thodgh the
nuober is small, the contribution made by them is considerable*
one of them,i*alabhadr Hlara was active in many different fields
of literature* he wrote grammar* criticism, Eaaanirupana,
Ifafcn*sikh and Alankara. His brother Xesav can claim to have
said practically the last word on poetry and metre, as far
as metres and Alarikaras aim concerned, we can say without
fear that uroha is the richest of all* In addition to the
traditional stock it employed several new metres, suoh ass*

Bundarl, Manorama and hupriya. <esav used practically all
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ta© throe vrttasr- Varna# Matra and Tala - ir hla poems9
sometimes with startling effect* Haw dIfricult Kesav ogrftd
be- can be judged from tiio popular saying:*

%

ktvl ko ckna na eahata vjldal
puehata itosava kl kavlital*

who
One/does not want to give a farewell gift
to a poet asks hla to explain the asaning
of the poem of Ke;av*

Perfect use of metres is the outstanding feature of
Kesav** poetry* There are very few places In his works whsre
he deviates from the rules of Plfgalacarya* beginning with
a metre consisting of one syllable he progressed up to a
kind having several dosen syllables in a line. In his
RimIAkrtalwmjari tm gi**» urn rul*. uf « M *tr*. and
llustrates thea with examples of his own composition.

In this region we find the setting and the rising sun
of two different eras* r© clearly see the passing of the era
of the Prabandha Kavya and the beginning of tlie era of the
Sphuta Kavya. In tills region we see a tendency to replace
Bfeaktl as the goal of poetry by mundane adoration. The
Influence of Oanga and Xaauna# light and darkness, and heart
and mind can be seen In the poems of this region*

this region# lying apart from the other regions seems -to
a great extent to have experimented with all the currents we

have noticed so far; the adoration of the supreme Uod Hirguna

(without attributes) as well as Haguna (with attributes)# hiua

bhakti (devotion to ham) and hrana bhakti (devotion to Krana)



As far aft the fora of the literary works la concerned
we find Tukant?*tt (rhyme), Atukant® (without rhyme), (tadya
(prose ), Padya (poetry) haaa (sentiments) Alankara (poetics)
Kaoana (style ), vyakarana (grammar) ttutra (condensation and
Bhasya (commentaries), and, In addition to all this, all the
metres which existed at thaat ties* The general Impression
Is that this region supplies more the needs of the cultured

and sophisticated circles of the court tnan those of the

oases**
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Ulgratlun of Metres.

irom what has been demonstrated In the previous chapters
It Is clear that. In spite of their new physiognomy, the
origin of most of the ostree current in Mediaeval Hindi
literature lie In Apabhraiasa - Prakrit, and,at one remove,
In Sanekrit-Prakrit.

The most used mitres of our period like Caupgl, Doha,
Soratha, haraval. Holm, *>avaiya, Kavitt and Ghappay have
such ancient roots. Caupal can be regarded as an offspring of
Afferent classes of Matrasainakas, like Padakulaka,Pajjhatika,etc
Doha la the Dohaka or Kusumakulamadhukara of Apabhramsa-Prakrit
and Horatha the Avadohaka or norattha® be find Baraval being
called Bhramaravalle Kola was known under the same name or as
a variety of different Kavyasj ftavalya and iCavlitt go back to
various t%pes of both Varna vrtta and Matra vgttas of
different length imder different names like Tanvl, Kirlts,
Varna, iribhangl, Kraunoa and Malatl In Sanskrit-Prakrit
and Uandaka, Tribhangi, Padaavati, uurmlla, Jalaharanpa,
Kadanagrha and others in Apabhramsa-Prakrit. Ghappay was
called Hatpala In ApHD"r’a/asai-Prakrit. Ho far as Pada la
concerned we nave seen that this Is a combination of various
metres, Most of the constituents of this combination come

#/
either from the hanskrlt-Prakrilt or the Apabhramsa-*Prakrit, age.



AConsequently it aould ue arguable thut all tbe different
ragions poaaeaa thell: "is_tl'ea independent.l},l from one another,
having drawn upon txie same fansfrrit-Frakrit ur Apabhramaa-
frrakrlit material®

’Utn we find that at tue height of trie Mediaeval
literary period, the different regions do In fact employ the

Atraa, that explanation might be thought to be
sufficient. It seems, however, that this Is putting matters
too simpllatic&lly a» it aoces not take into account the fact
of migration of .etres*

At tae present stage of our knowledge of the precise
nlaturloal position of all*avaliable texts, it la not
possible to give exact data on this point, but it is likely
that this migration has been of two kinds*

First there are poets belonging to a special region,
such as ?ulsT, vau, after attaining fame, travel and visit
other regions, Influencing local poets who then start using
the favourite sodium of their idol* Tulsi, who used raairly
Caupal ar Paha in Als Haia-carlt-aanas visited Urirdavsn
or tlie Invitation of Sur has the great co xposer of Fades
of K.ro>[1a*a deeds. He prayed to *para the bord of ur Dis
alth ham, his lord, ir his heart, his groat epic, the Pua
of deeds of uan, in his hands and the following Doha in
nla mouthi-
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nia&mukut* kati ka*e?in?
baa!* bane uo n&th*
Tulnl maataka taba nabni
ohanuaa bwa lo hath*
uh oodf thou art beautiful with the crown on
thy haah and thjty dhoti, but Tulal w ill bow
hla head only wnan thou hast a bow and arrows

a
in thy hand.

id*ter this happening “ur baa employed Yulail* stylo
of bojria and Uaupai not only In nis Padas but also as
independent metres In writing the vmuua deeds of his 1ljurd
in tins bur tHagar* Vend Baa, the second greatest poet of
tae Braj region was so tauon impressed oy Yulsil* batata* and
Gaupals that he wrote uis Arana barit, baaed on the
érluadbhagavata, in imitation of the Uata caritufthaa* Thus
Tula!*s style of boha and Gaupal travelled from Avadh via
Aasi (Tula! had home at fjSiai also) to ttraj to be employed
by the poets of that region* on the other hand Yulsl
took with ale the Pads of wur has, uie Savalya of Kaajkban

and the daravai of Hahiia. He employed all these metres

in his later worica, auoh us the Oitavali, Viraya-Patrika

A It la said that no sooner had 'fulsi charted this }>oha
when a thick darkness descended for a wink of an eye and the
idol appeared with bow and arrows.
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MmXxtkm and the jswaval-hSaSyan* Thus It can be safely
argued that these metres migrated froa BraJd to Kaai and
Avadh*

Secondly we find ocatu who, living at centre* of
spiritual and religious life, such as ikmares or fi<jirdavan,
sang tnelr compositions which were then learnt by their
dlttcipjBS and carried away to their respective homas* Thua
we find tne habaa* iPadas) ard aakhis (Duhaa) of benare-e
moving to C**-Punjab end hajsatustf with followers of iCabir
and other “adhua and Fantas* Ve know for instance that Kansk,
before settling 1st tir Punjab, had travelled to Ka”i and
otisr places of religion and cultures 1lie was deeply Impressed
and influenced by Kabirl* I>ohsa and fihajana* lie not only
collected and compiled *theso poems of KabTr and his followers
and cun temporaries, but he also wrote die cm message in
these metres* DbSdu, the founder ofli&-m*j asthan tradition end s
groat traveller wrote the majority of his best *mBIS in Fade
and i>uha learnt IN Urn cu ipany of these saints* BiiaIIarIy
from orindavan, the greatest religious centre after the
drajpith had been established by the two \caryaa m\lallakira
and Vdtthal - f*e Local form of joetrea like Facia, havaiya
and A&vitt wbx*e carried to various parts of our poetry

regions* «**e Pads of brindnvar., due less to its subject

matter than to its metrieel wvalue becams the basis of
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different literary styles in Hindi regions and also ir other
languages® ilraj litwratuxv? in Hindi and Brajbull literature
in liengall are the best examples of this .vibrational process*

Hius it would aeom that the occurrence of the same
uotrea in different regions should oe explained as much by
this migration under th* influence of the genius of special
poets, as oy tiieir original present in the Apabhraaéa
literature™® b [*g ™

k typical .ir stance ut*w£sL kind is the development of
the Hindi Cauﬁétl froia the classical and Prakrit metre
Pajjhafclka, Paddhatika, Paddhari or Pajjhadla*

Avong the various Matra Vrttaa we find a group
designated as ilatra samaka. As the name implies, the padas
of the starnsas in this group of raetm a are similar to one
another - that is to say in the number of their metres, but
not in their varnaa. :ach pad* contains 16 matras divided
into four groups of four iitras. Variety within this frame
work is only possible by a different internal arrangement
of long and short matron. For instance in Citra the 5th,
edtu, and Wth are short and the 15th, and loth arc long*
Cpacitra uiffors from the previous kind by having the #
5th, UOi, Uth and loth short and the loth and loth long*

Sometimes several of these* are combined in one stanza in

which case the metre bears the name of Padakulaka* She
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only rule In this la that each pada should have 16 metres*
In fact it la practically Impossible to u&ke a distinction
oetween Fadakulaka and Pajjhatika as tne above~..*mtioned rule
la also the only one that can be given for the Pajjhatlka*
1
consequently It seesis that Colebrookega oontentlcm that
Fadakulaka has 64 matraa In which each pada of 16 matras la -
subdivided as 6 + 4 +4 is -untenable ¢ It would be better to
define it as a atansa of four verses, which rhyme in couplets
m

and each'of which has four 4 beat feet, ¥*hla la certainly
wnat we find in the Mohamudgara or Flail of Folly attributed
to Barkara*

nalini-dala-gata-jalavat-taralai

tadvaj IJjivanaia atlsaya-capalara

Itl a asare sphutatara-doeah

katham iha manava tava sartosah

It la Impossible to Imagine this form of poetry without

the occurrence of rhyme, a feature to which we shall return
later*

We encounter this Padakulaka-Pajjhatika metre again In
Apabhramsa poetry - specially In the Rpics where we find
Kadavakas consisting of series of PajjhatlkS padas followed
by a Ohattas-

g WL,
lakhlu lajdianu Iqjkhana bharlyau
nas# paccakhu uayanu avayariyau
bhu uniyavi oipa-bhavananandaho
manu ullolahim Jal narendaho
mayana-sarasane dhare vlna sakklu

v&mmaho daaa thanehi parhu-kké&u
pahllal kahubi aaxaanu na bollai

TTASBSsslabsBBiBKMiscellaneous essays by U*1f Uolobrootea IKd)
E#B* Cowell; Vol#XI1, p*7o*
Sm AmO* bherriff; Bome Banskrlt metres (MB)
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viya* |uru nlaaeu parollai

taiyae say ib* amgu parltappai.

oaiitaal na*karavattthi kappal -

paricaae pi*iupu*iu paseljjal’

oha“thae vara-vara muocnljjai

aattaao jaluyi jaludda na bhavai

atthame ruaraija-llla darisavai

ravaiaae pana padamt© na veal

danmaaa airu chijjontu »»a ceyal
Ema Tiyaiabhlu JCususé&énhu, daaahCml thnrehlni
tnra acoharlu Jam mukku, kuaaru na panehim (1)

this may be compared with the later form (several pfidaa
In Caupal concluded by a J.'dwa):-

prabial nagara kije aaba kaja
hrda“a rakui kosalapuru rftja
gurala ©udha r ipu wtrahim aital
gopada aindhu anala ©italaf
garur* aumeru renu ©ama tahi
Ram krpa kari oitava jahl
atl v* u'ou iianunina ,
palfha nagara aumiri t*uagavaha
Buuedlra aandira prati kari aodha
dokhie-johai* tahaiti aganlta Jodha
gayau Dastfnana maradira .iahim
atl bicitra Xani Jata «o nahim
cayana Klem rtakha kapi foshT
ilira uw&iinit r<a ulichi aaidehi
bhavana aka punl dfkha flohuKa
Hari .atuallra taham bhlnna bané&va
RamdQrudha aiikita grha* ©abna oaranl na Jnl -
Hava tulanika brmda taham dekhl harana kapl ral (8 )

If we make the comparison we find that there is
xifXIni bXKasooXftxifxXJi no doubt that the Latter 10 a direct

descendan't of the fornar. Hindi had th* nietory and tradition
T.T Kahili Vankr1tyayan: HirKiT “»Tvya“hara,”" p*<ST (Kd#T

ke falsi 0a®: Hamoari fc*.iara0, p
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of Sanskrit, Prakrit and Apabhramfca behind it. on the other
hand It was becoming more and uore amenable to tala, because
the influence of folk-rtancea and folk>au*>ic \nd> Invading the
realm of datra vrtta. *ueh difference®© atl 'car be noticed

oe tween the Apabliraniaa fajjhatlka and Ohatta and the later
Hindi uaupa:L and Oocha are due to the Influence of tala, which
means - a®© pointed out in previous chapter - the squaring of
the prosodic metre to the fixea beats of a timekeeping inatru-
mant. consequently ve fully agree with ir. Uira lal(l) but
*ith we* Mellogg(l)only 1r »o far as na identifies Gaupal

and Kidakulaka, but when be, like Colrbrooka divides its pé&da
ir o+ 4 + 4 * *, no «TP3is to have overlooked the nature of
Caupa%* k fully developed tala vrtta cannot possibly contain
the division he indicates, its padas must fall i;1to regular
division in order to comply with the tala cakra.

Originally Geupai M Catuspadi meant a metre with with
four padas (each pada having 16 jaatras). But in course of time
it came to pass that the first two and the last two padas
were separated. Kach half was nomad Ardhali. Soi.mtimes,
however, the name ».1 wal» used to designate tArdhali.
The five (not four or six) Caupals - Isvaradas often writes
XI hira®ial: ApabhraSca Vilaaa~aureTaiiitya 'T ~ vV— —

OSgarl “raua”“rini Vairika, year bo Vol.Ill and

V) p.11%*.
<. . . Cellogg: <evmatmr of the Hindi language, p.57b.



reall¥% are independent /u'dr&lle - Just as Jaya&i's seven
Caupal* Instead of six or eight. Tulsi baa ir tite

Ayodhya icanda keeps generally to >»ignt Ardhali* ©

four Ciiaupaia, but elsewhere shows free treatment, M r which
9 had the authority of no 1©as a pus t than Way&ubhu behind
it# Svayaabhu whose kaxaaya”a hao been acclaimed oro of the
greatest poems in Us languagee®

In addition to U¥*eso remarks on the sere structure of
the Caupa;'l and ito final development under Wia influence of
the laws of tala, attention must .o drawn to rhyme as a most
essential feature of Deal. vrtta.

There seems to E)e no aouht that u*e rhyme wo find In
later stages of Sanskrit poetry (frect about tlie eleventh
century In the kju&*audgar& *ru lit Us («It& tirovirda for
instwee) is the consequence of the influence of popular
usage*

Tthyae (whether JLanle ox* end) iu an essential feature In
Hindi poetry. Caup;I, the sseat used Hindi .oetre is the most
obvious example. Vhe rhyme patternAis a, a, b, b, (or a, a,
a, a,). ven half a Cuupé‘i (Ai'dhall) x*equizes rhyme of the
best type (see page )A ). It Is probable that the rhyme
pattern ’a, a, b,b‘ was the reason that errras two Ardhali*
could develops Into Independent units. In poetry rhyme is
natural and spontaneous. It ever catches the imagination

of mam. he do not say that no poetry is possible without



rhyme, although it often la the rhyrne which gives a verse
.beauty, voice and attraction* Hut specially in the tala v[tta
rhyme is essential as it serves to accentuate the rhythm*

on the strength of this statement could it*iot be
propounded that there is leas rhythm, beauty, voice or
attraction in classical hanakrit poetry? Certainly not, for
the construction of ianskrit metre is such that it makes
verses sonorous and pleasing by other means* It seems almost
as if cwue classical Sanskrit poets consciously set their
faces against rhyme as a feature which would impede the long
flowing line of tne classical metros* Might one suggest that
rhyme came Jin with the growth of importance of the tala, the
stressed beat at the fixed interval?

The question is asked; as it is absent in classical -
Sanskrit poetry where does rhyme come from in our poetry? And
tho answer is: the common folk, who continuously use rhymes
in everyday life, are the originators of this* The speech of
the peaéént ie full of rhyme, aa a short visit'to any Indian
village will suffice to reveal* *ot only do the dally routines
of the house and the farm (ploughing, churning, grinding etc?®)
produce spontaneous rhymes, but the tongue delights in the

happy Jjinglea of countless rhymed sayings* Rhyme has never
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been absent since villagers began to meet in the Caupals
(uieetlng place of the villagers generally situated in the
centre of a village), on the dancing platforms or in the
cornfields* As long as official poetry regained in the
custody oz?iearned, it could not enjoy this charm* But when
the leaders and representatives of the common man composed
poetry in the language of the people rhyme triumphantly
entered the field* once accepted in poetry in the language
of the people it entered the literary Apabhré&maa language and
continued its progress into Sanskrit poetry* This happened -
as we see it - side by side with the growing importance of
the strong beat of the tala vrtta* Then we find Jayadeva,
the village boy, sen of a small fariaor writing the following

lines;

potatl patatre vlcalatl patre samkltabhé&vadupayaham (1)
racayati aayanam sacakita nayanam pasyati tava panthanam

we may say that he transformed village-song into a universal
danco rtte.as. of humanity speaking of the ever new rcessage of

eternal love and beauty*

Against this background of mutual influence of Banskrlt
. X [o— ’
Apabhramsa and Deal poetry, we have to see the development of
the Hindi Oaupai* Boats used this metre in various ways -

sequences of two to eight or even -ore Caupals (Ardhalls)

T. Jayaaeva: (Jita Govirda kavyam V [I/iT i
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concluded by a jjoha ox* a i orajha. une pada or Caupal vaa
very frequently used in Vaua to serve as tek but aotmtints
a g*oup uf ImeM%B (MN Tw) ultti Qt v.itiAlu YK Wj& reggrttaA
aa a complete Pada.
The History of Jtodiaeval Hindi literature reveals that there

was haraiy a poet fro/a Knmananci to kesav who did not use the
%
Caupal, arid there la hardly a subject which has not been

ejcpresscd in it.

hasiSnand is the first poet of our period. Very.few of
his Hindi poous have survived, the jjost respected among tbea
is itanuhan Vardana. It aecnaa that by this ti.ae it was already

the custom to iiakn a poem consisting of a nutaber of Caupals
/.

and tbs poets were busy In*making Caupa’l into the perfect
specimen of tala vrtta. Haaansnd9s favourite form of Caupal
was thirteen %rdhitl.3 (Caupals) without a Doha,, as In the
following example s~

aratl kyai Uanvuiarta lalaki
duatadalana Kaghunatha kalfi kil
Jake bala bhara to mfthi.kasipal
roga soga Jakl alma na oaopai
oiajoM-suta ioahahala dayaka

sf£dhu aasata para sada aahayaka
baem bhuja saba aaura sasahltrl
dahina ohuja aaba aamta uoari
lachlx&ana dharatl oefa aurchi paryo
paltjtxi patola jamakfttara tarya
ani aamjlvara prann uoaryo

mahi sahana ko bhuja uparyo_

garha pars kapi aumirom tohl
honujdayaJLa dehu jusa wohl

laaka kota aamundara khalxa *



jat>pavana auta bora na lai
ladtica prajari aaura aaba maryo
rcja tt&aa ka kgja aamvé&ryo
gha“ta tala j*JhaXarl bajai
jagamaga jatl_ Avadhapura ohajal
jo Uanuiana jl ki aratl gaval
baal balkumtha parana pada “avaa
lamka bldhamsa kiyau Haghural
Hamahanda aratl gal

aura nara muni aaba karahl aratl
jal jal jal Hanumana lala ki (1)

M th and after Hainanand, other writers of Caupa.l.l from
the Kasl region were Bhavanand,Sen, Kabir, tihago basJUharam
baa, They differed froa Hamanand in the aenae tr(l*at they made
their Padas with tek and doing so combined Caup(al*with
another metre, but of them Kabir stuck to the tradition of
writing Caupala *In the style of Kamanand, but he also
created new forma of poetry by different Mixtures of Cauﬁémla
and Doha like Cauatisl in which ha employed thirty five

the first being extra as a kind of prayer or introduction,
Caup&ls/ and dasant In which ha used a varying number of
Caupala* The Eakhla and the Raoalnls have been treated on
page 153 The Caupg\l has a groat place In. the Kablr-
anthologies* Rad baa ajgfr employed Caupal with or without
uoha to an equally great extent*

In the Avadh region from the days of Kutban to Usman
the story-poems were moat important and Caupal was the main

metre* Doha and boratha helped ir welding together the chain

of Caupala-°

1* Ham Chandra bhukla®* Hindi ftahltya ica Xtlhaa, pp*llv-dMo
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Tuialf» Han oarit*nanas la the moat important book in
the Caupai-boha fora* 1In It Tulsl wrote a Doha after 7, 8
or more than 8 Caupala but generally after 8* It appears
that Tulsl Das owed much of hla Inspiration to Jayasi (when
he uses 7 Caupala), but Haaumand also oar be considered to
have given hla some inspiration*

Jayasl adopted a fixed convention for the nuober of
Caupa'.'la In his Padnavati a i*uha after 7 Ardhatis* His last
composition shows this same devotion to rules of fixed numbers*
Writing a story In Caupai-boha fora had become very famous in
Jayasi's days*. Kutl?an, llanjhan and others had expressed
theaaelvea In Caup:;)l astro and had given It a definite plaoe
In their composition. The pattern of 5 Caupala la also
found In the recently discovered Satyavatl katha of lavar has.

In the later phase of mediaeval Hindi poetry, especially
In the Krsna poetry of the tiraj region, tala vatta became naore
and acre oooaaon* As a result, pceta mainly wrote Ffdes*

But, even In these, there was a sprinkling of Caupallz;ruccessions
of Caupala, Caupal padas or Ardhalls crop up In the tek or are
used somewhere in the middle of the Fade* Horae poets used to
link their Pada with Caupal padas* ftur baa la the poet of

padas par excellence, but even he employed Caupa#: metre In hla
Bur ftagar, both In association with Padas and Irdependen tly*
where he unfolded a story, for example Vtrooan-k&tha“he made

use of Caupalc He had a long tradition of Caupal to draw

from and he aimed at tasking a selective use of It* ftometimes
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he wrote 7 Ardhalls or sometimea store* The same la true
of the poetry of Hand baa, Abul Pals and other poeta from
Braj* when they did not write Fades they preferred the use
of Caupala*

Hanak from the Punjab, who waa greatly Influenced by the
poeta of the Kasl region did not 14910re Caupal In hla vinl*
He modelled himself on Kabir*

Chlhal, Agra baa and badu of the Kajasthan region made
an extensive use of Caupé‘I following the style of the Braj
region. Kven though their main metres were Doha and Pada,
they employed Caupal In their construction of their Padas.
‘They also used It as a cementing medium.

Lastly we come to Kesav with his relations (brother and
nephew), his students and friend* as Kesav took pride In
employing all the known metres?, It la natural that with him
we find Caupal only as one of a multitude of classical and
current metres* Where he uses Caupal he esdblts moat of the
existing varieties* The other poets of his group likewise
treated Caupal more as a metre among others, not as the only
favourite*

It seems likely that this Is the way in which under the

Influence of the popular tala vrtta the Matrasamaka (Pajjhatika«
Padakulaka) grauully transformed Itself Into the different

kinds of Caupal we know*



Ibb.

CHAPTER FIVK

Indian Music*

nahaia vasaa!vaikunthe
yoglnanhrdaye na oa
iaadbhakta yatra gayantl
tatra tlsth&al Karada* (1)

Il dm 11 not in Vaikuntha nor in the heart

of Yogis* tohere ay bhaktas sing there dwell

|l 9 Uh Karada*
m

Inrllan Miucir ia a varv anrlnn'l' art* The dafinite and

hensive theories of mu«- and .meh
the oldest treatise extant, the Bharata ﬁqu Bﬁh\.“

HENSIVE LICUTIES 01 CIItICISd dllu dpplecidtcn i
the oldest treatise extant, the Bharata Katya Sastra* *ms
jftemn ifim iirtB tertr

on account of its constant influence on the poetry
under ounaideration a short survey of ita aain features is
necessary”®

The old Indian theoreticians carefully studied the
nature of eaotiuns and the conditions which produce theja,

1* 'current saying*®

.'\R'J‘h'.



tne visible signs and results uf such emotions and even the
nature of the subconscious mind, the involuntary emotions.
Their methods were rational and, which is .acre, they put
their corelusions and findings to good practical use in
every branch of the arte, including music.

In the life of icen music has always played a very
important part. bnartrharl says:*

sahi tyasangi takalavihinah
saksat pafcu pucclivlsanahlnah- (1)

A man without knowledge of literature, music and

art verily is 1like cattle without homa and tall.

In the highest conception of art in India religion and
art are synonymous. This is in accordance with the structure
of a hieratic society. Music consequently is a means to the
realisation of (tod. In this aspect of music la called Marga
as opposed to leal. Damod&ra sayst-

aargadeaivibhagena aangltaa dvlvldhan matam.
($uhinena yad anvistaa preyuktam bharatena ca
mahadevasya purutae tan margakhyan viauktidaa.
tattadd”aasthaya rltya yat s”al lokanuranjakam

dese dese tu sangltaa tad deslty abhldhXyata (d)
1.

Y/ iSSurtSttarlT KplWame ascribed tohtaaYtrharl
dm Damodara; “angltadarpana. A



dy division into ?*arga and De/s-i eahgita is
considered to be twofold. That which was
conceived by “runina and performed by Bharata
in the presence of 4ahadeva, is called Marge,
bestowing liberation. Ihat ftangita which in
different countries serves for enjoyownt of
the people, according to the custom of that
*

[—
land, iu called uesi. (1)

he give below the following tables*

Indian music

Marga desi

All folk music
Vedic uusic t

supposed parent of
i

Vocal Instrumental
classical music
—I —
Mortii India ftouth India
pe t kc?ma_tio
Vocal Instrumental Em !
S Vocal Instrumental
Male Female ( r“'*«--i
Drum Male Female
other

Drum Other

ins trumen ts instruments

l. A.AV datoes v;” rslirror of llusie and Dance, p.XV.

m. w1l —rn~iviTi'-~Cr

dn a.a. Bakes Gourse of lectures '(ho *« - Intro-
duction on Indian Music.
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The invention or great arts and sclenoes has, amongst all
nations uf antiquity, boon attributed to deities or to man
actuated by divine inspiration*ll) A song, like an Image?9
is a ''antra, a means to achieve identica\l consciousness Vv litb
the deity* There is a we11-known saying that a deity oan be
worshipped only in so far as the worshipper becomes the deity*

Much a serious conception of art demands standards of
oritlclsm and appreciation equally sophisticated* Aesthetic ,
experience la communicated to the nasika, the discerning
spectator or listener* The musicians simply create conditions.
Sjfrie means that passive listening is impossible* Vigorously
beating time is not considered oad etiquette at an Indian
concert* Him spectacle of a silent, immobile audience holding
its breath until the last note, subsequently to applaud a
fine performanco is unknown in India wmre the most cultured
part of the audience often punctuates the musliclan,s
improvisations with nods of assent and little eulogistic
phrases* Kasasvaaana, the tasting of Hasa, the appreciation
of art, depends on the degree of deweloptfent of the

sennihility of the Haterer. iMiananjaya saysj-

1. r..A. Tagor.s Hindu Music rrW *arioua®ut&ciaVp*!*.



tiaaah 8a eva svadvatvad
*vaBlicaw>aiva vartanat® (1)
IV.5b
Rasa llo* In the Uasika's cam ability

to enjoy it*

These theories point tb a society aware of the vital
relationship of art and life* The Golden Age of this
classical art extends from about the first century B.C. to
the thirteenth century A.u. Its principles were first
codified in the monumental bharata Katya I;Aaatra*

e The Quitting of the Muslima led to interesting developments
in the North* iViey introducod the very subtle Persian art*
Its impact on Indian music had far reaching effects* Indian
music assimilated tne new forces and theories* A delicate
Musliitt s igjerstruoture with fine curves was given to the
robust body of Hindu music* Trie dominating and most
important figure in this regeration was Amir £husra&> the
Persian poet and musician# who settled down in India in ItfdO*
vhen the history of Indian music w ill be written, amir
Ahusrai*wlll appear as a remarkable fertilising force ir

Hindustani music* It waa he who either Invented,

e TGhanmaya, T3555S557



reshaped or Introduced ao-aa uf our noblest or most
beautiful In? truants”

The wouth, practically untouched 07 the Influence of
Islt?*?i adhered to the older traditions ana developed this
further. “*rhc difference between the "Torth and tne .south
today la mainly a difference In style. Instruwntal male
la acre developed in the Korth which also has laid the aaln
stress on the «iotioral elcujent. The i'outh s till is
primarily vocal with a strong accent on the correction with
the temple* But “orth and 7outn both have their roots in
the same system; both turn to the same sourcea for authority,
both are purely melodic*

One or two fundamental principles should always be borne
in mind* The first is that the music was conceived totally
outside the Western system of fixed pitch. There are NO
absolute valves in Indian music* Intervals are purely relative
and the names of tne notes bear no relationship to any fixed
vibrational ratio. This music can be described as strictly
modal* It le a close relative to the modal music of the
Greeks or the mediaeval eoclaslastlcal music, but developed
the basic principles to a far updater extent and reached

results unknown irf tne test.



Itio wcond fundaraBntal point, not unconnected with the
first, is it# pursly ta*lodic xssture* This factor govern*
almost every aspect of Indian music - t te ooratruction of the
melody, the varieties of rhythm, the preponderance of vocal
music, the nature of the accompaniments, the importance
attached to improvisetiers, the absence of any serious
concerted music* Purely mslodie music neither needs nor
implies harmony* Harmony affects the structure of melody
itself* It has become almost impossible for a westerner to
conceive of melody without the implication, tailt or explicit,
of a harmonic system* In heatern music a melodic line is
really the top or surface line of a carefully constructed
harmonic structure, essentially a voxtical development*
Indian music, being primarily horizontal, is hostile to the
laws which govern Western melody* |If this music sounds
strange or exotic to the rest it la because the teat has lost
tne ear for pure melody and the feeling for just intonation*
The use of intervals saaller than a sealtore is significant
here. tUW?* 1* no such thlrg as ar exact 'quarter tone' In
Indian music. Knterprising musical enthusiasts, who build
key-bonrd Instruments which can play quarter tones only

maha things more difficult. the microtones of Indian «uel*
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are produced fox* emotional reasons by subtle shades of
intonation by which a sharp Is often slightly sharpened and a
flat flattened™

The basis of this melody system is the iiaga* the
nearest word to liaga in the 'eat would be 'mode1. But a Haga
is a much more defined conception* it is a mode in which a
definite emotion is expressed by the peculiar order and
stresses of the chosen notes* About 300 years ago this
conception crystallsea in the ; outh into seventy-two purs
heptatonic iiagas* in all those the fifth is constant*

Thirty six nave natural fourths and thirty six augiuanted
fourths* The first to na\;e formulated this system In its
present form was sten*tooaKiiin whose daturdandi prakaalka was
written ail?10u|b io* ’

Kach of these seventy-two hagas forms the basis of
severalo*derivative Hagas, some pentatonic, some nexatanlo*
About four hundred in all have been classified and are more
or lews in actual use* rhero accidental notes occur they
form an integral part of the structure*

Tala - musical time - Is the basis of the Indian rhythm*
Tala cam be symmetric or asylumtrie, i.e. when a period Is
Made up of 3 + 8 + § (Karnatlc xriputa) or 6 + 6 +#+4 (north
pfiamar)* Variants of Tala do not always proceed in geometric

progressions* other forms of the Aarnatio tribute might be



4+H+8 opb +a +2. Tiiftre are accented beats within a
period. Thus in the Triputa 322 + 8 (or 4 +£ + £) the
first and the fourth (or fifth) are strung* the sixth (or
seventh) is vacant*

All these varieties of rhythm are possible in Indian
music because it is not forced to accept the symetry of
rhythm tihleh harmonic planning necessitates.

ihe purely melodic concept springs from the human voice
ine Chief characteristic of Indian music is thus that it is
basically a sung n;usic* hut this does not mean that
instrumental music is not highly developed in India* In
variety and in numbers India has as many instruments in
everyday use as Kurope* if not more* and the best of these
instruments are* like the voice* capable of infinite
subtleties of intonation and nuances* But they all play
music which is vocal in conception* The laws which govern
vocal and instrumental music are identical* 8o are the
styles of improvisation®* The individual singer or
Instrumentalist is the centre of the musical idea* The
musician is a creative artist in the fullest sense of thei
word* and not merely an interpretative one as he is in the

west in our days*



The singer's voice is capable of tremendous agility¥*
rteauty of tone as .such is now comparatively unimportant¥*

To an Indian musician voice is no more important than* say¥*
handwriting to * poet. 1In this highly orentive activity it
1® atom 1l-vortant what a auslcian sirga than how ha airga it
He la hardly aver a vehicle for the axpreaalon of other
people’a aualoal ideas.

This pattern is natural to a society which has been
essentially static as opposed to dynamic* A static society
could have produced no other style* It is a very sophisticated
and* within its Ilimits* rich pattern* Kuropsan civilisation*
up to the henaiasanoe* presented a more or less similar order*
that happens now in. India resembles, in some aspects what
happened in Europe after the henaissanoe and may influence

music in a similar manner*



bnava and Rasa.

"Kvery truth which a human oeing can enunciate,
every thought, oven every outward impression,
vhlah can enter into his oorsciousness, day
ooooMD poetry wtan shown through any
impassioned -nediutt, when invested with the
colouring of joy, or grief, or pity, or
affection or admiration, or reverence, or awe,
or! even hatred or terror; and unless so
coloured, nothing be it as interesting as it
may, is poetry.”
- Jutfiv SYUAKT MIV i.
Mama;a sayss~
niyatik rtaniyazoarahitarn
hladaik assaylM ananyaparatantram
navarasaruciram nlrm itia Uddadhati
bharati JCaver jayati. (1)
dm 1
Triumphant is the poet's speech, comprehending a
creation which is without the restraints of the
laws of destiny, the sols source of pleasure,
independent of extraneous aid, rejoicing in the
ninefold Rasa*

i7 iiammatas iJavyaprakasa-



1*1

Moot poems are tbs feelingo and sentiments of the
heart expressed In metre. These feelings (bhavas) and sentiments
(rasas) are common to all and can be fomd in every heart to a
greater or lesser degreee Very few* however* can express then
in poems. these few are called poets and their power to
express feelings and sentiments is said to be the gift of God#
this power varies from poet to poet* but it never requires
any specified poetical medium. For that reason no metre
is exclusively connected with a particular feeling or sentiment#

A powerful poet can perfectly convey any feeling or sentiment

in any metre of his choice, whether short or long#

All the aspects of the Bhavass Katl (feeling of love)
with its Easa hVngara (Krotic sent! mnt); Hasa (feeling of
mirth) with its Bass Hasya (comic sentiment); Boles (feeling
of sorrow) with its Easa Aaruna (bathetic sentl lent); Arodha
(feeling of anger) with its Kasa Haudra (furious sentiment);
Utsiha (feeling of vigour) with its Haas Vira (heroic
sentiment); dhaya (feeling of terror) with its Kasa dhayanaka
(Terrible sentiment)* Jugupsa (feeling of disgust) with its
hasa hibhatsa (Abhorent sentiment); Vismaya (feeling of

surprise) with its iiaaa AiUihuta (Marvellous sentiment);



éaiaa ire©ling of quletlsa) with its Kasa ‘\nAanrita (Wuletlstlo
aertlraant)? can be and have bean expressed in one and Urn
saias j» tro9 tor instance in Caupai#

It is difficult to separate bhavas and Itasas airca the
stanzas, springing froan dhava, naturally carry the

corresponding Rasa within theas®@lves



I*

Gaupal aa a vehicle for all the nine
bhavas and Hasas.

Hati dhava - s®*rmAra haa?.

kankan kifikini rupora ohuni suni
kahata Lakhana* > m Kamahjpdayam guni
mnnhura uadarta durdubhl dlnhr

zaanaaa visva hijaya kaham kinhl

asa kahl phirl citae tehi ora _
Slya mukha aaal ohae na“ara oakora
bhae belooana caru aocar«oal ”
marahua sakuol nilni taje dlgancal¥*

Oauﬁz)l*(l)
1non he heard the sound of her rings,
bracelets and bangles, Kaa thought within
himself and said to Laksuiap: - 4It is
as if love triumphant over the sentient
world now sounds the drum of victory.*
Ho saying he agalp looked in that direction
and like the mown on the cakor, Sita'a face
flashed upon his signt. bis lovely eyes
became as isuaovaDle as if Niwi, tne winking
God, had fled in confusion from his wonted

post*

*ulsT li&-rHvaS5~ocarlt m*tas, W-ZTJ. t



Rasa Khava - haaya Rasa¥*

nana bahana nana beaa _
blhaae Slva_ saiaaja nija dakha
kou mukha hina bifeula xaukha kahu
blnu pada kara kou bahupada bahu
bipula nayana kou nayana blhlna
rista pusta kou atl .tana khlna
jasa dulaha taaa bani barata
kautuka bibidha hohiia naga jata*

_ (1)
OinptL

Than &lv laughed to see the hoat In their
Motley attire, riding every kind of
vehicle; mom with monstrous heads,

8aisB with no head at all; 'some with
many hands and feet, and sons with none,
sues with great eyes, sous with no eyes;
aojas very stout, squib very alia¥

Like bridegroom, like procession -
extraordinary sight as it went along

the road* (2)

1* Tula! has: Team oarlt oanas, p.oo.

2* F*R* arouse: The Ramayana of Tulsi Das, p*5d*
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baeana binita oadhura Kagnubara ka
oara stoa lag© aatu ura karke*
ianaui suichl eunl aitall bahl
Jjtimi j&vasa parem pavasa part,
koal na jay§ kachu hrdaya viloadu
uanahua mrgl aurl kehari nadu
nayana aajala tana thara thara
aajahi kehai afra Jana aapT.

Caupfci. (1)

itagfrubar'a aw©ot and nodest words pierced
hla mo’;rher’s heart like arrO\ll\vs of pain*
At tiie sound of hla chilling speech she
drooped and faded like the jav&s at a
sheerer in the season of rain* Words
cannot describe the despair of her heart,
like that of a deer when she hears the
roar of a lion* her eyes filled with
tears and her body shook and trembled, as

a flali falls sick when It swallows the

sous brought down by the early rains* {*)

I*  ‘ifulaX TJaa* haui ~carf£t “*anaa, pp™2&T"i&« "o
*« T.h*P* hiHi the holy lake of the Acts of Uaaa, p*Utt



SEsflteuam

llaaamukha dekfti s*ranha kai barhi
bia&ra oarana bhal rlsa garni
garjeu .aurha aaha_abhimani
dhayaii dasahu aarasana tanT
samara bhumil&aaakandhara kopyo
baras1 bana Kaghupatl r&tha topyo
danda ektratha dekhi na pareu
janu nihara xaahum dinakara dureu.

Caupél« (1)

Vhen j_ten faced one saw the renewal of

his heads, he forgot his death and his
anger increased* The great fool began to
roar with pride and ran forward stretching
his bows and arrows* The ten-necked one
grew angry on the battle field and covered
the chariot of Haghupatl with a rain of
arrows* For a moment the chariot could
not be seen like the sun covered in the

Hist*

I Tula! Das: H&a"carit a&nas, ~p*533*



kJCto.

Utsaha Bhava - Vlira Kaaa*

uthl kara?jori rajayasu maga
uanahua toll*a rasa sovata j3ga
bar.dhi jata sira tcaai kati bhCtha
aaji sar&sanu aayaka hatha

aju Earn aovaka jaaa leum
Bh&ratahi samar* sikhavana dsia
Him niradara kara phala pal.
dovuuuu aaruara setiJAdou bhal.

J * (1
-Jaupal. @)

He rose and with folded hands sought permission
looking like Heroism aroused from ftleap.
Binding his hair into a knot and girding on hla
quiver by his side, with bow and arrows ready

In his hands, he cried, *Today X shall win
glory as Kama's servant and teach Bharat a
lesson on the battle field. Both brothers shall
reap the reward of contempt for Kama and sleep

on the o>uch of war* id)

?2<" TulsY Bass IiSk carit aftrm;i, p.& &.

de tv.D.P. Hills The Holy Lake of the Acts of Kama* p*“o4.



IZMX*; r.A a awiaBLSyji*

iCaikaya Bufca,.»unata katu ban! _
kahl lit aakaT kaehu sahaml sukharti
tara paaeu kadalT Jiiai kaJipi
kubarim dasana jlbha taka caiapl
aunu Manthara bata phuri torT __
dahinl/fa*kha nlta pharakai mori
dina j*rati dekhauli rati kdsapana
kaha'uM na tohi moha baaa apana.

Caupai. (1)

Mien she heard these cutting worasi-
rifcikay' a daughter could aay nothing; she
was all in fever for fear; her limbs
vara bathed with perspiration, and aha
trembled ilka a plantain stalk. Then
llUBipuaok b it her tongue, “hearkin,
Manthara, your words are true; ny
right eye is always throbbing and every
night 1 have some ill dream; but in ay

folly X did not tell you/ id)

-TulsT Das: IFarTITarrt iaanaa, 'p*2ISTA

F.Ae drowse: The haaayana of Tula! baa, p.k 15.
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Jug,upsa uhava * hibhatsa Rasa.

laajjahlia bhuta pisaca betali*

pra aatha mana jhoting karala

kSka knrka lei bhuja ufcah&a

*ka te chiym,*ka lai khahim

aka kahahin alslu aaumghai A
sathahu tumhara daridra na jai
ka}ia;dpata bhata ghayala tata gire
jahaxa tanam maiiahuji ardttjaia para.

Caupai (1).

(Jhoirts, goblins and varapiraa batvhed in the
stream’, and dreadful fiends with masses of
tangled hair; brows and kites flew o ff
vwith arras, seized them from one another and
devoured them, home cried, *You foolsl
haven't you got enough already with such
abundance?* kourrted warriors fell on the
bank and groaned as though they ware lying

strewn about half in the water. (*)

TZ TuilaX 1>IrBT*niSa“carTt ;<SSnaV, p.oShT. * ’
o 7 . Hill: Wm Xo\j *ak» of the Acta of Rama, p.4j*.
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bamirl Jiatu tahawaia aali nx v
bhojana karate uekaasuta Jai
gal Janart siau pahli bhaybhTta
dsKna, b?la tahaa puni auta
bahuri ai fiekha auta sol
ardaylTai kaaapa *oana dhlra na hoT
than uhaia dul balaka dekha

aatl bhraisa -aoitt*ci aha binsaa*

Caupal* (1)

fthe re turned to the place (where she had
drseaed the food); but when she caj» there
she beheld has* in the act of eating* In

a great fright she ran to the nursery and
there found tua child again sleeping; but
coaing back once acre she s till saw the
boy* Then *he treacled and was auch
disturbed in oind for she aaw two children
one here and one there ar.d vat utterly.
bewildered; saying - *kre Jjay senses at

fault, or Is this a aalracle?™ (2)

Y, TussTTssis BVmOarTt"aSuu p.114.
d. V,> (*x*o*i*i 'fit* KaMyaiw of x'ulal Uu, p.113.



icD9

joohim yaha lebha aunlva ra aaya
kaicara aukhe kakara yaha kaya
jo niam tantholhl chara

iia*ihl pokhl maral ko aaara”?

tea bhulaua ehl oardara aova
bairi janaa anga kara rows*
hatha pamva aaravana au amkhi

a aaba unSst bharahia alii sakni.

Oaupal. (1)

Mother, apeak not to a* of auoh temptatlona.
Mo one can reckon happiness, or even hla body,
as his cm* When, in the end, the body east
become ashes, who would nourish this clay,
only to be crushed by the burden of it? thy
should | be entranced by these sandal perfuars
wiasn every hair of ay body is an eneay? Hard,
foot, ear, and eye, these all join to bear

witness against vm in the next worlde>» (2)

Kaa dlandra Hhukla Cd) - JayaaY graWavair, ” p.'&ii'J~

A.

G.

Hhlrreffi Vadmavati, pi#*v>.



In waupal, (as In iJoha) etc* our posts have bean able to
express tarn whole gamut of Bhm and Kasa, but In the Padas,
a composite form, they foundan even wider scope*

Consequently we have to conclude that in the poetry
of the period wder discussion the metres, be it hoha or
horathia, bavalya or Kavitt, Pads, or Chappay, can embody
every kind of bhava and Kasa. In fact, metre is a weapon
with mulch every battle can be fought, provided that the
hand which wields it has theability to use it to the full*
The entire philosophy of Bur has is put In Padae*The two
great epics of our literature of this period - Padmavat and
Ham carlt amnas are in bohas and Caup:ls- These same metres,
however, are equally prominent in the whole of our Bant

literature*



Conclusions*

1* In the words of Kellogg: 'In no modern language»
probably, has prosody been so elaborately developed as in
Hindi* -

Hn Hindi prosody Is primarily based on classical
prosody, as found In Vedlc, Sanskrit, Prakrit and Apahhreuuja
poetry*

3* It is a result aT a continuous growth and development*

4* In tiie course of this development Hindi metres
became more and more musical and reached their perfection.
in the Tala vrttas, which cannot be fully understood witho;t
remference to the field of music”

o* Three of the four vrtta divisions, i*e* Varna vrtta,
Matra vrtta and Ala vrtta are found in one and the name
period* Toe bvara vrtta figures only in the books on prosody
which concern themselves with theory and hence enumerate
everything that has ever existed or could possibly exist in
future”

0* Poets and prosodists have analysed and named all
the various metres*

7* f Host of the poems of the period can be considered*
either as tfatra or as Ala vrtta*

b. ny Various metres in practical use have been

created by a process of permutation and combination*



9* The following metres have played a very Important part

and made the greatest contribution to our literature s»
Gaupal, Doha, Horatna, Havalya, Kavlitt and Pada*

10* Homs poets, like Keéav, shoe a tendency to employ as

many different metres as possible*

11* The currant matres have the power to express all the

different shades of bhava and Kasa*

Vi. Soma Kavya regions seem to prefer the use of special

metres* A |

13* Home metres have a particular chan for some of our

poets who have brought them to perfection*

14* Sfetres are carried from their *houm * regions to other

Aavya regions either by pupils adopting tim metrical medium

of their master, or by the poet~singera themselves travelling

and influencing the poets of the regions they visit*

Ib* As most of our bant poets were both poets and musicians

they have arranged bam metres In such a way that they suit

large as well as Deal music*

Ib* Their metres often seem to have been inspired by dance*

17* Folk-#laments have play“ed a great part 1w.,thds, resulting

prosodical
in the slackening of theoretical/restrie tiers as, for instance



an avar greater freedom fur making short ayllablaa long and
long syllables short*

1w* Hhyme and regular rhythms became more and more
{prominent*

do. Poems of this kind are equally effective whether
sung or recited*

dl. In the composition of a Pada - mostly * combination
of two or more different metres - the poets generally begin
with one Dvipedi or Catuepadi O H called 'Tsk” having the
function of the Western "ritomello* being repeated at the
end of each stansa¥*

dl. the lives of Ham and arena and prominent
philosophical religious subjeots have found expression in

all the current metres*
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aLo&S AKX

ATl AKTI Metres with twenty syllables in a partac

Ati bhrti -. Metres with nineteen ayliablea in a pada.

Atl Sarkari << Metres with fifteen syllables in a pada*
Atukant oo Verses with no end-rhyme

ktyjktl m Metres with seventeen syllables in a pada.
Atyaktna .. Metres with two syllables in a pads*

Adbhuta, oo The hentlmemt of the marvalions *

Arustubh oo Metres with eight syllables in a pada*

Antara oo In a musical composition the division following

the sthayl, the first development*
Apabhraéssa oo "A corrupt language *, us?d for the last forms
of Prakrit; sometimes denoting one special form*
Abhoga o The second development in a musical composition
following after the antara. often the closing

section of a Hindustani song*

Ardhali *e o Originally half a Caupai;later independent unit,
Alankara €« The science of Hhetorie.

ATatari oo Verses having twentyfour matras in a pada.
Asvavatarl Verses having thijrtyone metres in a pada*
Astaehap” a* °The eight poets1

b. A book dealing with the life of these
elgit poets.

ASEI Metres with sixteen syllables In a pada.
hee Pingala* ,

Aksara ftyllaoles, at least one consonant with the

Inherent vowel*



AKETI

Aditya

Aany atioavada

Arati

Asavari
UKTHA
Utsaha

Ulatgb*uasl

USDIIC
KAIMVAJO:

fta*na
Karuna
1Caia
Kaiyana

Kavita

215

Metren with twentytwo syllables in a pada*
Verses having twelve datras in a pada*

The dootrine or the suprea® spirit*
a.Ceratsuny of worship performed in front of
ttte idol consisting of a circular ooveiaent of
a lighted laiap or burning camphor®

b* Song connected with that ceremony*

A raga*

Metres with one syllable in a pada*
heeling of vigour*

roetry which prefers oryptlo usages of
expression*

Metres with seven syllables in a pada*

A basio division of narrative poetry; in
Apbhraalsa it consists of several stansas In
the Fajjhatika or A\Hlllah Metre followed by a
Uhatta or hurai* In Hindi the !>tanxas are in
Gaupal Metre and are followed by Doha or
Soratha* Several Aadavakas Make a Gandhi
(or Sarga)

Spondee - -

The Sentiment of the pathstie”*

See l;iatra*

A raga
Poetry*



Kala
AaVya

Krti
Aadara
Krodha
&HAMJAHX
GANA

Uatl
Gatibhahga
Gadya
Garba
Gayatrl
Gita

Guru

Gaurl
urantha
ouAKAIifrAKX
GAKHA

Cateravartana

Caiapu

Catuspadl

A heavy,

A.fcrheel,

See m *tr£.

Poetical composition conforming to the rules

of rhetorics.

Metres with twenty syllables in a pada.

A raga.

Keeling of anger.

Spoiling the Gati.

Prose.

Metres with six syllables

A song,

instant.

A raga.

A women's round dance.

see Pada.

Timbrel.
a. In Varna vrtta see p.p.13~14.
b. In Matra vrtta see p.lo.

The flow of a line of verse.

/

in a pada.

used in the sense of metrically

The Holy book of the Sikh religion.

A raga.

b. Cycle.

Cyclic succession of prosodical periods

partly in verse.

A composition written partly

Having four padas.

(see p. 32- )

in prose and

long



Carana
P

Calta

Caukaljt
CHAHKAL

Oiland as

JAdATI
Jugupsa
TKK

taia

Tala-cakra
iala-m atra
Tala-oapa
Tala*vrtta
Trikal
Trlpq¥a
Tristubli
Tuk*
Tukant
Talthika

H«iu&i£c3Luurc: ?piic*0e* A verse foot,

a* One of the .Spring .aonths*

b* Hongs sung in the month of Caita*

Another name for i>a9an.

Another name for '{agap*

originally intonation, namely a holy song vhioh

la neither Rk, Haman® or Yajus* Later on

metre and trie science of metre* It la the

later lin which "chand* la used in Hindi*

Metres with twelve syllables in a pada*

Keeling of dlaguat*

The first line or lines of a Pada used as

refrain*

la* Literally palm of hand*

b* Accentuated beat,

o* Musical t i m e Sar-?- ~
ul, y

2* Trochee (- U)

The full cycle of periods of musical time*

Unit of musical time*

Counting time of measure-

See p*4*

Another name/Dhagane

Three beat time*

Metres with eleven syllables in a pada*

Rhyme*

Knd-rhyiae °

Verses having fifteen matras in a pada*



Tralloka
IMgdhak§ara
Dandaka

bvlikal coe
bvipadi
uirgha

uesl

DHVAJA

D hrti
Uhruva
SAAhAWLIiU
Kaylka
Klrgura
rAMKTI
Pada

Padya (opposite Oadya) eec°

Parmagar?ja ec-°

Pada oo

818.
Versa* having twentyone matras In a pada*
Prohibited syllables#
a# Metres with twentyseven varrias ir aaoh
pada®* b. Verses having more than thirty two
extras ir a pada.
Another name fur 'Kaga'n. See p.lo.
Having two padas.
A long vowel#
a# _one of the varieties of the PrAakrit
b# See Pada* o* In toe musical

to*
sense opposite MargajA tbs ausio of the people#

dialects,

XaMbue (U -)

Mstree with el*iteen syllables in a pada.
See Tek

Verses having twentyseven aatras In a pada#
the heroine of the postle composition,

the supreme deity without attribute*®

Metres with ten syllables ir a pada*

A specimen of Tala vrtta# also oalled iasX#
Hhajan* bh;\sA* hlabda or Oita*

Verse#

bee Pingala.

In a wider

Originally a quarter verse#

sense used for the component parts of the

starts* which may consist of two* three* four*

six or even more padas-



Pingala

Frakrtl °e°
Pratlaths ¥eo
Prabandhakavya
Prat>|¢ate oo

Prakrit (Primary)

Bid*
a* The father of Sanskrit prosody*
b* Prosody*
Metres with twentyore syllables in a pada*
Metres with four syllables in a pacta.
Kple style*
k gong sung in the early zooming* also oalled
Fratakall *

The spoken language of the Vedie period*

Prakrit (Secondary) The spoken language or the Sanskrit period*

Prakrit (Tertiary) The spoken language of the period between

Pratakail

PHAO

PA iV
BITJAV AtPA coe

Bljakf (vTjak")

Blbhatsa oo
BKAJAK soe
ttha*a

bhayanaka
Bhagavata e
bnava

Bhasa eee

olassioal and modem languages*

See Prabhati*

a* The Hindu month of Ph&Ilguna*

b* Sungs sung at the time of Ho11 festival*
A raga

a* Catalogue* b* Collection of poems of Kablr*
The Sentiment of the abhorent®

Devotional songs; another name for Pada*
Feeling of terror*

The sentiment of the terrible*

Verses having thirteen matras in a pada*
Fbellng*

a* language* b* Deal poetry* See also Pada*

Bhautlkavada (opposite j adhyatmavSda) Poetry ouncemed with

Ka?a oo *

m aterial world*

see matra*



Matfia soe
WadanaTgrha e**
Madhya coe
Malhara oo
Mahatailhlka e-
Mahadalsika e««
Mahapauranika -e°
Manabtiagavata -.
Mahayauglka .-.
Maharaudra K«

Mahavatarl XX

Mahasanskarl

Sea iaatra*

A fora of tiarba*

Matra with thraa ay1lablas in a pada*

A raga*

Varaas having tnirtytwomtraa in apada*
Verses having twenty oafcraa in a p“ﬂa'&%*
Verses Slaving eighteen aatras in a pada*

Vbrses having twentysixisltraa In a pada*

Vhrses having twentynine mtras in apada*

Verses having thirty isatras in a pada*
Vhrses having twentyfive Jatras in a pada*

Verses having seventeen xaauras in a pada*

Marga (opposite hesl) classical music of divine origin?*

Manava

Matra

Matra vrtta

XATI

Xatibhanga

Verses having fourteen aatras in a pada*

a* Unit of time measure*

b* Instant”®

Bee p*4*

a* In Varna and Matra vrtta pause within the
framework of a pada* b* In Tala v«rtta the
dumber of Irstarts necessary to coioplete the
tala-cakra*

A defeet in prosody when yatl ooours in the

wrong place*



Xantra
Xaftglka
RACAHA

hamaini

Rasa

Rasaparlpaka

Haaasvadana

Raslka

Hage

Haaa

Kitl

Kaudra

Raudrika
LAOHU
Laya
LakgaQika

VAEKA

Varna Gana

Varna vrtta

2¥1.
a* Instrument® b* Musical instrument*
Verses having twentyeight Jfetras in a paaa.
Composition*
a* Poems relating to God*
b* Padaa of KabXr*

%

a* Juice, b* Flavour, o* Rssensev d*Kmotiun*
Assimilation of Hasa*
Savouring of Haaa*

Discerning listener able to taste the intended

emotion*

Musical modal construction designed to be
expression of a special emotional state*

A kind of dance said to have been created
by A.r»e.na and his companions*

Applied to Hindi poetry in the same sense as
iCavya to Sanskrit poetry*

a* ‘ilbe £entimer*t of furious*®

b* Verses having eleven instants in a pada*

Verses having twentythree Instants in a pada*

Light, used in the sense of metrically short*
Tempo in music*

Verses having thirtytvo metres in a pdda*
Vowel? syllable® word, here used in the sense
of syllable*

Bee p*4*

Bee p*4*



Vasava XX
Vikrtl ...
Vibhaaa XX

Vlaaxrn® (opposite
Vira
Vedana

Vrtta

/
BABUa
Hama

Harkarl ece

&anta

Saatra oee
Srngara cee

Soka
&AOWA XX

Saa® (opposite VisaaqU weak beat)

Hancarl

Satkrtl

Sataaa.l

Sandhl

Sandhlbaddha e

Harga

2*%2 .
Metres with eight matr&s in a pada*
Metres with twenty ayliablea in a pada*
A raga*
8*4 ) beak beat*
T*ie Sentiment of the heroic*
Feeling of pain in separation*
originally fixed rhythm at the end of a pada*
The whole line of a fixed number of ayliable a-

Finally mitre in general, in which eenae it
la used in the bulk of this treatise”

'‘See Pada*

Feeling of quietism*
Metres with twentyfour syllables in a pada*
Quletistlo sentiment*

Scriptore*

Tim Sentiment of erotic*

Feeling of sorrow*

Supreme dlety with attributes™

Principal beat of time,section
In a musical composition the optional third
development of the melody*

Metres with twentyfour syllables in a pada*
Having seven hundred verses*

flee Kadavaka*

A narrative -poem written In several sandhle*

Chapter of an Hple*



uaz>

Sargabaddha Kpio divided into sargaa*

bakhi Another name for Doha matra®
Supratis.’g/tla Metres with four syllablea in a pada*
Supriya Periambua ( U U )

Sanskari Verses having sixteen matraa in a pada*
Sthayl In a musical composition the part

corresponding to the Talc in poetry*
Sphutakavya (opposite Prabandha Xavya) Independent Short poei
3vara a* Sound, b« Tone, c. Vowel*

Svara vrtta « o 2ee p.4.



1*

3*

10*
11*
12*
13*
14*
15*
16~
17*
18*
19*
20*
21*
22*

2%4.
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Antarvacti, bb

AKb«r, 106,116,1*0, UO,UV, ATtara, 2b,bu
-140,147, loi> .
130, 133 °”  Artari, 123

Apabhramaa, 2,5, by, 27,34,04,

Akiari, tt 85,uo0,b7,bu,b3,bb,
100,157,173,174,177,
AkiaradTlkopAdeia, 17b,1b0,183,810
A>charavat, 114* Abul Kasai, 137
Ivgrlpurana, i<3 Abul Fai* (Falsi), 107,137,107
Agr Oaa, lo7, 1*4, 146, 147, Abd-ur-Kahman, bb,bo,b3
167,

Abhimana Msru, b5
Adila, VI

Abhisaxaaya-Vlbhanga, bb
A tlkrtl, 4b

Abhoga, bb,BO

Ati jagatl, 40 ]
Ami, 5b,119

A tld h ftl, 43
Amir Khusarau, Ibb

Ati itaravai, 70, 137
Aofeadava burl, bb

Ati aarkari, 41
Amrt&gati, 3b, loo

Atukant#, 17b
Amrtdhar, lot

Atyaati, 4b
Amrtaalbdhl Oohakopa, bb

Atyuktha, 34
Ayubhya (Ayodya), 110,117

Adbhuta, Ibb, 208
Ayobhya Kanda, Ib |

Art11a, 57

Anarigasakhara, 50, 150
Ardhaaagadhl, 84, 87

Animdh, 101

Ardhall, Ibo, 181,1)53,184,180,187
Anukula, 150

Alarikara, 101,170,17b
Amnrayarayana palbam, bb

Alamkara sastra, 85

Afiuatubh, 37



Avatara, 02,11b,lib ,130,143
Avatarl, 03

Avadh, 105,113,114,110,lu7,
146,175,170, 105

Avadh1, 113
Avanti, 1
Avanti, bb
Aaoka, 2

Asvagatl, 42
Asvaghoaa, bb
Asvitarl, 71
Aata chip, 118*123,lob
Asti, *2

Aaaxnbandha drsti, 8b
Asami Fatehpur, 137
Asaasse, b7

Asl, 115

Ahmadabad, 145

A hiraja, 7

Ahlra, 53, llo

A

Akhirl Kalam, 114

Agra, 134

22b.
Atma Ham Shukla hubs, 115
Adi Granth (Granth* Sahibyt lob,lob

112,143
jtdlitya, 54
~*dhyatmavada, 163
Amandavardhaka, 4b, 119, 150

Abhira, 53, 150
AbhirA, bb
Arati, 28
Aryavarta, 1
Aaavari, 2b

z

Inctava, 44

Inarajit Hirgh (Ohlraj Harilndr),
107, 148, 149

Indravajra, 3b, Ibo

|

lavar Das, 105, 114,180,180
\"

Uktha, 35

Ujvala, 55

Udiyana, 004 110
(itsaha, Ibb, 205
Upacitra, 177

Upajati, 38, 151
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Upodesagiti Oohakosa, Bb AU
Upadeaarasayana, BB Apdrl, 98

Up&xaana, 62,81,116,119, .123,127 Ka
129,143
Eajjnla, 62,116,119,125
Upendravajra, 36,151
Kancanpur, 160

KandJavail, 40

Umna, 44

Ulatav&msi, 94

KadambA Khandi, 123
Ullala, 77, 78,119,151

K&davaka, 90,17b

Uaha, 161
Kanakamara, 66
Uanik, 37
KanauJ, 119
Uaman, 105,116,165
Kanhapa, 89
U
Kabir-Oaura (Cavxra), 111
Udho, 160
Kablr (matra), 66
R
' Kabir Das (Kabir), 27, 105,109
Hgveda, 25 111, 143, 153,-157, 176, 165,167
B Kaaanda, 74, 150
Kkavali, 40 Karnala, 37
Elizabeth, 133 Kamala (X},37
o Kamala (IX), 40, loo
Oriya, 97 Kamalavati, 72
Orissa, 67 Kamal, loo, 111, 165
Oroha, 107,127 ,146,l01,170 Karakanga cariu, 66

Karakha, 74,116,119



Karana, 13 Kaal Hath, 148

Kariina, 199, 203 Kfcrita (Havaiya), 47,lbo,173

K&rnabhararia, 139 Kirtar. lob

Karun&bhavansdhisthana, 89 Kil, 124

Kam Atic, 190,19b Kiri, 98

Karma, 107,139 Kundala, 61,81,119,123,127,129

Karmaoaadalika Dohakoaa, 89 Kualallya, 78,131,145,148,160

Kalahaaaa, Ibo Kukubh, 88,114,116,119,147
Kala, 8 Kukkurlpa, 89

Kalkl, 16 Kutban, 106,113,185,186
halyart, 29 Kumarapala pratibodha, 88

Kavlitt, 52, 118,119,123,131, Km aralalita, 37,160
137,139-142 ,144,148,149, lo4,

165,167,169,173,176 ,209,211 Kvaobhakaran, 107,146,147

Kavildarpana, 24 Kuabhan Daa, 105, 120,121
Kavipriya, 148 Kurukpetr, 115

Kathiawar, 90 Kuauaakulaiaadhukara, 173
Kaainiaohana, 39 Kusumavioitra, 40

Kala, 8 o Kurma, 16

Kalaavarupakulaka, 88 KTtip 43

Kalidasa, 24, 99 Kyapa, 16,121,122,125,129,132,
Kalibhavanamarga, 89 211326,142,162,164-166,171,174,186,
Kavya (1),6 Krarta oarlt, 175

Kavya (11), 63,150,173

L(J:ana Das (£), 106,118,123,145
Kanrl,

loo,10b,llu,la3,lI&7,l07
175,176,185,187 JE£r§na Daa (I11), 144

*

Kaaxair, 1 Krona Madan Mohan, ISo

Kasyapa, 23 Kedara, 24
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ifadara, *W
Mllogg, 160,810

KtUT, 84, 86,l06,l07,146,
148,160,170,171,164,167

Kalkay, 206
Kailtoyi, 98
Colebrooks, 178,180
Koaaladeaa, 1
Koeall, 98
Krazaadisvara, 85
Krodha, 199,204
Kraunoa, 173
Krauetuki, 23

XBA

KhanJana, 45
Khamjarl, 152
Khandavat, 160

OA

oagarpur, 150
Oaganangana, 119
Oavig (dang havl), 107,139
Oanga (Ganges>,90,115,171
Oargadaaa, 24
Gangadhara, 46
Oangadaka, 46,150
Oara, 14,16-19,21

838

Oatl, 11,12,16
Oatlbhanga, 11

Oadadhar hhatta, 106,124,125
oadya, 172

Oareah Vaaudop Tagars, 87
Garba, 102

Claya, 117

Oaths, 102
Gathalaksana, 24
Oayatri, 36

oalta, 146

Oaha, 66, 160

Olrldhar Lai, 181

Oita, 78,168

Oita Oorinda, 146,161
Oltavall, 176

O itl, 88

Oltlka (X), 43

O lItlka (I1X), 66, 118,183
oltlka (IXX), 89
Oujarat, 87,83,l08
liujaratl, 87

Oundarilpa, 88

ouru, 8,13,14,16



OurJarl, 8s
Ookul, 1*1,188,138

Oopi, 88,118

Candlka, 81,118

T

Galurdandi pr&kaslka,

Gaturbhuj iaa, 106,121

Gorakhanath (Oorakaapa), 89

95,94

Oorakha-vanl, 59,94
Govardhan, 117,119
oovind, 127
Oovind Das, lob,123,
Oaup, 100
Gauri, 96

Oaurl (1), 29

oaurl (I1X), 39,150

Oaurlya, 126
Grierson, 1
Gwalior, 132
QHA

(Jhatta, 91,92,160

Uhanaksari (1), 29
Ghanaksori (11) a2,160
GA

Oakra, 30,32,33

v

GaturyogabhTiVaria, Bb

Gatuspada, 213
Gandabaradal, BB

Candra, 08,119 W

Cardrakala (aavaiya), 46,loo

Oandraraaa, 36

Candravartma, 39',\150
1 - .

Candrayana, 60,b2,llo

Campu, 6 \
tiarenk, 13
Caroarl, 43

Cavapalya, 69,116
Gaoari, BB
Oamoarl, 75

Camara, 41

Glttaguhyagafit>hirart(ha-gltl, B9

Canoala, 42,150 ;' ;

:0anoarl, 43,118,180 |

J\

Clttaur, 126,146,15b \

Oakravartana, 29,31,32,34,63

Carda, Be6

Citralpida, 3'%,127



Cltrs (1)t 42

Citrn (II), 177
Gttravali, 110
Uedl, 1
Galt, 28

Gal tarty** 27,124,120,130
09
165

Copalya,
Caurtisl,

Caukal, 1b,00,60,72

60,110,114,110,119,
123,130,143,100

Gaupal,

GaupSl, 25,07,90,92,90,104,
1U8-114,116-119,121-123,126,
127-134,130,137,139-160,103,
101,173-170,177,179,100,101,
163-167,200-209,211.

Caubola (1), 5*.

Caubola (I1), 60,tt1,11»,197,

150,I1B0,919
Cauraai Valaravom Ki Varta,

Causa, 117

OliA

*

Chandah (Chard*i), 7,19

Chandahkoaa, 94
Chandahaaatra, 7
Chardfirusaaana, 24,58,94

ChanaotaafTjarl, 94

lib

Chappaya, 78,116,11%,199,157
159,148 ,144,14b,149,104,160,
175,09

Chavl, 65

Cnahkal, 15

ChitHSVaiai, 106, 1*1
Chlhal, 107,140,147,109,167
JA

Jagana, 15,14,16-19
Jagatl, 59

Jagarvrath, 111,117

Jaiaura (yamuna), 1*7,165,171
Jayakarl, o5,ldo
Jayaklirti, £4

Jayadeva, 94, 165

Jayadavaonardaa, 94
Jayaarl, 96
Jalaharara, 51,175
Jahangir, 116
Jayas, 114

Jirapadoa f'-url, bU

Jirdut&a “uri, bb
Jlvaavaxal, 195,165
Jugupaa, 199
Jaipur, 145



Joha, 30
John Stuart Mill, 19b
JHA

Jhulana, 05, 150
TA

Takki, 08
Tagan*, 15,19

TandIn, 83
Tumka, 89

Tek, 89,79,80,153,154,156,

184,180, 818,
Teiahanapa, 88
Tankajtxftfi
Todarxaal, 105,134

THA
Thagan, 15
DA

pagan, 15

Dekkhan, 117
poniblpa, 89
DHA

Uhagan, 15

»A

?ag«n, 15

I;Ianﬂ.nahaoarlu, 88

835

TA

lagana, 13,14,10-18
TétvaeVabhavadohékoaa, 89
Tatvopadelaalslkhara Dohakoea, 89
Tathatadrati, 89

Tanvi, 40,151,173

Tamala, 88,110,119

Tarapija, 35,151

Talavandi, 143

Tatanka, 69,110,119

Tan Ben, 100,180,130,138,165
Tamaraaa, 40,151

Taraka, 40,151

Tala, 4,15,15,3.9-33,79,83,90,
101,171,180-195

Tala oakra, 31,180
Tala zaatra, 35,101,108
Tala vrtta, 4,5,15,87-31,34,

85186101,108,108,180,184,186,187,

Tlkavaopur, 135
Tilaka, 36
Tllana, 36
Tllopa, 89,99
Tiliana, 36
Tllla, 36



Tuk, 19

Tukant (1), 18
TukantA (1), 172
Tukara®*.i, 87

Tanga# 37

Turarigaua, 37,151

Tula! (Tula! Daa), 85,87,105,
115,141,159,101,107,174, 170,
181,180

Tuna, 41

Talthlka, 55

Tallanga, 117

Totaka, 39,110,116,151
Tomara, 04,116,119,151
Trikal, 15,56,88
Triputa, 195,167
Tribhangl, 71,151,173
Trlloki, 88,119
Triatubh, 38
Trailoka, 60
Tvaritagati, 38

THA

DiuUbhrJda ttiaga, 88
DA

Dagdhakaara, 8o

836

Dandaka (Varna Dandaka), 49
Dandaka (Z), 74,116
iandaka (I11), 150
Dar#akala, 73
Dandle* 84,85,99
Dav9, T«H«, 30
Dadii, 107,145-147,169,176,187
oaaodara, 81,189

Darikapa, 89

Digpala, 65,110,116,119,188,156

Diva, 44
lI;lpa, 81,116
Dir*ia, 8,9
Duralla, 46,173
Drrhapata, 69
Drrhapada, 69
Oalhl, 95,94
Devaserta, 88

InBi, 40-46,34,79,64-67,66,167,
166,160,611

I*o*l r.acaaoala, 66,64
Jexl m |, 67
Imui. vrtta, 161

Poab, 87
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Doval, 66 Dhruva, 29
Dohaka, 39,173 Dhruvaka, 91
Doha, *0,51,77,78,80,91,92,96 Dhrurgarit, 142

108-114,116-119,121-123 ,125 ,127-
124,136,137,139,140-150,153,10l, Dhruv Dan, 106,131
lu7-169,173-176,180,184-187,2189,

211 210, 212 Dhrura KaCtra, 127
Dohako&a, 69 Dh*aja, 13
Dohagltlka, 89 HA

Dohaaatasai, 91 Hakhaikh, 148,170

Do fau Oavan Valanavoa Ad Varta, Xagasia, 15,14,16,17,18
180,122,138

Drutolilla®jvuta, 40,180
Kagaaatl, 35
Druhina, 19u
Haga&v&rupinl, 37,181
Dvarika, 111 ,12v
loaia, 90
Dvlkal, 15,86
Hand, 128
1vlpadl, 212
Haraitadhyaya, 24
DKa
Hand Die, 106,122,165,175,186
j>hatta, 77,150
Haalaaohu, 66
Dhanapala, 88
Harasi ftehta, 27
Dhftoar, 195 "
H&raea, 42,151
Dharaa Das, 1lo5,110,184,
Dhavakkal, 95 Harottaei Das, 107,141,164

Dhaaapa, 69 Harhari Sahay, 107,137-139, 166
D.rti, 4k Kavapadi, 57,161



Haksatrika, 65

Haga, 83
Hagakuiaaracarita, 88
Nagamati, 158
Hagaraja, 42,151
Hagarl, 98
fcatyasaatra, 23,189,192

Nadivindudvara yogaoarya, 59

Hfirak, 27,l07,143,166,167,176,
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Habna Das (Habfea), 106,123,124,

lab,166.
Kaylka, 94
Harada, 188
Halanda, 90,93,95
hiJan*, 87
Hlta, 81,116,119
Kidflmasutra, 23
Hidhi, 81
Hixoadltya, 127
Hlaavat, 127
Hiai, 201
Hliabark,
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Hirguna, A71

127,129
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hivrttibhavanakrama, 89

Hialpallka,
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41,151,

Hila, 42

Hrsioha, 16

HemlIr&tha oatuapadlka, 88
Heainatha Phaga, 88
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Pankajavatika, 40,151
Pankajavail, 40
Pankavall, 40

Vairtcti ill, 36
Paikkti (XX), 38
Pajjnatika iPaddhatlka,

Pajjhadia) J 177,178,180,187
173

Pamoakal, 15

Famoaoaiaara, 42, 151

Panoaganga (Hiat, 108

Pamoapadl, 91

Paneali, 98
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Panjabi, 97

Patanjali, 2,84,
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Paddhar19 56,81,ll0,116,157
Padua, 57
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Padoavatl (Metre),

Paduavat (Podiaarati),
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91,115,

Paduivatl, 7*,161

Padairi, 150
Fadiaallpta, 05
Padya, 5, 170
Parmagé&raja, 7
Paa§aanand L»aa, 105,119
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P&rasur&aa,

Pada, :UJ,l0,10,5S1*46,40-00,I1&6,
170,17*%,100,104,106
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Paabatya, 00
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Plyuaararea (Ka),110,119
“Purukhottaa** purl, 115
PufipadaTita, db,95,9d,lo|
Prthvi, 40,151
Prthai</Tr5ja Haaa, bb
Palaall, 85
Prakrti, 45
Prajjhatlka, 58,91,00,95,151
Pratiatha, 55

Prapathaka, 05 <

Prabandha Kavya, 171
Prabhatl, 08
Prabhatl (Matra), 81

Praaona, 57
Frananlka, 57
Praaltakeara, 59,lol
PrayagH Allahabad), 1,115

Pravin Hay (Paturl),
Praaada, 58
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Prakrit Falfgala, 04
Prakrta prakaa'a, 85
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Prea baheil, 145, Bahtnkallraaa, 88
Preuavatl, 161 Blkraa, 16u
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PHA Bilaval, 09
Katehpur (blkri), 100,154 Bihar, 0, 87,90,117
Pha"iea, 7 biairl, 85
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Phag, 08 Bfr (Vir), 71,81,119,147
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Kavi), 106,101,154,155

Bandana (Vandana),80,119,145
Buddha, 16

Bandhu, 59,150
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Baravai, 76,llu ,116,157,167, gltlka, 89
168,175,170 _
Btirda1 Khand, 14b
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Balabhaiir, 107,148,148 ,170 105,185-151,165,164 ,174,176
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Brajbuli, 177

Brajbhual, 1M
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Hhaya,
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UHayanaka, 166,606
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BharataUl), 806

bhava, 61,119,166
Bhartxv&arl, 18y
Bnaivabhuti, 99
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tshivanand, IU>,lub,lbo

Bhhviaayatta Kaha, 66
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DBa,;avata Kuraria,

164
Bbinu, 65,116,116
IBthaai_aha, .66 '

jav&va, 166,166,199,610,612
Mnavanaphala Uoiiakuaa, 66

fcnSaatf). 67,76
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Bhaajra, 176
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Bhajarigaprayata, 5b,loo
t\t>ajiagi3p4tt
Bhupa bhusana, 13b
Bhuaan, 15b
Bhusukapa, 6b
Bhau&kavada, 165
ttilrauaravail, 175
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Makaranda, 4b

Magana, 15,14,16,13

{tagfrar, lob
Jfanjari, 4b
Manjutllaka, 83,lib
HarfJuaallrl, 41
Manjhan, 106,115,166
Matt&, 6
Mattagayanda, 44,160
M attaaatarigalilakavana,
M atftaaavalya, 75
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Mataya, /1

III)
Matsya,/l6
Mata, b

Mathura, 116,161,167,166
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Manthana, 3b,150
Manthara, <06
Manthftna, 3b

Madana, 64
Madartagrha (1) 76,175
Hadana“grha (Il)lob
Madanamallika, 150
Madanaxaohohara, Ibo
Madanahara,™119, 150
H ttraean, %
Madan&ga, 83,113
Vadras, 11y *°
Madhu, 38,150
Madhukaraah, 137,143
Madhupa, 58
Madhubhara, 53, 150
Marthuwilatl, 115,160
Madhyadeaa, 1,83 ,l04
Madhya Pradoah, 87
MadhyapradeAi, 38
Madhya, 35

Manaaohana, 81

Manaharana, 50,58,150
Manu, 7

Manusarti, 1
Manorama, 41*
Maror&ma, 41,150,170
Haroraua bhava, 3b

Hanohar Das, lob,136

?4arsaata, 188
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Marahatta, 67,187,137,150

Marathi, 97
Marudoai, 88

Max*d&na, 143
Ualuk Baa, 166

Malik Muhamad jajraal

(Jayasl)

85,10S5,118,114,157.160,181,186

H aiti, 48,150

M alllka, 87
Malhar, 89

Maharl Balal, 114
Mahadalalka, 59
Mahatalthlka, 68
Mahadeva, 190

Mahaguhyatalvopadaaa, 89
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MahEpurona, Kki
Marakandeya, 85

Muhepaurarika, o9
M&rga, 88,189,18u,81*

Kah&bh
ah&bhng&vata, 05 Uargaphalanvitavavadaka9 89

hahabharata, ad M&rwar, 145

hAjd ' Iti, 89 '
Mah?jdravajraglti Salatl(l), 3ti

Mah&auriropactasa bohakoaa, 89 Malati (XX),40,150,178

Kahiyayiglica, 67
yayig HSIIn'i, 41,137,100
gahiraatr* (ifiaharaahtra),8 ,87 .
M fili, an

Mahkraatri, 64,*6
Mira (Mira bai), 87,106,1*0,146,

;£anaraudra, 80 165,170
Mah&vatari, 54 Mukunda, 41
ttahaa&nak&ri, 58 Muktana??l, 64,119,187,145
Iftahlpa, 89 Mugdhavatl, 160

Magadhl, 8,85,67,96 Murlaekhara, 45

Muller, Max, 4.
MCtra, 4,5,6,6,30,32,53,047 Multan, 90,94
77,80~B5,101,108 ,161,171,177,178,
180,816

Muhammad Ohaua, 158

1 _(Wuv?iwtj,
Matra gana, 18,14,15,16,19,50 Urg&Tatlh 115, Ho

Matra vrtta, 4,14,17,87,26,3u, .
31,54,55,90,175,177, 180,816 Mrtaaanjlran19 85

Matra *a*aka1,7‘?77,187 Mrdugatl, 03,b19116,119
MEtrlka ftavaiya, 71 H althill hharan Oupta, 98
Madharl, 45 Motanak9 58

Manava, 65 < Motlyadaoa, 40, 151

Modaka, 40,58,150



Uoharm, 116,150
Mohaaudgara, 178,161
Mauktlkadama, 40
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Xagana, 13,14,l0 ,17,18

Xajurvada, 25

Yati, 11,15,31,52,56,40-44, do
55,57,59,00-75,61-83,lo |

Yatlbhanga, 11
Xantra, 191
Yas'odhora-Carlta, 68
Yaska, 23

Yugal Ratak, 186
Yoga, 59,119,187,147
Yogabhavanopadaaa, 69
Yogasaradoha, 66
Yogindu, 66
Xafeglka, 66
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Raga”*a, 15,14,16-19
Kaghupatl, 604
hagRuvar, 805
Raeana, 178

Haddt, #1.I

Rata, 25 |
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Rati (1), 56

R ati(ll),199,801

Ratnasekhara, 24

Rathoddhata, 56

Kaaana, 35,151

Hamalni, 156

Rasa, 6,66,185,161,198,196-609,211
h&akh&p, lo ti,IS *,133,164,1*>6,173
Raaanlrupajia, 170

Kasaparipaka, 95

haslka, 191

Raalk Rrlya, 149

Hahim (Abdur Rahim Khankhana)
106,156,140,157,165

Raga, 26,29,83,196
Haga”*Sagarodbhava, 118
Raghava, 159
Raghavarard, 108
Kajkunvar, 160
Rajputana, 146
Hajasekhara, 85
Rajaaakhara Suri, 68,96

Rajaathan, 1,67,105,107,186,146,
147,107,170,17«,167

Uajivagana, 82,119



Radha, 125,129,163,164

R&dhavallabhi, 117,129
R&dhlka, 60,119
Ram (metre), 129

Rama (Ram), 16,92,162,167,168
174,201,205,208,213

Ramanand, 105,108,109,111,112,
146,153,184-186

Ram Candr Singh, 132

Kamg£,£arltCM£naa, 25,91,115,159,

174,175,186,269,212
Rama Tarkavagiaa, 85
Rama Simha, 8b
Ramanuj, 108

Ramayaxta (Ramayan), 25,88, 95
159,181,

Ram&larikrta manjari, 24,171
Has, lu2

Rasa (Metre), 119
Rasa“*JLlla, 163

Rahul Sankrityayan, 96

Riti, 150
RiTa, 132
Ruoira, 70,116,119

245
Rudra, 53
Rudr&ta, 85
Hup Sanatan, 163
RupaQkranta, 42
Rupaghanakaarl, 52,151
Rupaeaupai, 57
Rupamala, 64,116,119,125,151
Rai l)aa, 105,111,157,185

Rola, 16,63,78,116,119,123,125,
129,145,151,165,173
RaMdra, 199,204

Raudraka, 62
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Lakkhana, 88
i \ »3
Lakamana, 162 ,2 Ol
Lakamana Oeva, 86
Lakamana Bhatta, 117
Laksml, 46 \

Laksmldhara, 39
Laghu, 9,13,14,16
Laya, 11

Lalitapada, 66
Lavarigalata, 48,49,150



lik«tnlkaf, 71
LAtl, 9
bavanl, 69,116,119
Lahore, 143

Lila, 42,01,119
Lila-Bhuai, lo2
Luipa, 89
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Vajragiti, 89
Vataa, 1
V&raruol, 85

vallabhaoarya (Vallabh),lo6,
117-120,163,176

Vaata Vadanaka, 92
Varvari, 98

Varaha, 16
Varahaaehlra, 23

Varna, 8,171,177
13,14,16,16

Varna gana#,

Var*a vrtta, 4,5,14,17,19,26,
27,34,58,173,210

Valaiki, 26
Vasantatllaka, 89

Vaaanta Yllaka Oonakoaa,
89

Va&iaaatha, 40
VamaaatnaYllam, 40,151
Vagbhata, 85

Varna, 45,173
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Vauana, 16
Vay*tatva, 89
Vay*tatvop«deaa, 89
Varldhara, 151
VaaaYa, 63
Vikrtl, 44

Vijajra: gi,/]ﬁS,lGl,

VitVial With (Vittnal),
118,1*1-1%3,138,163,176

lut*,U7,

WPBBh. vidjra, 118
Vidyapatl, 27

Vinaya Palrlka, 175
Vinayaoanda Hurl, 88
VirWan#., 1

Vindhya, 1
Vibudhaprlya, 43
Vibha*a, 85

Vibhaf, 29

Vimoha, 36

Virahinka, 24

Virama, 11

Virupa, 89
Virvg>agltlka, 89
Virupavajj*a-gltika, 89
Virupadaoaturaaltl, 89
Virooan Katha, 186
Vlaaaya, 199
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Viara»ti, 11 Vraoarl, 33

Vlapama, 11 SA

Vi£*aaka, 4b,151 Bar.kara, 153,178

Qnnwi A~ —T Babda, 73,Ib3#1bd#17b

Viaam*, B3 Saw, 300,3uB
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Vianu, lo,117 tfkvarapa, 03

Vianupmia (X), 117 -Saaibadana (X) 36,151

Visnupada (XI1), 83,U0,113,130 Baalvadana (XX) 58

Vim, It* bfota, boo, 30b

Vira, 1ft*,309 bantlpa, bo,33

Vrtta, 4,31,108,171,188,183, Mllbhadrakakka, 8b
810

Ballbhadra Burl, 88
Vrttoktlratna, 33

BardiO.avlkrldlta, 43,137,1b!
Vrttaj&tlaamicoaya, 34

tigatra, 83,110,113,143
Vrttaratnakara, 34

blva ijaj Bhutan, 135
Vra Bhinu, 130

Mv, 3<33
Venkauuaakhin, 139

Biva Blrgh, 136
Vadana, 3b

Siva bavani, 133
Vaikuntha, 186

Suddhagatl, 113,137
Vaidarbhi, Ob

Butohagati, 81
Vyakarana, 173

’Ubhagita, 66,143
Vyaaa, 3b

Budohadhvani, 47
Vyaa ji, lob,1*7
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A ara.l:t?é(tSO ,81,iiy,iai,ia8,ia

Brrigarh,' 'atrti,* o1
Srngarinl, 38
:linger! JCavi, 86
Belch Burhan (Clatl), 113,114
Barsah, 134

hoka, 188,803
hokahara, 70,118
Sobhana, 83,118,151
byama, ,1,§S5
Ari, 3b, 151
sri Bhatta, 106,188,168
Sri Kath, 117,165
hrimadbhagavata, 153,175
hrutabodha, 84

Srutlbhuaara, 138
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Bat*pada, 151,173
satpadl, 88

éedihgayoga, 68
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hakhi, 54, 116,118,185
bagana, 13,14,16*18

Beguna, 171

*40
haSoari* 89

EL atkrtl, It\h'»

hatyavatl Katha, 114,166
Bandeaa Kanaka, 88,84
Sapanavatl, 160

baptaaa alddhanta, 89

Saw
samara rata, 88

ha*, 3u,33,sa
S3

haminl, 57
baainasavaiya, 7*
haaanlka, 37, 151
Baaundar, 66
Saayukta, 36
hanyuta, 36
baayuta, 36,151
barkert7~4 i
haravati, 151

Baraal,
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66,110,116,181,1*8,1*8,130

haraevatl (X) 1
baraavatl (XX) 36,151
Barahapi, 69,90,95,95*97,89,100
Bai'ahapadagitlka, 69

Sarga, 91

haval, 7*



banaka;'i, 00

Sahajagltl, 69

5ahaj as%¥araavadhisthana,69
6ahaJopade »aevadhis thana,69
Sakhi, 156,176

BaAbhar, 146

Bara il)i 35,lol

Sara (I1X), 66, 6u,81,110,1X6,119,
1*5,1*7,1*6,1*9,151

baraaa, 65, 119
S&aaveda, *5 *
saranga, 119
havayadhdi&aadoha, 66
Slkandar bah, 114
Slitar, 169
Mddhbacch, 160
Binghala, 156

Sind, 1

Sindhl, 96

Bindhu, 69,119
SixahavllokItA, 41,151
Sita, 169

Sitapur, 141
Sukhada, 61,119,143,161
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Rukhedinl, 48
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arcti, 69

hugatadratigltlka, 69
Sugatl, 61

buglita, 43,161

Sujan, 1*3

hudama o arlt, 141
&uj?Isprapan<iatatYopadaaa,69
Sundarl (X) 40,151,170
bundarl (11), 46
Supratlatha, 36

Supriya® 13,94 =

Svqpriya Ufetr*), 41,131,17*
Sumukhl, 151

Suaaru, 59,116,1*3,1*5
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Sultan AlaudIln, 159
Sutra, 17*
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Bur Bagar, 175,166

Suraaena, 1
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Saltava, 23 Karl, 3*0
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homaraijl, 151 Harlpriya, 75,61,116,119,160

bomavallarl, 41 Hai*lbhadra Burl, 60

Sorattha, 173 .

Jorafcha, 16,77,111,113,114,116, Unrl Kaa Bukul, 1%7
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A
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*
Bvara vrttn, 4,0,20,27,*1u H it Karlvasae, 106,1*9

Bvagatfi, 3b,151 Himavat, 1
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Hiraka, 82,150

Hliralal, XBu
Hu*karao11tavindubhavam kraraa,89
Uulbi, 11D

Husain ?ah, 113
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tisxxixasndzn”*xMbc
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